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Romeo and Juliet

Using Drama Methods in the Classroom
A report of a teaching sequence carried out at Sogn and Fjordane College

Introduction
1.1 Presentation of teachers and drama methods

We are two teachers, Elisa Bjersand and Ian Harkness, teaching at Sogn og Fjordane College
in Western Norway. We teach mainly student teachers on 10 and 20 credit courses and have
used drama methods two years in succession when teaching Romeo and Juliet. Romeo and
Juliet is part of the literature syllabus for both grunnfag and English 2 (10 credits) courses at
our college. It is also recommended in the National Curriculum that 10th grade pupils should
work on extracts from Shakespeare’s plays.' Using drama methods in the classroom can have
many advantages, one of these being that difficult texts such as Shakespeare’s plays are made
more accessible to teachers, students and pupils. Using drama methods has for us primarily
had a double purpose: it has provided us with an opportunity to teach the play itself, making it
more accessible to students; but we have also had a methodological goal in that we have been
able to illustrate to student-teachers how they can apply drama methods when they themselves
start teaching. This is emphasised in the National Curriculum for Teacher Education in
relation to the teaching of English: “students should provide pupils with the opportunity of

creative and aesthetic use of language, by means of artistic expression, drama and role-play.””

Drama is also meant to be dramatised, and, unlike the novel, the play on the written page
remains dormant and only comes to life once it is performed. The idea behind using drama
methods in the classroom, when working with a play, is not to re-enact the whole play, but
rather to provide students with a greater insight into the characters and the relationships
between them. This is often difficult to achieve by means of a solitary reading of the written
text. Apart from these considerations, the use of drama methods in the classroom provides a

welcome break from the weekly routine of lecture-based teaching.

' See Laereplanet for den 10-drige Grunnskolen), Det kongelige kirke-, utdannings- og forskningsdepartement,
1996, P. 231.
* Rammeplan og forskrift: Allmennleererutdanning, Kirke-, utdannings- og forskningsdepartement, 1999, p. 58.



One of us (Ian Harkness), has participated on the course, Methods in Interdisciplinary Project
Work, given by Tove Ilsaas at the Faculty of Education (ILS), University of Oslo. This course
involved the use of drama methods, in the teaching of Shakespeare and Ibsen amongst others.
While teaching literature to student teachers at Finnmark College from 1996-1998, Ian
Harkness was involved in various drama-method projects together with teacher colleagues

who had also participated on the ILS course mentioned above.’

The course given by Tove Ilsaas has proved very useful, and the participants on the course
have been able to absorb the drama methods taught and the material has been utilised in many
different contexts such as: college seminars and articles, in-service courses for secondary
school teachers and projects involving teacher-cooperation on 10 and 20 credit student teacher
courses. lan Harkness started in a new position at Sogn og Fjordane College in 1998 and was
fortunate in that one of his colleagues, Elisa Bjersand, who teaches literature, was also
interested in using drama methods, enabling a fruitful teacher cooperation which is described
in these pages. The following description will mainly concentrate on the teaching sequence

which was given this year.

1.2 Plan and timetable

The teaching sequence which follows was planned so that the teachers involved could use
their time as economically as possible (it often being the case that projects and other forms of
teacher-cooperation are more time-consuming than ‘normal’ teaching). With this in mind we
planned on using two days of four lectures each to cover the play Romeo and Juliet using
drama methods. Students were given a taste of drama methods, rather than a thorough

introduction, so normally more time might be spent on a teaching sequence such as this.

The following timetable was handed out to students some days before the start of the actual

teaching sequence.

? See for example: Dramapedagogiske Metoder - Henrik Ibsen: ‘Fruen fra Havet’, Harkness, 1., Myklebust, R.,
Vigestad, K; see also: HiF Rapport: Shakespeare i Bilde og Drama - Et tverrfaglig undervisningsforlop for
drsstudiet i engelsk ved Hogskolen i Finnmark, Myklebust, H. T., Olsen, S., Vigestad, K., Alta, 1997-8.



Timetable: Thursday, January 13th

8.15a.m. - 12.00

Lecture 1: Introductory lecture on Shakespeare and Romeo and Juliet (Elisa Bjersand)
Lecture 2: Drama methods and the use of teacher-in-role (Elisa Bjersand and Ian Harkness)
Lecture 3: Teacher-in-Role sequence (Ian Harkness and Elisa Bjersand)

Lecture 4: Students group-work on dialogue extracts - translating Shakespeare

Friday, January 21st

08.15 a.m. - 12.00

Lecture 1: Romeo and Juliet: theme: relationships between the generations (Elisa Bjersand)
Lecture 2: Group work on dialogue extracts (find keywords which express emotions)
Lecture 3: Illustration by the teacher (Elisa Bjersand) of how to create a tableau

Lecture 4: Students prepare and present their tableaux

1.3 Lecture 1: Introductory lecture on Shakespeare and Romeo and Juliet

Before starting on the drama methods proper, we felt it was appropriate to give the students a
general introduction to Shakespeare and his times. The lecture was inspired, among other
sources, by a recent book on Shakespeare by Jonathan Bate®, and one of Bate’s main points is
how little is known of Shakespeare, and how much speculation is included in the accounts of
his life. The most famous myths about Shakespeare were presented, with a view to try and

separate facts from fiction, and focus on what can be verified.

Another main goal of the lecture was to throw light on the role of the Elizabethan theatre of
the 16™ century, and the role of playwrights in Shakespeare’s time. The students were
encouraged to imagine that they were present in an Elizabethan playhouse where signals about
time and place would mainly come from the text itself, and not from props and stage
decorations. Some attention was given to the variety of styles in Shakespeare’s language;
blank verse versus prose. Finally, one of the dialogues between Romeo and Juliet, which has

the form of the sonnet, was studied closely.

2. Lectures 2 and 3: Teacher-in-Role - Romeo and Juliet
2.1 Introductory comments

The teacher-in-role activity can be used by the teacher as a type of pre-activity and is aimed at

stimulating interest in a novel, story or a play. The teacher takes on a role from the play or

* The Genius of Shakespeare, Bate, J., Picador, 1997



text, often a minor role, and the students are also given a role. The teacher can inform the

students beforehand what he/she expects of them during the teacher-in-role sequence.

