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French Institute Alliance Française (FIAF) is a 501(c)(3) not–for–profit 

organization incorporated in the State of New York. Its mission is to 

enhance the knowledge and appreciation of French and Francophone 

culture, to increase the knowledge of the French language, and to 

encourage interaction among French, Francophone, and American 

people through programs in education and the arts. 

Founded at the turn of 20th century, the French Institute and the 

Alliance Française de New York operated as two separate organizations, 

the first promoting French arts, the second teaching French. In 1971 

they merged to form what has become one of the largest and most 

respected centers of French-American activities in the U.S. 

 

FIAF's Young Audience Program is an education outreach initiative that offers school groups the 

opportunity to attend events selected for their artistic excellence and connection to French and 

Francophone cultures.  

Thanks to the generosity of our donors, the program is free of charge for public schools and 

affordable for others. School groups from all five boroughs are invited to attend films, 

performances, and concerts selected for them.  

FIAF provides a study guide for each event and invites groups to participate in a post-performance 

discussion with the artists.  
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Dear Teachers,  

 

French Institute Alliance Française (FIAF) is thrilled to provide schools with a fantastic opportunity 

to host a professional theatrical performance in their classrooms, for their students!  

 

An intimate and poignant story told through the voices of two children who rebel against gender 

stereotypes and societal expectations, She No Princess, He No Hero, will give you and your students 

a lot to engage with, while exposing them to international artistic creation and intercultural 

dialogue. Specifically designed for non-theatrical venues, the play is a wonderful tool for your 

teachers to help develop student’s awareness of the structures and behaviors of gender 

stereotypes. The engagement provided around this show (this study guide and a post-performance 

Q&A with the actors) will make for a richer and more memorable experience for your students.  

 

We have made this study guide to help you introduce your students to the play they will watch.  

From both a cultural and a social point of view, it is our goal to make this moment unique and 

enjoyable for all. As a result, we expect the students to behave appropriately.  

 

We kindly ask you to tell them:  

 

 NOT to talk or whisper during the performance  

 NOT to move from their seats  

 NOT to eat, drink, or chew gum during the play  

 NOT to wear headphones  

 

We are always looking to improve our events, so we would love to hear your feedback after the 

event.  

Please send any questions, comments, or suggestions to: 

 

Clémentine Guinchat at cguinchat@fiaf.org or 646.388.6688 

or 

French Institute Alliance Française 

Programming – YAP 

22 East 60th Street 

New York, NY 10022 

 

We are looking forward to bringing this wonderful show to your school! 

 

MERCI ! 
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About the play  

 
Context 

 

She No Princess, He No Hero is a piece for two actors telling a story in two parts. Staged in separate 

spaces for two 30-person groups, the piece transports the audience through the clichés and 

stereotypes young boys and girls confront as they come of age.  She No Princess, He No Hero is told 

through the voices of Leïli and Nils, two children who do not assume the gender roles that society 

has dictated for them. The two characters tell their stories, discussing and challenging the definitive 

roles one is expected to perform as a boy or a girl. At intermission, the groups switch rooms and 

the audience meets the other character. The talk-back at the end is an essential part of the show. 

It will give the students the opportunity to ask questions about the story, the performances and 

design, and make connections to their own lives and experiences.  

 

Synopsis 
 

Leïli and Nils are in the same class. Leïli likes to hunt, dress like boys and put gel in her hair. Since 

she lives in the country, her mother dresses her practically: "No dresses, no ballet flats". Nils has 

long hair, cries often, and is not very strong. His father worries about him: "He’s skinny as a bit of 

wire, he eats like a bird, he’s got his hair like a little girl". Together, these children will grow up 

without being either a princess or a hero. 

 

Credits 

 

Original text: Magali Mougel 

Published in the collection "Heyoka Jeunesse" Actes-Sud-Papiers, 2016 

English translation: Christopher Campbell 

Conception and direction: Johanny Bert 

Assistant direction: Dylan Côté 

Performers: Marleny Heredia and Zan VaiLento 

Illustrations: Michael Ribaltchenko 

 

English version commissioned by the French Institute Alliance 

Française (FIAF) and the Cultural Services of the French Embassy, 

as part of TILT Kids Festival 2019. Support for this play provided by 

the CONTXTO network. 

 

Executive production and touring: French Institute Alliance 

Française (FIAF) 
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The artistic team  

 
Magali Mougel, author 

 

Magali Mougel is a French playwright and drama teacher. She 

currently teaches at the ENSATT/National School in Lyon 

(France) where she was a student between 2008 and 2011. 

Her works have been shown on stage by Jean Pierre Baro, 

Anne Bisang, Philippe Delaigue, and Eloi Recoing, among 

others. Since 2011, she has written numerous works, many 

specially commissioned for specific theater companies and 

directors. Her works include Elle pas princesse, lui pas héros for 

Johanny Bert (National Dramatical Center of Montluçon), Poudre 

Noire for Simon Delattre (Rodeo Theatre), and Je ne veux plus and La 

Nuit où le jour s’est levé for Olivier Letellier (Theatre du Phare/National 

Theater of Chaillot). Her writings: Erwin Motor, Devotion (finalist for the Grand Prize of Drama 

Literature in 2013), Guerillères ordinaires, Suzy Storck (finalist for the Grand Prize of Drama 

Literature in 2013), and Penthy sur la Bande, The Lulu Projekt are published by the Editions Espaces 

34. Her Young Audience plays, Elle pas princesse, lui pas héros and We just wanted you to love us, 

are published by the Editions Actes Sud – Heyoka Jeunesse. Many of her plays have been translated 

into English, German, Italian, and Spanish. In 2017 and 2018, she was an Associate Artist with the 

Scènes du Jura and the National Dramatical Center of Sartrouville. 

