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Uvodnik 
 

 

 

Mednarodni simpozij Umetnost kamiġibaja: Beseda podobe in podoba besede, ki je potekal 

med 10. in 12. majem 2018 v Slovenskem gledaliġkem inġtitutu (SLOGI), smo pripravili 

SLOGI, Druġtvo Zapik in Druġtvo kamiġibaj Slovenije v sodelovanju s Pedagoġko fakulteto 

Univerze na Primorskem, Akademijo za gledaliġļe, radio, film in televizijo Univerze v 

Ljubljani, Oddelkom za azijske ġtudije Filozofske fakultete Univerze v Ljubljani in 

veleposlaniġtvom Japonske v Sloveniji.  

 

Na simpoziju smo se posvetili fenomenu kamiġibaj gledaliġļa, ki v ļasu digitalizacije in 

globalizacije omogoļa avtentiļno komunikacijo in uresniļenje umetniġke svobode v 

neposrednem sooļenju z gledalcem. V sodobnem, globaliziranem in digitaliziranem svetu 

kamiġibaj ponuja moģnost zanimive analogne, kreativne, umetniġke in medosebne 

komunikacije. Kot izvorna japonska umetniġka forma dobiva kamiġibaj v razliļnih kulturah 

razliļne vsebinske in oblikovne interpretacije. Njegova minimalistiļna in sinkretiļna forma pa 

zastavlja tudi ġtevilna vpraġanja ï ne le ustvarjalcem, temveļ tudi strokovnjakom in 

raziskovalcem z razliļnih podroļij.  

 

Glede na povezovanje razliļnih tematskih podroļij, povezanih s kamiġibajem, je bil simpozij 

razdeljen v ġtiri vsebinske sklope: Sklop I ï Umetnost kamiġibaja, Sklop II ï Kamiġibaj in 

njegove moģnosti pri osebni rasti, v pedagogiki, socialni intervenciji in v terapiji, Sklop III ï 

Kamiġibaj kot komunikacija in njegove aplikacije in Sklop IV ï Kamiġibaj kot sreļanje kultur. 

Simpozij je vkljuļeval sedemindvajset prispevkov. Aktivno, s predstavitvijo, je na simpoziju 

sodelovalo ġestindvajset udeleģencev (ģensk in moġkih), nekateri prispevki so bili pripravljeni 

v soavtorstvu. Od tega je bilo dvanajst aktivnih udeleģencev iz Slovenije in ġtirinajst iz tujine 

(ġest iz Japonske, dva iz ZDA in po eden iz Belgije, Italije, Kanade, Nemļije, Srbije in 

Ġpanije), dva sta sodelovala pri predstavitvi (po eden iz Japonske in Ġpanije), eden zgolj pri 

pripravi prispevka brez predstavitve (Ġvica), ġtirje udeleģenci iz tujine pa so sodelovali brez 

predstavitve, zgolj s poslanimi prispevki ï zunanje sodelovanje (trije iz Hrvaġke in eden iz 

Ukrajine). Z obiskom je simpozij poļastila tudi ugledna enajstļlanska japonska delegacija 

mednarodne zveze kamiġibaja na Japonskem IKAJA.  

 

V veļernem programu simpozija je za ġirġo javnost potekalo tudi pestro kamiġibaj dogajanje: 

Mednarodna kamiġibaj revija (International Kamishibai Open), kamiġibaj predstave za otroke 

in noļno dogajanje s kamiġibaj predstavami za odrasle. Udeleģenci simpozija so kamiġibaj 

predstave odigrali tudi v Piranu, Hrastovljah, Ġkocjanu, Kranju in na Bledu. Dan pred 

zaļetkom mednarodnega simpozija je potekal tudi vseslovenski maraton kamiġibaja Zaigraj 

kamiġibaj! Celotno dogajanje je bilo praznik kamiġibaja v Sloveniji, ki se je leta 2018 pridruģil 

vedno bolj priljubljeni praksi kamiġibaj gledaliġļa in ģe uveljavljenemu vsakoletnemu 

festivalskemu kamiġibaj dogajanju. Z vzpostavljanjem dialoga med razliļnimi kulturami in 

interpretacijami kulturne dediġļine pa je bil simpozij umeġļen tudi med obeleģja Evropskega 

leta kulturne dediġļine 2018. Hkrati je mednarodni simpozij zdruģil kamiġibajkarje ne zgolj iz 

razliļnih drģav in celin, temveļ tudi razliļnih profilov (akademiki, uļitelji, vizualni umetniki, 

pedagogi, dramaturgi é). Tako je simpozij predstavil razliļne prakse, poglede in moģnosti 

uporabe kamiġibaja. 
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Prejete prispevke smo zbrali in jih predstavljamo v tem zborniku. Spremljajo jih prejeti 

povzetki in biografije, ki so zaradi doloļil nacionalnega Zakona o javni rabi slovenġļine 

objavljeni tudi v slovenskem jeziku. Prispevki so objavljeni v angleġļini, delovnem jeziku 

simpozija, in vsebinsko ter formalno takġni, kot so jih posredovali avtorji ï v prejetem obsegu, 

vsebini, navedbi slikovnega gradiva, prevodu, lekturi in korekturi avtorja oziroma njegovi 

zagotovitvi prevoda. Izjemoma zbornik vkljuļuje en prispevek, ki je bil posredovan zgolj v 

hrvaġkem jeziku, ne vkljuļuje pa neposredovanih prispevkov ter prispevkov, ki so bili izbrani 

za objavo v znanstveni Reviji za teorijo scenskih umetnosti Amfiteater ï revija je vkljuļena v 

MLA International Bibliography (Directory of Periodicals). Prispevki v zborniku so razvrġļeni 

po abecednem vrstnem redu priimkov avtorjev. 

 

S spletno izdajo tega zbornika in z ģe objavljenimi video posnetki ģelimo zbrana dognanja 

mednarodnega simpozija predati ļim ġirġemu krogu tako za gradnjo kot morda tudi za 

poznejġo nadgradnjo znanja vseh, ki jih povezuje kamiġibaj gledaliġļe. Zbornik bo, kot ģe 

omenjeno zgoraj, sredi leta 2019 nadgradila tudi posebna tematska izdaja Revije za teorijo 

scenskih umetnosti Amfiteater z izbranimi znanstvenimi prispevki. 

 

Lepo vabljeni k branju! 

   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://video.arnes.si/portal/advanced-search.zul?keywords=art%20of%20kamishibai&category=theatre
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Preface 
 

 

 

The International Symposium The Art of Kamishibai: The Word of the Image and the Image 

of the Word took place between 10 and 12 May at the Slovenian Theatre Institute and was 

organized by the Slovenian Theatre Institute, Zapik Association, and Kamishibai Association 

of Slovenia in cooperation with the Faculty of Education of University of Primorska, the 

Academy of Theatre, Radio, Film and Television of University of Ljubljana, the Department of 

Asian Studies at the Faculty of Arts of University of Ljubljana and the Embassy of Japan.  

 

In the course of the international symposium The Art of Kamishibai: The Word of the Image 

and the Image of the Word we dedicated ourselves to the phenomenon of kamishibai 

theatre, which enables authentic communication and the possibility of realizing artistic 

freedom in direct confrontation with the spectator in the time of digitalization and 

globalization. In this contemporary, world, kamishibai ï the telling of stories alongside images 

on a small wooden stage ï offers the possibility for compelling analogue, creative, artistic, 

and interpersonal communication. As an original Japanese artistic form, kamishibai gains 

various content and formal interpretations in different cultural contexts. Its minimalistic and 

syncretic form also poses a number of questions ï not only for creators, but also for 

professionals and researchers from a variety of fields. 

 

The international symposium consisted of four substantive sections, according to the 

intersection of various thematic fields connected to kamishibai: Section I ï The Art of 

Kamishibai, Section II ï Kamishibai and its Possibilities for Personal Growth in Education, 

Social Intervention and Therapy, Section III ï Kamishibai as Communication and its 

Applications, and Section IV ï Kamishibai as Cross-Cultural Encounter. The symposium 

included twenty-seven contributions. Twenty-six speakers actively participated at the 

symposium with a contribution ï some of the contributions were also prepared with a co-

author. Twelve speakers were local (Slovenian) and fourteen were international (six from 

Japan or of Japanese origin, two from the USA, and one from Belgium, Italy, Canada, 

Germany, Serbia, and Spain each). Additionally, two participants cooperated at two 

presentations (one from Japan and one from Spain) and one co-author participated at the 

preparation of one presentation (from Switzerland). Four international participants 

cooperated at the symposium with a contribution without a presentation ï external 

participation (three from Croatia and one from Ukraine). The symposium was also honored 

by the attendance of an eminent eleven-member delegation from IKAJA, the International 

Kamishibai Association of Japan.  

 

For the general audience, varied kamishibai events were organized alongside and within the 

international symposium: International Kamishibai Open with kamishibai performances for 

kids and an evening program with kamishibai performances for adults. The participants of the 

symposium also presented performances in other Slovenian towns: Piran, Hrastovlje, 

Ġkocijan, Kranj, and Bled. A nation-wide Slovenian marathon of kamishibai called Play 

Kamishibai! (Zaigraj kamiġibaj!) was organized the day before the symposium. All the events 

were a celebration of kamishibai in Slovenia, accompanying the increasingly popular practice 

of kamishibai theatre and the already established annual summer kamishibai festival events. 
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The aspect of establishing a dialogue between different cultures and interpretations of 

cultural heritage also included the international symposium in the set of anniversaries 

marking the European Year of Cultural Heritage 2018. Simultaneously the international 

symposium also united kamishibai practitioners not only from various countries and 

continents, but also from various profiles (academics, teachers, visual artists, pedagogues, 

dramaturges é). Accordingly, the symposium presented different practice, approaches, and 

options for the application of kamishibai.  

  

We collected the received contributions in the present proceedings. The contributions are 

accompanied with abstracts and biographies also published in Slovenian following the 

provisions of the Public Use of the Slovene Language Act. The contributions are published in 

English ï the working language of the international symposium ï as received from the 

authors, regarding the extent, substance, formal arrangements, references to images 

included, translation, and proofreading provided by the author. The only exception is one 

contribution provided in Croatian only. The articles collected in the proceedings do not 

include contributions that the authors did not provide or the contributions selected to be 

published in Amfiteater, the scientific Journal of Performing Arts Theory, included in MLA 

International Bibliography (Directory of Periodicals). The contributions are arranged in the 

present proceedings in the alphabetical order of the authorsô surnames. 

 

With the online edition of these proceedings and the already published videos of the 

symposium, we wish to disseminate the collected findings of the international symposium as 

broadly as possible, both to build the foundations and to upgrade the knowledge of everyone 

working with kamishibai. As mentioned above, the proceedings will also be complemented in 

mid-2019 with selected scientific articles in a special thematic number of the Amfiteater 

journal. 

 

Enjoy your reading! 

 

 

 

 

 

 

 

 

 

 

 

 

https://video.arnes.si/portal/advanced-search.zul?keywords=art%20of%20kamishibai&category=theatre
https://video.arnes.si/portal/advanced-search.zul?keywords=art%20of%20kamishibai&category=theatre
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Sklop II.: Kamiġibaj in njegove moģnosti pri osebni rasti, v pedagogiki, socialni intervenciji in 

v terapiji (nadaljevanje) 

moderatorka: Etsuko Nozaka 

 

14.00ï14.20 Carmen Aldama Jim®nez: Delavnica kamiġibaja. Magija ustvarjanja in 

pripovedovanja zgodb s kamiġibajem 

 

14.20ï14.40 Jovanka Uliĺ: Kamiġibaj in moģnosti za celostni pristop k razvoju veġļin pri 

predġolskih otrocih 

 

14.40ï15.00 Tatjana Rupnik Hladnik: Kamiġibaj ï pot v svet tujih jezikov 

 

15.00ï15.30 Razprava  

 

19.30 Mednarodna kamiġibaj revija  

 

22.00 Noļni program ï kamiġibaj za odrasle  

 

 

sobota, 12. maj 2018 

 

Sklop III.: Kamiġibaj kot komunikacija in njegove aplikacije 

moderator: Umberto Giovannini 

 

9.00ï9.30 Uvodno predavanje sklopa: Umberto Giovannini: Meġanje jezikov: ilustracija in 

kamiġibaj 

 

9.30ï9.50 Fulvia Grbac: Uporaba in predstavitev Glasserjeve teorije izbire in njene 

uporabnosti v ġolah s pomoļjo kamiġibaja (èKokoġ po izbiriç: Glasserjeva teorija v 

kamiġibaju) 

 

9.50ï10.10 Igor Likar: Sliko-zgodbe kamiġibaja ï pripoved, ki u-gleda, in podoba, ki u-sliġi, ï 

soigra ļutnih predstav na odru domiġljije 

 

10.10ï10.40 Odmor za kavo 

 

10.40ï11.00 Rok Glavan: Kamiġibaj in stara otroġka knjiga 
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11.00ï11.20 Yosuke Miki: Kamiġibaj v dialektu: poskus dedovanja dialekta iz Hachijojime, ki 

mu grozi izumrtje 

 

11.20ï11.40 Julia Gerster: èPod nevidnim oblakomç: kamiġibaj po 3.11. Med 

prepreļevanjem tveganja za katastrofe in spominskim obeleģjem 

 

11.40ï12.10 Razprava  

 

12.10ï14.00 Odmor za kosilo 

 

Sklop IV.: Kamiġibaj kot sreļanje kultur 

moderator: Igor Cvetko 

 

14.00ï14.30 Uvodno predavanje sklopa: Tara M. McGowan: Potovanje v ļasu s 

kamiġibajem: raziskovanje svetovne privlaļnosti magiļnega gibljivega medija 

 

14.30ï14.50 Igor Cvetko: Kamiġibaj v luļi kulturne antropologije 

 

14.50ï15.10 Yuiko Tsuno: Kako kamiġibaj sprejema francoska popularna kultura? Kulturna 

primerjava francoskega in japonskega kamiġibaja 

 

15.10ï15.25 Kratek odmor za kavo 

 

15.25ï15.45 Sharalyn Orbaugh: Uprizarjanje propagande. Kamiġibaj v japonski petnajstletni 

vojni 

 

15.45ï16.05 Nagisa Moritoki: Kamiġibaj na Japonskem in v tujini:zgodovina, tranzicija in 

perspektiva prihodnosti 

 

16.05ï16.35 Razprava  

 

16.35ï16.45 Kratek odmor za kavo 

 

16.45ï17.15 Zakljuļna razprava  

 

19.30 Kamiġibaj predstave  

 

 

Zunanje sodelovanje: 

 

Hicela Ivon in Emanuela Zavoreo Rakiĺ: Razvoj empatije med predstavo gledaliġļa 

kamiġibaj 

 

Tea-Tereza Vidoviĺ Schreiber: Kamiġibaj ï novi narativni kontekst ustnega izroļila pri delu s 

predġolskimi otroki 

 

Jevgenija Karpenko: Umetnost kamiġibaja kot izobraģevalna kognitivna tehnologija pri 

pouļevanju tujih jezikov v osnovni ġoli v Ukrajini 
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Programme of the Symposium 
 

 

 

Thursday, 10 May 2018 

 

13.00ï13.30 Official Opening: Mojca Jan Zoran, Director of the Slovenian Theatre Institute, 

Keiko Furuta, Counsellor at the Embassy of Japan in Slovenia, and Igor Terġar, Director-

General of the Creativity Directorate at the Ministry of Culture of Republic of Slovenia 

 

13.30ï14.00 Introductory Lecture: Kamishibai ï its Key Features and Appeal by Kyoko 

Sakai, representative of the International Kamishibai Association of Japan ï IKAJA (in 

cooperation with Hina Nagase) 

 

14.00ï14.20 Coffee Break 

 

Section I: The Art of Kamishibai 

moderated by Tara M. McGowan 

 

14.20ï14.50 Introductory Lecture of the Section: Beyond Borders in Confined Space: 

Dramaturgical Perspective on the Art of Kamishibai Theatre by Jelena Sitar Cvetko 

 

14.50ï15.10 Kamishibai and its Spirit of Transformation by Gerhard Jªger 

 

15.10ï15.30 Artistic Formal Aspects, Styles and Techniques in Designing Kamishibai 

Illustrations by Silva Karim 

 

15.30ï16.00 Discussion  

 

 

Friday, 11 May 2018 

 

Section II: Kamishibai and its Possibilities for Personal Growth, in Education, Social 

Intervention and Therapy 

moderated by Jelena Sitar Cvetko 

 

09.00ï9.30 Introductory Lecture of the Section: The Development of IKAJA: Kamishibai for a 

Peaceful Society by Etsuko Nozaka 

 

09.30ï9.50 Kamishibai in America by Robert Eisenstadt 

 

09.50ï10.10 An Interactive Kamishibai by Vid Sever 

 

10.10ï10.40 Coffee Break 

 

10.40ï11.00 An Adaptation of Kamishibai as an Educational Kit for Reproductive Health in 

India by Maki Nakaya Sommet (and Moritz Sommet) 
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11.00ï11.20 When Words Take Off from the Cage by Nataġa Konc Lorenzutti 

 

11.20ï11.40 Kamishibai and the Development of Expressive Competences in Persons with 

Intellectual Disability by Aksinja Kermauner, Jerca Cvetko and Jure Engelsberger 

 

11.40ï11.55 Interim Discussion  

 

11.55ï14.00 Lunch Break 

 

Section II: Kamishibai and its Possibilities for Personal Growth, in Education, Social 

Intervention and Therapy (continued) 

moderated by Etsuko Nozaka 

 

14.00ï14.20 Kamishibai Workshop. The Magic of Creating and Telling Stories with 

Kamishibai by Carmen Aldama Jim®nez 

 

14.20ï14.40 Creativity of Kamishibai and its Possibilites in Integrative Approach to the 

Development of Skills in Preschool Children by Jovanka Uliĺ 

 

14.40ï15.00 Kamishibai ï a Way into the World of Foreign Languages by Tatjana Rupnik 

Hladnik 

 

15.00ï15.30 Discussion  

 

19.30 International Kamishibai Open  

 

22.00 Night Show ï Kamishibai for Adults  

 

 

Saturay, 12 May 2018 

 

Section III: Kamishibai as Communication and its Applications 

moderated by Umberto Giovannini 

 

9.00ï9.30 Introductory Lecture of the Section: Merging Languages: Illustration and 

Kamishibai by Umberto Giovannini 

 

9.30ï9.50 How to Use and Present Glasserôs Choice Theory and its Application in Schools 

with the Aid of Kamishibai (Chicken By Choice: Glasser Theory In Kamishibai) by Fulvia 

Grbac 

 

9.50ï10.10 Kamishibai ï The Stage for Imagination -  Looking and Seeing with Voices and 

Drawings by Igor Likar 

 

10.10ï10.40 Coffee Break 

 

10.40ï11.00 Kamishibai and Antique Childrenôs Books by Rok Glavan 
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11.00ï11.20 Kamishibai in Dialect: Aiming to Inherit the Hachijojima Dialect Endangered by 

Extinction by Yosuke Miki 

 

11.20ï11.40 ñBeneath the Invisible Cloudò: Kamishibai After 3.11. Between Disaster Risk 

Reduction and Memorialization by Julia Gerster 

 

11.40ï12.10 Discussion  

 

12.10ï14.00 Lunch Break 

 

Section IV: Kamishibai as Cross-Cultural Encounter 

moderated by Igor Cvetko 

 

14.00ï14.30 Introductory Lecture of the Section: Time Travels with Kamishibai: Exploring the 

Global Appeal of a Magical Moving Medium by Tara M. McGowan 

 

14.30ï14.50 Kamishibai in the Light of Cultural Anthropology by Igor Cvetko 

 

14.50ï15.10 How is the Kamishibai Accepted in French Popular Culture? Cultural 

Comparison of French Kamishibai and Japanese Kamishibai by Yuiko Tsuno 

 

15.10ï15.25 Short Coffee Break 

 

15.25ï15.45 Performing Propaganda. Kamishibai in Japanôs Fifteen-Year War by Sharalyn 

Orbaugh 

 

15.45ï16.05 Kamishibai in Japan and Abroad: History, Transition and Future Perspective by 

Nagisa Moritoki 

 

16.05ï16.35 Discussion  

 

16.35ï16.45 Short Coffee Break 

 

16.45ï17.15 Final Discussion  

 

19.30 Kamishibai Performances 

 

 

External Participation: 

 

The Development of Empathy during a Performance of Kamishibai Theatre by Hicela Ivon 

and Emanuela Zavoreo Rakiĺ 

 

Kamishibai - a New Narrative Context of Oral Literature in Working with Children of 

Preschool Age by Tea-Tereza Vidoviĺ Schreiber 

 

The Art of Kamishibai as an Educational Cognitive Technology in FLT in Primary School in 

Ukraine by Yevgeniya Karpenko 
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Prispevki po abcednem vrstem redu priimkov avtorjev / 

Contributions in the Alphabetical Order of the Authors' Surnames 
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Delavnica kamiġibaja. Magija ustvarjanja in pripovedovanja zgodb s 

kamiġibajem  

 

 
Aldama Jim®nez Carmen 

predstavitev: Adela Fern§ndez Tu¶·n 

 

 
 
 
 
 
Naġe delo s kamiġibajem odlikuje poseben pristop k delavnici kamiġibaja. Na delavnici sodelujoļi postanejo 

ustvarjalci in nastopajoļi. 

Ker je kamiġibaj tehnika,ki pripoveduje zgodbe preko besedil in podob, in ker morata besedilo in slika ob istem 

ļasu izraģati isto zgodbo, morata pri vsakem listu zrcaliti enake ideje. Naġ naļrt nam omogoļa, da didaktiļno 

integriramo besedila in slike. Obenem trdno podpiramo zamisel, da je treba kamiġibaj opredeliti kot samostojen 

narativni ģanr. 

Teoretiļni okvir naġega dela je Language Project Working (Delovanje z jezikovnimi projekti). Cilj delavnice, torej 

izdelava kamiġibaja in uļenje nastopanja, osmisli vse naļrtovane aktivnosti, ki so potrebne za pridobitev veġļin, 

ki pripeljejo do konļnega izdelka. Uļenje ves ļas produkcijskega procesa poteka interaktivno ï s pomoļjo 

kolaborativnega uļenja. 

Na delavnici se razvijejo vse veġļine, povezane s sposobnostmi sporazumevanja: aktivno posluġanje in javno 

nastopanje, branje zgodb in nastopanje s kamiġibajem, pisanje besedil za kamiġibaje, razumevanje in 

sporazumevanje s podobami, komunikacija z gibom itd. Posebej poudarjamo delo s podobami, ki je dandanes v 

ġolskih uļnih naļrtih le redko izpostavljeno.  

Drugi omembe vredni elementi, ki jih spodbuja delavnica, so: poveļanje ustvarjalnosti pri ustvarjanju besedil in 

slik, sodelovanje in udeleģevanje v kulturnem okolju, spodbujanje odgovornosti do obveznosti, vloģeni trud za 

dobro opravljeno delo itd. 

Ta izkuġnja omogoļa vkljuļevanje ġtevilnih znanj in razvoj kljuļnih veġļin, brez katerih je v danaġnjem svetu 

teģko delovati.  

Sprva smo se spopadali s ġtevilnimi izzivi in teģavami. S podporo zdruģenja IKAJA smo lahko ģe od samega 

zaļetka delovali intenzivno in tudi napredovali. Danes je naġ naļrt delavnice kamiġibaja razġirjen po osnovnih in 

srednjih ġolah tako med uļenci kot med uļitelji ï ne le v Navarri, temveļ po vsej Ġpaniji in celo v drugih ġpansko 

govoreļih drģavah. V zadnjih treh letih smo delavnico izvajali celo na navarski javni univerzi UPNA.  

 

*** 

Camen Aldama Jim®nez je osnovnoġolska uļiteljica z diplomo iz pedagogike. Ima obġirne izkuġnje z delom v 

uļiteljskem okolju: delala je z uļenci, starimi od pet do petnajst let, pa tudi kot ġolska svetovalka in dolgoletna 

uļna svetovalka za osnovnoġolske uļitelje. S kamiġibajem se je zaļela ukvarjati leta 2002, ko je na ġoli San Juan 

de la Cadena v Pamploni (Ġpanija) zaļela izvajati delavnico kamiġibaja. 

Njeno delo se posveļa preuļevanju moģnosti za uporabo kamiġibaja v pedagoġkem procesu, ki ga osvetljuje 

njena izobraģevalna delavnica kamiġibaja. Delavnico je razvila s pomoļjo osnovnoġolskih in srednjeġolskih 

uļencev ter uļiteljev preko seminarjev, ki jih je izvajala v centrih za izobraģevanje uļiteljev ter v knjiģnicah po 

razliļnih ġpanskih avtonomnih skupnostih. Delavnica se ji zdi popolno okolje za razvoj kljuļnih kompetenc, ki so 

nujne v danaġnjem svetu.  

Leta 2006 je prejela nagrado First Innovation, ki jo podeljuje vladni oddelek za izobraģevanje v Navarri (Ġpanija). 

Objavila je ġtiri kamiġibaje, ki so nastali v okviru delavnice, in dobila licenco za raziskovanje vzgojnih uporab 

kamiġibaja v ġolskem letu 2008ï2009.  

Leta 2015 sta izġli njeni knjigi Kamiġibaj in Delavnica kamiġibaja. Zasnovala je tudi spletni teļaj èKamiġibaj kot 

tehnika za spodbujanje branjaç. Objavila je veļ strokovnih ļlankov in kamiġibajev. Strokovni izobraģevalni 

ļasopisi in revije o njenem delu objavljajo obġirna poroļila. Za njeno delo s kamiġibajem je zelo pomemben njen 

blog: http://kamishibai.educacion.navarra.es. 

http://kamishibai.educacion.navarra.es/
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Kamishibai Workshop. The Magic of Creating and Telling Stories 

with Kamishibai 

 

 
Aldama Jim®nez Carmen 

Presented by: Adela Fern§ndez Tu¶·n 

 

 

 

 
 
 
 
 
The distinctiveness of this work is the special approach to the Kamishibai Workshop in which 

attendants become kamishibai creators and performers. 

The characteristics of the kamishibai are used to work didactically text and image, in an integrated 

way. The theoretical frame in which our proposal develops is: Language Project Working. The aim of 

the workshop ïcreate and/or learn to perform kamishibais- gives sense to all the activities planned. 

Learning takes place during the whole production process in interactive situationsï collaborative 

learning. 

In the workshop, everything related to the development of communication competences is worked on, 

oral, written and postural; we particularly highlight the work with the image. Other aspects also worked 

in the workshop are: creativity, participation and collaboration with the cultural environment, 

encouraging their responsibility towards the commitments undertaken, the effort for a job well doneé 

This experience facilitates the integration of multiple learnings and the development of key 

competences essential to function in todayËs world. 

This didactic proposal has spread through Seminars in Teachers' Centers and also at NavarraËs 

Public University. At this moment, our "Kamishibai Workshop" proposal is widely experienced and 

extended at Primary and Secondary levels, not only in Navarra, but also throughout Spain. 

 

 
Keywords: Kamishibai, Language Project Working, Communication competences, Collaborative 

learning, Communication through the image, Key competences 

 
 

Carmen Aldama Jim®nez is a Primary School teacher with a degree in Educational Science. She has 

wide experience as a teacher, school counselor and continuous learning counselor for teachers. 

She began her involvement with kamishibai in 2002. Her work focuses on studying the didactic 

applications of kamishibai, highlighting her didactic proposal "The Kamishibai Workshop". She has 

taught and directed Seminars in Teacher Centers throughout Spain. She has numerous publications 

on this subject. 

 
Carmen Aldama Jim®nez, Pedro I, nÜ 3, sc. Izq., 3Ü B , CP. 31007 PAMPLONA, Spain 

caldama@ono.com 
 

*** 
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The differential aspect of our work with the kamishibai is the approach, the approach we give to the Kamishibai 

Workshop that we present, in which the participants become kamishibai creators and performers. 

The approach of this work is mainly didactic. 

In: ALDAMA, C. (2015) Taller de kamishibai. Editorial Leer-e 

 

We discovered the kamishibai at school in 2002 and we were all fascinated by it. We started 

to use it and we continue using it, as an oral narrative technique which makes us enjoy 

greatly. We take advantage of the strength that the kamishibai has to attract the attention of 

spectators and it facilitates the development among listeners of an ideal climate to share 

feelings, "kyokan"1. With this we also work on emotional intelligence and it allows 

strengthening the idea of belonging to the group - class. 

 

It is a technique with which, in addition to working on oral language, the imagination and 

taste for reading and writing are encouraged, helps students in the sequencing of stories and 

the writing of narrative texts. We cannot forget the contribution that the kamishibai can have 

in the recovery of the magic of telling stories. 

 

We soon discovered that the kamishibai format facilitated us to achieve educational and 

didactic objectives that are very much in accordance with the latest European guidelines and 

which are the ones we set ourselves to achieve in the Workshop. 

 

We consider the Kamishibai Workshop we propose as an ideal environment for the 

development of skills and key competences essential to function in today's world. 

 

The Kamishibai Workshop is aimed at students, from 8-9 years old, of Compulsory Primary 

and Secondary Education. A similar approach is followed in the Kamishibai Workshop 

Seminars with teachers in which they are expected to experiment with the process and then 

apply it in their classrooms. Adaptations can be easily made for younger students. 

 

The purpose of the Kamishibai Workshop is: to learn to perform and to create kamishibais. 

 

Participants, generally commit themselves to make public kamishibai performances and/or to 

create a kamishibai that will remain in the library of the center, whether schools or teachers 

ócenters, in order to be used by other people. This commitment has a very favorable impact 

on the workshopËs achievements. These commitments especially motivate participants to 

overcome times of particular effort or difficulty and induce them to continuous reviews to 

present a work well done. 

