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The Colorado Caravan Workshop Manuals

Introduction

M 0

Developmental Theetre3 as we ccnceive of it, involves
. ’/ .
the use of theatre for the purpose of facilitating personal

and social development, The potential for such facilitation

Y m—

is limited by two major factors: the openness Of4%:$PIé to .

what we have to offer and the .nature of theatre ifself. Even

assuming an enthusiastic desire to take advantage of our of-

-

ferings, we can make nc pretence to be all things/to all people,

There is some development that we can facilitate. Our ex- .
z ) . K \

,
/

perience~-a mere four years now at the start of 197%v=is limi-
~ .o h
. . *,
ted. There is much exploration vegt to be done, much yet Io

i
be learned. Ihe¥e i1s no need, however, for others Yo star

now where we started four years ago. The 1ntentlo§» f this =~ .
serles of manuals, therefore, 1s to describe our goals and

our methods at this point of time, . \ 3‘« ’
The scope of eaclr of the manuals is limited; it.should,

)

nonetheless, be of value. The value %will be greater for

.

those who do not turn to it for a definitive statement”but for

practical guldellnes and a theoretical framework whlch/ﬁan

<

serve as the background for an experlment. To date, the ex- - [

perlment has been successful and fulfllA%ng. We are‘nO'longer

seeking to determine whether this concept of deVelofmental

N

theatre is viable. We are still seeking ways to increase

and expand its utilitv. Our effort is developmental in that v |

-~

we are still learning, still trving out new ideas'y still

[N
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capable ¢f and ,quite willing to accept mistakes. Those who
would like to join in this experiment--in doing what we know .

is effectiQe but can be made more effective~-will be off to

a running start if they can benefit from what these manuals

have to offer.
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Concerning the Management of .a Touring Theatre

-

‘\\\ A successful touring theatre operation, like anv other
. » .
business, denends equallv upon the "front" people and the.

people fbehind—thecscenes." The front people meet the public,

~ .

°

~ sell the goods, and bring in the monew. The behind-the-scenes
. neople do everyt:§%g else,

In a theatre operation the front pegnle aré the actors
. and, often,.the diréctor. For manvy peoplé, including manv

actors and directors, there are no other people worth men-

tioning in the profession.

v

. Yhat do you want to be when you grow up?

. «

o

. . An_actor, An Actress. A STAR.

, Fncouraged by audiences, and the traditional mvstique accorded
o théir jobs, the front peop}e often ten& to view themselves
, . as special, as gifted, as "Artists.d\ Often the technical .
pe}sonnel (the costumer, thé }ight Der;ons, etc.) aré viewed
as hirea hands, peonle who exist onlv to decorate and amplify

the actorg' woerk. The people who work publicitv, box office,

§ and related tasks are often relegated to the status of volun-
teer help, ' \
| 1

. . Yet everv actor and most directors have had the exneri-

ehce of reheéréing a show for w?ékgj of putting in- hours of
time at the theatre and at home, knowing thev have one of the

. best shows in town but--opening night q6mes, the run begins,

£
o,

3
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and night after night the house.is nearlv empty.

'Theatre is”Dving.l

'!ﬁqppdv fFoes to the Theatre anvymore,

> I
I

Vé matter how good the show, no matter how excellent the
Artists, it comes to nothing if there is no audience. It is
at fhis-point (of no return) that one of the actors usuallv
remarks: "What wé need is a good advertisinp'person," or
"This;fﬂeatre needs a business manager," And those remarks,
however late in the game thev are made, are the.truth., No
other business would think to run itself with only "front"
men, '

In”;oﬁriﬁg theatre the need for organizational person-
nel is.acute. It mav be possible for other theatres to
reach opening nightgwith barely a thought as to who and where
the audience is. It is next to impossible for a touring-
theatre to begin to tour without some idea of where if.is
going. - f

There is much to be gained if ‘a thedtre organizati;n
can consider the actors, directors and tedhnical personnel as
blue collar workers-~"Labhor" at its modt glamourous--agd the
behind-thesscenes personnel as the "Management." It is the
behind-the-scenes people who are responsible for the struc-
ture, thg-Sudget, the morale, the Big Picture. Let the

management personnel be resnonsible for the organization;

let the labor personnel concentrate on the productions,




LLet's get the show on the road, < -

v

(ALl I want to do is ACT, i

The First Consideration - An Office

A theatre is automatically designed with a variety of
- territorial areas., The audience has its Specia_‘ ared of
seating; the aétors have " the stage and backstage. Box office
and lobby personnel have assigned areas; so does conéeésions.
Often the office’is a smaliﬂﬁrea behind the box officej all
\ too often the box office is the office space. Perhaps the',
architects think of theatre as Art, not Business, and don't
include space for a permanent, visible Management.,
A touring theatre lacks. the usual terr;;ofies; bv
definition the spaces it plays belong to someone else. A
tpuring theatre may have rehearsal space but, if it Es like’

ours, this,space is filled bv other activities as soon as’it

is vacated. The vehicle the group tours in too often becomes

L4

) the only "home" territory. The "office" often seems to "be-
/ long" onlv to the management., An office which is planned with
\ A\
/// territorial problems in mind can become the heart of the

touring companv and the whole program can benefi%. N
’ Ideally there should be two areas? one used by and
therefore belonging to the Management, and one that is neutral
, and can be used as a place for meetings Setween the labor and
management or as a D}ace, o?her than the touring vehicle,
where problems within the group can be settled.:- Then a

discussion can often-be nostponed, labeled "for the 6ffice,"




and precious energy preserved er the job.
N o ‘ \4‘\ . ./)

P et ’ ' L,

We don't have the time or the énergy to discuss this nov, '

— l

We go up in ‘ten minutes. Save it for the offige. | ',

s
4

Thi§ neutral area can’ be a living room style roo wiFh car~

- " . \"

Dekﬁ and lamps, or a Teacher's Lounge style witd chairs—and

.

a small kitchen, It can be nothing more than a permanént

A

corner of a room with a table or a circle of chairs. But it

must be a space that jis-.open and no one élse's territorz{;N

'Jho uses--owns, . ~

The management's space must possess a desk and ?ﬂpeast

one telephone, There must be a plaée to hang or post a map.

.
. \

of the touring area. It is extremelv important, though per-
haps not essential, to have access to a mimeo or conv machine,
There needs to be a file cabinet to keep track of who, where,

’

and how. If the touring theatre works from its own accounts,

there needs to be a hookkeeping svstem and materials. Be-

vond that, what :else happens, hanpens in the minds of the

management personnel,

: v

The_Second Consideration -,The Management Pergonpnel

We are all avare of role definitions and how the;>are
used in our society, There are as many tvpes of roleé in'! the
management end of the theatre‘busineQS‘as in the labor and,

as an actor does, one nerson can often plav several different
, .

parts. '

* N

We have discovered that it is essential that one QePQ

.

son possesses the final sav on policies H“ad nrocedures and
> K N )

11 L
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The Buck Stops Here!

1§

' . b [

°©

]

N Ideallb, this person should be free from ta;k oriented roles
directiv related to the touring oneration; _He needs to'wain-
tain an overview, to focus on the long term, primary objec-

" tives of the Touring Theatre. Because he is En Fhis Jheutral

<@ . . . . . - N 2 od
. bosition (working neither +in labor nor management réles) he
_ 4

can serve as: corisultant, mediator, and support unit fpr both

3
'

' working segments, . ’ N
Al

It is essential to have someone fill the rolls of
o L.
secretarv and bookkeeper. There must be a person in charge
of advertising. Roles that are unique to a touring theatre

' situat\ion are Booker and Advance Person. '
‘ \

\
\

- The Third Corfsideration -

\

» o The Responsibilities of the Manapement Personnef“

A

The Super‘visor"(ba Martin Cobit) ' '

. . l

--funding (grants, etc,) ' .
--overview (goals, philosonhy) ~

--mediator

N

~-support unit

.

-

1 -~-responsibility~taker

This brief list’stakes? out the supervisor's territory., - -

It is prettvy well self-explanatory so far as the "what" is
< \\~_,/ : A ‘ oy
S . i ' 12
ERIC .




. or lack, of con51stencv. Perhaps, .indeed, the greatest need
...The temptatlon to abandon or dlstort poagﬁ can be extremely

practlces promises to in¢rease thé financial capacity to.

'adaptablllty, there should be clarltv as to when an or?anl-

of ceriain options. But even when the results appear most

\Shlft 1n objective or an actual termination of the nropram,

concerned. Financial support must be obtained and main-

tained and there must be fiscal respqnsibilitv in the use

and accounting of funds. A claritv mukt be maintained as to,
the purpose of the total activity; and the goals and activie

ties of individuals, and of individual efforts, must alwavs

be evaluated and coordlnated by aomeone with suff1c1ent nNer-

snéctlve to understanad the total operathn and the deyree,

a

for maintaining this perspective is with respect to]funding:

N ¢ 7

preat when a Shlft of empha51s or the emplovment of certain

e -

functlon. Expediencv is paﬁficularly attractive when it of-

Fers the onlv means of surv1va}7 Without denvlng either the .

necessity or. the poqltlve advantages of flexibilitV -and

zation is abandonlng its reason for ex1stence for the. sake

of ex;stlnﬁ,.at such a-p01nt the dec151on as to whether or

T

not to continue should be a conscious one, Awareness of

o -

this sort'will not necessarilv lead to abandonmgnt of a total . .
] .. Lo
oroject; it will more commonlv lead to a healthw rejection

L

dlsastrous, a real commltment to the neople being served may T
't

require ‘eithér a public: and well underﬁtood statement of

efther would be preferable to 5011c1t1ng'9upport for, and
involvement.in, a program which is no longer doing ‘what those
3 ’ < s .
. ) . ®y




rxl]

who are solicited and involved are told it is doing., Such a
situation of duplicitv and waste can be a consequence of

ignorance even with well-intentioned peoplej for this reason,

\

the maintenance of a proper perspective is essenfial.

Little need be said about the sumérvisprv‘functions of
mediation, support, or the taking on of responsibilitv, “hen
a number of pedple work together inia situation peouiring
diverse talents and goals, there mav well be differences that

arise. In responding to such situations, a numben%bf elements
c s e

are helpful, including a sense of Pumor, a caﬁqpitv for ﬁg-

tience, én awgréness tha{ even adults are in a érowth process

and that time is often an essential'ingredient, and a stead-

-

fast focus on the primary need to achieve the program ob-

‘. .

.jectives., When a numb%; of people work toéether in cohstantlv’

varying situations often removed, in time and distance, from

2 . e . ‘ T
the home base, there is an obvious need for someone to stay;

v s

1

¢ .

- -

home- to ming the store. The téuFin group must be résource-
ful bué there must be confidence in the'supnorf,that is l
available. In this regard, there should. be'no Talseqpxnec-
tations as to the nature of the available supnort: Cood

communication is importaht in tRiys repard, Finallv, as in

any organizational effort, some¢ne should be ultimatelv

responsible and there should be c¢Iaritv as to who this persan

\

R 1
1S.

. L] ~

The preceding has identified the "what" of the super-

visorv function, The "how" will necessarilv differ from one -

.

situation to another, ®feneralizations distort. ‘There is

s

11
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also the real danger that snecifics .as to "how we do it" will

[ imply' @ notion that others should do it the wav we do, Ac-

4 .
1 i L4

. _ tually, hod ou do it should be by relatinp vour own talents,

[ resources, and perqonalltles to the accomnlwqhment of vour

'own goals "in & mamner that 1s consistent with vour, phlloqo-

5

. phy. ODV1ously, vour- abilitv to,do well, in these terms, - -
' ) ’ : - ] ¢ Sl

will be enhanced bv claritv as to vour goals and philosonhy.

-Without referring to other specifics regarding the "how" of“
+ ,

supervision, a-statement of our goals and philosophy--at

least in part--mav be helpful. There is no danger in this

5

area of implving: on the subconscious level any need to do ag

.
oy

we' doy such implications will be quite overt and capable of
: Y

. . ' . o ‘
,being dealt with in a forthright fashion., An attdmnt to ar-
. A3 M .
X ticulate such mattdrs mav serve to Ztimuléte a comnarable
' . (Y4 .
attempt on vour partj; such an attempt would He highlv advan-

tageous to you. Mor is there’éthhinp amiqs in our attemntiny

.

" to nroselattze‘ln this manner 51nce, nrequmablv, it is a_
\ - / .
L nositive reqnonse to the ﬁature of what we are doing that

motlvates an 1nterest 1n learnlnp nore about our propram.
We. have, in fact, several,goala which we consider.to !
A}

< s, ]
be mutuallv reinforcing. One poal is to bring pgoodfqualitv

. live theatre to peoplé who have insufficient or no experience
- [ -

: |
of it, Another goal is to enable people who have had little .
3 . |

‘ |

contact with the theatré to obtain personal interactio

A

with theatre neople--as. human beings and not onlv as perfpre

e

mers. A third roal, achieved throush the first two
4 » ‘ v
enlarge undeéstanding of, and annreciation for, the theatre ‘

*
*




g

techniques in a conscious attempt to exploit the thedtre's

" ther this impact on the imagination, the sensitivitv,.and the -

‘custom bualt through pre-p anni

" cationw - If the people with whom we interact grow in factual

as an art form, A fourth gdal is to stimulate growth. Ve

.

believe that .audience participation in the ‘theatrical trans-

action '‘can exercise the imagination and increase sengitivitw

and awareness. '%e choose our materials and our prodiction

potential to stimu}afe growth in this wav. In the wgrkshops

“«

which follow our productions, we consciously strive To fur-

awareness, Mot onlv does the workshop enlarge the impact but

~ .~ b} B E

the performance provides a'SDringboard for the workshop.- The" T~

nerformance earns us the right to be where we have come,
| -

builds rapport between actor and audience members, facilitates
the interaction between the \actor/workshon’ leader and the

audience member/workshop participant, The workshop situation

f growth‘ The%e mav be develop-

\ N ~ B
mental or qub1ect matten 1n\th l? orlentatlon and mav be

L <

also facilitates other tvpes

[IRY
-4 These matters are dise -

L3N

-

-
[

cussed at greater lenpth elﬁewhe e, (See the nroduction 3

manual for specifics concernlny our annroach to Derformam e.

«
*

And see the workshop manual for specifics concerning our

working methods there.) Let it be enough, Qere,-to identify

the goal of growth stimulation--with one imnortant qualifi- .

knowledge as a consequence of the interaction, we view this
as a w erful by-product; we're happnv when it occurs but N

this is not our objective, Our obiective is nersonalitv,
i a * L

~

&y -~
errowth, Ue want neonle to grow in self-accentance, in-= -

r

.
’

. 36 - .”'.
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 acceptance of others, in anpreciation, in curiositv., What'
. 4
e . ) . . :
the "Eskimo" label meant to those who annlied it and what

. -

the pecnié we call by that label actuallv call themselves is

-

of less ,concern to us than the awareness%e can create of

the fagt that these peonle of the far north have a culture

B} [V .
whicH is different, interesting, and to be.resnected, The
W

ish activitv to which Othello is asked to respond is of

id [

le'ss concern to us than the awareness we.can generate of

~

—)\
hakespeare, as a writer of nlavs which deal with human
beings whose nassions can come alive and whose speech can be

understood (and whose valueq we, can aquestion and at times
(]
;reiect). The .factual knowled%e we present is of less concern
~ 2
to us than the interest we can yenerate in a subject which

- ' a

others~-1f so motlvated--can take advantape of in the larger

- contex ,of an onp01ny relat;onehlp. ) -

4

In assumlnp resnon@xbllltv, nrov1danp sunnovt, medwatinp
areas of frlctlon and dispute, seeking and eXDendl oS funds,
the sunérvmsor (whatever his or her title) must cofistantlv
keen in'mind the overallﬂ%biect;ves and the realization that

. . s,
‘means must be consistent®with, fgoals,
. JE N
. One final word should be said of the. sunervisorv func-
) - 1 ]

tipn: there must be a sensitivitv to the value of the

2

+ program to those involved in oroviding it. Coals must be

For us, the°goals are clear~cut.

articulated here as well,

"irst, our program orovides eXcellent tra1n1np for actors; at

’

a certain advanced atape of develonment. ittle nnnnrtun1fv

By
exists for developxnp actors to exmerience tho demandq, and

. \'*
T , : YT
'-:’&

. g
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A \
.=+ the opportunities for refinement,

f repetitive nerformances

e over a long neriod of time, |Such expnerience is the nature

" of this program. Actors will alsg learn to work torether, to

, adant to a varietv of audiendes and nerformance situafinnql i

and tJ replace gimmickry with a more substantial honestvw 7@

!

»a consequence of the overt hqnestv of their audiences, /

Secéﬂd, our nrogram trains people in the techniques of w%at R f
4 . ’
wé cdll developmental theatre|, Thirdlv, our nrogram pez@rates

An awareness of the significapce of what we are doing,

o= é
;
. tivating narticipants to seekjto accomnlish as much, more,
B |

or at lgabt some nart of %, in their ongoing dctiv4+ieb

after they have left our own ‘H{rogram. ° 7 ‘

~

'Secretary-Bookkeeper " . > o

—4 - -~

R “Thg’roleé of'SecretEry and Bookkeeper are dé€nendent

o

. ) A .
unon the Booker and can often He handled bv the %Booker or bv

" e . ) » . . v

B a nart-time emplovee, If the tburing theatre is nart of a

12

»

larger operation the Booker wuil need to ceofdinate his work

’

yith the larper staff, The bulklof the secretarial work
. .

) o . \) N - 1
tends to Be seasonal, with hours \and hours needed before the }
> . -~ |
« .tour begins to prenare the varioug§ Enformation.and advertising . =
< . . N EIEY '...‘ ‘. . . N \

nackages. Nften scigbts need to bh& twped, ' Dailv work ner- .

i v Vi . ’ ’
< £ . ¢

. . taining to booking almost entirely onsists of mailihg thé\v |
. ‘nformation and hdvéﬁxjsinp pégkapes\and tvning letters thét , Q

confirm arranéements made bvlfhe éookér on the *telephone, / i .
\ . Often. the éooker is the moat efficient nersnn'haik;this work

as he ¥nows the arrangementg he has made, ' oy
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Bookkeeping is generallv more complex a task than oria-.

v

‘ pinally anticipated., Expenses are divided into three tynes:
d . \ r

1) salarjes‘(if anv) and perdiem 2) those incured while = 3

A

preparinpathe shows (costumes, etc,) 3) those related to

touring such as gas, housing, food, It is essential to make.’
Lo all'arrangemgnts extremelv clear to the actors at the time
thev are higéd. Thev must know what their salaries are and
when they are to be paid, Thev must know- per diem navments
and arrangements in advance of the tour, i.e,, so much per
dav, paid one week in advpnce of tour. It is possible to

select a tour manager who is DaJd a lump sum for.the whole

proup s exnenses but this tends to detertorate 1n%o-arguments.

// Lpr have to pav for mv candy bdgl
.\@ a bec?use vou paid for his deséert;]
| . . L T A
'Incohé is where real c?mplexities ariéeﬁ; A variety of -
‘nstitution;\must be billed, éanging from schools to old ;
+

folks' homes\io the Ladies Aid of Watkins Countv. Prenuenflv

,everv institution #¥illed will have a different method of

\

b;Lmént.. The {ee schedule may varv -dependent unon where the

Y
» . 3

yroub is performing, especiallv if the Booker is allowed
)

'some negotiating freedoms., Price also varjes if home hospie

|
‘

talitv is excha&@ed. It is helpful to have a predetermined

o scale  of price bAriations“ Below is an example, not
e \ \
sarllv offéﬁed ae\a specific Fu1del1ne. Pemember,

ecelw

for the

sanitv and wellbewnﬁ of the Bookkeener, the Book must keen

J

‘a record'of all fwnanc1al arrangementq he makes

Q EEE ) fk 19, ' . _—
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. . 13 '
Schools . -
performance % dav . . . . . . . . . . . ’
J 2 performances 1l dav. . . . . . « . . .
Social Groups , v )
. 1 periormance plus workshops. . . . . .-
2 performances plus.workshops . . ... . -
Mental Health, old folks, etc. ) -
1 performance plus workshops. . . .- . . o £t
2 performances plus workshops . . . . .- )
Prisons, Hospitals, etc.
- 1 performance plus workshops. . . . . . - -
2 performances plus workshops . . . . .
Home Hogp.tality rates - . ’
place to stay .\. « of¢ v v v 0 v 0 . o
place to st&y and eat/ . . . .+ . .+ . . . L .

. i Bodker
The Bocker is a major management figure. ‘Tt is his
| job to arrange the ﬁimes and places: where the shows will be
performed and workshoé%ed.g Too often the job 1is viéualized
as a glorified secretarial position, whereas in rea]iﬁzg fﬂe
person must have severai’special quélities. He must"’be‘S
highly organized, with a mind that can visqalizé éeVerhl .

.months and a whole stale or area at the - same time it is tuned

to remembering masses of details. He must be.capable of on- .

the-spot thinking for he must constantly adjust to myrﬁaa

numbers of variasbles in people and situations. He must have

a flair for selling, for it is.his job to contince someone
. . . . 4 ) Ta .
. who doesn'\t in the least care aktout drama that this theatre
' . x‘/'\ ) -

is exacilx)what thev need.

»

P]aying & prison ain't no Sunday School picnic, lady.

(Y

. o What “do you fhink.you're getfingiinmo?

-

o

v . The hooker doesn't sell shows as much as he sells the ideas

o ) ' . | 20
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and philosophies of the theatre. This is also true bevause -

of ten-the Booker's images of the shows are formed during .
. o . -

early rehearsal stages. As he works weeks'and‘muntys in ad-.

- s

vance he must Be aware that the shows®are changing, but  the
- ' ' .

-

5

. . . . ' . A . N
ynformation.is not essential to the process of booking those

[} .

-same shows. It is easier to %ork in generalities. Often

: . ‘ ' -/
the whole  selling operation takes place by'phoné, and. the -

l
l
\
quality of voice and abilitvy of the person to work by phone. |
are important.

No mgtter how good the shows are, in’the end the thea-
tre rests on the shoulders of'the Booker. If the Bocker is

not good at his jobh there will be problems. Long periods

‘ Y

between shows mean bore? actors and sloppv, uncorcerned work.

N

There is & lessening in.tne quality of the shows. When there
. —_—

are several shows in the reperator} 11 1s important to book

each'show at least onceé a week if possible. This helps the

material ‘o stav fpesh. The oppbsite error is-to book tdo

much, too fulld, and thereby exhaust the actors.

A balance between, too 1i¥F76]

and too much work must be found.

.8

A sideline of this problem is to book sensibly. Expenses x

and actor morale de end to a- large degree apon #he length.
P g g i g

~»f traveling time, 'in away-from-home. !ime .and in-between-
-~

performance time. JIf there are going to be two days off in

f

a givén week, trv to make them together; -in this wav ‘he
t
actors can utiljize their times »ft. Be careful not to waste

P

“
- .
. o
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time traveling up and down~an area: tired actors resent
N\ R
driving back to a nlace Text door to where thev were a weel
S~ I'4 P
or a month earlier. . L

While\keeping these . major things in mind, the Booker,
. »
picks up the phone, pencil in hand, a map and a calendar

ready on the desk.

Advertiser
The job of an advertiser varies with the need of“the

theatre to generate an audience. In our case, the audiences

s

are often "captive;" schools, prisons, homes for the elderly,
hospitals, etg¢. can by definition guarantee the Qudiencé. If

the tour is to audiences that must be encouraged to ggﬁé, ad-

€

vertising becomes extremely impcrtant and a large amount of

o, } ’
energy must go into the job. ‘At the very least, to ehlarge
the overall reputation of the theatre, a basic story should

v

be prepaijy and used in town newspapers whepever pbssiblg.

Advance #erson . \ . N ' ¥
Al advance person preceeds/;he touring theatre by several N

days to thé nlace where the show will be nut on and makes

the ngcessary physical arrangements. He contacts the.lome

Hospitality people or arranges motél/hotel housing, snots

* S advertising, especially i
restaurants, etc. He checks o dvertising, especially if /
anv show's fee will be paid Ly charged admissions. , He is an ,

) * 4 3%
“essential person for a large touring companv and’would{gf a i
"

I‘ '-,?
. . N A
n'ce feature- for a sifall one. Our particular theatre has

[3

naver had a perlson in this role and so the job is solit
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between the Booker/Advertiser in the Management (who handle
the work that can be done by phone and mail) and the Stage
Manager in the labor (who handles the situations as they

arise in the town). .

-

by X -

Oh, is it today you come? Gee, we thought it was next week.

— -

Sorry, all the motels are filled because of the Moose Convention.] /

7

IWe're closing now, Yeah, this is the cnly place to eat in town. |’

_ There's a truck stop in the next town over, ‘20 miles.

L4
) - A Fourth Consideration - The Method .

- .

Some of the roles mentioned above have been filled by
.o ’
People or a series of people whO'developed a method parti-

culariy useful orareflective of the developmental process

~ ’

of the Caravan. These methods are described briefly here.

i

Director (see the Productior manual)

There is a separate manual devoted to a discussion of
- . ﬁ .
the method of directing the Caravan productions. This book-

& . . .
let digcusses how a touring, educationally oriented produc-
- . £

‘ . .
or group of productions can be mounted simply and .

N

efficientiv and it refers épeeifigally to the methods em-

ployed 'in this process as characterized by the Colorado
‘ ) \

o —

Caravan. ! .

Booker '

AN

The Booker begins his job with a phone in hand and an

emptyv calerdar in front of him. In advance, it is important




, . 1. State Department of Education for a Directory of

—— i ' 17 :
to know and be able to express the overdall objective and
goals of *he Theatre, what the shous dand workshops witl lock
ihe, an? vhat the bdsjc price schedule is. It is impor tant
for a heginning Bool er go C;udy his tour area geog;dph?udlly,
understanding the hest réur routes and the weather natterns
.that mayv effect tﬁe roads. [t is also important that the
Booker has a clear picture of the target audiences.

It s possible to rough out a tentative time schedule
of sorts, taking several items .into consideration: We travel
early fall and winter in the mountains while.the,weathér is
good, and stay near home in late spring when there are
heavy snows. Schocls are slow to book during fhe Holiday
Season, beginning with Halloween at the end of Oc&obef, but
are easv to book'in the iong time between Neu Year's and
Soring Break. e tour the state of Colo;;do in a cloverleaf,
roughly one circle to each corner of the state. This gives
'is a mimimum of four 1engthy-aw§9-from-tOWn tours; it is o )///.
desirable to have at-home dates scheduled on eitherKQide’df 9

/

these longer tours. .

o,

Al .t ~
If he is lucky the Booker will begin with a file of

PR

major contacts in the state. If such a file is not ava‘lable,

the Booker should make one as he goes along. Several impor-

*

tant beginning sources are:

Schocls. This usually lists phone, address and
princinal, and often includes number of students, etc.

2. State ''niversity's Journalism Department for a list
of maior state dailv and weekly newspapers and radio
and 7.V. stations. .- . ‘

N »
24 _——~—-——" ~ ’




3. State Yental Health Society tor a list of ho‘px— )
tals and regional centers. ‘These reglonal centers
generally have other contacts, such as prisons,
reform schools, schools for the retarded, >chools
for 'Deaf and Bllnd homes for the elder]v, etc

4. The State Arts Council should maintain & card file
or at the verv least a mailing list of arts oriented
peonle aagund the state and communitv theatre or-
ganizations. These people are helpful in .estah-

, lishing local contacts and helping with me Hos-
piltality arrangements.

Whenever possible begin at the top. of an organization

. and worP down. It is easier, for example,. to book the theatre

\‘v-
\\\w1th a superinhterfdent of schools for his dlStP1Ct s schools '

v

thén it 1s to werk school bv school. If the superintendert

won't helo, call the Language Arts Coordinator or Curriculum

Dlrector for the svstem. TIf he won't help, call the Principal
> of one schopl and attempt to go to a Principal's meeting .

(which tend to happen on a regular basis) ﬁb'explain, hand

éut mate?ials; and book. But if necessary, book schpol'by~

school by telephone. K !

.

It can he extremely helpful if the Bocker has a package

4

»

centaining a mimecgraphed information sheet about the}fheatre,
a separate ;heet'for each play containing informaticn about *
pfacticaf métteré such as audience arrangement as Qell as

- descriptive information about the plays. The .workshop

descriptions and requests also need separate sheets. Lxam-

3
-

. - .,
ples of the best of our informational shyets are appended to

- ' this bockdet. . //
' The Bocker can mimeograph several hund Sheejts for
Contact informatiorn. This form is filled out, forledch contact

/
£

o.- - 4 25 -
) A\ .
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he makes. The information on the sheet can be used to record

the necessary scheduling information and then the sheclt

-

should be {iled., 'The next vear it is pulled from.the {il¢,
updated, and hecomes not only a future reference but a history

of the centact. An example of a Contact Lnformation Sheet

A ‘.a

is included. The information on these sheets must be trans-
¢ o ’
lated into useable form and given to the touring group. It"

would be BpoSsible..to use duplicates of the forms, but six
actors with a sié%le,sheet for each booking e&uals a lot of
scrap paper.

If the booking 1is completed and confirmed by telephone

D

G

a contract or bill must be sent. We send these cdntracfééay/,

duplicate, with one designed for the school to use and keep
and one-desiéned to come back to us with the check. When the

contract comes- in w1th a check, he contract is marLed paid
I ~

and filed with the Contract Informatlon heet. -When 1t comes
in without the check, we wa%ﬁ/ﬁy@(&g:;;/:nd then mail a bill.
. . \ 4
An example of the contract is "included. '
'

If there is no advance person, the Booker should call

«

the contact the dav before,perforhance to confirm arran?ments
and check-on last minute developments. There is generally
nothing that can be done about changes because the Theatr //ﬁk‘
_is on the road.-and cah't be reached, but the advance cal
eliminates situations where the Theatre arriwes and no one

has remembered thev are coming. S

~
N

In a certaih percent of the cases, no matter how many
¥

times the “Booker has carefqll% repeated a given piece of

.
~ \ . e

As



-

inforﬁation on the phone,,né matter that the contact has ‘ ‘

- ]

» N . . :
several carefully written sheets, explaining intent and nced, -

the information will not have been assimilated or acted upon
. N ~y

in the way in which the theatre needs. 'That is why the

advance person is important, /

> . '

§ , v
The Advance Person ' ) : X \ '

5-*

We "are recommending .an Advance Person to you on the

@

) \ ‘ ¥
theoretical principle that' face.to face contact between two

‘Q neople who have the authority to make decisicns will accom-

plish ten times the work of a dozon phone calls. The fruit
of this arrangement is that the agtors are relieved of the

burden of having to make‘daily logistical decféions. ’

_“on tour and at the perfbrmance/workshop area. The Adwvance .
) .
Person could, by traveling several days in advance of the - .

touring persdnnel, arcange sleeping ‘and eating accomodations,

. .

determine the best route, determine the lgeaticen of the

performance, add wecrk with the Booker to determine Real Time.

These logistical decisions are groupéd into two areas: . i
|
|
|
|
|
|
|

Booker: It's only 20.miles on the map from Lagle to .Red Butte.

Ad. Per: But the 20 miles can.only be driven at 15 miles an ‘ L
: hour because the highway department tore up the . e
2 ' road three vear$ ago. i

s .- B L SRR O
- Rl

There are problems of Rea{‘Time at the Performance/ .

3

-~

Workshop space as well, ' . ' p




’ R BooKer: Well, she said she had ten periods in the 1
day and -wanted ‘nine workshops.. I suggested
.the tenth period be a lunch hour. )
* Ad, Per: Each period is twentyqfive minutes; not an
« hour, and the schodl is so large it takes
five minutes.to get from class td class,
- plus five minutes to settle down and make
.announcements. Thdt gives us fifteen -

mlnute workshop perlods.
i ,

. o : )
The Advance Person can ask (or reask) such questions as: -

-
‘

.o 1.. The arrangements made with the Booker are for such
. and such-a day, etc?- .
2, Could I see the space designed for the performance° )
.What other spaces are available? ‘

3., Will announcements or bells interrupt the performance? N
- " 4, Will all workshop participants have seen the per- ‘
: formance? ' . - "
5. What size will the workshop group be? =~
6. What does the workshop space look 1like? Lots of y
_ . room? - . . i
7. -What specific workshops- can be presented or pre-
pared for this audience? What are the needs of .
- this group? . - T

¢

4+

He can also prepare the host personnel as to what to expect
. + and suggest ways of really uslng the-exp‘ﬁlence of the Theatre.

{ -

If I had only known tHis was what

. . would happen, I could have. . . -

-
. T -t -
- - - .

It is essentialf%hat the host personnel understand wﬁatﬁkind

of theatre is comﬁng and what the ekpeeted results are.¢ If 4ﬁ‘
}* , N eﬁe .o
possmble advance materials ﬁlght be offered which encou%age

L4 Y. .1

Pre.and Post Work with the target audience. These could in-

E .

. clude bibliographies,‘'scripts, advance teaching materials,

games --the list is.endless. 14 ‘ o &

EY

. . The_Advance Person could also handle paDt ‘of the publlclty o

v 1

packages if publicity is, necessarv.,  His role in this aqfivity




is discussed in the advertising section.

Advertiser

. -

When advertising is neeessary, a planned approach to
the field is imperative. If the theatre needs to generate

audiences te stay alive, the money spent on adverti%iﬁg needs
~ b

to reflect that fact. It should be the largest item in the
budget, taken off the top of what ever fuypds are available.