 

Johanny Bert, director 

 

French director Johanny Bert trained as an actor at the 

Ateliers of the Comédie de St-Etienne and studied 

puppetry with Alain Recoing of the Théâtre aux Mains 

Nues, Paris. He gradually developed his own theatrical 

language through the works he created and the people 

he met while creating them, including working with 

props and puppet theater. In 2000, in Puy-en-Velay he 

founded the Compagnie Théâtre de Romette, an 

experimental space for creation. His company was in 

residence at the Théâtre Municipal in Puy-en-Velay, then 

at Polaris in Corbas (69). From January 2012 to December 

2015, Johanny Bert was the director of the Centre Dramatique 

National de Montluçon – Le Fracas, after which he returned to directing and working with 

Compagnie Théâtre de Romette. Since January 2016, the company has been registered and given 
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a residency by the city of Clermont-Ferrand, and Johanny Bert has been an Associated Artist for 

three years at the Scène Nationale of Clermont-Ferrand. His works that are accessible for young 

audiences include Le petit bonhomme à modeler (2002–2008), Les pieds dans les nuages – inspired 

by a plastician photographer, Robert Parkeharisson (2004–2012), Les orphelines – written by 

Marion Aubert (2009–2012), De Passage – written by Stéphane Jaubertie (2014-

2018), Patoussalafoi – a contemporary opera by Matteo Franceschini and Philippe Dorin (2015–

2016), and Elle pas princesse, lui pas héros – written by Magali Mougel (2015-2017). 

 

Zan VaiLento, actor (Nils) 
 

Zan is a New York-based actor and director. Off-Broadway: The 

Property (New Light Theater Project), The Skin of Our Teeth and 

Measure For Measure (TFANA). Recent directing and 

assisting: Sons & Dogs (Royal Family), Utopia (NY 

Summerfest), Dixon Place, FigFag Feast, Theatre Now New 

York, Sound Bites 3.0, NY Fringe Festival, Amas, Fordham 

University's Mimes and Mummers, NY Theatre Barn, and 

Regeneration Theatre. Associate director of John Cameron 

Mitchell’s upcoming serial podcast-musical, Anthem: 

Homunculus. Ten shows on crew at Theatre For a New Audience.  

 

Marleny Heredia, actress (Leïli) 
 

Marleny is delighted to make her acting debut playing the role of Leïli. 

Marleny was born in the Dominican Republic and grew up in 

New York City, where she now resides. She holds a degree 

in International Relations from Mount Holyoke College 

where she began her training as an actor with Professor 

Susan Daniels. Marleny currently trains at the Freeman 

Studio in New York City.   
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Closer look 

 
A story of perspectives 

 

What characterizes this piece is the notion of perspective. It is played from the points of view of 

two characters, each being an archetype of the marginalized and atypical child. In line with this 

narrative, the audience is divided into two groups, each of which will attend the story of the two 

protagonists separately and successively. In the course of the performance, the students will 

gradually understand that the two stories are the same, told from two perspectives.  

 

Here is an illustration:  

 

Leïli's point of view Nils's point of view 

“Everyone had left the classroom. Except Nils and 

me. Everyone was outside and we carried on writing 

in silence. 

Nils finished the five hundred lines one word before 

me. I finished the five hundred lines one word after 

him. 

Nils was pretty funny, he insisted on giving me this 

really lame drawing he’s done. 

“It’s The Wanderer Above a Sea of Fog! Great isn’t 

it?”  

I must admit I had no idea what he was talking 

about but it was kind of cute so I smiled and we left. 

We walked across the schoolyard together. It was a 

perfect end to the day.” 

“I finish the lines one word before Leïli. 

I put all my stuff away in my backpack, quite slowly. 

So Leïli doesn’t realize I’m waiting on her. 

WHAT A GIRL! 

I think Leïli‘s glad I’m waiting for her. 

WHAT A GIRL! 

I’ve got a little Wanderer Above a Sea of Fog I drew, 

in my pocket on a piece of card. 

I give it to her. 

I think she’s touched, her parka brushes against my 

hand. 

We float out of class on a little cloud!” 

 

This crossed and alternating points of view of the same events – the encounter between the two 

characters and their confrontation with the other students – can lead your students to a double 

reflection: 

 

1. The importance of a tolerant debate, particularly when points of view are drastically 

opposed. 

2. The quality of listening, which can help separate one’s prejudice from the experience of 

interacting with others.  

 

It’s interesting to note that the teachers are constantly confronted with these crossed stories or 

conflicts between children or groups of children. The play emphasizes the necessity of 

understanding and accepting multiple points of view, and its objective is to highlight the essential 

understanding of these differences, thought of in terms of otherness here.  
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Interesting! 
Through the stories of Nils and Leïli, the performance presents two very different family 
structures, which children can be able to relate to depending on their situation at home.  

The characters  

 

Leïli 

 

She lived with her mother in the mountains until her mom moves to a big city. While Leïli talks 

about her mother, she never mentions her father.   