 

Objectives of the "Kamishibai Workshop"2 

- Grow an interest for searching and reading traditional narratives from other cultures. 

-  Know and develop strategies to: 

- tell and perform kamishibais 

- write stories creatively 

- illustrate stories. 

- Study the kamishibai as a narrative genre in itself, differentiating it from others. 

                                                           
1IKAJA, Asociaci·n Internacional de Kamishibai de Jap·n, nos 1-8 de Kamishibai, Newsletter. Japan. 

ALDAMA JIM£NEZ, Carmen (2015): El kamishibai. Editorial: Leer-e. Pamplona 
2 ALDAMA, C. (2009) ñTaller de Kamishibai. Desarrollo de las Competencias B§sicasò, en Biribilka, Revista de los Centros de 

Apoyo al Profesorado de Navarra, nÜ 7 (diciembre), (pp. 5) 
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- Incorporate imagination, fantasy and originality in their textual and plastic 

productions. 

- Develop strategies of teamwork and collaboration. 

- Encourage joyful and responsible participation in the community. 

- Develop responsibility with the commitments acquired. 

- Increase the taste for a work well done. 

 

We present our Kamishibai Workshop didactic proposal in an open and flexible way. The 

ideal is to dedicate the Workshop to learning both to perform and to create kamishibais.  

However, it is also possible to dedicate it only to learn to perform or just to create 

kamishibais that at the same time can be original personal creations or adaptations of stories 

or even of well-known tales. In this last case, the starting point can be a given text or 

illustrations. The work can be done in group - class, in teams or individually. 

 

TO LEARN TO PERFORM KAMISHIBAI 

 

TO CREATE 

KAMISHIBAI 

 

Original creations 

 

Adaptations 

 

 

From given texts 

 

From given 

illustrations 

 

Done in  

groups-class 

Done in teams 

Do individually 

Purposes of the Kamishibai Workshop 

 

Depending on the purpose of the workshop and the age of the participants, different 

sequences, working aspects, steps to follow and approximate time needed to be dedicated 

are offered. 

 

Kamishibai, a narrative genre in itself 

As kamishibai is a technique that narrates through texts and images that must convey the 

same story at the same time - in each slide both have to communicate the same ideas; in our 

proposal, we take advantage of the opportunity it offers to work didactically both aspects, text 

and image, in an integrated manner. We firmly defend the need to consider the kamishibai as 

a textual narrative genre in itself. 

 

BAJTIN3, main reference in all linguistic studies on discursive genres, conceives the genres 

as a series of stable statements of language that "are grouped because they have certain 

similarities in terms of their thematic content, their verbal style and their composition" and 

"...are determined by the specificity of a given sphere of communication. " 

 

 

 

 

                                                           
3 BAJTIN, M.M. (1995, 6Û edic·n en espa¶ol) ñEl problema de los g®neros discursivosò en Est®tica de la creaci·n verbal. 

Madrid, M®xico. Siglo XXI 
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According to him, we consider that kamishibai meets the characteristics that Bajtin considers 

necessary: 

- The communication situation. Kamishibais are created to be performed before an 

audience with a specific staging: the butai focuses attention, the performer who 

follows a ritual. 

- The specific structure that all kamishibais should have. 

- The linguistic characteristics: simple and direct language, plenty of action verbs and 

dialogues, use of spatial and temporal connectors, the importance of iconic language 

highlighting the use of different levels, the use of expressive resources so viewers 

can fix and maintain their attention... 

 

Accepted the kamishibai as its own narrative genre, we take advantage to study the narrative 

genres differentiating among them, the kamishibai; as well as - it was already expressed - to 

work in an integrated way communication both through images and texts. 

 

Kamishibai Workshop. Language Project Based Working 

Our work is developed within the theoretical framework:  Project Based Working and more 

specifically in Language Project Based Working developed by Ana Camps (2003).4  In these 

Language Projects two types of objectives are aimed: produce a text and at the same time 

learn something about the language and its use. 

 

These two objectives are fulfilled in our Workshop: we create a kamishibai with its own 

characteristics, and we learn many things about the language and its use.5. Among others, 

we deepen in the knowledge of the narrative texts and differentiate the characteristics of 

each one of them; we learn to communicate, read and express ourselves, through images 

and also taking care of body language... 

 

On the basis of this theoretical framework, our Kamishibai Workshop presents the following 

characteristics: 

- The purpose of the Kamishibai Workshop ï to create a kamishibai and / or to 

learn to perform it - gives meaning to all the activities that are planned to achieve 

the necessary skills that will lead to accomplish those results.  

- A global activity is proposed that requires the integration of multiple learnings. 

- Therefore learning takes place throughout the entire production process in 

interactive situations -Vigonsky Ës Socio-constructivism-. Without disregarding the 

final result, we put our attention on everything they can learn throughout the entire 

experience. 

- The final work is done as a team, ideally in pairs. There are many decisions that 

have to be taken as a group throughout the whole process; decisions that will 

affect to those that are subsequently taken and to the final result.  

- The teacher assumes the role of leader and guide of the whole process. Gives 

suggestions, shows examples, presents different models... 

                                                           
4 CAMPS, Anna comp): 2003 Secuencias did§cticas para aprender a escribir. Did§ctica de la lengua y de la literatura, 187. 

Gra·. Barcelona. 
5ALDAMA j. Carmen (2015): Taller de Kamishibai. La magia de crear y contar historias. Editorial: Leer-e. Pamplona 
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- A continuous review of the works to improve them is done; formative evaluation. 

As already mentioned before, participants show great interest in improving their 

kamishibais and in making the best possible performances. 

- In this approach there is room for attention to diversity of interests and abilities.  

- At the end of the process a text in kamishibai format is produced after having 

worked on the development of many skills mainly related to the field of 

communication. 

 

Competential approach of the Kamishibai Workshop, preparing for life.  

In recent decades, many social, economic, technological and cultural changes have taken 

place, and this trend is expected to increase. It is necessary to be prepared for permanent 

and strategic learning appropriate to each situation. Current educational debate is centered 

in defining the profile of the educated person that society needs and the key competences 

necessary to achieve it.  

 

In 1996, the Delors report, promoted by UNESCO, established the basic pillars of a 

permanent education for the 21st century. The European Union, since the 1990s, has 

promoted research and programs to define these key competences in order to be the 

benchmark for the education systems of the Member States. 

 

"The Kamishibai Workshop is an ideal environment for the development of many of the 

competences contemplated in the curricula for students aged 8 to 16 years." 6   

 

Among them we want to highlight the development of the Communicative Competences.  

In the Workshop, everything related to this is worked on:  

- Public listening and speaking, 

- Telling stories and performing kamishibais, writing kamishibaiËs texts,  

- Understanding / reading images and communicating through them,  

- Gestural communication is also worked, the use of voice...  

 

In 2006, NavarraËs Education Department granted us the First Prize of Innovation in the Area 

of Linguistic Competence. In compensation several kamishibais related to the Workshop 

were published. 

 

We also want to highlight some of the contents we work on. 

 

Learn to perform 

Performing a kamishibai cannot be limited to a simple reading; we must adapt the intonation 

and the rhythm to the different story situations and to the feelings that, in every moment, the 

kamishibai author wishes to transmit. 

 

The Kamishibai Workshop is an excellent opportunity to work on oral language and to learn 

to make performances in front of an audience. Devoting the Kamishibai Workshop only to 

learning to perform can make sense on many occasions. Public performances are one of the 

most valued aspects of our Workshop.  

                                                           
6ALDAMA J. C. (2009) ñTaller de Kamishibai. Desarrollo de las Competencias B§sicasò, en Biribilka, Revista de los Centros de 

Apoyo al Profesorado de Navarra, nÜ 7 (diciembre) (pp. 5-7) 

(2015): Taller de Kamishibai. La magia de crear y contar historias. Editorial: Leer-e. Pamplona (pp.119-125) 
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Out of respect for the audience, we give great importance to the fact that the performances 

must have a minimum of quality, dedicating the necessary time to the rehearsals. 

 

Our performances are aimed at all types of audiences and with performers of all ages. We 

follow the approach of MATSUI, Noriko (2008): How to perform Kamishibai. Ed. Doshinsha. 

 

Work with the image 

Although we live in a world dominated by the image, we still do not include it in a serious way 

in the compulsory education curricula. 

 

One of the purposes of the Kamsihibai Workshop is to develop kamishibais, in order to 

accomplish a good output, images must narrate, transmitting the same stories, ideas and 

feelings as the text. To achieve this, it is necessary that the participants know how to read 

images and express themselves through them. We take advantage of the opportunity 

provided by the Workshop to work in two dimensions: 

- First, to perceive, observe, understand and interpret critically the images of their 

natural and cultural environment, being sensitive to their artistic and functional 

qualities in order to become citizens capable of deciphering contents in this 

networked society.  
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- Secondly, the use of plastic language to represent emotions and feelings, 

experiences and ideas, contributing to communication and critical reflection. 

 

 
Different ways of expressing the 

idea: "a person stumbles and falls". 

 

 

   
A 5-year-old child clearly distinguishes with the color a sad character from a happy one. 
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In many cases, we take advantage of the image analysis activities to connect them with other 

learnings; in this case to become acquainted with the characteristics of the kamishibai 

format, introducing to the sketches that will be presented later. 

 

Other aspects to work 

- Interculturalism. As in kamishibai, texts and illustrations are given; not only do we tell 

the stories from different cultures but we also transmit through them. 

- Creativity both in the texts and in the illustrations,  

- The responsibility with the commitments acquired, the effort for the work well done, 

(both encouraged by the initial commitment),  

- Thoroughness in the information treatment; consulting and citing sources,  

- Facilitates participation and collaboration with the cultural environment... 

 

Sequence followed when creating a kamishibai. 

ï To know the kamishibai, to acquire knowledge of what the kamishibai is. 

ï Writing-schema of the argument.  

ï Decision of the number of slides. 

ï Elaboration of the sketch. 

ï CharactersË characterization.  

ï Drawing of each slide. 

ï Writing the final text. 

Finally, to perform. 

 

Elaboration of the sketch 

We give great importance to the realization of the sketch, the anticipation and planning 

before doing the kamishibai, deciding the number of slides that it will have, the main idea to 

be transmitted with each of them, making an outline of each illustration deciding the different 

elements what will contain and its location in space, the type of plane to use...  

 

It is this part that demands more concentration and greater cognitive effort. We consider the 

sketch like an approximation to the Storyboard used in the audiovisual media that seems to 

become the most used means to transfer information in the near future. 

 

 

This sketch was made by a 10-years-old student, in 30 

minutes after reading a short story. 
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What is really important in the sketch is not the quality 

of the images but rather to define the different elements 

to be drawn on the slide and their location in space. 

 

 
 

Characterization of the characters 

Another aspect that we want to highlight is our approach to the characterization of the 

characters and elements that will come out in the kamishibai. This is more necessary when 

working in groups. 

 

Each member of the group characterizes as he wishes each 

of the kamishibai characters, in this case, the cat. As a group 

they decide which model they will use in their kamishibai. 

 

 
 

Once chosen, they draw it in the different positions that will 

come out in the kamishibai. 

 

 
 

 
A kamishibai about stars; they feel the need  

to characterize the different stars 

 
  They also characterize the elements that are 

  repeated in the different slides. 

 

In some cases they have difficulties when characterizing the characters. Example of the 

evolution they had in the characterization of some characters, based on our advice. 
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Acceptance and disclosure of the ñKamishibai Workshop" 

At this moment, our "Kamishibai Workshop" proposal is widely experienced and extended, 

with Primary and Secondary students, not only in Navarra, but also throughout Spain and 

even in South American, Spanish-speaking countries. Many teachers are interested in the 

subject; many of them through our blog and / or trained in the several seminars given. Since 

2015 through the books published that year7.  

 

The second of these is exclusively dedicated to presenting and facilitating the 

implementation of this didactic proposal that we have just presented. 

 

There are many training activities directed generally to teachers and in some cases to 

librarians. Some of them for presenting the kamishibai, other are working groups, also there 

are training courses and out of them we specially highlight the Seminars of ñKamishibai 

Workshopò. About 20 seminars have been done in which 30 to 40 training hours were 

certified to the participants; they were carried out in TeachersËCenters of different Spanish 

Communities, with the participation of approximately 500 teachers of Pre-Primary, Primary 

and Secondary Education. For the activityËs certification it was mandatory to have developed 

a kamishibai. During the last three school-years we have implemented the Workshop at the 

UPNA, NavarraËs Public University. 

 

Other data regarding its acceptance are: 

- Published articles 

                                                           
7 ALDAMA j. Carmen (2015): Taller de Kamishibai. La magia de crear y contar historias. Editorial: Leer-e. Pamplona 
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- Reports in the media 

- Visits to get to know our experience  

- Kamishibais published by official agencies:  

- By the Education Department, 4, in 2006 

- Campaign against childhood obesity, 3, in 2012 

- Visit to the Eretas Introductory activity to the visit to a Site and Museum of the 

Iron Age, The Eretas 

- Las Navas de Tolosa, Presents the possible origin of the coat of arms of 

Navarra, Spain 

- Camino de Santiago (St James' Way) for children aged 6/12 years, in 

process. 
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Kamiġibaj v luļi kulturne antropologije 

 

 
Cvetko Igor

 
 
 
 
 
 
 
 
 
 
 
 
Prispevek se ukvarja s fenomenom rasti in razvoja gledaliġļa kamiġibaj pri nas od pomladi leta 2013, ko se je v 

programu pripovedovalskega festivala Pravljice danes v Ljubljani kamiġibaj prviļ javno prikazal na slovenskih tleh. 

Pojav bom poskuġal osvetliti z orodji in metodologijo sociokulturne antropologije, ki poudarja pomen terenskih 

raziskav (in vivo) kultur ali subkultur doloļenih urbanih in/ali neurbanih skupin (druģb), njihovega jezika, socialnih 

vzorcev, naļinov povezovanja in organiziranosti ter njihovih vsakdanjih praks. Oļitno je slovenski zgled 

kamiġibajskega gibanja (Igor Cvetko) prerasel okvire enodnevne èmodne muheç in se v marsiļem ģe pribliģal 

pojmu kamiġibajske kulture (Tara McGowan). Ta ugotovitev me je pritegnila, da sem si ob fenomenu èbrstenjaç 

kamiġibaja na Slovenskem zaļel zastavljati naslednja vpraġanja: Na ļem temelji fenomen slovenskega 

kamiġibajskega gibanja? Kje tiļi vzrok, da si je ta mala, èuvoģenaç gledaliġka oblika v nekaj letih pri nas pridobila 

zanimivo èdomovinsko pravicoç? Kako je mogoļe, da je priljubljenost gledaliġļa kamiġibaj pri nas v tako kratkem 

ļasu dosegla okvir nacionalne razseģnosti? Kaj kamiġibaj dela naġega ter kateri so bili (potrebni in zadostni) 

notranji razlogi in vzvodi, da je do takega ègibanjaç sploh priġlo? Pojav slovenskega kamiġibaja bom poskuġal 

razļleniti in osvetliti skozi prizmo posameznih zanimivih pogledov nekaterih pronicljivih sociokulturnih teoretikov 

zadnjih desetletij 20. stoletja pa do danes. B. Street je doloļena kulturna gibanja pomembno opredelil kot 

èaktivnaç (culture is a verb). M. Sahlins in S. Eisenstadt sta razvijala antropoloġki model multiplih modernosti in 

opozorila na dejstvo, da konkretna druģba vsakokratno modernost oblikuje èna sebi lasten naļinç. E. E. Hagen in 

Harrison sta opozorila na èvrednoteç, ki so pomembne za (doloļen) kulturni in socialni razvoj druģbe, McClelland 

pa je poudaril, da je glavni dejavnik vsakrġnega kulturnega razvoja t. i. motivacija za doseģek. Ta je pravzaprav 

osnova in gonilo kulturnih dogodkov in gibanj, ob njej se v svojem prispevku zadrģujem najdlje. Skupni 

imenovalec mojih razmiġljanj ob zgoraj navedenem pa sta jasno poudarjeno mesto in pomen lokalnih kontekstov, 

lokalne etnologije in tradicije. V tej odvisnosti vidim tudi rast in razvoj ter celo vzrok za popularnost in priljubljenost 

gledaliġļa kamiġibaj pri nas. Ġtudija, ki se mi je ob brstenju kamiġibaja v moji neposredni okolici ponudila in ki 

sem ji bil priļa na relativno omejenem geografskem prostoru (etniļno ozemlje Slovenije) in v razmeroma kratkem 

ļasovnem obdobju (pet let), pa v celoti pritrjuje najnovejġim ugotovitvam C. M. Hanna o pomenu in nujnosti 11 

antropoloġkih terenskih mikroġtudij, ki bistveno izrisujejo mozaik kulturnega razvoja neke druģbe.  

 

*** 

Mag. Igor Cvetko je etnomuzikolog in lutkar. V svojem dolgem raziskovalnem obdobju (15 let sodelavec 

Glasbenonarodopisnega inġtituta ZRC SAZ v Ljubljani) je bil tudi 10 let predavatelj etnomuzikologije na Filozofski 

fakulteti v Ljubljani in na Pedagoġki fakulteti v Mariboru ter vrsto let kustos za duhovno kulturo v Slovenskem 

etnografskem muzeju v Ljubljani. Zbrano otroġko narodopisno gradivo je izdal v ġtevilnih odmevnih (strokovnih in 

popularnih) knjigah, med njimi: Slovenske otroġke prstne igre. Didakta, 1996. Najmanjġe igre na Slovenskem. 

Didakta, 2000. Aja, tutaja. Slovenske ljudske uspavanke. DZS, 2005. Trara, pesem pelja. Otroġka ljudska glasbila 

na Slovenskem. MK, 2006. Veliko malo prstno gledaliġļe. Didakta, 2010. Slovenske otroġke igre od A do Ģ. 

Celjska Mohorjeva druģba, 2017. Kot lutkar je Igor Cvetko skupaj z Jeleno Sitar so-ustanovitelj Lutkovnega 

gledaliġļa Zapik, v slovenskem prostoru znanega predvsem po svojstveni in zanimivi estetiki in principu 

kontaktnih predstav za najmlajġe gledalce. V teh predstavah je Igor Cvetko podpisan predvsem kot izvajalec, 

likovnik in glasbenik, reģija pa je najveļkrat skupno delo Igorja Cvetka in Jelene Sitar. Skupaj sta Cvetko in 

Sitarjeva izdala tudi priroļnik za senļno gledaliġļe Primeri detektiva Karla Loota ali Zgodba o senļnih lutkah, 

veļkrat nagrajene knjige doma in v tujini. Igor Cvetko se ves ļas udejstvuje tudi kot ilustrator otroġkih knjig. 
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Kamishibai in the Light of Cultural Anthropology 

 

 
Cvetko Igor

 
 

 

 

The presentation revolves around the phenomenon of growth and development of kamishibai theatre 

in Slovenia since the spring of 2013, when kamishibai first made an appearance on Slovenian ground 

as a part of the storytelling festival ñStories Todayò (ñPravljice danesò) in Ljubljana. I will try to 

illuminate the issue with the tools and methodology of socio-cultural anthropology, which emphasizes 

the importance of field research (in vivo) of the culture or subculture of certain urban and/or non-urban 

groups of people (societies), their language, social patterns, connections, organisations, and everyday 

practices. The Slovenian example of the kamishibai movement (Igor Cvetko) clearly outgrew the limits 

of a passing fancy and rather grew closer to the idea of kamishibai culture (Tara McGowan). This 

realisation made me ask certain questions when considering the blooming of the Slovenian 

kamishibai: What are the pillars of the Slovenian kamishibai movement? How did this small, imported 

form of theatre gain its interesting ñpatriotic rightò in a matter of years? How did kamishibai theatre gain 

popularity on the national level so quickly? What quality of kamishibai makes it ñoursò? What were the 

(required and sufficient) inner reasons and mechanisms that allowed such a movement to exist? I will 

attempt to analyse and illuminate the phenomenon of the Slovenian kamishibai through the prism of 

certain interesting views of several insightful socio-cultural theoreticians from the last decades of the 

20th century to the present. B. Street made an important contribution when he defined certain cultural 

movements as ñactiveò (culture is a verb). M. Sahlins and S. Eisenstadt developed the anthropological 

model of ñmultiple modernitiesò and pointed out that a specific society moulds modernity in its own 

way. E. E. Hagen and Harrison addressed the values that are important for a certain cultural and 

social development of the society, while McClelland emphasized that the main factor of every cultural 

development must be the socalled ñmotivation for achievement.ò This is actually the basis and the 

driving force of cultural events and movements, which is why I spend a large part of my presentation 

talking about it. The common denominator of the above is the clear emphasis and importance of local 

contexts, local ethnology and tradition. This dependence seems to be reason behind the growth, the 

development and the popularity of kamishibai theatre in Slovenia. I witnessed this phenomenon in a 

relatively limited geographical space (the ethnic territory of Slovenia) and a comparatively short time 

span (five years). This study offered itself to me through the blooming of kamishibai in my environment 

and perfectly follows the newest findings of C. M. Hann on the importance and necessity of 

anthropological field micro studies that outline the mosaic of the cultural development of a certain 

society. 

 

 
Keywords: Socio-Cultural Antrophology, Contemporary Anthropological Theories, Kamishibai Culture, 

Values, Motivation for Achievement, Local Cultural Context  

 
 

Igor Cvetko, MA, is an ethnomusicologist and puppeteer. In his professional career he worked as a 

research fellow of the Slovenian Academy of Sciences and Arts for 15 years, as a lecturer of 

ethnomusicology at the University of Ljubljana, and as a curator of the Slovene Ethnographic Museum 

in Ljubljana. In 2015 Igor Cvetko received the very prestigious Karel Ġtrekelj award ñfor his great 

contributions in ethnology, especially for his extensive research and popularisation of the childrenôs 

traditionò. His collected material of Slovenian childrenôs tradition has been published in several books: 

Slovenske otroġke prstne igre (Didakta, Radovljica, 1996), Najmanjġe igre na Slovenskem (Didakta, 
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Radovljica, 2000), Aja, tutaja: Slovenske ljudske uspavanke (DZS, Ljubljana, 2005), Trara, pesem 

pelja, otroġka ljudska glasbila na Slovenskem (MK, Ljubljana, 2006), Veliko malo prstno gledaliġļe 

(Didakta, Radovljica, 2010), Slovenske otroġke igre od A do Ģ (Celjska mohorjeva, Celje, 2017). He 

has also illustrated many books for children. As a puppeteer, Igor Cvetko co-founded Zapik theatre 

with Jelena Sitar. Zapik has been recognized in Slovenia for its unique approach to the youngest 

public and its interesting aesthetics. In Zapikôs performances, Igor Cvetko is signed as the author of 

music, a puppet designer and a co-director. Since 2013, Igor Cvetko and Jelena Sitar and their Zapik 

theatre have been promoters, researchers and the driving force of the kamishibai movement in 

Slovenia. 

 

 

 

*** 

 

Article will be published in Amfiteater, Journal of Performing Arts Theory (ISSN 1855-

4539 (printed edition), 1855-850X (online edition)), Volume 7, Number 1 in July 2019. 
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Kamiġibaj v Ameriki  

 

 
Eisenstadt Robert 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Z Margaret sva pozno poleti 1969 prispela v Tokio na Japonskem. Toda najin cilj je leģal daleļ na severu, na 

Hokaidu, v najsevernejġem japonskem mestu Wakkanai. Tam sem delal v zraļni bazi ameriġkega vojnega 

letalstva (USAF/JASDF), Margaret pa je bila vzgojiteljica otrok v bazi, pouļevala je tako jutranje kot popoldanske 

izmene. Tam je prviļ èodkrilaç kamiġibaj in ġtevilne ļudovite japonske pravljice za otroke. Zaļela jih je zbirati, saj 

je vedela, da se bodo zdele ļudovite tudi otrokom v New Yorku, ki jih bo pouļevala, ko se bova vrnila domov. 

Imela je prav ï otroci v New Yorku so bili navduġeni nad njimi! Radi so posluġali kamiġibaje, se pogovarjali o njih 

in izdelovali svoje. Prav tako so radi prepisovali japonske besede in spraġevali po njihovem pomenu. Starġi so bili 

navduġeni, saj so se njihovi otroci uļili o drugih delih sveta. Tudi drugi uļitelji so zaļeli povpraġevati po 

kamiġibaju. Z Margaret in Donno Tamaki, japonsko-ameriġko prijateljico s podiplomskega ġtudija na pedagoġkem 

kolidģu Univerze Columbia, smo si pribliģno dvajset let pozneje, leta 1993, zaļeli resneje prizadevati za ġirġo 

dostopnost kamiġibaja. Ustanovili smo organizacijo Kamiġibaj za otroke (Kamishibai for Kids) in s pomoļjo gospe 

Sakai, ki je delala za zaloģbo Doshinsha Publishing, pridobili precej ġirok nabor zgodb kamiġibaja. Vsak kamiġibaj 

spremlja priroļnik za uļitelje, ki razloģi kulturni kontekst zgodbe in predlaga vpraġanja, ki jih lahko uļitelji zastavijo 

otrokom. Z Margaret sva se udeleģevala in sodelovala na nacionalnih in regionalnih konferencah za uļitelje in 

knjiģniļarje po Zdruģenih drģavah, da bi kamiġibaj razġirila po Ameriki. Kamiġibaji so bili med uļitelji in uļenci 

vedno lepo sprejeti. Organizacija Kamiġibaj za otroke je kamiġibaj ġirila v vseh petdeset zveznih drģav in Kanado. 

Na svoji spletni strani ponuja tudi tradicionalni oder za kamiġibaj, hyoshigi (lesen pripomoļek za ploskanje) ter 

zgoġļenko oziroma pesmarico japonskih otroġkih pesmi. Toda s tem smo komaj zaļeli gibanje, ki bi lahko moļno 

razġirilo uporabo in vpliv kamiġibaja v Severni Ameriki. Tega simpozija sem se med drugim udeleģil zato, da bi se 

gospe Sakai zahvalil za spodbudo ob zaļetku naġega truda za ġirjenje kamiġibaja po Zdruģenih drģavah in da bi 

se od vseh vas nauļil, kako lahko ġe bolje ġirimo znanje in novice o ļudovitem izobraģevalnem in kulturno-

vzgojnem potencialu teh slikovnih zgodb. 

 

*** 

Robert (Bob) Eisenstadt je upokojen korporativni/regulativni odvetnik in ģivi New Yorku. Poroļen je z Margaret 

G. Eisenstadt, ki je lastnica organizacije Kamishibai for Kids (Kamiġibaj za otroke). Rodil se je leta 1941 v 

Stamfordu (Connecticut, ZDA). Obiskoval je srednjo ġolo v Stamfordu, Univerzo Princeton (kjer je diplomiral cum 

laude iz filozofije) ter pravno fakulteto 4 Columbia. Ġtiri leta je deloval kot pravni ļastnik (Judge Advocate) v 

ameriġkem vojnem letalstvu (United States Air Force) ï dve leti v Laredu v Teksasu (na meji z Mehiko) in dve leti 

v Wakkanaiu (Hokaido, Japonska), kjer je bil predstavnik ameriġkega vojnega letalstva v tamkajġnji japonski 

skupnosti. Po vojaġki sluģbi se je vrnil v New York in deloval kot odvetnik. Posvetil se je predvsem pogodbenemu 

pravu in dokumentaciji zapletenih, finanļno strukturiranih prenosov za zavarovanja. Upokojil se je leta 2002. Od 

nekdaj aktivno podpira ameriġke organizacije, katerih poslanstvo so drģavljanske pravice in varovanje okolja. 

Pogosto je igral koġarko in tenis, pretekel je devet maratonov, danes pa prehodi tri milje na dan. Trenutno je 

razredni zastopnik diplomantov Princetona iz leta 1963 in je dobil veļ nagrad za delo na podroļju zbiranja 

sredstev za Princeton. Z ģeno Margaret sta poroļena ģe veļ kot 50 let, ģivita na Upper East Side v Manhattnu v 

New Yorku in sta vesela, da sta lahko del skupnosti kamiġibaja. 
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Kamishibai in America 

 

 
Eisenstadt Robert 

 
 

 

 

Margaret and I arrived in Tokyo, Japan, in late summer of 1969. Our destination however, was much 

farther north, in Hokkaido and the northernmost city of Japan, Wakkanai. I would be there working as 

part of the USAF/JASDF Air Station; Margaret was the Air Stationôs kindergarten teacher, with both a 

morning and an afternoon class. It was there that she first ñdiscoveredò kamishibai and the many 

wonderful Japanese folktales for children. She began to collect them, knowing that they would be 

wonderful as well for the New York City children she would be teaching when it was time for us to 

return to New York City. She was right ï the children in NYC were fascinated by them! They loved 

both listening to kamishibai, discussing them and making their own. They also loved copying down 

Japanese words, then asking what they said. The parents were thrilled that the children were learning 

about a different part of the world. Other teachers began asking about kamishibai. Margaret, Donna 

Tamaki, a JapaneseAmerican friend from graduate school at Teacherôs College, Columbia University, 

and I began working on making kamishibai more available about twenty years later, in 1993. 

Kamishibai for Kids was formed and, with the help of Sakai-san at Doshinsha Publishing, we obtained 

a much wider age-range of kamishibai stories. Each kamishibai is accompanied by a Teacherôs Guide 

which both explains the cultural context of the story and suggests questions for teachers to ask the 

children about the story. To promote kamishibai in America, Margaret and I have attended and talked 

at national and regional conferences for teachers and librarians throughout the United States. 