I repeat: advertising should be “the largest item in the
o : : : b !
budget, not includlqg the salary of the advertiser.

e

The planned approach can divide the adQertising impact

A

into three areas: s

. 1. National and Regional advertising (which depends

.upon need .and desire of the theagre to be recog-
‘nized nationally or regionally) b

.
+ .

~
,2. the Area or town \\ — '
' 3. tﬁ ituation itself - I,
e s i i ‘7//

* )
Advertlslng on a natlonal or regional basis is .a long

prbceés and should be planned in terms'of years rathgr/%han

’

months. 'Nationa}.circulation magazines buy articles months,

invadvance, for %pstanée. The thrust of the advertising (en-
tertagnmeqt or neWs or education) mdst’be determined qnd
contacts made. National coibgﬁfions are often.the best
soﬁrée for qontacts‘and'for display. ,

A basic publicity package canh be prepared for the areé
or town. It(includeé:

¢
1. newspaper articles for both week;les and dailies,

including pictures

2. radio ads

~ .29 \
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~s

3. posters CY : . .
4. flyers L) R

There needs to be someone who sets up T.V. shows and radioc

interview programs. T.V. ads generally have to be bought -
but many radio stations advertise for free on their "Town
Calendar" and most are interested in psing the group for

their talk shows.. D )

1 . 'S

. . The situation itself needs posters and if there is¢a

paper, suc¢h as a school paper or the Kiwanis' news or whatever,
there ghould be articles prepared for fNPse publications.
— Announcelents can often be made on a P.A. or other system.

. D If there is an Advance Person he could explore more

" local publi%atfons such as regional farm journals and local

magazines. ‘There are often industrial plant newspapers and

newsletters in local grganizations. He can appear with writ-

ten article in hand, and a package of envelopes addressed to
- ' ¢»°
) the Theatre's funding agents. He,should request that cgopies
. . : 1 \ 3
~f the advertising materials be sent to the people on these

i

’

oo . addressed, stamped envelopes.i Géngrallyfailetter'of appre-
% : B '
ciation accompanies these articles when %hey ate finally '~
. ) , . .‘L\ . ", ¢
mailed and a real grass roots support of the thdatre is born,

In a local situation the most important fqpm of ,adver-
tising is Word-of-Mouth. The advance person's work gets
word-of-mouth ‘going but I would suggest,a,defini?e organi za-~

tion of the campaign. Ipclude letters to alumni of your local *

»

school's department and a letter to anv alumni organizzti ms, *
-~ .

A
\ N\

Suggest theatre parties. Do the same for all community B
N o o. . o

1/\ \:k 3 . k
ERIC b : - 30 o -
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b’

o

_ .
. ] -
! - -

theatre organ*zations in the towns you will lelt“ hIftpos—

» .

. sible set up a telephone tree: thls is the sxmple prlnclple

-

} .
¥ friends each and ask them the sd&he. Thig is the single most’,

*

.

of asking your coptact to call five people and tell them per-
! T

sonally about the theatre -and ask them’ oerSonally.to come.

Then ask them, whether they ¢an come or not,. to call five

effective form of advertising and if utilized‘we}l could

~

" probably pack the theatre without a shred of information i

fpersonnel and th

r

“task and tow

. . . . N v
being in the. newspapers or major media.

»

The importance of &dvertising tannot be underestimated.
. . tr
Fven'if the audiencggs a theatre tours’ to are primarily "cap-

tive," keeﬁiﬁg too low a profile in the area makes booking

difficult, Keep a steady supplv of articles and pictures
. \ » »

. * A
available and going out t6 various media. ?
. T

Evaluation (see also Workshop- Manual)

Evaluation sﬁebialﬂsts=are readily available and shou

/

be enlisted in -a program of this sort. Evaluation is: esseﬁr

tial. The proper orientation, ‘on the part of the program

aluation persqpnel--toward the evaluation
d one another——ls difficult to come by, how~
ever. Without axproper‘orlentatlon, evaluatlon is probably
doomed teo fallure. Careful attention should be given, there—
fore, to matters»relevant.to evaluation in the-éecfion of .

~
thls manual dealing with the supervisor and in the evaluation

section of the workshop manual

\
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~+ Consideration Five - The Team
- 3 - 3 \ . - .

./> It ;s essential that cooperation is, the warchword
' ) ' v . v
throughout the entire organization., Cooperation is based in
. . ' o
twey needs: 1. The need of each person to understand the

-
!

scone cf his job and the jobs of the resat of the team and.
2. the need for constant exchange of information.
‘ -/

-

I¥ the Booker doesn't understand the needs of the actor

(and‘vice'@ersa) t bles will flourish and morale decay
N ” ' -

rabidly. The secretary must- understand 1he Bookér's need

for the materiad To@bc mailed THAT day, not a week larer.

The simple logistics of Qho does the job and how it should
. , . ‘{
Ye done must be clearly undetYstood in advance.
.-' The  exchange of information’betwegn persohnél mést be
ofganiégd. Ideally there will be several hours set aside
> .

1 . 1 i
2ary few weeks (or more 6ften if hecessdary) for ¢he purpose

of sharing. New schedules should. be handed out at. these
times and gone «ver itogether. This meeting should allow
feedback information to be exchanged: . this booking worked

SMmo ‘thly; this one didn't because. . .;-no more than two

‘ - )
perflormances a day, please; this show works here but didn't
. * ’ ’ . N '

.

- . . N A P .
work at the Prison, show B would have be%h better.: e
- ’f g ° P '_‘7“ »

> )
4

%

It is in these meetings that the structures and poT101es
of the, theatre will develop and change. . Each member of *he

- " . N ) . ° () P .
2rganization needs to panticipate in 'that shaping pr.cesg
. ) 0

' = v - .
zna to,see the nrccess [ ir+action. :

e
A A\

I

b3

'

There j§ a tesrible loneliness gonnected to the business

LY -~
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>
of touriﬂg. When the actors are two weeks on the road and

three hﬂnd?ed_miles from home they must feel. that the home

base personnel understand and:-respect where thev are. They

I} [N

must also feel that the home base, the management, will

support them in their problems,

, . [

¢

¢ — e — —— - e o e vo—
-

Can we cancel Monday and Tuesday and come now?

,Three of us have the flu and Judy needs a tooth pulledJ—

The mapagement, on the other hand, needs to feel that the N
actors are doing the excellent job the Booker hag, describéd
dand that’' the work is being carrled on in the best spirit of

the f%aditlons of the theatre.

The readiness is all.

%§$ﬁ4 The sth must go on.l.

Eth ‘

If some attention is paid to organizing the "TEAM":

there will be a team. For touring theatre as for any dther

bu51ness organlzatlon the old adage applles -a house

divided agalnst 1teelf will not ,stand. r .

*
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Contact Information Sheet - .

‘ Name: . ' Date:

15 ]

Address: v
Phone: <(home) ' - Town:

S {work)

Performance:

. Place: - -
. Address:
. Phone.: .

{ How to get there:' <

. Physical Plant: open area auditorium

Audience: _ .
. Times: ] we v

* -

. . WOrkshoEs:

Place: ‘ ’ s

.

*  Times: - e

ey

1
Problems: ' : s . : ?
|

Home Hospitality: *. yeés ’ no

Who: o

. _ Where: o v .

. v . ~

ERIC s
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Contact:

Booker:

’

Contact:

Booker:,

Contact:_

Booker:

Contact:

+

Reooker:

Contact:

Rooker:

Contact:

Rooker:

Contact:

Booker:

Contact:

Booker:

contact:

- .
’\ﬁ-qa‘"?rgaﬁﬁéng Conversation F

Hello. Burbank Junior High. " Stiudent speaking.
Hellu. This is,Julia Booker for the Touring
Theatre, calling—ON? DISTANCE. Is your princi-
pal there?

No. I mean. . .wait a minute. (pause) Yes, he's
here, but he's busy.

Is vour Vice-Principal there?

Y t. . .oh, here's Mr. Johnscn. Mr Johson.
MR. JOHNSON' rr‘her*e s a 1%dy on the phone for you.

Hello, Mr. Johnson. I'm Julia Booker for the
Touring Theatre.- I. . . ‘

The who?

The Touring Theatre. We (statement of general
philosophy). I'm calling vou to see whether or'

‘not your school would be interested.

)

I doubt it, Miss. . .dh. . .Bookend. We're not
oxactly“theatre oriented around here. . . v

This theatre is -designed for people who don't
usually ccnsider themselves drama oriented, sir.
That's what we're about. We (statement of .major

- goal).

\

Well how much do you cost?

-t .

" We cost (whatever) and that 1ncludes the work-

=hops, of course.

"

.WOrkshops? tlhat are. . .? sy

A
WOrkshops are (etc.). N
‘ ¥ ':_,)2 .
(1lst °1gn of 1nfe¥est showing) Well, now, alﬁ?“
that costs only (whatever) Are you any good?

Yes, sir. We are the best Lompany vyou ¢ould hope
to DPOVde. .I have several pages of information
about us and our producticns which T coluld. send tb

‘-—'-_’L——-—

vou,

I'd Like’ to see them, Miss Looker. -
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Booker: I}d Like to "ook at a possibhle tourlng date, too‘

We'll be in vour ena of the .state around November ‘
. 11th,*

Contact: No, football game that dav,

Booker: November l3fh? . )

Contact: No. That's Wednesday. - (Never ask "What's wrong
with Wednesdav?") ) .

Booker: November 16th?

Contact: No, -but the 15th is 0.K.

Booker: Well, 1'll have ‘to call you back.after I see if

the Mental Health Center can trade days. -What
would be a gowvd tlme of day-to call?

Contact: Well, I'm sure to be here between 7'30-8'00‘@.M.
) Booker: All right, I'll'call you at 8:00 day after
. tomorrow. I'll get the 1nf0rmat1on in the mail
- to vou today.

During the return call the Contact Information sheet

/ is completed,

30




ot . -

30

S UL CH AT CCARAV AL aYHOUNCe g

4
>

the rrrformance-won' « on corfiinatione avail-hle to von in 1071076

N
-

. . 3
: Performances (cloose *o sujt von citustion)
0 Elewentary Schools Ec'iro Live and Le e ‘
:  Junior Fii Schools Colornao, L770=20"" . R
"Sepior Ei~k Schooels Tarde ine tho Sunerenlural v S oaleanepra
A1t Srom-A I L T B RIS LI .
. ) : ' v
* Workstons (choose *tm ~uit vour desire) ‘ '
Rerular dhtions: =, tru;;/// d. crestivity
. He senfitivity Be exnrnssiveness .
Ce imrriration f. sell-concidence
Srecial GeSirns: worked out to reeét smecial interests or needs
(Exemnles of cesipne nlrﬁﬁny worted out for 19/%-7y are:
"o 2e @ Righ schcol da wlich fvooworl @ ionr will e toelie-the
’ . Tirst on ”r'vw"pt DAL rn’:tih“ }“:"natfor te corcerts of |
‘a’(vjc and -'»}( uTerrn: Hur l '“e cOeOTe or D‘ .’?r(“" n'r(,- ‘T
Y. iv ore peult eroup wo”bv'on ~roadering rolo-y 1o ving to
' ‘ exrdore ot neeg ov&zc bﬂ'lth epd mecjeal tro trernty
: Ce an elerertory sci ool vor ehop drvelvinge ztud nts in
tlhe conuterction oy ~v:1u'+ion of ur-atizationa; ard
. d. a Junior ni~! «chool worl shop (rarptizing stveent
storieg writter in res orse to t.o,uAAAJA there,)
v . :
Teacher training “(for tosec irterested)
Jrlo“ta¢¢op Seselore, in=grrvice treinine, or credit courses
car citen e worter out umor refuest. | )

) . .
] v
o

. ~ After t'rez vears of ESEA Title 111 stmort-~duripg wiieh over 180,000
Colorzionns we e ~erynl-=Culi (ull CrdnVall j« now continuine as an
intesrel rert of the zervice s trai- ange ﬂctwv:tv o the ‘nthrsity
of Colorsco, Deckerca, ur ¢ rational eviln 1 tion trﬂr, to be or
"Pxe""rv h”OV”éﬂ"'vmr Lol enntiection dv ooltcr wrte (F the
country, LLUR?LDU"V&;(A/)U GAn cceivi G g Lisoe {rotior ol D.L'.t.. don
Trart to make its Yrd. ror rovn mallor=wics a1l 1o sely otiers wro
wist to °CO“t or alsmt it to fleim QU sthertiors. Ay i*LU’t"tGd

.. article or the CLLU o AL{AJAI.' 2 ororreG oeentbly in g}m(‘“ can Elucation
(durpet-Sa-terter 1975, n. 11-19).  Tio Ca<ath rering swail-tle 1,0
frours ir Colorsao a- t 4 sare Mininal, twelow coast rate off 575 ‘or n
aalf-cay or $100 for a *v11 day. .

1f vor vigy to contact 5y write to SULCAAD CUrlial iy Devortrent of:
Shwegtre e Deveey IvIvopliite o soloraco, couicor, Colow o 0202
or call Iraressor lrrtin Cohir ot LCLo9368 (1 rye < oppes on ver o Rir

to crlt youa back if " ~'c rot areeitetely ryeilahle).

.u;rw 0" us, . too, if vou.want to r-:~e funds for s cormunity nroject.

’
>
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COLORADO CARAVAN s 3/

¢

~

ELEMENTARY WORKSHOB%SﬂEET: Teachers are requested to be present and to
participate in the workshops,

3

’
]
»

APPROAGH ONE: FIRST YEAR SCHOOLS: Introduction to Theatre Workshop

These basic workshops answer questions about actors/acting/thestre.
The actors also demonstrate and work with the students in the area - .
,/i\\ of theatre exercises, pantomime, role playing,\stage movement and ;///
* ther training exerci{ses and techniques. This workshop can be eithe
one-half hour or one class period long; we hope it will be on a ratio
of one actor to fifteen students.
RETURN SCHOOLS: (with the exception of'kindergarCQnar and possibly '
- first graders who would receive’ the Introduction
to Theatre workshop described above) ! :
, /”\.——
The Caravan would like to introduce more detailed work to students
in return schools who have slready experienced the above workshops.
Therefore they have a workshop available which will use'Two Swallows .
to illustrate how ritual drama ie a principal factor of Native Am- 7
erican life, The Caravan will discuss the theatre techniques utilized
in the daily life of the tribes of the Southwest. The children will- .
attempt some dance steps and rhythms, sign language, and other elements
observed in the play., - ' N
This play and workshop could be used to support or introduce a unit on
Native Americans. Suggestions to hélp design such & unit are avail-
able from us. .«

&N

. actor: fifteen students, . ///

APPROACH TWO: The morning would be spent with Two Swallows, followed by either of
the Approach One workshops, depending upon the numbefr of years the
Caravan has toured the school.
The afternoon would involve the Caravan actors parforming the Improv- N
isational Tale for the school, and returning to the' classrooms to
Zsat_onal 238
teach the children, through doing, how to turn a story into a play.s
It is hoped that this simple. technique will be utilized by the teacher
in the days following the Caravan's presence, and that the ‘children
will adopt it in thedr play time, .

» This workshop 18 one class peiijf long; again request ratio of one

-~

PHYBICAL SPACE ARRANGEMENT FOR TWO SWALLOWS-
This sugsolted arrangement of children is
designed to enable all to see and hear.
Arrangement of aisles and acting area is
essential for the performance. The circle
might be twenty feet in diameter; the aisles ' - 20
two children (third grade) wide. A$8L8 one \ fr - | AZSEE THREE
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The University of Colorado Department of Theatre aund Daqﬁp

presents

KYOGEN

- ¢
-

2 i e
Kyogen are short comic plays from medieval Japan. 17‘
They were inserted between the serioub and slow-moving

Noh plays of the period td provide much needed emotional
telief. Dealing with ordinary people in earthy situationg
Kyogen contrasted greatly with the philesophical and !
‘religious orientation of the Noh. '
N Becaude the humor grew in large part from the ’
paraody or near-ridicule of the Noh form and also
because - naturally enough - the actors related to
the tastes and expectations of their audiences, some
aspects 'of the Kyogew style (especially the tempo) -
would be difficult for contemporary American audiences
to appfeciate, We have, therefore, adapted the style
/ of the original. Necessarily, changda have been .
made in colloquial expressions. We'-have retained
> , the flavor of the simple language forms and
' vocabulary. 1 b
We are convinced of the universality of the humor
_and of the appeal of the material.
This conviction has led us to our own contemporary
version of what a modern American Kyogen might be.

Three plays, two Kyogen classics and one modern expeéiment,
demonstraté the common bond, on the level of enjoyment,
that can bring people together across times and cultures.

’
M

¢

) Thesé three productions are available to your .
g : community on a ''pass-the-hat’ basis. We will -
arrive, set up our limited equipment, and & -
play for you. If you are entertained, -you
« can put a contribution in a hat passed . N

at the end of the performances.

These plays can be‘perfo;med in any area, x
any space. The Caravan does not use ’
lighting or microphones. There are no
scenery or property requirements.
We hope we can serve your community, and
bring you all an-evening long to be
remembered for its warmth and joy. |,
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Workshop Training Manual for COLORADO CARAVAN
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_ The Colérado Caravan W6rkshop Manual- , -

The performance and the, workshop experiences are
. - I4

1nteprelated Although the focus of this manual is on the
& ‘

- w¢rkshops, Some’ onenlny remarks about the performanCe are\

useful._ . , .
— . - W

Workshon’Context , , .
§ - ‘
| -

. It is important, first to realize that for manv of the
(] , , ~ .
people to\thm‘the CARAVAN comes, we provide one of verv few
- - . 3 . —N
artistic experiences and--quite frequently--the .first or only

1Y

X

.experience thev ‘have ever had with ‘live theatre. ~$econd1v,‘
' as theatre, the production calls for imaginative involvement;
and this aspect is-intensified by our conscious usé-of

[ - - *
production methods whicq/dqmand and stimulate imaginative -
involvement. It .is importdmt to stress ‘the value of the

production in stimulatifiy the tvpe of orientafion:and

\

¥ éctivitv soughtcafter in workshops. Thirdlv, the degree

that the nroductlonOle successful 1n hav1ng an 1mpact on

.

the audience enables the actors to eaﬁz thelr right to be
among the audience members, using their.time and their
snaéé. In short, the performance establishes a rapport -
which greatly facilitates th; interaction between audience
. mémbers and actorsg durinp the ‘workshops. For thes; reasons o
«* it is"essential that the performance precedes the workshon.

When there&have been exceptlons to this rule, the workshope

have been, unsuccessful,

. ) . ' ®
, : 42 N
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There are times when those who arrange for us to
A

come to them indicate a desire for our performance only. s

- i ' ]

Most commonly, we refuse “to perform unless we can follow
. .

the performance.witﬁ workshops;‘excepfions to this are

rare. One exception is a desire to introduce ourselves -
where we are not known and the only way to beceme acquain-

. ted seems to.be‘through a simple performance.’ Obviously,

A

such ‘an arrangement would not be justified twice in a

row. Another exception, which is more. common,.is when we
. . . rd

~

give a performance for fund rdising purposes; that is, to S

raise money -that will-enable us to bring our performances

Y

. and workshops to groups that. have no.budgetarv caﬁacity to

" pay even our very nomipal fees. L
Ay [}

Why this insistence opnr combining p formances with . .

s '

=¥

.workshops? There are two major reasons. First of all,

~ i

there is é‘srfggg\tendency——uhderstandable in_light of
‘their béckgrounds of training and experience—;for many
people to think of theatr%’pureiy as entertainment. From
this standpéint, the gbal;wouid appear to be reached

through the performance; the woxrkshop is a difficult

v . ’ H

B element. for them to pnderstand——either as to its nature or

7’

its value. To «the degree that we are willing to do pro-

. ~—

ductions only, we ‘tend to reinforce the notion that we are

essentially a source of entertainment. O0f course, we do
f

strive to Be entertaining; ‘but we do not acéept this as the

~
.

reason for our €xistence, Secondly, just because the

reason for our existence is developmental, our goals cannot

. s : ) N
O . >
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be achieveo as effectively through production elone.
That is, the worksHOpoisua tital and necessary part of
our-method.

‘,Conbincing people to take our worksnops along with our
performances has not proven too difficultl The key to
success nere seems to be the offering\of a variety of op- ¢
tions with different appeals. It is also helpful to set
forth thHe options in fainly concrete.termé. Those who are
perplexed initially as to the‘nature or value of'e workshop
wil; not feel any more comfortable whentasked.to enggest
what they ‘would like the;workshop-to be. 'Ideally, of course,
it would bé good to have othersa work out with og“the nature
of tne workshops, -Often, as a result of eErlier experiences
of working together and developing trust, this stage of
co-planning the workshops etrives naturally.

Practicaliy, then: we offer options and sub—optiona;
WOrkshops are described as' fitting into any of four catego—
rles content centered, theatre centered, develoomental,

A

or custom de51gned ‘to meet specific goals and c1rcumstances.

_Various tvpes of developmental workshops are,suggested and | °

’

examples are given of a fe@\custom designed workshops. This

terminology must be made meanlngful to people and, of course, o
we must be prepared to supplv any of the optlons that may
be chosén. A fuller discussion of these options, therefore,

. \

~

is called for here.

'
A'.. T 411 ({:
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. Workshop Types
A} * LY ; .

<

] Content Centered . 2
~ o~ T

The content centered workshop ﬁndebtakes to enlarge

-

‘the audience's understanding of the material in the pro-

duction or to facilitate a‘deeper probing of concepts or

—

problems whfch~appear in or are stimulated by the production." 3
.' .
CARAVAN productions have had specific orientations but there

"is no necessity for other groubs-—nor for-future CARAVANS--

.

to shape the content in this fashion., In the past, however,
we have established a péttern of éIemeqtary school programs

3 R
introducing specific and varying cultures, junior high

<

. v

N ° -
school programs focusing on social study issues, senior high

» schqol programs grouphﬂg scenes from Shakespeare around a
theme, and adult programs providing mature entertainment of
a light but socially relevant‘ﬁature.

»

In working with young children, we seek to provide a

méahs of exposing a youngster to as many different cultures
as there are years (and CARAYAN appearances) in the elemen-
.%ary school. 1In our four &eérg of operation, to date, there
gfe schools in which we havé‘giVen productions énd workshops
fbur times, helping sfﬁdehts,to.focus on four dif§;rent

H * 4

cultures. Content centered workshops have involved young~ . v

sters. in leaﬁning some of the sign language and‘sance move~
- ments of the Plains Indians, some of the attitudes and cus-
‘toms’ of medjeval Japan, or.something of the living conditions

and iifestyle‘of the Iskimo of the far north--to name a few s

of the subject .areas. - The peint is, however, that .our

ERIC ' -8
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primary concern is on developing a realization of the multi-

plicity of cultures and an interest in and a‘resgect for

-

people whiph'transcends cultural differences, It is of
14

reiativélydlittle‘consequence to ué how much factual know- i

ledge is gained or retained. \
There is, of course, no innate contrédictign between

the gaining of knowledge and the sharing of cultural ex-

N
. periences, It i1s important for us to prepare reading lists *

. and activity suggestions that can be used in anticipation of

- 3

our visit to the school and. in follow-up activities after

- 1

. . our departure. Experience has taught us, however, that the

value of such activities is highlv dependent on the motiva-

tions ahd skills of the classroom teacher. We prefer to ke

.o prépared to respand to teacher curiositv' and requests. Where
. . ! v N N . , \
the prime concern for integratiom with class activity is our

: own, It is generally better for us to focus on follow-up
.rather than preparatory activities. This is unfortunate and

indicates an area in which we must learn considerdbly more
. ‘

. . <

than we know;\we°héve tog often found, however, that pre- .

paration by teachers not familiar with or attuned to our

"

orientation places undue emphasis on factual knowledge. ~ The

result of such an undue emphasii is the fostering of an

rattitude among the children that their task is to observe

from the. outside rather than to become involved in an ex-
perience for its owh sake. The problem is worth mentioning
. .

\

here for two reasons. ['irst, it underlines the need for the

-

prbducing group td be quite clear 'and conscious regarding

ERIC - 46 |




its goals. Second, it draws attention to a distinction as
to educational objective which may be readily--and unfor-
tunately--overlooked by those involved in eValqgtion. In

.

applii?tion, the problem diminishes in direct proportion

REN

to the skill of the actor;workshop leaders. The key to
success here is artistic integrity in performénée, know-.
ledge and respect for the culture on the part of the pro-
duction gppup}'and a sincere and direct communicative' ' )
relationship between the workshop leaders and the' children.

To give one example on the junior high school levely -

‘the performanée during the 1975-76 vear (fall to spring).

has dramatized episodes recorded in a diary. This dia?y is

referred to as the basis for a novel written by an elderly
persoﬁ who seeks to share‘Qith others a sense of the hse to
which the land (in this case Colorado) had been put by those
who lived on it. This culminates in sgme consideration of
what life on this land migﬁt ge like a' hundred yéérs in the
future. Content céntered‘workshops in this case-not only
explore addifioﬁal details of life in the past peribds but

>

stimulate Miscussion of environmental controls, concepts of

legal and moral rights with regard to property, and the‘

nature and bases of optimistic and pessimistic attitudes

regarding the future. This same material lent itself readi-

"1y to a'specially designed workshop described in a later '

N

section. . '

On-~the high school level, performances have utilized
. -

scenes selected from Shakespeare to illustrate or develop a °

4T N




theme. We have been attracted to such themes as "Rogues
and -Villains," "Battle of the Sexes," "The Generation Gap,"

"Magi ‘and the ‘§upernatural." Here, again, our primary ob-
\ ¢ 1P

~

jective is not a factual one but rather ohe -of vivifying
Shakespeare's plavs in performance so that students can
-better apprec¢iate that Shakespeare is communicative, rele-

vant, and interesting. It is'a relativelv simple task,

,

however, to set up a workshop on Shakespeare or on a speci~

fic play of Shakespeare. In such; a workshop, care must be -

s . ‘s

' L8
taken not to lecture. Nor should-there be an excessive use.

of discussion. Admitting the value of the lecture or: the
discussion, these are not the unique techniques of the

. t .
actor-workshop leader. . Carried one step further, the actor-

workshop leader should aot attempt to funetion in the rele of
the teacher; the teacher's training, experience, and caﬁeerﬁ
commitment.is not in need of being supplemented in this
fashien.J {he workshop should reflect the speeialized
training and falents of the leader--in this case, the
theatrical talents and training. So"% is to the dramati-
zation of Shakespeare through the reading of lines, the

[N

attempts at bbaracterlzatlon, or the wo“klng out of. ampzo—
visations'tha* students .should -be ‘led by the workshop leader
to a richer 'understanding of Shakespeare.

On the adult level, we worked mwst recently with an

ﬁdaptation, Moliere's The Imaginary Tnvalid. A content

centered workshop could deal with Moliere or with the suyb-

~

ject matter of the play itself. A probing within'a retire-

3
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ment home into the nature of’ the hypochondriac and the doc-

.

P tbr-pafient relationship can go a significant djstanbe down
the road of reinforcing the older person's selffimage as an ,

individual still capable of dealing with ersolgl and

\

social problems.

Theatre centered K

-

Little space need be devoted here to workshops we are

~

obviously equipped to give, aimed et increasipg theatrical ‘
skiilé or appreciation.® Such workshops érg called for,
fairly often, by éroups with spgcialized int?rests in the’
T . tHeatre. In éfhigh school, ?or example, we may follow our
performance'&ith‘fwo sets- of workshoﬁs: one on,Shakespeafe
-fJ' for ail the_eleventh grade English classes and one on a
spﬁpgglized area of theatre for students in the dramatics
" classes ;r the Drama Club., Since our overall 6bjective is
quite broad in scope, however, it may be wonthwhile to .
. consider the justification for workshops of such a gpecia—
lized nature. First of all, as might he @}pec;ed, the drama
teacher and-the drama students afekéften ihe most receptive -,
to ohf program; they may, therefore, pave the way ' for us to

wt -
* » enter a school. Secondly, we constitute a new experienge

for. theatre qtudentsﬁas well since they, too, may have
-

A N . . -
‘ rather stereotyped notions as.to what theatre 1is and wha

! LI -
acprs agi;//Thirdlv, we' know theatre to be+a subject of (_.' ] )

L]
. LI

. " utremencdous educational value and it is most fitting that we

L4

give of ourselves to reinforce the work of teachers and

.

studenfs of theatre whé;ever they may be., Often the Qpémé

Q . .
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.

teachers ask for workshops in areas whére they have litt.e
experience; for example, a workshop in "Mimes" or "stage
movement." Finally, there exists in a few places a reali-
zation of the theatre's potential to contribute to the growth
of all students, not just of theatre students., There is, for
example, a small high school on the eastern_plains of‘
Colorado which invites students from the surrounaing area to

an annual theatre festival. Those who come aré not just the

(//’“/:> Drama Clubs; in some instances the entire schocl comes. The

activity for the day is theatre activity and we:- consider it

& privilege when we are asked to-help.

o

Custom designed

~We can, when called upon, design Qofkshops to meet
%pecial need#. Iq‘offering to do this, it is helpful tc
proQide'an example of whatacan be done. Two examples may
suffice here, one fully integrated with a regﬁlar production
offering and one highly afypical use of.a workshop seéarat?d
‘from the normal production. ‘

Reference has alreadv been made to our juniof;high .

schoo%‘pruduction dealing with the use of the land. Our

~

‘tiflekfor thét prdddbtion is "éolo??QO: 1776—?076."(vThe -

. lgngbage grts coggdinator of one o} our school districts
approached us with a concern ,to utilize the'CARAVAﬁ in the
prématipn$@T‘laﬁguage skills. This coordinator has a parti-

“cular interest in the juniop high school, a grade level

which has presented us with the greatest challenge. What we

desighed in this case was worked out by the CARAVAN, the

09
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language arts coordinator, and several junior high school
teachers who were congucting an experimental combined class
in language arts and social studies. The design was tried

out in this combined class with the help of both the teachers

>

and the‘ students and modifications were *hen made in re-

fining a format which all of us felt would be effective in

: {
use throughout the district.’ The basic desigm consists of

announcing to students that the COLORADO QARAVAN.will be

visiting the schocl with a production of "Colorado: 1776-2076,

It is explained that this production includes @,yiew of what
life might be like in Colorado a hundred years from now and

that the CARAVAN mgmbers afe interegted in what the students
might think'life could be like at that, time. ﬁg class 1is'
invited to submit tq the éQRAVAN a story of éomthihg that-

might happen to people in Colorado in the year 267ﬁ. The

class could elect to work together in.producing the story or

‘the class, as a whole, could select one story from among '

these written by each member of the class. The stories are
not to be.written in dialogue but peopl?-qré enpéuraged to
write an.l select'stories‘that WO ,lénalthemselvés ty ‘
dramatization. IE is further explgénéd that the‘CARAVAN\-
members will help the students to dramatize one or.more of |
the storiles they have written. ,Tﬁe stories are then written,
selected, and sent to the CARAVAN for further selection.
CARAVAN members then familiarize themselves with the selec-

ted stories:and, after the performance, devote time in the

workshops to helping the students dramatize their own

) 51
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, mat@rial The primary objective of all this is to motivate
- H ~

roa+¢ve writing and to enlarge the interest in creative

.

N , wrltlng. An interesting, and at times depressing, by-

product is the insight gained into the contemporary American

junior high school student's expectations for the future.

I; has already bheen pointed out that performances :

\ s ‘
without workshops‘are €xceptional, Perhaps more exceptional

are workshops without performances., One example of this
latter exception is an interesting illustration of the need - \
“ for and value of Openness and flexibility, A high school
psychology teacher, already familiar with our program, made _
. arrangements ;ufficiently in advanhce to enable us to come tgmh‘%~g7>_
' his school at a date appropriate to ﬂlt his teach*ng unit on. A
frustration and conflict. He also arrangeéd to free his

7
Sstudents in the warious classes he taught from all other
/ »

class commitments or. the day of our visit. For these

~

- psycholog9 students, then, the day's program consisted of ,

workshops in which their activities were modeled after ac-
. ~
A
» tivities demonstrated initially by the CARAVAN members

P

. This 1n1t1al demonstration was .2 completely unrehearsed
1mprov1satlon bv the CARAVAN actors respondwng to material
presented to them by the‘CQRAVAN director. First, the actors
were given rough charécteri;ations or roles and some time to
"thirnk of nmore details than were given to them and of methods
of physically and vocally projecting these -characterizations.
Next, a situaéion was described in which ‘these chafacteré

were to find themselves; this vas, of course, a conflict or

5 ‘ 59
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stress situation. Then the actors were asked to improvise

on the spot, acting out the behavior of the people they were

supposed to be within the situation tha* hac bcen described o,

to them.

F'or example, the actors might first be asked to assume ) .

‘

such roles as a man on his way to 4 job interview, a woman

rushing ‘to the bank with a deposit to cover a check written .
S
orn an overdrawn account, a criminal escaping with twenty
. ‘
thousand\iiiiars in cash from an-office in which he. had set

.

off the burglar alarm, a grandmother.on a shopping spree, a

}gZinddaughter who was spoiled gotten, and a young man who

—

had been drinking too 'much. H;ving been given time to fill

in the details of theitwr Eﬁaraéterizapions, the actors-arev‘

now asked to come into an area about eight by ten feet

defined by chairs: The situation is then described to -
( them: they are in an elevator in a twelve story department

store building. - They'd gotter d@ at the twelfth and elevenph’/ ' .

floors excép1 for the young drunk who had gotten on at the

éenth floor.” The voung drunk, when gét-ing on, had pushed

the elevator operator out and-insisted running the eleva-

tor himsef. " Now, for no apparent re the elevator is
stuck betweer the ninth and eighth floors, the dd will not

open, and they have been in this position and predicamen

. for the past forty minutes. To demonstrate -the reality of
improvisation, and to foster confidence in their own abili-

ties, the psychology students can now be asked *o define the

Q 553
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roles for the next demonstration, with the situation provided 1
' ]

1

|

|
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by either the students_or the d%pe_tor. In the svbéequent.
verkshops, studénts-will be arreﬁgzz\in—§ﬁgfi‘greups with
“two groups‘relating. One group pPlans the roles ang the .
sit uatlon t(playing director) and the other group role-plays
within the given situation. The two groups then reverse
activities. In this fashion, each student engages in
planning conflict and frustration situations and in actJng
within such 51Tuat10ns and to some- degree, experiencing

vicariously some of the feelings involved. The CARAVAN

actors serve as catalysts in ¥hese workshop situations; they

\d.