An alternative method is to surprise the students and not give them any forewarning of what is
about to happen. This can be done by preparing an overhead transparency with the necessary
‘role-card information’ on it. This can set up before the lessons starts, so that when the
students arrive they will find the overhead turned on with the role card displayed on the
overhead screen. The students are given time to read the role card before the teacher later
appears ‘in role’ (say 5-10 minutes later). In order to signal that something different from the
usual run of lectures is about to take place, one or two small props may be placed in the
classroom beforehand such as a candle (if the teacher-in-role sequence takes place in a tavern

as was the case here).

On the whole, though, it will be best if the teacher informs the students some time beforehand
about what is going to happen. To what extent the teacher ‘prepares’ the students will depend
on the age and psychological make-up of the group concerned: whether they are a ‘quiet’ or an
outgoing group. A teaching sequence which ‘succeeds’ with one group of students may be less
successful with another group of students. If teachers are worried about not getting a response
from the students, then it is best to prepare the students thoroughly, and if they are a very
passive group, slips of paper with questions written on them may even be prepared and
handed out to them. Ideally, it is best if students get into the spirit of things and participate
spontaneously. Each teacher will know what is best for their own students and adjust their

plan for the teacher-in-role sequence accordingly.

The teacher appears ‘in-role’, then, as soon as he/she enters the classroom. It might be of
advantage to rearrange the chairs in the classroom. Students and pupils tend to become
‘entrenched’ in one particular seat in the classroom/lecture hall, especially if they have the
same subject taught by the same teacher several hours a week. A rearrangement of the chairs
and desks signals to the students/pupils that something different might be expected of them.
An arrangement of chairs that maximises contact and communication between the teacher and
the students, and between the students individually is to be aimed at. We decided to place the
chairs in a horseshoe pattern with the teachers placed at the focus of the horseshoe. This

enables the teachers to move easily within the horseshoe and gain contact with the students.



In some cases it is important that the students know precisely what they are supposed to do. If
this is the case, then it is important that they should be given clear and concise information.
The teacher-in-role wants to obtain a response from the ‘students-in-role’. The students-in-
role should question the teacher-in-role about the play (but as characters in the fictional world)
and try and find out as much information as possible, possibly with a particular thematic focus
decided beforehand. The activity should be as natural as possible and resemble a dialogue
rather than a quiz show of questions and answers. The students should be encouraged to ‘go

into role’ as much as possible. Spontaneity is important.

The aim of the teacher-in-role activity, is to stimulate students’ intellectual curiosity and ‘to
develop and heighten emotion’ (Wagner, p. 128). They should want to find out the who, what,
where and when of the play. It is important not to give the game away by telling the students
too much about the development of the story. The ‘teacher-in-role’ activity should therefore
be limited to the beginning of the play, novel or story, for instance, in the case of a

Shakespearean play, the first two acts.

The role of the teacher also involves steering the students in their roles. One of the problems
of working with Romeo and Juliet, and also other well known Shakespearean plays, is that
some students will be acquainted with the plays and may be tempted to use their knowledge of
the plot to start asking questions which are ‘in the future’ in relation to the ‘now’ moment of
the teacher-in-role activity (e.g. the first two acts). The teacher has therefore to steer and guide
the direction of the dialogue between teacher and students, making sure that the fictional
world of the teacher-in-role activity remains chronologically within the bounds of the

beginning of the plot.

It is important to emphasise, though, that the teacher should be involved in a dialogue with the
students, and that the activity should not degenerate into the teacher holding a monologue.
The activity will be more spontaneous if the teacher listens carefully to the students-in-role,
creatively responding to what they are saying. The teacher should also keep in mind the

specific aims (which were planned beforehand) of the teacher-in-role activity.



The teacher can steer the direction of the dialogue by the way and manner in which he/she
responds to questions and comments, and in general by the attitude and stance he/she takes.
He/she may, for example, wish to ignore some questions, or answer other questions in such a
way that the students are ‘provoked’ into responding. In steering the dialogue the teacher can
adopt various strategies. ‘Style’ is important. If the ‘role’ requires the character to be from a
lower social order then the speaker should use a more ‘vulgar’ form of speech. The activity
should last about ten minutes or more and it is a good idea to sum up on the blackboard

afterwards what has been covered.

2.2 ‘Teachers-in-role’ based on the play Romeo and Juliet

Preparation for teacher-in-role: role cards for both teacher and students

The teacher will often play the part of a minor role when enacting the ‘teacher-in-role’. This
year we decided to both be involved in the teacher-in-role activity: lan Harkness played a
minor role, one of the musicians, Simon Catling, and Elisa Bjersand played a medium-sized
role, Juliet’s nurse. We decided not to be strictly faithful to the text of Shakespeare’s play
when planning the ‘teachers-in-role’ sequence (perhaps inspired by the new film, Shakespeare
in Love with Gwyneth Paltrow and Ralph Fiennes, which diverts considerably from the
historical truth). In the teacher-in-role sequence it will be assumed that Simon Catling is very
friendly with Juliet’s nurse (although this is not the case in Shakespeare’s Romeo and Juliet).
Juliet, like other young girls of this historical period, does not communicate much with her
parents. She seems to have a closer relationship to her nurse. The nurse knows a lot, therefore,
about Juliet’s problems. The nurse, the ‘friend” of Simon Catling, has discussed these

problems on several occasions when they have met.



2.2.1 Role card for the students

Role Card for Students

Simon Catling, a musician, and his friend Juliet Capulet’s nurse are sitting in a tavern. Simon and the nurse are

sad about what is happening to Juliet. You (the students) are members of a travelling circus and have travelled
far. You need to wet your dry throats and are now sitting in the same tavern, The Bunch of Grapes, as Simon and
his friend Juliet’s nurse. You see them sitting in the corner and are concerned that they seem out of spirits - he is
playing the sad melody, Romeo s Blues. You will all be staying in the town and want to find out if any of the
important families in Verona will be holding parties (they might want to pay for circus acts by jugglers,
magicians, jesters and clowns), and ask Simon and his friend if they know of any parties in the future. You have
picked up some local gossip about a beautiful maiden Juliet who attracts admirers from miles around, and you
have also heard about a reckless suitor Romeo who was seen standing under her balcony one night. You feel you

want to know more.