Kamishibai have received a warm reception from teachers and children everywhere they have been 

used. Kamishibai for Kids has distributed kamishibai in all 50 states and Canada. The traditional 

kamishibai stage, hyoshigi, and a Japanese childrenôs CD/songbook are also available to those who 

choose. But we have just scratched the surface of what could be a major expansion in the use and 

influence of kamishibai in North America. One reason I am attending this Symposium is to thank 

Sakai-san for getting us started to spread the knowledge and joy of kamishibai in the United States 

and to learn from all of you how we can do an even better job of spreading the word about the 

marvellous educational and cultural education potential of these picturecard stories. 

 
Keywords: Creativity (by making your own kamishibai), Learning (about a new art form and culture), 

Exploring (the ideas and values of other cultures), Growing (intellectually and morally), Empathy (with 

other peoples' customs and habits) 

 
 

Robert (Bob) Eisenstadt is a retired corporate/regulatory lawyer living in New York City. His wife is 

Margaret G. Eisenstadt, the Sole Proprietor of Kamishibai for Kids. Bob was born in 1941 in Stamford, 

Connecticut, USA. He is a graduate of Stamford High School, Princeton University (cum laude in 

Philosophy) and Columbia Law School. He served four years as a legal officer (Judge Advocate) in the 

United States Air Force - two years in Laredo, Texas (on the Mexican border) and two years in 

Wakkanai, Hokkaido, Japan, where he was the Air Force liaison officer to the local Japanese 

community. Following his military service, Bob returned to New York City to practice law. His legal 

specialty was contracts law, focusing on the documentation of complex, financially structured 

insurance and reinsurance transactions. He retired in 2002. Bob has been an active supporter of civil 

rights and environmental policy organizations in the United States. He has played a lot of basketball 

and tennis, run nine marathons and currently walks three miles a day. Bob is currently the Class Agent 

for the Princeton Class of 1963 and has won several awards for his fundraising efforts on behalf of 
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Princeton. He and his wife Margaret have been married for over 50 years, live on the Upper West Side 

of Manhattan in New York City and are pleased to be a part of the kamishibai community. 

 
 

 

*** 

 

The story of Kamishibai in America begins in, where else, Japan. Not in Tokyo  or Kyoto, but 

in Wakkanai, Hokkaido. A young American schoolteacher, Margaret Eisenstadt, had 

accompanied her husband, a US Air Force attorney, to his assignment at a remote air station 

on the northern tip of the island.  The air station was big enough to support a school for the 

children of the military families there.  Margaret became the kindergarten teacher.  

 

In the course of her education at Teachers College, Columbia University in New York City, 

Margaret had become interested in the educational and social development values of cultural 

exchange programs.  Early in her first year of teaching on the air station, she arranged for 

her kindergarten class to visit the local Japanese kindergarten in Wakkanai City.  The 

Japanese children performed dances, sang songs and made origami for their guests.  The 

visit was a big success! 

 

In few weeks later, Margaret invited the Japanese kindergarten to visit her class on the air 

station. Among the items the Japanese teachers brought with them was something Margaret 

and the American children had never seen before ï picture cards used to tell a story ï 

Kamishibai!  Though the stories were performed in Japanese, they immediately focused the 

attention of the American 5-year olds and were a memorable part of the visit.  Later, the 

Wakkanai City kindergarten teachers made elementary translations of the stories to enable 

Margaret to read them in English to her students.  For the rest of the school year, ñkamishibai 

timeò was a much anticipated part of each kindergarten school day.   

 

 After her husband Bobôs military service in Japan ended in 1971, Margaret brought the 

Kamishibai back to America.  She continued her career as a kindergarten teacher in New 

York City and performed kamishibai for 5-year olds at both day care centers and 

independent school classrooms there.   She was still using the elementary translations from 

Wakkanai and her own interpretations of the stories with the New York City children, but the 

children loved them.  Margaret also taught the children how to make their own Kamishibai.  

 

Over the years, Margaret came to realize the power of kamishibai as a learning tool for 

intercultural education.  In 1993, she decided to undertake a personal project to make 

kamishibai available to teachers, librarians and parents throughout the United States.  She 

and Bob organized a business, Kamishibai for Kids, and with the help of Doshinsha 

Publishing in Tokyo, obtained a new edition of five kamishibai stories with dual Japanese ï

English text.  She also started using a Japanese kamishibai stage (ñbutaiò) to perform the 

stories. Her Japanese-American friend from Teachers College, Columbia University actively 

participated in the project to make sure each kamishibai was accurately translated with 

sensitivity to the cultural context of the story.  The five stories published were traditional 

Japanese folk tales, which were packaged together as Tales of Japan.   
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Margaret created a website, incorporating historical, cultural and visual materials to explain 

kamishibai to Americans and to give them an easy way to obtain them for home, school or 

library use.  Kamishibai for Kids now offers the stage, traditional kamishibai wooden clappers 

(ñhyoshigiò) and other kamishibai-related educational content and materials to its customers.  

Since substantially all Americans have no knowledge of Japanese culture and traditions, 

Margaret wrote and includes with each kamishibai, a ñTeacherôs Guideò which explains the 

themes and cultural elements found in the stories. Each guide also suggests questions for 

teachers to ask the children about what happened in the story and what lessons it taught 

them. 

 

 In following years Margaret acquired and translated over 20 additional Kamishibai stories, 

appealing to a wide range of age groups and interests.  

 

To promote awareness and use of kamishibai in America, Margaret and Bob have attended 

national and regional conferences of both teachers and librarians throughout the United 

States.  The kamishibai have received a warm reception from teachers, librarians, parents 

and children wherever they have been used.  As of today, Kamishibai for Kids has distributed 

kamishibai in all 50 of the United States and in Canada, but has just scratched the surface of 

what has the potential to be a major expansion in the use of kamishibai in North America.   

 

Kamishibai for Kids is encouraged see that kamishibai have been ñdiscoveredò and are 

rapidly growing in use as an educational tool in many additional countries outside Japan.  A 

next phase of development for kamishibai in America is to become part of this multi-national 

movement and to interact with it to learn what others are doing.  Kamishibai for Kids can help 

lead the way for this in America by continuing to promote awareness of kamishibai and 

Japanese culture on its website and its newly opened Facebook page.   

 

We all learn from each other, such that international interaction of a growing community of 

kamishibai practitioners will enhance the appeal of kamishibai as a force for both education 

and cooperation to what has become an increasingly multi-cultural population in America and 

other parts of the world. 
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ñPod nevidnim oblakomò: Kamiġibaj po 3.11. Med prepreļevanjem 

tveganja za katastrofe in spominskim obeleģjem 

 

 
Gerster Julia 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Japonsko papirnato gledaliġļe kamiġibaj obiļajno delimo na gaito kamishibai, uliļno gledaliġļe, ki je oblika 

zabave, in kyoiku kamishibai, izobraģevalno gledaliġļe. Ker je Japonska moļno izpostavljena katastrofam, ni 

presenetljivo, da se kamiġibaj v zadnjem ļasu uporablja v polju izobraģevanja o tveganju za katastrofe. Preģiveli 

osebne izkuġnje pogosto pretvorijo v gledaliġke predstave; zgodbo preberejo obļinstvu in pri tem menjavajo 

roļno naslikane ilustracije. Kamiġibaji, ki govorijo o potresu in cunamiju iz leta 2011, vsebujejo praktiļne 

informacije, kot je napotek, da je ob moļnejġem potresu potrebna takojġnja evakuacija na viġje leģeļa obmoļja; 

spominjajo na tradicijo izobraģevalnega kamiġibaja, njihove zgodbe pa so pogosto spomini pripovedovalcev. Zato 

cunamski kamiġibaj temelji na dveh ģanrih. Pokazala pa bom, da je v primeru jedrske nesreļe v Fukuġimi glavni 

namen kamiġibaja drugaļen. Brez uradnega ġtevila smrtnih ģrtev ali jasne vidne groģnje, ki bi za seboj pustila 

fiziļno uniļenje kot cunami, ģrtve jedrske nesreļe nimajo spominskih obeleģij ali uradnih krajev, kjer bi se lahko 

zatekle k praksam ģalovanja. Zato je podobno kot pri napadih na Nagasaki in Hiroġimo kamiġibaj postal nekakġna 

memorializacijska praksa, ki ģrtvam pomaga predelovati izkuġnje in izraziti spomine. Na primeru kamiġibajske 

skupine iz mesta Namie v fukuġimski prefekturi bom analizirala naļine, na katere se kamiġibaj po 3. 11. uporablja 

za posredovanje nauļenega, premagovanje travm ter zapolnjevanje vrzeli v memorializacijskih praksah. Sklepi so 

nastali na podlagi terenskega dela v mestu Tohoku na Japonskem, intervjujev s kamishibaya in analize 

papirnatega gledaliġļa, ki se ukvarja s cunamijem in jedrsko nesreļo. 

 

*** 

Julia Gerster je doktorandka na oddelku za japonske ġtudije in kulturno antropologijo na fakulteti za podiplomski 

ġtudij Graduate School of East Asian Studies (GEAS) Svobodne univerze v Berlinu. Delovni naslov njene 

disertacije je èKizuna: dinamika druģbenih vezi na Japonskem po katastrofi. Vplivi velikega potresa, cunamija in 

sevanja na vzhodu Japonske leta 2011ç. Pri raziskovanju se posveļa ġtudijem katastrof, obnovi, oblikovanju 

skupnosti in identitete, pridobivanju prostora in kulturnim vidikom strategij obvladovanja teģav po katastrofah. Med 

terensko raziskavo leta 2017 na obmoļjih, ki so jih prizadele katastrofe, je Julia spoznala veļ skupin, ki so se 

ukvarjale s kamiġibajem. Zato je priļela raziskovati njegovo vlogo pri zmanjġevanju tveganja za katastrofe in pri 

okrevanju posameznikov. 
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ȰBeneath the Invisible Cloudò: Kamishibai After 3.11. Between 

Disaster Risk Reduction and Memorialization 

 

 
Gerster Julia 

 
 

 

 

The Japanese Paper theater kamishibai is usually divided into Gaito kamishibai, street corner paper 

theater mainly told for entertainment, and Kyoiku kamishibai, educational paper theater. Since Japan 

is a very disaster-prone country, it is not surprising that kamishibai has recently been used within the 

field of Disaster Risk Education. It is often the survivors themselves who turn their personal 

experiences into theater plays and read their story to the audience while turning the hand painted 

pictures. In the case of kamishibai centered around the 2011 earthquake and tsunami, practical 

information, like the advice to immediately evacuate to higher ground in case of a strong earthquake, 

reminds of the tradition of educational kamishibai, while the stories themselves are often memories of 

the story tellers. Therefore, tsunami kamishibai came to enclose the two genres. In the case of the 

Fukushima nuclear disaster, however, I argue that the main purpose of kamishibai is different. Without 

an official death toll resulting from the accident, or a clear visible threat which leaves physical 

destruction like a tsunami, the victims of the nuclear disaster have no memorials or official places to 

turn to for mourning practices. Thus, similar to the Nagasaki and Hiroshima bombings, kamishibai 

becomes a sort of memorialization practice which helps the victims to process their experiences and 

pass on the memories. Taking a kamishibai group from Namie Town in Fukushima prefecture and the 

kamishibai dealing with the 2011 tsunami as examples, I analyze how post 3.11. kamishibai is used to 

pass on lessons learned, deal with trauma and fill a gap in memorialization practices. The conclusions 

are drawn from field work experience in Tohoku, Japan, interviews with Kamishibaya and analysis of 

paper theater dealing with the tsunami and the nuclear accident.

 
Keywords: Kamishibai Paper Theater, Memorialization, 3.11 Earthquake and Tsunami Disasters, 

Disaster Risk Reduction, Fukushima Nuclear Disaster 

 
 

Julia Gerster is a PhD candidate in Japanese Studies and Cultural Anthropology at the Graduate 

School of East Asian Studies (GEAS), FU Berlin. The preliminary title of her dissertation is ñKizuna: 

The dynamics of social ties in post-disaster Japan. Impacts of the 2011 Great East Japan Earthquake, 

tsunami and radiation.ò Her research interests include disaster studies, recovery, community and 

identity building, place-making, and cultural aspects within coping strategies after disasters. Julia met 

several Kamishibai groups in the disaster-stricken areas during her field research in 2017, which led 

her to the exploration of the role of Kamishibai within disaster risk reduction and individual recovery. 

 
 

 

*** 

 

Article will be published in Amfiteater, Journal of Performing Arts Theory (ISSN 1855-

4539 (printed edition), 1855-850X (online edition)), Volume 7, Number 1 in July 2019. 
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Meġanje jezikov: ilustracija in kamiġibaj 

 

 
Giovannini Umberto   

uvodno predavanje sklopa III.:  

Kamiġibaj kot komunikacija in njegove aplikacije 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Kaj se zgodi, ko se sreļata jezik ilustracije in uprizarjanju zapisana duġa kamiġibaja? Umberto Giovannini je 

raziskal ġirok spekter moģnosti v eksperimentalnem projektu, zasnovanem za skupino umetnikov in ġtudentov v 

rezidenci mednarodnega grafiļnega centra Opificio della Rosa v Italiji. V priļujoļem predavanju opisuje tri 

poglavitne izkuġnje. Prva izhaja iz leta 2015. Ġlo je za sodelovanje z lutkarjem in reģiserjem Luco Rongo, ki je s 

skupino desetih vizualnih umetnikov in lutkarjev pet do deset dni ustvarjal gledaliġļe kamiġibaj z èosnovnimi 

grafiļnimi tehnikamiç. Naslednje leto se je podobna izkuġnja prevedla v pet- do desetdnevno delo z desetimi 

ġtudenti grafike in grafiļnega oblikovanja s kolidģa Central Saint Martins univerze University of Arts London in 

Rimske univerze za likovne umetnosti (RUFA), s katerimi je sodelovala pedagoginja in grafiļarka Maria Pina 

Bentivenga. Tretja izkuġnja izhaja iz projekta, ki je nastal na podlagi sodelovanja s pedagoginjo in ilustratorko 

Ignacio Ruiz za program grafika in ilustracija enoletnega pripravljalnega ġtudija oblikovanja grafiļne komunikacije 

na kolidģu Central Saint Martins. Projekt je bil izveden januarja in februarja 2018. Trideset mednarodnih ġtudentov 

je za material uporabilo ljudske pripovedke iz deģel, od koder prihajajo. Zgodbe so z osnovnimi grafiļnimi 

tehnikami prevedli v ilustracije. Rezultat so bile serije ilustracij za kamiġibaje in vrsta kratkih videov. Pri 

uprizarjanju kamiġibaja soobstaja veļ vzporednih jezikov: besedilo, ilustracije, glas in govorica telesa. Na podlagi 

navedenih izkuġenj bodo v predavanju prikazane moģnosti, kodeksi, poti, pristopi in izidi, ki so jih odkrile 

omenjene skupine, pa tudi najrazliļnejġi naļini, kako bi bogastvo ilustrativnega jezika lahko uporabili za 

ustvarjanje novih moģnosti. Pri navedenih izkuġnjah je bil dinamiļni jezik kamiġibaja izhodiġļe za drugaļen 

pristop v svetu ilustracij. 

 

*** 

Umberto Giovannini je bil rojen leta 1969 v kraju Morciano di Romagna (Italija). Je grafik in izredni predavatelj 

na kolidģu Central Saint Martins univerze University of the Arts London. Po diplomi iz oblikovanja grafiļne 

komunikacije je magistriral iz umetnostne zgodovine (DAMS, Bologna) ter zaļel delati kot grafiļni oblikovalec in 

grafik. Njegove grafike in knjige umetnika so izġle v razliļnih v mednarodnih zbirkah. Kot grafiļni zgodovinar je 

organiziral razliļne razstave in oblikoval zbirko knjig na temo grafike in ilustracije, ki jih je uredila VACA, 

umetniġka skupina in zaloģba, katere ustanovni ļlan je tudi sam (vaca.it). Je podpornik kulture grafike in knjige 

umetnika. Leta 2009 je ustanovil Opificio della Rosa, grafiļni center z majhnim vplivom na okolje, ki vsako leto 

omogoļa rezidence mednarodnim umetnikom (opificiodellarosa.org). Je predsednik mednarodne grafiļne 

fundacije Renate Herold Czaschka (fondazioneczaschka.org). Svojo prakso dopolnjuje s pouļevanjem na 

dodiplomskem ġtudiju. Trenutno je izredni predavatelj na kolidģu Central Saint Martins univerze University of the 

Arts London ter gostujoļi profesor na RUFA ï Rimski univerzi za likovne umetnosti. 

v%20delu/vaca.it
v%20delu/opificiodellarosa.org
v%20delu/fondazioneczaschka.org
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Merging Languages: Illustration and Kamishibai 

 

 
Giovannini Umberto   

Introductory Lecture of the Section III:  

Kamishibai as Communication and its Applications 

 
 

 

 

 

What happens when the language of illustration meets the performing soul of kamishibai? Umberto 

Giovannini has investigated a wide range of possibilities through an experimental project designed for 

a group of artists and students in residency at the International Printmaking Centre Opificio della Rosa 

in Italy. In this presentation, he elaborates on three key experiences. The first collaboration took place 

in 2015, when he cooperated with puppeteer and director Luca Ronga to work with a group of ten 

visual artists and puppeteers for five to ten days, creating kamishibai theatres with the techniques of 

ñbasic printmakingò. The following year, a similar experience was translated into five to ten work days 

with ten students of printmaking and graphic design from Central Saint Martins ï University of the Arts 

London ï and RUFA, Rome University of Fine Arts in collaboration with tutor and printmaker Maria 

Pina Bentivenga. The third experience is a project designed in collaboration with tutor and illustrator 

Ignacia Ruiz for the Printmaking and Illustration pathway of Central Saint Martinsô Foundation Course 

in Graphic Communication Design. The project was realized in January and February 2018. Thirty 

international students worked on folk stories collected from the tradition of their home countries. Those 

stories were translated in illustrations through the techniques of basic printmaking. The final outcome 

were both sequences of illustrations for kamishibai and a series of short videos. Several parallel 

languages coexist in a kamishibai performance: text, illustration, voice and body language. Starting 

from those experiences this talk displays the possibilities, codex, pathways, approaches and outcomes 

that the groups have found and all the different ways the richness of the illustration language could be 

used to create new possibilities. In those experiences the dynamic language of kamishibai was the 

starting point for a different approach to the world of illustration. 

 
Keywords: Illustration, Printmaking, Communication, Folk, Narrative 

 
 

Umberto Giovannini was born in Morciano di Romagna, Italy, in 1969. He is a printmaker and an 

Associate Lecturer at Central Saint Martins, University of the Arts London. After his degree in Graphic 

Communication Design, he completed an MA in Art History (DAMS, Bologna) and started to work as a 

graphic designer and printmaker. His prints and artistsô books can be found in international collections. 

As a printmaking historian, he has been called upon to organize various exhibitions and has designed 

a collection of books dedicated to printmaking and illustration, edited by VACA, the artistic group and 

publisher of which Umberto was a founding member (vaca.it) He is a promoter of the printmaking 

culture and artistsô books. In 2009 Umberto founded the low environmental impact printmaking centre 

Opificio della Rosa, which hosts international artists every year (opificiodellarosa.org). He is president 

of the Renate Herold Czaschka Foundation dedicated to printmaking (fondazioneczaschka.org). He 

complements his practise by teaching BA courses. He is currently an Associate Lecturer at Central 

Saint Martins, University of the Arts London, and a Visiting Professor at the Rome University of Fine 

Arts. 

 
 

 

v%20delu/vaca.it
v%20delu/opificiodellarosa.org
v%20delu/fondazioneczaschka.org
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*** 

 

In this presentation we will use some key words in a particular way, Iôd love to explain briefly. 

Illustration, Kamishibai, Basic printmaking. 

 

Illustration 

Iôm talking about image making in the field of communication design, where the illustration is 

strictly related to a message: an interpretation or visual explanation of a text, a concept or a 

process. 

 

Kamishibai  

In Japanese it means paper play, it is a form of Japanese street theatre and storytelling 

made popular in the last Century. Kamishibai was told by a kamishibaiya (kamishibai 

narrator) who travelled to street corners with sets of illustrated boards that he or she placed 

in a miniature stage-like device and narrated the story by changing each image. Kamishibai 

has its earliest origins in Japanese Buddhist temples where Buddhist monks from the eighth 

century onward used emakimono (ñpicture scrollsò) as pictorial aids for recounting the history 

of the monasteries, an early combination of picture and text to convey a story. 

 

Basic printmaking 

We are not talking about a technique but about a particular approach to printmaking. The 

idea is to realise the matrix in the most simple way, usually collecting material could be used 

as a plate, to be inked and printed in the classical ways. Sometimes the artist intervention is 

very little or completely absent, focusing only in a sort of observational research and creating 

the plates like a collage. The collected objects used as matrix bring their own story, emotion 

and energy that will be transferred on the prints. A source of inspiration could be found in the 

magical poetry of Giotaku, the Japanese printmaking technique using actual fish as a matrix.  

 

What happens when the language of illustration meets the performing soul of kamishibai? 

 

In the last three years I investigated a wide range of possibilities through experimental 

projects designed for groups of artists and students in residency at the International 

Printmaking Centre Opificio della Rosa in Italy and at Central Saint Martins, University of the 

Arts London.  

 

My references for this presentation are three key experiences. 

 

The first collaboration in 2015 with puppeteer and director Luca Ronga, working with a group 

of 10 visual artists and puppeteers for 15 days creating kamishibai theatres with the 

techniques of ñbasic printmakingò.  

 

The following year, a similar experience was translated in 15 days of work with 10 students 

of printmaking and graphic design from Central Saint Martins ï University of the Arts London 

ï and RUFA, Rome University of Fine Arts in collaboration with tutor and printmaker Maria 

Pina Bentivenga. 

The third experience is a project designed in collaboration with tutor and illustrator Ignacia 

Ruiz, for the Printmaking and Illustration pathway of Central Saint Martinsô Foundation 

Course in Graphic Communication Design. Thirty international students worked on folk 
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stories collected from the tradition of their countries of origin. The final outcomes are both 

sequences of illustrations for kamishibais and a series of short videos. 

 

Several parallel languages coexist in a kamishibai performance: text, illustrations, voice, 

body language. 

 

What are the illustrated narrative reference points in the western culture and what are the 

sources that create its historical, iconographic and perceptive base that can be inserted, 

currently, in the kamishibai narrative? 

 

We can say that the transmission of knowledge, in the oral western tradition, had one of its 

interest in the religious theatrical representations of the Middle Ages. A series of stages were 

set-up and the audience was following the story moving from one spot to the next.  

 

The created iconography, of every single stage, was perceived in a so called ñfieldò: it is a 

frame, a sort of window on a world: this world exists because of its own internal rules. 

 

The fundamental aspects of medieval theatre are the didactic component and the 

development of a dramatic form. The public moves from one ñpaintingò to the other and in 

every "picture" a salient moment of the liturgy is represented visually with a voice of 

comment. If priests are the narrators at the beginning, these are gradually replaced by the 

jesters. The jester, an emblematic figure of medieval theatre, which is a professional actor. 

 

The possibilities of reaching a wider public arrived in the fifteenth century with woodcut, 

which is the first printmaking technique that give the possibility of producing multiples of the 

same image. The reproduction of the Bibleôs crucial descriptions with some text carved in 

wood and printed in many copies, become very popular, before the invention of typography.  

 

This kind of technique is called chiroxylography, where images and text are cut on a single 

wood and printed. It became a kind of portable theatre where the priest could use the images 

as iconographic help in his didactic telling, also called ñBiblia pauperumò, which in latin 

means Bible for poor people, who at that time were mostly illiterate 

. 

The conception of field was embraced by the Renaissance iconography and it become the 

base of visual perception of western culture.  

 

On the other hand if we could identify the origin of Japanese storytelling with images in the 

emakimono, the concept of kamishibai we could hypothesise was born following the western 

idea of field. 

 

Using the kamishibai energy to develop in a western contemporary way the illustration 

language and return to the ñmagic boxò, was the idea that moved me to design the 

kamishibai projects. 

 

The first 2 projects I mentioned above were designed for a group of 10 artists and 

puppeteers with theatre director Luca Ronga in August 2015 and for 10 students of Central 

Saint Martins and RUFA with tutor Maria Pina Bentivenga in July 2016. We worked fully 
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immersed in residency for 15 days in the International Printmaking Centre Opificio della Rosa 

in Italy.  

 

The venue was an important choice because the studio is located in a Medieval castle, in a 

200 person village in the middle of a forest. There were no distractions, and it was possible 

to collect several materials to be used for the project within walking distance of the studio. 

 

The aim of the project was, for each student, to realise their own kamishibai. 

 

We structured the work in this way: 

Participants bring their own story to realise: from fairy tales to thrillers, from oral narratives to 

daily life stories. We gave them a lot of freedom. 

The starting point was a one day collaborative project. 

We used as example an Italian folk story  

ñThe magic feather of the Bird Grifoneò 

The group made the analysis of the story and a synopsis, one of the group narrated in front 

of the class in two minutes. Critical session and feedback at the end. 

 

Collaborative analytical division of the story in 25 parts, each part was summarised in one 

single sentence. 

1. A king gets sick and is about to lose his sight. 

2. The best doctors arrive at court but only one doctor finds the cure. 

3. Only the magic feather of Bird Grifone will save the king. 

4. The King calls his three sons asking to find the magic feather. 

5. Whoever finds the pen will have the kingdom. 

6. The children start galloping in search of the feather. 

7. Once in the wood they decide to take different paths. 

8. The younger brother meets an elder in the wood. 

9. The elder knows how to find the Grifone Bird's feather. 

10. The boy follows the advice of the elderly. 

11. The boy finds the feather. 

12. He takes his horse and returns to the kingdom. 

13. He decides to hide his feather for fear of being robbed. 

14. The boy meets his brothers. 

15.  The brothers understand that he is hiding something. 

16. They kill him and steal his feather. 

17. The brothers return to the palace with the feather. 

18. The pen is rubbed on the king's eyes, which heals immediately. 

19. The King no longer sees his little son back. 

20. The King sad, spends his days at the window waiting for his son to arrive. 

21. One day passes a shepherd, who plays a bone flute from which comes the voice of 

the young child. 

22. The King invites him to court. 

23. The King plays, the voice of the little son speaks to him and he understands what has 

happened. 

24. The King calls his sons and forces them to play the flute, unmasking them. 

25. The King decides to condemn them to the same fate as their brother. 
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An important consideration they had to have was thinking about two parallel pathway of the 

narrative: the plain explanation of the story (we can use the latin world ñFabulaò), and the 

emotional approach to the story: the evocative direction. 

 

A first step was the realisation of an neutral-narrative storyboard of the story, drawn in 10/12 

pictures taken from the analytical division. This part was crucial for the process and the 

remaining sentences became part of the action: storytelling, sounds, gestures, etc. 

 

A first step was to act the story, using the drawing as iconographic guide in order to decide 

the final series illustrations. The decision was taken after a collective discussion. 

 

Making an evocative storyboard: how to make the illustrations researching an iconography 

that combines the whole series. The sequence of images considered the coherence of the 

series and the elements of rupture. 

 

We spent 15 minutes collecting material around the studio and the group decided to use as 

plates a bunch of leaves of oleander because the shape remember the feathers.  

 

The group gave the following restriction: 

- using only the leaves as plates  

- print with primary colours with a relief press 

- use both white and black paper 

 

Are showed and commented the sequence of ñBird Grifoneò illustrations. 

 

The personal works made by the participants was made following the same directions. 

 

Are showed and commented some illustrations by participants during the workshop. Are 

explained some possibilities of an evocative iconographic approach of basic printmaking 

illustrations. 
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Kamiġibaj in stara otroġka knjiga 

 

 
Glavan Rok 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Antikvariat je trgovina z nostalgijo. Ko ugledamo knjigo iz svojega otroġtva, se nam odpre spominski kanal in 

zajadramo po ļasovnem morju. Vrtiljak spominov zajame misli, ko obrnemo nekaj listov v stari knjigi pravljic. 

Marsikateri od vaġih papirnatih spominov, ob katerih bi vam spet zazvenel glas oļeta, matere, babice in dedka, se 

je izgubil v vihri ģivljenja. Ģe davno ste opustili upanje, da jih boste ġe kdaj drģali v rokah, morda pa jih ġe vedno 

iġļete v antikvariatih. Kaj pa je pomenila knjiga otrokom in mladini v ļasu tablic, krede in peresnikov v lesenih 

puġļicah, v obdobju brez hitrih, migetajoļih in buļnih sodobnih medijev? Bila je prvo okno v svet domaļih in divjih 

ter eksotiļnih ģivali, v svet daljnih deģel z drugaļnimi zgodbami, bila je edina zakladnica narodnega izroļila v sliki, 

pripovedi in verzu. Knjiga je vzgajala druģbeno in moralno, spodbujala k razmiġljanju in zabavala v prostem ļasu. 

Laģje si jo je morda privoġļil meġļanski sloj, a tudi manj premoģni kmeļki ljudje so, ģeljni slovenske pisane 

besede, naġli pot do branja. Lastniki redkih starih otroġkih knjig, nekoļ otroci, so danes odrasli, vendar te redke 

knjiģne zaklade, nekatere bogate s starim izrazjem, prebirajo z oļmi esteta, ljubitelja knjig, bralca, poznavalca in 

zbiralca. Stare otroġke knjige s svojim estetskim in literarno visokim standardom presegajo danaġnjo produkcijo 

otroġkih knjig. Njihova redkost na trgu ģal ne omogoļa ġirġe predstavitve danaġnji mladeģi. To vrzel z lahkoto 

premaguje kamiġibaj. Kot izrazno sredstvo omogoļa nedigitalizirano pojavljanje slik in ob tem glas 

pripovedovalca. Kot bi nam prebirali slikanico. Mlajġi uģivajo v na novo spoznani poetiki in likovni izraznosti, 

starejġi pa potujejo v ļasu. Projekt, ki so ga skupaj izpeljali Druġtvo Zapik, Hiġa otrok in umetnosti ter Antikvariat 

Glavan, je dokazal, da smo na pravi poti. Predstava z naslovom Biseri med platnicami je bil edinstven primer, kjer 

smo spoznali in dokazali ujemanje stare otroġke knjige in kamiġibaja. Nastala je predstava, v kateri so uģivali 

otroci in odrasli. Kakġna pa bo usoda starih otroġkih knjig v prihodnje, ène pove nobena prat'kaç, kot bi rekel 

France Preġeren. Mi se bomo trudili, da bo, tudi s pomoļjo kamiġibaja, njihova starost ģlahtna, spoġtovana in 

lepa! 