 

Leïli does not go to school until she is 9 years old, because her mother decided to home-school her. 

When they moved out of the country she discovered the urban world, embodied in the 

performance by the supermarket. Her mother taught her strong values, such as the fact that money 

does not equal worth, that the world is a jungle, and that we must respect nature. 

 

From her mother and her way of life she has developed a special relationship to the world, and 

especially a fashion of clothing that doesn’t fit the typical girly imagery: waterproof coat, hiking 

boots, very comfortable clothes devoid of any desire for seduction or aesthetics.  

However, under her mother's guidance, she is led to make concessions to the gendered world of 

the school by buying – against her will – a pink pencil case and schoolbag. Confronted with the 

violence of some other kids (especially Crispin), she is able to show that she can be equal to them 

and that she can react in an equally direct way. 

 

Nils 

 

Nils is a shy and sensitive boy who doesn’t talk a lot and tries to make himself as small as possible 

to go unnoticed. His father does not accept his sensitivity and shows it in his behavior and attitudes: 

"He’s skinny as a bit of wire, he eats like a bird, he’s got his hair like a little girl and he cries when 

you brush it." He reproaches him for reading too much because it would weaken him: "Put down 

your book, you have to be strong." 

 

While Nils seems to get along better with his mother, he feels closest to his grandmother, who he 

admires. Both have a special complicity and share a lot together. She understands him and helps 

him go through the many trials he will experience.  

 

Nils has a very bad experience participating in a summer camp (with Crispin), during 

which he was bullied by the other children – shut in a trashcan under a stairway – to 

such an extent that his father had to come get him before the end of the camp.  

 

New to the school like Leïli, he will sit next to her and be her partner in a memorable 

scavenger hunt that will get them to know and like each other.  
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Nils’s grandmother 

 

She is just as atypical in her racing car as in the way she calls her 

grandson: "my truffle!". She wears short hair, big jewels and lipstick; she 

likes to sing and isn’t afraid of anything. A true mentor of resilience for 

Nils, she will be at his side during all the trials he will go through.  

 

Ron 

 

He is Leïli's babysitter and is equally atypical. 

He likes knitting, reading women’s 

magazines, talking about high-heel shoes 

and hair products. 

 

Crispin 

 

He is one of the boys in Nils and Leïli’s new 

school. He is the typical boy cliché: gang 

leader, aggressive, vindictive, convinced of 

his superiority and intending to 

demonstrate it to others. He is the 

archetype of the person who will go so far 

as to blame other people for his own failures 

(especially during the scavenger hunt, which 

he also participates in). He’s narrow minded 

and, for example, choses Chloé as his 

partner for the scavenger hunt only on the 

basis of aesthetic conformity to the canons 

of feminine beauty. 

 

 

Interesting! 
When they first met at their new school, Nils and Leïli’s initial 
reaction was actually the same as the other children’s 
response to their originality: they judged and made fun of 
each other’s look, physical appearance and clothing: 
 
Nils seen by Leïli 
“The face on it! What is going on with that face? It’s a 
Martian! 
And suddenly I realized he was heading towards me! Oh no. 
No no no no no. I don’t want you next to me! He sits down! 
Just like that! Why did the only free chair have to be next to 
me? 
And that’s when he decides to talk to me. “What’s your 
name?” No way am I answering. 
“Wh-at is yo-ur name?” I give in in the end. His head swivels 
round and his eyes sort of bulge out. He looks like a snail. Any 
minute now he’ll stick his antennae out and start dribbling 
bubbly slime! 
This boy is either mad or some kind of serious weirdo. That’s 
it. Tomorrow I’m making an official request to Miss to let me 
build a wall between me and Nils!” 
 
Leïli seen by Nils 
“I stick my head in my locker and pretend to be sorting out my 
stuff, so no one’ll notice me at all. I’m really busting to laugh. 
Ha! The haircut on it! Ha! Never ever ever ever seen anything 
like it! Ha! Like some horrible toad! Ha! What a potato! 
I take a deep breath. I say “What’s your name?” No reply… 
Second attempt: “Wh-at is yo-ur name?” LE-Ï-LI 
Huh, he’s called Layla ? Ha! That is one super weird 
meaningless name! Hang on, it’s a girl! Honestly, if I hadn’t 
been told it was a girl I’d have bet anything it was a boy.” 
 
Despite both being different, Nils and Leïli judged each other 
at first. It says a lot about how our society teaches us to value 
difference! 
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The school 

 

More than a simple space, the school is a character in itself. In the play, it is presented in an almost 

caricatured way, as a space where the separation between boys and girls (dress codes, occupation 

of the playground) is totally impermeable. 

 

 
 

 

 

 

 

 

 

 

 

 

Interesting! 
It’s interesting to note that this show was conceived to be 
performed in schools, libraries or any other places which 
don’t have a ‘spectacular’ theater identity. This minimalist 
conception of a theatrical play proves that "everything is 
theater" or more exactly that "everything becomes 
theater!" 
 

What do your students think? 
1. Do your students find the description of the school exaggerated?  

2. How do they compare their school to the one depicted in the show? 

3. What do they think could be improved or changed? How? 
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The art form 

 

As you will notice during the performance, the actors use everyday objects to create and tell the 

story. This genre is called ‘Object Theater’ and requires the skill of the performer and the 

imagination of the audience for its success.  