You want to know:
e Who are Romeo and Juliet?
e What about their families - and why are they quarrelling with each other?

What happened at the party where Romeo met Juliet for the first time (Act 1 scene 5)?

2.2.2 Material and props for teacher-in-role activity

Props, songs, guitar, etc.

This sort of activity should only need simple props. Ideally the teacher should be able to go in
and out of role quickly by merely removing a prop such as a hat. The well known pioneer of
drama methods, Dorothy Heathcote, used the technique of stepping in and out of role in order
to achieve ‘distance and objectivity’ (Wagner, p. 128). We chose simple and effective props:
the nurse (Elisa Bjersand) wore a rustic headscarf symbolising that she belonged to the lower
orders of society, and Simon Catling (Ian Harkness) wore a plain smock, symbolising the
bohemian. The smock was quite easy to make, being made from an old bed cover (a hole cut
in the middle), and then the appropriate design being made quickly with a felt tip pen. Other
props included a candle, a bottle and some glasses. The tavern sign was projected onto the
overhead screen (The Bunch of Grapes) - see appendix 1. The painting used for the creation of
the tavern sign was taken from the Internet and an overhead was made by adding the name of
the tavern and printing it out on a colour printer. The painting was chosen in an attempt to
combine the English and Italian Renaissance worlds (Shakespeare’s foreign plays were not

completely authentic and would combine aspects of both English and foreign societies.




Greensleeves and Romeo’s Blues

The first time we used the ‘Romeo and Juliet teacher-in-role sequence’ last year, we decided
that Simon Catling should play Greensleeves (an Elizabethan ballad) on the guitar ‘in the
tavern’. This was done at the beginning of the teacher-in-role sequence in order to create a
Renaissance atmosphere of ‘unsuccessful love’: ‘Alas, my love you do me wrong’ (see

appendix 2 for lyrics - which were also accessed from the Internet).

Although Greensleeves seemed to work fairly well last year, it was nevertheless rather a
‘quiet’ song, and we decided it would be better to be more daring and imaginative, so lan
Harkness composed a song he called ‘Romeo’s Blues’:

The Capulet’s House in Verona town is where my fair Juliet lives.

She is my lover child and she fills my every dream.

Now the only thing that lovers need is love and each other.

But our families Capulet and Montague are destined always to fight.

(see appendix 2 for whole of song with chords)
This song was written to the melody of The House of the Rising Sun. lan Harkness does not
profess to be a songwriter, but he just used the simple formula of using the correct number of
syllables per line to suit the melody. The song gives a mini-plot of the play and was
photocopied and handed out to the students afterwards. It was played on a steel string guitar

making it more forceful than the rendering of Greensleeves on a classical guitar, and the

students seemed to like it better than Greensleeves.

2.2.3 Student response during the teacher-in-role activity

Both teachers felt that the activity was completed successfully, and received better response
than the previous year. Nevertheless, there seemed to be two or three students who dominated
the activity, and some students needed to be ‘provoked’ into responding. In hindsight, the
‘guitar performance’, using two teachers instead of one and using a number of props tended to
turn the teacher-in-role- activity into a kind ‘mini-play’ with the students as an audience rather
than as participating players. The dialogue between the two teachers-in-role also tended to
exclude the students. Two teachers participating in the ‘teacher-in-role’ activity have the
advantage though of avoiding the danger of holding a long tedious monologue for the
students, which a single teacher risks if the students fail to respond. The students seemed to
enjoy themselves and clapped heartily after the teacher-in-role activity - but this also seemed

to show that the activity turned out to be more of a ‘performance’ than had been intended.



Nevertheless, it is not so important if all the ‘aims’ of the activity are not achieved. It is more
important to carry out the activity and illustrate to students what possibilities exist when using
drama methods. If the activity is not completely successful, it is also possible to point out to
the students afterwards what went wrong. Once the teachers have demonstrated the teacher-in-
role activity and illustrated how to create a tableau, it will then be easier for students to carry

out their own drama activities.

3. Group work with dialogue extracts

3.1 Lecture: Romeo and Juliet: theme: relationships between the

generations
The aim of the next lecture was to focus on some of the central themes in the play. The

teacher attempted to touch upon subjects that would be relevant to the extracts which were
used in the translation and tableau sessions, and that would encourage reflection on these

themes.

The modern audience tends to read the play as a justification of young love, and a criticism of
the older generations’ inability to deal with conflict. The lecture attempted to throw light on
this oversimplification by examining adolescence, marriage and domestic conflict in
Shakespeare’s times. What would Shakespeare’s contemporaries think about Romeo and
Juliet, their marriage, and their behaviour in general? What were the social conventions
surrounding family, marriage and domestic conflict at that time, and in what way would a
modern audience react differently? The lecture was based partly on Sasha Roberts’s analysis

of Romeo and Juliet in the series Writers and Their Work.

The lecture also addressed itself to the question of the text of Romeo and Juliet, the source of
the text, and the relationship between the source and Shakespeare’s version. The students

were encouraged to purchase the Oxford School edition of Romeo and Juliet, which contains
many useful notes, and an accessible introduction on, among other subjects, the forerunner to

the play, Arthur Brooke’s The Tragicall History of Romeus and Juliet.

10



Finally, the relationships between the Nurse and Juliet, and Romeo and Friar Lawrence were
discussed in some detail, examining the relationship between the young lovers and the adult

generation, and the council and guidance which was available to the lovers.

3.2 Translating Shakespeare and close reading

Students as translators

All the English courses taught at Sogn og Fjordane College include grammar-translation - this
is also the case at other colleges and universities throughout Norway. Texts for translation
exercises used in language and grammar teaching are often non-authentic, i.e. specially
adapted for grammar-translation purposes. More emphasis is now being laid on the use of
‘authentic texts’ in the National Curriculum for secondary schools.” Students can combine
their learning of grammar and literature by translating extracts from plays and novels. It is also
interesting for both students and teachers to see how English literature has been translated into
Norwegian by professional translators and consider what translation strategies they choose.
Students will also be able to compare their translation with the original work (in this case, the
original text of Shakespeare). Translating Shakespeare also helps to illuminate the difference
between translating factual prose and translating poetry: different strategies have to be used.
Students will also reach an understanding of linguistic and literary terms such as ‘idiom’,
‘prose’, ‘poetry’ and ‘blank verse’ when translating Shakespeare. For instance, metaphor and
idiom cannot be translated by the ‘word for word” method, which is often the technique used

in grammar-translation exercises.