 

*** 

Rok Glavan je diplomirani kulturolog, antikvar, lastnik Antikvariata Glavan, predsednik Druġtva Kamiġibaj 

Slovenije. Ļeprav je rojen v letu, ko je ļlovek stopil na Luno, si ni ģelel biti vesoljec, ampak mornar. V druģini je 

poleg varnosti in vzgoje dobil ġe ljubezen do gledaliġļa, knjig in govorjene besede. Z gledaliġļem se je spoznal ģe 

pri sedmih letih, z lutkami pa pri desetih. Po konļanih ġolah je zaļel delati kot antikvar in v tem poklicu vztraja ģe 

26 let. Rad raziskuje zgodovino slovenskega zaloģniġtva in tiska. Ob tem se sreļuje z redkimi in zanimivimi 

otroġkimi knjigami. Vseskozi ga je vznemirjalo vpraġanje, kako veļjemu ġtevilu ljudi predstaviti eno samo, redko 

knjigo. Najprej je pripravil bibliofilsko razstavo Papirnati vrtiljak, a so njeni obiskovalci le gledali naslovnice, 

vsebina pa je ostala skrita. Odgovor je prinesel kamiġibaj. Z njim se je sreļal leta 2014, leto kasneje pa je prevzel 

vodenje sveģe ustanovljenega druġtva. S pomoļjo originalnih ilustracij predstavlja neznane ali znane zgodbe iz 

redkih starih otroġkih knjig. Leta 2016 je skupaj z Jeleno Sitar Cvetko zasnoval in reģiral predstavo Biseri med 

platnicami ter sodeloval pri njeni izvedbi. Pri kamiġibaju ga navduġujejo otroġka razigranost, odrasla uļenost in 

prijetno druģenje s kolegi. 
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Kamishibai and Antique Childrenôs Books 

 

 
Glavan Rok 

 
 

 

 

A used bookstore is a store that sells nostalgia. When we see a book from our childhood, a memory 

channel opens up, allowing us to sail the seas of time. A roundabout of memories spins our thoughts 

when we turn the pages of an old book of fairy tales. Many of your paper memories that would have 

made your fatherôs, motherôs, or grandparentsô voices sound in your mind were lost in the tempest of 

life. You have long since given up hope that you would ever hold them again, or maybe you are still 

searching for them through used bookstores. What did books mean to children and youth in the time of 

slates, chalk, and nib pens stored in wooden pencil cases, in the era without fast, flickering, noisy 

modern media? It was the first window into the world of domestic, wild, or exotic animals, the world of 

faraway lands with different stories. It was the sole treasury of folklore in images, narrative, and verse. 

Books educated readers on society and morals, encouraged thinking, and entertained during leisure 

time. They were perhaps more accessible to the bourgeois society, but even the less affluent country 

folk found their way to reading though their craving for Slovenian written word. The owners of rare 

childrenôs books who were once children are now adults, but they read these rare literary treasures, 

often rich in old vocabulary, with the eyes of aesthetes, book lovers, readers, connoisseurs, and 

collectors. Old childrenôs books surpass the modern production of childrenôs books with their high 

aesthetic and literary standards. They are sadly too rare to be widely available to children today. This 

is a gap that is easily bridged by kamishibai theatre. As a means of expression, it enables an analogue 

presentation of images accompanied by the narratorôs voice. It is as if a picture book was being read 

out loud. Young viewers enjoy a new-found poetics and artistic expression while older viewers travel in 

time. The project that Druġtvo Zapik, Hiġa otrok in umetnosti, and Antikvariat Glavan carried out 

together proved that we were on the right path. The performance called ñPearls between pagesò 

(ñBiseri med platnicamiò) was a unique example through which we realized and proved the agreement 

between old childrenôs books and kamishibai. The resulting performance was a treat for both children 

and adults. The fate of old childrenôs books is unknown, such as no almanac can predict, as Slovenian 

poet France Preġeren would say. We will try to ensure ï through kamishibai or otherwise ï that their 

old age will be noble, esteemed, and beautiful. 

 
Keywords: Old Children's Books, Kamishibai 

 
 

Rok Glavan holds a BA in Cultural Studies, is an antiquarian at Antiquariat Glavan in Ljubljana, and 

the president of the Slovenian Kamishibai Association. Although he was born in the year when man 

firs stepped onto the moon, he didnôt want to be an astronaut but a sailor. Apart from safety and good 

education, his family gave him the love of theatre, books and the spoken word. When he was only 

seven years old, he began he was already involved in theatre, and at ten years old he started learning 

puppetry. After he finished schooling, he started working as an antiquarian ï a career he is still loyal to 

after 26 years. He is fascinated by the history of Slovenian publishing and print. Because of the nature 

of his work, he frequently handles rare and interesting childrenôs books. The problem he often 

encounters is how to present a single copy of a rare and delicate book to a large audience. He first 

tried to solve this by organizing a bibliophilistic exhibition ñPaper carouselò. But this only offered the 

front book pages and no actual story content. Kamishibai came to the rescue. His first encounter with 

the form happened in 2014, and only a year later he became the president of the newly founded 

association. He now performs known and unknown stories from rare and old childrenôs books with the 
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help of the original illustrations. In 2016 he devised, directed (with Jelena Sitar Cvetko) and 

participated in the performance ñPearls between coversò. To him, kamishibai brings childlike 

playfulness, grown-up worldliness, and pleasant time spent with friends. 

 
 

 

*** 

 

Dear Ladies and Gentlemen, friends, kamishibai lovers and kamishibai performers! My 

lecture today will present the project that has combined old children's books with kamishibai. 

I am an antiquarian by profession and in my line of work Iôve come to realize that an antique 

book shop is actually a trade with nostalgia. As a rare-book hunter I have come across a 

special field of antiquarian material ï old children's books. Those are particularly rare 

because only a small amount of children's books survived their era. Sibling quarrels, 

scissors, pencils and intense thumbing through the books are the most typical attackers. To 

find books that are several decades old and in good or impeccable condition is very rare. 

When I do stumble across on such a copy, it is because either the parents were very strict, 

either the book did not seem interesting in the moment, or they owned a duplicate that lived a 

worse fate. 

 

Old children's books are rare. Thus there is quite a number of people who zealously collect 

them and hide them from the quizzical eye of present-day children. The stories carry various 

different messages and the content is engaging and educational even today. But they tend to 

catch a bit of dust because language is somewhat old-fashioned. Albeit it is their dustiness 

that makes us feel warm, just like the stories told by our grandmother did. 
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Old children books (photo: Antikvariat Glavan) 

 

The books have always been illustrated by the best illustrators. Illustrations helped the child 

to get to know the world and themselves. In the past, children did not have the access to a 

number of TV programs, data bases and uncle Google. The elephant that they knew, was 

the one from their books. Their perception of the unknown world was thus limited to 

illustrations, yet at the same time they were liberated with limitless imagination, enabled by 

listening and reading.  

 

The book was a window to the world of faraway places and exotic adventures. It was the only 

folklore treasury in the form of picture, narration and verse. It encouraged social and moral 

growth, inspired thinking and entertained in free time. Though it was more accessible to 

upper class, it was also quite attainable to lower, peasant-class individuals, who were thirsty 

for knowledge. 

 

The authors of the books were excellent as well. There was no undermining a child's mind as 

it commonly happens nowadays. A well-known Slovenian poet, Oton Ģupanļiļ, said that the 

most difficult and responsible work is to create for children.  

 

As a son of an antiquarian book seller I was also enchanted by the old children's books, 

which were brought to me by my father to read. But only later on, when I started to grow a 

collection of old books as an antiquarian myself, and when I made my first children's book 

exhibitions, have I become aware of the magical powers of old children's books. Like an 

excited child I told my customers about them and animated them for collecting, too. At the 

same time I realised that these books need to be presented to other publics as well. I 

prepared an exhibition for Slovenian Book Fair in 2009 that encompassed a number of 

Slovenian children's books from 1830s to 1970s. I knew then that I have to present those 

books to younger generations, because it will be the only way for their content to live on and 

for their illustrations to come back to life. 
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Catalogue of old children books exhibition (photo: Antikvariat Glavan) 

 

I got the first chance to do so in 2010, when Ljubljana became the World Book Capital. I met 

my old puppet mentor, Jelena Sitar Cvetko, who was an artistic director in Ljubljana Puppet 

Theatre at the time. We came to a conclusion that we could present old children's books 

alongside puppet performances. 

 

We developed a project, where children would attend the puppet show and visit an exhibition 

after that. The exhibition would include first editions of the books, which were the inspiration 

for the show or for one of the characters in the show. This would give books their third 

dimension and the puppets would get their history. 

The City Municipality unfortunately did not accept the project, but we did not forget about it. 

 

After a few years I came to know kamishibai and immediately saw a unique opportunity to 

present old children's books anew. With summaries of original illustrations and with the telling 

of the original story in front of the audience, the picture book would come alive. 

 

For my first kamishibai show I chose a picture book called Gospod Kozamurnik (Mister 

Kozamurnik) by the author Gerrit Theodoor Rotman.   

 

 
The book Gospod Kozamurnik 

 

Gerrit Theodoor Rotman is one of Holland's biggest comics pioneers, best known for his 

newspaper comics.  
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My then seven year old son Oskar helped in the performance with some sound effects. 

 

 
The author and his son preforming Gospod Kozamurnik (photo: Tjaġa Obrulek) 

 

The structure of this picture book is very similar to a kamishibai scheme ï under each picture 

there is a description in a few sentences and it has a dramatic structure. For this particular 

show I chose certain picture sequences and adjusted the text, so that I was able to get an 

interesting and dramatically balanced plot. The size of the text made me divide the book into 

four parts, which were also suitable to be performed on their own with a short introduction.  

 

       
Scenes from the Gospod Kozamurnik 

 

The show gained a lot of success within the older and the younger generation. Many adults 

came to thank me after the show as they were able to reminisce their youth through their 

beloved story and at the same time show it to their grandchildren as the book was not 

available for sale in any of the antique book shops anymore.  
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Preforming Gospod Kozamurnik in authors antique books shop 

 

The show was upgraded in 2015, when I made a booklet with blank pages and printed 

original illustrations on some stickers. After the show, each attendee was able to put the 

stickers on blank pages in random order and create their own Kozamurnik. 

 

 
Booklet upgrading kamishibai 

 

At the time I was creating other kamishibai shows as well, but I always returned to those from 

old children's books. 

 

I also abbreviated a picture book by the author Maġa Halamova, called Tika-taka, tika-taka 

(Tic-toc, tic-toc), which is about completing different tasks in a day and helps children learn 

how to tell the time.  

 



 

- 55 -   

    
The book Tika taka 

 

Later on I decided to pick up newer children's books. I summarised the book Mali ġef (The 

Boss Baby) by the author Marli Frazee before there even was a cartoon made about it. 

Kamishibai The Boss Baby - relatable to all parents whose baby bosses dictate their day - 

was therefore well-liked among children and their parents. 

 

    
The book Mali ġef 

 

At the end of 2015 Jelena Sitar paid me a visit and suggested that the time for intended 

project had come. The only difference would be to add kamishibai shows, which would make 

the books even more alive. The show Biseri med platnicami (Pearls among the Covers) was 

created in co-production of organisation Hiġa otrok in umetnosti (House of Children and Art), 

Druġtvo Zapik (Zapik Society) with Antikvariat Glavan. Authors of the project were Jelena 

Sitar, Igor Cvetko and Rok Glavan. 

 

 
The team of authors and preformers of Biseri med platnicami  

(photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 
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The show was narrated by Igor Cvetko/Urġka Cvetko, Rok Glavan, Jerca Cvetko/Jelena 

Sitar, Irena Rajh Kunaver, Rok Glavan, Anģe Virant. 

 

Marjan Kunaver and curator Katarina Batagelj helped with the show as well. 

 

The concept of Biseri med platnicami (Pearls among the Covers) was a theatrical kamishibai 

show and the main theme were Books.  

 

Each book has its story and history, it is a being. Some books we have read along the way, 

have always stayed with us. And our longest companions are the ones from our childhood. 

They are always full of interesting words and pictures, so for the project we chose the stories 

that have made an impact on our childhood. This is why we wished to show those stories as 

precious treasures to present-day children as well. 

 

 
The venue of the show Biseri med platnicami  

(photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

The venue of the show was changed to look like a reading salon from the past. The children 

were sat on a big soft rug in the middle of the room. On each of the four sides of the rug we 

positioned a small setting that corresponded to the story of each narrator. Each of the 

narrators chose a story from their own childhood to present. There were also three discretely 

lit book showcases in the room. 

 

 
First showcase  

(photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 
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The first showcase included the oldest and the most well-known children's books, 

 

 
Second showcase  

(photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

the second had different editions of books corresponding to each of the kamishibai shows, 

 

 
Third showcase (photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

and the third was an open showcase that enabled children to browse different kinds of books 

after the show. 
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We chose four different children's books for the show: 

 

The Witch Who Lost Her Broom. 

 

 
Jerca Cvetko 

(photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

Narrated by Jerca Cvetko, whose favourite book growing up was this.  

 

Winnie-the-Pooh 

 

 
Igor Cvetko (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

The story was summarised and narrated by Igor Cvetko. This was the book, which he read to 

his daughter countless times. 
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The Story about the Lions and a Lion Cub. 

 

 
Anģe Virant (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

Narrated by Anģe Virant. This was his beloved childhood book. There was also a copy of this 

book in the showcase with the author's signature to Anģe when he visited him. 

 

My Umbrella Can Turn Into a Balloon. 

 

 
Irena Rajh (photo Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

Narrated by Irena Rajh. The story is one of her favourites. 

 

Every performer prepared their kamishibai with original illustrations. The three of them took 

illustrations from one book only, except for Irena Rajh, who took illustrations from different 

illustrators and showed the whole spectre of pictures in different editions of the book - from 

1955 to 2014. In our fairy-tale time-machine kamishibai project was thus another time-

machine in Irena Rajhôs show; as the different styles of illustrating presented different spirits 

of the times in which individual editions were made. 
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Antiquarian explanation (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

An antiquarian took children around the salon and in between the bookcases to show them 

different book rarities. He announced each show and asked each of the kamishibai narrators 

why they chose to present this particular book. He engaged the public with questions as well. 

After the last kamishibai show, children were then invited to a ñhat landò, a place from the last 

story presented: My Umbrella Can Turn Into a Balloon. 

 

 
Waiting to enter into the hat land  

(foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

Children got to ñhat landò through an old closet in a shape of a house, which is also a 

trademark for House of Children and Art organisation (Hiġa otrok in umetnosti). In this land 

they could try on different hats and clothes. This made the show even more interactive, like 

an experiential labyrinth.  
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Childrens in the costumes (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

While some of the children were trying on clothes, some were getting to know the origins of 

kamishibai, how to play it and what its rules are, and some got to read the books or play with 

toys that decorated bookcases and the venue.  

 

 
Getting into the secrets of kamishibai 

 (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

The show lasted 60 minutes and was appropriated for children of 4 years and older.  

 

It was very well received among the older and younger generation. The location ï an old 

villa, which used to be a youth library ï The Pioneer Library, evoked a special effect. It felt as 

if the books came alive and started their magic dance. 

 

The show also performed several times at Slovenian Book Fair in 2016 and was well-

received among the public as well as professionals.  

 

Old children's books were the main focus of the show but the chosen stories did not seem 

dusty or old-fashioned. Quite the opposite! Despite the older translation of the book Winnie-

the-Pooh (translated by Majda Stanovnik in 1957), young spectators were able to follow the 

show very well and even repeated some old sentences and phrases after the show.  
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The books in the venue and on the bookcases were not only meant for reading or looking 

through them, but they also became alive on kamishibai stage. The purpose of this project 

was to draw children, who are growing up in a digital world, closer to books, their scent, their 

physical character and to present the books as a medium that holds the stories and makes 

them alive. 

 

 
The joy of reading (foto. Urġka Boljkovac, production Hiġa otrok in umetnosti, Druġtvo Zapik and Antikvariat Glavan) 

 

In today's digital era children are estranged from books. As a warrior for the books, which are 

also my bread-winners, I've always thought that the books offer something more. They do not 

glare into our faces, but they still have our attention. Reading broadens our imagination, the 

way we think and the way we construct ideas. I have thus recognized kamishibai as a 

medium that enables to present the whole book to a crowd of spectators.  

 

As an antiquarian I've been dedicating a lot of time to presenting what the book really is. 

Some time ago a small family came to my shop. The parents were browsing through the 

postcards and they sat their daughter in front of a book in the meantime. They said she 

should take a look of the book. The child slid with her finger across the cover a few times and 

said that it is broken.  

 

The show Pearl Among the Covers confirmed the fact that we sometimes need to consult the 

past for a development to happen ï and that does not mean a lesser development. Just the 

opposite. The kamishibai shows with childrenôs (or adult) books are opening new possibilities 

of reading and making people like reading the classic analogue books. This was evident after 

the show, when children were absorbed by old books, which were printed decades before 

they were even born. 

 

I think that it is possible to travel through time and space with kamishibai and open up 

different worlds with the force of a book. This is why as an antiquarian I like to say: May the 

book be with you! 

 

At the end I would like to thank you for your attention and announce my new saying: May the 

book and kamishibai be with you! 
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Uporaba in predstavitev Glasserjeve teorije izbire in njene 

uporabnosti v ġolah s pomoļjo kamiġibaja (èKokoġ po izbiriç: 

Glasserjeva teorija v kamiġibaju) 

 

 
Grbac Fulvia 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
Pri delu s kamiġibajem je korak, s katerim sem ga uvedla v uļne programe, priġel povsem sam od sebe, saj je to 

storilo ģe mnogo uļiteljev. Kot uļiteljica umetnosti sem omenjeno obliko figurativne ustvarjalnosti in dramatizacije 

zaļela uporabljati v procesu umetnostne vzgoje. Poleg predstavitve svojih zgodb za kamiġibaj uļence vodim tudi 

pri ustvarjanju lastnih kamiġibajev, ilustracij in zgodb. V kakovost ilustracij vloģimo veliko truda, da se poveģejo z 

zgodbo in njeno dramatizacijo. Da bi proces ġe izboljġali, sodelujemo tudi s kolegi, ki pouļujejo knjiģevnost. 

Navedena metoda se dotika ġtevilnih disciplin in mi kot uļiteljici prinaġa veliko zadovoljstva, predvsem pa mojim 

uļencem. Pouļujem tudi prihodnje pedagoge predġolskih otrok in jih usposabljam za uporabo metode kamiġibaj 

pri prihodnjem delu. Zanimalo me je, ali bi metodo lahko uporabili tudi pri psiholoġkih teģavah. Primer: otrokom bi 

lahko pomagali pri premagovanju teģav s pripovedovanjem zgodb. Na primer zgodba Nenadna tema govori o 

otroku, ki se boji teme, vendar strah premaga tako, da prevzame nadzor in postane odgovoren. Zgodbo je 

navdihnila Glasserjeva teorija izbire, s katero si kot uļiteljica ģe nekaj let pomagam pri ustvarjanju 

kakovostnejġega odnosa z uļenci. Z njeno pomoļjo ostajam aktivnejġa na delovnem mestu in uļinkovitejġa pri 

pedagoġkih nalogah. Teorijo lahko zvedem na ġtevilne vidike svojega ģivljenja, zlasti na pouļevanje. Proces 

seveda ni bil vedno preprost in brez ovinkov, saj je ġe vedno predmet preuļevanja. Celotni proces sem 

predstavila v obliki preproste, komiļne ilustrirane knjige Kokoġ po izbiri. Zamislila sem si, da bi svoje izkuġnje 

predstavila z metodo kamiġibaj. Ker je v knjigi veliko prizorov, bi jih lahko uprizorili pred obļinstvom, morda pred 

poklicnimi ali prihodnjimi uļitelji, ki se sooļajo s kompleksnim, izzivov polnim in ļudovitim svetom ġole. To bi 

lahko bila zanimiva izkuġnja za uļitelje, ki iġļejo alternativne metodologije za to, kako v ġolskem okolju postati 

uļinkovitejġi in mirnejġi. Predstavitev zgodbe Kokoġ po izbiri s tehniko kamiġibaj bi uļiteljem razloģila ved°nje 

otrok in njihovo lastno ved°nje ter jim pomagala izbrati ustrezen odziv in graditi odnos s svojimi uļenci. 

Preostanek dela in odgovornost sta prepuġļena obļinstvu, ki se bo odloļilo poiskati pomoļ pri teoriji izbire 

Williama Glasserja. Zgodba Kokoġ po izbiri zelo preprosto pojasnjuje ļloveġko vedenje s psihologijo teorije izbire. 

Vidimo, da lahko uļitelj, ki teorijo razume in se zaveda, kaj je v njegovi moļi, laģje usmerja uļence v uļnem 

procesu in skrbi za dobro poļutje tako uļencev kot samega sebe. 
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How to Use and Present Glasserôs Choice Theory and its 

Application in Schools with the Aid of Kamishibai (Chicken By 

Choice: Glasser Theory In Kamishibai) 

 

 
Grbac Fulvia 

 
 

 

 

In my dealing with Kamishibai, It was natural to introducing it in the teaching programme in schools, 

like many teachers alredy does. As an art teacher I started applying this form of figurative creativity 

and dramatisation to the artistic education process. In addition to presenting my own Kamishibai 

stories to students, being an art teacher, I guide them to realise their own Kamishibai, with their 

illustrations and stories. We put a lot of effort in the quality of the illustrations to be linked to the story 

and dramatisation of it. We also collaborate with fellow literature teachers in advancing this process.  

This method touches a vast amount of disciplines and brings great satisfactions to me as a teacher, 

but most of all to my students. I also teach future preschool educators and I prepare them to use the 

Kamishibai method in their future work. 

I am wondering if the Kamishibai method could also be applied to psychology topics, perhaps dealing 

with delicate situations through story telling to help children overcome their difficulties. The story 

ñSudden Darknessò for example, is about a child who fears the dark, but overcomes his fear by taking 

control of it and becoming responsible. This tale is inspired by the Choice Theory by William Glasser, 

a theory that has been helping me for several years in my teaching work, especially to create a better 

and quality relationship with my students.  

It helps me to be more active in the workplace and more efficient in my teaching duties. This theory 

has obviously been applied to many aspects of my life, expecially at my teaching work. The process 

however has not always been straight forward and easy as it is still under study.  

All this process is presented in creating the simple and comical illustrated book ñChicken by Choiceò. 

It might be an idea or a starting point, to present my experience through the Kamishibai. Being there a 

lot of scenes in the book, it would be easily dramatised in front of an audience, perhaps an audience 

of teachers or future teachers who are facing the complex, challenging and wonderful school world. 

This would be an interesting experience for teachers who are looking for alternative methodologies of 

how to be more efficient and serene in the school environment. 

The Kamishibai presentation of the story ñChicken By Choiceò would help teachers explain the 

childrenôs and their own behaviour, and would assist in the choice of an appropriate behaviour and 

relationship with the students. The remaining part of the work and the responsibility is left for the 

audience who will decide to look for help in William Glasserôs Choice Theory.  

The story ñChicken By Choiceò in very simple terms explains human behaviour through Choice Theory 

psychology and how a teacher who understands it and knows what is in their power can make it easier 

to guide students through the learning process and takes care of their own well-being alongside the 

students. 

 
Keywords: Chicken by Choice, Glasser Theory, Helping teacher at work, Kamishibai Choice Theory 

tales 
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*** 

 

Some illustrations Chicken By Choice Glasser in Kamishibai 
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Razvoj empatije med predstavo gledaliġļa kamiġibaj 

 

 
Ivon Hicela in Zavoreo Rakiĺ Emanuela   

zunanje sodelovanje 

 
 
 
Prispevek se posveļa teoretiļnim in empiriļnim razlagam vpliva umetnosti kamiġibaja na ļustveno empatijo in 

domiġljijo otrok in odraslih. Ļustvena empatija nakazuje na sploġno ljubeļo empatijo, ki se odraģa v dojemanju 

ļustvenih izkuġenj drugih ljudi. Ļustvena domiġljija pa je nagnjenje k uģivanju v domiġljiji, ļustvih in aktivnostih 

izmiġljenih likov iz zgodb, romanov in filmov. Kamiġibaj je umetnostni kontekst za otrokovo naravno uļenje o 

vrednosti empatije: kako naj soļustvuje in kako se empatiļno sporazumeva, kar sta osnovna pogoja za to, da se 

otrok razvije v osebo, ki se je sposobna sporazumevati tako s sabo kot z drugimi. Poslediļno se otrok skozi 

uģitek, ki ga obļuti ob ļustvenih stanjih likov (preko slikovnih in besednih simbolov), nauļi vrednosti 

soļustvovanja, altruizma in pomoļi ter vrednosti (uporabnosti) prosocialnega vedenja. Vizualni in besedni simboli, 

ki se dopolnjujejo in izmenjujejo med predstavo kamiġibaja, otrokom ne dopuġļajo zgolj uģivanja ob domiġljiji, 

obļutkih in aktivnostih likov v zgodbi, temveļ tudi boljġe razumevanje videnega in sliġanega. To pomeni 

preobrazbo izkuġenj in prehod k bolj poglobljenemu (ļustvenemu) razumevanju, kar pomeni, da razvijajo vse 

globljo empatijo. Drugaļe povedano, med procesom doģivljanja in uļenja med predstavo kamiġibaja se otrok 

osvobodi kognitivnega in ļustvenega egocentrizma (ki je znaļilen za predoperativno stopnjo razvoja miġljenja). 

To mu omogoļa razumevanje viġjih ļustev drugih ljudi in razvoj lastnih viġjih ļustev (npr. soļutja). Ļustvena 

stanja, ki jih otroci izraģajo med in po predstavi kamiġibaja, so ocenjena v opisih otrokovega ļustvenega uģitka in 

se odraģajo kot sporazumevanje, sodelovanje, pomoļ in umetniġko izraģanje otrok. Odrasli se znajo dobro 

empatiļno sporazumevati z otroki preko predstav kamiġibaja, saj hitreje sprejmejo ļustva, razmiġljajo o otrocih in 

jih razumejo, prav tako pa so veļinoma odprti za nove izzive in teģave predġolske vzgoje. Predstava kamiġibaja 

lahko uspe samo takrat, kadar je odrasli pripovedovalec navduġen nad zgodbo, ki jo pripoveduje, in postane del 

nje ï ļe je scenarij igre postal del njegovega miselnega zaklada. Samo tako lahko zgodbo uļinkovito prenese 

otrokom. 
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The Development of Empathy during Performance of Kamishibai 

 

 
Ivon Hicela and Zavoreo Rakiĺ Emanuela 

External Participation 

 
 
 

 

The article deals with theoretical and empirical explanations of the influence of the art of kamishibai on 

emotional empathy and the imagination of children and adults. Emotional empathy implies a global 

affectionate empathy that is reflected in the perception of emotional experience of other people, while 

emotional imagination is a tendency to enjoy imagination, feelings and activities of imagined 

characters from stories, novels and movies. 

The art of kamishibai is the artistic context for the natural learning of the child about the values of 

empathy: how to empathize and how to empathically communicate, which are the necessary 

prerequisites to develop in a person ready to dialogue with itself and others. Consequently, enjoying 

the emotional states of characters (through pictorial and verbal symbols), a child understands the 

values of compassion, altruism, aiding, and the value (application) of prosocial behavior. 

Visual and verbal symbols which are complementary and which alternate during the art of kamishibai 

allow children not only for the enjoyment of the imagination, feelings, and activities of the characters in 

the story, but a deeper understanding of what it sees and hears, ie transformation of experienced and 

transition to a more complex (emotional) understanding which is the process of development towards 

ever ï increasing empathy.  

In other words, during the process of experiencing and learning while looking at the art of kamishibai, 

a child is relieved of the cognitive and emotional egocentrism (characteristic of the preoperational 

stage in the development of thinking), which allows one to understand other peopleôs higher emotions 

and develop their own higher emotions (eg compassion). 

The emotional states that children express during and after the kamishibai performances are 

evaluated in the descriptions of the child's emotional enjoyment and are reflected in the way of 

communicating, collaborating, helping and in children's artistic expression. 

And adults are perfected in expressing empathic communication with children by performing 

kamishibai in terms of their greater readiness to accept feelings, thinking and understanding of 

children and generally openness to new challenges and problems of pre-school education. 

The kamishibai performance can only succeed if the adult likes the story he is telling and if the adult 

has become part of it ï if the scenario of his play has become his mental treasure.  Only in this way he 

can successfully transfer it to the children. 