 

 

 

 

 

 

 

 

 

 

 

 

 

Object theater involves the manipulation of objects to give them life, a reciprocal play between the 

performer and the object. It imbues objects and props with significant meanings, implying that it is 

not only a style of theater but also a method of acting. There are different levels of object theater. 

A basic example is the manipulation of a spoon to make it into a character. An advanced example 

would be floating paper becoming 'lost thoughts'.  

 

Examples of scenic or theatrical objects with symbolic functions can certainly be found in all eras 

and cultures in the history of theater, whether they were specifically written as part of the 

dramaturgy or not, but these meaningful objects did not truly have the status of a character. 

Starting from the end of the 19th century, when staging took a leading role prescribing a framework 

in which each element serves the play, objects and actors played side by side and became equally 

essential for expressing the meaning of the performance.  

 

The object and the Avant-Garde artists at the beginning of the 20th century 

 

The object obtained its true status as character at the beginning of the 20th century with the 

advent of the avant-garde artists. Italian poet, editor and theorist Filippo Tommaso Marinetti 

(1876-1944), with his “dramas of objects”, wished to offer alternatives to traditional performance 

genres. As one example, Marinetti isolated objects by the use of lighting schemes in order to 

underline their active roles in the dramaturgy. 
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In all avant-garde movements the object dethroned the actor from his high position. In the many 

instances of mixing live actors and objects, the character’s personality was created by the object 

itself and not by any psychological elements.  

The principle of montage, found especially in objects assembled in Cubist, Dada and Surrealist 

collages, made its way into the theater where the everyday object had been taken out of its context 

and given a new semantic value. On stage, the object not only left its natural context, but was 

endowed with movement – physical as well as expressional – thanks to blocking, light changes, or 

through the use of music. 

 

Object theater and Bauhaus 

 

The object theater presents an abstract theater where the traditional function of dramaturgy and 

characters is abolished, and where action consists of light, shape and color movements. The 

pinnacle of this type of experimentation was 

reached during the Bauhaus movement 

(founded in 1919 in Germany).  

The Bauhaus Theater rejected the human 

presence on the stage, believing that its 

foundation should be “spiritual” or offer 

extreme solutions through the use of 

mechanization. “Abstract objects” were for 

example used by German artist Oskar 

Schlemmer in Bauhaustänze (1928) with stick 

dances, circles dances, metal dances, etc. 

 

The 1960s and 1970s 

 

The artistic trends of the 1960s and 1970s took over from where the avant-garde artists had left 

off. Pop Art inversed the process: instead of elevating the ordinary object by taking it out of context, 

it degraded the object by reducing it to a mass-produced every-day consumer item. In 

contrast, arte povera re-used the most “humble” materials and objects in conceptual-type 

installations. These movements exerted considerable influence on theater in the second half of the 

20th century.  

 

Objects, figures and puppets 

 

In the 20th century, the object theater and the theater of figures both explored the path indicated 

by puppetry towards a break with anthropocentrism. They did so by changing their aesthetic 

principles. The question of human imitation was no longer applicable since the human had been 

eliminated, whereas technique became more and more the instrument of a concept full of new 

possibilities and alternative creations.  

 

https://wepa.unima.org/en/bauhaus/
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Today, the use of objects as actors has become common practice: Musical instruments, kitchen 

utensils, even hands and feet, fruits and vegetables can all become characters.  

 

There are many examples such as in France, the Théâtre Manarf, the Théâtre de Cuisine, Vélo 

Théâtre, or Yves Joly’s work in Ombrelles et parapluies (1954), in which multi-sized and multi-

colored umbrellas were the protagonists in a banal love story set in Paris. With their Table Top 

Shakespeare (2016), British group Forced Entertainment created condensed versions of all of the 

Shakespeare plays, using a collection of everyday objects as stand-ins for the characters on the 

stage of an ordinary table top. In New York, Basil Twist in his Symphonie Fantastique (1998) 

inserted pieces of baked clay, iron and plastic into an enormous water tank with one side exposed 

to the public: projections, mirrors, and filtered images gave life to a show of lights, sounds and 

colors. Johanny Bert, with his training in the art of puppetry, stems from this tradition.  

 

 

 

  

    

https://wepa.unima.org/en/theatre-manarf/
https://wepa.unima.org/en/theatre-de-cuisine/
https://wepa.unima.org/en/yves-joly/
https://wepa.unima.org/en/basil-twist/
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Themes addressed  

 
Social role and gender identity 

 

This play reminds us that children are confronted with and often subjected to the expectations of 

their parents, school and social groups. In his staging, Johanny Bert wants to challenge these 

stereotypes and question the clichés surrounding childhood. The two heroes have attitudes, outfits 

and appearances that seem to not correspond to what is expected of a boy or a girl, respectively. 

 

Nils's father, for example, does not accept his son’s sensitivity and makes fun of his behavior: 

"He is styled like a little girl and he cries when you brush his hair… He does not like fishing ... He likes 

coloring…He is fragile like a marshmallow." 

 

Similarly, Leïli's look and lifestyle don’t match the feminine imagery: waterproof coat, hiking shoes, 

very comfortable outfits. When she talks about Sleeping Beauty with her mother, it's to point out 

that high heels are not convenient (and therefore implausible) for walking in the forest. 