’ p——

their responsibili#ieﬁ'ér

'feacher is left free to
- Observe, 0o comment at the conclusion of‘any improvieation,
Sv to take notes for reference purposes in subsequent days

of the unit on conflict and frustration,

Developmental :

3

Used as a category distinct from other tvpes of work-
shops, the term "developmental™ is meant to label workshops
specifically designed to stimulate or reinforce certain

characteristics important to individual growth. In offering

.

this alternative to pPeople, it is useful to identify some

-

of the characte“lstlés--such as 1mag1nat10n, creativity,
trust, sense _awareness, eXpressiveness, physical coordlnatlon,

cooperativeness, and sensitivity to others. In explaining

such workehop opfions, in developing the techniques to be

applied, and in the running of the WO“kbhOpo themselves, care

mist be taken to a'low no confusion as to the nature of the
[}

.
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workshop leaders# as developmental theatre practitioners.
There should Sé no pretence at being physical therapiets or
psychotheripists: The fact tﬂat such therapists'have found
great utility in various techniquee developed by theatre

people neither makes theatre perople qualified to function

as therapy specialists nor does it disqualify theatre

peorle from continued use of these technigdes.

! -

Some'special/g tentionrshould be given here to the

v

work of those.in the field of Creative Drama, whose choice
of label accurately reflects the extensive borrowings they
have made from the art of thea%re. The bas'ic characteristic

of work in creative drama is that its thrust is entirely

t

developmental, quite divorced from any sense-of performance

or audience., If, within a group doing creative dramaﬁs

-

there should arise a desire to work up s¢me sort of a pro-'

duction, there is no need to suppress the urge but its. -

appearance and its satisfaction, are relatively rare and

essentially irrelevant. The emphasis on the growth,of the

-

individual part1c1pant is reflected in the use of the term

»
P '

developmental drama and our ch01ce of 'the term developmental
theatre reflects the_extensive borrowings we have made from
those who have worked in this area, Typically, our work-

shops involve people in activities whichj; also, have no

performance or audience oriented goal or expectation. Typi-

cally, our techniques-;in the developmental workshops--are
those associated with creative orx developmental drama-

activities. The fact that we conceive our program in .terms

&

LY




_task of the educator who would employ the techniques of

‘appears at the end of "this manual to assist those not already

15

»

‘of the full span of human age “and circumstahces introduces

nothing novel to creative drama pebple despite the fact that
they most com@onl§ focus on work with children. Nor is
there anything differept in the growing awareness of the . '

utitity, in this developmental process, of arts zthff than, SORPRE .aéz

2N

theatre. chogpizing and acknbwled g “to others that //4
workshops of this sort are esSentiall)

e ples cf creative
qr developmental drama helps us to_benefzszrom the ex~
periences of others, helps us .to explain to many people the
nature of wﬁgé we are about, and causes us no embafrassment.
The task of the actor who would employ the techniques of
creative drama is one of learning hownt6°funption effective—

ly in what is, eésentiélly, an educatiofal context. The

crea%ive drama is one of learning how to handle techniques
which are essentiallv theatrical. Placing the relationship

in this perspectlve should help to establlsh the validity
of either approach or the lack of.any 1nnate super10r1ty~of'

~

or justification for one approach rather tﬂanzthe other. The

, ‘ "y ,
approaches are differenf, however; they result in diéifrent

-

emphases and uonsequences, they should be employed in '

-

" different wdys and under dlfferent c1rcumstances. There is .

a_conéjderable literature available on the goals and methods

s

of creative or dewvelopmental drama. Those interested in

mountirnig such a pfogram as ours should become familiar with

this literature; a very brief "getting started" bibliography - . '

53 )
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familiar with the field. *

. It will be usegful to focus some attention on'the

.
-

special place of the actor in devélopmental worifhop
in g gﬁbg@}iuch)asﬁ'the CARAVAN, First, it is*imp rtant to

4 L4

note that durs is a short-term impact; We. co

. . ' ’ .
or visitors, we do not stay long, and we ‘'do not come fre-

quengiy. Conééquently, we must build rapportf%n a hdrry,
p%oviéé an exﬁﬁrience not otherwise available, and make a
contribution in terms of potential follow-up,

A case could be made for the notion that where'
wd rcappear year after year, even thaugh only once infa
year),, we do provfde something of value quite apart f!gm
prepagatory and follow-up activities, We do, in fact,
.
affect numbers of people in this repetitive way. As
roted earlier, there are grade school youngsfers who
have seen a series of culture-oriented presentations,
We are already finding, in junio? and senior high
séhools, a significant number of students who have had
experience with us 2t lower educational levels. (There
is, incidentallv, a worthwhile reinforcement whi;h takes
pldce when a’duﬂiqus principal who invites us tc a
first appéaranpq in the school’ learns of the positive

attitudes already developed.by many of the students

toward the GARAVAN.)? ,

To return to the point, the performance can meet

the need-to establish, rapidly, a gcod. rapport for the

workshop interaction. To achieve this, the workshop

asaoutsiders

e
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-

leaders must first establish their talents as acténs

.
«

‘ N . . re & k-' > .
©o througr the quality of their performance. TRis demands

a level of acting ability, and an energy and time

& .

' . ’
lnvestment in the process of rehearsal, and constant \\) .

refinement and adaptation whrich is not- necessary for
. - \(
/

the normal *eacher of creatjve drama,

“ . © Withir the workshop, however, the actor must .
.. - ‘ ' ‘
change the orientation.from.one of performance to

facilitation. In the &evelopmenta] workghop, what is_
I [}

. .
being facilitated is the participant's growth as an *

. individual, rot e en écfor or theatrical performer, ,
' . . . .

v

. .This mezrs the actor must be interested in the partici- j A

. .
K -

. pant as a person. When the actor manifests sguch an e

.

. : interest--and not all actors can——*he'impéct on the .-
N .

wd“kshqp par+1c1pant is qnclltatlwely dlfferent from .

what grows olut ¢f the participant's ongoing 1nter—

re&axicnshi@s with the teacher,” ThlS difference

L]

mast commfr1y intensifies whatever impact is made,

. Part of the reason for this is the fact that the acritor . -
. $

’ . - 4

is a stranger and attention from a stranger 'tends to

be more flattering than atten<ion from scmeone whose .

Y .

-

job it is to provide atteni’on. . Another part of: the )

reason is the glamour that' may be attached to-someone o N

identified as an actor; in this sense it woyld commonly

be even more effective if the workshops could be led

by memle:s of the regional professionalafootbe1l team,

But a significant part of the qualitative difference

o

. = . R
JERJ(; o J , - D
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stems from thetbasic orientation of the actors.

Actors are not like other people-~a generalizatjén that
must accept the presence of the exceptions that eﬁist
for anv generalization. - By and large, however (and
this can be kent in mind in selecting actors for such
a’ program), the actors will be sensitive people,
extrovertive in manner (if not within the core of their
nersonalities), voéélly and phvsicallv expressive and
controlled, fiexiﬁle in their interrelationship with

* e ~
people and circumstances, highlv imaginative,. and pre-

’

disposed. to role playing. . These qualities brought -
into a workshon situation can result in particinant
experiences that abe;'in fact, different.

Such differences as have been mentioned offen
result in dramatic changes among the'participqnts. A

~

voungster with learning disabilities mav make his first

- s ,

coherent attempt at relating a successioﬁ of language
svmbols. A girl given to an unheélthv pattern of
sulky hehavior mav achieve meaninéful and obviousiv
satisfying relagionships with a peer group. A voung
man.prettv well brain wqéh;d into a self-image of
ineptitude mav discerr an area of competence if not
sgperiofity. Chaﬁges of this nature cannot be guaran-
teed but they «occur often enough to proQide tremendous
satisfactions to %ARAVAN members and to demonstrate‘

that the techniques have tremendoy$ potential. When

this occurs,” it mav stimulate a participant desire for

18
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additional exneriences of this nature and a teacher desire
o~ to provide such experiences.,
One particularlv vivid memory for the COLORADO
CARAVﬁNIis that of the gentle persuasion thaf had to
be engapéd in Eo solicit an ingitation from a school
nriﬂ;ipal who explained that ‘his communitv was sports
oriented and notlmuch‘interested_in matters of this
socrt., Two years of subséquentzeARAVAN activity in thié
+ school was followed by a statemént that further viéits
were no longer called for in light of the fact;that
the school ndw'hadlits own drama specialist. There is no
way of determining the exacf cause and effect reiationship
here, nor have we sought to determine the precise nature of
"the ongoing érana activitv in the échool, but our overall
reaction is one of pleasure. In the sense of our workshon
program being a one-shot experience that cannot pretend,

*

and does not seek to pretend, to be a substitute for creative -
- .

dramatics, we would have a tremendous sense of success if.

we could plav-even a small part in putting ourselves out of
existence through the .establishment of a state-widé system
of creative dramatics.

It is not enough, however, to deschibe the devélop-‘

‘mental workshops as creative dramatics. The term, creative

dramatics, covers too wide a span of activities to be
sufficientlv meaningful. There are also those who might
include in the term, or-exclude from it, a host of theatre

games' and exercises that have bheen emploved as means of

14
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intrdducing youngsters. to theatre of as methods of developning
certain performance skills or as preliminarv training for
pepple interested in becoming actors. What we employ in

our developmental workéhdﬁs is not to be limited by any
specific definition or terminology. Methods should be
emploved, regardless of source or iabel, which contribute to
the developmental goal and which are not injurious in other
.ways. It is imperative, therefore, that each workshop have

a clear developmental objective. There 1is too great a
tendency for beginner's in this work to develop a battery of
interesting and useful techniques which hold the attention

of the participants who learn to enjoy the workshop situation.
Conscious of the attention béing paid.and~the~enioyment ex-
perienced, the workshop leader derives a sense of success

and satisfaction. There ultimately comes:a time, however,
when there is either a question as to what to do next or a
frantic search for new techniques which, as a conseqguence of
time pressures, occasionally take on the form of gimmicks
rather than carefully thought out procedures for educational
growth. There is also bred, in the course of time and

I

1érge1y on the subconscious level, an attitude toward the
workshop which mqkes of it'essentially'a form of entertain-
ment. Educational and psychological terminology about the
workshop values tend to become social rationalizations and
the participant enjoyment cénstitutes the chiéf measure of
sucéess. Without a clear articulation of the workshop goal,

it is also Aifficult to have a basis for intelligent selec-

tion of techniques since, in fact, manv of the techniques

: ' 61
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can be utilized for a varietv of purposes. In this regard,

no workshop should have only a single impact nor would it be
limited to techniques employed only in workshops with a
specific goal; but each workshop must have an articuiated
goal which affects the focus, emphasis, methods, and
evaluations. :

The preceding discussion can be illuminated by a few

more comments and then through the inclusion, for examina-

' tion, of a feu lesson plans for workshops developed by

graduate students in our Developmental The;tre Program.

None of this is meant ‘to be definitive but rather to make
more specific some notions as to how others might go about--
hopefullvy even more successfully~-achieving tpe desired

goals.
Value Systems

We must remain conscious at all times of our own basic
{

value svstems. The artiewmlating of at least portions of

“this value system is necessary to any understanding of-the

procedures emploved. lMv own expression of a value system,
therefore, cannot be avoided nor would I wish to avoid it.
I offer it, however,“not in an attempt td force it upon the
reader but--bevond its necessity for understanding the
procedures that grow from it--to underscore the importance
of having the workshop désigner and’ leader (or catal&st)

achieve a consciousness of his or her own value system

(vhatever its similarities or differences). To achieve

N -
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integritv along this line, incidentally, care must be taken

-

not to impose my own value system upon the work of my— — 7

.

students. Similarly, care must be taken not to impose the ~
dominant value system of the COLORADO CARAVAN upon other

groups seeking to make comparable applications in othér

-

places and'circumstances. The workshop lesson pia@s included

here, therefore, have not been subjected to screening with
respect to identical value orientations nor should the -
reader of this manual undertake to carry away from it anv

’

elements which are not consistent with & personally formu-

i S

lated--although hopefully eternallv transitional--svstem of

values and attitudes. It is also important to choose

techniques with reference to their effectiveness in the

hands of those who employ them, and not simplv on the basis

N .

of some abstract formulation of principles.

I would like to focus on a workshop in imagination. I
would operationally define imagination as the capacity to
pretend the existence of what is not, in fact, present.

The games, the fears, the daydreams, and the nightmares of

children all document the fact that thev are commonly endowed --

with tremendously fertile imaginations. Maturation and the,
circumstances of complex civilization bring with them two
conflicting pressures with regard to imagination. On the .

one hand, the imaginative capacity becomes functionallv more

important.' Dealing with abstractions, developing hvpotheses

for scientific testing, problem solving thdt involves a con-

templation of the potential consequences of a varietv of

ERIC 63 o
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options before one~is selected for implementation, and

internal role-playing to explore how others might react to
different approaches an individual could take in actuating

behavior responses--all these are examples of common and

highly significant uses of adult imagination. On the other:

hand, however, the pressures for comformity, for predictable

behavior that will facilitate integrating the individual
with the group, encourage people to accept what appears on
the surface and to relate to the much more certain elements

-

of what is actual than to the nebulous and changeable
elements of a world of pretense. The growing vounéster is
admonished to stop daydreéming, to pav attention to realitv,
to be hard-headed gnd practical. Imaginati&e flights are
discouraged bv many who brand them as escapist or childish.
We are not vet over the tendency to look upon highly
imaginative activitv as unpractical or unmaﬁly. .The valué
of imaginative activities are more readilyv recognized
through their practical applications; certainlv it is the
practical épplication which is more highlv éncouraged and
rewarded by society. There is less social reinforcement
for the pure scientist or the pure mathematician than for:
the industrial chemist or the computer specialist. FEven

among those with a love -of imagination and a commitment to

" [

children, the same tendencies can be notgd at times. Con-
sider,. for example, the lengths to which fanv children's
theatre productions will go to realistically depict the’

unrealistic, to bring into physical existence the world of
[ .

X
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the imagination. How often is the child's tremendous

capacity to imagine cramped by the necessitv to observe the |
“"magical" canacity of the theatre to make things actually
happen?

The imaginative capacity, in short, must be exercised.

The production method which introduces the workshops must
assuﬁe and demand imaginative activitv. The workshop

must carry foruard this assumption and expectation. Of

course, anv theatrical experience is, if successful, an
exercise in imagination to the degree that it asks audience

members .to role plav, to pretend to be;—oh the level of

empathic identification--the people of the drama ir the
ramatic situation. .*(This inherent value of theatrical
experience 1is largely dissipated, however, by formula-type

standardizat ‘on of the theatrical material which, after a

certain number of recpetitions, makes relatively few demands

on the imagination. _Lxamples of this are common on television

hd .

‘and all tco frequent in children's theatre.) .

\

VA

timuiation of the imagination can be carriec forward

into'the ‘activities of ‘the workshop. The workshop catalyvst

’ -

can sz<b any kind of positive exercise which requires the
Y . - . -

R k * - ) - » » ,

sarticipants *to pretend. What is a positive exercise? It

{g one waich produces no harm to the participants while, at
the same time, ccntributes to their growth. The contribu- -
tion tc growth, in this instance, is the stimulation of the

”~ 4- v . . » \o’/ .0 .
act of pretending--the exercising of their imagination,

“he avoidanse of harm is not only the obvious concern Ior

.
1 3t , - - '
60 . .




safetv. Il is alsc the avoidance of concepts, attitudes,
or behavior detrimental to one's value system.
All of which brings us back to the subject of value

svstem upon which I have been touching and which I will now

confront, For myself, fulfillment is both social and pev-

sonai. The ideal fis to achieve personal fulfillment through

activities which are, in part, sociallv fulfilling. A
well adjusted individual, in these terms, is one who can
derive persongl satisfaction from activities which contri-

bute to others. I!lot all activity need be contributive to

.

others; that which is not should also not be detrimental.

. Successful adjustment, then, requires an abili to contri-
f#—_—— bute to others, a capacity to experience a se of personal

satisfaction, a relationship of the two which allows per-

sonal satisfadtion to come from the contributions made to

others, and a capacity to adhieve satisfactions from non-.
contributive activities and aﬁ acceptance of the total :
validitv of such satisfactions wben,ﬁhe& are not detrimental.

o

thout thée need for satisfactions derived.from contributions
thers, there will be no real motivation for social

sqtisfaption. Without the need to avoid detrimental: activi-

°

ties, there 'is nc meansg of protecting society--and the

individuals within it-~from the activities of those who do .

more harm than good. And without an acceptance of the

validitv of non-contributive satisfactions, there will be a .

“+self-degrading inability-.to cope with situations in which

’

the potential for making contributions is markedly”ﬁess than




normal. Several clements seem to me to be vital to success
. along these lines. The motivation to contribute to others
and to avoid detrimental activity is dependent on sensiti-

\ vity aﬁa on the»capacity to place oneself in the other
person’'s positiorn., The ability’ to achieve self-satisfaction
from .non-contributive gctivities and to abcépt the Yalidity

, of such self-satisfact?éh\is dependent on sglf-accepfance.
The abil%ry to achieve what one is mo?&vated to$§chieve,in
the way of contributive and non:ig?tributive actiy}fies is
dependent ‘on %he‘deveIOpment of‘skills or capégities which
may not come reaéily or which may not be readily recognized
for what they arej in either of these cases success is
dependent on a highly dévelébed tolerance of failure. '

The greatest tolefance for failure is achieved by'thé
person who has grown up with little or no experience of
failure. I am not suggesting that the child brought up in
an antiseptic environment wiii, consequently, be well prepared

\to resist germs and diseases. I am suggesting a phenomenon

xmore akin to the notion that a voungster brought up with &

continuous sense of love and acceptance will be quite re-
Listéﬁt to the potentially demoralizing impact of a

Lituation in which he or she is ignored because, .it is
| ’ .
believed, it will probably not occur to the youngster to

, ﬂnterpret the lack of attention as a form of rejection. 1In
| - , N
mich the .same way, we can recognize failure not as an inabi-
u‘\ N 0. . .
lﬁty to achieve a pre-determined goal but as a psychological

\ . . . . R
self-assessment of inadequacy. Viewed in this ‘manner, it is

1

g

1
|
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possible to create ncn-failure siBuations in which the

-

inability to achieve a goal is considered a successful

\ —

determination of the consequences of one set of- behaviors.
In this sense, I feel that workshops should always be non-

falilure situations, The individual participant should .

.
&

always be reinforced. The expectation should always be
that no activity should be engaged in which is recognized
as detrimental tc anyone. Sensitivity to the perceptions,

feelings, and experiences of others should always le
A\l
stimulated. Cooperative activity. should occur as should,

also, individual activity; one should never exclude the ’

*

other. A sense of self-acceptance should be fostered along

with a sense of the excitement of growth through new ex-

periences. The more mature people are in their growth along

these lines, the more abrasive can be the circumstances and

. ) - @ - [N .
relationships 6f new experiences without danger of lessening
self-acceptance, sensitivitv, or either the desire or capa-

3

city tc be contriZzutive to one another. Age does not

’ “

always bring this tvpe of maturity, however, Successive
experiences of being hurt by others bring dn awareness .of

failure and protective lavers of insensitivity and indif-

2
’

ference,

Techniques

9 - -

‘

As indi.ated ear’’er, there ‘s no (ntention here to

.~

~

- )4
thrust upcn the readér of “his manual a particular set of
¢
. R .
vaiues; *here is a clear intention to asse™s/he need forv

-

’ G \'3 , . ’

. y




¥ the conscious awareness of a set of values.' Aware of the ~,
N , values and the ehvironment which is sought in the workshop,

it is then possible to select technidues which will contri-

»

.&‘;'l'. . -
. bute to--or at least net detract from--the desired-enviroh-
. ment, whicH will be consistent with the values, and will

Ls

facilitate the particular developmental goal. It is also

.

v necessary to’'choose techniques and their modes of applica-
o, . ..
tion witiéreﬁbrence to the ages of the participants. Those

whe.work.only with childreh soon relate their techniques and
R ’

manne® of utilizing these techniques to this age levels The °

cb , . . . . N

same, of course, is true for any other age lével. Those"

: .
.yho work with a variety of ages, however, are soon impressed

with the need for a variety of:approaches. Generally

-

° speaking, workshop interaction and technique ‘utilization

. - s . ¢ .
Lt become ‘more difficult as the age level increases. _If it

voo. . were needed, fhis phenomenon would serve as a useful-re- *:

’ » - # <
: min%;r«of’the extent to which the process of maturation
s L

2
. " «

. . * 3 3 - - - ¢ - - n
"within our society stultifies imagination, creativity, free-

Lad -

-, R o, N ., o, .o
5 . dom of-expression; and increases self-consciousness, in- °

. g

hibitions, feelings of inadequacy, and fear of failure.i One -

' 2 of the pleasuyes in working with the very voung is the

iy reaglness with, whlch we can’ lose slght of this deterioration

P +

5
q‘ brocess. It is 1mporfant to remember, however, that the db
' “detéilorat;on beglns rlght there, witle the very woung, and
4:, ‘a a 4
. o “in large meaeﬁre perhaps because we can so, readily remain
v , . . - T .

e T '
.

»unconscious of the harm we are deing.
. ' . g
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A general principal, then, is to allow the workshop
group to move into free experiengis as rapidly as possible. )

This "alldwing" is essentiallv a nurturing process most .of

the time; it is never a driving process. Hav#hg chosen to -
: speak of imagination, let me now talk about it in terms of

’ working with adults. At this level we can anticipate
- ry . . - A
maximum inhfibitions. The seeming-lack of inhibition of
. *

adult actors can be helpful in this situation if it simply

establishes a climate of acceptance rather than the t%reat

- -

of expectatiwons. Tﬁost participants, and particularly

adult onesj bagin, ‘most readily within themselves. What , .

happens internally is quite-private, p}otected from scrutiny,

¢

from criticism, from fears of failure. As an example, I
- might ask the participants to simply remain seated, to

¢ P -
. close their eyes, and to notice the sounds around them.

L}

This is not only a private process; it also- throws attention

3 . .

.. away from oneself. This is a good technique within a

-

o ynrksh5p'concepned with sense awareness and I mention this -
to ?einforce.the.notioh that technihues ovef}aﬁ; here %hb.
purpese 7is simply to help people éét started, Listeﬁing to
sounds in the -immedjate environment, it would b¢ a simple

step to ask people to pratend to hear a particular sound.

~

* The sound-could, in fact, be made. "I'm going to introduce,
. - L ]

. ’

.a new seund now. Xeep your eves closed and %ry to guess what

y - . * o) . 0
the sound is. There. Did vou ce-ognize it as the sdund of '

’ bl .. ‘ s .
crumpling a sneet of papér? Listen while I make the sound

.

again. Now, when I give the signal, pretend to be hearing’

' ?

I Sy

BRC o




30

that sound and keep listening to the pretended sound.for as
. long as possible. After a few moments, I'1ll actually crum-

. ple the papér again and you'll find out how close your

)

’

pretended sound was to the actual sound, It doesn't matter " ]

- ’ ’
how close you come. What matters is to find aut how close

.

you come. Do you still remember the sound? I've been’ N

‘ - '
talking a laong time so you may have forgotten it. Well, do

“1the best you can. Start preténding that you hear the sound

NOwW., "

A few comments on this very simplé exercise may be of

vaiue. It is an attempt to start with the participants

-

where they are. It is simple, unthreatening, fail-proof,
It is worth.noting that the exercise requires cooperation;
the ability to hear a ‘sound and then to imagine it and

compare the imagined sound with the actual sound when it

— + “

« is again heard is greatly facilitated bv the members of the

* group being reasonably quiet, as they will be. Without any

»

mention of it, therefore, and while working on an individual ’
basis, the group is already being cooperative and developing “

. a subconscious sense of interrelationship. When people seem
' . ready to work in pairsg, #his step can be .tgken.. Any step , ey
1
should, initially, be tentative~~definite in terms of what

is désired but so short that it is easy to return to the . .

"preceding situation, if necessary, without any sense of '

having been forced to abandon something because it didn't

»

wérk. For example, T could ask the-participants to pair up.

"Everybody stand up and find a partner. Anyone left without i
a ' : > "
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. a partner? No? Fine." Or, "One person? Good, yéuﬂdan
come and help keep me from being lonely." And then, I ° . -
could give instructioﬁs“such as’, "Now. One person in each

pair raise your right hand. It doesn't matter which one.

[

Let's see one hand up in each pair. All right, now the per~ ﬁf

son who put up the hand.wiil receive a ball from the.other o »

‘,' ‘ person. We don't have equipment here of this sgpt 1o you'li
have to imagi;e~the ball, Each ohe of you who has a béll, F

s :

‘just think for a while about what kind of ball you have.

qud it;in one or both hands. How big-is it? 'ﬁow heavy is d .

’,

it? What shape is it? Like a football? A basketball? A -

tennis ball? A medicine ball? Get it clear in your mind.

~

Now the other person will not take the ball from you wigﬁt
away but you hold it oﬁ% for the other ﬁerspn to take wherny
ready to do'sé. Those of you takiné thé'ball, don't takes it ~
ye?l Fi;st notice‘how the other pe}son is holding it. What '
kind of a ball do you think\it is? All right, now téke.thé

C barnn | | o

| It wpﬁld be eésy;enéugh; at this point, to return to
one person activities or to go on with additional' and more

: o involved wérk in pairs. A sitiple elaboration on the pre~

' ceding exercise,would be for each persén whb receives the

ball to change the nature of the ball before passing it y ‘7:°

back. And the method of traﬂg?%n could also be modified.

-

N

Pass, throw, roll, bounce. The next progression might be ’

3
to ask couples to join in groups of four or &ix people.

Never are we coneerned with showing off to others. There

A
\)‘ ‘ . ‘ . ! 72
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i ]

1 A .

is.always the desire to avoid self-consciousness or any fear
. '
of failure. And aiways, ﬁeople are asked to pretend. The
act of preéendipg.caﬁ become more and more complicated.
Late in a session rather complex e*eﬁciseg can be undertaken;
for example, papficipanté can engage in fole élaying invol-
T \ viné'a.wide diversity of chgracterizations and a highly
unugual situation. Or, as a quite different exampie, the
‘participants may be divided into twé groups, each group can - ' - '
be asked to deterﬁine for itself an\ihentity (some element
 suCh as honey, the wind, fog),xthé two groups should'then
move toward euch other -from épposite sides of the room and
intera~t with each other, in terms of their identities--
neither group knowing the: nature of the other's identity.
This can be followed by a brief attempt to label the

~

,identities involved. . ) .

.

After going through a succession ar progression of

. ° . - . . LI .
such exercises, what has been accomplished? How do work- ) ‘

- -

shop catalysts or observers, or participants themselves, vy

‘measure the effectiveness of the workshop? Here again, it
, o . .
i1s necessary for the purpose of the workshop to have been

cléarly articulated. And the articulation should have béen

£

undertaken with evaluation in ‘mind.. The .planning of the -

total workshop should‘include the method of:evaluation. Such

planning is a good way to prevent attempting, a workshop® with )
V4 L .

goals that cannct be achieved or of such a nature that

measurements of effectiveness cannot be made--because the

goal is fuzzy, measurement techniques have not yet been |

R




devised, or‘the expertise or equipment‘necéssary to make the
measuremants is not available. In this present instanCe,“fhe
original planning of a workshop on ipagination might--in
cbn81derlng evaluation of a single unit workshop--shift the
goal from 1ncﬂeasang 1mag1naL1ve "ability to the exerc1se of
imagination, 'If imaglnatlon is desirable, if we feel &

need to help paopie maintain & lively imaginatien by con-
-tinuing to use.theif'imaginatinns; then use of the imagina-
tion should, in itsélf, be a.worth&hile goal. Given this as
the goal, it should be poséiﬁWé, without much'diffidulgy,:
to determine the degfeo to whﬂch part1c1pant§ did, fp fact,
use their 1ma01natlone durlng the workshop. How‘many exer-

cises n%Ee551tated pretend1ng° Were all’ part1c1pants

involved in pretandlng“' Con51der1ng time for explanatlons,

timulation, getting into The mood,,malntalnlng 1nterest and

feellngs of ease and the llke, what percentage of the tlme

and what actual amount of tlme was Spent 1n pretending? And

* -

to what level of complex1tv and dlfflculty d1d the group

v

progress? It is qulte p0581bie, for example, to arrange a
1arée number of 1mag1natn9n'exeﬁc1ses in ascendlng—order of
complexity and diffkcui¢y.,j0mee this is accohmplished, it is’

. . s p . : ’ . : .
- relatively simple to determine the effectiveness of the

workshop in stimulating the'useiof.the imagination by simply

noting how far thtough the list;the group was able to get,in

a givensunit of time.. S S N :

Fight examples vayorkshqps follow. .Let-me repeat our
. Ay : )

[ . . . .
concern that these examples be viewed as examples, not

' 0
“ . *

T4 '

v sutdh
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definitive works. We ourselves have already developed our,

use of thése workshops; for instance, the first one, "Trust"
designed for adult level, works extremely well with grade

schoolers,

¢ - M L

€

) , *  Workshop l.esson Plans °*.

-

Example-l: Trust (adult level) ‘prepared by Leslee Moscovitch

Example 2: Sen51t1V1ty (junior high Jlevel) prepared by
. Brian Fitzsimmons .

.

@

Sensory Awareness (geniqr high level) prepared
bv Leslee Moscovitch

Exampie 3:

.
-

Example 4: Imagination (adult level) prepared by Brian

Fitzsimmons o

] . ’
Example 5: Expressiveness (elementary level) prepared by

Leslce MOSCOV1tch -

»

. Example 6: ,Creativity (senlor h;gh level) prepared by Brian
y =t Titzsimmons* =~ .

Example.7: Movement (elementary level) prepared by Leslee
' Moscov1tch B
\ v .
Example 8: Selfsconfidence (junior high level) prepared by
Brian Fitzsimmons

i

Example 1:
Qrkshbp In Trust

I' Level: ' Adult ‘ : .
. . —'—""'.-‘ g 11, - . .o N ‘

ITI Oveprall Objective: To 1ncrease the individual's sense
. .o ' oI trust in self, others and the environment.

ITI Preparation: Activities ‘aimed at developing an awareness
of one's own trust level. ¢

A. Group discussion and demonstratiom of. the physical .
characteristics (postures, facial expressions) and words
of trust/defentiveness positions.

o
, eness ' o . |
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B. Discussion of situations in which participants had
to trust themselves, someone else or the environment,
3Participants are asked to think ¢f the people they trust
most and why they do.

C. Participants closely observe their actions and con-
versations on the' day directly preceding the workshop in
terms ¢f the level of trast they exhibit with others.
Par-icipants male a list of factors in their. daily lives
which lessen cr prevent the exercise of trust.

Framework: A space in which unobs tructed movement and
Toud noise is possible. A chair for every member of
the group. A record player, & record (see exercise W)
or a tambourine. .

Workshop:
1. Objective: Physical Readiness
Technique: Deep Relaxation

"Find yourself a space -in the room, a comfertable
distance away from everyone else. Lie down. Close your
eves. Breathe comfertably. We are going to tense and
‘then release all the Mmuscles in the body s*arting with
the +toes. Tense your toes, tight. . .now, let go. Tense
both feels . .now, release." (The facilitator goes
through ~the entire bodv in this marner, continuing to
give instructions to tighten and then relax. Side
cozchirg such as "just let all the tension drain awav
from your body; let yourself sink into the floor" is
desirable.) '"Now, try fo remember a place where you
felt warm and peaceful. Put yvourself there now. Rem-
embec the colors, the sounds, the smells< ?bet the
warmth slowly penetrate’ your whole body u il you feel
totally safe," (The facilitator should ap¥ow Lhree or

" four minuteg to pass silently at this point.) Then,

"it's time/to leave vour place now. Begin to slowly
refocus veur attention on your body. . . . Breathe

deeply. .+ . In your own time, when you are ready,
open vour eves and sit up."

Evaluation: Group discussicn of the remembered places
and the feelings evoked by the exercise. This should
indicate the -legree of involvement and relaxation each
felt. .

7. Objective: Mental Rzadiness’ ‘ »

. Technigue: Losing Negative Self—gonciousness~—UP_and
At Tt. . .

The chairs are lined up in a horizontal row. Lach

participant chooses a seat, The tirst person stands up,

"
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lks to a central, positicn in front of the line and
perforrs 4 ¢ mplc action of no longer than 5 seconds'

uration! 1In the meantime, the rest of the group moves
up one, so6 that after the action has been perfomred; “

there is an empty chair at the end ~f the line for the .
performer. The exercise continues.with theé first person .
always walking into the central position and perfcrming
a simple acticn. After each actisn, the whole group
applauds vigorously.

Variations: Participants are instructed to perform in
slow motion, s liently, loudlv, rapidly, etc.