 
Keywords: Kamishibai, Child, Adult, Empathy, Emotional Imagination 
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*** 
Available in Croatian Language only 

1. Uvod 

Martha Nussbaum u svojoj knjizi ĂNe profitu! Zaġto demokracija treba humanistiku?ñ, obrazlaģe da sposobnost 

koju je neophodno danas odgajati tijekom odrastanja, pored ostalih, je narativna imaginacija, ġto znaļi  da 

moramo biti u stanju pomiġljati kako bi moglo biti u koģi osobe koja je razliļita od nas kako bi se postalo 

inteligentnim ļitateljem njezine ģivotne priļe, kako bi se moglo  razumjeti emocije, ģelje i ģudnje koje bi netko 

mogao imati u njezinoj situaciji. Autorica napominje da kultiviranje suosjeĺanja kroz povijest je ļinilo kljuļan dio 

najboljih modernih ideja o demokratskom obrazovanju, kako u zapadnjaļkim tako i u ne-zapadnjaļkim nacijama. 

Srediġnja vaģnost  u odgojno-obrazovnom kurikulumu na svakom stupnju obrazovanja, napominje spomenuta 

autorica, mora se pridati humanistici i umjetnosti, kultivirajuĺi participacijski tip obrazovanja, koji aktivira i 

oplemenjuje sposobnost gledanja na svijet oļima druge osobe (119 ï 20).  Znaļenje humanistike i umjetnosti 

svuda se umanjuje, dogaĽa se ozbiljna erozija empatije ï sposobnosti koja je bitna za meĽuljudske odnose i za 

samu demokraciju (Nussbaum,120). Pored spomenutog, moramo imati na umu i ļinjenicu da na razvoj empatije 

utjeļe i naļin na koji djeca i mladi u 21 stoljeĺu uļe, komuniciraju i usvajaju znanja o svijetu i ģivotu.  To se bitno 

se promijenilo u odnosu na naļine na koje su to ļinili u ranijim epohama. Danaġnje generacije djece izvanredno 

poznaju  nove tehnoloġke medije koje koriste u uļenju i meĽusobnom komuniciranju. Neki teoretiļari usmenosti 

smatraju da je jezik prelaskom iz usmenog u pisani oblik na tehniļkom sredstvu, izgubio na svojoj fluidnosti i 

dinamiļnosti svojstvenim govorenom jeziku.  Suvremene tehnologije(internet) ļine nas sve tromijim i ne 

elastiļnijim, jer ne potenciraju potrebne sposobnosti za  meĽuljudsku komunikaciju, poput kritiļkog miġljenja, 

argumentaciju stavova, jeziļnu maġtovitost i empatiju. A ļinjenice na koje ukazuju suvremena istraģivanja mozga 

ukazuju na poveĺanje ļovjekove  inteligencije, ali ne u smjeru kognitivne nego u smjeru intuitivne (emocionalne). 

Apstraktno, formalno, analitiļko i serijsko miġljenje se povlaļi. Mozak se sve viġe organizira i usmjeruje na 

konkretno - osjetilno, slikovito, prostorno, emocionalno, intuitivno, integralno (sintetizirajuĺe) miġljenje. Stoga 

raļunala nisu mediji za poticanje maġte i emocionalne inteligencije, jer digitalizirani djeļji prostori pogoduju 

razvoju racionalne (ne-emocionalne) inteligencije (Baġiĺ 19-37). 

Polazeĺi od iznijetog, opravdanim smatramo raspravljati o moguĺnostima razvoja empatije kroz umjetnost 

kamishibia, jer sluġajuĺi priļu koju prati pokretanje slika kod djeteta se aktiviraju osjeĺaji, obogaĺuje emocionalni 

doģivljaj koje  pobuĽuje kreativnost i motivaciju djeteta, dva najvaģnija Ăzalogañ za uspjeh u ģivotu. Uģivljavanje u 

ono  ġto lik u priļi proģivljava, osjeĺaj strepnje i iġļekivanja u Ăklimaksuñ kamishibaia, ļuĽenje originalnim 

rjeġenjima u priļi te radosti sretnog zavrġetka, utjeļe na ļitav niz psihiļkih i somatskih funkcija. Sinergiju svega 
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toga u kamishibaiu dijete (i odrasli) doģivljava vrlo intenzivno i cjelovito, a to je moĺan poticaj razvoju njegove 

emocionalne maġte i empatije.  

 

2. Razvoj empatije - od djeļje imaginativne igre do (i preko) umjetnosti 

Premda su djeca roĽena s rudimentarnim sposobnostima za suosjeĺanje i brigu (empatiju), potrebno je ispuniti 

nekoliko uvjeta da bi ono razvilo sposobnost za iskrenu brigu za druge. Prvi je stupanj praktiļne kompetencije (o 

kojem je veĺ davno govorio Rousseau), a drugi je sloģeno postignuĺe koje podrazumijeva  sposobnosti 

sagledavanja svijeta kao mjesta gdje pojedinac nije sam - mjesta gdje drugi ljudi imaju svoje vlastite ģivote i 

potrebe kao i pravo da teģe zadovoljavanju tih potreba. Ovaj drugi uvjet, koji se najprije razvija kroz djeļju 

imaginativnu igru, osnova je treĺem kljuļnom preduvjetu - razvoju sposobnosti zamiġljanja kakvo bi moglo biti 

tuĽe iskustvo (Nussbaum 121). Prisutnost drugog, koja moģe biti veoma zastraġujuĺa, tijekom igre postaje 

zabavan izvor radoznalosti, a ta radoznalost doprinosi razvoju zdravih stavova u prijateljstvu, u ljubavi, a kasnije i 

u politiļkom ģivotu (Nussbaum 124).  

Kroz igru djeca stjeļu neprocjenjivu praksu suosjeĺanja i uzajamnosti. Igra poļinje ļarobnim maġtanjem u kojima 

dijete kontrolira sve ġto se dogaĽa, ali kasnije, kako se u interpersonalnoj igri s roditeljima ili drugom djecom 

razvija sigurnost i povjerenje, kontrola popuġta i dijete je u stanju eksperimentirati s ranjivoġĺu  i ļuĽenjem na 

naļine koji bi izvan okvira igre mogli biti muļni ali su zabavni dok ona traje. Kako se igra razvija, razvija se 

djetetova sposobnost ļuĽenja. Jednostavne djeļje pjesmice ili priļe veĺ nukaju djecu da se stave u poziciju 

malene ģivotinje, drugog djeteta, ili ļak neģivog predmeta. To je ono ġto djeca u konaļnici moraju biti u stanju 

primijeniti i na druge ljude. Djeļje pjesmice i priļe stoga su presudna priprema za brigu u ģivotu (Nussbaum 125). 

I  Winnicott (u: Nussbaum 126) je teoretski obrazloģio kako igra u razvoju djeteta ima snaģan i ġiroko 

rasprostranjen kulturni utjecaj, jer u njoj djeca eksperimentiraju s idejom Ădrugostiñ na naļine koji su manje 

zastraġujuĺi nego ġto bi ļesto mogao biti u  izravnom susretu s drugim. Igra uļi ljude da budu sposobni ģivjeti s 

drugima bez kontrole; ona iskustva ranjivosti i iznenaĽenosti povezuje s onima radoznalosti i ļuĽenja, umjesto sa 

sputavajuĺom tjeskobom. Nakon ġto su djeca ostavila za sobom svoj svijet  igara, njihovo iskustvo ranjivosti 

povezuje se s umjetnosti. Dokazi tomu su da je prvotna funkcija umjetnosti u svim kulturama razliļitih naroda bila 

oļuvati i unaprijediti kultivaciju Ăprostora igreñ, a uloga umjetnosti u ljudskom ģivotu je iznad svega u jaļanju i 

poveĺanju sposobnosti uģivljavanja, drģi spomenuti Winniccott (u: Nussbaum, 126).  

I prije su pedagozi kao Frobel, Pestalozzi  obrazlagali ulogu igre za osnaģivanje emocionalnih i imaginativnih 

resursa osobnosti koje potiļu sposobnosti da razumiju i sebe i druge - najvaģnijem doprinosu umjetnosti u ģivotu 

nakon ġkole. Odgojno- obrazovno postignuĺe je upravo vidjeti duġu  u tijelu drugoga, imati 'unutarnje oko', a tom 

postignuĺu potporu pruģaju  umjetnosti koje od nas traģe  da se upitamo o unutarnjem svijetu tog lika koji vidimo ï 

a osim toga i da se zapitamo o sebi i naġim vlastitim dubinama (Nussbaum 128).  

 

3.  Kamishibai - empatiļno komuniciranje kroz igru 

Iz prethodno iznijetog dade se zakljuļiti da je empatija preduvjet uspjeġne komunikacije, a  kamishibai je igra, 

bogata komunikacijom jer se izvoĽaļ suoļava s publikom kako bi zajedno dijelili radost priļe; izvoĽaļ moģe 

komunicirati s publikom mijenjajuĺi svoj ton glasa, omoguĺujuĺi stanku izmeĽu svake slike u skladu s kretanjem 

klizanja i izlaska. Ġtoviġe, interakcija se dogaĽa prirodno, buduĺi da publika i izvoĽaļ mogu vidjeti meĽusobne 

izraze. Animirajuĺi svojim glasom i dinamikom priļanja koje prati dinamika pokretanja slike, izvoĽaļ stvara 

prigodu za komunikaciju (koja je uobiļajenim naļinima teġko ostvariva), ulazi u emocionalni svijet djeteta, 

posebno u svijet maġte koja je djetetova pokretaļka energija. Da priļu ne ļini sama priļa odnosno same njezine 

rijeļi, moģe se potkrijepiti citatima Bettelheima koji istiļe Ăda bi bilo pripovijedanje najdjelotvornije, ono djetetu 

mora biti zbivanje izmeĽu osoba, a njega stvaraju oni ġto u njemu sudjelujuñ (134). Isto piġe i Veliļki (navodeĺi 

Jollesa) koji tvrdi da su Ău pripovijedanju vrlo vaģne pripovjedaļeve rijeļi, njegov osobni udio, kao i udio sluġatelja, 

a ne iskljuļivo rijeļi samoga tog oblikañ (18). Vaģne su stoga pripovjedaļeve rijeļi, njegov osobni udio, kao i udio 

sluġateljstva ï djece tijekom izvoĽenja kamishibaia. Takvo akcijsko-reakcijsko komuniciranje (Brataniĺ 75-102) 

tijekom izvoĽenja kamishibaia izmeĽu izvoĽaļa i publike ï djece, daje priliku za dublje uģivljavanje u poloģaj 

likova iz priļe, ġto dovodi do viġe razine interakcijske zavisnosti, a to pak, do nove kvalitete - empatijskog 

komuniciranja. Drukļije reļeno, kontekst kamishibaia u kojem su izvoĽaļ (odgojitelj) i dijete usmjereni jedno na 

drugo i dijele priļu, potiļe njihovo meĽusobno povjerenje i prisnost, odnosno empatiļko komuniciranje, a to je 

najbolji pristup uļenju djece u najranijoj dobi. Tek na razini  empatijskog komuniciranja moģemo govoriti o 

uspjeġnom kamishibaiu, jer aktivira i obogaĺuje emocionalni doģivljaj koji pobuĽuje kreativnost i motivaciju 

djeteta.  

Kamishibai kao zajedniļka dinamiļka igra izvoĽaļa i publike ï djece, u kojoj djeca mogu beskrajno uģivati i 

svojom namjenom potpuno odgovara djeļjem  poimanju svijeta, odnosa i emocija  - pogotovo onda kad je dijete i 

kreator slike i pripovjedaļ. Dobra kamishibai izvedba  nadahnjuje dijete na stvaranje vlastite priļe koju ģeli 
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oslikati. To dotiļe njegov  imaginarni svijet i omoguĺuje stapanje  djetetova poimanja zbilje i fantazije. Pored 

svega, daje i temelje estetskom promiġljanju i sposobnosti cjelovitog  planiranja u kasnijoj dobi. 

Dobro izveden kamishibai pomaģe da se gledalac (dijete) uģivi u poloģaj junaka o kojima je rijeļ u priļi i daje 

moguĺnost za dublji uvid djeteta u ono ġto se dogaĽa izmeĽu osoba u priļi. Zbog vidljivog dramaturġkog ï 

glumaļkog izraza izvoĽaļa, mogu se zornije prikazati osjeĺaji koje likovi u priļi doģivljavaju, kao tugu, ljutnju, 

bijes i sl., ili, pak, odreĽena ponaġanja likova koja je teģe razumjeti, kao neopreznost, zaslijepljenost, zabrinutost, 

poģrtvovanost i sl. Uģivljavajuĺi se u sudbine likova u priļi, pomaģemo djetetu da razumije i prihvati Ăperspektivuñ 

drugog  (ukljuļivanje tuĽe perspektive i govora usmjerenog drugima). To djetetu omoguĺuje i da koristi iskustva 

drugih ljudi, kao i da razmiġlja o vlastitom. Dijete bolje moģe razumjeti primjerice Pepeljugine nevolje prema kojoj 

loġe postupaju, moģe sudjelovati u pobjedama koje nikada ne bi  sam mogao postiĺi kao to postiģe neki junak u 

priļi. Uģivljavanje u priļu obogaĺuje moģda  dramatiļnu stvarnost djeteta; priļe su jedno od sredstava putem 

kojih unosimo smisao u svijet oko sebe. TakoĽer, pribliģiti  junakovu nevolju (tugu) i ponuditi naļin kako mu 

pomoĺi izvrsne su prigode za djeļje diskusije o vlastitim i tuĽim osjeĺajima koje ih nukaju na izraģavanje viĽenog i 

kroz to, na djelovanje. Djetetovo izvoĽenje kamishibaia  je u nekom smislu Ăprimjenañ ï isprobavanje moralnog 

djelovanja u odreĽenoj  situaciji. To je, pored prethodno reļenog, razlog da  kamishibai koji je uvijek igra moģe 

imati vaģnu ulogu u ranom obrazovanju.  

Rijeļju, kamishibai umjetnost moģe biti vrlo vaģna u posredovanju vrijednosnog sustava djetetu. Svojom 

poetiļnoġĺu kod priļanja, unoġenjem humora, likovnoġĺu uļi dijete estetici i kulturi ponaġanja. Susretom emocije 

tijekom i nakon predstave te moguĺnoġĺu da dijete samo izvodi kamishibai, dogaĽa se u djetetu ļarobno tkanje  

osjeĺajnog i maġtovitog svijeta, samoostvarenje, posebice vrijedno za djecu koja imaju emocionalne i govorno-

jeziļne teġkoĺe. Motiv priļe i slike koje ju prate, uļe dijete ispitivanju, analiziranju, otkrivanju socijalnog okruģja, 

izraģavanju istoga i razvijanju stava. Kamishibai pomaģu i djetetu koje se  negativistiļki ponaġa, koje teġko 

uspostavlja socijalni kontakt ili ima problem. U tom smislu, kamishibai  zaista moģe imati terapeutski uļinak.  

 

4. Kamishibai ï kontekst za uļenje promatranjem i putem rijeļi  

Uvaģavajuĺi da djeca rane i predġkolske dobi, pored ostalih naļina, ponajprije uļe promatranjem (modela)  

aktivnosti drugih ljudi (djeca su po prirodi promatraļi i imitatori) i putem rijeļi koje je netko izravno izgovorio, 

ispriļao (ili zahvaljujuĺi slikama, knjigama, filmovima), u kontekstu kamishibaia su zastupljena oba naļina uļenja 

djece: promatranjem ï djeca odraģavaju svojim ponaġanjem naļin kako se ponaġaju likovi u priļi kao i kako sam 

izvoĽaļ izvodi kamishibai ï pripovijeda i pokreĺe slike ġto pomaģe djetetu u razumijevanju svijeta oko sebe i o 

samom sebi. Ġtoviġe, u kamishibai umjetniļkom kontekstu pruģa se moguĺnost proġirenja djetetova svijeta preko 

granica njegova iskustva - u imaginarne svjetove, ļiji stanovnici imaju razliļita iskustva, razliļite osjeĺaje i razliļite 

spoznaje. Pripovijedanje i razgovori o tim svjetovima omoguĺuju djetetu da neġto nauļi o njima, ali i da razmiġlja 

kakav je realan svijet usporeĽen sa zamiġljenim: to je naļin da se o njemu uļi i da ga se prihvati (Meadows i 

Cashdan 63-70).  

Uļenjem putem rijeļi, ġto se u kamishibaiu postiģe pripovijedanjem odnosno sluġanjem priļe uz slike koje ju 

prate, posebno pomaģemo djetetu u razumijevanju odnosa u samom jeziku odnosno ovladavanju onoga ġto je 

osnovno u prirodi jezika kao simboliļke sposobnosti: propozicionalnost, diskretnost, gramatika, polisemija, 

viġeslojna struktura, stvaralaġtvo8 (Iviĺ 87 - 89). Kroz kamishibi upravo pomaģemo djeci da osvjeġĺuju svoje 

govorne i jeziļne moguĺnosti, razvijaju ih, grade razliļite spoznaje, uļe umjetniļki  komunicirati. To otvara ġiroke 

moguĺnosti za mnogostrukost djetetova razmiġljanja, za organiziranje njegovih konkretnih ģivotnih iskustava u 

unutarnje slike, maġtu, koje onda mogu posluģiti kao osnovni obrasci za apstraktne misaone oblike.  

 Izdvojit ĺemo moguĺnosti kamishibaia u ovladavanju stvaralaļkog aspekta jezika, odnosno za razvoj opĺe 

stvaralaļke sposobnosti uporabe jezika kao ġto su: stvaranje novih jeziļnih elemenata, pridavanje novih znaļenja 

                                                           
8 Propozicionalnost podrazumijeva emocionalni i propozicionalni govor. Emocionalni govor je onaj koji neposredno, svojim 
izvan jeziļnim komponentama (intenzitetom ili visinom glasa), intonacijom ili naglaskom itd.) saopĺava neġto o emocionalnom 
stanju onoga koji govori. Za razliku od toga, propozicionalni govor, i opĺenito propozicionalni semiotiļki sustavi, mogu stvarati 
sudove (stavove, iskaze) kojima se saopĺava neka intelektualna informacija, neka tvrdnja koja je toļna ili netoļna. 
Propozicionalnost podrazumijeva emocionalni i propozicionalni govor. Emocionalni govor je onaj koji neposredno, svojim izvan 
jeziļnim komponentama (intenzitetom ili visinom glasa), intonacijom ili naglaskom itd.) saopĺava neġto o emocionalnom stanju 
onoga koji govori. Diskretnost, koja podrazumijeva izraz lica, intonaciju glasa, pokretanje, primaju se kao globalne sinkretiļke 
cjeline. Polisemija -  varijacija znaļenja govora i slike, tj. svakog znaka/znakovlja pojedinaļno, ļime se postiģe znatna 
prilagodljivost i fleksibilnost sustava i poveĺava  njegova moĺ da se pomoĺu malog broja znakova omoguĺi saopĺavanje velikog 
broja poruka. Polisemija se ograniļava pomoĺu konteksta ili pomoĺu komunikativne situacije u cjelini. Viġeslojna struktura ï 
sloj smislenih jedinica i sloj kombinacija tih smislenih jedinica ï proces razumijevanja i stvaranja saopĺavanja pretpostavlja 
kretanje od jedne razine prema drugoj (obuhvaĺa analizu i sintezu. Gramatika ï semiotiļki sustavi ne sastoje se od gotovih 
poruka veĺ od diskretnih jedinica i sustava pravila za njihovo kombiniranje. To znaļi, posebnost semiotiļkih sustava je u tome 
ġto se od relativno ograniļenog broja jedinica koje ļine taj sustav pomoĺu ograniļenog broja pravila moģe stvoriti neograniļen 
broj sloģenih jedinica (u, na, ispred, izaé) ï semiotiļkih odnosa (odnosa vrġioca radnje, i radnje, odnosa lokacije, odnosa 
atribucije, odnosa referencije itd).  
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starim elementima, stvaranje novih spojeva jeziļnih elemenata u cjelovite poruke, sposobnosti stvaranja hipoteza, 

razmiġljanje, stvaranje slikovnih ili verbalnih metafora (primjerice metafora pars pro toto, dio umjesto cjeline ï 

ognjiġte(dio) umjesto kuĺa (cjeline). U tom smislu inspirativno je teoretsko motriġte i pedagoġki rad Giannia 

Rodarija (1973.), posebice u dijelu gdje obrazloģe  naļine kako se grade maġtovite priļe kao i priļe koje su 

povezane s emocionalnim iskustvom djeteta (Jankoviĺ 110 ï 112).  

 Maġtovita prerada stvarnosti u Rodarijevim priļama odvija se na principu kontrasta prema neobiļnim vezama, tj. 

u neobiļnom, neoļekivanom povezivanju viĽenog i doģivljenog. Kroz uzajamno preplitanje realnosti i maġte, kroz 

igru asocijacija, kroz misaone procese logiļkog poretka, analize i sinteze koje deduciraju moguĺe, razbija se 

logiļno i rutinsko, sjedinjuje sluļajno i - nastaju priļe ï igre. Kroz takve priļe stimulira se govorna sloboda, 

slobodno ovladavanje svih moguĺnosti jezika, kao i poticanje antikonformizma.  

 Iz zadovoljstva sluġanja priļe uz pokretanje slika dijete dobiva ģelju i priopĺiti je drugima, prijateljima ili odraslima, 

pri ļemu, sluģeĺi se jeziļnim simbolima kao sredstvom izraģavanja misli i osjeĺaja, postupno razvija simboliļku 

transformaciju iskustva i svojstva jezika. Dok prepriļavaju priļu koju su sluġali, ili priļaju novu, svoju, Ăizmiġljenuñ 

priļu na predloģak one koju su sluġali, djeca se igraju rijeļima, ponavljaju ih, okreĺu, mijenjaju im redoslijed, slaģu 

ih u nizove ili nove reļenice, pri ļemu su sama i sugovornici i govornici (Vukoniĺ ï Ģuniĺ, Delaġ 83). Dijete je, 

naime, tada upuĺeno na traģenje  jeziļnih rjeġenja kroz koja manifestira svoju poznatu stvaralaļku Ăgraditeljskuñ 

komponentu u usvajanju jezika. Pripovijedajuĺi neki umjetniļki tekst uz pokretanje slika, dijete se velikim dijelom 

koristi rjeļnikom tog teksta, preuzima manje jeziļne strukture, stilizaciju reļenice, stilske figure, kompoziciju te na 

taj naļin razvija estetsku komponentu jezika (Pokrivka 31 ï 32). Poģeljno je stoga da odgojitelj pronalazi takve 

priļe ï scenarije koji potiļu dijete na otkrivanje i interpretaciju jezika u priļi. Konaļno, njegovanje vjeġtine 

pripovijedanja preko kamishibaia, ļini od djece bolje govornike i bolje sluġaļe, jaļa njihovu samosvijest, 

koncentraciju, kreativnost,  samopouzdanje te pomaģe da bolje shvate sebe i svijet koji ih okruģuje. 

Razgovor s djecom poslije gledanja kamishibaia potiļe igre uloga s junacima  priļe, predviĽanje (ġto se moglo 

dogoditi da je é), sjeĺanje na neke prethodne dogaĽaje, te samostalno izvoĽenje kamishibaia, a to su sve 

aktivnosti koje izravno unapreĽuju govorni i socijalni razvoj, te neizravno, poļetke  pismenosti odnosno ļitanja i 

pisanja opĺenito. 

Za stjecanje emocionalnog iskustva djeteta kroz priļe, spomenuti Rodari uzima teme u vezi odrastanja djece, 

njihovih problema kod uspostavljanja djetetova odnosa s odraslima, neģeljenim ponaġanjima, tabu temama i sl. 

Takve teme za graĽenje priļa pomaģu djeci koja osjeĺaju strah, tjeskobu, kaos i sl. Put emocionalnog 

oslobaĽanja, spomenuti autor vidi u duhovitoj, komiļnoj strani onoga ġto se smatra neprimjerenim, nemoralnim, 

zabranjenim (u: Jankoviĺ 111). Prevrtanjem, primjerice, represivnih normi u priļi, postiģe se ġaljivo-parodijski 

uļinak i dijete navodi na smijeh, oslobaĽa ga straha i razvija osjeĺaj sigurnosti. Priļa o djeļaku koji se ļesto 

prljao dok je jeo i za to bio nagraĽivan, a ne kuĽen, uz sliku djeļaka Prljavca, koji je neurednog izgleda, 

nezgrapnih pokreta, priļa postaje joġ duhovitija i  smjeġnija za dijete. Upravo iz takve paradoksalne situacije ï da 

se Prljavca nagraĽuje, a ne kudi, dijete razumije da nije straġno zaprljati se i da se to moģe rijeġiti. Nakon takvih 

priļa, dijete ĺe ļesto samo ģeljeti ispriļati priļu i uzeti slike koje je odrasli koristio tijekom pripovijedanja, nastavit 

ĺe pripovijedati priļu na svoj naļin, ili ĺe izmisliti novu priļu s nekim problemom iz svoga emocionalnog iskustva. 

Ili, ĺe razgovarati s odraslim (odgojiteljem) o liku/likovima iz prļe, a to je prilika da se priļa poveģe i s drugim 

aspektima djeļjeg iskustva te na taj naļin, proġiri djetetovo iskustvo i njegove moguĺnosti. Wels istiļe da je 

ļestina sluġanja priļa, priļanja ili prepriļavanja, znaļajnije povezana sa ļitalaļkim sposobnostima djece nego 

ļestina razgledavanja knjiga sa slikama. Isti autor, smatra da priļe imaju centralnu ulogu u djeļjem uļenju i da 

aktivnost, zahvaljujuĺi kojoj se uļi ili otkriva, daje smisao stvarima i dogaĽajima, omoguĺuje zamiġljanje onoga ġto 

se zbiva u priļi, kao i interpretaciju ideje zajedniļke za onoga koji ļita i onoga koji sluġa (u: Meadows i Cashdan 

122).  

 

5. Zakljuļne misli: teorija se potvrĽuje u praksi 

 Izloģit ĺemo neka od iskustava  splitskih odgojiteljica  koje su izvodile kamishibai u djeļjem vrtiĺu. Pored priļa iz 

knjiģevnosti koje su opisivale razliļita emocionalna stanja likova, ove su odgojiteljice ļesto pripovijedale i priļe iz 

svakodnevnog  ģivota djece, kako vrtiĺnog tako i obiteljskog.  Takve priļe, kako one izjavljuju, omoguĺile su djeci 

da lakġe razumiju vlastita emocionalna stanja koja svakodnevno doģivljavaju prema odraslima kao i u 

meĽusobnim odnosima. Priļe sa sadrģajem koji razraĽuje odnose izmeĽu odraslih i djeteta, simpatije i 

prijateljstva meĽu djecom ili izmeĽu djece i ģivotinja, odnosa saveza izmeĽu likova u kojima je izraģeno 

dogovaranje te  odnosa u kojem je istaknut komiļni aspekt ï zadirkivanje i ġale izmeĽu likova, odnosa izmeĽu 

slabijeg i jaļeg lika u kojem jaļi pruģa pomoĺ ili zaġtitu slabijem, potakla su djecu da razgovaraju o osjeĺajima 

prema vrġnjacima i odraslima kao i  druġtvenim normama koje svakodnevno susreĺu u ģivotu. Odgojiteljice  

zakljuļuju da je identifikacija djece s likovima iz priļa, koje su im pripovijedale uz pokretanje slika, omoguĺila djeci 

stjecanje opĺenito novih spoznaja iz razliļitih odgojno-obrazovnih podruļja. Posebice su priļe o druġtvenim 



 

- 73 -   

odnosima potakle djecu na razmiġljanje kako se zauzimati za normu i zakon te kako rjeġavati odreĽene 

problemske situacije u kojima se priļa o ljudskom odnosu.  

Odgojiteljice istiļu da tema priļe za djecu predġkolske dobi (od 3 do 7 godina) mora odgovarati njihovoj razvojnoj 

razini i biti povezana s njihovim aktualnim iskustvom. Priļa uvijek mora sadrģavati i neki novi element (sadrģaj), 

kako bi djeca tijekom procesa sluġanja priļe sa slikama, mogla strukturirati i konsolidirati veĺ steļeno iskustvo i 

istodobno graditi novo iskustvo ï znanje (Vigotski, 217).  

Kada  se radi o djeci rane i predġkolske dobi, nuģno je prema njihovu miġljenju, imati na umu da priļe ne budu 

preduge te da imaju sretan zavrġetak kao i izvjesni zakljuļak. S obzirom na uoļeno ï da su djeca veoma  

osjetljiva na priļe sa snaģnim dogaĽajima, komiļnim i dramatiļnim, potrebno je nuditi priļe koje imaju jaki Ăzaletñ. 

Takve priļe odrģavaju osjeĺaj iġļekivanja, napetost koja ĺe iznenaditi, Ăġokiratiñ i koju treba na kraju smiriti. 

Odgojiteljice takoĽer izjavljuju da djeca vole priļe koje opisuju djetinjstvo odraslog koga poznaju kao i priļe u 

kojima ima humora, ġaljivog.   

Odgojiteljice istiļu vaģnost izvoĽaļa  - da svojom glumom, glasom i pokretima, Ănavedeñ djecu ï publiku da se 

ukljuļuju u priļu, postavljajuĺi pitanja, dajuĺi komentare, prijedloge, i sl. Na taj se naļin mobilizira djeļja 

prisutnost verbalnim sudjelovanjem, potiļe njihova refleksija i koncentracija oko odvijanja radnje. I poslije izvedbe 

kamishibaia, dobro je provjeravati ġto su djeca razumjela i zapamtila iz priļe, pitati za njihovo miġljenje - zaġto je 

neġto poġlo po zlu, ġto se dobro zavrġilo i sl.    

Snaģan doģivljaj priļe uvijek potiļe ģelju u djeci na samostalno priļanjeï reproduciranje priļe sa slikama koje je 

prethodno koristio odgojitelj.  Pritom djeca nikad doslovno ne prepriļavaju priļu, uvijek unose neko svoje 

iskustvo, ili sadrģaje iz drugih, njima poznatih priļa.  