 

Magali Mougel, the author, explains that many characters in the play do not remain in the place 

they were assigned: Ron, the babysitter, as big as a mountain, is a knitting virtuoso; Nils's 

grandmother is fearless and does not hesitate to tinker with her car’s engines and tighten bolts. All 

of them have been confronted with the society’s normative requirements and their share of 

distortions and suffering.  

When Leïli asks Ron: “Did people make fun of you as well when you were little? Did people throw 

stones at you as well and call you a cheat?” he replies: "No Princess. They stuck chewing gum in my 

hair."  

 

Ron and the grandmother provide a safe zone where Nils and Leïli can escape from the teasing and 

mocking of the other children. For Magali Mougel, the play is an opportunity to discuss bullying at 

school and the acceptance of difference. 
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From the questions raised in the play, we can get students to wonder about their conception of 

gender and identity and their own representations and clichés: 

 

These exercises can allow students to think out of cliché representations, to open up to the other, 

and can help to accept the difference.  

 

Princes and princesses 

 

In traditional fairy tales, princes and princesses have very stereotyped identities. In general, the 

prince is "charming" and he saves the princess. His qualities are essentially aesthetic and warlike. 

In action and adventure, he performs extraordinary achievements in 

defeating dragons, monsters and witches. He must live up to 

expectations that he will one day fill his father’s shoes as the king, a 

figure of power.  

 

Asleep or a prisoner, the princess usually waits for her prince. She 

has accessories and attributes that reduce her to the role of a passive 

beautiful woman: she wears a dress, a diadem, glass slippers, or 

sophisticated hairstyles, which are not adapted to physical activity. 

The fairies usually endow her with a pretty voice, physical beauty and 

diverse talents, so that she can seduce at first sight. 

 

Fairy tales are a child’s world of imagination and pleasure, but they 

also provide a source of inspiration and role models. 

 

1. What are the differences between girls and boys in life in general? 

2. Are there clothes, accessories, or activities that are exclusively male or female? 

3. Should boys and girls be brought up differently? Should they be treated differently by their 

parents?  

4. What behaviors are deemed as appropriate for men but inappropriate for women? 

5. How and where do we learn our perception of male and female roles? Do these roles and 

descriptions limit or expand our life choices?  

6. Do you sometimes forbid yourself to do things by fear of what other people will think or say about 

you? 

7. Do you look at others and give an opinion about what they do? 

8. Identify specific language that causes us to think in terms of a binary gender system. Think about 

job titles (fireman, repairman, cleaning lady, ballerina), or expressions (‘you guys’, ‘ladies and 

gentlemen’) for example. Is this gender specific language still accurate in today’s society? Why 

do we still use them?  

9.  

 

 

The handsome prince who comes to the rescue 

is a recurring figure in fairy tales 
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One of the purposes of this play is to question the stereotypes conveyed by these traditional fables, 

in order to raise awareness of gender issues. The piece analyzes and deconstructs those portrayals, 

suggesting they should not be the representation of men and women today:  

 

Bullying  

 

Because of their looks and personality, Nils and Leïli are mocked and 

humiliated by the other children at school and at summer camp. This 

aggressive behavior in which someone intentionally and repeatedly 

causes another person injury or discomfort is called bullying, and is 

considered to be a frequent and serious public health problem. It can 

take the form of physical contact, words, or more subtle actions. The 

bullied individual typically has trouble defending him or herself and 

does nothing to ‘cause’ the bullying.  

 

While boys may bully others using more physical means, girls often bully others by social exclusion. 

Bullying has always been a persistent problem in schools, and even workplaces. More recently, 

though, technology and social media have created a new venue for bullying, extending its reach.  

Cyberbullying is bullying that happens online and via cell phones. Websites like YouTube, Instagram 

and Snapchat allow kids to send hurtful, ongoing messages to other children 24 hours a day.  

 

Research shows that students who are considered different from the local ‘norm’ are more likely 

to experience bullying. These differences can relate to ability, size, appearance, cultural or religious 

background, sexual orientation and identity, or family financial situation. Teaching an 

understanding of the diverse population, embedding a culture of inclusion, and openly discussing 

difference is a great way to improve acceptance and to prevent bullying. Sometimes a lack of 

knowledge about another person’s background or attributes causes fear and a negative reaction 

toward that person. By fostering a culture of acceptance and understanding, these reactions can 

be removed.  

 

The play portrays two children who have to deal with bullying because of their appearance and 

personality and can therefore provide a great opportunity to talk about this behavior with your 

students.

1. What are the qualities of a princess, a prince, a heroine, or a hero? 

2. Can princesses perform physical feats, jump, or defend themselves? 

3. Can princes cry, be afraid, or ask for help?  

4. What does it mean to be a hero or a heroine?  

5. In modern everyday life, who do you think are the true heroes and heroines? 

6. Why do you think the author chose She No Princess, He No Hero as the title of the play? What 

does it mean to you? 
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Talking about bullying: Classroom discussion starters 
 

1. Present the definition of bullying 
Share the definition of bullying with your students. Explain that this is how bullying is generally defined by society; 
however, in order to fully understand bullying, it’s important to talk about it as a group.  
 

2. Choose one general question 
Choose from one of the below questions. Think about the current level of understanding and specific needs of your 
class when selecting the question:  

 
How can we identify bullying? 