The exercise is ended with participants standing up/
sitting deown rapidly. Three times in succession and
then, the who'e group gives itself a loud round of
appleause, . -

v .
Evaluation: Mroup dis sion:' How did you feel iu

Tront of the group at ’1“ t? Did vour feelings change

during the ~ourcse of the exercice?

. & -
3. Ob] flvo' Trust in One's Own PResourses
Technique: Problem' Selving

"Find yourself a space. There is an invisible
barrier between vou and the next person, You decide on
thé type of barrier und try to indicste what it is,
through wcur bodv position, facial' expression or
vocalizatinn, I will trv to detect the kind of darrier

that exists butween mvaelf and_the person closes*t t1c me
and then, break it down. When’ he or she is freed, thev
will attcmpt to discover and break -down the baprler

the person nearsst to them has set up and so on, until
everyone. 1as bzen released. The barriers can be physi-
cal, psvcholegicad _or social.”. .

. ot

. . N a . " R .
Evaluaticn: Were part1c1pants ahle to determine the
nature o the barriers? Could thev break them down?

L, Objective: rT'r‘us’c in Organismic Response

fechnique: Teeling through Movement R
. "I am going to clap ocut a rhythm. Move in. any u%y )
-that you like to the beat, Try to allow the pHy51oa] o

movement jto suggest an emotional response=-sitant moving
and then fdiscove~ the feeling that accompanies it. When«
ever 1 change the tempo, ycu. change the movement.! The
facilitdtor claps'out a series cf di fferent, oiten CON=-
trasting rhythms on a ambourlne. . .

Variation: This exer.ise could be done to music instead

of clapped=-vut rhythms. The music should involve many
changes of pace and -mood such as tte soundtrack to "2001:

A Spice Odyssey.” 4 ' T

L]
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, L] a ;
Evaluation: Group discussion: Did the movement .suggest
feelings to you? What were some of them? ,

¢
5. Objective: Trust in Others
Technique: Body Balancing

"Find a partner. Stand opposite each other with
your feet barely touching. Join hands. Now, each of
you take turns stretching as far backwards as you feel
safe. Then, keeping the weight evenly balanced between
you, stretch bBackwards at the same time. * Try to sit
down without:lett'ing  go of your partner's hands. Then,
still holding handQ, pull yourselves up."

£

”

Evaluation: . To what degree is the motion a smooth give
and take? Do the partners move together as a unit?

B Objective: Trust in Others

Technigue: Risk-Taking--No Sight Walk ..

"Find a partner, Decide who is A and who is B,
The A's will close their eyes, .B's, take your partner
by the elbow -and walk her or hlm slowly around the room.
Remember to reassure your partner by verbally indicating
the presence of obstacles that are -approached. : After a
few mlnutes, A apnd B will reverse roles."

Evaluation: .Group ‘discussion: "A's, did you begin to

feel safe with your eyes closed? Bls, did your partner
become less reticent during the course of the exercise?

7. Objective: Trust in Others
Technique: Working Together on the Same Object

"Find a partner. Begin to build something without

talking about it. Try to let the thlng grow withqut one

person dominating its shape."

Vaviation: This can be done as a group exercise as well.
Evaluation: Proup discussion: Were you bulldlng the
same Qr different things at the: beglnnlng° Were you -
both satisfied thiyt the object was complete when you
flnlshed7 . -

e
-

' 8. db]ective: rust in the Group ///)/

Technique: roup Rotation
. H _—

The group forms a small, tlght c1rcle. One member
stands in the center. Keeping the body fairly stiff.
with the knees straight and feet together, The person
closes his or her eyes and falls back., The group

s

&
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passes the person around‘the circle,-at different speeds,
in different directions. Each person who wishes is

given -a turn, in the center. -

. A ‘
Sjde-coaching:¥ "It i3 important to offer strong support.
Be very careful not to drop the person." | ) 2

, -

v

Evaluation: Does the person allow her/himself to fall
with full ,weight? Discussiom: When you were in the
center, were you firghtened of being dropped?

9. OBjective: .Openness to Others . |
Technique: Sensitivity to the Experience of Re-
Jjection

The group scatters itself about the room. One
+ ‘person acts as "the wanderer." The wanderer makes
friendly overtures towards every person, but is

rejected by each, either with a physical.or verbal
gesture. Eac ber takes a turn as the wanderer.

Evaluation: fGroup discussion: How did you feel as th%b
wanderer? Which gestures did you find particularly
disturbing?

10. Objective: Openness to Others '
Technique: Improvisation--Rejection/Acceptance

The class is divided into groups of three's. They
are instructed to improvise a short scene whigh begins
with a clenched fist and ends with an open palm., They
are to choose the characters and setting. After a few

®  nminutes of discussion, each group presents, its dmpro- ,
visation for the rest of the class.
Evaluation: Oroup discussion: How did they show us the
o experience of rejection/acceptance? Which was the most
difficult part of the improvisation for you (improvi-
) sors)? Why? ' :
1l. Objective: Closure
Technigue: Group Circle
. The group forms a small circle and joins hands.
Participants are asked to establish eye contact with
each other person, sharing, through the contact, a
feeling of mutual trust with one another, and a sense
of gratitude for each other person's contribution in
building that feeling of trust. -
Evaluation: Group discussion: Is it-.easy or difficult .
To maintain eye contact? Do you feel more trugting of .
) the other members of the group now than at the bagln- .
- ning of the workshop?

; 79




Y1 Tollow-Up:

1. Participants are aqked to discuss the portlon(qf of
the workshop which they found to be the most relevant.
v

- 2. A reading group discussion of a book which deals
with trusting and human relationships could be held. A
suggested book is I'm Okay, You're Okay bv T. Harris.

3. . Participants closely observe their actions and con-
versations on the dav directly following the workshop
in terms of the‘level of trust they exhibit with
others. This is compared to their observations from
the day directlv preceding -the <workshon.

4, Part1c1pants\are asked to thirk of any ways in
which thev could apply aspects of what they lTearned
from the workshop to their own dailv lives.

VIT Overall Fvaluation: '

-

1. ©Sroun discussion: What was your overall experience
of the workshop? Did vou enijoy participating? Why or
why not?

~N
”,

2. Is there any difference indicated in the partici-
pants' observations,before and after the workshoo?

3. In what specific ways has this workshop, together
with any prepatory and follow-up activities, helned
vou to develon a stronger feeling of trust in yourself

e and other people?

A

Lxample 2:
Sensitivitv-~-Junior High

I Obiective ) . .
To help the phildren use their sen8es a little more
keenlv than in-usual, everyday behavior, and to ex-
pand this into the faqtenlng of a richer Sen81t1v1ty
to other people.

[T Preparatoryv ‘materials and activities

p

1. Have a élass discussion on how your lives would be
affected if you were deprived of onhe of your senses.
Discuss each sense~-or;, rather, the lack of it--in turn.

2. Discuss the importance of an individual's' sensiti-
vlty to other people and their needs.” Do you think
@ it is natural, or does it have to he learned?

S e -
.
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' 3. Compile a list of those factors in our.environment
- which tend to make us less sensitive to the needs of

other pecple. .
4. Keep a record one day of the examples in ¢rdinary
conveysations vou hear where each person is more con-
cerned with speaking about himself than with listening
to another person,

III{—WorkshoE

Environment ' )
As for other school workshops.

\ .

Objectives
Ve

1. To "tune in" the senses more ac@tely. , »

: - : .
2. To prattice the development of a keener awareness
of what other people are doing in a situation.

/ .
3. To build "a closer affinity between one person's
behavior and that of another or others.

4, More genérally, to develop a stronger sen81t1v1ty to
other's needs. ‘

Techniques LT , .
A, w5rm-u2

1. Walking around in a circle. Then "ledding," in
turn, with various parts of the body: e.g., toes,

nose, top-of head, knees, chln, chest, stomach, back-
sides.

2. Walking as if over different surfaces: e.g., sand;

mud, gravel, soft grass, a stream of different
depths and flow of current, prlckly/grass. (Mav be
. . handled in a narrative fashlon )

3. Moving about the room in various "directions.
Move as fast as possible, weav1ng in and.out, but
- without coming tnfo contact wiih anyone else.

4. Moving about, as in 3, but at normal speed. ’
Greet each. other by touah:ng with,various parts of
body¥ e.g., hdnds, little finger, right elbow, left
knee, right foot, top of head, bAck, backside.

B. General exercises, with emphasjs on sensitivity
/

1. Individuals find own spaces. ’Sfanding quietly
with eyg&tplosed. Listen to separate sounds coming




- &

¢

from inside and then outside the room., Tell students
that on sound cue (which should be quite loud: e.g
bang on drum), thev will be hit a sharp Blow in the
stomach, Make sound. Then repea1 exerclse, this
“ime ﬁall and roll avound in pain, in slow motion.

D

2. In pairs. Each pair thinks’of,any situation in -
which two people would be %peaklng to one another.
Talk briefly about it, Then improvize it, as an
opera recitative.

3. In pairs. Facing each other. Examine each
other's® fade. (lose evyes. and picture-.details of ~
other person's face. Repeat ‘until details can be
clearly imagined. o

4, 1In pleS, on opp051te sides of room. Advance
quickly on each other into a confrontation. Do it
several times, building it. Then do 1t in turn.

5. In palrs, on opposite sides cf room. Loéok .at

each other's.eyves with mistrust. Slowly move

towards ex ther until mistrust disappears.,
ound., May be made by

6. In paj
hands &ffigﬁ?ﬁ /  All close eyes and
move slowly about room until partners quite sepera-

ted. Resume making sound. Partners to find each f
other by listening for their,respectlve sounds.,

(. ’ 1)
7ind a oommon

7. One person leaVes ﬁeom. Remainder form a circle.
A leader is selected, He:begins an action of some -
kind, which others imitate. It should be slow
enough for all to follow without much difficulty,
though'concentratlon will need to be strong. When °
action' is flow1ng, person from out81de room reenters,
and, stands in center of cirele. He has t6 identify
which person is the leader of the action. When
successful, andther person leaves the raom.

8. In groups of.about 4 or 5., TIndividuals in each
group are numbered 1 through 4 or 5. Teacher cdlls
a situation (e.g.v "hold-up") and then a number)
Each persop-of that number goes to center of his,
group an initiates a tableau related to that situ-
Others 10}n‘h1m in contributing to the

v

‘9, a, Sitting: All clap 38 times, then one does an
"action. 3 more claps, then next does an action, and
.50 On. . re
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' c . AT A e
. s b. Standing: 3 claps, then 3 fas} beats, then one
, N : ‘says first,sentence'of'a storv. Repeat claps and® .
+ , fast beatsh*then'ngxt person in .circle says ‘second .,

sentence o6f story.. And so on. Last persons 1n )
kircle should try to bring story to an end (this .
¢}s a good basis for an improvised enactment of a

< e story). . ‘ég . .. ' e
10. In pairs. .0ne closes eyes. Pairs form a
circle. "Sepirg" partmers'of one dair takes his
. "blind" parﬂﬁer and places him in a pose in center
: . of cirele, Then another "seeing" partmer takes his
' "blind" partner and "adds" him to first person, so
+ .that $he two people form a picture. This process
" continues, so that a-human sculpture takes shape.
’“ﬂ ' : . Whenr complete, any of the "seeing! partners mav J ‘
‘ o "\, repositioh any npembers of the sculpture,+ih order
’ . @ . to impspve its) otal effect. It is necessary that. |
N each member of &he sculpture be touching at least '
K : . . one other member's body or clothing, in at least .
o, ... one place', _Then- the "seeing" parthers retrieve
C/ wo o their partners from the Msculpture" and'gently \
* _ bring them back ‘into the circle, in:anv position.
N > o¥ , + ("Blind" partners must keep ‘their eyes closed all
e A *  the ‘time.) The ¥plind® partners, facing the center
A M ' of the c¢ircle must then recreate the 'sculpture, R
ot LT without opening their.eyes. If*~time, or-on anqQther
AN n g ) occasion, the egercisq should be repeated with part-
.o . ners reversinpng.roles. -~ ' 4 - '

)y - " . - A é op 128 P N . v .
N - v e
‘ . . Lo Y . v

i~ v \.7496 F%osure » ,ﬁ'. @ ) c: ‘ ' . e
L B . Grotp members .yalk silently around. Clasp .
¥ ’ ¢ wrists (Roman Hant'shake) with other individuals and*® -

. . “ S %)

$ oo™ L. .2 establish eye contact at same time. '

i N
» oy
. PR 5 ’

* 2. .Sharing of aﬁyﬁresppdsis'to.the experiences,of .
K : the workshop., e - .

[l
4

5
-3

v 9 - «
: v
. X
h J

" ) Evaluation <, 't . \ . _
Y ., L > T wd - 5 . A - . e ‘
% . > S ;.

e Wt N -~ " 1. Did the Ekudentq‘have a positive attitude to
) 'the.yorKShop? e ' ’ o a v C

ot v ~ )
' / ' sl . e Vo

. " 2', Diﬁ’tﬁeifvinyerest increase, or wane during the’

_ - workshop or did it remaig about’the same? : —
. ¢ :f \”"3 T néﬁ.:Was‘theré really inneréﬁngt just, external in--
. A . vplvement? . - P . ‘1§ : g.,‘-' BRI
S A " How much. did The’"feedﬁaék".at the.end of the’ RN
Ty : .« work£hgp reveal about the ways in which ‘the workshqp,
» L may "have achieved the objectives statedi at the be-

N P ~ s .,
' Lo ' »

B P

I » C 2y

83 .0y .
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ginning? (The facilitator may gently prompt re-
* . sponses towards this end.) -

. 3 - . .

T Ty .

Follow-up materials and activities

-
»

. 1. General class discussion and -the degrees to which
.- the workshop achieved its goals.
’ 2. Make a list of those.exercises which seemed to work
* best for you in helping develop a greater sensitivity
% the behaviors and needs of other people.

. 3. ' Think of any ways in which you could ‘apply any
aspects of what you learned during the workshop to
your own daily life.

Vv Overall Evalflation

~

In what specific ways has ‘the workshop, together with
. any preparatory and follow-up activities, helped you
to develop a greater sensitivity to other .people?

Example 3:
A Workshop in Sensory Awareness

e

» -

‘I Levol: \éenior'High'

TI Overall Objective: To increase the iﬁdividual's'capa-
City for experiencing self and the environment.

r)

e "IIT Preparation: f
‘P A o , .
. . A. Shared group §en$oryaexperiences:' These can be.

. simple activities that include group discussion of the
, experience! ' oo :
" Suggestions: eating an orange, smelling a ‘spice-box, a

- alk ontside--waiting, listening to, and touching as
. . many things-.as pogsible. * *
o y - .1.‘:"" X RN > . .
v B. Participants are asked to closely observe something’
“y and prepare a written description of everything they N
noticed, about it. e .o . o
e o . c et (o l ’
Z? C.’ The group is.divided into groups of two or three. T
. , A record such-‘as "72001+ A. Space Odyssey" is played and

. participants are asked ‘to réspond toit .in any way that ;
»  they like. Each group prepares ‘a, presentation in any -

form they choose, that destribes their listep%hg ex- N

pgrience. C R S "L .
i «~ 2

IV Framework: A large space iw whj.ch dnobétﬁucteh mobement"'

and loud noife. is possible. An asso?tment,of“smalla ?
¥ . s T Al o . ) 1 ‘L/\.\ .

. . ’ v ; . . S
” -
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.

objects of various materials sucﬁ as cloth, wood and
metal (see exercise #5)., . , N

V Workshop: L v ,
1. Objective: Sensory Warm-up
Technique: Room Exploration

"Find yourself a space a comfortable distance away
from everyone else. When you are ready, get up and ex-
plore the room so that you really get to.know it. Notice
N as meny textures, colors, sounds, or smells as you can.
Then, choose one particular area or item in the room
and observe everything about it. Take as much time as
you need and then return te your spot, explore it and
wait silently until everyone has completed the exer=-
cise.” .

Evaluation: Group discussion of the particular area or
, - Ttem examined. This should indicate the -degree of at-
' tention to detail. '

" 2. Objective: Mental Readiness

Technique: Meadow Walk Fantasy
",ie down in your space. Close your eyes. Breathe
R comfortdbly. We are going to tepse and then relax all

the muscles in the body, starting with the toes. Tense

your toes, tight. . .now, let go. Tense both feet. . .

now; release.” (The facilitator goes through the

entire body in this manner, continuing to give instruc-

tions to tighten  and then relax. [Side coaching such

. 'Just let all the tension drain away from your body' or
"Let yourself sink intdé the floor' is desirable.]) Ima-
' gine yourself walking through a beautiful meadow. Your
° are bgrefoot ‘and there are meadow flowers everywhere. . '
A A cool breeze is blowing. There is a clear brook run-
o ning over small.stones. Follow it until ‘rou come across
- . a group.of incredibly beautiful yellow flowers. Choose
o . _ one; then make yourself very small and shimmy, up the
S .stem. Climb-up oh a leaf and lie back in the warm sun. .
o ’ Let the warmth slowlv penetrate your whgle body. Hoist
, . syourself up on a petal and move to the center of the
;o ! flower. Expilore the design and texture.: When you are
S 'readyy ‘climb back ddwn the stem again. and- return to full
size. Find yourself back in the meadow. It's gotten
. .cloudy, so you'd Better leave before it, begins.to rain.
. Think aboutvthi§§room'again‘and your own space in it.
> ! s . Return yourself to‘'the room and when you are yready, open .
w o A your‘éyegland sit-up.". g : , .
' Q . . . d § ' R N

a

Lo

rd
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S ~ +feels 1ike-=its texture, shape, tempera

1 -

L s v s exdrcise with Beveral dhjects.,
B ' ! 4 '

, - ' .‘. 4 M . : ¢ .
VO e Evaluatioh: Gproup ‘discuss

I ' 4 same as va@u rhought it uld, or.different? If the. .,

‘latter, hgw was it fferent?. .
: [ » . & ! v -

45

i [y

Evaluation: Group discussion of the mental images
, evoked By the exercise. This should indicdte the degree
of involvement and sensory alertness each felt.

3. OBjective: Visual Perception
rechnigue: Recall . ‘
"Find a partner and sit opposite each other. One
of you is A and the other is B. A's closely observe
+he B's.: Trv to rotice everything you can about
them, such as their clothing, posture and facial
expression. Then close your eyes and describe B as .
fully as you can, out loud, Then' the B's will become
the observers and describe . " ‘ - :
~ Ewaluation: . 15’ there evidence of concentration? Do
The observers notice/recall details, other than that are
~obvious? e

¢

4: Objective: Auditory Perception \ o
- Technrgue: Sound game ' ' .
7] <4 N g :

The.group‘sit&aiﬁ a small circle. One person be-
gins te make a simpTe sound. The next pérson joins «in ‘
and repeats the same sound, together with the initiater.
When the sound'is stabilized, the second person changes
the soundc sligbtlv and both eontinue to repeat their
own squnds. The third person repeats the second per-
son's sound until it is stabilized and then initiates a

¢ varianty and so 'on around the circle.’, -
' I ‘. .

-

~

4

Evaluation:’ Are partigipants able to repeat-and sustain

» another person's sound? . Do they ~¥arv the sound or com-

6. -Objective: Tactil~s sAwareness
. Fechnigle: Objects '

The facilitator places 20 or so small obj
.space that is visible to everyone.. Partici thoose
ah 'object and‘without touching it, think out what it
re. Then they
ir expectations
{cipant repeats the

' pletely initiate a new 'solnd? \ .
T o, .

pick ity,up amd handle it, cemparing t
to +the aotual experien¢e. Each par

¥a [ “t . . (‘ /0 )
:. ‘Dbes the object 'feel the

)

®
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6. Objective: Expression of Taste and Smell
o Technique: Demonstration = B

The group is divided into.pairs. One person is A'-
and the other, B. The 'A's think of a food 'and using
body movement and scund (other than words)- describe
what it is like to their partners. . This is repeated
unitil both A and B have been the demonstrator several

’

. times., .
:, * e
Evaluation: Are the observers able to guess the taste
or smell that is being described? ) .

ﬁ%§%90b'ective: Total Sensory-Eiperience

#2 , Techinique: Ocean Walk .

"Find yourself a space. You are standing at the
edge of the ocean and are dbout to walk slowly -into* the
water, until you are completely immersed. ' But first,
look around vou. What kind of day is it? - TIs the wind
blowing? Are there any sounds? Can vou smell the saly?
Now begin to walk into the water very slowly. Feel the
‘water reaching your ankles, vour knees, hips, waist,
.¢hest, shoulders, etc.”" (The facilitator side coaches
with questions, as many or as few as is necessary, de-
pending on the experience of the group,) '"When you are
completely under water, explore the bottom, coming up
for air occasionally. :When you are ready, come out
slowly -and drv yo £." a oo :

a \
¢

Evaluation: Group discussion shéuld indicate the degree
- of involvement an nsory alertness each felt. -

8. Objective: . Sensitivity to Shape and Weight
Technique: . Throwing Game

The group js divided into pairs. Each pair is to
mime throwing a seéries of objects back and forth, as
called out by the facilitator. The objects should be’

. diverse.in shape and weight. . o

~ Suggesitions: baseball, ping-pong ball,. frisbee, ‘avelin,
> watermelon, tire, beach ball, pail of water, cat. - ‘
The facilitator can coach with such directions as: "Think
about the object's weight as you  throw it; remember to
use the muscles in vyour back, your knees and ankles as
you gatch it." . -
. k] ‘

.

. Evaluation: Iswthere evidence of .concentration? Is the ¢
. “Tength of time between action and reaction fairly realis-
tic? ' ‘
o . 5
- “
¢ . . : . -
I .

i ) 5 . 87

Y




’

-4

”,derall Evaluation

a

.

e, - .
9: » Objective: Awareness of Spatial Relationships
Techriigue: .Judging Distance

Participants line up at one end of the room. ‘They
consider the distance between themselves and’ the wall
at the other end. of the room. When ready, they shut
their eves and walk toward the far wall. Thev are to
stop when they think they are just about to touch- the
wall. Ynen, thevy. can open their eyes and see. if they
judged the distance correctly. .This can be repeated
several times. !

Fvaluatidn:» Are the participants able.to estimate the
Tistahce accurately aftgr several attempts? Ny

10. Objective: Sensitivity to Environment .
© Technigue: - Group Improvisation - "GATASTROPHE"

_The group is sub-divided into several small working

groups. All groups are simultaneously involved in

theiy own improvisstion. "Some major catastrophe has
occured. . Each group will agree on the type of disaster,
before the improvisation begins. Choose a character for
yourself and then just play the scene as it happens.
:¥You have each been unconscious for some time and when.
ycu return to consciousness, you begin to explore what
has happened as a result of the catastrophe. After
some time you meet the other survivors and together you
work out 4 means of living with the changes."
rvaluation: Discussion of individual group improvisa-
%iorns--What was the nature of the.difficulties faced?

HHow were thevy 501lved? ‘ P ‘ \

=« Follow=Up . . N s |

* .

: s . l

1. Participants are ssked to-dilscuss the portions of| the
workshop which they found to be most relevant. :
, . .

2. . The preparatory observation exercise can he re-
peated. THIis is compared to'the initial writtén de- -
scriptions that.preceded the workshop.

L4 “*y . . '

3, Thg~impP0visations can be worked- on collectively.
and scripted. .

{

¢ »
y

- - " i, ¢ .

1. Group discusgion: What was your overall experiance
‘'of . the workshdp? Did uoL enjoy partigipating? Why or
why not? L : .o :

v A
5 " .,

4 B ] . . o LN

[ . t§
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Aruitoxt provided by Eic:

Example Uu:

48

.
»

Is there any <ifference in the participant's recor-

ed observations tofore and after the workshop?

[OWLN}

3. Are parti
tions

cipants
into scripts?
L3

- s
-

able to develop their improvisa-

Tmagination--Adults

I

a

IT

”bjectives‘ )

To provide a productive social content for the creative
exor-ise of the imagination.
/

.
N

Preparatory.materials and activities v - o
L]

Probabily not practicable in modst situations. However,

it may be p(golblﬂ to arrange 4 preliminary discussion®

about the value of the human imagination and whether

it is sutficiently used bv most.peopie.

Workshop ‘ . " \

cnvironment » . ‘

T™h's wil. vary greatly from one situation to another. ’

There is absolutelv no need for any sort of "stage."

7n the contrarv, there is a strong need to avoid any .

suggestion »{ a "performance-for-audience" situation. -

Any reasoralle space can suffice, as long as-there is.

rocm for each participant to have at least about 10

square feet .to call his own. However, the, more pleasant

the ambiance the better; carpgt and other sound ab-

sorBing ma*ovlals)are of considerable heln, both’ .

df).,flcall" :nd pevechelogicallv,

(OLlectives ' . ’ Cy

B e e - 1 N -

1. Te wirm the bedies of “the participants up to a. .

Ievel which will facilitate the use, of the imaginétion.

2. ~To help the partif} pants discover or rediscover ‘the .
pCoSlbllltlQF or using their 1map1nutlonajln fulﬂnlllng

and enjovable ways., .

. -4
3. To help the participants Jusg th01r imaginations to
bayiotod r,*y’my.%:tr‘ snHeial ‘7’)"«

¢

Techniques
—-—-FI-

A Udrm-gd . ) .

l. Yalking in circte.  Facilitator claps time




.
’
“ .
. s

which each feet is put dewn. Bet:ome *faster, then
J slow to very slow, then fast to very fast., .
-2: Jump turns. On "order," jump high in air and
furn 'to varjious' degrees, in whatever direction is
»+ " " given. Begin, for-example, with "90” to the right,
R ium'!" "90°“to the left, jumni" and so on, to 1800,
"7 230e “and 3607 Cooe e e - R

.
= ’ -
. .

3.. Group at one end of room, facilitator at .
I bther, On,"Gol" group-begin'striding»purposefulxy,
’ . even aggressively, -towards facilitator. On sound
. cue, people imagine that a.giant magnet, from be- -°
hind, suddenlv generates a huge force, which stops
v them in their tracks. They reach out and try i
. . their hardest to resist it, but it is. too strong,
: o ,and graduallv pulls them' back. 'Then suddenty 1t
. '+ "releases them and thev stride -forward again. Then
< TR ig turned cor again, halts them, and pulls,thenm
- bart. Repeat several liges, 7 ’ ' :

- +# L

LS ‘. hnS '

i

e T . 4. sroup inm,circle. Thev are suddenly encased ‘in’
JRNFES a large, heawyv plastic shget) which has a drawstring
. -axound it This 1is pulled tighter and tighter, .
Lot .- forcing them eventually into.a jammed-in’ bunch in
" what.was the denter of the'circle. Just in time,
hefore sufiocating, they succeed in pursting it. '
, o . w . [ N . o ':-« ) . . .
' SO i B, Exercises -for the imagination v~

~

B - ‘A4
v

. D
- . . N 1

1.. Standing in gircle.  Tacilitator throws ‘erumpled " .
“ - sheet of newspaper, or pigce of clothirng or similab, :
* t. . 77 inte_center. "What is it?"s Each person; sin-any
R - opder; imagines.what it might be and responds ’
' ‘aceordingtiv., - . ) ST, " . Lo
.. . . 5 ( - . B SO
2. Still in cirgle,“ One'perSOQ.gcés*tojcéntér and
oo B &~ strikes a pke.: Another goes in,And welates to it
: .
s

'
LN
~

n some ydy. Another gogs'ﬁm and bui¥ds on” that, and, -
o onp until a composite "sculpturel is created. - .

. “‘ ; . e . T N ', £ iz.. R
o ' .3, A saries of $mele~m§més,'perfqﬁmed‘by-indibif e
ano ' v ‘duals simultariouslv, based on evervday detivities.,

‘ I . Can then improue them, by having-each jperson select

' . - one awtivity and count alpud each separate:step in =

’ T . the process. Then take one activity, for example;x
: y " - ...thetunwrapping of a parcel: . 'have a.person ‘tfime’ it,
R . i L ' ﬁnd:theﬁ hayqﬂanathernqctuallv unwrap,a_pgrcél,wand
A ; : ..compare .. . oo , s

(R oL ’"~

N .«

o a0 6" ¥ndividuals be on backs on floor, in ctreldy
e ., _heads.to the center; like Uha spokes of a.wheel//

o
»
LN .
v v . . v 4
Ly . B
» !

. N
t By L *
b - B 0% . oY . ., kg ta
Vel , < g

LN
. , L » .
NN RN i - - o —_—_— .1 A ’
P - g . : .
M
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' .

Join ran-s, ani be quite close tc-one another.

. Livten ‘o soun s hutslide roem, then, to the sounds
inside., Can—/ou hear your own breathing? Other
person(s)? Then be aware of everything you can
At

>

feel with all the surface of-—yewr—bedy. TFacilita-
tor then asks one person to imagine a scene of some’
kind, and then to say what or where it is. dhen
, .he gavys it, others Awaglnatlons are all to go to
th:t scene. One at a time, in any oxpder, eath person
contributes an.item to the_gscene.  This can occur
more tjgan once, Eventudllv, a dptd‘]@d scene *is
— evoked, which entirelv and uniauely belongs to the
group., —— -

v »

§. Facilitator reads a sample piece of a radio-or
YV commentary of a sporting or anv other kind of
event .. Uah rerson then imagines a gcene which he
coull Ades~-ribe,san'!, then, as richly/ as possible,
MTdoes" the cammentarv., (An especialtv exciting
cne, for exampl!e, woild be by a-space explorer
. . stepring ou! onto a strange plamety—desceibing what
: he can see, and then seeing something quite horri-
fying ani unexpected. What haﬂpens?)

\
, v A, 'Tacilitator Q&%SPS around photographs of pedple,
: *n ri~hly reveallng sitnations; for example, from a
. ctorial magazine. Each person imagines himself
‘aa ore nt *the persons ‘in a photograph, and talks
" L “1hoat H’m. This'.is done by one person at a time;

. other pePsons might ask him questjons about himself.
(This exercise could be terminated at this stage,
having been used ;35 an exercise of the imaginatiom.

3, , HoweVer, it Cm'v4 i1lso, verv deS1Pab1y, be extended

: . ints an Improvisition, in many wayo, begann;ng, for

- . ] CRATE Lo, Utih the pecple impersonating their "charag-

ters," an' then mee~ting one another and inter-acting.
~ o

%

v

. CL C Two improvisations . : .
. . Y ¢ s

- N L. A gr@up cf hikers is walling through a forest.

. ' Eventually they come to a ndrrow, but Jeeps- chasm

Y - - and have: to ‘find a-wvay across it, as it is grow1ng
S \ddry and very cold. ihat do Lhev dé?

. e : « * ) . :

: . A groug of amateur geologists is exploring an -,
S ¢11 abandoned mineshaft. On a given sound cuey e
> K * "there 'is a partial collapse halfwav along -the mine o

(this would he timed so that it would trap at “°

~

o \ least half the péople). On anvther soypnd cue, there .
N o is a mich bigger ccllapse, Improvisation cah begin ‘
T AP . with someone (the leader?) saving, "Well, T think. CL
. thwat this is fhe »~nfrrance we've Leen 100king for.” ’
N e ' : : -
\‘1“.. : ] ‘91 s
EMC LAY , o

.y . P N ar B -
5 : ‘
. . .

.
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“t D. Closure
1. All kneel in circle. Join hands. Close eyes. ¢
Quietly begin humming. Sustain for some minutes,
with individuals choosing their own breathing
pauses. At end, open eyes, and establish a 2-beat
. eye ,ount out wivwh other perl ns in- the group.

.. Zuaict verba. sharing of respcnses to worksliop.
. - < L4 <

Lvaluat._oao . : .

1. Yas the "warm-up" sufficient? ~ \

2. How much discovery, ov-redisccvery was there, by
' the participants in how to use thejr imaginations?

. ' S c e e . ’
3, VWas there much pop,L1VE SOCLldl inter-action J>ro-
dacea by the cxercloes?

I Tellou=1p materiels and activities

Tt may ue pessible’ for the participants to continue

some of ihe activities begun during the workshop. , ror
. example, they mav w.sh to devise their own improvisations.
S + % Bur if, in ract, ~heir imaginations have evern sufficient-
.7 pekindled bv the work, and there are opportunities '
5y membere f the group to meet again, thev shouid

. wbe dlLle to deslse furtli~r exercises based on those

. ¢ proviled by the workshops Individually, participants

- ?could practice, and develop further if they can, the
) {exercigses done as individuals ih the wor¥Xshovo.

-, 4

A (¥ ! '

/  Evaluation

) . »

. K . " - . " . -
. Taw suc-essitlly did- “he workshop achieve the general
- chjactive of providing « productive social content for
the creat 78 exercise of the imagination? .,

.
- <

Examgie S5: : . .
T Workshep in Creative Rxp£e§§}yenes§

e { Level: Elementary :

. ,
11 overall Ooal: To *ncrease the individual's capacity for
Trearive nelt-expression through a series of ,exercises,
* whirh fous on the various types of expression.’ i
% - L e L
) 111, Preparation:. Lxercises that ave aimed at ceveloping

\ @

The dns-:ruments of expression. - Tg/

.

‘e
o
. '

: X B

T ; . el
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) .