 Ļesti je povod da djeca samostalno izvode kamishibai kada  zajedno  gledaju fotografije (sa izleta ili neke 

zajedniļke sveļanosti) i razgovaraju o njima. Te situacije potiļu djecu da proģivljene dogaĽaje ponovo izraze kroz   

kamishibai. Pripovijedaju uz pokretanje fotografija, ali ļeġĺe slikaju ili crtaju nove slike ili crteģe koje ĺe pratiti 

priļu.  

Odgojiteljice izjavljuju da su djeca veĺ od tri i pol godine sposobna ovladati trima stvaralaļkim razinama dok 

pripremaju i izvode kamishibai. To su:  

- razina ideje ï  djeca znaju koje ĺe ideje iznijeti kroz pripovijedanje priļe te kako ĺe dati naslov  priļi; 

- razina koncepta pripovijedanja priļe ï  priļa ima poļetak, zaplet te zavrġetak; djeca takoĽer znaju da 

dinamika pokretanja slika mora pratiti dinamiku priļanja;  

- razina likovnog oblikovanja sadrģaja priļe (Baliĺ - Ġimrak 5-8) 

Iskustvo  izvoĽenja kamishibaia u djeļjem vrtiĺu pozitivno se odraģava na razinu maġtovitosti djeļje igre ali i na 

niz drugih sposobnosti djece kao ġto su: vjeġtine verbalnog komuniciranja, bolje govorno-jeziļno izraģavanje, 

uspjeġniju suradnju meĽu djecom,  empatiļnu komunikaciju  djece tijekom igre i u drugim svakodnevnim 

situacijama. TakoĽer, iskustvo svakodnevnog sluġanja pripovijedanja priļe preko butaia odraģava se i na 

bogatstvo drugih igara i u drugim umjetniļkim podruļjima:  dramsko-scenskom, likovnom, glazbenom, plesno-

pokretnom.  

Pripremajuĺi i izvodeĺi kamishibai, odgojiteljice su usavrġile svoje sposobnosti pripovijedanja i glumaļkog 

izraģavanja te postale osjetljivije za potrebe djece - viġe ih sluġaju ġto im ģele reĺi i zbog toga bolje komuniciraju s 

djecom.  A, situacija kada  djeca pripremaju i(li) izvode kamishibai pruģa odgojiteljicama moguĺnost da dobiju 

dragocjen uvid u djeļji unutarnji svijet i na taj naļin bolje upoznaju njihove stvarne potrebe i interese.  

Kamishibai, kako odgojiteljice izjavljuju, ih je obogatio u duhovnom i emocionalnom smislu te osnaģio njihov 

osobni i profesionalni rast  
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Spoġtovanje tradicije  

Kamiġibaj je ģe stoletja podvrģen neprestanemu procesu spreminjanja. Navdihoval je budistiļno filozofijo, laterno 

magiko, rojstvo junakov mange ter vojno propagando, dokler niso z njim zaļeli pouļevati bontona in moralistiļnih 

vrednot v ġolah. Od prodora v zahodni svet, kjer so to pripovedovalsko tehniko odkrili in sprejeli v osemdesetih 

letih prejġnjega stoletja, vse veļ otrok in odraslih uģiva v tej ļarobni obliki pripovedovanja. Organizacije po vsem 

svetu globoko spoġtujejo japonsko tradicijo in obenem prosto prirejajo in spreminjajo kamiġibaj. V tem prispevku 

se posveļam raznolikosti umetniġki tehnik in tem, s katerimi ustvarjamo zgodbe, oblikam ustvarjalnega 

pripovedovanja v sodelovanju z ateljeji ali delavnicami ter raznolikosti prizoriġļ.  

Umetniġke tehnike in teme  

Ġtevilni umetniki in ilustratorji ģe leta eksperimentirajo z razliļnimi tehnikami in velikostmi, ko ustvarjajo nove 

zgodbe kamiġibaja. Poleg risanja in/ali slikanja so popularne tehnike ġe kolaģ, senļno gledaliġļe, fotografije 

scenskih postavitev ali razliļnih materialov, priredbe tiskanih slikanic in vezene podobe. Umetniki nekatere 

tehnike izberejo, da bi presenetili obļinstvo na vizualni ravni. Celo eksperimenti z belimi ali ļrnimi listi (ki 

predstavljajo sneģni vihar ali temno noļ) lahko pripeljejo do osupljivih rezultatov in sodelovanja obļinstva. Izbira 

tem za zgodbe ter njihove vsebine se odmika od standardnih pravljic, legend in vzgojnega konteksta ġolskega 

uļnega naļrta proti sodobnejġim vsebinam, ki so tesneje povezane z vsakodnevnim ģivljenjem otrok in mladine, z 

loļenimi druģinami, s problematiko priseljevanja ali spola itd.  

Ustvarjalne pripovedovalske kombinacije  

Po predstavi kamiġibaja je mogoļe prirediti ustvarjalne delavnice, ki se posveļajo kulturnemu ozadju specifiļne 

zgodbe, poleg tega pa obstajajo ġe ġtevilne moģnosti, ki so odvisne od vsebine zgodbe in sposobnosti 

pripovedovalca. Kombinacije z zvoki, pesmimi in glasbenimi inġtrumenti so precej pogoste, vendar je mogoļe 

sklopu dodati tudi kuharske aktivnosti ali lekcije o znanosti. Tudi povezave z digitalnimi mediji so cenjene, treba je 

le paziti, da zgodbe ne izgubijo poetiļne moļi. Na daljġih delavnicah v ġolah se bolje pokaģejo razliļni talenti in 

domiġljija otrok, prav tako pa je mogoļe predstavo interdisciplinarno povezati z drugimi ġolskimi predmeti. 

Raznolikost prizoriġļ in sodelovanja  

Prilagodljivost tega edinstvenega instrumenta se kaģe v uporabi koles za kamiġibaj, udobnih prizoriġļ na tleh ali 

pripovedovanja èiz rokeç ï vse to odpira ġirok razpon moģnosti. Ļe pustimo ob strani pomen sodelovanja s 

ġolami, je pomembno preuļiti razliļna prizoriġļa in sodelovanja, ki jih lahko razvijamo za izvajanje projektov 

kamiġibaja: izobraģevanja za bodoļe uļitelje, izobraģevanja ob delu za uļitelje, umetnostno-druģbene 

organizacije, zapore, domove za ostarele in zavode za ljudi s posebnimi potrebami, ġotore, pouliļne festivale, 

plaģe, kulturne ustanove, prehodne domove, druģinske dnevne sobe, nakupovalne centre, muzeje, bolniġnice, 

knjiģnice itd.  

Vizualna pismenost  

Trikrat verjetneje je, da bodo priseljenski otroci uspeġno zakljuļili razred, ļe so v ġoli redno v stiku z umetnostnimi 

aktivnostmi. Spodbujanje jezikovnih sposobnosti s kamiġibajem ni le posredna oblika ġirjenja ljubezni do branja in 

knjig, temveļ tudi nujen politiļni prispevek k trudu za enake moģnosti. Tako bodo male papirnate drame postale 

ġe bolj nepogreġljive v naġem postmodernem, domnevno èpostnarativnemç svetu. 
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Respect for Tradition  

For centuries, kamishibai has been in a constant transformation process. It taught Buddhist 

philosophy, magic lantern performances, the birth of Manga heroes, and war propaganda until it 

changed to the instruction of good manners and moralistic values at schools. Since the breakthrough 

in the Western world, where this narrative technique was discovered and embraced in the 1980s, 

more and more children and adults have had the chance to experience and enjoy this magic form of 

storytelling. Besides having profound respect for the Japanese tradition, organisations around the 

world continued in a broad spirit of adaption and transformation. In this paper I would like to focus on 

the diversity of artistic techniques and themes to create stories, on ways of creative storytelling in 

combination with ateliers or workshops and on the variety of locations.  

Artistic Techniques and Themes  

Numerous artists and illustrators have been experimenting for years with different techniques and 

sizes to create new kamishibai stories. Apart from drawing and/or painting, other popular techniques 

are collage, shadow-theatre, photography of scene set-ups or different materials, adaptations of 

printed picture books, and embroidered pictures. Some examples are chosen to surprise the public on 

a visual level. Even experiments with white pages (expressing a snowstorm) or black pages 

(expressing a dark night) can lead to astounding results through audience participation. The choice of 

themes for the stories and their content has moved from the standard fairy tales, legends, and the 

educational context of the school curriculum to a more contemporary level, which is more closely 

related to the daily life of children and youngsters, families of divorcees, immigration and gender 

problematics, etc.  

Creative Storytelling Combinations 

Besides working with the cultural background of a specific story through arts and crafts activities in 

ateliers after storytelling sessions, there is a range of creative possibilities which can be used 

depending on the storyôs content and the capabilities of the storyteller. Combinations with sounds, 

songs, and musical instruments are quite common, but also cooking activities or educational lessons 

on science can be brought into relation. Even links with digital media are appreciated, so long as the 

stories do not lose their poetic power. Long term workshops in schools are certainly good opportunities 

to use the childrenôs various talents and imagination and to make interdisciplinary combinations with 

various teaching subjects.  

Variety of Locations and Partnerships  

The flexibility of this unique instrument can be shown by using a kamishibai bike, a comfortable ódown 

to the floorô setup, or storytelling óout of the handô ï these create a broad range of possibilities. Leaving 

aside the importance of working with schools, it is crucial to consider various locations and 

partnerships to develop and realise kamishibai projects: academies for aspiring teachers, in-service 

teaching courses, artistic-social organisations, prisons, homes for elderly and disabled people, tents, 

street festivals, beaches, culture centres, immigrant houses, family living rooms, shopping centres, 

museums, hospitals, libraries, etc. 

Visual Literacy  

It is three times more likely that immigrant children who had the opportunity to come in regular contact 

with art activities at school will successfully finish their term. Stimulating language skills through 

kamishibai is not only an indirect way of promoting the joy of reading and the love for books, but also a 
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necessary political input to work on equal opportunities. In this way, the little paper-drama will be 

needed more than ever in our postmodern, presumably ópost-narrativeô world.  

 
Keywords: Respect for Tradition, Artistic Technics and Themes, Creative Storytelling Combinations, 

Variety of Locations and Partnerships, Visual Literacy 
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Pri kamiġibajski predstavi ima najpomembnejġo vlogo vizualni del. Dopolnjujeta ga gib in beseda, lahko tudi 

glasba. Ilustracija nam odpre ġiroko polje moģnosti: od realistiļnih do abstraktnih podob, od karikature do 

ekspresivnosti, od koloristiļnih reġitev do asketskih, tonskih slik, od ploskovnih ilustracij do moļnih prostorskih 

iluzij, od ļrtne risbe do slike, grafike, fotografije é Vsaka likovna reġitev ima svoje sporoļilo. Tako kot imamo pri 

kamiġibaju opraviti z govorjenim jezikom, imamo pri ilustracijah opraviti z likovnim jezikom, katerega gramatiko 

tvorijo toļka, linija, barva ter kontrast med svetlim in temnim. Pomembno vlogo imajo tudi likovne spremenljivke in 

naļela gradnje kompozicije. Ob primerih ilustracij za kamiġibaj bomo analizirali razliļne likovnoformalne pristope, 

razmiġljali bomo o likovnih tehnikah in njihovem uļinkovanju pa tudi o pristopih, ki se pri kamiġibaju izkazujejo kot 

manj uļinkoviti. 

 

*** 

Silva Karim je po izobrazbi profesorica likovne umetnosti z znanstvenim magisterijem. Za poloviļni delovni ļas 

se ukvarja z likovnopedagoġkim delom na osnovni ġoli, za drugo polovico pa je samozaposlena v kulturi. Ukvarja 

se z ilustracijo, slikarstvom in keramiko. Zadnja leta se intenzivneje ukvarja s kamiġibajem, kjer je dosegla nekaj 

vidnejġih uspehov. 
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Artistic Formal Aspects, Styles and Techniques in Designing 

Kamishibai Illustrations 
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In kamishibai theatre, the visual part plays the most important role. It is completed by motion and 

words, sometimes even music. If we only focus on illustration, a vast field of possibility opens up: from 

realistic to abstract images, from caricature to expressivity, from colorist solutions to ascetic, shaded 

drawings, from planar illustrations to strong illusions of space, from line drawings to painting, 

engraving, photographyé Each artistic solution carries its own message. Just as the spoken part of 

kamishibai deals with language, so does the illustrated part deal with artistic language, where the 

grammar is built through points, lines, colour, and the contrast between light and dark. Artistic 

variables and basic principles of composition building also play an important role. Through examples 

of kamishibai illustrations, we will analyse various artistic formal approaches, consider artistic 

techniques and their effects, as well as methods that are less useful for kamishibai illustrations.  
 

 
Keywords: Artistic Formal Aspects, Styles, Techniques, Illustration Design, Kamishibai 
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*** 
Translation: Irena Saksida 

A visual presentation is an important part of the kamishibai performance. We have noticed 

that the authors often have an inappropriate mode of drawing illustrations. This makes the 

performance, which can be brilliant, just pale and ineffective.  

 

In recent years I've seen a lot of kamishibai performances. I noticed that the kamishibai 

illustrators are very excited about using colored pencils. Of course, there is nothing wrong 

with colored pencils if  they are used  in an effective way. Pencils are rich material, 

which allow  you to create soft shadows and transitions, as well as  sharp,  accurate lines. 

 

Unfortunately, they are so often used  on  inappropriate paper surfaces.  Furthermore, many 

of them tend to paint very lightly with the pencils. The result of such kind of use are pale, light 

colors that have no real effect. 

 

In the kamishibai performance we act with different forms of expression. The first one is the 

spoken word, the other is the language of movement and facial expression. Of course, 
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sounds or music should be involved.  As I have said before, visual language is also very 

important. This is the language of the kamishibai illustrations. 

 

In visual art theory, visual language has its own grammar. A work of art can be analyzed by 

considering a variety of aspects of  it individually. These aspects are often called 

the elements of art. The main elements include a dot, a line, a color, a relationship between 

light and dark and a texture. If we take a look around ourselves, everything that surrounds us 

is shaped by these elements. 

 

The other important thing is in the design approach itself. The options are endless. Let's take 

for example the illustration of a fox. 

 

Pictures: 

 

The fox can be drawn simply with black ink, using dots, lines and the relationship between 

light and dark.  

 

 
 

We can draw it with black ink and water. This caricature is showing the features of the fox in 

a exaggerated way. 
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We can paint it in a watercolor technique. 

 

 
 

Sometimes we are very  much inspired by art. I painted this illustration on a trip to Kurdistan, 

impressed by Persian art. 

 

 
  

I can also paint the fox in a way of expressionistic  painting style.  
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Or graphically, with geometric shapes.  

 

 
 

Also this cute fox is a collage painting, made of pieces of fabric and colored papers. It is 

much stylized.  

 

 
 

We can print it in any printmaking technique.  
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I shall paint it in the pop art style. If Keith Haring were alive, he would probably paint a fox 

like this.  

 

 
 

I also played with drip painting. Do you actually see the fox?  

 

 
 

You could also draw shapes in the sand. Or by a finger in the cornflour, which is applied on a 

dark background.  And then you take a photo.  

 

 
 



 

- 84 -   

However, the possibilities of artistic expression are infinite. It is important to  choose a way of 

illustrating that is effective. Of course, we try to be ourselves and find out our personal 

expression.  We try to discover our own authenticity. Yes, being yourself is an individual 

mission, also in the field of art.  And then we do it the way which could be our best to tell 

what we want to express in our presentation. 
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Kamiġibaj je umetnost, ki bi jo lahko uļinkovito povezali s procesi pouļevanja in uļenja. Njegova kognitivna 

tehnologija prispeva k veļji kognitivni uļinkovitosti, socialni povezanosti pri izobraģevanju, motivaciji in 

vkljuļevanju v procese pouļevanja in uļenja. Zelo uspeġno jo lahko uporabimo ģe pri pouļevanju najmlajġih 

uļencev, saj uļenju doda motivacijsko razseģnost. Njegov pristop pomaga tudi pri reġevanju problema socialne 

povezanosti pri izobraģevanju razliļnih skupin uļencev (z razliļno socialno dinamiko). Kamiġibaj je povezan s 

poglavitnimi nalogami izobraģevanja ï moralo in osmiġljanjem. Glavni pristop je razvijati razmiġljanje uļencev, 

zviġati raven njihovih kognitivnih sposobnosti in razvijati njihovo ļustveno kulturo. Uporaba kamiġibaja pri 

pouļevanju tujih jezikov v osnovni ġoli v Ukrajini igra pomembno vlogo, saj se otroci uļijo iskati kompromise, 

konstruktivno razreġevati spore in pomagati drugim v stiski. Vse to je laģje zaradi edinstvene komunikacije pri 

kamiġibaju. Zgodbo lahko zasnujemo interaktivno, tako da otroke vodimo pri tem, da napovedo, kaj se bo zgodilo 

v zgodbi, pomagajo glavnemu junaku pri reġevanju problema in najdejo miroljubno reġitev, tudi ļe pride do 

konflikta. Drug zelo uļinkovit naļin uporabe kamishibaja pri pouļevanju tujih jezikov v osnovni ġoli je ètezukuriç, 

roļno izdelan kamiġibaj, pri katerem otroci ustvarijo lastno zgodbo za èdosego celovitega ģivljenjskega 

izobraģevanjaç in kamiġibaj uporabijo kot orodje za pripovedovanje zgodb. Videorokopis (angl. video scribing) je 

inovativen naļin uporabe  kamiġibaja v izobraģevalnih procesih. S programi, kot so Sparkol, Doodle Video itd., 

lahko sami v petih korakih ustvarimo lasten animiran video z belo tablo (http://www.videoscribe.co). To je nova 

vrsta kamiġibaja ï interaktiven pristop k risanju slik in spremljanju govora. 
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- 86 -   

The Art of Kamishibai as an Educational Cognitive Technology in 

FLT in Primary School in Ukraine 

 

 
Karpenko Yevgeniya   

External Participation 

 
 

 

 

Kamishibai is an art which could be effectively connected with the teaching and learning processes. It 

can allow starting education from the youngest students and successfully educating them by creating 

of motivated learning dimension.  The main aim is to develop thinking of the pupils, to increase the 

level of their cognitive ability as well as develop their emotional culture.  Using kamishibai in FLT in 

primary school in Ukraine is aimed at children who are at different stages in their English-language 

learning. The stories may come from around the world and include traditional stories and modern 

retellings of fairy tales, animal stories, stories about everyday life, stories from other cultures and 

fantasy stories. Much can be explored in the stories selected: new concepts, new language, 

opportunities for crosscurricular links, and developing intercultural awareness and citizenship. It is up 

to the teacher to choose the right story for the linguistic and conceptual level of the children. Each 

child is a unique learner and the art of kamishibai can make learning experiences meaningful for each 

child. 

 
Keywords: Kamishibai, Teaching, Teaching Languages, Educational Cognitive Technology, Primary 

School 
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*** 

 

1. Introduction 

Stories have always been an effective cognitive tool for educators (Egan, 2005). Reading 

picture books aloud to children is known to have a positive effect on young childrenôs 

academic performance (van den Heuvel-Panhuizen et al., 2016). It helps to extend the 

childrenôsô imagination and involve the children in discussing the content of the story and 

support their learning of vocabulary, conceptual development, comprehension, and content 

knowledge (Panayota and Helen, 2011).  

mailto:karpenko26@i.ua
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This paper discusses a popular form of Japanese drama called óKamishibaiô, meaning ópaper 

dramaô (de las Casas, 2006). Kamishibai is a form of óstory-telling, or performance art that 

emerged in Japan in the late 1920sô (McGowan, 2010). It is a kind of drama performance in 

which characters act out a story represented on a series of pictures.  

 

The Kamishibai that will be discussed here is called óKyouiku (pedagogic) Kamishibaiô in 

contrast to óGaito (street) Kamishibai.ô Pedagogic Kamishibai is usually performed in 

childrenôs centres and public libraries. Street Kamishibai is enacted by professional 

performers for the audiences of children who gather to watch the performance. Street 

Kamishibai requires a óButai (stage)ô which is a wooden frame for the cards, but in pedagogic 

Kamishibai, teachers usually hold the cards in their hands, reads them aloud and thus 

involves children in the world of the story. Yone Imai, who established óKamishibai-Kanko-kaiô 

(Kamishibai publisher) in 1933, is considered to be the first person to use Kamishibai for 

pedagogical purposes. She was a Christian and used Kamishibai to teach Bible stories, for 

example, the Christmas story. Her activity is widely viewed as an example of pedagogic 

Kamishibai (Bingushi and Taneichi, 2005). Street Kamishibai began to decline from 1953 

forward (Shimokawa, 2002), but pedagogic Kamishibai, however, has remained a popular 

pedagogic tool for many practitioners in early childhood institutions.  

 

Kamishibai uses a sequence of picture cards that make up a story. Each card has a picture 

on the front side and the text of the story on the back with a miniature replica of the front-

facing pictures. The performers are recommended to perform the cards rather than to read 

them directly, so that looks like theatre. One of the important actions in the telling of a 

Kamishibai story is the displacement of the paper cards (Horio, and Inaniwa, 1972). Through 

displacement, audiences can watch the physical transformation of the character or the 

environment and, therefore, of the psychological transformation of the atmosphere in the 

story. This action is very effective at getting the audience to empathise with the story and the 

characters. For example, when a performer reveals only part of the next card, the audience 

begins to imagine what happens there, what the rest of the card will reveal. The text that 

accompanies the pictures is composed of descriptive and conversational sections. The 

audience has to be able to differentiate the charactersô voices from the narratorôs voice in 

order to understand the story. This is sometimes difficult for younger children. In 

conversational sections, it is difficult for them to differentiate which character is speaking. In 

other words, the audience has to actively imagine the scenes and the story in Kamishibai in a 

different way than in a puppet show or a bodily drama play. These constraints might 

strengthen cognitive function for children.  

 

Another possible way of using kamishibai in FLT in primary school is "tezukuri" [McGowan 

(2015), P. 16], hand-made kamishibai in which children create their own stories to "achieve 

comprehensive life education" [Nesterova M. (2017), P. 16] using kamishibai as a storytelling 

tool.  Video scribing is an innovative way of kamishibai in the education processes. With 

Sparkol - Doodle Video, etc. there is a possibility in a 5 steps to create your own whiteboard 

video (http://www.videoscribe.co). This is a new type of kamishibai: an interactive approach 

in drawing the pictures and following speech. 

 

 

 

http://www.videoscribe.co/
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2. Methods of the study  

In our research, we use the following methods: theoretical - the analysis of philosophical, 

pedagogical and psychological literature, which make it possible to clarify the nature of the 

basic concepts of research, systematization and synthesis of theoretical and empirical data, 

with which we can show the real state of the possibility of using kamishibai in foreign 

language lessons in primary education in Ukraine. 

 

3. Results of the study 

The educational value of using the technique of storytelling has rarely been disputed. 

However, there is some resistance among teachers to using stories, including picture stories, 

in the primary English language teaching classroom. This is, as the observation shows, for a 

variety of reasons: 

- a lack of teacherôs confidence in their ability to tell stories or read stories aloud 

- a feeling that the language in storybooks is too difficult 

- a lack of understanding about the true value of using picture stories. 

- a lack of understanding of how to use picture stories and of time to prepare a plan of 

work.  

 

Some of the reasons mentioned above are connected with lack of information and practice in 

using picture stories, including Kamishibai in foreign language lessons in primary education 

in Ukraine. However, children enjoy listening to stories in foreign languages and are familiar 

with narrative conventions. For example, as soon as they hear the sentence Once upon a 

timeé they can make predictions about what the next activity will be like. For this reason, 

kamishibai can provide an ideal introduction to the foreign language as they present 

language in a repetitive and memorable context. Kamishibai can also provide the starting 

point or act as a springboard for a wide variety of related language and learning activities. 

Our study is aimed at finding out possible ways of using Kamishibai as an educational 

cognitive technology in FLT in primary school in Ukraine. The analysis of the scientific and 

methodological literature (Ellis G., Brewster J. (2002), Ishiguro, H. (2018))  revealed possible 

reasons for using kamishibai as a picture story technique in FLT in primary school in Ukraine:  

- Kamishibai stories chosen may be motivating, challenging and enjoyable and can 

help develop positive attitudes towards the foreign language, culture and language 

learning. 

- Kamishibai stories may exercise the imagination. Children can become personally 

involved in a story as they identify with the characters and try to interpret the narrative 

and the pictures. This imaginative experience can help develop their own creative 

power. 

- Kamishibai stories may be a useful tool in linking fantasy and the imagination with the 

childôs real world. They provide a way of enabling children to create shared social 

experience as they may provoke a shared response of laughter, sadness, excitement 

and anticipation which is not only enjoyable but can help build up the childôs 

confidence and encourage social and emotional development more effectively. 

- Many kamishibai stories contain natural repetition of some key vocabulary and 

structures. This helps children to remember the details, so they can gradually learn to 

anticipate what is about to happen next in the story. Repetition also encourages 

pattern practice in a meaningful context. It also allows the teacher to introduce or 

revise new vocabulary and sentence structures 
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in memorable and familiar contexts, which will enrich childrenôs thinking and gradually 

enter their own speech. 

- Kamishibai stories may help children become aware of the rhythm, intonation and 

pronunciation of a foreign language. 

- Kamishibai stories meet individual interests and diverse learning needs by allowing 

children to respond at their own linguistic or cognitive level and make learning 

meaningful for 

each. child. 

- Kamishibai stories reflect the culture of their authors, thereby providing ideal 

opportunities for presenting cultural information and encouraging intercultural 

understanding. 

- Kamishibai stories develop childrenôs learning strategies such as listening for general 

meaning, predicting, guessing meaning and hypothesising. In particular, they can 

develop the childôs listening skills and concentration via the visual clues (high-quality 

pictures that support childrenôs understanding). 

- Kamishibai stories provide opportunities for linking English with other subject areas 

across the curriculum. 

- Learning a foreign language through stories can lay the foundations for secondary 

school in terms of learning basic language functions and structures, vocabulary and 

language-learning skills.  

 

The above mentioned reasons reveal that Kamishibai as an educational cognitive technology 

will help to increase a cognitive effectiveness, social cohesion in education, motivation and 

involvement in teaching and learning processes (Ellis G., Brewster J. (2002), Ishiguro, H. 

(2018)). Letôs provide an overview of different activities aimed at developing childrenôs 

cognitive skills as well as learning vocabulary, listening and speaking and writing skills. Letôs 

start with vocabulary. Kamishibai helps to present the vocabulary in a story in a vivid and 

clear context and the illustrations help to convey meaning. Both the context and the 

situations can make the vocabulary easy to remember. For example, pupils will probably 

have no problem recalling the names of the animals and their associated colours or objects 

in a room etc. Words are easier remembered in groups that have something in common. 

Because of this, we can try to introduce new words in colour sets, for example (e.g, grouping 

together objects that are green ï a pea, a leaf, an apple, a caterpillar, a bird, etc.). Below are 

some other examples of working with the vocabulary: 

- referring to illustrations: point to pictures and discuss; 

- guessing from context: encourage pupils to guess the meanings of words they do not 

know; eliciting: ask pupils questions what they would expect someone to say or do in 

a particular situation to elicit vocabulary; 

- sequencing: ask pupils to sequence the objects as they appear in the story; 

- labelling: pupils can label a picture or a diagram, e.g. the life stages of the main 

characters; 

- classifying/sorting: ask pupils to sort words into different categories, for example, 

sweet or salty food. 

 

Letôs look at some examples: 

1. Activity, aimed at semantization of the lexical units in the process of their classification 

according to the criteria set.  
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Task: Kids, letôs recollect the story about animals weôve watched today and choose the 

appropriate picture with a word and organize the words into 2 groups ñDomestic animalsò, 

ñFarm animalsò.  

Procedure: The children select and order of the pictures of the animals. 

Method of control: control by the teacher. 

 

2. Activity, aimed at mastering the form and meaning of lexical units with the help of guessing 

the right word. 

Task: Watch the story and fill in a suitable gap in the fairytale. 

Procedure: Children form pairs. Each pair has a text of fairy tales with gaps. Children fill in a 

suitable gap in the fairytale.  

The expected reaction: Children fill in a suitable gap in the fairytale.  

Example: 

 Once upon a time, there was a girl named é. She lived with her é  One  day, the princess 

wanted to see theé. When the princess came there she saw the é His name is é They fell 

in é and were married.  

Method of control: control by the teacher.  

 

3. Activity, aimed at using lexical units in a communicative situation with the help of 

sequencing the words. 

Task: Dear children, letôs write a letter to a friend and tell them the story weôve watched 

today. But first letôs sequence the vocabulary for it. 

Procedure: Children sequence the vocabulary from a story and write a letter. 

The expected reaction:  

Example:  

Once upon a time, there was a girl named Cinderella. She lived with her father. é      

Method of control: control by the teacher. 

 

Stories can introduce pupils to the grammatical structures of English in a natural and 

authentic way and the rich context and visual support helps them understand the meanings 

these structures convey. The natural repetition and cumulative content in some stories also 

encourages pupils to join in when the story is being watched and heard, allowing certain 

structures to be acquired without being formally or explicitly introduced.  Pupils need, 

however, to have some structures more formally and explicitly introduced and then practiced. 

How this is done depends on the age of the children as well as their knowledge of grammar 

in their mother tongue. Children tend initially to learn language by chunks when they listen 

and repeat after the teacher in order to master the rhythm and pronunciation, but there is no 

reason why we should not encourage them to look more closely at how a certain structure is 

formed when they have to write it down. The teacher can outline in the story notes the 

structures to be introduced or revised and practised. Many of these consist of questions, 

instructions, statements, and simple descriptions that arise from the related language 

activities. Here is an example of how the frequently used structure óHe/she like éing?ô can 

be presented in a lesson on food with help of a kamishibai story. 
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4. Activity, aimed at practicing the grammar structures in the process of classifying the 

information from a story according to the criteria set.  