• Are there times when bullying might be difficult to identify? 
• How can we identify online bullying? 
• In what ways is bullying different from arguing/fighting with others? 
• Do those who choose to bully others always recognize their own actions? 
• How can we help others recognize situations that involve bullying? 

 
Why do some people choose to bully others? 

• If someone chooses to bully others, does that mean they are a bad person? 
• Why do some people choose to bully in an online environment? 
• What purpose does bullying have in students’ relationships? 
• How do you think those who choose to bully others feel about themselves? 
• Is it possible for someone who makes bad choices to turn their behavior around? 
• What role do group dynamics play in bullying?  

 
How can our actions have an impact on bullying? 

• What does it mean to be a bystander to bullying? 
• Does this look different in an online environment? 
• Is it ever appropriate to ignore bullying behaviors? 
• If someone bullies you, is it then appropriate to bully them also? 
• In what ways could you make a difference? 

 

3. Ask students to provide justifications for their answers 
When students respond, it is essential that they always give reasons for their responses. Some questions may be 
grammatically closed (yes/no), but the student’s justification for their response will enable the ideas presented to 
remain conceptually open for ongoing discussion.  
 

4. Use one or two appropriate sub-questions (more if you have longer than 20 minutes) 
Use one or two appropriate sub-questions to deepen the students’ line of inquiry. The sub-questions are based on the 
response. You can also use a sub-question to encourage students to think about alternative perspectives. 
 

5. Reflect on thinking and learning 
At the conclusion of the discussion, take five minutes to reflect on the learning: 
How did we work as a community of learners? What new thinking and learning has taken place for our class community 
today? 
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Adapting a French play to an American 

audience 

 
As you now know, She No Princess, He No 

Hero, was initially conceived and created in 

France by two French artists: French author 

Magali Mougel and French director Johanny 

Bert. The French Institute Alliance Française 

commissioned the American version of the 

play in November 2018 and invited Johanny 

Bert to come to New York to work on this 

new version. After the rehearsals in New 

York in February 2019, Johanny shared his 

impressions:  

Nicole: Could you tell us about the 

experience you just had with American actors, compared with the French production. Did you 

have to adapt the play for the American environment, the text, the acting?  What was the 

challenge you faced?  What did you gain from this experience? 

It is the first time I re-adapt a play in a foreign language, and when I came to New York for the 

rehearsals, it was also my first time in the city. What an amazing experience! Indeed, I was 

wondering if the themes of She No Princess, He No Hero would sound as pertinent here in the 

States as they did with the audience in France. Courtney Geraghty, artistic director of FIAF 

(French Institute Alliance Française) saw the production at the Avignon Festival and suggested I 

come to re-create it in New York. After consideration with her team, she picked She no Princess, 

He No Hero and I knew it meant that they were convinced the subject of girl / boy identity could 

move the American young audience as well as adults. 

Right at the beginning of the rehearsals we worked with the actors in researching their own 

childhoods and their memories of their feelings. Then they performed in front of groups of 

children and we could tell it worked.  Even if I think that in New York, the respect for differences 

seems to be better assimilated than in France, the questions raised in the play moved the 

audience: The personal journey of the two characters telling about their childhood, the relation 

with their parents and other adults. Magali Mougel’s text is  strong and convincing.   I think it 

speaks about childhood with true sincerity and it is unflinching.   The issues described in the play 

are universal. We performed the French version in Morocco and the audience’s feedback was 

deeply interesting. 
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Nicole: How interesting? 

I am respectful of any culture. I do not want to compare or judge one culture with the other. In 

Marrakech, for example, the French actors, Delphine Léonard and Julien Bonnet, performed in a 

private school where girls were wearing pink blouses and the boys blue shirts. In another town, 

the adults as well as the children had never seen a performance with actors so close to them and 

Delphine and Julien were surprised to see them taking notes during the show about their 

experience as spectator. In another school, the feedback after the show was similar to the ones 

we could hear in France where children told us that boys could not be weak and girls are 

obviously princesses... 

About the staging, it is mainly about directing the actors, as I made the choice not to use any 

set, any theater lighting, and instead create a close relation between the actors and the 

spectators. I love working with the actors and I loved working with Marleny and Zan, the two 

American actors who joined the project. They are both precise, connected with their childhood 

without inventing a childish character. Actors have to be as deeply committed for a young 

audience production as for any other performance. The young audience is a complex and 

demanding one. Children can easily dive into a story, a narration, an imaginary world, but they 

can also easily escape it. I believe they need authenticity, and this performance put the actors 

bare in front of a group of spectators without the artificial conventions of theater; this is what 

fascinates me in this project. Thus, the performance relies a lot on the actors and on their 

contributions. Even if the staging remains the same, the characters are different. Marleny and 

Zan with their imaginations and their energies brought to light elements of the text that 

I rediscovered, and they opened new paths for the performance. 

Nicole: You also trained as a puppeteer, so objects have an essential place in your creations, as is 

the case in She No Princess, He No Hero. Could you tell us more about the use of objects in relation 

to the actors, about their presence among the actors and the puppets? For example, what are 

their places in relation to the text, in She No Princess, He No Hero, and in your next performance 

entitled HEN with a human-size puppet.  

In She No Princess, He No Hero, the objects are a projection from the real world to an imaginary 

one. One cannot speak of puppetry. The actors play with these objects as if they are 

images/traces of their childhood, as marks of a past that is called back to the present.  