A.- Body--paysical activities aid games that involve a
: w.de range of movement from gggés to fine motor skills,
L coordination and rhythm.
A B. Voice--verbal activities such as articulating
. phraszs, .reading aloud in a groug, or singing in dif=-
; . ferent Lones fram very loud.to very scft.

i C. 0Oesture--The group creates a large collage of .
. . magazine or newspdj er pictures of peoplé éxpressing v
. varicus emotionsy. )

. . -
¥

1 [~ IV Framework: A large space in which unobstructed move-
- ' Tent and loud noise is possihle. An assovtment of hats.

| . A recqrd plaver and recor.s, such as "Twelfth Street
| ~ . Rag" o1 any ¢.ick tempo gay music. (Cee exercise .6.)
. ¢ - ’ ’ * ‘ i
¥ vWorkshop: ) : :

1. Objective: Physical Readiness . °
Teon gue: Mad Scientist

<
3

"Find your own spaée, a comfertablie distance away
- from everyone else., I am a mad scientist and you are
my robots, Whenever I press this bi*ton you must follow
my insteouctions. Readv? Jufp. .. . _Shrink. . . . >
Boil. . . . Treezes . . . Fall, . . . Climb. . . .
' Arow. . . . Explode. . 7 . Collapse."

. ) LI
Evaluation: Does the body show signs ot muscular o

s .5 5 - 3 N = . . o D ~
T esenecn? Arms hanging freely? Ghouldeyvs relaxed)

2. Objective: Mental Readiness - oL . )
ek © Tzchnigue: "Room Paint . : d
. R
N . Facilitator initiates a group discussion: What
| \\\ e T would the Jorlic be like without ~olor, if everything
L wore totally black? Then participants chooSe a section
to° of the room and imagine that 1t is absolutely without-
; . color. They are told that they ha¥e all the brushes and
' buckets of different coltors thev need, after which they
? proceed to paint their section of the room..j‘ ’ ’
‘l &
f Evaluation: Group discussion of indi¢idual painting
’ ’ experiences should indicate the degree of involvement .
each felt. o . ¢
ool N N 3. Obijective: Lxpression Through Sounﬁ . f. ;o
| ’ Technique: ¢Chocolafe Bar Nrchesira .
@ - I . ' “
) - ' "P'ind vourself ;1 space and sit Jown. +Think of *he .

e s

name of any sort of chocolate bar, candy or chewin um
- . ’

-,
Y

a .
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.

and then practice saying it in a wav that sounds like

what it is. (The facilitator provides examples such as
POPcorn or Crispy CRUNCH.) When yvou feel ready, come

to where I'm sitting and Noln the circle.™ When the

group has assembled the facilitator announces: "Now,
we're tall members of an orchestra. When I point to you, __
start saing your word and keep repeating it. Uhen
everyone has joined in, we'll plav a song. Watch my

hands t¢ see if you. should get louder or softer."”

Additions: The chocolate bar orchestra becomes a choco-
late bar machine with each person performing an action

,thdt suits the sound of the word.’

Evaluation: Do the sounds express the essence nf the
name? [0 the actions?

N
- ! .
4, Objective: Expression Through Movement
Technique: [ree Association »
"Whe lever I sy a word, do whatever the wordasug-
gests to you. Trv to do something right away instead
- - . . —r—
of thinking about 1t, first." . o

Suggestions: splash, splosh, munch, sizzle, fizzle,
flick, glow, crackle, crumble. s

Is there indi
watching »r ‘istracting others?

Evaluaticn: Is there immediute movement or hesitation?
vidual absorption or are participants

(92}

. Objective: Expression Thrpugh Characterization
Technique: Hats .

"pPick'a hat from the pile in the corner. Put if
sn your head- anl think »f a way of talking and walking
that goes with the hat. Then, introduce yourself to
annther person, After a brief gonversation, switgch
hats. Again, thimk of a way of talking &nd walking
with .your new hat and meget nother person. Try to meet
and change hats with everv person in the 'room.

5

F
I {
Lvaluation: - Do.the moverment and vocalization vary with
———— . -
the varicus -hats? | ¢ ] B
- \"p ‘ . .. {
6. Oi“evtive: Abstract Expression )
. “echnigue: Music Notes

- .t * f

The facilitator switches on the record nlaver.
Particinants listen to tH® musdc® and when “thev ure ra-Cy/,

get up and move ag il tiiey were ths ~otes petng plaved. B Y
cuggestel musie: .ﬂww§1tth Street Rag'" or any ®uick
tempo happv music, ' i e
” Y ' . \‘Ti
‘ 1]
- ' i -
. (\'5 °
*3 1‘ o )




r - - '

Evaluation: Is there variation in the movement? Are
T Y W Te—— - . . . ~
Tndiviauesis absorbted In thelr own activitr:

. . /
, Y 7, Objective: Group LXxpression )
. Technique: froup Yormations
. The whole group forms one large structire colliec~

tively. It changes as various other forms are called
out by the facilitator, The exercise can be initially
done silently and then repeated with sound. ’

. Suggestions: storm, qcean, octopus, }itchen, dinosaur,
waterfall, pvramid.

Evaluation: Is the group a coliesive unit or are indi-~
vViduals rore involved in their own segments?

_ 8. Objective: 'Lxpression of Emotion
" Technique: The Clowns v

% "You are a clown in Ringling Brothers, Barnam and.
Bailev's Circus. Decide whether vou are a happv, sad,
frightened or angrv clown and work out a facg and walk - .
for vourself. When you are readv, come* back to this
spot and we'll have a clown convention.' Participants ’
show each other their clown faces and walks and try to
guess vhether thev are hanbv, sad3 frightened or angrv
clowns.

5

Evaluation: Do participants demonstrate the facial
Features and physical gestures of the emotion they are
portraying? Can the others guess? v

_ 9. Objective: Imaginative Expression ’
. echnicue: Individual Improvisation

"Find vour own space. You ‘are either the fGreat

Five Dragon or the freaf Star Shiner.. You wake ‘up in
thé, morning and discover that vou have a problem. De- ‘
! cidé wha't that problem is and solve it if you can."

.o # i . . o
Evaluation: Oroun discussion of the problems and how ’ ]
. - " They were solved. This should indicate the degree of

.'-involvement each felt. ' . .
R A

«10. - Objective: Verbal Expressiveness

i .~ Technique: Group Story N . i
0 - 14

» &

The°group is asked to sit in the ghape of a B 1)) A 2
P ~ ciréle. The facilitator holds up an obiect and ifivites o
\ ‘ * the participants to begin building a.stonv around it. ° .

] As the ohiect is passed around, so is» the storv., It e

@

P

3

e e
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the group chooses to, the completed storv can.be acted
. out using sound and movement. Une person acts as the
. narrator and participants spontaneously take the pa?ts
. . of characters and objects as thev are reauired. v
Y %‘A[
- Fvaluation: Loes the storv flow easily and cohesively?
- Boes -t lend itselt to dramatization?’

© IE

VT Follow-up: . )
L. Participants are asked to paint a picture or write
a poem about their favorite part of the workshop. ‘lhe
tacilitator couid remind them-of various exercises suych
as the clowns, the chocolate bar orchestra, the Tire-
‘hragon an! the Star- Shiner. <o

?. Ihe group storv can he scripted.

3, A teeling board can® be constructed. . The partici-
pant use<s a combindatlon of paper, Cravon, bits of materi-
al, efc. n anv shape and order, to indicate what a

. particular emotional state such ds happiness, sadness’
anger, fear, looks like to him or her.

[N

’ JII Overall Lvaluation: .

¥, .. ..
] 1. Hroupn diacussion: Did you enjov participating?
. Why oorowher not ; '
¢ < ' [l
>. o participants find it ‘easy to exnress_an experience
‘ »i the workshop through another nedium? ;
7 ' . 2 ‘ !
NI ‘3. Are participants able to develop the group stQry
N inra a script?
. < @ .

Txample 6:

Teitivity--Linior High
©

" " T Ghjective o

'c provivle opportunities for the practice and deveﬁop-
. . ] . . »
ment of , reativityv, using, for the most part, the 1in- -
| d1vidual's own bodilv resours€s, and for this to tale

place both individuallv and in cooppration with others.

Proparatory materials and activities IR
1 1
- .

1. (Cla:s 'discussion on the nature of the creative '
2 e process. (an ydu arrive at a definition of what '
4 . ) creativity, 187 "y .

> ¢ \ [

. - s .
\ 2. (Class discussion on "The human hodv-as a creative !
* instrument." R X T
' N ’ H " « o f
¢ R - B ’ . »

- B
[y | .

ERIC | SRR - “
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Workshonp .- "’ N
Norxsaoh

Env1ronmgnt > S

As for other school vork‘ og@Q;IAn open space, approki-
.mately the size @f an aw ﬁ%ﬁlassroom.' However, a-
smaller space could be. wg f: # a group of.up to 25-,
students, “Carpeted fl@g§;%ﬁ fjossible. Lighting shoudd
not be too bright. - ‘~%ﬁ ‘ )
Objectives ] ’ ;f- "
1. 7T '"loosen up' th%? : i" ts, both physically and

psvchologlcaliy.

2. Tq get their Emagih :
3. To activate thelv.epeéflve impulses On an individual
basis. :Ys “'”p

. b

> “
'y\n,

4, To, dnvelop creat#ﬁéfgéﬁﬁntwal 'in group situations.

,,\,_-' ‘#t'\"’;s. . .
5. To leave the ’1Ué€hu8‘&ifh an awareness .of and .
feelvng for the fulf;llmgﬁt to be galned from using
their bodies, both 1nﬁavidua}$v and in coniunction w1th

others, as creative mﬁgtrumentq. .

L . \, .
Techniques fgf' \ :
- 424 :

5

Y ahed
A
hSR 1

"

pLARY

A. lJarm-up .

)
[N

Hoppning on left foot,

0y . [
“ . [y

~ {”")--I

1. Moving ar‘our‘réoj

. right foot, both’ ée@
"\

2. ”ov~ng around 1n “circle, quicPLv and lightlv K

‘ siapping all over back,of person in front. Reverse.

-
.:, -0

‘ direcxtion. «eversa several times ‘ R
. PRI « 7 .
’ 5. Moving around iy c1rc7e, rLoang running steps,
-~ ,each foort, tGLChlnb floor on teacner'& clap. UYhen

.“_clannlng qrops, ,ndento strike a pose ralated to

* teacher's Qu?geSLlom% e g monster, exnduqtlon,
fear, etc. . - . \ )

. S . . \

5. Individuals in ,0un space. '\ollapse from waist.
Slowlv reach for snv, with head lithlv bhack. Do
it qvme1r1"aLLv fi18t, then aqymetrlcally, wiih one
side leading, then tne other. leet can be moved.
[hen. move around, sfowly at fir sr, ‘then faster, to
craps. hen lapswtopsy {reeae “(May be on floor.)




.
.
.

B. Exercise to stlmulaie the 1mag1ndtlon
” . . '
- Find own Ddces. Standing quletlv with eves closed.
.7%leacher savs. Iollowln? statementsgl, without expres-
sion, and for each one, student”responds actlvely \
» . .“:*—- Enandted ”, .

a. "Brrr,. 1T's cold in 'here."

-

. .

h. "I wonder what that sound wag. . . ."-

. . ' c. '"Where on earth'did I put tﬂat,péﬁe"
’ 4., "L coula wwlng her neck for!telllng him.' )
PR , - ‘\
: e, "If Qe dOeon't come in 30 s@conds, it'11l be too”
late."n ¥ . .
‘ ] “. ' . .
. ' A -. . - - . 4
. Lol foo "I'1I getithat tly if it's ﬁhe last thing [ do."
‘ g. "I .have 10 sédpnds to defuse this bomb."
AN . h. >ha's (he's $% gone and 1'lk never see her (him)
‘ again. o - S,
: N - e. . ”Oﬁ' I!m;sokhapPV~to see vyofr. " . » -,
b AN . ¥ e ' ., ot ) ' )
N s ~ - v RS
N C. Exercises inm creqr1v1£y o e - p .
T \\\\ s vaudre _Rip, van Winkle, -You' ve been asleep for
. 500 wvears. ’h‘nk where it was that vou went to -
' sleep; and of what the world might be Like in’ 500
. . veasz-rom row: . Then let it happen. - ;

! -2, N\ paqu. iDiscuss a éffuation which cowld end
. . with org of the people anrng, "Put out the light. .
. v« Put cut.-the llght'" “hen improvise it. Then share’ N
. it w**h ufher pairs. .1;3_ .
- : , 1
L ' 3. And /1dualq, in own soaces. Teacher gives first
word ¢ I argroup,oi synonyms for erb. -Fach person
. ' " does» Thal action. Pest. 8f the words are thén given,
' ’ - in turn,,and the Xbrlon done - 51multaneousiv by all.
. ' An example Gis: i to hold{igrasp, clutch, clasp,.., '
v . clenchiyto walk, strut,‘qtagger, swagger, lurch.
" (Further: wdoas‘may be obtained from Roget's
‘ "Thesaurns.") Indmv iduals .can then trv to show the
difference bet one, svnonvm and dnother, in turn,
and rest «f oup can xdiscuss. - .

-

. 4. Individual exercig éq, based on an emo1xon--for
. ‘ : example, fgar: A, girl thinking she's being followed,
@ man seariching 4 wirehouse. = Kest of .group® can i~

. . cuss the ththULnOOb of whdt is created.
H . .
Q - . . ) ‘:\ . '9” e 0 . )
‘ LI . T « sJ D) . - . kS !
ERIC L N -

Aruitoxt provided by Eic:

.'u,v N \ )

A WP 4
¢
’




- ?v‘_/ ',\ P % ! L . a
- ' e -
. a ‘ 58’
! ; N
' :
i ~
¢, ndividuals in own spaces. <Create a character
C ln your minds as fully as possible (teaqcher can -~ i
sugges  «haracterisi.cs such as age, vocation, &

| . » personality). ‘hen think of an obJect, animate or
. inanimate, which would affect this character's be-:
. havior quite significantlv. (Allow up to 2 minutles
. for each piece of creative tiiinking.) ‘Then, simul-
’ taneous 'y, eonant a situatjion where the obiject affects
- the character., Oome Leople can then repeat their
enactments for others to discuss the truthfulgess
cf wl.at happers, ’
.
. ' - 6. ‘Nivide into groups of about 6. Each group creates
. a1 tableau on a theme--e.g., fear, persuasion, greed,
: , Tableaus are shared sn’ discussed. e
" / "" .
- . 4y7. .Again,sdivide into ‘groups of about 6. Each
) group is given a plece of music of about one minute's -
- ' « 'dura*ion, and creates a narrative or abstract .
| preser.tation based on the music. The same piece of *
[ ‘music may be tsed by all groups, or a different “
: | piece for each cne. Or, groups may select their .
oo | own music from music library or elsewhere. (In any " e
ongoing content, it may be possiblg to provide a#
. * cohsiderable period of time for each group to pre- ° /
o ’ ' pare and rehearse their presentation.) . i

|
-

: . *™ 8, nivide inte 2 groups. One group sits on one
side of room; other group is'in "playing area." )
. ‘. Number each person in each group from 1 up.y '
/ . Teacher ‘callé out a number.. That number in seated
. group calls out the name of a topic (e.g.,."lost in
' . a Blizzard"), and” the person with the same number . " .
. : in the "playing" group begins an improvisation.on, /
) ’ that topic. A time limit, of,.sav, dne minute .
- . ' should be set. Wher all have had a turn, Eroups
reverse positions. . - . "

. , . . .. ) :
) 9,. WhHcle group improvisatiom: = "The Hartv." This
' can be broken into 3 sequences: '
. . . . a. Arrival of the guests oL

g . b. The scene at 11 p.m¥ . o
. 7 c. The scene at'2 a.m, - . .
L Anv appropriate party music may be used,.Butrshould
- Coe be slower for each successive sequence. Students
L - "Freeze" between cne gcene and another. - Each scene -
s - could last up to, say, 10 minutes. Lo

. SR . . e .
% , Dz Clgsure £ L

} - N s - . ’ ¥ .

. 1. 'Students walk silentlv about.the space, weaving

’ ' in and out among one another, not“toﬁchiﬁg, but. es~

R tablishing eve,contact with onée andther,
° , » . [

N4

.
Pl
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2. Standing'in circle, arms around one another .
eyes closed, humming.

3. Quiet verbal sharing of references to workshop.

Evaluation
1. How did the students ‘respond to the~"warm—up" ex-
ercises? - ,

- >

-

2. How productive an amblance was’ created in ‘the.
workshop? s
3. How much originality and variety was_ obtdined in
students' responses?

. .
. [N ’

b, How successfully did the groups function?

o __).,,, P ,--'; L ) 4 ¢
5. " Webe there any . students who did not become’ involved
to any s1gn1f10aht extent: throughout the workshop? Can
you say whv? . A A
6. How did the students feel at the end, of the work-
shop? <4 ’

~

] -~ .
i h

Follow-up materials and activities

b

~

1. Students could devise cwn statements.reflecting a
" certain . kind of emotional situation, like 'those in
Technique B, 1 -

2& Students to find a piece of music which expresses
the mood and situatidn created by the Rip van Winkle
exercise, 1 / . :

3.° Usihg\the sane groups, as in, exercise #7 of Technique
C, each group could be gf;en plenty of time to create a,
Tlnasied piece of mime ‘or dance drama to a plece of

music § . .

. \\ N
4, Some students could maké a videotape or film cf any
or’ ‘all . of “the presentatlons created in exercise 3 above,

or of anv other presentations which emegged during or
\¥olloW1ng the workshcp. .

K

"5, " Presentations of sufficient. creative(power could ‘

- be “shared’ with\a wider audience, This is.an example of
how to 1ntegrate "creatlve drama!" with pexrfformance
theatre. . ‘ .




. vV Overall evaluation

. How fully did the students enter into the spirit of
the workshop and any follow-up activities and how
1 original and genuine were their responses?
Example 7: . - i .
orkshoo in Moyement B ‘
I Level: Elementary _ .- ' -

- I

[ ! . + .
IT Dverall Goal: To increase the individual's capacity-
.for expression through movement '

2

.

III Preparation: <~y .t

< A. Physital activities and games fhat involve a wide
range of movement from gross to fine motor skills, .*
coordination and rhvthm. ‘

-
. . -~
»

B, fAroun discussion and demonstrationt of how peonle

move in various occupations. A collage on the theme

"movement” can be constructed from.magazine and news-

paper pigtures. , -

C. Fach child individuallv attempts to show how a

N _ 4 member of their familily or a friend_walks, moves

' ‘ generally or dces a particular activity. This same
_exercise cdguld involve animals rather than people.

e

Y A space in which unobstructed movément, and
: noise is possible. A record plaver, records '(see
cise-1l and %0) and a small drum. ‘
L] R V * -~
. 1. Objective: Physical Readiness .
_ " Technique: Puppets .

~ -+ Each participant finds a_space tn.the room a :¢om- '
. fortable distance away from everyone else. Thev aré ™™
puppets with strings attached to their féet, hands, -’
» head, shoulders, elbows, etcy They are to lie on the
floor like marionettes which are' not being used. The
facilitator acts as puppeteer. She pulls the strings
- up slowly, .one at a time until the puppets dre standing.
Then, she lets go-of “the. strings so that the puppets
flop to the ground. Again, she pulls them up, one .
. string at a time usifg jerkv.motions. TFinally, she moves’
-all the strings at once so that the puppets dance.. At
this point, the facilitator could play some livelv .
,"puppet dancing" music Such-as "Twelfth Stree} Rag".onr

any marching band tune. - ® S Lo

.
»




«f

gns of musculér‘
Shoulders relaxed?

‘
-

_Evaluation: Does the bod’ show si
Tooseness: Arms hanging f?eely?

L]

2. Objective: Mental Rea iness
echnigue: Compuger ag

The facilitator announces: '"[I'm the computef and N

whenever I sav, 'BZ2Z-B7Z-~ fPEEZE my instructions must

be obeved." Tag is plaved in the regular manner with the
facwlltator calling out Yarlous types of movement at -
regular intervals. . .

Suggestlon Rubber balls, tin men, splders, polar. |

ears, s adows, butterf ies, mongtérs, monkies.

- 1

Fvaluatlon "Do partlc pantsfvar thelr movements In
accordance with the different in tructions? Is the
group absérbed in the motions as| well as the game?

i . -

3., OBbjective: Awareness of th
Technique: Verbs .
—-——v——v-——-q&-——

.

range of movement

The facwlwtatOP chooses velrbs and Dartlclpant° are
asked to respond accprdingly. [The series should include
contrast and dlyersv V. . .

. F A
.stretchT . .squeeze. .
grow. % «shrink. . .hop. .

Suggestionsi” Fly. % .crawl. .
Tgap. . .swim.,. .<gwmble. .
float. . .explode. /.- .coliapse.
\ .5 . s | 0 .y

Fvaluation: Is-t Lre'individ al absorption or are
participants.-watc ing or dis ractlng others? Do the *
moverents -indicate that the yarious verbs are under- '

stood? C ‘ '
v “/ . - ¢ ’
#, QObjective: éodW»”ontroI .
. echnique: ‘Floor Touch" ,
. -————7—~—-‘/ .
Partmc1na ts aregwn%fﬁncted to move from one end
ofrxné-wobm _'y4%e other, using any Darte of the bodv v

they choose, bpt with this restrletlon. only one part
*can be touchlqg the floor-at. anv g;ven moment. This 1is
repeated with the instructions varying tao two, thrge,
four, five, and six parts of the bodv touchfng the f\loor.

r

Variati&ggz Restrlct the use .of different partq such as'
hands, jeet, knees.

Evaluatjion: Do, partlclpa ts conLrol their movemente .

&§Qsﬁgzgﬁﬁﬁrto insfructi "Abe” they '4ble to sfstain the - f:
8d ovemen1 from one end of the room to the other? o

[y P4

*

.
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- .

5. Objective: Rhythmic Movement

- Lecﬁnlcgg: Aroup Uircle ‘

‘ The group forms a small circle. The facilitator '

¢ beats out -a rhythm on a small drum. Participants are

asked to listen carefullv to the rhvthm and walk in
time to it. When the whole group|has suqtalned the .

: //7 beat for some time, the facilitatpr changes it to a
. skioping beat and participants arne ‘asked to uylp This
same procedure gan be used for hgpping, running, tip-
toeing, side=~ stepplng, trottJng,;etc.

v

¢

Evaluation: Do partjcipants mowve in time with, the st
M various rhvthms? Are thev able [to sustain the beat «
: for a short period of time? . .
f, Objective: ‘Imaginarive Movemént
v ———— {. N 1
Techn-que: g anl Small

. The facilitator-describes [the portion of Alice in :
~ Wonder.and in which Alice growd large and smrall in
succession, Participants are dsked to return-to theivr
own-spots where they will find two pills: one marked
Big and the other Small. Thev-are instructed to take . "
either one of these and to grow or shrink accordlnplv
*"hern thev are fo go tc a public place such as a liblrary,
park, ges taurant or scheol and exnlone it as- a giant or '
dwarf. j,JHenever thev want to switch to being the
ODPNS T they only have to take the other pill. -When
they are ready, thev can come to the facilitator to
get a pili which w111 retuyn them to ?heir own size.
toor

) ., Jaluatwon: sroup discussion &f the é;periences and
, nrob}ems Taced in the exercise. Lhiﬁvshould indicate .
. ' the degree of, involvement eaah felt.

- “
. ° 7. Objective: Characterization through !Movement
! ) - = Technique: “he Fhanging Person ) .

. The facilitator’ suggestq an actlvxty such as
. skippﬂny repe 4n partlolnants mime the activity, first
as themselves, then, as the different- characters which

the faciflitator call out. .The actjvitv.can change fair-
P ly frequentlv as well. . : ' '

~

,; ]

buggested acti v§%+es Parrylng a hedvv parcel, Wdl}’n?

o ++  a dog on a windv day, driving a dlesel truck, walking a
’ tlghtrooe. . ) .
N g Suggested charadteré a 90 vear old pereon, a ‘'verv fat/ .

thin person, a f?*vﬁfpned/happv/sad/angrv person, a lazy/
enorgef_, s person.

.4




Tt

)

-

‘ D " A group discussion about the sights, sounds, peo-

-

.

.
*
?
¢ —
T

] 2 - ' A
Evaluation: TIs there eyidence of concentration? Does
The movement change in accordance,with change of charac-
ter? ’ ‘ . '

*

8. Objective: Characterization through Movement
;Technlgue: The Person-Animal. ‘
" Each particinant makes about the room like an ’

animal of his/her own choosing. Then the facilitator
asks “them to become people again, and to move as a

person but with the characteristics of the animals . -
thev were. They can interact with other people-animals
if they so desire. .

Evaluation: Are participants able to sustain their
people-animals in interactions with others? Is there
any attention to*detail in movement or isg-it gross
mimicrv? ) '

9, Objective: I!fovement with Others
Techn:que: -“achines
LeLindu=

The class is divided into pairs. One person as

the operator and the ather as a machine. Each pair
presents 1its machine to the group after a few minutes °
of preparation. The group-attempts to guess what the
pair is portraving. This can be followed bv a discussion -
of machines “the participants would like to invent.
These suggestions can be used to form collective group
machines. ' " ’
Evaluation: Do;ﬁarticipanfs work as a unit (pairs, )
group) or are they onlv involved with their own activity?’
10. Objective: Creating An En,JronMent Through Movement

Mechnique: A Cincus. -~ ' ' o

ple, food, etc., found at the ircus. Then each parti--
cipant decides whd or what thewd like to be and begins -
to move like the person or animdl in a cirgus act. A
circus music record as accompaniyient would be appropridte.
Wwhen the music stops, each person.switches roles with )
the person next to him/her and thgn the music resumes.

This is repeated until each partigipant has had a variety

vof roles.’ "

\
, ’

~ Evaluation: Group discussion of what it was like to Le
The various circus performers. This should indicate  the
degree of involvement each felt. ‘

-

13

. -
- .\ v /

v

" 104
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- VI Follow-Up: - " C . Lo
. 1. Participants are asked to 'paint a picture or write
. a Story/poem about their favorite part of the workshop.
‘ The facilitator could remind them of various exercises
such as ,the giant/dwarf,'peopleranimals, machineg or
the circus, ‘ ; -
o 2. The preparatory exercise of atpgmp%ing to show how
* a. member of the family or a friend walks, moves generdidly
. or does a particular activity can be repeated after the ,
" - - - - child has had a chance to really observe how..that
' ’ person moves. If animals'were used instead of people,
a visit to the zoo would be in order. . o
‘ . 3. As a foilow-up to the puppet exercise, a pupﬁetry
workshop "could take place. Simple sock "puppets or ‘- °
puppets with modeled heads could be constructed 'and * -
- .~—then used. in puppet plav improvisation. .
VII Overall Lvaluation: .
. . . T . *
1. Group discussion: Did you enjoy participating?
Why or whv not? ’ .

i

2. Do participants find it easy to express an experience
of the workshop through another medium?

-~y -
7

»

’ 3. Does the child demonstrate greater detail in move-
ment of the observed person or an{ﬁii the second time?

Example 8: o
elT-Confidence~~Junior High

‘f I Objective:

To help in the development of a more positive and con-
fident sense of self in the student.

IT Preparatory materials and activities

v is the difference between a\positive, desirable degree

» Class discussion -on the nature of self-confidence. What
«3f self-confidence and overXesseftiveﬂess and boasting?

ar

11T Workshop B

. Environment
. &5 for other school workshops. An open space, approxi-
matety-the size of an average classroom. Howcever, o
_smaller space cculd be used for a group of up to 25 .
A students. Carpeted.floor if possible. Lighting should
“ not be too bright.

S0 )




Objectives ', .
1. To warm up the body.

2. To "loosen Up" any feelings of nervousness and
apprehension. .

3. To increase self-confidence in small group‘situa-
tions. b

. N 0"
4, To increase gself-confidence 1n larger groups.

.Techniques ‘ : .
A, Warm-up - , .o

-1, TForm into circles of about 6. One person de-
taches himself and goes ingide the circle. He must
“try to break out of the circle, When successful,
tries to break back in to center. Each has a turn.

b
.0 -

2. :A game of "Simon Says." |
3. . Individuals. curl up into as small a space as
p0551b1e. Imagine encased in a strong, heavy,
plastic bag. *Strive  to escape. (Teacher can build
atmosphere by using sound cue such as cvmbal clashing.)

- On flnal cvmbal clash, crash to flogr.

4, Move around space, not touching anyone. Build
up speed. On sound cue (e.g., clap, or cymbal
clash), change dlrectlon.abruptlv. . .

B. "'oosenlng up" exercises v

- .

1. Each person, in turn, completes a sentence’ whieh
begins: "The nlcest thing that happened to me* today

was N . , .

.2. Shake_hands, .Build up spe&d. . Imagine that thev
are "f1v1ng hands," flying in all directions. - Let -
them seem to take.on a w11l of their own. B

v .

3. In pairs. You are strangerq on a bus & One of

" vou has "flvxng" hands, but is ﬁnaware of it. What

happens7 Voo . ¢
4, Into groups of 4 fo 6. Each group is given one
of the following situations: an auction,_soldiers
being inspected; group of string: plavers and cen-
ductor, group” in an elevator, strangers at d table
in a restaurant. One person 1n‘ea¢h g“eup has & . ¢

.
' L4
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ETvaluation -~

5. Didsany childrén tend to dominate excessiQely?’ If

]
a - -, - .

N
.

. ; o
"flying" hdnd,.of which he is unaware. Play if. * /
. Then share reenactment with other groups.- ‘

.

C, Lxercises for building self-confidence !

@

1. In-pairs. Reach out and make contact. '(Teacher
can use light, "easy'™ music, or light, quick sound
cues,) Repeat, but this time some kind of invisible
fordk prevents contact (use slow, "heavy" music on. ’
sound cues). Become increasingly worried and try,

it more slowly. Become slower and slower, until o
body aches with heaviness. Suddenlv, on ‘sound cue,
fingers touch. "As sound or music becomes louder y
and "happier," more and more contact is.mgde; .

. v ¢
2. In pairs, bov and girl.” They are returning to
girl's house, trom date, It js, in fact, the first . v
time. either has been out with a member of the oppo-~
site sex. Boy wants to kiss girl, but. . . . See.
what Happens on the last 50 feet of the walk home.

3. The scere is a ¢lassroom of children of your -

‘0 age. A new teacher is due to arrive. The class 1is
not the rowdiest in school, but will exploit the new
- teacher.. They .discuss what they might do when she
comes in. She enters. The children are very dif-
ficult. She eventually breaks down and eries.
What happéns? '

b. Closure: Ly

1. Individuals in own spaces. Eyes closed. Quite
still.) When you-open your eyes; your body is total- -
ly unfamiliar, Discover it -"piece" by "piece"
Y (slow pairs of drum beats or claps). After 2 or’3
 minutes, becomg aware.of one another.

-

2. " quét’verﬁhl éhafing of‘reéponses_to.workshop. '

1. Was there shfficipnt warm ﬁp? n.f,

v

2. Which exercises séeﬁed tb work bedt? Which ones . .
least? Why? . -

[

<

] . ’ / \\ ) . . e
3. Were the exercises ébng endugh? v . *

v

P
2
.

: - »
4, -Was there a satisfying shape to ‘the workshop? - -

so/ how did You handlé this problem? Could it have-

.
¥ . “L s b - . u
va » - B >y -~ ’t\. ¢
\ .
. .

. .
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been handled differentlv or better?

~
y

6. How wel] did those students who tend to be;most
lacking in self-confidnece emfer into the act1v1t1es
of the workshop°

Workshop Evaluation ; o S

As stated earlier, it is necessary to articulate .

clearly the goal of the workshop and to consider,cat‘fﬁe '

P

initial- stages of planning the workshop , how it will be

is con51dered at this point™~of
e /

ercome a variety of formidable
\.\ ¢

manv who work in this field and

jevaluated, TIf evaluatio

time, 1t 1is possible to

1]

-
-

i
\z

discourage a great manv T thers from even making the attempt.

hurdles which trlp a greﬁ

\

Actuallv, if the analogy %an be carried a blt further, the

!

ise set up in a race so that they

» -

hurdles are 51m1]ar to th

can be knocked over falr; ?readlly. As'a consequence, those

‘* who are sufficiently 1nsegemt1ve can run the course in ig-
norance of" the fact that ganv or. most of the hurdles have not
g been cleared, There are pfople who go through the motions

- . LY ’
‘A, of evaluation without being aware of the fact that time and

Y . . 1

\., M " .
“yenergy have been consumed, distance has been covered, but

A .
; e . e

no evaluation has taken place.

~ v
A v

“«.' One of the barriers is the fear that attempts at
evaluatlon will dlstort the nature and value of the acx1v1ty“
Vo
This stems %in part from the bxtter experxences some have had
G N \ { .

'Wlth behavioral researchers gho have overzealously attempted

.

., Ay

to contro} toc many varlables. . The result is the derivation '

of conclus*ons that have vallditY but a valldlty whdich ex;sts

o . B 4 lg)q ’ ) .‘ ‘ . lV - ‘;
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B
{only in artificialpcircumstances either incapable of 'being

duplicated under normal operating conditions or; clearly

- ’ . undesirable, even if capable of being duplicated, for a

- N

variety of- reasons unrelated to the task of méasurement orJ

-

@%& evaluatlon. Another source of the feaxr of distortion is the .
N 1
distraction caused to the workshop leader who mav lose -spon- :.