Task : Kids, letôs recollect the story about Cinderella weôve watched today, choose the 

appropriate picture with a word and organize the sentences with them into 2 groups 

ñCinderellaò, ñCinderellaôs sistersò.  

Procedure: The children select and order of the pictures of the activities and write sentences 

like ñCinderella likes cookingò, ñCinderellaôs sisters like sleepingò. 

Method of control: control by the teacher. 

 

Listening to stories is not a passive activity. As children listen, they are noticing the subtle 

differences in storytellerôs voice, matching any visuals shown to the language they are 

hearing, building up their own pictures in their heads, trying to predict what comes next, 

guessing the meanings of the new words and so on. So, a great deal of information-

processing takes place in learnersô heads. To help children to listen with understanding is to 

ensure they are motivated and actively involved while listening. Pupils will be able to follow a 

story more effectively and listen with understanding if we focus their attention on specific 

points they must listen out for, or if we  have provided them with important background 

knowledge of the topic and key language of the story. We can support our learnersô 

understanding further by providing different kinds of visual support or written framework, 

such as pictures, charts or diagrams. Here are some ways to bear in mind when planning to 

develop cognitive skills through listening. Listen for specific information. Children appreciate 

that they cannot be expected to understand every word, especially after only hearing 

something once or twice. We need to be clear how much detail we think learners can 

process after just one chance to listen. We may decide we want them to listen out only for 

specific words, for example, óStand up if you hear a colour word.ô Or we may want the 

learners just to get the gist of the storyline. In a second reading we might choose a smaller 

part of the story and ask the children to focus more on specific details, such as following the 

exact sequence of events or asking them to predict what will happen next. 

- Listen and repeat if true. This can be used when a story has a lot of repetition and the 

children can join in. We can ask pupils to repeat something only if it is true.  

- Listen and discriminate. In this kind of activity we focus the learnersô attention on 

pronunciation 

features, such as listening for words that rhyme, or on selecting phrases that have the 

same rhythmic pattern. Pupils may also be asked to listen out for words and stand up 

when 

they hear them or to do gap-filling where pupils listen and write the words. Pupils 

could also listen out for specific words in a story and tick off those words when they 

hear them. 

- Listen and perform actions or follow instructions. This kind of activity is used  

when the learners are asked to trace a route on a plan or map following directions 

óleftô, órightô, ónext toô, ófirstô, ósecondô, óthirdô, etc.  

- Listen and draw or colour. Picture dictation is often used to help pupils focus on key 

nouns and on adjectives that describe colour, size, shape and so on. The picture can  

have missing items that the learners add as they listen.  

- Listen and label. This kind of activity is used with drawings, maps or diagrams where 

the pupils are asked to listen to a description of an animal, person or place in order to 

label the key parts. 
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- Listen and guess. This type of listening is often based on the description of something 

whose identity the pupils have to guess. 

- Listen and predict. This activity presupposes predicting the events in the story, 

judging by the facts from it.  

- Listen and match. This usually involves matching spoken words to pictures. It can 

involve matching pictures or words ï such as those in speech bubbles ï to other 

written texts. 

- Listen and sequence. This activity is usually based on written phrases or pictures that 

the children sequence while they listen to a story. 

- Listen and classify. This activity is also usually based on pictures; the pupils listen 

carefully to a series of descriptions and sort pictures into different sets. 

- Listen and transfer information. This activity usually involves interaction in pairs or 

groups. The children complete a questionnaire or carry out a survey where they ask 

each other questions and listen carefully for the answers. The responses can be 

recorded on a chart to consolidate understanding.  

 

Here is an example of an activity.  

Activity, aimed at forming skills of listening for gist and classification of lexical units according 

to the criteria set.  

Task : ï  Kids, letôs listen to the story and choose the appropriate pictures with food and 

organize the words into groups according to what food the main characters like to eat.  

Procedure: The children select and order of the pictures of the animals. 

Method of control: control by the teacher. 

 

Speaking practice in primary school is often controlled and mainly initiated by the teacher. It 

generally consists of simple questions and answers. The following activities can be used in 

the process of watching a kamishibai story and progress from tightly controlled practice to 

freer communication. 

- Look and ask. As a preparation for freer activities such as questionnaires and surveys 

or pair work, the teacher can use picture prompt cards. After introducing the question, 

óHow many trees are there?ô and getting the answer, óThere are three treesô, the 

teacher gives another picture card (five flowers) to a pupil and instructs them to ask 

another pupil: óMark, ask Mary!ô Mark shows Mary the picture and asks, óHow many 

flowers are there?ô Mary replies. The teacher can then ask the class, óIs that right, 

children?ô This provides controlled practice where the children are focusing on 

producing the correct form and pronunciation of words and phrases. 

- Guessing games. These games usually involve children asking questions or 

describing something 

or someone. For example, pupils draw a picture of a character from the story, without 

showing the class. Children can also describe the character in the class without 

saying her name. óSheôs got long hair.ô The class must guess who it is. óIs it 

Cinderella?ô, etc.  

- Information gap. These activities are usually carried out in pairs or groups and often 

involve children asking and answering questions. One partner from a pair has some 

information that the other does not have. The aim is to find out what this information 

is so as to complete a task. 
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- Questionnaires and surveys. The aim here is to interview other classmates about, for 

example, about their likes and dislikes, and to present the information on 

a chart. 

- Role play. Role play gives an opportunity for language that has been presented in a 

story to be used in a different context. For example, pupils act out a shopping 

dialogue inspired by the story.  

 

Here is an example of an activity.  

Activity, aimed at forming dialogical speaking skills on the basis of survey results.  

Task : Recollect the plot of the story, try to remember or guess what are tastes in food of the 

main characters. Imagine that you are characters of a story and have to go to a shop and want 

to buy some food. Somebody will be a seller and somebody will be a buyer. Tell the seller what 

you want to buy. 

Procedure: Children recollect the tastes of the main characters in a story and make a shopping 

list. The teacher chooses the buyer and the seller. Children compose a dialogue. 

The expected reaction: Children play the dialogues.  

Example: 

- Good morning! 

- Good morning! 

- What do you want? 

- I want (bananas, tomatoes, cucumbers, applesé) 

- How much is it? 

- Two pounds. 

- Here you are. 

- Thank you. 

- You are welcome. 

- Goodbye! 

- Goodbye! 

Method of control: control by the teacher. 

 

Young children might still be struggling to learn to read in English in primary school. It is a 

good idea to encourage pupils to notice any examples of written English in the stories, such 

as signs, notices or advertisements. This kind of reading awareness is a useful prelude to 

encouraging pupils to think about different reading purposes, such as reading stories for 

enjoyment and for information. Reading in English at an early stage in primary school may 

remain at the letter and word level, so we may have flashcards with both words and pictures. 

We might colour-code the flashcards in some way, for example, all adjectives in pink, all 

nouns in green, all verbs in blue and so on. We can present new words before watching a 

story and then pupils can work in pairs with flashcards to practice reading and to try and 

collect as many words correctly read as they can or to collect as many matching pairs of 

words as they can. 

 

Gradually the pupils will become more confident in reading the written word without pictures. 

Other activities, such as story friezes or labelling pictures with flashcards in alphabet, or 

classifying words into word families help the pupils to recognize the key words of a story and 

remember their meaning.  
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The use of charts of different kinds helps in reading development and provides a framework 

to support childrenôs speaking skills. When using a chart children might describe, compare or 

classify things. Reading practice may also be derived from listening work, such as when 

pupils listen for specific words and tick them off in a list. The following activities summarise 

the types of reading activities that can be used with kamishibai stories.  

- Reading with flashcards. Children sequence words or match these with pictures. 

Reading to reconstruct texts. We may use vocabulary prompt cards to help pupils 

make statements. 

- Reading as a prompt for speaking. We may use pictures as prompts rehearses 

sentence patterns. 

- Reading and ticking a chart to ask questions or make sentences. This activity also 

provides a guided context for rehearsing specific structural patterns.  

- Reading words and rearranging them to make sentences. This is a useful way of 

checking comprehension and the understanding of word order. 

- Reading sentences and reconstructing a whole text of a story. 

- Matching pictures to speech bubbles. As the pupils listen to the teacher reading a 

story they read a selection of speech bubbles and choose the correct one. 

- Sequencing. While the children listen to a piece of story or to a description they 

arrange the sentences in the right order  

- Verifying written statements. The pupils read statements in a quiz, or sentences 

derived from pictures, or a graph written by other pupils, and check if they are true or 

false. 

- Reading lists of words or sentences to classify words or to write word or concept 

webs. 

- Reading problems from the story and matching them with their solutions. 

 

Here is an example of an activity.  

Activity, aimed at forming skills of reading at a sentence level and arranging the information 

in the right order.  

Task: Kids, letôs listen to the story, choose the appropriate sentence and organize them in 

the right order.  

Procedure: The children select and order of the sentences. 

Method of control: control by the teacher. 

 

When supporting pupilsôs writing skills, it is important to know which skills the children are 

practising in a writing task. Younger pupils may learn to write, while older pupils who have 

mastered the basic skills may move further and use writing to learn as writing activities are 

they nearly always chosen to provide practice in spelling, handwriting, vocabulary and 

grammar. There are ways that we can encourage our pupils to write things down to help 

them remember vocabulary, to encourage them to plan ideas, to write down their ideas, to 

communicate with one another, etc. Children also need practice in how to organise 

descriptions, comparisons and instructions in writing, how to use specific structural patterns 

to form sentences, or how to plan layout, as in a letter or poster. These are all parts of the 

writing process that need to be practiced so that they become easier for pupils. As learners 

develop, it becomes more important for teachers to create opportunities for them to have a 

context and audience to write for. This is a very important part of writing to communicate. 

Children can be encouraged to write sentences about the kamishibai story theyôve watched, 

and other children have to decide if the sentences are true or false. 
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The teacher can encourage children to experiment with different text types, such as 

descriptions, poems, crosswords, invitations, birthday cards, dialogues, letters, menus, 

instructions or puzzles. Older pupils may even write simple re-tellings of a kamishibai story, 

using different characters or a different ending, which can be given to other pupils to read. An 

important part of this process is guided activities or a bank of suitable vocabulary. Another 

important stage is collaboration among pupils during which they discuss ideas, plan the 

writing.  

 

Writing activities that we can use with kamishibai stories can be divided into those that are 

guided and encourage some form of copying, and those that are a little freer and encourage 

more creativity. Copying at word- or sentence-level can be more or less guided by pictures, 

written models, substitution charts and so on. Guided copying is often used to practice 

handwriting, spelling and new grammatical constructions from the story.  The use of a 

substitution chart, for example, can provide a simple sentence pattern, which the children 

can adapt according to the information on the chart. Lists of words can be provided for 

pupils to classify under different headings, which may allow them to use some of their own 

ideas. Freer, more creative writing activities that encourage and support pupils in 

composing sentences or texts should also be used to provide variety and encourage 

creativity and learner independence. With this kind of freer activity pupils practice planning, 

organizing ideas and understanding the conventions of different text types, such as layout. 

Designing a poster or advertisement, for example, requires a learner to focus on the most 

important pieces of information and present them in a way that is eye-catching. Guided 

writing activities are a necessary foundation for more creative writing and, if carefully 

sequenced, can provide opportunities for pupils to practice writing based on the content of a 

story at word-, sentence or text-level.  

 

Here is an example of an activity.  

Activity, aimed at forming skills of writing a text and arranging the information in the right 

order.  

Task: Kids, letôs listen to the story, organize the words given them in the right order and write 

an invitation for a Cinderellaôs wedding from her name.  

Procedure: The children order of the words and write an invitation. 

Method of control: control by the teacher. 

 

4. Conclusion 

The experience of dramatization is a rich source for developing different learning skills. When 

selecting activities, we should try to make these as varied as possible to allow all children to 

participate according to their ability and stage in learning. We should provide plenty of 

opportunities for children to work in pairs or groups. This encourages maximum participation 

and individual practice in speaking. Kamishibai proved an effective way for the children to 

reflect on and express thoughts and ideas about the story. It reveals a broad variety of 

possibilities of using kamishibai as an educational cognitive technology in FLT, as children 

can analyze and work with the content of the story in different ways for better understanding 

and developing their English language skills. For example, analyzing the plot and the 

characters, pointing out the main details, comparing the characters, predicting, guessing, 

hypothesizing, interpreting the narrative and the pictures may not only develop childrenôs 
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cognitive skills but also form a positive attitudes towards the foreign language, culture and 

language learning.  
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Kamiġibaj kot sredstvo izraģanja za ljudi z motnjami v duġevnem 

razvoju  

 

 
Kermauner Aksinja, Cvetko Jerca in Engelsberger Jure 

 
 

 

 

Ljudi z intelektualnimi primanjkljaji definiramo kot posameznike z niģjo ali specifiļno ravnijo inteligentnosti, s 

pomanjkanjem spretnosti ali z omejenimi kognitivnimi, govornimi, motoriļnimi ali druģbenimi sposobnostmi. 

Njihovi miselni procesi so konkretni in ġtevilni med njimi nikoli ne doseģejo ravni abstraktnega miġljenja. Vse to bi 

radi presegli, ko ljudem z milimi, srednjimi ali hudimi intelektualnimi primanjkljaji predstavimo gledaliġļe kamiġibaj. 

Kot pravi Kranjļan, umetnostna, glasbena in kulturna podroļja vsebujejo ġtevilne izkustvene, pedagoġko-razvojne 

in oblikovne priloģnosti za ljudi z intelektualnimi primanjkljaji. Proces seznanjanja s kamiġibajem, njegovim 

nastankom in postavitvijo na oder odpira nova podroļja razmiġljanja in aktivnosti. Vsak del kamiġibaja torej 

vkljuļuje razliļne kognitivne procese in dopuġļa individualno izraģanje vsakemu posamezniku, a mu kljub temu 

ne odreka umetniġke svobode z jasnim ciljem (kamiġibaj kot izdelek in igra). Kamiġibaj predstavlja laģje 

razumevanje zgodbe, saj je ta podprta s slikami (kljuļne scene so ilustrirane) in s pripovedovalļevo glasovno 

interpretacijo. Ilustracije pomagajo, kadar je treba povzeti vsebino besedila. Ustvarjanje lastnega kamiġibaja 

odpira novo paleto moģnosti izraģanja. Poleg tega, da si lahko posameznik sam izbere, kakġno vsebino bo delil z 

drugimi, lahko izbira tudi med razliļnimi umetniġkimi tehnikami (risanje, slikanje, kolaģ, fotografija itd.). Konļni 

izdelek vedno preģema avtorjev (ali skupinski) znaļaj, ki kar kliļe po umetniġki ali ustni predstavitvi. Kamiġibaj 

lahko deluje tudi kot skupinski projekt za tiste, ki se ne morejo umetniġko ali govorno izraģati in bi radi drugaļe 

sledili zgodbi in jo interpretirali, na primer s pomoļjo glasbe ali gibanja. Ta umetniġka svoboda in ġirok spekter 

moģnosti izraģanja v kamiġibaju sta ġe posebej dobrodoġla pri delu z ljudmi z intelektualnimi primanjkljaji, saj 

ponujata okvir za znaļilnosti in izrazje vsakega posameznika. Aktivna udeleģba, priprava predstave in besedni ter 

glasbeni nastop kamiġibaja spodbujajo osebe z intelektualnimi primanjkljaji k uļenju skozi razliļne ļute in jih 

motivirajo z obļutkom uspeġnosti, ki ga doģivijo ob odzivu obļinstva. Kamiġibaj spodbuja psihosocialne procese, 

ki prispevajo h gradnji identitete, druģbenih sposobnosti in empatije. Tako se posameznikove izkuġnje in miġljenje 

spreminjajo in tudi vplivajo na njihovo obnaġanje. 

 

*** 

Dr. Aksinja Kermauner (rojena leta 1956 v Ljubljani) je po poklicu tiflopedagoginja (uļiteljica slepih) ter 

profesorica umetnosti in slovenġļine. 26 let je pouļevala na Zavodu za slepo in slabovidno mladino v Ljubljani. 

Zdaj predava o metodah dela s slepo in slabovidno mladino na Pedagoġki fakulteti Univerze na Primorskem. 

Napisala je ġtevilne ļlanke, veļ muzikalov, komedij ter ġestindvajset knjig za otroke, mladino in odrasle. Ena od 

teh, mladinski roman Berenikini kodri, je vkljuļena v zbirko Bele vrane 2008 Mednarodne mladinske knjiģnice 

(Internationale Jugendbibliothek) v M¿nchnu. Njena dela Kakġne barve je tema?, prva slovenska tipna slikanica 

Sneģna roģa ter Ģiga ġpaget gre v ġirni svet so bila v letih 1997, 2005 in 2011 vkljuļena v zbirko Izjemnih knjig za 

otroke s posebnimi potrebami, ki jo vsaki dve leti ureja IBBY-jev dokumentacijski center za knjige za otroke s 

posebnimi potrebami. Aksinja Kermauner je predsednica mladinske sekcije Druġtva slovenskih pisateljev in 

podpredsednica Druġtva specialnih in rehabilitacijskih pedagogov Slovenije. 

Jerca Cvetko je dipl. pedagoginja ter samozaposlena v kulturi. Kot performerka gledaliġļa kamiġibaj se z njim 

praktiļno in raziskovalno ukvarja ģe od leta 2014. Kamiġibaj redno uprizarja na domaļih in mednarodnih kulturnih 

dogodkih ter raziskuje njegovo uporabo v pedagogiki in terapiji. Je ļlanica zveze IKAJA (International Kamishibai 

Association of Japan) in podpredsednica Druġtva kamiġibaj Slovenije.  

Jure Engelsberger je dipl. oblikovalec in ilustrator (1977). Ģe od nekdaj riġe po domiġljiji. Zaradi igranja v bendih 

se je v preteklosti posveļal predvsem oblikovanju ġtevilnih koncertnih plakatov in nosilcev zvoka. Zadnjih nekaj let 

pa se poglobljeno ukvarja z ilustracijo mladinskega in otroġkega leposlovja ter hkrati ustvarja na podroļju 

gledaliġļa kamiġibaj, kjer se kali kot ilustrator lastnih zgodb. Prisluģil si je tudi nekaj priznanj in nagrad.  

Jerca Cvetko in Jure Engelsberger delujeta samostojno in v tandemu; kamiġibaju se posveļata pod imenom 

Atelje Slikovedke. Ustvarila sta ġtevilne kamiġibaje ï tako avtorske zgodbe kot tudi v obliko kamiġibaja prirejene 

ljudske pripovedke in poezijo, ki jim pogosto dodata tudi glasbeno spremljavo oz. jih uglasbita. Uprizarjata odrasli 

program (Zgodbe in poezija ob slikah in glasbi) in otroġke kamiġibajske programe. Vodita tudi delavnice in 

seminarje o gledaliġļu kamiġibaj in likovni izdelavi le-tega ter sta avtorja skripte Likovna izdelava kamiġibaja. Njun 
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pedagoġki program z naslovom Kamiġibaj paket je prejel znak za kakovost z uvrstitvijo na spletno platformo Zlata 

paliļica. Leta 2014 sta prejela èposebno priznanje strokovne ģirije za avtorski doprinos in ġirjenje kamiġibaj 

formeç, v letih 2015, 2016 in 2017 pa sta dobila glavno nagrado zlati kamiġibaj na Slovenskem festivalu kamiġibaj 

gledaliġļa. 
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Kamishibai and the Development of Expressive Competences in 

Persons with Intellectual Disability 

 

 
Kermauner Aksinja, Cvetko Jerca and Engelsberger Jure   

 
 
 

 

In working with persons with intellectual disability kamishibai encourages expression (selection of 

stories), creativity (creative freedom) and social integration (appearance in front of a group). In the 

process of production the individual has the opportunity to discover her or his strengths (planning, 

identifying the essential scenes and presenting them, artistic creation, rhetorical skills, handling with 

the pictures in the butai, performance). 

By diverting the attention of the audience to pictures the narrator as a person is not exposed; the 

performance thus becomes an important means of expression in the area of the persons capacities.. 

By participation in the show, the person strengthens her or his self-image, highlights his or her position 

in the society and is introduced. He or she becomes the co-author of an interdisciplinary holistic work 

of art, for which he or she has tried committedly and in the end also participated in presenting it to 

others.  

Kamishibai show facilitates understanding of information from the content of the story, as it is about 

double information ï the narration is supported with picture (an illustrated presentation of the 

semantically essential scenes in the story) and with narratorôs verbal interpretation, while pictures also 

assist the user in rebuilding the content of the text. 

Kamishibai can thus also be a successful group project, where room opens for those who are not able 

to express themselves verbally or artistically and who would like to accompany the content of the story 

in another way, e.g. with sound or movement. This creative freedom exactly and the broad area of the 

ways of expression within kamishibai are especially welcome in working with intellectual disability , as 

they open room to individual characteristics and expressive capacities of the individual. 

 
Keywords: Kamishibai, The Process of Producing a Kamishibai, Persons with Intellectual Disability, 

Artistic Expression, Performance 
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Note: The research took place in the project 

 Vkljuļujemo in aktiviramo (ViA ï We include and activate)  

of the Slovenian Book Agency.   

Introduction 

In May 2018 the Council of the European Union (Official Journal of the European Union) 

adopted Recommendation on Key Competences for Lifelong Learning. The European óPillar 

of Social Rightsô underlines as its first principle that ñeveryone has the right to quality and 

inclusive education, training and life-long learning in order to maintain and acquire skills that 

enable them to participate fully in society and manage successfully transitions in the labour 

market.ò The reference framework of the recommendation defines 8 key competences, 

among which stated as the eighth is Cultural awareness and expression. It includes 

understanding of different ways of communicating ideas between the creator, the participant 

and the audience in written, printed, and digital texts, theatre, film, dance, plays, arts and 

design, music, customs and architecture and in hybrid forms.  

 

Persons with intellectual disability often have difficulties communicating in the way of 

normative people, while creativity in the area of art allows them to express their ideas, 

recognise their feelings, strengthen self-consciousness and improve self-image and thus 

enhance the quality of their lives. Diverse forms of expression can be offered to them, which 

will be outlined below in the article. First we will describe their general characteristics. 

 

Characteristics of persons with intellectual disability 

Persons with intellectual disability are defined as persons with lower general and specific 

levels of intelligence, with lower abilities in cognitive, speaking, motor, and social area, and 

lack of skills. Their thinking is concrete and many never attain the level of the abstract way of 

thinking. The speech is mainly poorly developed. In persons with intellectual disability 

imagination is modest or nearly non-existent.  

 

According to the level of intellectual disability distinction is made between mild, moderate, 

severe, and very severe intellectual disability. We sum up the characteristics of individual 

groups according to the Criteria for defining the type and level of deficits, obstacles, or 

disorders of children with special needs (Kriteriji za opredelitev vrste in stopnje 

primanjkljajev, ovir oz. motenj otrok s posebnimi potrebami; several authors, ed. Vovk Ornik, 

6-7)  

 

- Mild intellectual disability 

In persons with mild intellectual disability sensory-motor and mental coherent functioning and 

ability for planning, organisation, decision-making, and performance of activity are reduced. 

They use simpler language; their mental processes take place more at concrete than at 

abstract level. With adaptations in the learning process they can attain the basic school 

mailto:aksinja.kermauner@gmail.com
mailto:jercacvetko@gmail.com
mailto:jure.engelsberger@gmail.com
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knowledge that does, however, meet the minimal standard of knowledge. They can be 

trained for less demanding occupational work and independent social life.  

 

- Moderate intellectual disability 

Persons with moderate intellectual disability can develop individual abilities such as the 

basics of reading, writing, computing, while being able to attain more in the motor, artistic, 

and musical areas. They need supportive or replacement communication, assistance in 

integration into social environment, they understand simple instruction and take part in 

simple conversation. They can be trained for non-demanding jobs, however requiring various 

levels of assistance. 

  

- Severe intellectual disability 

Persons with severe intellectual disability understand simple instruction and respond to them 

adequately, so they can be trained for the most elementary tasks. Although their speech 

develops poorly, they are able to communicate their desires and needs with the assistance of 

supporting replacement communication. They can orient themselves independently in the 

narrow environment, needing guidance and protection in this, however. They also need 

assistance in care for themselves. With the assistance of iteration the skills become 

automatic. Most of these persons have motor and other developmental disorders, and they 

are also highly susceptible to various diseases and illnesses. 

 

- Very severe intellectual disability 

Due to limited understanding persons with very severe intellectual disability only take into 

account the most basic instruction. They can only be trained for participation in individual 

activities, They seldom develop speech and communication. Perception of external stimuli is 

extremely limited, so also the response is limited. They need permanent guidance, 

assistance in basic tasks, protection, and care. In most cases they haveðin addition to 

motor disordersðalso other severe disorders.    

 

Expression of persons with intellectual disability 

Intellectually persons with intellectual disability cannot compete with persons with normative 

development. According to Krajnļan (Doģivljajska pedagogika, 137), however, for the group 

of these persons there are already many opportunities for experiential-pedagogic 

development and formation in the artistic, musical, and cultural area. 

 

Tatjana Knapp (Project Lahko branje ï Easy reading) is convinced persons with intellectual 

disability must be enabled expression of beliefs, values, thoughts, and emotions; they must 

be empowered for the expression of ideas and feelings, various forms of art must be brought 

closer to them, and opportunities created for their artistic expression, their creativity and 

uniqueness and creative skills must be developed that are necessary for better employability 

in the area of culture and simultaneously also applicable in other occupational areas. She 

argues also that in the area of art differences and diversity among people are the most 

accepted and valued. When people look at things from another perspective, a shift in thinking 

can occur and the participants get aware what they can achieve (summed up after Knapp).  

In 2016 we participated in a project organised by Slovene Book Agency titled Vkljuļujemo in 

aktiviramo (We include and activate); the project was continued in 2018. With a group of 

participants from the Centre for training, work, and care Ļrna na Koroġkem we tackled 

various types of art.  
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Drama creation: under the artistic leadership of the actor Pavle Ravnohrib Preġerenôs 

romance poem Turjaġka Rozamunda  (Figure 1) was performed. In her masterôs thesis 

(Ġolsko gledaliġļe, 44-117) Lili Miloġeviļ  extensively describes a group of children with 

intellectual disability from a basic school in Murska Sobota (IV. osnovna ġola) in Slovenia, 

who played three demanding dramatic performances with excellent response from the public.  

 

 
Figure 1 

 

Shadow theatre: with the assistance of the puppeteer Renata Kalemba and of academic 

sculptor Primoģ Seliġkar shadow puppets were created and the performance played. 

Preġerenôs ballad Povodni moģ served as the basis (Figure 2).  

 

 
Figure 2 
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Fine arts: under the guidance of illustrator Ciril Horjak and Jasmina Hlaj we drew and painted 

medieval initials and patterns from the time of Turjaġka Rozamunda (Figure 3). We also 

created drawings of scenes from the aforementioned romance (Figure 4). 

 

 
Figure 3 

 

 
Figure 4 

 

Writing sonnets: The poetess Jana Kolariļ taught a group how to write sonnets. Extremely 

interesting creations emerged, real sonnets with adequate structure, while the participants 

drew the material mainly from everyday and love life.  

 

Translation of more difficult words into easy-to-read variants: Preġerenôs poem Turjaġka 

Rozamunda was translated into the form of a simple narration. 

  

Kamishibai and persons with moderate and severe intellectual disabilitiy 

In 2018 we started the art of kamishibai with a group of 10 individuals with moderate and 

severe intellectual disability. The process of learning, production, and performance of 

kamishibai opens new areas of thinking and functioning. The production of kamishibai is thus 

a project that in each of its stages allows a different cognitive activity and takes account of 

the personôs individual expressive competences while simultaneously allowing creative 

freedom within the concrete objective (kamishibai as a product and a performance). 

Kamishibai performance allows easier understanding of information from the content of the 

story, as the narration is supported with picture (an illustrated presentation of the scenes in 
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the story essential for the meaning) and with the narratorôs verbal interpretation. The pictures 

are also of assistance in retelling the content of the text. The creation or the production of 

oneôs own kamishibai opens new room of expressive options and ways for them. In addition 

to random content that the individual would like to share with others, various artistic 

techniques are at disposal (drawing, painting, collage, torn paper collage, photography, etc.). 

The final product, which always carries the personal stamp of the author (or group), enables 

primarily the artistic and verbal presentation of the product. Kamishibai can also be a group 

work, in which room opens for those who are not able to express themselves in speech or 

art, and who would like to follow the contents of the story or interpret it in a different way; e.g. 

with sound or motion. This creative freedom and a wide range of ways of expressing within 

kamishibai is especially welcome in working with persons with intellectual disability as it 

opens up space to the singular characteristics and expressive abilities of individuals.  

 

Methodology and participants in the research 

In our article a singular, heuristic case study will be presented. The unit of research is a 

group of 9 adult persons with moderate and severe intellectual disability. Four individuals 

have major difficulties with movement, speech, and coordination. In the time period from 

January to March 2018 the members of the group were introduced into the process of 

manufacturing the kamishibai with the purpose they would produce their own stories, 

illustrate them, and present them in public. The illustrators Jerca Cvetko and Jure 

Engelsberger worked with them 10 hours and the mentor Aksinja Kermauner 9 hours.    

 

The process of creating a kamishibai 

To get to know the kamishibai as a form of art or the carrier of verbal-visual information, for 

the selection of an adequate narrative content, for the process of artistic production of the 

kamishibai and the presentation (performance) of the kamishibai (individually or in group) we 

had three sessions or ten hours at our disposal.  