I am more a hybrid artist. I did not go through much training but instead I learn by creating 

performances and meeting with other artists. Each creation is a new experience for me and it is 

the dramaturgy, the purpose that guides me. It is true that the creations I develop bring together 

several disciplines such as the manipulation of objects, puppetry but also dance in  Le Petit Bain 

or the art video work developed for Un Lieu a soi,  or the collaboration with singers. 
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I am particularly concerned by issues such as identity and difference. These days, I am preparing 

a performance, HEN, for an adult audience with a puppet, manipulated by two actors visible to 

the public. The character will transform itself and play with masculine and feminine images and 

a body that can slough, transform and blend itself with sarcasm and insolence. It is not a 

transvestite, nor a transsexual, not a transgender character. It is a character full of 

life.   Exuberant, an enraged diva wearing high heels that expresses itself in singing love, hope, 

body and sex without feeling repressed 

Interview conducted in February 2019 with Nicole Birmann Bloom 

 

To know more about Johanny’s work, visit www.theatrederomette.com 

 

  

https://na01.safelinks.protection.outlook.com/?url=http%3A%2F%2Fwww.theatrederomette.com&data=02%7C01%7Cmbloom%40bhsusa.com%7C272756c5579f481100f508d699f30bd2%7C0c0a77cb433f468a9b4607c9d2562420%7C0%7C0%7C636865666499844891&sdata=5eHzPHWbRZSLi5Op5PArdPPkgfjYWWOPGBJW4IeIcFk%3D&reserved=0
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They liked it! 

 
This show is already touring in schools and has received great feedback from the teachers and 

students alike!  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

From two 5th grade teachers  

"I think it was such an amazing opportunity for our students to see such an 

intimate theatrical work. They were truly engaged in their encounters with the 

two different characters. In both scenes they were startled by the characters' 

actions and the staging kept the monologues vibrant and engaging." 

"I think it's wonderful to give the students an opportunity to discuss the play 

with the creative team afterwards. Thanks for facilitating this great 

experience." 

 

From a school librarian  

"I am so happy to have hosted such a vibrant and engaging 

performance at our school. We feel very fortunate to have been 

selected as She No Princess, He No Hero's first school hosts." 

 

From a theater teacher 

"Thank you so much for a wonderful experience at She No Princess, 

He No Hero! The twin stories told by the two actors were very 

emotionally effective and full of complex real-life observations and 

responses. Their messages were ultimately positive and uplifting but 

without being trite or didactic. They felt fresh and specific which 

reminded me of the quote "In the particular is contained the 

universal. 

My favorite part was the talk-back at the end in which many small 

children were able to make connections to their own lives and 

experiences ("There isn't really boy stuff and girl stuff") and to ask 

questions about the story but also about the performances and 

design (I loved the conversation about how the actor made us think 

she really ate the dirt--she revealed the hidden props and was able to 

talk about process and perception)." 
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From the students 
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Bring the show to your school 
 
Basic information   
 

Age range: 7-13 (grades 2-7) 

Language: English 

Capacity: 60 people maximum (adults and children) per performance, divided into 2 groups of 30 

people in 2 separate spaces 

Running time: approx. 1 hour and 30 min (includes 2 monologues of 30 min each, intermission and 

Q&A) 

Post-performance activity: Q&A with the actors at the end of the performance 

Team: two actors accompanied by one project staff member 

 

Teachers and school staff  

 
We will need teachers or school staff to help with guiding the audience and the run of the show.  

 

Space requirements  

 

This piece is conceived to be performed in non-theatrical venues; therefore, there is no set and no 

theatrical lighting or sound required. However, we will need from you:  

 

 1 gathering space where the audience can meet at the beginning and be divided into 2 

groups of 30 people. This space will also serve during intermission and the post show Q&A.  

 

 2 classrooms with acoustics suitable for listening to an actor and that can each 

accommodate a group of 30 people. Each room should be a closed area, which you can block 

off from passage during the performance. 

The audience should be seated on different levels (on the floor, chairs, benches etc.). See 

layout on the next page.  

 

Important: We ask that the school sets up the seating arrangement and performing area prior to 

our team’s arrival. Please contact us if this might be an issue for your school!    
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Classroom 1 set up  

Performance area

Sitting area (floor)

Desk or table

chairs

Desks or tables 

to sit on

 
Classroom 2 set up  

Performance area

Sitting area (floor) Sitting area (floor)
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Post-performance activities 

 
Ready-to-implement classroom activities that offer the opportunity to reflect on and extend the 

experience of attending the performance.  

 

1. Performance reflection  
 
Reflection questions 

 
Following the show, you may find that your students want to discuss the 

performance and their own opinions. Reflecting on the show and voicing an 

aesthetic response is an important part of the theater-going experience. Allowing 

your students the opportunity to articulate their own thoughts and hear the ideas 

of their classmates will increase the impact of the theater experience. 

 

Engage in a conversation with your students to help them process their thoughts and feelings about 

the show. Use the prompts below to guide students through an active reflection.  

 

 What was the story about?  

 Who were the characters?  

 What were the characters experiencing on 

stage? 

 How did they handle it?  

 What did you think about how the performers 

used objects?  

 What did you think of the piece? Did it fit your 

expectations (if you had any)? What were 

your favorite parts of the show?  