Ibsen and Ilsaas comment on this aspect of translation in the translation of Shakespeare from
English to Norwegian:

Andre Bjerke’s Norwegian translations were used in John Barton’s production of the
two comedies 4As You Like It and Measure for Measure at the National Theatre in Oslo.

In the Norwegian versions of Shakespeare’s plays, the word ’translation” was not used,
but rather the word gjendiktning (a Norwegian word which has no English equivalent
meaning roughly ‘retelling’, ‘recreation’ or more precisely: a free translation of a poetic
work). To recreate in the Norwegian language, poetry which contains rhyme and
structure, imagery and metaphor, puns and wordplay and a profound world of ideas,

> See: Leereplanet for den 10-drige Grunnskolen), Det kongelige kirke-, utdannings- og forskningsdepartement,
1996, p. 224.
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demands not only philological competence, but also the insight and skills of a writer and
poet (Ilsaas and Ibsen, 1992: p. 32).°
Translation and close-reading
The English language of Shakespeare’s day is by no means impossible to read, but it is
difficult to understand even for those whose mother tongue is English. The process of
translating an extract from Shakespeare provides the student with the opportunity of
approaching a difficult text step by step. A thorough understanding of an extract is also

necessary if students are to create a tableau from the text extract which they have been given.

4. Creating a tableau

4.1 Working with the dialogue extracts

Creating a tableau

The teachers need to explain what is meant by creating a tableau. A verbal explanation can
first be given: students create a tableau by taking a scene from a play (or a novel or story), and
by using their bodies, recreate the scene and ‘freeze’ it for some seconds. The tableau may
illustrate some climax, theme or aspect of a play or any other narrative text. The teacher when
explaining what is meant by creating a tableau can mention the example of the Renaissance
painters who often ‘froze’ scenes from the Bible, such as the Crucifixion, the Last Supper, and

the birth of Jesus, all of which ‘told a story’.

Once a verbal explanation has been given, the teachers need to demonstrate to the students
how to create a tableau. When illustrating how this is done, they will need help from two or
three students in order to create a tableau from one of the extracts. Elisa Bjersand with the
help of three of the students, Grete, Cathrine and Torgeir, created a tableau from a scene using
extract 5 (Act 3, scene 1, 1.149-172)’, which contains four characters Capulet, Lady Capulet,

Juliet and her nurse.

% My translation from the Norwegian.
7 Reference refers to Halldis Moren Vesaas’ translation of Romeo and Juliet.

12



4.2 Students create their own tableau
The students were given the following handout:

Creating a tableau

1. Working in the same groups as before, using the same dialogue extracts, read the parts aloud first.

2. Discuss how you are going to interpret the extract using the key words which you have prepared. Discuss roles
and characterisation, positioning, movement, props, stance, etc. Agree on the 'turning-point' in the scene which
you are going to depict. Make a simple arrangement. Decide whether or not the characters should stand or sit,
and where they should be placed in relation to each other. Freeze the frame and create your tableau. Groups
should have at least one ‘dry run’ before depicting their tableau for the rest of the class.

3. Decide on a title for your tableau. It might be a title which describes the scene, an abstract concept or one of
the lines spoken by one of the characters. What do you want to signal to your audience? What atmosphere are
you trying to create? What is the relationship between the characters?

4. If there are more students in the group than characters in the scene which is going to be depicted, then one or
more of you can act as a director(s) of the scene (it is easy for someone not involved to suggest what
interpretation and expression best suits what you are trying to aim at).

5. Presentations and positive criticism
After a group has created a tableau, the audience is invited to give positive criticism. The audience describes and
interprets what they see. Have the audience seen what the group wished to express?

Creating a tableau is a drama method which is suitable for students who have not worked with
drama methods before. It helps them to understand the relationships between the characters.
They are asked to interpret what a particular character feels at a specific moment in the play. It
might be said that this is the kind of problem which actors are faced with in their
interpretation of character. Different performances of the same play will often differ greatly

because different actors interpret roles in different ways.

4.2.1 Dialogue extract 2 (act 1, scene 3, 1.1-13) - “The Council”

The students were asked to create tableaux using the dialogue extracts (there were five
extracts in all for five groups). The extracts were chosen specially to illustrate the relationship
between the different generations in the play. The students discussed the emotions and
feelings of the characters they were going to depict. They chose ‘key words’ which described

the emotions of each character. An example of an extract “The Council” is given under:
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Group names: Torgeir, Sigrunn and Rolf Title of tableau: “The Council”

Dialogue extracts
Dialogue Extract 2
Translate the following dialogue extract.
The following two extracts are taken from two different translations of the same text: Shakespeare’s Romeo and
Juliet. One is by Gunnar Reiss-Andersen, the other by Halldis Moren Vesaas. Which do you prefer and why?

Translated by Halldis Moren Vesaas English translation
Act 1, Scene 3, 1. 1-13

FRU CAPULET Kvar er mi dotter? Rop pé henne,
amme.

AMMA Heh, ved min mgydom - som eg miste i tolv
ars alderen - eg sa til henne at ho skulle kom hit.

Hoi, lammet mitt, gullhena mi! - Gu’ troyste meg, kvar
held jentungen hus? Julie!

JULIE (inn) Kva no? Kven ropar?

AMMA Mor di.

JULIE Her er eg, kva vil du meg?

FRU CAPULET Det er ei sak ... Amme, vil du ga, vi
ma talast ved pé to manns hand. Kom hit att, amme, nar
eg tenkjer etter sa vil eg heller ta deg med pé rad.

Du veit at dotter mi er svart ung.

AMMA Alderen hennar veit eg plent pa timen.