 

At the first meeting the kamishibai was introduced to the users as a staging form. We learned 

its functioning, technical characteristics, based on old photographs talked about its historic 

context, and tackled the basic applicability of kamishibai in pedagogy and therapy.   

After that we, Jerca Cvetko, and Jure Engelsberger, deliberately performed a programme 

that was variegated in terms of genres in order to show the broad content capacity of 

kamishibai, the stories being taken both from childrenôs repertoire and that of adults and 

among them there are some that are accompanied by music:   

Camp song: Teta (The aunt) (picture: Jure Engelsberger, music Jerca Cvetko and Jure 

Engelsberger) 

Autorial: About the three rabbits (narration, story: Jerca Cvetko, pictures, music: Jure 

Engelsberger) 

T. Pengov: Come on, think! (narration, pictures: Jure Engelsberger) 

G. Kriģnik: The Tailor and the Shoemaker (narration: Jerca Cvetko, pictures, music: Jerca 

Cvetko and Jure Engelsberger) 

Traditional: Dekle je po vodo ġlo (music: Jerca Cvetko and Jure Engelsberger, pictures: Jure 

Engelsberger) 

R. M. Rilke: Der Panther (voice, pictures: Jure Engelsberger) 

(Figures 5 and 6) 
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Figure 5 

 

 
Figure 6 

 

In between individual performances we got acquainted with the process of illustrating the 

story, dividing the text into scenes (semantic subunits), and with the production process (via 

all the stages ï from text to performance). We looked at the drawings in their early stages, 

thought about the next solutions. We observed the artistic characteristics of the kamishibai 

drawing. We broke down the interpretation of the story at the picture ï narration.  

 

After the programme some already had ideas for their own stories. All the stories were 

recorded in writing. 

 

At the second meeting we retold the recorded stories. The users remembered the content of 

their stories from the first meeting well. The interest of the rest of participants for the contents 

of the recorded stories also represented the opportunity and the cue for the division of 

individuals into groups. 

 

From here on the work proceeded individually and in groups. Each individual story had to be 

divided into scenes. In this we, Jerca Cvetko and Jure Engelsberger, helped each group (or 

the individual) to look for adequate scenes that would semantically define the story.  
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At the selection and distribution of the artistic material (colours, felt pens, collage, tempera 

pigment) the fine motor skills of individual participants also showed and who could be 

assigned artistic production. While some were engaged in painting and drawing, under our 

mentorship others selected the instruments with which they could accompany the content of 

a story and practiced the mechanics of the kamishibai ï the opening of the butai (the 

kamishibai stage) and the pulling out of the first picture, the beginning and the end.  

 

In this meeting it showed thus clearly who of them, according to the abilities and strengths, 

would be the one in the group to be the narrator, who the one who can open the butai and 

change the pictures, who would draw and who accompany the story on a musical instrument 

(Figure 7).  

 

 
Figure 7 

 

At the end of the meeting we had almost finished the process of the artistic production of 

most of the kamishibai ï we only left the last few details to be finished in the final meeting. 

On the basis of their story cues two usersðthe ones with the most severe deficits in the 

motor and speaking areaðgot their individual kamishibai that were drawn for them by Jure 

Engelsberger, who also helped them present the kamishibai at the presentation.  

 

At the third meeting we finished the pictures and rehearsed the performance. In some groups 

it was necessary to adapt or change the roles, so all participants would feel competent for 

the performance of the show.  

 

The performance took place in the gym hall of the Centre for training, work, and care Ļrna na 

Koroġkem, where most of the clients of the home gathered. All the ten users actively 

participated in the performance in the way each of them was able to cope with. The 

performance ran smoothly, in the case of technical or content complications during the show, 

we quickly solved the situation and continued. We successfully concluded the planned 

programme.  

 

After the show, the performers received great applause, congratulations and praise, which 

was a great recognition for each of them. After their performance they were more confident 

and proud of themselves. 
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At the end we also carried out a short joint evaluation, where we laughed at the 

complications and emphasised the positive points and the solutions of each individual show, 

sincerely congratulating each of the participants for their roles and effort. 

 

Evaluation 

In the study nine persons with a severe intellectual disability participated. In the course of our 

gathering six kamishibai were created:  

 

1. Loverôs Wish 

Two lovers are blown away by tornado. They safely land on a beautiful field full of flowers 

where they pick a bouquet. 

 

The first kamishibai was the outcome of an independent performance of a female participant 

who was able to carry out the whole process of the production and of the performance. She 

invented the story, illustrated it, even wrote the title and the end. The mechanics did not 

cause her too much trouble, her rhetoric abilities were very good, she spoke loudly and 

clearly. In the performance another female participant joined her, who originally did not want 

to take part in any of the stages in the process of producing the kamishibai, but later she 

changed her mind and volunteered to add a sound accompaniment to the story. Together 

they successfully carried out the performance, were very pleased with it and proudly 

accepted congratulations. Even the participant, who initially did not want to be involved, was 

now happy due to her ñgood accompanimentò (Figure 8).   

 

 
Figure 8 

 

2. New Yearós Decoration 

Christmas tree decoration is blown away by the wind. The children pick up the decoration 

and decorate the tree anew.  

 

This was the only independently performed kamishibai. With the assistance of mentors the 

female participant created the kamishibai across all the stages of the production process: the 

design of the authorial story, artistic production and interpretation (speaking presentation). 

The presentation was carried out in low voice, yet sovereignly, without technical difficulties. 

She successfully described the events in each of the individual picture and reaped enormous 

success with the audience. After the performance she was very satisfied (Figure 9). 
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Figure 9 

 

3. The Sinking of Costa Concordia 

About the well known accident of cruising ship which was wrecked off the coast of Italy in 

2012. 

 

The kamishibai in the collage technique was documentary in nature. It was created on the 

initiative of a participant who plotted the course of real events on the basis of documentary 

material (photographs) in the correct sequence. He added only the illustrations of the first 

and of the last picture (the title picture and the end). At the presentation, which in spite of 

stage fright was both technically and narratively correctly carried out, the participant was 

accompanied with music performed by a female fellow participant. Their joint performance 

ended with a triumph of both (Figure 10).  

 

 
Figure 10 

 

4. Spring 

In spring, when the snow is melting, a beautiful flower blooms from the ground. 

 

This kamishibai was created with the assistance of the mentor, who in the artistic 

performance guided the strokes of the participantôs brush; the story was created with the 

cooperation of the whole group. In spite of considerable motor clumsiness the participant 

managed to pull the pictures out of the butai. The presentation took place in tandem with a 

participant who partly helped with the speaking interpretation of the text ï mentorôs 
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assistance also being necessary here. In spite of everything we concluded the performance 

successfully and comprehensibly, receiving approval and congratulations from the audience  

(Figure 11).  

 

 
Figure 11 

 

5. While Everybody is Sleeping 

At night Sebastjanós wheelchair transforms into a super flying engine (Figure 12). 

 

 
Figure 12 
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6. Saġkaós Story 

Favourite special teacher Saġka, her everyday with her group and her funny accordion show 

(Figure 13). 

 

 
Figure 13 

 

The last two participants, who had the most severe deficit both in the motor and in the verbal 

area, had the story drawn according to their cues (Jure Engelsberger provided assistance in 

linking the story cues into a whole and the illustrations). At the performance they appeared 

as the intermediaries of the emotional message of their stories, which means they 

experienced the narration of their story, which Jure told for them. They were both proud to be 

able to present their story.   

 

All participants were involved in the show (Figure 14). 

 

 
Figure 14 

 

We have attained the set objectives: 

They get to know the artistic way of displaying literary content. 

They participate in the process of artistic creation. 

They look for, collect and process information. 

They gain new knowledge. 
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They are aware with an appropriate attitude to solving problems that they can overcome 

obstacles, thus strengthening confidence in themselves and a positive attitude towards life. 

They break down the text into meaningful semantic units. 

They know how to summarise the meaning of each image. 

They assume tasks and responsibilities in the group. 

They develop expressive skills. 

They develop social competences by participating in the creation of a new work. 

They recognize their own potential for artistic engagement in society (Figure 15). 

 

6  
Figure 15 

 

Discussion  

Active participation, preparation for the performance, verbal and musical performance with 

people with intellectual disability stimulate multisensory learning and motivate them with the 

success experienced at the response of the audience. Kamishibai stimulates psychosocial 

processes that contribute to the building of identity, development of social competences and 

social empathy. In this way the individualôs position changes at experiential and cognitive 

levels, which also influences changes in behaviour. In our case, with the assistance of the 

narrator at the presentation of the kamishibai also those were able to express themselves 

who have difficulties in speech, and in the artistic creation also those who have severe 

problems with coordination. Kamishibai functions not so much as the intellectual medium, but 

mainly emotionally. Persons with intellectual disabilitiy do not have high cognitive abilities, 

but quite certainly they do possess high emotional intelligence.   

 

In the long run public appearances and the presentation of artistic achievements by people 

from marginal groups also alter the prejudices about people with intellectual disabilitiy and 

abut other vulnerable groups. Only when they are offered various opportunities for social 

empowerment, it shows that they are entirely equivalent in the artistic field. 
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Ko besede vzletijo iz kletke 

 

 
Konc Lorenzutti Nataġa 

 
 
 
 
 
 
Zasvojenec se obiļajno iztrga drogi ġele pod prisilo tistih, ki ģivijo z njim in ga imajo radi. Ko ga vsi zapustijo in ko 

mu nihļe veļ ne zaupa, ima samo ġe dve moģnosti: da se dokonļno uniļi ali pa se povzpne iz pekla. Kdor se 

odloļi za tak alpinistiļni podvig, tvega ob vsakem oprimku. Hitro mu lahko zdrsne nazaj na dno. In vsakiļ teģe 

znova vstane. Zato zasvojenca, ki se je odloļil za vzpon, globoko spoġtujem. Kajti spoznanje, koliko let je zapravil 

za utapljanje v omami, koliko mladosti, priloģnosti in znanja je ġlo v velikem krogu mimo njega, mora biti 

strahovito boleļe, pa kljub temu vztraja v treznosti, se podreja redu skupnosti, opravlja najpreprostejġa dela ter 

spet zaļenja tam, kjer je bil pred leti odrezan od glavne ģile. V projektu Vkljuļujemo in aktiviramo, ki ga za ranljive 

skupine financira Evropski socialni sklad, koordinira pa Javna agencija za knjigo, sem mentorica ģe tretje leto. 

Leta 2017 sem vodila literarno dejavnost v skupnosti za zasvojene s pridruģenimi motnjami v duġevnem zdravju, 

imenovani Terapevtska skupnost Pelikan, ki deluje pod okriljem Slovenske Karitas. Kako bodo ljudje, ki se 

zdravijo zaradi zasvojenosti s prepovedanimi drogami, sploh sprejeli zamisel, da jim bom prinaġala knjige in se 

hotela z njimi pogovarjati o njih, sem se vpraġala, preden smo zaļeli. In kaj bodo rekli na predlog, da bi pisali? 

Ģelja po uļenju, spoznavanju in ustvarjanju je pri veļini zaļela hirati ģe pri petnajstih, ġestnajstih letih, ko so 

zanemarili ġolanje in nazadnje utonili v popolni opustitvi svoje rasti. Sprejeli so me prijazno, celo z nekoliko 

zvedavosti, ki me je prijetno vznemirila. Vpregla sem vso sproġļenost, kar je premorem, da ne bi nastopila zviġka, 

ampak na viġini njihovih pogledov. V praksi sem (poleg tega, da sem delno èna svobodiç) tudi gimnazijska 

profesorica, vendar sem iz uļiteljske drģe izstopila ģe pred vrati njihovega bivaliġļa. Predstavila sem se jim 

drugaļe kot dijakom, ki pridejo v prvi letnik. Z druge strani. Ne od zunaj, od vseh svojih vlog naprej, ampak od 

znotraj, od vlog nazaj. S slikarjem in ilustratorjem Petrom Ġkerlom, ki je bil skupini dodeljen kot menor za 

ilustriranje (glavni mentor, pisatelj, izvede 80 ur dejavnosti, mentor za ilustriranje pa deset), sva se ģe ob snovanju 

naļrta usposabljanja dogovorila, da bova glavno nit dejavnosti peljala proti ustvarjanju zgodb, ki naj bi jih 

predstavili v veġļini kamiġibaja. Te zvrsti doslej nisem poznala. Ker projekt predvideva, da lahko k svoji dejavnosti 

s skupino povabiġ goste, tako ustvarjalce kot strokovnjake, sem povabila tudi takġne, ki bi nam kamiġibaj 

pomagali spoznati in ustvariti: Jureta Engelsbergerja ter zakonca Sitar Cvetko. Z raznolikimi pristopi k ustvarjanju 

zgodbe, nato z risbami (slikami) in potem spet z zgodbo, ki jo je slika nekoliko preoblikovala, smo pripravili kratke 

kamiġibajske izdelke, ki se mi zdijo pravi mali ļudeģi. Kajti skoraj vsi udeleģenci projekta so najprej govorili, da ne 

bodo nastopili, ker ne znajo, ne zmorejo, imajo tremo é Nazadnje so se opogumili vsi, ki so izdelke pripravili, 

vsak nastop je bil po svoje osupljiv, ker nobeden ni bil obremenjen z znanjem,  tehnikami, niļ jih ni zastiralo, 

ampak so privreli iz njih kakor ptice, ki so jih spustili iz kletke, da so po dolgem ļasu poletele. In izkazalo se je, da 

nobena nima polomljenih kril. O procesu ustvarjanja bom pripovedovala v svojem simpozijskem prispevku. 

 

*** 

Nataġa Konc Lorenzutti (1970) je diplomirala na Akademiji za gledaliġļe, radio, film in televizijo v Ljubljani, na 

oddelku za dramsko igro in umetniġko besedo, kjer je leta 1993 prejela fakultetno Preġernovo nagrado za vlogo 

Ofelije. Leta 2010 je konļala tudi univerzitetni magistrski ġtudij umetniġke besede pri prof. Aleġu Valiļu. Med 

letoma 1994 in 1999 je bila kot igralka angaģirana v dveh slovenskih poklicnih gledaliġļih, od leta 1999 pa se 

posveļa leposlovju. Doslej je izdala ġestnajst knjiģnih del za otroke in mladino ter ġtiri za odrasle. Bila je 

nominirana za nagrade izvirna slovenska slikanica, modra ptica, trikrat za nagrado desetnica in trikrat za nagrado 

veļernica. Njena proza za odrasle je dvakrat prejela nagrado trģaġke Mladike. Leta 2017 je za knjigo z naslovom 

Kdo je danes glavni prejela priznanje zlata hruġka za najboljġe izvirno mladinsko delo leta 2015, za roman Bliģina 

daljave pa istega leta nagrado svetlobnica. Poleg svobodnega poklica ģe enajsto leto opravlja delo profesorice 

gledaliġkih predmetov na umetniġkem oddelku Gimnazije Nova Gorica, kjer z dijaki uprizarja tudi svoja avtorska 

dramska dela in dramatizacije romanov, predpisanih za maturitetni esej na maturi. Skoraj vsako leto z maturanti 

gostuje na festivalu Transgeneracije v Cankarjevem domu v Ljubljani Ģe tretje leto je mentorica za literarno 

dejavnost pri projektu Vkljuļujemo in aktiviramo, ki ga financira Evropski socialni sklad, izvaja pa Javna agencija 

za knjigo Republike Slovenije v ranljivih druģbenih skupinah. Leta 2017 je s skupino zasvojencev in z ilustratorjem 

Petrom Ġkerlom izvedla projekt pripovedovanja zgodb s kamiġibajem. 
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When Words Take Off from the Cage 

 

 
Konc Lorenzutti  Nataġa   

 
 
 

 

 

 

 

 

An addict only pulls away from his drug of choice after his loved ones, who often live with him, force 

him to do so. When everyone leaves him and nobody trusts him anymore, he only has two options: to 

finally self-destruct or rise from hell. When he decides on such a climbing endeavour, he faces risks at 

every handhold. He could quite easily slide back to the bottom. Each time he does, it is more difficult 

to get up again. This is why I have nothing but deep respect for every addict who has faced such a 

decision. The realization of how many years he had spent drowning in intoxication, how much youth, 

opportunity, and knowledge has passed him by, must be horribly painful ï and yet the former addict 

persists in sobriety, conforms to the rules of his community, works menial jobs, and begins again 

where he had been cut off years ago. For three years now, I have been a mentor in the ñIntegrate and 

activateò (Vkljuļujemo in aktiviramo) movement for vulnerable groups, financed by the European 

Social Fund and coordinated by the Slovenian Book Agency (Javna agencija za knjigo RS). In 2017, I 

led literary activities in a community for addicts with additional mental health problems called the 

ñTherapeutic community Pelikanò (Terapevtska skupnost Pelikan), which functions under the 

Slovenian Karitas. Before we began, I asked myself how these people who are recovering from their 

addiction to illegal drugs will even react to me bringing them books and wanting to talk about them. 

And what would they say to my suggestion that they should write? Their will to learn, study, and create 

mostly began to wane when they were fifteen or sixteen years old, when they started neglecting 

school and finally drowned in a complete rejection of their growth. They welcomed me kindly, even 

with a degree of curiosity that came as a pleasant surprise. I tried to be as relaxed as I could manage, 

so I wouldnôt come across as haughty but rather equal to their views. I work as a high school teacher 

(apart from being partly freelance), but I stepped out of my teacherôs shoes before I entered their 

domain. I presented myself differently than I do with my first year students, from the other side. Not 

from the outside, passing all my roles, but rather from the inside, preceding my roles. With the painter 

and illustrator Peter Ġkerl, who was assigned to our group as the mentor for illustration (the main 

mentor, the writer, performs 80 hours of activities, while the mentor for illustration does 10), we formed 

the plan of the training to focus on story creation that would be presented through the art of 

kamishibai. I did not know that genre before. But since the project allows the mentor to bring guests 

(both artists and experts) into the groupôs activities, I invited people who would help us learn about 

kamishibai and also create it: Jure Engelsberger, Jelena Sitar-Cvetko, and Igor Cvetko. Through 

various approaches to creating the stories, then drawings (paintings), and re-writing stories that were 

somewhat changed by the images, we prepared short kamishibai products that were nothing short of 

miraculous. Almost all of the project participants first claimed that they wouldnôt perform because they 

didnôt have the skill or the will to do so, that they suffered from stage frighté In the end, everyone who 

prepared a kamishibai story also performed ï every performance was shocking because none of them 

were burdened by  knowledge, techniques, or other factors that would have veiled their show. The 

stories flew out of them like birds from a cage after theyôd been locked in for a long time. It turned out 

that none of the bids had broken wings. I will speak about this process in my presentation at the 

symposium. ord about the marvellous educational and cultural education potential of these picturecard 

stories. 
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*** 

 

 
 

Have you ever heard oaks grow, brother, 

when they soar into the sky, stretch their gnarly branches  

and fade away in the scorching sun?  

 

Have you ever heard clouds weep, brother, 

when they collide with the dawn high in the sky, top off with the red dusk 
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and seep into the ground as heavy droplets? 

 

Have you ever heard leaves yearn, brother, 

when old grey men fall from trees, rubbed with mud, die 

and within the earth return to dust? 

 

Have you ever heard, brother, oh brotheré 

 

 
 

Klemen, the person who wrote this poem, is a member of the Therapeutic Community, 

Pelikan Institute, in which drug addicts with dual diagnosis are treated. In addition to being 

addicted, they have problems with their mental health and are thus included in the psychiatric 

treatment for various conditions: mood disorders, sleep and eating disorders, schizophrenia 

and other psychoses, bipolar and personality disorders, and the like. Most of these people 

gave up on their education when teenagers, at fourteen, fifteen years of age, when they 

began to abuse psychoactive substances. Today, they are between twenty and fifty years 

old; the deviant behaviour dragged them to the bottom and forced them to decide between a 

complete self-destruction and the withdrawal from drugs. However, almost no one enters the 

community on a voluntary basis. The sickness is stronger than their will. Though, it is less 

powerful than love. When past the limit of their abilities to cope, the ones who love them 

managed to choose the right path and persuaded the addict to enter the community; there it 

is mandatory to establish a permanent abstinence and set the goals that will be realised 

during the lengthy process of altering the ingrained behaviour patterns with everyday routine 

and work. The programme lasts for 20 months, with six months of reintegration and the 

possibility of extension.  
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I was a smiling and happy child. 

A pigeon followed me on my way to school and when I played tennis.  

Suddenly, I spent more on the street than at school. I was full of life and brimming with 

curiosity. 

My second home was a notorious discotheque. The pigeon warned me of the danger, but I 

ignored it. I enjoyed taking club drugs and partied night after night. The desire for love awoke 

in me, but there was too much anger nearby.  

Many times, I was in an overdose-induced coma. The bottom. The pigeon has not left me.  

 

 
 

Between 2016 and 2019, the Slovenian Book Agency is conducting a project titled ñInclude 

and Activate!ò, which is supported by the European Social Fund.  

 

The main purpose and goal of the project is to increase the possibility for a reintegration of 

vulnerable groups into society. Through the programme, which is based on reading and 

creativity, the participants acquire knowledge that will help them to reintegrate into society 

and consequently actively participate in the labour market. The project includes four 

vulnerable groups: persons with mental health disorders, persons with mental disabilities, 

persons serving prison sentence scheduled for release, and persons participating in drug 

rehabilitation programmes.  
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The recurrent theme of the programme are literary works written by acclaimed Slovenian 

authors. Each year before the start of a new round of the project, even we as mentors, also 

writers, poets, and illustrators, receive some initial training from professionals from different 

fields who prepare us for work. The main mentors construct a detailed training plan and 

manage activities throughout the year, complete eighty hours of pedagogical work in the 

group, whilst the illustrators complement our plan with an artistic activity, carrying out ten 

hours of mentorship, either arranged amongst individual units or in a compact form. Our 

supervision must by no means interfere with the field of therapy; they must remain at the 

level of reading, discovering art, and creation. During the programme, the participants meet 

with other Slovenian authors and book specialists, who can be invited by the mentors as part 

of their programme, in order for the participants to get informed about the discussed literary 

works and themes from several different perspectives.  

 

 
 

In 2017, I was assigned to the therapeutic community, Pelikan Institute, mentioned before, as 

their mentor. I knew that the pelican is a symbol of offering and resurrection in the Christian 

culture, however, I could not recall where I heard this and from where the story originates. I 

found a legend written by Leonardo da Vinci. It describes how the father pelican left his 

young alone for a brief time in order to find food for them. Meanwhile, a snake slithered into 

the nest and slaughtered them all. When the father returned, despair overwhelmed him upon 

seeing his dead offspring. With his beak he tore apart his chest. As he was dying, he saw 

that his blood revived his hatchlings and restored their lives. 
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In his poem, Klemen expressed a wish that someone beside him could hear oaks grow, 

clouds weep and leaves yearn. I visualise this as exposing every single sense and tuning it 

to such sensitivity that I would be able to detect every murmur wanting to become a word. 

While it is true that words are occasionally superfluous and that muffled noises suffice, they 

do not remain as such for long, since "in the beginning was the Word, and the Word was with 

God, and the Word was God". Because we are thought to symbolically descend from the 

Word, we are ceaseless in our attempts of finding it, we aspire to hear it, pronounce or 

inscribe it, even though this demands that we overcome the fear and confront memories that 

are not always pleasant. Addicts who are again learning how to perform the most basic tasks 

(e.g. getting up, washing, exercising, preparing food, eating, doing the dishes, taking care of 

the laundry, house and garden) initially considered my attempts to get them involved in 

reading and creative activities bizarre, even intimidating. "I do not know, I cannot do it, blank 

mind, I have nothing to say, I just cannot manage, I instantly fall asleep in the evening, I have 

poor concentration, medications are destroying me, I do not remember anything..." 

Nonetheless, no one ever resigned at any task. "If you write three words, this will be more 

than nothing," I encouraged them. "If you read half a page of literature a day, that is more 

than what an averagely educated person reads outside this community." They always 

completed the task, even if they entirely strayed from the instructions. I cherished each 

written word. The sensation was similar to that of successfully capturing a child on frame, 

unnoticed, and thus immortalising an unrepeatable moment of childôs rapture. Therefore, in 

Pelikan, I have been chasing the unique instances of tranquillity and alertness. 

 

 
 

Peter Ġkerl, one of the highly esteemed Slovenian illustrators, was assigned to the group as 

the mentor for the illustration module. We had made plan, in which we focussed on the 

literary and art efforts on kamishibai. That is why I tenaciously led the creation in the direction 

of short narratives and lyrical glimpses, which could be illustrated.  
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I invited Jure Engelsberger who presented to us the tenets of kamishibai theatre and enacted 

some of his performances. He showed to us that you can tell fairy tales, legends, fables, 

poetry, realistic stories, or sing a folk song. 

 

The group was captivated, however, encouraging them to envision their own kamishibai 

proved to be strenuous. They got frightened, thinking they were incapable of doing this, they 

did not know what to do, they could not perform, their stage fright was too severe, they felt 

best when they were hidden somewhere. I pretended not to hear this and we managed to 

prepare refined short texts by the start of summer, when the time for the artistic production 

with Peter Ġkerl came. I was not there with them. Working with Peter took them away from 

what they had imagined earlier, which is undoubtedly a sign that they were relaxed. They 

yielded to the images, to the new language of expressing their inner world.  

 

Some created a story in pictures. 
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Someone else drew a comic book on the topic of his own poem about facing death.  

 

    
 

Outside, thereôs snow, white and cold. 

Inside, itôs warm. 

Pale light and a burning candle. 

There is a spoon on the table, in it, a needle, 

in the needle there is resin, in the resin thereôs death.  

 

We are three, the first one am I. 

Thereôs the needle in the spoon, thereôs power in me. 

My neck stiffens, eyelids close, 

I cannot see us anymore. 

 

Splash to the head, mouth to mouth. 

I can see us again. 

ñWhere are you?ò ñHere, whatôs the matter?ò 

I am the sole person remaining.  

ñThank God I am alive.ò 

 

Once the artworks had been completed, some participants created new narratives, using the 

images as the springboard for their verbal stories. 
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They described a return to life. 

 

 
 

One of them wrote about a home that is no more. The mother drank some poison and died, 

whilst the fatherôs debauchery squandered what was allotted to the children after their 

motherôs death.  

 

    
 

They spoke of the disease eating the body and spirit. 

 

They were telling about coming closer and moving away. Letôs hear Davidôs story: 
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I am looking through the window, through the dimmed window. Someone from the outside 

can see only my reflection. I am waiting for you to come. My picture is still close to the one 

outside. 

 

 
 

 ñYouôve come,ò I say. ñFinally, my wish is fulfilled.ò 

 

 

 
 

The one outside cannot see me anymore, since we move deeper into the room.  

The window is increasingly more distanced for him. It is very dark. From the background, he 

looks at my house.  
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The window turns noticeable. It appears as considerably dark. It is like my soul when it 

yearns for you. To the one outside, the house enlarges and take hold of the whole picture. 

 

 
 

The window is just barely visible, as our apartment is so small.  

A small window, a big house, everything in complete remoteness. 

 

 
 

Tim spoke about how he imagined God. He tried to depict him with symbols. 
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In the distance over a hill, there is an eye. 

It makes sure that everything is in its place.  

It is the eye of the totality, the source of all: 

the visible, the invisible, and everything in between.  

 

In most cases, loneliness appears in their narratives;  

 

 
 

I am sitting in the waiting room. Enormous neon lights are shining directly in my eyes. My 

gaze travels across the long white corridor with orange seats. It strikes me as a motorway 

without cars.  

An old man with grey eyebrows, blue eyes, and thick black hair steps closer. 

ñAre you alone?ò he asks. 

ñYes, I am,ò I answer. 

The man sits down on the chair as if unloading a sack of potatoes. He stares, as do I, down 

the corridor.  

 

 
 

In the autumn, we were visited by Jelena and Igor Cvetko who helped us complete the 

kamishibai pieces. They taught us how to prepare a sequence of images, arrange the text 

and paste it on sheets, how to perform, where to express more and where less, how to 

establish a rhythm and pace. The participants were thrilled when they succeeded. All of 
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them. Each of them now had their own kamishibai with which they performed on that day in 

the safe environment of the community, in the presence of Jelena and Igor. Their 

commendation meant a great deal to them; it was just touching to watch them glow. Even 

those who previously said that they would sit somewhere at the back, in the corner during the 

final event changed their minds. They began to believe in the power of revitalisation through 

storytelling. 

 

Klemen joined the community later, when the art workshops were already concluded. 

However, his poem about a boy who rides through the landscape with a bike simply craves 

for pictures. Because I am not an art teacher, I did not dare lead him into an aesthetic 

activity, but I suggested that we create a collage. I inquired which colours I should bring. 

ñAutumn colours,ò he responded immediately. And in that very moment a thought flashed into 

my mind, which we have implemented together later: 

 

 
 

A tiny lad is riding his red bike 

past maypoles and bales and colourful grasses 

ring ring. 

 

 
Literary texts and drawings: Aleġ, Anja, David, Klemen, Martina, Moris, Peter, Robert, Tim 

 

The illustration of the butterfly: Peter Ġkerl 

 

The photographs by Jana Jocif are the property of The Slovenian Book Agency.  

 

The photograph of the final event: Arta Kroni, Gimnazija Nova Gorica 

 

Translated by: Ģan Koroġec (MA student, Faculty of Arts, University of Ljubljana, consultant: 

Veronika Rot Gabrovec, PhD) 
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By the river flowing 

not speaking its mind, 

all grey meandering about when the wind cries out 

ring ring. 

 

 
 

Still there are no pains 

no  infernal  flames 

hey, my little boy of joy. 

 

 
 

Don't look into the stream as yet, into the grim freedom 

sing one last time in the sun: 

ring, ring. 






































































































































































