. . tane*lz, unduly limit what is attempted because of a concern
e

‘ " for. how it w1ll test out, or feel harrassed by a pnaw1ng

LY - A3 ,

- - susp1c1on that the evalugtion process is becomlng a cobtrol— .

ling factor rather than a tool. These dtfﬁacultles are not,

of course;'unique to workshop leaders., Evaluatlon freouently
¢ ' ’
] -
iS'perceived as a’threatvbv people‘who, within themselves or

because of thelr knowledge or fears of .the use to whlch the
results will be puf’by others, 1nterpret low scores as a f

‘rsign of inadequacy or failure rathen than as a succesgful

-

¢

' assessment of the.degree of utility of one set of procedures.
- : g A

. 3

~And many educators and researchers séeking ‘finanecial, grants -
- . < "J .

s - g
‘“have been moved to wonder as to the extent to\wh%ch the are

- . ¢

so1v1ng problems of COnsequence to themselves and the1r e

- . flélds of knoyledge or searching for problems‘that w1ll have

% > ! ‘ -

ma§1mum appeal to those. granting financial assistanced

Another barrier‘is the conviction” that human nature -~
&
and behav1or is too complex to be capable of effective- measure—
ment and evaluatton and we mlght as. well adm1t as much rather
- . A *

*
. than pretendlng to capacltles we lack or, worse vyet, 11m1t1ng :

.

- ourselves to deallng ‘with other human beings only on levels

-

wherke. we do have the capacitv to measure and evaluate. ' .

g‘g s‘g--,u‘g% o - 3 B \
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. Y third barrier is a type*of credibility gap or simplv
e a feeling of dlscomforture created by‘aftitudeé found in

S

‘many people Cand qulte frequently among. people 1nvolved in

Lo -¢he arts) that‘formal measurement and evaluatlon are neces-

-
\\ L4 6 -

- ' sarmly mathemat1cal and objective in fature wﬁlle their

personal competenc1es and ]udgments are most commonly sub- ,

<
. s

jective in ‘nature. ' .
A fourth barrier:is the lack,of personnel and resources
.« “ N ¢ )

. (including the resources of time and energy) which leads

¢

many to believe that, regardless of other factors, it is

. only by not ‘doing the good work--or a 51gn1f1cant amount of

- -

it~~that resources “would be freed to measure how good it ls.
v

* Considering the vast body of knowledge readily available

L -

A on the sub]ect of measuremenm and ev’//atlon and the acces—

. . ~ «

c, sibility of knowxedgeable e 1n the field, it.ds not my .
- . ? . R . 4
» *  intention to deal with specific ,techniaues of evaluation in

-
v

. this manual. My-experience 1in working with people ih

‘ developmental‘theatre, however, leads me to believe there-

_~would ke some value in trying to help thoee in need o%’such

. ~assistance to look agaln--ln search of a new orlentatlon—-at

the four barriers: distoptlon, complexlty, subject1v1ty-

"

objectivity, cost. o . .

~ .

v .
- ° '

.Distortion
)

The basic question to comsider here is not whether

k] M \
distortieon has taken piace 1n evaluation situations nor,

+ ’ . ”

_ whether it may take ‘place in our ewn work but whether it

AT




-t has to take place or can.be av01ded Experience indicates

-y ~—

that there need not 'be d’SQQPthﬂ.\ Knowxng thlb, we, can -

:-\ .

undertake to avoid it. A good apprdach lg a twofold one

l\

-

ing--ag many, as p0881b1e

. of identifying in advanee--and avo

of the distortion .producing factors End refusing Io‘dd’fﬂihgs

. that create distortiom*if unanticipe
° ]

)

%fd factors crbp up

along the wav. With regard to this ‘Stter point, we must
v ~L

recognlze and expeci others to recognf& ~that the vested

X,
' ”I\v .

Lnterests of evaluators (1nc1ud1ng oursaives as evaluators)

\~4

are not as imoortant as th vested 1ntereets T the program
. € W

#ved by it. *If ‘prior planning has

not'beent ufficient to avoid a problem, we ﬁhst not dlter

-

the program for tﬁe sake of obtaiﬁing a- meaningful measure-
ment; this will proJide, all too often, only a meaningful

)
’

measurement of a meaningless activity of no consequence to
us ovr the program.\ We must, -rather, abandon measurement at
". ‘that point in the realization that we have successfully de-

termlned the LOeatlon of a refinement need or a prob¢em iR
ﬂ"»"* '

our evdluation- procedure. , . .
wi{h regard to the matter“of identifying potential
N * = ) . 9
distortion factors in advance, it is necessary to plfn all

L

&

_ . the procedures to be used in order to measure effectlveness
‘. > u.._y .
-and to go over Lhese carefully with everwoné 1nvolved. "The

key questlune are ‘as fOllOWS,. Have we clearly articulated

-
. .

the goal? Ls'there & means of assessing the acaomplishment

(23

il

of thas goal'> * WHat measureménts must be made to accomplish
-

-/ « . .
V\Surh an assessment? By whom and how will these measurements




- »
e .
b “f‘ - ”

impair the workshog proceSSxxn any Way, as percelved by any
of those participating? Such questlons can be asked, and

anSWered as completelv as posslble “and, tnen, later, practl—
." 'ri
cal application can 'reveal a~problem {an interference or

3
f ' - t - y

v

. distortion) that was~not recoﬁniZed in the prellminary ’ ’

.

planning. When this occursa we smmolv go back to this ini-

/

tial pre- planping with’ more COmplete and more accurate data.

WHen problems, impairments, "o potential distortions .are ’ .
’ LYy ’ -
identified, the appropriat@'response is to perceive the

nature of the challenge andreearch for a means of meeting it. -
. 1 N /\
Creative oeople snould be ablegto come up w1ih manv
A
more“ways of dOing anythlng than are initially apparent.

&

_Why Will the wonxshop proceee be 1mpaired and how can this

be av01ded° oometimes, the 1mpa1rment is essentially due” -

-

to the mental attitude of a workshop leader, in such a case

urther information or\exper%ence might well bring about a 3

. -

8 T .
ange 1in attituds; the atiempt to do so merits attention

and honest coomeratlon. —Sonetimes the recording devices ¢
,V‘

(machlnes, or people w1th paper and penCil) are thought to

be distracting. If 1is pOSSlble to trv a'workshop in the

29
presende of such devices so as to determine whether or not,

im faot, +hey are ‘distracting. fJust as we occasionally find

elements distracting which we had not ant1Cipated would be, v
so we ‘occasionally are surpirsed to find that what we assumed
would be bothersome, goes completelyv unnotlced. It is.also
possible to devmse substltu e deV1ces for making ihe re~

cording or to: determine a .way of measuring something quite -
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leferent whlch would have QOmw&rébie utllltv. Measurement

§

/‘ -~

does not have to be cumbérsome orydistractlng The example

' ‘ -, 5 ‘.

. given earlier with respect to an imaglnatlon workshop for

4.,.
i

[adults is a case in p01ht Ifﬂwé prepare an extenslve series

. of exerc1ses With a dbnscloUS attempt to arrange the exery

cises in a sequence of éreater complex1ty and dlfflcultv, .
o

< v *

then how far we gan vae 1nto5the sequence while malntalnlng
L3 -’

total 1nvolvement hf the part1c1pants can be takenlas a ' -

.

measure of the eﬁtent of 1nvolvement “ This can be refined '~
by establishing not a sequence of individual exerclses but

‘- . .
of levels of dlfiléulty, wzth a number pf eYerclses grouped~

N ]

dt each of the-levels:'*It ‘could then be establlshed that/
the workshop leader would not move bevond any glven leVel
until every workshop parth@pant took an active part Ln at

»

least one of the exerclses at that level The leager would

*

be free ﬁo remain at.a glven level as long as desired, per-

haDs 1n rESponse to need to bulld greater security in the
* group or to reinforce the sense of pleasure partlclpants

. .
.

were havlng‘at this leVelﬁ-ln the belief that such security

or pleasure would be ccnducive'to greater progress at later,

more dlfflcult levels. Clearly, bulky egﬁlpment and hordes
¢"
of 6bservers are unnecessary in the attempt to determine

how far down the Sequepce of egerc1ses,or levels the work-
2 , . .

shop partlclpants went. / . .

-

. What should happen 1f we arrlyé at negative ahswers %o
any of the key questlons even afte applylng our creative

talents and utilizing the knowled e of expert consultants

. {
!

ke

wjg{'




- Suppose we are unable to apticulafe the gﬁal with‘clarity2
- . Suppose we can find no means of assessing the accomplisﬁﬁént of
. our goal? What do we do if, having detgrmiped the avaiiéble .
. means and §e§SQpnel and metho@s of measureﬁent, we can come toy
: , ,ho selectibn'from‘among the options which is free of é distor=
: " ting, ha?mful impact Bn our program? -I will not hesitate to
assert my conviction thaf an inability to articulate the.
goal w1th'c1ar1tv reflects a fuzziness of thought and under-
étandlng W1th resoect to the goal and it wvulq be ‘better to
ellmlnate :;t only the evaluation but the total workshop
NS devised to,acﬁieue that goal.  This, of course, does'not .
‘/ : \\> pféyen%%ddditional thoughf and experimentation along the way
\ - in the seanch for a clearer pérqeption. As:for the o%heri |

N -

" suppositions, there is no reason for not belng as ;t:oler'an’c“~

with regard to our 1ncapaC1tLes in sthis as in other phases

.. .9f our llves. Desplte the strength of my de51§e to do so /

-~

for example,'1 cannot predict with certalnty the behavfor of
e d '
- L tnd »
~ other drivers on the highwav. Thls does not prevent me ' from >

dr1v1ng on the highwav although, hopefullv,'wt remlnds me’ of'

|

the need” to PR cautious. Nor does, knowledge of theﬂuncefu

- LY

tainty, danger, and nead for cautlon in this case preveﬁ% me

< ~

from 1nc1ud1ng a drive on 'the hlghway as«part of a trip I

make to a place, a situation, or a person from which, or'whom,

-

I have definite knowledge of ‘much to be gaiﬁéd.@'For known

. advantages ‘1 will take risks. What is unusual or undesirable,
\l) &

" therefore, in going through procedures whose;merit is rot

known to me when [ feel these proacedures are ne?esédry‘fu

engaging in other procedures of established value?

Q g ‘ :

ERIC ' . 1id Ne L T
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B The search for answers *to the key questions involved .
[ - ¢ .

(A "' in identifyjng potential distortion‘factors, thervefore, is’
/ not part of a desperate attempt to find justification for

i

/ T everyfhing that we doj; it is, rather, a process for deter- '

mining what portions of our aetivities are open to evalua-
tidn. \

’ L

. Comélefitz

o stafe that what we are about is simply 100 compli-
3 s
<. cated tc be.approqached 'in terms of meaquremen1 ts.aﬂgiber . -
. - e
. way of saving that nc porti ows of these aCTlVltLPS are. opcn

to evaluafion§ Tf what we are déing is incapable of being -
I .

. " . . , e - . LY

o - . 4 * o )
. eva_uated in &any way whgtsoevep,.then we must recognlze that .

I -

‘, " we can p*ov1de no justification~-to ourselves as well as to
. . pe

. ’others--for doing it. PRoom for doubt as Lo the value of dan

2 ' .t . S

activity must be allowed when. no tangible evidence -can. be ) R
Yo provided concerning any pertion of its effectiveness. It is

scmetimes difficult Zor déeply comﬁitted‘people, wﬁo are
“ ' giving of themselves\and,makihg great sacrifiées.to maintain
@ progpam they are COﬂJlH,,d to be of twemgndoue 51g31f¢cance,
to recognize that ;Lch commitment,; sacrifice, and convictign’*

-

dces not estatlish the significance of what is being ddne. wg‘

' *As soomn. as some pcrspaotlve on thls matter is, obtained, T

<

should be recognlaed as smaoklng too much cf the practice of

[ .

the witch doctor or the‘spinners of_the Emperor's ne

cloghes--

-~ »

effectiveness .s dep=ndent on faith and the proceys alone .

v

)

will not ajwavs serve to-'generate the feith., Ad ittedly,

. . . .
w *
- . . -
Al . ' - Pl , ' . .
rore oo en B . ) ‘

\ . ’ . ~ . . '
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! “ N .«
'of behavicral ,zcienze. And admittedly, judgments made

.
v ' ¥

there are judgments made on bases other than the techniques h

v

through the use of bchav;oral science can be and have been

.
. . —~

erronesus, But this ne:thersprov1des a b]dnret condemnatlon

"~ of the-techniques of behavioral science nor justification.

.for accepting anv evaluation that scorns’'to employ swch - -

v
4

techniques. To use the talents of people.in activities:con-

{ D ‘

suming time, energy, and'materia]s in order to affect othir.

@&
- b

"v

people whogc time and a+fentwon is demdnded fbr *he pJPpOSG-~

-~ .

go do thls w1trour é%( conCern fo“ evaluatlon or any bellef

”
v

thé+ evuiwat“on ie possible would seemto be either anin-

telligent or spciai]y irresponsibles | . =
’ : * )
Opjectivity-subjectivity I :

N

.

’ i!:. ¥
The way out‘'of incapdcity with regard to objec¢tive ’

measurement and evaluation ‘s, commonlv, to fall back on

~
~ . .

subiective judgments. Whenever *his direction is taken, it

{g worthwhile to inquire as *o whether it is the lure.of an
} " )
L

2asy way or the realization of ‘dn’only way. One of our
3

problenms here 1is the ovefsimplificatioh of a false diéhorémy.

Evaluation need not be all by objective or all by subjec-
‘ £l
tive means.., Indeed, a glven evaluatlve effort need not be
[FEN > .
entirely o?jkctive.or subjective., "We are actually not

adverse to mixing these .apprbaches =although the mixture
usually takes place without conscious awareness. It is
faxrly conmon, for exaﬁple, for educators ‘to evaluate stu- -.

dent’ eif ert subjectively and -then place thesg SUbTGCth@lV

hY
o
) ’ 7

LY
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~derived daté in a very precise mathematical computation

- . 5 x
process to determlne an overall V“dde. Prequentlv both

studer.its and teachefs feel more comfortable behaving gn thls

‘fashion. Any doubt concerning this woJ&d be_ readllv

dlspelled by ﬂotlng the .reaction of both students and COiw
4

1eagues should some teacher (of creative wr_tang, perhaps)

-~ - . e

-
—— P

anriounce, "Ahl my grades are subject1Ve sc I 11 pqy no .

~
.

sttemtion to. them at the end of the eourqe but just con-

fe - A
\-sadez each student durlng 4 momenl of reflectlon to determine.

l L - S _}. . . .
how 1 feel about thdt student and then put down a coursé
§ - .

N . -V

gwaﬁe." SlML‘ax rixtures occur elSewhere‘in societv ag *h

eoonlstlcated oplnlon polls whlch seek to eollect as objec—
i

tlvely as possible 1n81ght° lnto sub]eetlve attltudee} or
‘ . g

the suhjectlvely motlvated de0131on ‘to select only a_por-

t;ow of.ob,ectwvely gathezec data for a report that may

> v,

- influence governmenta& behav1op. _The m1x1ng of these ele-
[ ~

¢

ments g0 oft n v1ewed as dlchotomous can be etfecteg, of

course, ‘with varytng degrees of Sklll. Perhape what At

beils down to’is ” need to aﬁproach’ob;ec?;%1ty in the use

- ~A « N

of subjective judgments or to test subjective judgments

against Some sort of acceptable standard. . ' ,

- How can e max1mlzetthe credlbilltv of subje0t1"°
L 3} ~

¢
‘measurements and -}adgmentyg?, In asking tﬁlg, we [should-be as

.
v

much concerned with our ewn uhdefstdhging.as with _the per-
éuasion of others. There are a variety of‘possibilities,
some of which should he discussed herg simply to‘vivify the
. : . ,
d}rections-i% whjch"fe turn. A few examples should be

R

LN




”

sufficient for this purpose, First, people who are to make

s subjective judgments can be trained in doing so. It is not

difficult, for one,. to train people to become more observant.

r' 4 \ . .
- . We can alsc seek to determine in advance the elements that

- are most likely to indicate effectiveness. Such a determi-

nation can be’macde by a variety of people so that the

. particular attitudes of the person doing the observatien can

be tempered by the Dercegtions of others concerning what is

worth looking for diring observctlon. Second, as just

»

< - saggeqted the judgment§ can anolve ;nput from a number of

N - -

- -

people. When subjective judgments are aumerqus and in agree-

- - ]

ment, thev tend to support each other and merit more attention
. or confidnece: In relation to this, as a third factor, there
. —

b is the matter of the qualifications of the observer.: In

svaluating a symphen.c concert, the subjective assessments
~ . A , e -

3 made by a skiiled musician would be considered to farry L

L4 %

than the subjeéctive assessments, of a jack-hammer.

who had never had any musical training. There ig

more weig

operator

¢

: . . . S, . R
' . scme mer’it to bringing in from the outside recognized experts

B

-~ in the field to make their subiective evaluations. Care

- ISP [

must be rékpn, of course, .that such peoblé are both expert

and honest. This leads to a fourth factor, that of measure-
i . . . ’

ment standards., Given a number of gvailable evaluatqrs,' -

-

o there would be merit in determlnlng whether one of'these

modt :ons' tly agrees w1t“ the pooLPd opinion o( tA&. ~

. grcup--or with the oplnlon of the estab®ished authorlty. A )

ERIC
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.theoretical base and the degree o? sophistication of such a
base. By s ph’@ul%ﬁthW is not meant simply conplex1ty,

, although a system which <llows for many factorﬂ and grada-

- . .

1icns is, other things being equal; superior to a relat ;vely‘ \-
. ' -~

crude system which accepts only large and obvious digtinc-

tions., More f:ndamedtally, a2 sophisticated theory ref]e@ts

é curzent and ‘ompnohens ve knowladge of the’ fleld——of MR

4

other theory and ol practice~-and an attention to what would

appeal TC DeoOpie Llalned in tne ‘Lela as all the pert1ncnt

. NN
‘ aspects.’ There should aiso be nq, seemingly outlandish or

) ] Py = X “s e g R
"

\1

U
)

ently incorrect assumptionz. ATcritic, in other words,
« L]

shouid be able to set forth for scrutiny the theoretiqg}

assumptions and attitudes which underlie the criticism and
A

apeful scrutiny of this mdteriazl should breed respect fér

2
]

+he critic. . :
- r\- . ! - *

.- Subjective -measurement and evaluation may lelad to-

6

erroneous conclusions. Objective measurement apd evaluation
may also lead to erroneous conclusxons.,.Th_ reat virtue of ~

N the objectlve approa&h is that it lends 1tsexf&more readlly .

to testlng, to an early recognltlon of * the errors and an )

- - ®

1dent1f1catlon of the cause of the errors—~hopefu1iy-fac111~

‘
, -

: tatlng correction and at least dlmlnlshmnﬁ the length of

- .

time during which we function ?n the»ba31s of false concep-

-t o v

. o e S
. tions. But the presence of errar or tHe potential for, ergor
. . . . - ~ > ’

«

> shodld not,.in either:case, cause us to abandﬁﬁ\fhe attempt. -

<~ e

. " We are 1nev1tab1y forced to ilve and to work-'by maklngcde—'»

.

* L4 —
h@éisions based on uncertdlntles. The task is to llmlf the .

o

A \ ¢ . . BN

\) . . . “) Lt i
. “ 3.( | ~ . L ~
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r

degree of uncertainty. We limit as much as possible. The

extent of the uncertainty, however, never determines the need

to make the decisions.

_ Cost: ’ ”

&

The cost of evaluation must be measured against the

.

cost of being ineffective.‘ The actual 1ust1f1catlon for

- . » . \ Ve ’

most activity which is or may well be ineffective--tHat is, = -~

which is carried on without evaluation--lies in the fact that
. -

the motivation to engage'in the activitv has little ob‘nothing

Yeodo w“*h theygeals aom;nallyJascrlbeg to 1t., A revoluﬁlonary

N
business technique which makes a blg splash among;bu51ness

circles, for example, may turn out in the.long run--of say
fen or _more vears—;to be detrimental to the health of the
company wh*cﬁ/lntroduced it. This long term assessment how-

Al

ever, may be of o

.

gern to tbe voung,man who formulated
apdtpushed the Jiquejlf his own" ghgect;ve was that of o

®

career~advancement in a Highlv fluid societv. For(\im, ef-

fectlveness mlght be measuraple and clear-cut’in the pro-

¥
= - . ~ 4 “

motions recelved as he moved from one companv to another and

found h1mse1f at the end of elght years 1n a highly attrae-

e ",
tlve pos1tlon within a company qulte unrelated to the one im

which he had established his V1s1b111ty as a bright young

executive. A host of activities, including educational ones,

are maintained for the satisfaction of gsome need 6f thgse

>
who maintain them rather than for the beneflt of those pre-

sumably served by themj; in such cases the measurement of

~ »

B T I




effective impact on thdse presumably served is essentially -
irrelevant, AIf a prograﬁ,merits existence, then, it merits
evaluation. lTﬁe cost must be coqsistent with reéourses
available for the proéram;,that is, evdluation must be
considered an integral pert of the program. . When limited
resources are available for the'program, there wITisqaturelly
be limixeq.pesqprces available ﬁonﬁ;he individua} Parte of
ite-includingfevaluetion. At this point, attention should}
be drawn EOvintereel priorities. There are times when the -
ability to dd ‘ene thiné is.dependent on the'abilitv to do‘
SOmefhing.elaam,uThepe Q;;Z$imes wheelyspt:ef & program can
keep going on its own momentum once it is‘put into motion

and the process of putting it into.motion and getting it up |

to a certain speed is recognized as having top priority.

“There .are times, in short, when any.single element of a

total program may be deliberately and consciously left un-

attended for a time. This can happen to evaluation also,

v

But the lack of attention must be consc1ous, deliberate, com-'

fortably accepted as a justlfled expedient, and above all

brlef It is also 1mportant to pe€cognize that evaluation .

h:3
deserves, fully as much as other parts of the program, the

ingenuity, energy, and self-sacrlflce that enable important

4
-

work to be done in the face of allhsorte.of obstacies and

deficiencies. 7 o

e .
3

As a final word on evaluation, I would raise a question
S~

. *

e ' 4 .t . .
as,to what its main thrust should be--once the barriers to,

121 R
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™\
N

doing it have been overcome. I raise the question as a pre-

text for supplying an answer I consider of great'importance.
\‘ 1

Too much time is devoted tp assessing total effectlveness»

Once this is establlshed to: our satlsfaétlon it is wasteful

to maintain attention on this matter or to stop making ’

~

evaluations. The main concern--and Ehe most fruitful and

.exciting concern--should be ‘the evaluation of gontributory

LENRY]
B

segments. This will-enable constant éxpérimentation,‘con—w

stant development of bettér and moré effective means of’

aéhieving what we dve after;: The.ideal is to get to the

*pqlnt of, renlac1ng good uechnlques and methods with. those

-

- e:.f«;

.-c o

‘which are bgtter. It is a}sg‘w1ae--1n thlnklng of constanf

experlmentatlén--to recognize that not only the program is
N
: J
subject to change, the people we work W1th are also changlng.
All of which means that whatwwas good or better yesterday
. . L]

may not-be so tomorrow. Eyaluation, therefore, is a con-

stant process—;trulv.an integral part of every program:
‘ : ¢ .

H
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. ) COLORADO CARAVAN
' -~ > “ ) ‘
¥ L. . Notes for Teachers . e
’ TINNUITY ;A Prograﬁ tor Elementary ’

i . Schools

~

“INNUIT"ﬂ or Eski o Life and tegend, is designed to stimulate the .

interest of children, trom Kindergarten through sixth grade, in the |ife-

N ”

style of a rare culjfure; the Innuit (Eskimo) people of the far north,
A team of six actors, through actions (largely mime) and words,

creates a simplified version of a group of InRﬁif people at play. They o

begin by engaging in some of ;he games played by these people, *then go
on to present one or two of their dances. They tell two or three popular

Innuit stories entitled "The Story of the two Sisters who Earned their

Husbands" and '"The Story of féé Giant and the Man." '‘They use a story=--

telling method’ of the lnniit people: a narrator (who is usually one of

the characters in the story) introduces and tells parts of the story -

white others mime the actions and engage in short soliloquies and dialoéue." -

. The presentation takes place

'in .the round", i.e., in a circular area

of about 20' diameter, with the children sitting on the floor in circles

: . [

around this central area. One aisle is needed, about 4' wide. The

IS

“environment may be s.all or larde, depending on the number of children- .
I . °

.
b -

to be accommodated. No 3pecial dighting or other technical facilities
"are used. The children are invited to become involved in the action. .

I+ is best to have the smallest children in front. Thé presentation lasts

i3
L

about thirty minutes. .

0

*+ The programn is self-contained. However, its impact and value can,

~ -

we .suggest, be much increased if it can be made a part of some degree’of ’

- <

continuity in the children's experience. ' .

’ . -




*What follows, therefore, are some suggestions as to how some continuity
¥ . .

might be proyided.' We have found that the program has made perhaps its
greatest contribution when it has occur-ed in the context of a fairly sub-

stantial "unit of study" on Various world cultures, particulariy of course .

S '

on the Eskimo people. However, this might we]l not be practicable, and would
not easily apply to the curriculum for the younger children. ' <

Neverfheleés, at least some sort of preparation for the program would
/ ' . . . .
be ‘'valuable, even if only a brief mention by the teacher to.her class of
| . : ¢ . .
some of the salient features of where and how the Eskimo people live. For

Jhe teacher who wishes to provide a more extensive background, sources dif

L3
material follow. .

’

The rest of these notes then offer suggestions for follow-up activities.
. ’ .

" We feel that the program can'spark off many such activities, and our list .is
- * N

by mo means exhaustive. The children themselves should be able to add some

> S ® ’ e
»

more,finf;;ge with.their special interests. Again, however, any such activities

might not¥be practicable, if only because of lack of time. This will not negate
, .

_the value of the program. But, obviously, more wil.l be géined \from the program

-

if,.it" is Mused" as much as possible. ) .
"o Suggestions fér Preparatory - ’
. Activities
@
l. Reading

«

The Teacher might read excerpts tron, and/or provide children with access

)
L}

to, the following books: . v . -
) _I. Seasons &f the Eskimo - A Vanishing Way of Life; photography
and text by Fred Bruemmer, New York Graphic Society, Greenwich, Conn. This
is an excellent photographic study, depicting the Eskimo's way of life.

. 2., Eskimos, by gaJ Birket-Smith, Crown Publishérs, Inc., New
" York. Few photographs, good informative reading. NN ' .

v

-

5. Book of thd Eskimos, by Peter Freuchen, The World Publish~
ing Company, Cleveland and New York. Informative,'easy reading, few photo-
graphs. Also by the same author,etc. Arctic Adventure. )

»

- 2 . ' w

125 ' | ) '




Children might have material at home. e . ™ .
Most likely source would be from children's homes. - .;f“%
- . . "‘.
) Suqgestions for Follow-up
s - Activities

. s ‘ . . . -

4, Games of the North American Indian, by Stewart Cal}n,
Dover Publications, Inc., New York, .

. 5. Eskimo. Poems trom Canada and GreEnIand by Ton Lowen-
stein, Allison and Busby’ Limited. . *

.

6. Eskimo Folk-Tales from Alaska, by Charles E. Gillham,
The Batchworth Press, London. A book of simple stdries, illustrated
by an £skimo girl. This would be a nice book fo read to the students.

7. My Eskimo Friends - "Nanook of the North", by Robert
J. Flaherty, Doubleday (Garden:City) and Page & Company {(New York).
A few, very interesting photographs by the man who filmed and,produced
the movie "Nanook of the North"; unusual.information.
J. 1 _Beeath ‘a New oonqh by Richard Lewis or Oohark. Poems
for elemenfary.

45"

.
y *

2. Films

-

v

Screening of films provides excellent stimulation of interest and +ivid

4 -
-

information. District audio-visual media centers might have relevant filns,

The éducationa’l nedia center of “he Univepsity of Colofado has these films:

: |. Nanook of the North:  B5J)360-1
2. Eskimo Artist Kenojuak B27260-|
3, Eskimo Hunters Northwestern B 27295-2. .

< 1

Further information can be obtained from the Audiovisual Center at the Univer-

. ~

sity of Colorado, atfn. Ms. Louisé Riddle." . - . " ° :

- s

3, Photographs, drawings, etc.

[y

) ‘ . " Sl \
The Caravan provides folfow-up activities (the '"workshop") immediately

following fhe "Innuit" presentation. |t.is helpful if teachers observe these.

* -




o

. The workshop can last any time u

-

o
.

acT?viT}es, so that they can repeaf or'extend, later-on, any yhiéh they think
are spectally useful. Should the teacher wish to Joiﬁ in doing the exercises

~
with the chitldren, the Caravan facilitator welcomes this very much, Usually

-

the workshop takes place in each class's own' room with desks and chairs moved ’
g y

sufficiently to provide some open space* movement, "

to about an hour. While we hope’ that

much can be achieved in this time, more gxtensive values can be obtained

has left. What fodiow are some

thréugh further exercises after the Carava

s

A

éuggesfions as to what these could be. These exercises are, for the most

part, specifically related to what has been initiated in the "Innuit" pre~
N ' (

sentation. For a wider range of exercises, fogether with a comprehensi?e 2
.

»

- ) . X ~
treatment of the educational theory underpinning this work, we suggest such
e . 7,

~t -

books as: - : .
- . .

AN - +

,

Dufland, Frances’ Caldwell, Creative Dramatics for Children,
‘ Kent, .Ohio: The Kent' State University Press,. 1952, 197%.

“cCaslin, Nellie, Children=and Drama, New York: David McKay
~ - Company, .Inc., 18975, '~ . |

N

y i
.

'éiks, Geraldine Brain, Creativé ®rématics, New York: Harper
§ Row, Publishersy 1958,- - .
<

\

'Spoan,_Viola, Improvisgtfon for.the Theater, Evanston,
. .. ITlinois: Northwestern University Press, 1963.

Tyas,‘Billi, ChildJDpéma in Action, New York: Drama Book'
SpecialYstes 1971. (Originallv published in Canada .
by .Gage Kducational Publishing, Limited, 1971 K .

~wlay,;Brian3 velopment through Drama, New York: Humanities *
Press, 1967 (By arrangement with Longman Group, Ltd.,
Fngland). . ~ ’

-
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A

A, Individual, small-aqroup and class DRAMA fol low-upsuqggestions.

v

I Play any of the games Jllustrated in the Caravan's presentation,

2. *Life for the Innuit people depends very much on fheur being closelv
"tuned in" to thqir environment, Individually, fund out how wel | you are ~ >
"tuned in" to your environment: ’ )
\ - a) Listening., Eyes closed, sitting still, listerd to: the
sounds oufssde your room; the sounds inside your room (feacﬁers could add a
few); theé 'sound of your own breafhnng In each case-.you might picfure what
] is making the sound, ’
. b) Looking. How many colors can you see’in the room, excluding
. people's clothiny. Look carefully at the ceiling., Then close your eyes, and
"'see" if you can picture it. Open eyes and _check, Repeat several times, .
c) Jouching. Wth the tips of your fingers, touch: a part of °
your clothing; the floor; iece of furpitures
. ‘ "d) Tasting. Imagine you are chewnng a piece of your favorufe.
. food; swallowing a mouthful of your favorite drink. Try to remember what.you’
1 had for your jast neal: with as much detail as you can, imagine the taste of

o fhe various things you ate and drank, )
) Smelling., As with tasting, use imagination or feacher can

suggest a series of stimuli either present or imagihary. :

Try each of the abo.e exercises again, but-from the viewpoint of an Eskimo.

Make up and do Q|fferen+ stories concerned with usang the senses in ways that ’ x
are important to the story. Share stories in pairs . 'Y 4 \
2. Imagine that you are an Eskimo preparing to.leave your igloo to go
. . hunting, Picture the inside of your home, Close your eyes and imagine you

can hear sounds from outside the igloo, then inside. Who is in the igloo with
you? What are®you going to wear to go outside? What eQU|pmen+ are you.gonng

to take with you? Fill in any defanls in your "mind's eye" Now '"put on' each
piece of ciothing. Now "pick up'" each piece of equipment you will need. Now
leave the igloo. (This could be éxtended for as long as desirable.) g

4, Individuals mime any of the activitied used in the presenfafnon, or
any other activities which the ¢hildren or theé teacher might suggest.
. *S. As an extension of No. 3, pairs mime activities. & )
- 6. Buildiag on Nos. 3 and 4, groups of different size mime activities.
7. JSomeone describes one of the more complex acfuvufles, fhus intro-
ducing tHe element of mnarration.

.

: 3. Children make up a s¢ory, either by wrlfnng or dlSCUSSIOﬂ and, using
such mimed activities as have been tried out, the story is dramatized, using a
. ' narrator (jhe teacher could be the first narrator). ' ~

. ). Here are soue'activities which could be ingredients of stories: an
expedition with the ddy sled; hunfpng seals, fish, caribou, bear; building an’
igloo; skinning anivals, pre prepar|ng food; building an umiak; visits among families. * =&
10, "Class could present their "Innuit" program to a wider audience,

- [N

8, Writihg r : . ‘ " : .

s 4

’ .
A number of the suggestions given above could be useful for creative

-

.

7 .

. writing exercises. Other sugges1|ons are: :
l. Assumnng hp can write, imagine you are an Eskimo writing'his diary one
evening., '
2. Write a Ieffcr which might be wruffen from one Eskino «tq another,
N 32 Write a paragraph of an Eskumo s words of advice to his son or daughfer
-t

who rs the same agec as you. R ' v

.




\
5

> ) : ; s -o

§ 3 :
As a newspaper reporter, write a sfory with The headline:
"Disaster Strikes Eskimo Settlement” ’
. "Tulimark Comes to New York" (or your- town)
"American Seal Hunters Depriving Eskimos of.Food"
"The Trading Post: Blessing or Tragedy for the Eskimos?"
"Rare Eskimo Carving Found"
Write a short poem suggesfed by anything you saw: |n the Caravan

"Innuit! program.