FRU CAPULET Ho er ikkje fylt fjorten ar enno.

Translated by Gunnar Reiss.Andersen

GREVINNE CAPULET Hvor er min datter, Rop pa
henne.

AMMEN N3 - ved min mgdom i mitt tolvte ar!

Jeg ropte nettopp: - sikke, sikke, -sisikk!

Sa Gud forby-, hvor er hun, Julie, hei!

(Julie inn)

JULIE Hallo, hvem roper?

AMMEN Mor din.

JULIE Ja, her er jeg.

Hva vil du, mor?

GREVINNE CAPULET Jo, saken er-. Hor, amme, la
oss vere alene. Skjent-, anei, bli hvor du er.

Du kan i grunnen like gjerne here.

Nu har min datter nddd den skjenne alder -
AMMEN Ja, hennes alder kjenner jeg - pa timen.
GREVINNE CAPULET Snart fjorten ar-, men ennu
ikke fylt.

Creating a tableau and dialogue extracts - key words Extract 2: Act 1, Scene 3

LADY CAPULET: coldness, gravity, seriousness estrangement.

JULIET: obedience

NURSE: concern, tenderness

e After translating from Norwegian to English, and having read the original in English, are there any key words
you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the original text?

Group Comment: Concerning keywords:

Comment on the different translations - which did you prefer and why:
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In this particular extract, extract 2, the students were given some key words: LADY
CAPULET: coldness, gravity, seriousness estrangement; JULIET: obedience; NURSE:
concern, tenderness. They were also asked to find their own keywords. The students are asked
to give their tableau a title, in this case, “The Council”. It is important that the students freeze
their tableau for 10 or 20 seconds in order to give the ‘audience’ (the other students) time to
absorb the scene. Just as important is the evaluation of the tableau by the other students. They
should be encouraged by the teacher to give positive comments. Does the audience (the
students) ‘see’ what the group are trying to portray - in other words do the group manage to
portray the emotions and feelings which they are attempting to portray? This can be decided in
the summing up evaluation of each tableau. If the students know the play well, they can be
encouraged to guess the identify of the characters, and also to identify where in the plot of
play a scene is taken from (which act and scene). In the majority of cases there seems to be
agreement between the intentions (of the group creating the tableau) and the perception (of the
students viewing it). The teacher should have a supervisory role and encourage as far as

possible a dialogue between the student groups watching and the group depicting a tableau.

5 Conclusion and evaluation

5.1 Evaluation by the students of Romeo and Juliet using Drama Methods
We handed out some evaluation sheets to the students containing four questions. The answers
which were rather short, were on the whole similar, and of the positive and encouraging kind.
What they left out was perhaps just as important as what they included in their comments.
None of the students commented on the difficulty or the inaccessibility of Shakespeare’s play.
This would not have been the case if the text had not been approached gradually: by first
starting with the text in Norwegian, and then translating it into English, and then working with
different exercises using the same extract, such as finding keywords, discussing and
interpreting the text, and creating a tableau, as well as offering comment on the tableaux
created by other students. This involved working in depth and detail. All the students found

the written text of Shakespeare's Romeo and Juliet accessible.

5.2 The results

The complete results of the evaluation are included in appendix 4. In conclusion, we have
included the evaluation questions here with some of the students’ comments:

1. How did you experience the sequence of lessons on drama methods/Romeo and Juliet?
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e [t was fun being the actor (active) for a lesson. Also by utilising dramatisation - we gained
new knowledge and understanding of a text.

2. What did you learn from the following:

a) 'Teacher-in-role' sequence?

e It helped us imagine what it would be like to live in those times.

e A good way of introducing a text/play. The students (audience) should be more active.

b) Work with dialogue extracts?

e Helps in an understanding and interpretation of the text.

e Showed us how to express emotions and attitudes through body-language, how to
cooperate with others to make the image as complete as possible.

¢) Statues (tableaux)?

e Showed us how to find the most important moment - and showed us how much can be
involved in expressing one look.

e The statues made it easier to concentrate on body-language and facial expressions.

e That a surprisingly large amount of information could be read out of them.

3. Did these methods give you a better insight and understanding of the text?

e Yes, [ really think so. But still Shakespeare is THE poet, and this makes it easy to stay
motivated.

e Yes, I think the text is difficult to understand some places and this helped to reach an
understanding of it.

e Yes, you always get closer to the text when you have to interpret it yourself.

4. Do you think you might use these methods when working as a teacher?

® Yes, because it makes it more motivating and more "fun" than just reading it/listening to it.

5.3 Concluding remarks

The students were very eager to participate in all of the activities involving drama methods.
This is inspiring for the teachers who feel encouraged to use drama methods another time. The
students were also given the opportunity to express their creative talents which they did
successfully. The students seemed to agree more or less that they reached a closer
understanding of the text, and that drama methods was a teaching method they would like to

use when teaching pupils in the secondary school.
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APPENDICES

Appendix 1: Taverna sign

WINESand ALES

THE BUNCH OF GRAYES
WINES AND ALES
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Appendix 2: songs

Greensleeves

Alas, my love you do me wrong
To cast me off discourteously;

And I have loved you so long,

Delighting in your company.

Greensleeves was all my joy!
Greensleeves was my delight!
Greensleeves was my heart of gold!

And who but my lady Greensleeves!

Romeo’s Blues

Am C D F Am C E
The Capulet’s House in Verona town/where my fair Juliet lives
Am C D F Am E Am E

She is my lover child/and she fills my every dream

Am C D F Am C E

Now the only thing that lovers need is love and each other
Am C D F Am E Am E

But our families Capulet and Montague are destined always to
fight

Am C D F Am C E
My lover is a lady child and she fills my every dream
Am C D F Am E Am E

But our families are divided by feud in old Verona town

Am C D F Am C E
So come on all you young people and don’t do what I have done
Am C D F Am E Am E

Fall in love with the fair daughter of you father’s worst foe

Am C D F Am C E
Well there is a house in old Verona town where fair Juliet
lives
Am C D F Am E Am E
She is my lover child/and she fills my every dream
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Appendix 3 - Dialogue extracts

Translating Shakespeare

As preparation for the work on Shakespeare’s Romeo and Juliet, students are going to
translate key passages from Norwegian versions of the play. These passages have been
especially chosen in order to look at the relationships between the generations in the play,
parent - child - and older - younger generation.