 What was your first impression or thought at 

the beginning of the show? What was your 

last? 

 How did the show make you feel?  

 Describe the performance in one word (or one 

sentence).  

 

 

Engaging in dialogue, asking questions and 

recalling observations are skills that we 

believe should be fostered and encouraged. 

When leading a performance reflection 

discussion, try the following model of critical 

response:  

 

Describe (I saw…)  

Analyze (I wonder…) 

Interpret (I think/feel…)  

Evaluate (I believe…) 

 

Teacher Tip 
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The notion of perspective  

 
This piece showed us that everyone experiences and remembers things differently. Test this with 
your class by asking your students to find two friends or two family members who shared a special 
moment in the past. Ask them to talk to those two people and write the memory from both points 
of view in the bubbles below.  
 
Once the two stories are captured, compare them both to find the differences between the two 
perspectives.  
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Object theater activity 

 
This activity gives the students the opportunity to use their imagination and pantomime skills to 

transform an object into something else. The exercise supports students’ abilities to use specific 

details both in their pantomime skills and in their verbal description of the object if words are 

being used as a description.  

 

Level 1  
Hold a roll of tape. The object of the game is to transform the tape 

into something it is not. For example: “This is not a roll of tape, this is 

my red, shiny apple (pantomiming biting into the apple, and then 

making a sour face) Yuck, with a worm inside.” 

 

Ask students to describe what you did. Reference the performance skills 

that actors use to transform an object including: the voice, body, 

imagination, face, point of view, descriptive language, etc.  

 

Explain that each person in the circle will take a turn. They will say: 

“This is not a roll of tape. This is a…” as they use the context clues of 

their performance and their words to transform the object into 

something new.  

 

Pass the object around the circle so that each participant can transform 

the object. The pace of the game is dependent on the needs of the group, 

but the teacher should keep the goals of spontaneity and creativity in 

mind. 

 

Level 2  
Have students turn an object of their choice into something related to a story from class or from a 

time from history. 

 

Level 3 

Ask your students to think about a member of their family and ask them to choose an object that 

best represents them, based on their personality and physical appearance.  

Ask them to create a dialogue between them and this family member, represented by the object.  

 

Level 4  
Give your students a selection of objects and ask them to brainstorm character features before 

coming up with a show of their own. 
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Think critically about gender stereotypes  

 

Fairy tales are a wonderful genre to explore how gender has been portrayed historically 

and in current times. Traditional fairy tales and fractured ones (modern day ones with 

a twist) allow students to think critically about how men and women are portrayed and 

compare these portrayals to their own families and communities. 

 

1. Pick a traditional fairy tale and read it aloud. Ask students to stop you when they see or hear a sexist 

or gender unequal incident in the story. Students call out “Stop!” when they want you to cease 

reading. They must then identify the sexist or gender unequal incident before you can proceed with 

the story.  

 

2. Have students take a traditional fairy tale and work together in small groups to write a new ending 

for it. Ask them to create one where the princess and prince live in a more realistic, independent 

manner. 

 

3. Ask students to write their own fractured/non-traditional fairy tale where the prince or princess is 

portrayed in a non-gender specific role.  
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2. Be a theater critic! 

 
Follow the steps below to write a review of the performance. 

 

 First, brainstorm what you remember from the show – What was the purpose of the piece? 

What are some of the issues it raised, and discussed? Who made it? Who were the people 

involved? What did you like about it? What did you dislike? Would you recommend it to 

others?  

 

Make sure to think about the 5 Ws: Who? What? When? Where? Why?  

 

 Next, begin your writing – Here are some tips to follow when writing your review:    

 

1. Start with the play’s title.  

 

2. The type of performance, when it was made, by whom, and why.  

 

3. Talk a little bit about what happens in the show but,  

 

4. Don’t give too much away, or else no one will want to go see it!  

 

5. Your opinion of the play: make sure to use a variety of colorful adjectives.   

 

6. Finish by saying whether you would recommend the show or not, and why.   
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3. Go further: perform an excerpt of the play  
 
Participation in education-based activities helps students develop important life skills such as 

dedication, perseverance, commitment, teamwork and a sense of fair play. Performing arts in 

particular provide students with opportunities to develop skills needed to be successful both in life 

and at work. Theater, speech and debate activities, for example, are ideal for developing what has 

been called the “Four Cs” of 21st century skills – critical thinking, communication, collaboration 

and creativity. 

 

The full text of the play is accessible here. Pick an excerpt and ask your students to learn it and 

play it in front of the class. As a group, discuss the performance, what was good, what can be 

improved, etc.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://www.dropbox.com/sh/160nho5abyyrw0c/AABTdS24oPN09GVFobsp9D1na?dl=0
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Sources 

 
http://frenchculture.org/performing-arts/9516-interview-johanny-bert 

https://wepa.unima.org/en/theatre-of-objects/ 

https://www.actes-sud.fr/catalogue/jeunesse/elle-pas-princesse-lui-pas-heros 

https://bullyingnoway.gov.au/NationalDay/ForSchools/LessonPlans/Pages/Talking-about-

bullying.aspx 

https://education.alaska.gov/tls/cte/docs/nto/gender_equity.pdf 

https://www.adl.org/media/10912/download 

http://blogs.discovermagazine.com/crux/2018/06/01/gendered-language-pronouns-

perceptions/#.XMhr8NVKh9M 
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