6. Write a differenf-ending for ‘any of the stories in the Caravan
! presentation, - |
7. "Write a descriptions of Eskimo games. } ’ :
3. ‘Write a story about any of the topics suggested in the Drama section.
. 7. ﬁEkplain the "moral" underlying the first little sTory presented about
Qiitug and how-he was defeated. oo
l0. Linked with art, make your own strip carToon abouT the advenfures of
' an Eskimo boy or¥girl,

v C, Painting and Drawing

I. Paint.or draw a pictyre of a scene from any of thestories 5uggesfed ab0ve.

2. Paint or draw a scene from the Caravan's presentationy ™

3, Draw a "photograph' to accompany any of the newspaper stories suggested
under "Wr.iting". - -
- i . .
D; Modelling and Making.

Simple represenfa?nons could be made of such Thnngs as an igloo, an

Eskiimo fishing, an Esknmo "Vlllage , or a scene from a sfpry. .

s

S .




Teacher's Evaluation Sheet ) .
In order to help us assess and improve our programs, could you spare a few
minutes to answer any or all of these questions? Please return to: Professor -
M. Cobin, Department of Theatre and Dance, University of Colorado, Boulder, .
Cojorado, 80302, ) -

I. How weli did the program capture the children's interest?

N [
o . .
’

* 2. How suited was it to the age of -your children?
o,

r o : .
3. Was it too long? Too short? -

~

4, Would you have wanted more explanaflon before the program began?

It so, of what nature? . ‘ ;o i
) .- . il * - ’ . \ . ,4-
5. Do you think the "in-thé-round" staging was effective? :
.; . - . . 5“ S
6, " Could all your children see everything clearly? ‘
7. Could they hear everything clearly? ' ) .

<

8. Which, |f any, actors were not.clearly audible?

91 Which parT(s) of .the program were the most. nferesfnng To you and/or the
children? -

.

] . -

0. Which parts(s) were less interesting?

o . A
N R
N £ . N

. ‘" 1l1. Can you comment on the values of the workshop? "f' \ d .

. 2

5
5 a . -
= B . "

2. How well do you think this Caravan presentation succeeded in its goals
of: = . ‘
. al) provudsng a sTamuIaTnng-experlence of theatre

%,
A

b) kindling or expanding interest in Eskimo life

¥

- n

I3, Would you gladly have thé Caravam visit again? -

o -

»
~

4. What culture' or people would you like to see presented? Or, would you
prefer a theatrical experience not grounded jn the presentation of anoThen
culture? |If so, what kind of theéatrical -experience? : .

[ERJ}:‘ - : ' '1;3() ) . ‘( .,




t r

’

‘.

. " Producticn Training Manual for COLORADO GARAVAN - : -

.
N “
«
~
. F
—— e -
. < .
I
, v
-
-~ 1
.
. »
s
- - - v
v -
-~ :
N .
- ' :
\
. .
- . «
- -
- 5
°
o . > .
s
- ~ )
«
. . -
.
N (-

¢

Production Manual ., - - =«

. /by . . . i '

.
. . ) .
o L4 -
Charles Wilcox l
.. . .
N - R
-~ v . ,
. .
. .
. .
. .
. -4
. . N - 4
.
= *
+ . . . N ~
i 4
- i -
; -
.
by . - <
’
- .
*
» « \ >
. .
. .
Fl - (3
by
, .
.
3
. - , ) . . :
.
. . » ‘
< L)
.
*
. . )
: .
. N 4
~ ’ 4
. >
¢ Ty
- [‘ ‘
rf ' * N 7
.
. ;
. .
‘ .
-
’ . . ' - ) ; * ‘ "

-

Department of Theatre

and Dance, University of Colorado (Devélopmentai Theatre Prograﬁ)

- . )

I ~ B .,

s . p




O

ERIC

Aruitoxt provided by Eic:
v

&

o * Table of Contents

”
L4

Colorado Caravan Production’Methods.

¥ . ¢

Economy:..................“,........

- . -

A
F R BN R R Y B I B R B )

Castingeeueeseeaaeeens

.
.t ¢

Rehearsal Schedule.z...

.

‘Audience.-Design.....e..

Blocking. &veveeeaeanas
¢ : .

’ N . 1]
Audience Involvement...

. .

Audience Arrangehent.$..iseeiatidann

-
S

MUSICuvneenoanennnnnnnns

L

PropertieS..iaseeeees

.
° [

COSTUMEr: o ese s enessseaaesssnans

. ¢ L3
dicfién-..;-.;---:---.-h-.v-;-----..

The. Engemble.......

LRI B SE R IR

-~ \ . *

¢es e

¢ e e e

s s we e

.
[

e
-
.
v
~
’
-

Y

»

»

v
.
» \
s
<
¢
\ .
1
. *
2 .
~
4
.
6 .
' ’

'l
* ~
- .
cee.24 ’ B
.:;.....25 &
> . -
.0
° &
.o
-
X
»
"
e,
’ -/
- B
-
® )
.
\
w °
i
-
.
4
»
¥ .
. o
& " T ’
i
* EN
" -
. $
. S :
7“ >
. 3
‘.
¢ ot
-
a
.




) )
~ < 7. a
| ; . .
& ’ , )
4 R .
R AR Y
' - y N
- [ 'u‘
. . ,
. [ - R . . , , ‘ ) .
— Colorado Caravan Production Methods
¢ [ < v P « ”
0 g B . "
- by 7 -' » O N o ’.
: v g
CharJe§ Wi lcox ) i .
, " * . o

. ’

. - ° ~
. -
, . -

- - . - , T
érom 1972 to 1976 the Colorado Caravan presented theatrical performances
. A 13 ~

iy » .’

and workshops for schools and other institutions throughout the state-of Colb— -

rado. The age range for their tours has been ‘kindergarten through adulfs, e

<

This manual is an attempt to digest some of the ideas :and methods for
’ ' y . "’,
"directing gnd rehearsing a group of adtors in‘prepara*ion for touring,
. . N - '
productions ‘of 'a Caravan style,

There are no magic formulas or fail proof methods of directing any
theatrical venturé. Success depends so much upon the personalities involved "
& - N

. v ¢ . v, ¢ . .
and the results of stirring them together that each new effort i's an entirely. ]
’ : ) ol .
- - PR - . - . - _“,&,‘c._.._m.).ﬂ; - L R e
new adventure with the risks and rewards balanced precariously on *many '
. . . (2::‘;:: <, " . .

uncontrol lable variables. 4 e o .

»

-

N

Yl"_l'f d

a élighf misquote of a maxim about books by C.S. Lewis. All jviduals

i, , : .
involved in the pre?arafion process should hold this goqglﬁs a watch word., ¢

v " L . -
The pleasure of *he:audience should be the primary conern of the actors

3

. t i, 2,
and director alike. The audience centered touring production is the focus
. -y . - 1,\ PR .

ges. . / - . ).

of techniques and'éoncepfs expressed in the following p
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(Economy

- .
< L

¢

Necessity sas indeed the mother of invention in the- devélopment of the
. style of Caravan productions. Six actors traveling in a station wagon,‘}es-
. y .

\J/ﬁ\\ " ponsible for three=four hours bf berformance material and at Ieasfvps much
¢ . . - ’ \ * -
again in the way of workshops, could not be expected to have either ‘time or
energy enough to handle a large amount of costumes, scenery, and properties., ¢

But”if necessity was the mother Thenlarf'was the sifé: The first elementary

-

progran produced by the Colorado Caravan (see The Magic Lantern in Scriptmakin
® = b

’

-was chosen not only to fit the necessary criteria of ;jme, budget, and space
¢ ! - . :

( 40 minute time limit, six characters; nd props or éqenerx,and appealing to

«

ages K-5) but’it also utilized highly stylized rhythms, voca. techniques, and

“precise mo.ement found in classical Chinese and Japanese theatrical forms.

1\ -

¥

Dialogue and spectacle were minimized and the use of imaginatioh was maximized.
N L '
This formula was sa successful that it became the model for all Caravan pro-

‘ductions! The elements of econony and simplicity were the abibing notifs

whether or not the themes were Oriental,.

-

.The forty minute time limit is certainly one of_ the largest factors

~

. 3
in this economical cdnsideré§%on. The theatrical cliche "Less is More" is

l

- borne out most clearly ﬂ%en a group-attempts to pack too much in the way of .

‘e
3 i

. technical tricks into so short.a period. Better to make one or two jheafr?cal

¥

points End make them clearly and well than to dazzle the audience by the wonder

N of it all. Generally children's scriﬂfs seem to attempt too much: too many

! .

effects, too many concepts, too much to see, hear, feel or remember, Often’ _'\
\K\ . a de%ired,effecfﬁin theatre can more ?eadili and effectively be achiaved by

' ¥
using a simpler choice than a busier one, Students of comic acting often

fi})fﬁnfo.fhe trap of addipg more friIJs'To their act in order tq get the

he -
7
A4
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‘laughs or maintain the: over a run, when what is required in most cases is a

4
~

careful selection and honing of the material and effects already at hand.

Thud, the Caravan style is oﬁposed to the nofiqp that chilgren's plays must
be-fast paced and.a laugh a minute in order to keep the children's attentioh.

All the.elements controlled by the actor aFe also in keeping wifhkfhe spirit °

of.economy; a gesture iS reduced to its lowest common denominator, in an

4
attempt to distill the essence of the moment, rather #harn t6 illustrate -
) ad ¢ ¢ .
every thing. From the first moment the actors come into view the economy

of movement and dialogué; the spareness of the 'texture of the production,

captures and then frees the audience's imagination, )

L For all types of audiences the aim of thig. use of an economic style ™~
is to force them, gently but persuasively, to 'use their imaginations in a
créafiva or even poetic way. Adult and High School 'audiences tend o

-~ \ ‘ 2 ~

bring expectations about what'a theatrical performance ought to look llke.

~ THe sparseness of cosfume, the lack’ of scenery and properties presenfed by

this eGOnonngcsfyle can cause a moment of he54fafuon in Such>aud|ences and

the acﬁors nusT strive naghflly to encoucage a spirit of fun and par+|c1pa- -
Sy

tion, }For everyone the goal is 10" participate in a production that ﬁs

n

not "viewed" but ”Experienced". Merely holding the affenfibn of 700 Junior

\ .
High students for forty minutes, while an adnirable achievement, .is not

’

enough. Their imaginafiohs must be stimulated to generafe images and ideas
of their own; fhey ‘must-be asked to brlng somefhlng of themselves into fhe
production, Elaboraflon of The Texf Tends only to give them more to vuew.

Careful selection qf etfects can leave questions™in the audlence s mind or
l; - L4

strike chords of wemory and expefience‘which will create a ripple effect,

This experience makes the performance the property of the audience for it
. Fi . . :
~3 . ,
lives, aftér the facf,.pdly in each member's specific memory, The special

.

o images he created for hinself fron fliegs,girnulafion of the event are his.

-~

.
~ -




N

., sible developmental.service to audiences must be considereds

Casting

1 i ‘
At the heart of the effectiveness of a Caravan style touring theatre

rests the selection of the performing members of the company, Apart from v

¢

the criteria usually applied to actor selection (imagination, physical Ce”

N ‘

dexterity, well modulated véice; considerations of type and gender with

regard to production needs), working as an actor/facilitator requires some

special abilities. Close centact with audiences makes for an intimate en- .

" vironment which is uncomfortable for mady proscenium trained actors. “A

- 3 '

deep and sincere respect for children, and fhe joys and the incrédible

v - o
- b 4 4 0 -

-struggles of growth and learning in which young people are/engaged, is-

absolutely essential for every actor. In any given companK the telative _

Theatre versus the heed for ﬁighly skilled actors to of fer the 'gs? pos-'

.

mus*t be found between these very important neéds which will not cause

either goal o be shorted, resulting in excellence of per formance by <

~

‘able actors who have acquired new skills while in contact with the
Develépmenfal Theatre program, \

There are a number of experienced actors who readily admit the touring ‘

Pl . o3
Y {

environment does not suit them, The demands of hours of travel and unusual

N

performance times do not a'lways call forth the best in eQeryone. Any young

actor prone to rety on an established patt{ern or set of giﬁmichs &b‘carry 2

him through a longer run will be hard pressed by audiences keenly sensi-
tive to a‘performance which has gone to sleep. Groups of children, for
- - . / B ‘ -
instance, may not be highﬂy'fraiﬁéd, tormal critics but they will willingly
/- PR
visit their contempt on %nyfhing less ?han:excellence by simply ignoring it
. d s . ) .
and.going about tngir own business. Strength of character ' is the only aptitude

the‘actor can call upon equal to the challenge*of fhese‘Ueservingibudieq?es.“

r
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The traditional audition wi'tl not revaal some of these more spiritial

characteristics in an actor. Some sort,of individual interview of a relaxed

. . -

. u ) - - '
and informal nature may be of some help by &llowing the director a persona |

contact from which he can infuit somethingsabout the sctorVs” strangthh ‘of

. . .
.
M - . -
S
character and durabi-lity, . R : )
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. a Rehearsal ‘Schedule * N R
~ ~ ™

v
v

* Many student actors .and directors lament that they never have enough
' 7 time to rehearse. Except where special effort is made to extend -rehearsal = -

periods, the four weeks usual for educational theatre productions |imited

-
[ 4

to a six to twelve performance run are often not enough. This condition

" is an inherent part of the learning environment, which assumes (in part)

-
-

that a variety of theatrical exberieqces are necessary to broaden the back~

3

grouna of the student actor. ' - R "b .

» . .

The nature of a fouhing‘reperﬁtry of three or four programs and their »
. . L . . . . i
acéompanying workshops-extended bver a period of some one hundred fifty :

-~ w 'y

-

‘ per formances\requires a rather different system for preparation. Time ¢

must be_taken to prepare the company for the differences which will be

* .

encountgred between tH&*audiences for which each program is deéigned.
. ‘ g ' : t
Actors living together in such an intensive environment need- time also to .

,,,
4 - ,
3

-

build an ensemble of enduring esprit.

N

. With everything fhéi‘muéf be acégmpJ?shed‘in preparing a full tour
. SN ' . N . .

of four‘40 to 60 minufé‘programs and’ accompanying workshops, d rehearsal
¢ Y - ,\ * : - '~v
period of four weeks or a total of <140 hours can still suffice., But the

¥ four weeks‘szf‘be spent in-absolute concentration on the. job at hand,

Divided equally by task’  this time will aHow-?wenfy plus hours for each . = K
s;ripfi’for the workshops in general, and for a ber}od devoted to physical

3
v

diécfpline and compphy-buildﬁng improvisation. This arrangement assumes
- a 1 . . ~“ < , .
Y - . . . B of
that the actors have scripts and casfung well in advance of the first
- A N o " . '
rehearsal and are expected to be script free after the first blocking
o ' L]

rehearsal, - tt

- v A ' .

':The rule of thunb for most short run producfioné'is to try 1o have ‘-

s -~

the prodgcfion peak‘Juéf before'openind night, This pacing keeps. the

"

pressure of exblorafion from adding to the pressure of .opening night and
. o, . ' . ®

.. o188 -




- -
. -
[l
’ -

the tension inherent in a short run. The opppsife tactic is more effective

-~ & ‘

for a long tquring engagement., Exploration and~experimenfafion should be a

~. .
1

continuing part of ‘the actor's development and the development of, the of fer-

ings of the tour. Two events will aid in'this continued growth. First,

)

several very early or preview performances should be arranged- to esfablush ~

~>
.

clearly the afmosphere of openendedness. Next, a period of re-evaluation

’

and re-rehearsal can be scheduled into the middle of the tour.: Thiy plan
allows time free from, the pressure of performance to seek™ answers fogr questions

s, -

‘that tend of go unanswered while on the road.

y
. ’

An added’help to the establlishing of a.fhnd performing afmosphere is the

“

use of a varuefy of rehearsal spaces durung fhe preparafuon period. .This tactic

. prepares the group for the fourung condlfuon of only rarely workung in the sagg

spacé for more than one perfor?ance‘ It also allows the director the opporfun—

~

Y

-~

ity to see his desigh from several points of view so that bhocking and business

which is not readily adaptable to the ‘touring condition canibe modified early

{

v . Suggesfed'Schedule = 40 minute produc*ion .
i l. Ind¢x|dua| discussions with acfors about their parfs and the
show'as a whole ' . I hour each

' 4

2. One or two read throughs

~

3. 8|ocking . o ; ’ 4-6 hours
LJ
% . : - 'i"
. 4, Acf or scerie work _ . 107 hours
, (Please.save cast time by ¢alling onfy |nd|vudua|s ‘ .
and’ensembles when all cast members are not involved '
. in a scene), ' " .
, . , N LY
. 3 ¢ » .
5. Previews : : . -3 hours
N . - -~ * . '
6. Follow up rehearsals . . . 2~-4 hours
. Co. CL ’ Total: *20-27' hours
. 0 N t % . e
T " . s » ' .
R . [
’ N \ ¢ -
.o .

hd [] ki Al - B ’ . --‘
. in the‘rehearsal pro;eﬁ;x/”\ . T .
. . .

2-3 hours . ‘' -

-~




Audience Design
> . . . < v

\ . . -
One of the largest elements of a succgssful per formahce is the audience;

<«

4

how it perceives and appreciates what is presented fo it. The director. should -
do everything he can fo control all the design aspects of the even+ which might

.

|nfluenéb the experlence for the audiénce. The'arrangement of the audience

(seating) and the ﬁErformance itself are large.contributors o the total exper-

v . ' [y

ience but the whole is also made up of other such variables as the time of day,’
annodncements beforehand and who makes them, Wwhat is going on visually and

s

auditorially while the audience is being seated ado:’generally, how attention

e

is drawn to the performance. RE

»

A careful progran of providing each‘audience\wifh materials for study and

R @

", preparation prior to each performance can be the single most useful method of "
£ N H , . ~

shaping the audience expectations. This.effort is especially successful in

-

schools, prisons, hospitals and ‘homes where the audience members have a pre- .

-

. g _
dicfable regular contact with each "other and staff persognel., Many schools

. 4 e ! :
welcome the opportuni+, to integrate aﬁperformance/workshop visit into a .
, study unit in Language Aﬁfs,‘Geography or some other related fieldy

-~

The usual form of having the performance ihfroduced‘by a,student body . ¢

flag ceremony, special announcements concerning bake sale.results and schedule
liepe . i’ . G' \ . ) N $ i Y .- u

mod:flébflons,ﬂand'fnnally warnings with regard to proper behavuor during

+he performance can generate a huge amounf of |ner+|a on audlence recepfuvufy v

aﬁh response which, in many instances, WI|| never be overcome lf institutional

offucuals |nS|s+ on such.introductions the besf course of action is to incorpor=-
3 ‘
afe +hem |n+o”+he design of the show. | A way should ‘be found to |ncorpora+e .
.oy >

the sfandard procedure for a given iype of hnsflfuflon snfo the production
L

so fhe experlence of *he audlence will be whole from start to flnush There

Ps

cen be a'song, tal lea., dance or paniorime improvised quickly by the actors

» ”~ >

[:R\f: ‘and. based on the elernnrs Just expressed in the |n1roduc1|on.‘ . 111()




P

. . Artistically preferable to a formal introduction to the per formance

3
-

W is a designed opering that catches the audiences' attentions on its own merit.

.
9
~

-

* . ”

The sound of a slowly accelerating fébping of a wood block opens Qne-lInch Fellow

<

, in‘a style reménisceﬂfof the Kabuki theatre of Japan, Young people entering 'ﬂp

. ° ¥t .
- ‘fhe.playing space prior to a peqformgnce of Eskimo Life are met by actors
playing and involving -audience in Eskimo games such as string games, tops,

Juggling and bull roarer. As soon as the audience is seated the performers .

¢

gradually begin various wrestling games with each other and this leads ian-fhe

Jjoke ~about the man who liked to win éf'wresfling. Each of these devices goeg a

long way towards #ransforming the playing space from a gymnasium in whi

young people are used to running and séreaming into a new place of wonder and

B} e
B . ° *
"

mag[c.
v . “Special attention should also be éaid.fo the final moments of the perfor-

mance and the audiences' egress from the space to classrooms or workshop areas.
» ” .

- ’

- - o ’ .
.When the usual Eurtain call seems inappropriate or abrupt, some vocal or physi-

.cal achvﬁfy in which the audience may participate can signify the end of the

" performance and bring attention from the special reatity generated. by the actors -~

oy

. " to the immediate realit, of the performance space. Here again announcements

> /

. " 7 concerning the logistics of reorganizing the aludience info workshop groups can

-

. . . 1 ‘
be incorporated -into the tone‘and mood established by the performance, witp an

eye toward making an artistié¢ whole of the entire experience. . b

-

. . . .o [ ®
.

" !




, : Blocking .

While there are many approaches to blocking a few simple guides might-

»

be of use at this juncture.

¥

* '

A very useful tool for blocking is a, prompt book with diagrams or plcto-~

graphs opposite the text showipng each change of Bosifion as it occurs in the

o

show. This book can free the actors' and the director's demories while they

are involved in other explorations such as ti-ing, mood, and emphasis.

The important mo.ement patterns should be decided upon and the audiencet

L )
3 . a

arrangement, and shape of the playing area shou,ld raflect those déclsions:. Thf%

-

is especially important in determining the number and position of the bxi#s.

For How Two Swallows"Earned His Name.four exits,are required to allow for the -

four directions in the hoop of.fhe world, but in Eskimo Life bn[y one eiif is,

A

needed to represent the typical entrance to an Innuit winter dwelling.

PosifLoﬁing of the exits will provide 3 number of spaces where an actor -
' © . @ N =

worrking in ‘the round can be placed so as not to block out ;ny of the audience -
and delivery of important speeches or biisiness. "With ¥our*e&ifs,~for example,
. . | ;

four dominapt positigns are available and arf "X" pattern -dr stgong crosses

-

results, if the exits are opposite one another. WEjhwone exit a more circu-~

. 13 ) N
lar. pattern suggests itself, moving toward and away from the single dominant )

e , ) > N .
position. . Lot cT

In every theatrical situation the best plan is to have action fol lowed
’ By speech £5 lowed by action- This pattern allows the audience time to didest

. each unit of thought and helps keep clarity as an important element in the

-
a

‘ . - % - ) . ’ . .
communication process. When workin, in the round this ecfion—spgech-acfuon M
arrangment is even more important as an actor will usually have at least a
. .

. portion of the audience to his back. . )




.
& v - .

* Grouping of actors should be arranged to provide emphasis.' With the

.
” *

dominant actor for a given moment in a strong position the other actors can
N i c.

. be grouped to give him a sense of tallness, aloneness or centered=ness’, as

-

appropriate to the moment.

When the movement is general and uncentered,
3

1

: - a more outward moving mood may be served as is appropriate.

-
. . -
2 - »~
- .

. ®he director shouid be careful to-change his viewing position throughout

-

- - .~

. the rehearsal process but especially during blocking and criticising sessions.

- » '

Thus he will avoid a one sided look to his*design which will be visibly balanced

. . ~

only from one position in the audience. Most directors have done a good peal‘

et N

‘.

ERIC

Aruitoxt provided by Eic:

of acting and should spend some time watching jﬁé show from an
v -

.

stage point of view to allow his expe

actor's on
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. +Audience Involvement . ¥

-

An important part of the audience's experiencg can be the amount and the

, kind of ‘involvenent in which they participate in the production., The Colorado ,,‘u
- ‘ . \
Caravan has experinsented with audience involvement from one production (Two .

Swallows) with no actual physical contact .or calling forth of ahdience\response

to other prductions (The Generafion;Gap,‘Manc and the Supernatural) where

, audience mgmbers become not .only scenery and sound effects but gven characters.

While all of these explorations were presented as theatrical ﬁerfqrhances,
» - t " \

r

v

those wh@ch inGluded audience p?rﬁicipafioq to a large, degree tended to become

more characteristic of Qorkshopﬁ in cre$¥i§e dramatics,
Asyfhe performance is designed and rehearsed the Workshops which wihl.grow
LA ¥ . -t : 3 ’ ‘
. : \ .
out of each show should be kept in mind. In part the production exists only asf

—_— -

S

< a spr}ng board for the workshops and should be modified whenever necessary to

~

g better serve that. function. ‘ BN Con
- i v u TWN . ) P . -
¢ ‘ The actors in the Colorado Caravan have often been referred to in.official ' .
. , . -, R . 5
L. _ documents. as actor/teachers. Perhaps a more accyrate description of théir job

"as it occurs wowld be actor/facilitator.” In the performance portion of their *

offer<ing they serve ‘as actors in a theatrical.piece and in the workéhgp porTibnv

x ¥ .
N v

-~ they serve és facili{aforsg Itzié important that. the two roles are kepf,disfincf.'

. ) .
~ ¢ 1

] te .‘ . » . . *
fn the performance excessive use of audience contact and involvement can throw the

s

. Bace of the show off, especially if some parficglar group does nofzreépond in a

M - i ’ . - -

/ predictaple fashion. This Iesseﬁs;fhe impact of the production as a tool for

7 o

. explorations in imagination in the workshop time to follow., On the othef hand,
an actor who is unable to stop performing and to serve as‘facilitator in the

w$>kshop éhea%sl?he audience by robbing *them of the opportunity, to explore fheﬁ-“

selyes and the wor Ids of wonder opened up *o them by a fine performance, "

A . . o
-
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. .Audience Arrangement

*
& 4

Institutions rarely are equpped with stage ﬁgbilifies fha%hﬁpproach what

‘

* .

would be considered adequate for most college trained actors,

This is due in .

~

part to the fact 1hat University theatres in the country have managed to acqhire'
equipment beyond the budgets of public secendary sghools, elementary schools,

: , . U A y
. prcs%zs, even most Broadway productions. Auditoriums in schools, prisons and

parks are generailf desiéned'fo seat large nugbers of people so fhey can view’

a:spegker whose audibility is depandent upon +he public address system. Per=

I 4

. . .
" P I

- formers working without amplification face a very difficult écogs?ical problem.

In addi*ion; audiences herded into such audifori‘ws usually have had qLife‘

boring experiences_preViodsly in the space’and have no reason to expect anyfhing

. A

but more of the same.

\ ~

Their attention is gone the moment +Hey have difficulty

“hearing the performefs., At best these auditor iums present an uynpeasonably dif-
? . * . L4 . A — e - .-

ficult enVirbnment for audience and actor alike, =~ - -
Q e '
Most institutio ave some sbrt of facility suitable for physical educa-

. » v
mnasium or,all-purpese room (often servipg as a lunch

‘ +ipﬁ in the form of

-~ . . - N - = g -

* room). Such gyms and other similarly shaped rooms have served as the most N

.
> -

comrton performance area available to the Colorado Caravan . We ask for a space

= 2o : ‘ el -
?haf will not preset an expec+a+|on of boredom in the audience, will al(ow for,
' - M >
some flexlbnlnfy in actor/audience relationship and will open up more possibil-

ities for audnence contact and |nvolvemen+ than in the typical auduforuum.

-

. In theory the possnblllfles tor audlence arrangemen+ in the gym recfangle

are infinite. |In reality the circle in the rec*anglq or some variation of .-

L4

it seems_to answer most of the criteria.

To arrive at this choice the Colo-

v rado Caravan has 1riqp a number of possfbilifies ranging from thrust, to, -
.- . N . . * -

. tennis court,

a .

to theatre in the bagel. None of these provide the ideal sight

- v

lines”of the GFeco-Roman ampitheatre but they all do allow proximity v?fql

to Caravan gfyle +hea*re. .

.
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A simple comparison will help to show why. From these fIgor plans one
can see that in the usual space the distance ¥rom the furthest audience
H

member to the playing area in the round is about one-half that of the -

stage set in thrust or proscenium position. .

When One-lInch Fellow was staged in a rectangular space set in the

’

center of the school. gyms by definition the space was still geAgrically
. * -~ .
in the round, The.rectangle gave natural corners for -actors to make .

square turns, a move-ent that does not look comfortable in circular spaces.

Since a good deal ‘of movement patterns were suggested by the Noh theatre

v

.of Japan the ﬁoquibafion from circular to rectangular still &llowed the
effécf ofvaudie;ce on all sides.

The choice of stage shape ana audience arramgement should never be -
imposed on a given show. After the major movement pafférns are designed
and the m0vémené motif developed and the entrance requirements determined,
the geomefry‘of the space should reflect those artistic choices.. Operaf{ng

X A
on this principle the Colorado Caravan has designed all but one show in the

round. Two Swallows reflected the Native American iﬂea of the hoob of the

»r

wor Id and aisles were set to the *four directions. ‘Eskimo Life takes place
in the midst of sub-arctic winter and in a playing space representing an

igloo shape with one aisle entrance.’

Placement of aisle dictates certain movement possibilities and |imit-
/d

ations for theatre in fhe‘round whether thd audience is seafgd on the fjoor
or on chairs. I't aisles are put every quarfér the actors can give-stage
easily by moving infpl disle openingsahd remaining motionless, When using
one‘aisle"or no a?sleé/fhe dominant actor must make a bold movement to

\

ttake stage and separate himself from the rest of the group. Giving stage

in this arrangement often consists of choosing a lower level such as kneeling,

147
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"six actors to give stage fairly easily. -

: !
sitting, squatting or lying down. This is true however many aisles have been *

established. Such mgmement may be inappropriate for certain productions such

as Moliere's lmaginary .lnvalid, fthe adult audience play the Caravan is presen?ly

touring. With four ajsles for the many comings and goings and chairs placed at

the openings of the afisles there are enough places available to allow five to

¢ -

Per forming in the rdund makes fheféeafing of audiences in a gymnasium
a fairly simple task since most gyms have basketball jump circles painted
on them which can be used as a guide for seating. Sight lines can be improyed

for an elementary audience (most frequently the largest ones the group encounters)

by seating the smal ler youngsters in front of the taller ones. An .illustration '
L ar

of this plan is available in the Management sec¢tion, page 3l . Sending this l@y—/

diagram to the school prior to the visit by the per forming company helps
facilitate séafing on that day and adds to the involvement of the school in

«

the production in a smali way.

¢ ) I

In the process of rehearsing any °gives show to be.pér formed injthe round

the director should make a conscious effort to view thé show from many differenf‘

- —a e

L

"physical points of view. This is especially true for a group which must rehearse

k.

in a limited space. |f the actors have largely proscenium fraining and experience
< . . . i W
and the director always sits in one place, the action will soon be 'directed entirely

in that direction. I} this is discovered only when the show is brought into the
Y 6 R » -
larger space- typical of the usual performance environment, much additional timé
© . ’ - :
. [ | . -
will be necessary 40 re-orient the movement to the round,

t

Occasionally no other spaceé than an auditorium is available for performance,

or is large enough to contain the audience. Some schools have a ban against

n

students in street clothes on the gym floor. Others feel that High §chool

o

students should not be asked to sit on the floor or would be insulted if asked

. -

to do so. Every compromise shauld be explored before giving in to using the
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auditorium. Some alternatives include offering to have the actors seat the

students and making a game of removing shoes and arranging mini-skirted young

-

ladies carefully; offering to supply labor for cleaning up after the performance
(i?%., sweeping and mopping the gym floor; replacing tables and chairs in an
alternate space); searching for an alfe}nafe space sﬁch as bandroom, lunchroom,’
wrestling gym, student lounge, large foyér, ﬁall, Iibrany,-shop,.garage, out

of doors. .

\

There is a danger that such alternative spaces will include-too many
unwanted distractions. On one occasion the Caravan talked’a High §chool

principal into Ie*finé the studertts git on the gym floor. |In that school the

@

-students had never, ever been allowed to enter the playing area except in

gym ¢fothes, The at nosphere genérated by the entire student body seated on

the floor in street clothes was soﬁoverwhelmihg the actors were hard put to

focus energy and concentration for the first third oﬁ the performance. Mlstakes

.

will be made and only a first hand evaluation of each individual situation can

really serve fo provide experience for making intelligent choices.

: I't the auditorium must be used there usually is some way to modify that

A

use t0 jncrease audience contact,

N

I the stage is large enough some or all of

the students can be seated on it, or the large area between the front scats
and the stage in some auditoriums can become the playing space. Explorations

to change the space with an emphasis\bn improving ‘the actor/audience relatiopship

will help jar the pat expectation set which the audience brings with it to an

3

auditorium, ‘
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Music
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L4
-~

Because of its wonderful portability music is the one theatrical e lement .
which should accompany any and every Caravan style producjlgpg} Popular music

-

is experiencing a renaissance of folk and non-amplified instruments and .it is
Y, - - . .

a rare actor who cannot’ sing or play something. Music can set and change -the

mood, servé as fransition, illustrate, divert attention or just be for fun

or to show off, All this usually takes no more sbace in the touring vehicle

‘ H

> -

than the already talented actor who is a member of the troupe.

Such traditional instruments as banjas, flutes, recorders, guitars,
harmonicas, and dulci@erg have all been used to goéd effect in former touring

Caravans, Lesser known folk musical sounds have been found in the Kalimba (an

. ©

African thumb piano), the mouth harp, and the concertina. (Percussive instru-

ments are &specially portable and even unmusical actors (if such truly exist)
7 - -

can be taught to produte striking effects from bells, wood block,~claves and

tamborine, Special sounds conduciwe to an individual show have been achieved

v
s

by constructing rerpoducfioq instruments indiginous t

o the peoples being
represented by a script. Thus meraches and dance bells were used in Two

Swallows and rawhide stretched over large quilting hoops were bullt as close
4

.

-

copies to Innuit. dance druns for Eskimo Life.

C .

Another source .for interesting ‘music making devices is the junk yard.

-

1

Ll

tin cans, - Wind chimes from bits of scrap metal, bloﬁing into short lengths

of hose and whistles nade from tubing are onl

explored for sounds of an unusual quality,
/ - . ¥

.