Group tasks:

1. Each group will translate an extract

2. Comment on their translation work, as well on the Norwegian translated versions

3. Comment on the key words chosen to illustrate the relationships, and add other key words

which they feel might be necessary.

* The groups will work with these passages the rest of this week, using them in drama-method
activities such as creating tableaux.
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Group names

Dialogue extracts
Dialogue Extract 1
Translate the following dialogue extracts.
The following extracts are taken from two rewritten translations, one by Gunnar Reiss-
Andersen, the other by Halldis Moren Vesaas. Compare the two. Read both translations.
Which do you prefer and why?

Translated by Halldis Moren Vesaas En g lish translation
Act 1 SceneII, 1. 7.

CAPULET

Eg svara no som for at dotter mi

er enno altfor framand her pé jord,

enn sdg ho ikkje fjorten somrar skifte.

Lat visne enn to somrars lauv og gras,

forst da ho kledast kan 1 brurestas.

PARIS

Men yngre kvinner er alt alt seele medrer.

CAPULET

Dei som sé tidleg mognar, visnar snart.
Jorda har slukt kvar von eg elles atte,

all von eg eig péd denne jord er ho.

Men prev & fri til henne, venn, alt no.

Og vinn du henne, skal min vilje vere

ein del av hennar vilje, eg vil gjere

det same val som ho, omho vél deg,

ved slik ei avgjerd gleder ho 0g meg.

Translated by Gunnar Reiss-Andersen

CAPULET

Det samme svaret som jeg for har gitt deg.
Mitt barn er ennu fremmed her 1 verden,

hun har jo knapt sett fjorten somre skifte.
La gulne forst to somres grenne skrud,

sé kanskje modnes hun og kan st brud.

PARIS

Men mange yngre kvinner er jo medre.

CAPULET

For tidlig gift vil altfor tidlig visne.

Hvert hap jeg eide ligger gjemt i jorden

pa henne neer, mitt siste hdp i verden.
Min edle Paris, fang de hennes sinn.

Her veier hennes vilje mer enn min.
Men har hun selv sin hénd i Deres lagt,

velsigner jeg med glede denne pakt.
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Tableaux and dialogue extracts - key words (Dialogue Extract 1: Act 1 Scene II, 1. 7.)

CAPULET expresses concern, thoughtfulness, reason
PARIS shows persistence, argumentativeness

e After translating from Norwegian to English, and having read the original in English, are
there any key words you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the
original text?

Group Comment:
Concerning keywords:

Concerning translations:
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Group names:

Dialogue extracts

Dialogue Extract 2
Translate the following dialogue extracts.

The following extracts are taken from two rewritten translations, one by Gunnar Reiss-Andersen, the
other by Halldis Moren Vesaas. Compare the two. Read both translations. Which do you prefer and

why?

Translated by Halldis Moren Vesaas
Act 1, Scene 3, 1. 1-13

LADY CAPULET

Kvar er mi dotter? Rop pa henne, amme.

AMMA

Heh, ed min mgydom - som eg miste i tolv &rs
alderen - eg sa til henne at ho skulle kom hit.

Hoi, lammet mitt, gullhena mi! - Gu’ trayste meg,
kvar held jentungen hus? Julie!

JULIE (inn)
Kva no? Kven ropar?

AMMA
Mor di.

JULIE
Her er eg, kva vil du meg?

FRU CAPULET

Det er ei sak ... Amme, vil du gé, vi ma talast ved
pa to manns hand. Kom hit att, amme, nar eg
tenkjer etter sa vil eg heller ta deg med pé rad.
Du veit at dotter mi er svart ung.

AMMA
Alderen hennar veit eg plent pa timen.

FRU CAPULET
Ho er ikkje fylt fjorten ar enno.

English translation

Translated by Gunnar Reiss.Andersen

GREVINNE CAPULET
Hvor er min datter, Rop pa henne.

AMMEN

Na - ved min medom 1 mitt tolvte ar!
Jeg ropte nettopp: - sikke, sikke, -sisikk!
Sa Gud forby-, hvor er hun, Julie, hei!
(Julie inn)

JULIE
Hallo, hvem roper?
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AMMEN
Mor din.

JULIE
Ja, her er jeg.
Hva vil du, mor?

GREVINNE CAPULET

Jo, saken er-. Hor, amme, la oss veare
alene. Skjent-, anei, bli hvor du er.

Du kan i grunnen like gjerne here.

Nu har min datter nddd den skjenne alder -

AMMEN
Ja, hennes alder kjenner jeg - pa timen.

GREVINNE CAPULET
Snart fjorten ar-, men ennu ikke fylt.
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Tableaux and dialogue extracts - key words Extract 2: Act 1, Scene 3

LADY CAPULET: coldness, gravity, seriousness estrangement.
JULIET: obedience
NURSE: concern, tenderness

e After translating from Norwegian to English, and having read the original in English, are
there any key words you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the
original text?

Group Comment:
Concerning keywords:

Concerning translations:

25



Group names:

Dialogue extracts

Dialogue Extract 3
Translate the following dialogue extracts.

The following extracts are taken from two rewritten translations, one by Gunnar Reiss-
Andersen, the other by Halldis Moren Vesaas. Compare the two. Read both translations.

Which do you prefer and why?

Translated by Halldis Moren Vesaas
Act 1, Scene 3, 1.80-106.

FRU CAPULET

Kva trur du, kan du fa den mannen kjeer?
Du meter han pa festen var i kveld.

Les da den bok hans unge andlet er,

tyd skrift som Venleiks penn har rita der.
Sja korleis eitt drag stér til det andre drag,
nyt harmonien som dei eig i lag,

og finn du stundom teksta lite klar, er auget hans
den marg der tyding star.

Men denne fagre elskhugsbok forst vinn
sitt fulle verd nar ho blir bunden inn.

I havet lever fisken, forst nar der

du ser han, kan du sja kor ven han er.

Ei bok vinn pris hos hage og hos lage
forst nar ein gullperm femner gyllen soge.
Nar du eig han, blir alt hans eige di,

og du, ved han, skal ikkje mindre bli.

AMMA
Heh, mindre? Nei, ho svell no heller ut.

FRU CAPULET
Sei, likar du at Paris har deg kjeer?

JULIE

Lat meg forst sjé kor likelig han er.
Men lenger gar ikkje mitt augnekast
enn at det aktar grensa du set fast.
(Ein tenar inn)

TENAREN

Frue, gjestene er komne, maten er ferdig, kokkane
ropar pa frua og sper etter frokna og kjeftar pa
amma og alt star pd ende. Eg ma inn og passe opp
ved borda, og eg bed Dykk kjaere vene kom.

(Ut)

FRU CAPULET

Vi kjem. - Kom, greven ventar pa deg no.
(Ut, med Julie).

English translation:

26




AMMA
Gjev natta di blir szl og dagen god! (Ut)

Translated by Gunnar Reiss-Andersen

GREVINNE CAPULET

Du kunne vel bli glad i ham - hva tror du?
Du vil se ham nu i kveld ved festen.

Les da oppmerksomt i hans ansikts bok
hvor skjennheten har skrevet vakre linjer
og skapt en harmoni. I blikket bor

alt det som ikke stir med klare ord

pa sidene. Den mangler bare bind

den boken-, ja, et stykke vakkert skinn.
En smukk roman om kjerlighet og lykke
ber ha et bind som ogsé er et smykke.
Fisk trenger vann. Det er et herlig kall

a gi verdier verdig ytre skall.

En bok med gull innhold og gull pa perm
vil samle en begeistret lesersverm.

I dine hender legger han alt sitt,

hvis du blir hans, og du beholder ditt.

AMMEN
Nei, mer! En mann far kvinnen til & svulme.

GREVINNE CAPULET
Hva sier hjertet, stemmen i ditt bryst?

JULIE
La gyet ra for ulyst eller lyst.
Men tillat gynene sa lette kast

at ikke pilen sitter altfor fast.
(En tjener inn)

TJENEREN

Gjestene er kommet, frue, maten er servert. Alle
sper efter Dem, alle roper pa vér unge froken, alle
tjienerne banner over ammen. Og alt dette i
hayseste og heteste grad. Jeg mé ned og servere
og jeg ber Dem s bennlig: - Kom gyebikkelig!

GREVINNE CAPULET

Vi kommer.
(Tjeneren ut)
Greven venter-, la oss ga.

AMMEN

G4, solgull. Nattens lykke banker pa.
(alle ut)
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Tableaux and dialogue extracts - key words - Dialogue extract 3: Act 1, Scene 3, 1.80

LADY CAPULET: reasoning, enstrangement
JULIET: reasoning - but obedience

NURSE: benevolence, kindness (but some sarcasm).

e After translating from Norwegian to English, and having read the original in English, are
there any key words you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the
original text?

Group Comment:
Concerning keywords:

Concerning translations:
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Group names:

Dialogue extracts

Dialogue Extract 4
Translate the following dialogue extracts.

The following extracts are taken from two rewritten translations, one by Gunnar Reiss-
Andersen, the other by Halldis Moren Vesaas. Compare the two. Read both translations.

Which do you prefer and why?

Act 1, Scene 5, 1.65-77.
Translated by Halldis Moren Vesaas

TYBALT
Den skurken er det.

CAPULET

S4, roleg, guten min! Lat han i fred.

Han forer seg pa beste riddarvis,

og sant & seie: heile byen gjev

han ros for klokskap, dygd og hevisk framferd.
Eg vil ikkje for alt Veronas gull

at noko vondt skal skje han i mitt hus.
Derfor: vis tdlmod, ikkje bry deg om han.
Det er min vilje. Om du aktar den,

sé té deg blid, legg av den morska mina
som heyer meir enn darleg pa ein fest.

TYBALT
Ho hever, der ein fark som han er gjest.
Eg taler ikkje fyren.

CAPULET

Han skal talast
Kva gar det av deg? Han skal talast, sa eg.
Hoyr: er eg vert her, eller er det du?
Tenk, taler du han ikkje. - Ved mi sjel:
du lagar opprer mellom mine gjester,
du set deg opp, du spelar hggste hane!

English translation:

Translated by Gunnar Reiss-Andersen

TYBALT
Ja-, den skurken.

CAPULET

S4, rolig, gutten min. La ham i fred.
Hans fremferd her er jo ulastelig.

Og sant a si, Verona seg

av ham som preve pa sin beste ungdom.
Jeg vil ikke for hele byens rikdom

at han skal forulempes i mitt hus.

Vis derfor tdlsomhet og la ham vere.
Det er min vilje-, hvis du akter den,

sé opptrer vennlig. Ingen dystre miner-,
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de hever ogsa darlig til en fest.

TYBALT
De hegver hvor en skurk som han er gjest.
Og han skal ut!

CAPULET

Nei, han skal bli, vaer sikker.

Hva vager du? Jeg sier han skal bli.

Her er det jeg og ikke du som rér.

Tenk, han skal ut! Nei, ved min salighet,
om du skal vekke brék balnt mine gjester!
Du kommer her og spiller forste hane!

Tableaux and dialogue extracts - key words - Dialogue extract 4: Act 1, Scene 5, 1. 65-77.

Tybalt
anger, ardour, temper (hot-headedness)

Capulet
first reason, and then impatience and ire.

e After translating from Norwegian to English, and having read the original in English, are
there any key words you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the

original text?

Group Comment:
Concerning keywords:

Concerning translations:
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Group names:

Dialogue extracts

Dialogue Extract 5
Translate the following dialogue extracts.

The following extracts are taken from two rewritten translations, one by Gunnar Reiss-
Andersen, the other by Halldis Moren Vesaas. Compare the two. Read both translations.

Which do you prefer and why?

Translated by Halldis Moren Vesaas
Act 3, Scene 5, 1. 149-172.

CAPULET

Tei still, din ordklgyvar! Kva meiner du?
Farst «stolt» og «takksamy, og sa ikkje stolt
og ikkje takksam? Takk meg hit og dit,

ditt nasegrev! Sja til, du, at du taklar

deg opp til torsdag morgon, best du kan,

og gar med Paris til Sankt Peterskyrka,
elles dreg eg dit pa rakkarkjerra.

Ut, flogse, ut, grenbleike dauskrott, ut,

ditt talgfjes!

FRU CAPULET
Er du galen? Fy & fy!

JULIE
Far, kjere far, eg bed pa mine kne:
ha talmod, heyr eit ord, eit einaste!

CAPULET

G4 heng deg, skarveforkje, trassigmerr!
Gar ikkje du pa torsdag fint til kyrkja,

vil ikkje eg sja deg for auga meir.

Svar ikkje! Tei! Eg klor i nevane.

Vi syntast Gud var knipen mot oss, kone,
som gav oss berre dette eine barn,

no ser eg klart at eitt er eitt for mykje,

og at ho er ei ulykke for oss.

Sa, ut med deg, ditt troll!

AMMA
Gud signe bénet!
Fy, herre, for ei skam 4 skjelle slik!

CAPULET
Og kvifor det, fru Visdom? Haldt du kjeft,
hell” ga og slarv med andre skravlebytter.

English translation

Translated by Gunnar Reiss-Andersen

CAPULET

Hva er né dette?

Stopp, stopp, din lille harklever. Stopp! Stopp!
Takknemlighet og stolthet-, hva betyr det?
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Det motsatte! Jo, takk! Nei, spar meg for
ditt prat om stolthet og takknemlighet.
Du pynter torsdag dine yndigheter

og falger Paris til Sankt Petri kirke.

Hvis ikke skysser jeg deg - med et ris!
Forsvinn, ditt grenne atsel med ditt fjes
av talg. Din taske!

GREVINNE CAPULET
Fy, fy, fy! Du raser!

JULIE
Pa mine kne bennfaller jeg deg, far-,
ha litt talmodighet og her pa meg!

CAPULET

Ulydige og frekke lille taske!

Som sagt, pa torsdag gar du pent til kirken-,
kom ellers aldri mer for mine gyne,

Nei, si ikke et ord. Hold munn! Jeg klor

i fingrene. - Vi syntes Gud velsignet

oss noe paholdent med bare en-,

nu er den ene blitt meg mer enn nok!

Hun er den kors. Ditt hespetre-, forsvinn!

AMMEN
A, Gud i himmelen velsigne henne.
og De forbanner henne! Skam Dem, herre.

CAPULET
Takk, ingen kjerringrad. Spar du din visdom
til dine sladrersgstre!
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Tableaux and dialogue extracts - key words - Dialogue extract 5: Act 3, Scene 5, 1. 149.

Capulet: ire, anger

Lady Capulet: astonishment

Juliet: sadness

Nurse: concern (for Juliet), reproach (to Capulet)

e After translating from Norwegian to English, and having read the original in English, are
there any key words you might want to add to this list?

e Compare the two translations. Which do you prefer? Say why. Which is the closest to the

original text?

Group Comment:
Concerning keywords:

Concerning translations:
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Appendix 4

Evaluation of Romeo and Juliet using Drama Methods

We handed out some evaluation sheets to the students with 4 questions. The answers were
rather short (they were going on their Easter holidays). The answers were on the whole
similar, and were of the positive and encouraging kind. What was important wasn't just what
they wrote, but that which they 'left out'. None of the students commented on the difficulty or
the inaccessibility of Shakespearean texts. By starting with the translation exercise, and
gradually working with the different exercises using the same extract (working in depth and

detail), all the students found Shakespeare's Romeo and Juliet accessible.

We have included the most representative comments (and not included those answers which

were very similar to others).

1. How did you experience the sequence of lessons on drama methods/Romeo and Juliet?

e [t was quite nice. Very 'healthy' to get variation in the teaching!

¢ [t was fun to be the actor (active) for a lesson. Also by utilising dramatisation - we gained
new knowledge and understanding of a text.

e Quiet fun, actually! Variety!

e Not bad at all. In all a very nice experience.

e Some of it was quite useful, but I don't think the dramatisation and sculptures will help us
remember 'Romeo and Juliet' better. But, it was a bit fun.

¢ Nice with some alternative methods when working with literature.

2. What did you learn from the following:

a) 'Teacher-in-role' sequence?

e It helped us imagine what it would be like to live in those times.

e Had never seen before, therefore nice to see how it works - or is supposed to be done.

e A good way of introducing a text/play. The students (audience) should be more active.
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b) Work with dialogue extracts?

Very good and fun.

Helps in an understanding and interpretation of the text.

Learned that you can understand it much better if you work closely with it.

Not necessary to spend so much time on it, as we did. But it was an ok thing to do.
Showed us how to express emotions and attitudes through body-language and voice, how
to cooperate with others to make the image as complete as possible.

I didn't like the translation part, but the drama was ok, as we had to participate and be

active. This was a fairly new experience.

¢) Sculptures?

Showed us how to find the most important moment - and showed us how much can be
involved in expressing one look.

Also a nice way in which to express emotions.

It's okay if you don't take everything serious, we are just amateurs so ... It was fun.

It was kind of fun! Helped us understand the characters better - their personalities for
example.

Fun, but not so useful.

The sculptures made it easier to concentrate on body-language and facial expressions (then
in work on acting out the dialogue extracts).

That a surprisingly large amount of information could be read out of them.

. Did these methods give you a better insight and understanding of the text?

Yes, I really think so. But still Shakespeare is THE poet, and this makes it easy to keep
motivated.

Yes, I think the text is difficult to understand some places and this helped to reach an
understanding of it.

Yes, I think so. You became more aware of the content.

Not so much

Yes, you always get closer to the text when you have to interpret it yourself.

Yes. Especially in relation to the characters (understanding the different characters).
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. Do you think you might use these methods when working as a teacher?
Hopefully
Yes, if [ become a teacher it will come in handy.
I don't know if I will ever work as a teacher - but if I do I think that it could be interesting -
both for me and the pupils.
I think I will. The pupils will probably think it is fun.
Maybe. Could be fun!
Yes, because it makes it more motivating and more "fun" than just reading it/listening to
it.

If I ever found myself in such a situation - - why not?
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