- ”

3

Wonderful sounds can be gotten from an old brake drum, car springs, pot |ids,

.

y a few of the ideas that can be

~

’
.
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= The problen of portability has a limiling effect on the audience and

.

size of properties Thaf‘are suitablé for a Caravan style touring theatre. ¢

A ]
~

Choosung to use mlne«ghd panfomlme to eliminate props alfogefher is loéis-

L] ‘ Y [

Ui aIJy‘SImpIe and artistically demanding. With actors sufficiently trained

., .

or with adequate training available the use of no preps can be the most
L) . A

exciting possibilgfy. 'Offen-y0ung, proscenium bound actors, paradoxica[ly

freed by the ‘limitations of mimjc fechnique and a circular audience Errange-.

N .

ment perform with imaginafioﬂ.bé<end their prevnous efforfs. In the, hands

©
v

of‘expernenced actors mime can be the mos+ beautiful of. +hea+r|cal arfnsflc B

forms”, . / © .
j . . ..

. Should a number of hand, costume or set properties be deemed usefdl_

.and necessary, rehearsal substitutes should be made available to the actors .

as early in rehearsals as possible. This will allow the actors time to exblore -

each prop's potential. This early handling also gives' the director +ime\*o
examlne each prop wn-n an eye to Ilghfenlng the touring Ioad by ellmlnaflng

. props wherever possible. . ’ ’

.
.

The Colorado CaraVan does not Earry any technical personnel on the road .
and one way to insure an economic outlook on the part of al| hands is to con-
sider amprop in terms of its accumulated wenghf over the course of fhe four.‘ »

.

Thus a prop weighing one pound ends up welghlng 200 Ibs, it the acfor using

it is respons:ble for Poadlng and unloadlng each +|me. The total fonnage . -

|nvolved in a heavaly propped show, considered this way, should go a long

4 L

distance towards establishing a conservafive attitude,

An example +rom Caravan ‘experience might serve for emphasis,. The first .

-

year the Colorado;Caravanffoured with a wooden box on casters rdrge enough to - . :

- contain Sir John Falstaff in the buckbasket scene from Shakespgare's Me[rx * ) ) ,
o Wives of Windsor. At fhaf time the group foured with a ’large number of hand
» 7
Q « prgps for its first offering in the Junior High schools and the abiding funcfton
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} of the buckbasket waa as sforage bin for Those props. As the tour matured

and more and more hand props were eliminated, the box was soon taking up
. more room than it was worth IogisTicallQ. Arfisfidelly, the buckbasket was

"effective to illustrate Master Ford's fruSiration vented on the -hapless N
. ; S S :
Falstaff<and later on the empty basket, But the actor playing Sir John, :

o v ¢ .
hidden in the basket, was 5!56 hidden from view. When the box was eliminated

r

and the scenme played with the servants carrying a pole to signify the baskef'w

and its confénfs, the actor's equid inyent many;imaginafive devices, This

whole bu5|ness becane even more effective when the sfagung was revised o
€ .
bring the per fornance rtoser To the audnence. The close mimic exchanges
\ *

of expression made possible by this proximity created a richness of _shared

L4 *

e;perienbeAbefween audience gnd performers not available when Fa|§+aff was . . -
— hidden. The participants were all {nvolved En ﬁakingﬁjoy Toéefhe}; the

' actors contributed skill, imaginafioq’and’aex+eri+y, and the audience brought

a” happy suspgnsion of disbelief and a wi!lingne;s to join in the resulf{ng

- fun, * . .
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Costume : :

o

¢ ' The principle for selecting a design or set of costume designs must also
respond to the need for durability and portability. A nomadic theatre working

N . N . @ . )
out of a station wagon or van must be costumed economically enough so that
- ‘

. *
actors will'have room to carry personal geér on a iong tour. At the same time
» ~
the costumes must look good on stage fifteen minutes after being taken from v

k]

. their carrying space. " -

? - . -
Within this limitation a wide variety of :costuming possibilities are

available. In fact, imaginative designers usually respond extremely well
. - -

to-narrowing sefs,of}criferia. On one end of the scale the entire company

o b

could be dressed in a uniform .£ostume for aAgiven production.’ The Colorado
Caravan' has used thi$ method in several ways: in One-lnch Fellow the actors

-

were dressed ‘ip simplified hakama and leotards with variations in color for

M -~

eaqh player; the Américan Kaleidoscopg was presenfeé with actors simply

costumed in Iinesté%ugysf_vear[y Americén'sfyles (In.this prograé Amer ican
v history was eipiored +nrpugﬁ docdménfs‘rangiﬁg from Columbus' jou;;al through
WilliémKBradfprd to the deafﬁ of Abraham Lincolg with each a$¥or realizing

as many as 1wen¥y'or nore historical personnages5; for Magic and the Super-
N ' . "

hafuré! each actor was given heavy weight tights and leotards, dyed to Ris.

own favorite color, and to this basic costume was added permanent press

. .
L

(commercially maqf)~+rousers and sjraighf sﬁir?s to be‘used as costume props .
. *when changing characters. . ) : v
Another possibility 1hé Caravan explqred was uéiqg réhearsallcvofhés
which had been selécféd during the rehearsals aﬁd were uged and cared for

as costumes during the run, Likewise some productions have peén‘fully

. costumed relying heavily on 1he's+oqk of costumes from the supporting theatre ,

N <

. at the University of Colorado. Césfumes borrowed from such costume stocks must

be selécted carefully for they usually were not constructed with the problems

of care inherent in a touring situation in mind. Currently the Caravan is
- . . ¢ «
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. . . . N )
relying on costumes constructed for it bver the past years as a stock to be
R . 4 . -~

used at the actor's discretion (and director's approval) in the show or for

’

the character of his choice. The theatre's stock is used as support for
finding unusual itens such as the Ass's how! in Midsummer Night's Dream,

' oLt 3 )
Oiher possibilities which have yet to be explored include havingkh Jarge

-

box of goodies *to draw from, with each performance being slightly different

from* the preceding cne; having the audience design the costumes for the pro-
[x3 # [ ¢ .

duction from perishable materials and a scenario sent to ‘them in advance;
. "\ -

v

. * ‘ - W 4 , - .
having a company uniform which is used for all productions so that all his

"characters are dependent upon the actor's use of voice and Bodyb(cqllecfively

L)
v

and individually), These few notions should suggest a host of others,

v

Shoes need o be carefully considered as *he group of tén works on
gymnasium floors. Some gchools, prisons, etc. have rules governing the

type of soles allowed on the floors of their facility and also rules against

bare feet. Even those places which do not have rules regarding footwear will

I
[y

appreciate shoes that leave no marks from black rubber soles. Occasionally

2 ~ -

. the group finds a space covered by éarpef (dsually outdoor style)., Here soles

-

that can EF caught on the surface or that éenerate static electricity should be

avoided, Jogginé shoes or deck shoes make excel lent choicesafor most situajions,

Slippers and dancers' techniques also can be useful, though they wear out quicklt

and are -ustally an occasion for com t by the more forward wags in the audience,
“ . . . . . g
; \ .

» » . |

. . . . ) \
~This_sori of reaction can be used as a prelude to audience invojvemeht or should

. o

be avoided by wearing -ore conventional ,shoes as is appropriate tosthe tone of
) D ' ‘ N
. it N ' . ) : .
each production. . . ’

3 T

: . Modern wash and wear”fabrﬂcs\are a boon ‘for touring theatres due to their
; ‘o ' . )
durability, ease of care, wide range'pf color and style, Synthetics sometimes

A »

) ,
do have a Iqu_melfiﬁg point and where acrobatic work and sliding on the floor

js called for pernanent bressed cotton may be a better choice, .
“

LRIC ' . 15
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Whatevefr costume principle is selected two artistic principles also apply.
First it is important to consider what sort of fone the chosen costumes creafe.

A suggestion of long bod, line can genera?e a feeling.of the early medieva] tines

et

for a coljécfion of scenés'from the York ¢gycle. Rehearsal clothes can help impart ~

a spitit of ease and playfulness toward bringing the audience into the performance.

., ] -

- Second, choice of cqlor is cru ical, Boih to the actor's sense of wellbeing and to

the audience’ s attraction to and aversion of them. ’ '
- Costumes sheould lend themselves to workshop possibilities. |f more elaborate

13

outfitting is the choice then an entire workshop on;coéfume design and gkecufjon J

.

. N : .
might be offered for High school or adult audiences., If the.performance is notable

&~ B »

for |+s lack of dusfun@+|¢e costuming effects fhen this cho-ce will Iend dtself fo

- R
N
.

. a dusCussuon of the o erall economy of style typifying the performance anq_fﬁe

J k4
v .

reja*uvenmerifs and psefulness of this gtyle for productions thé audience might

% ) . .
construct, ¢ . , . -

EMC . . . ‘ | . .

s N . /5
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. Diction o v . s

.
. - .
1

The Colorado Caravan often works in cooperation with the |anguage arts

|nsfrucfors in- schools., Since developing Ianguage skifls in sfudenfs is a

b .

mufual concern to both groups affenflon must be paid to good language belng a

[y

part-of a Caravan offering. General!y regliohal dualecfs also serve as a

.

dusfracflon and.need to be e||m|na*ed in favor of a standard Amerlcan speech, -

excepf whére character or. textua redunremenfs duc*afe ofherW|se. Pronunci~

N

&
ation dictionaries are a source for sthe current standard in Amer ican usage’
. . L] \'. - e ..

. Touring to spaces with a-wide variety of.exfremely defiquf acéousfical

i
..‘.

problems denands tise spent in rehearsal devetopung crysfal ¢lear arfuculafnon

and flexuble deluJer rat¥s, in “order to allow for a varue#y of echo effects. °*

. , . .

There is a fendenC/ for dey elopung acfors to sfress unumporfanf words wher
>

working to develop gyn-clear diction. Remember- that good dialogue should

» A

+ sound like good conversefion. The words bflé speech can be rated as to

N
v
»

importance: 1. pouns ' et

s, . C . >

2. yerbe and adjectives

. .
4 . R .

BN . - . ¢

‘ 3, adverbs’ ’ ¢t
: =, ", S
. . . 4. -others (reslatively.unimportant) . ) ’
e - L4 v

- e

" Have the'actors render speeches into telegraph messages at $10.00 a word with

, a $100 maximum. This exereise will help make clear.how few words need to be
. - . . .' - . " _ ¥ ) ‘. :
stresséd in @ speech to &ommuhicate it to the-audience. Most filler-words =

-

-~

have an accented and ah undccented pronunciation.,. Generally'fhe'unaccenfed
. - . A
form should be used.in conversational American English. -

Aruitoxt provided by Eic:
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*As much as one sixth of the total rehearsal time should be spent on

bu;lding a* careful woranng relaflonshlp between the actors in a fouring

“
»
(Y i . B

company'’. Thus is parfncularly true for young developlng acfors whose’ -
maturity may be in a state'of flux, even though Their flexibility and

durability are their strongest asse Happily, many of the explorations

used for company building are a¥o useful as material for worksheps and

.practijce in their operation. ¢
In this Timéigf populér psycho}ogy alt sorts’of tools are becominq \

available To the layman which can be used i; group dynamics. ’Tfanéacfional -

Anélysis, Socio a;d R§ychbhdnama and'QgsTa]T are a few of the possiﬁilifies

t -~

;vailable to this new age of How-to-do-it books. Since a_ touring group needs .
to develop strong compagy gonscnousness, a framework for continued exploration
and a free wheeling afmosphere for creative problem solv;‘b must be esfablnshed
Any director with training and skall can use hus abilities.to gooq,advanfage.

‘When a director feels unsure of his strengths as a lay psychologis*L mistrusts ’

the manuals as a read, source for help, or does not have good, outside help
available, fhen he nust turn 4G the discipline of his own craft for tools
which will serve in i9st instances. About half of the available time-should <o

be spent in exercises. . Flexibility, intelligibility and endurance are the

.
- -

assets most useful 1o actors performing in a wide varief{ of* spaces which tend
. N - . . Al

to be acco%sfically difficulf. Physical and vocal endurance can be'éfrengfh—

ened by careful but sfrenuous attention toward bunldlng these assets in the

. company. Tha director could even select exercises which seem To be most useful

-
*

and use them to design.a company warm-up to be used as a physucal and vocal

- . R o

exﬁlorafion of each performing.space -and as sensitkzation of the company
members to each other in preparation for each performance. |t is likely
s - -

that the warmups for each show will‘require a different set of such exercises
. L)

“to best prepare actors for it.. In Eskimo Life vocal plosives, especially

. | * 157
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. P . .
. final.consonants, need to be limbered up to give the show a flavor of Eskimo

language. Power games which take advantage of the isolated individual, such

as. team tag’ and Red Rover can prepare the group for the atmosphere of manijpu-
L . . N .

lation .in Shakespeare's Magic and the Supernatural.” |t is nearly impossible
1 Y -
* to perform without allowing time for these warmups and that time should be

.
<

scheduled into the performance agenda. . .
Time is also welt spent in exb?oring improvisations, Trust and dependency

’

improvisations can be most helpful for company building. These can also be
built into character and script exploring'improvisafion? feeding into the

' I3

development of the produgfion.‘ Improviﬁéfion time can also g}ve the company

a source of conmon exper{ence from which materials foc workshops can be drawu.'
. In'all these explorations the direcdtor neéds to carefulfy guide fhe focus

ot the work, fhe geal is the aevélopmenf of the e&semble,‘buf the attention -

of the company should be outer directed to give it a creative and giving.

-
-

attitude throughout. At first the company should focus'on the director

. )

and his task, then on the material or text being developed for presentation
. M

and finally on the audience. This outer directed thrust of a touring company

Ny

- f -

.‘ can be a strong fundamental in creating and maintaining a happy experience for

. - ‘.
§ actors and audience alike. . o

We have toured one Caravan for a period.of five months in.whfch one actor would not

P

speak to any Caravan person except the stage manager. His idiosyncracy was accepted

by the group because in performance and in workshop he always gave the best of
. - 1
’\q’ himself and that best never fell below the standards the Caravan-calls forth.

. It is not the ideal situation, but it can be lived with as long as the standard

'
>

ot excellence is maintained.

There coémes the fourlng group where no amount of work will bring cohesiveness.

In ‘thi's case the professional attitude of the actors must carry"fhg work forward, <o

.

3
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. The Process of Scrint Making

The work of the Colorado Caravan beyan with a search
for useable scrints. Three nlavq for three different age
groups were needed; the plavs_were to be both educational aﬂd
entertaining. Because the Caravan had originally been con-
ceived to utilize experience and dctors from C.U.'s.Colorado
Qhakesoeare Festivaly it was decided to tour Shakespeare to
the Senior Highs and‘to anv adult audlenOes that requested
the group. The original grant proposal sugpested a histarv
theme for the Junior Highs. The‘elementaiv scriné mere£v°
needed to be suitable for K-6, lesé‘than forty minutes but
more than thirtyv minutes long, use six actors ‘and no prons,
9cene;v, or special effects. Su%glv it would noé(:; tso
difficult to find what was needed. . )

The Shakespeare Scripts - ~

_Using ShaPesDeqre for the Senlor ngh and adult audlences
automatlcallv met the double obijectives of educatlonal and

entertaining. It was obvious that the Caravan's six actors

-

could not tour a full leng-h production, ‘even if it could be

supposed the schools and towns would want one. The idea of a
» .

gynopsis with illustrative scenes was rejected in favor of a
series of scenes from sevecal different plavs which cehtered

around a theme. This choice ppoved to be a happy gneg.a-noll

ax ¢
. ewew Y :

of the"schooLs indicdted a 100% preference for this format ;
- . . {

/ .

over a cutting of a sinnlo nlav,

e W




Central themes have been varied. Ideas are practicallv

.

inexhaustible. Themes we .have used are: Battleé of the

Sexes, The Ruler and the Ruled, Rogues and Villains, The,

\ .

feneration fan, Magic and the Supernatural, The search for,

a theme can begin with the actors who will be working, their

0} ‘

skills, and a list of characters and scenes they have always

wanted to nplav. Possibly a theme has already suggested it=-

Selfo A
N L ti

Once the theme is chosen, select scenes from the plays

that will illustrate or develop that theme. The scenes must

be shaved internallvi at the very least extraneous characters

must be eliminated. We havelalwavs left the language alone,

LI

being able to work w1th actors who alreadv can or who can be

coerced 1nto sneaking and acting %hakevneare meaningfullv.
_A.common reaction from the Students has been, "YWhat transla-
. . . ! N

tion do vou use?" They are imvressed that there is no transe

lation other than to speak properly and with meaning.

The arrangement of the scenes takes a little care. It

s

.'is D0551ble to weight a nropram tourlng tp all llterature

classes-or educationallv o 1ented adults with quite heavv

materials. A tour to all-school assemblles and family '

audlences in ranching and 1ining pommunltlee demands scenes

that are humorous, riotous, u roarious, at leaqt at the be-
: k] . 9
ginning.” Adnce the audience is entertained and interested,

s

it is possible to move along to more serious materials.’
t -

-

e
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Aruitoxt provided by Eic:

¢

Another consideration is how the scenes fit togefher

o . ' ‘ ] _
. and what sort of transitional devices are used. The Magic

and the Supernatural.scﬁtpt is included as an illustration
e

. of ‘cohesive pietinp, as onposed to "string~of-beads."

The

. L4

wi?cheqtfrom Macbeth clearly bridge each section so that the

4
~

unlts lead smoothlv from one to another, p1v1nn a comnrehvn-

sive shape and framework for the whole prog&qm. The 119t of

scenes from the Battle of the oeieq is eleo 1ncluded The *

-

latter part of the program was a eutting of the Faletaff

LY

.scenes from the Merry Wives Of{WlndSOP.‘ ) '

\ \ ) i
. ) * ~
. - < ¢,
[ «

-

The History Scripts. ’ .

-

. The iunior high sc¢rint has ‘been.an area of open experi-

M .
~ -~ v

mentation. We -‘were to use a historv theme (thereducational

-

obiective) and make it entertaining.-

-~

. had thlq restrlctlon ‘we ‘would have toured Shakespeare or Mark,

. - LS

Twain or any of afnumber of thlngs. But we would have chesen

Perhaps if we had not

»

lwpht~gater1al ’humorous, aDneallng to the crazv .sense of

4 A}

. humor present in this.aged person. Because we.needed to use
€ 1 :

-

WD
serious material, we moved in a direction which eventuallvy

« . . -t

got us somewhere. -

-
©

-

The -finst vear we toured a livelv, musiecal, w1ttv serleq
b © -~ - .

b

of historical vignettes, dances, and Songs taken from American

Kalideoscope (seé‘sémuei I''ench). Responses from teacheng\\~

were enthusiastic:' "You were fantastic.. Whv, vou held. their

attention the entire time!" The sweatdrinping, bug-eved

-
. o~

éctors.felt.there must be another avenue of anproabh. The -~




-

second vear we admitted to énterntaipment first, cutting to

barebones the melodrama Our-American Cousin, and adding a

T ———

staged shooting of President Llncoln at the moment he was

shot while watching the plav. It was effectlve.- Teachers

. ‘ 4
wanted more Lincoln; students wanted more melodrama. The

¢

third.year'we held.a play contest and selected Don Waddlev's

P "
The Loulsiana Purchase. The‘author admitted that ‘the . ‘s

I,ouisiana Purchase was the dullest historical event he could *

remember learning about ip schoolj the play was brbad}i done’ -

with a laugh-in stvle treatment, iconoclastically.garcéétic{
but accurate in regard to hlstorlcal eésentlaf%. ¢It had a:.

mixed reception. It was. useful in workshbns, “the students .,

" . e .v

very much enjoved\actlng ou¥ whatever,Segment of hlstorv' a .

M .

. .
- “ - [ -

they were studying. P,

Throughout these years a picture of ghe fjunior highs
“ Y . . '
. L .
emerged, Junior High is a na man's land; a no mani's time;- -

? : ’

a time and place of Between. Childhood is behind but adult st

. g* o N
or even teen-hood is Jfar ahead. There no longer is one. L

© L4

Teacher to guide the student‘throuyh the Véar, but. nelther .o

(S

are subijects taught in the way" thev w;ll be 1n hlgh school .

and college. Relatlonshlp, with: peere are replaclng the -

K3 - .
- " .

Darental ties, We discoveced that,the‘junior highs,are" .
K k,’.ﬁ\.'." . ' ) e P
caught in "The Fifteen ggans From Now! “svndrome. Half of ’

. BN A .
- 4

them believe they will be doctons and own two hpuses and a

+
L2

sailboat, fifteen vears from now. These persons have an Sao o 4
. LI \ .
ultimate faith that technology will solvé-olr préblems. Some o
N ‘ w, -

of them embrace a-mechanistic, comﬁhterigeﬂv&a&}-ﬁhihgs~t3ken~« 3
» a s .

%
1
o A, j
1
!
|
i
E
|
i
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CRE care-of conceont. The other half of them sav *that in fifteen N
o vears we won't be here, life won't be here the world woth
be here, whales won it be here. Thev believe that thev dre —

‘ . dving. , And they are, quite realisticallv, dving; thev are

s dving as children and their éhildhood,‘their.profected, p

hd 1

irresponsible world, is passing. This vear our script spoke

- onenly to their pain, It is included here, entitled 1776-2076.

There are no attehtion problems, but the play feels
. ltke one~half; it supposes that the workshop is part of it."
-~ . " “
’n the work%hons there are manv questions. We trv to he N

honest and.ndt give promises. It mav well be that technologv

) can save us, What will be the.price? { It -mav well be thatin

. fifteen years.we will all.be dead. wgat shall we .do about

’ that’O Ve believe thatxthis"scrint‘is in thé right direction.
nl St .qcrlpts°for this age should confront the questwoﬁq and con- :

% «<flicts belnp felt in these 1nhetween persons,, and hbring thos

P P
turmoils 1nto the light. - -

o " . - N o N L3
IS “
¢ = ) ' 3 . * e

e . “ . The Children's Script - ' L : -

. ‘_“.

- o

<

~y ..° The Caravan Children's Seripts are all old tales which

i have been dramatized. The first.scrint, The Magic Lantern,
o - . i " v Y .
~ ,was written in desperation after the reading of literally

.§_ . hundreds of children's, plass. To begif with most.sources ‘io
. » . ~ ., . . . ' . . A
- “ ;grédped their vlaVS'into categories for warious ages (K-3, . '

-‘w‘K-B), suppe%tlnp that some materlal would not be entertaanlnp '

. ' M - § R X4 y -~
6r 1nte111p1hle for certa n age grouns obcondly, there uas

/ a )

. ' 15 an assumntLon-that spectacle, n01se,ﬁtalkingnahjmals, snecial
IR .

«
s » . .

]
‘

' R . . N - . .
L] ' . [ .- ~ /

\): " ’f . ot ; . t 16J o ) ’ .' \.
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effects, grc. were neceésarv to entertain or keeb aé%éntion.
It is true that children are entefained by these things.,
But we had six actors and alvan and all extra space went to
costumes and suitcases. No room for castles and forests.

'

Ye turned to a tale familiar to the director;fince

childhood and greatly loved. Surely if it had worked for

5

" him and for countless children before him, it would work for

our audiénces. And it did work, overwhelminglv, magically,

-

incredibly, It worked because we had turned to an older

tradition, the oral~tradition, 'leaving the visual orientation

»

of todav's world behind. As_the old storvtellers aﬁd bards
knew, the best castie'is the castle the listener can make
inside his mind, If the script sunplies dpamatic pictupeé
and the actors can evokg them, the nlay happens inside the

AY

imaginations of the children: The universality of thls
Dhenomenon was illustrated to us by one scene in The Magic
Lantern. The actress approaches the audience and remarksi

"I have come to a lake. I can not see across it, I can not
sée'around it:" A boatman comes and takes the actress across
the lake (the lake Sé&ng represented by the children them-

selves). Thev travel on a completelv imaginary boat. Ve
b

-

" received thousands of pictures in which the lake was' drawn

off the edges of the page or encompassed the entire sheet,

RBut not one hoat reéehbled anvy other and thev ranged. from

“ * <

battle cruisers to fairv leaves,

~There were certaln elemen o] of the scrint which, when

"reneated in another scrint, causeq the same effects. When

*




~ . M
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these elements were‘lacking the plav often remained enter-
taining and educational, but hépnéned in another dimension,
a more conversatiénal; evervdav dimension.

The first of tﬁé elements was Strangeness or a sense.
of the Exotic. The first'plav was sét in Japan and utilized

movement styles from that countrv's theatres. From the very

-

first moment there were a number of things which cut across
the facts of the kids, the gym, the action, the weather.
The music is different,-eerie, strange, but not unpleasant.

The characters moved slowly and not at all like peoble

gen§rallv move., And the speech was in an entirely different
s

Q

tempo, or rate of delivery, from ordinary conversation., The

'

children were lifted from their evervdav world into the world
of 01d Japan which was being recreated in their gym.

This is an unfamiliar pldce and time and therefore

demands the utmost concentration and interestf Evervthing
,said and done is a clue to the children about what is hap-

nening. They must pav strict attention or thev will miss

something. No props, no set is used. The actors create
dramatic pictures and the children imagine them, flesh out
the information given. The children do not, often, really

notice that the cup or the lake or whatever .is not there because,

N

for them, it is there. Their minds have made it and it is

*

extremely tangible. “It is exciting to do this, and to conﬂ:

centrate. This is an unfamiliar place and time with strange

.
* Al

people in it; but it is not frightening because the children

are providiﬁé the materials and thev don't provide things

RS

>~ : -

167 - .o
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which trulv scare*them, The experience of the plav is a

pleasant one.
This element of the Exotic is provided by using a
different, unfamiliar world. The Japanese.world is used 4in

-

Magic Lantern and One-Inch Fellow. The world of the Native

American is used in How Two- Swallows Earned His Name, and

" the world of the Eskimo is used in Eskimo Life. But the

exotic is not limited by definition to foreign'cuitures; for
) ¥
a tale to be exotic it must simply be out of the everyday

world of the listener. The Golden Goose is an exotic tale

because of the little;naéic man, because of the peasant world ,
of the family, Fecause very few people any longer cut wooa in .
order.to eat. In some parts;of our countrv a storv set in a
gity'would be exoticj for manv city bred*childyen a storv ‘
set oﬂ a ranch‘could be exotic. Fxotic does not mean foreign--
' .
just unfamilidr and out of, the ordinary.
Thé(second element, borrowed directlv from the oral
traqitions, is a sparseness of language. This is a literal
'spars§ness in that thefe are not very many wordé, but it is

12

sparse also in that each word is chosen for the image. One-

Inch Fellow.lasts. forty minutes but there is only about fif=-
teen minutes of dialogue. This dialogue is interépeﬁsed with'
‘nantomime; selected and‘performed in the stvle suggested by
‘the Peking Opera and Kabuki Theatres. The dialogue .for How

Two Swallows Earned His‘Name can be‘printed on three pages

. and takes barelv ten ‘speaking minutes. .But the nantomime

journev of the bov, the dances, the ladder of the Spider VWoman,

L]
e D
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N v.

fr‘all take time to "picture" clearly.
Because theré are so few of them, each word must convev
meaning.,, Thé stvle is more expresslv poem-like, even haiku

<
like, than discursive or narrative. In dialogue each line

szt be -precise §nd absolutely clear ih meaning, There is

a lack of c&%bersational, referring pronouns (I'm going over
there with hii). There seems, therefore, to be ; iot of
repetifion. Just so. Especially if a maﬁof plot shift is
happening or an important idea is being offered. Even the
dullest child conceptualizes what is happening, Manv chil-

dren are able to reenact the nlav, including a nearly letter-

perfect memorv for the words.

Example: There is no wood on our side of the mountain, |
I will go to the other side of the‘'mountain.,
.+ I will find wood.. ~
The character poes, and nothing more is said dntil he gefs

.

there. . ' .
: A Y

Because the language is‘repefitive the actors are forceé
to héhdle it with care. It forces‘a different temno.- The ke&s
to each scene must be carefully prepared so that the dramatic
picture the child is making wiil not be cluttered or confused
bv too mu¢h infofﬁation.

| Plots are simple; it is interesting that old fales
tenq'fo ebb and flow rathe- than rige in tension to resg}ting‘
climax.‘ We haQé_maintained that sensé of flow from.scene to

scen®, saving the most dranatic sceng for the "climax"; it

.15 seldom the concluding scene. After the dragon is killed

4

e L
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'
- .
»
P -
N

%  (0One-Inch Fellow) the actors discover themselves and decide

°
’

on a course of actionj afte; Youns Boy slavs the Swallow he
) s*+i11l has his return journev to make;,ifter the Boatﬁanl the
~_‘ , ' Tirls must still reach their Home: ‘ ) - .
We do not avoid violence when it is part of and neces-
sarv to éhe tale. Tt is usuallv a verv real violence aqq
exﬁerienced as one, Lxample: "You will ¥ill vour friend the
Qwallow:\ But no unnecessarv violence is added. There is no

violence for the sake of vialence or spectacle, either in the

action or in the language. There is no roughhousing or vio-

S

lent plav. There are no violent, hurtful verbal battles

between characters.

3 ' 14

Ita{s important to realize that watching a nlav often
L v

gives children a new géme to nlav. Knowing thev will make -

\

. the nlav their own,‘it'should'beﬁimnossible to anproach this

.fheaf}e‘audiencé with ind;fference. "Too often the reaction
to this terrible responsibilitv is to nrgach:a moral, We
believe that to preach‘é mdrgl'is antithetical tg’the wav
children plav. Children never moralize 'in' their géﬁes; their

. gaﬁes are timeless and open-endgdn .A moral. imnlies an end,
a crisis, a moment of catharsis, a denodement. A moral is a

. cloéed system, verv unlike the dpep-endedness of ch%ldreg

24 - . ‘
and théir plav, Tt was for this ‘reason that we ‘chose to ex-é B
. * . ’,\

nlore the possibilities of 6pen-eﬁded stories which would

invite children to take the storv and continue it wherever

- their fancv taok them. Thev do not run into a solid roadblock,

»

the finalitv, of a moral.
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Aruitoxt provided by Eic:
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%

' Thié is not to sav that children's ‘plav is amoral., Tt~

ia certainlv not our wish to create an amoral chil@ren's

theatre. Magic Lantern, Two Swalloﬁs,'and One-Inch TFellou

are stories of love, commaniqnship and filial devotion. Rather
than tell a moral, we hoped to create a model. Because we’
knew that the children would "plav" the plav, we invited them

to exnlore a model over and over, in as manv directions as

‘+heir. imaginations can take them. Hopefullv thev will male

the model part of their evervdav realitv, for the rodels the

child uges notr will become part of him as an adult. "e Fone

his models encourage him to be strong and considerate, wise
. ) . ' 6
and loving. ’ > . .

In the elementarv shows we experimented with audience
marticipation, letting the children be parts of the set or.

do sound effects. Thev were very receptive to this and al-

navs understood what was expected and enijoved providing it.,

>
-

"!'o,have tried audience participation with the Seniopr High and
¥ ! .

. .

“adult #udiences and found it is exciting there as‘well. Con-

‘tact with the audience is more a .director/actor/audience ex-

loration, -but should -be kert in mind as a nlav is nade. Use:

*

. - ) Vo . '
the audience whenever possible. - .
’ ’ e “ , RN
As ‘with so manv expeciments, we found our limitations

to be our stronp points.' Because we needed to plav to audi-
ences ¥~ we constructed acrints that were simple -in nlot

with lots of actions Ue found that- the vounger children were

nften ahle to lead the older ones in understanding and narti-
. . IS 'S

" aination while the presence and ¢oncentratinn of the older

471 L \
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ones inspired the little ones to maintain &n attention sman

Far hevond their usual. We.found that different.ages inter- °

-

nrated accordinglv. The dragon in One-Inch Tellow is made ub
of actors. that he looks like or does happens nrimarilv in -.

the heads-.of the children. The seeds for this exnerience

vere built into the script; the vhole question”of the dragon

is left open-ended. A kindergérdener has anndunced flatlw,

.

"You made the dragon out of wour bodies," and a sixth grader

- .

has told'us that we' were saving "lle have met the dragon and

he is us." T

L

Adult Audiences <

a

Adults too enjov the process of hmaking believe'" but
place the activitv under the label of ré}axation. Outside
the private world of the adult the processes of makebelfeving
are largelv unacceptable behaGiofS. "Don't davdream;" "Pav

2
L2
attention;" "Don't talk to imaginary peonle'" are constant

*

refrains in the maturation process. Ve ‘are taught, and

carefullv teach ourgelves, not to exercige our powers .of

imagination.
3 .

> .

N . .4 z ) ., . L
- - This is not healthy4 as manv nsvchological theories

* ’ v g

L R4 .

.tpdaV.illdqtrgte.‘ Having once nossessed the abilitv to

. . N Py '
imagine -anvthing at will, adultsjnow fe to doctors, clinics,

. * . ¥ . . PR

hospitals qﬁd therapv grouns to learn how to "pole—niav;" to

L]

"nsvchodramatize" situatioas; to, in short, imagine themselves

into better menti} health., . e
. i ’ . .

v
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- takFen into account in the selection and. pacing o

. 13

-

.

In the meantime television and other relaxation acti-
vities recegnize‘rhe adult desire to make helieve and the

adult incapacitv té do it well. Realism pervades the world

of entertainmént so that even what isn't real is handled as

if it were. Adult theatre audiences &xnect realism.of the

same sort, and therehvy place a limitation on plavwright-

b
director-actor; a production must declare itself obviouslv

v L.

"make-believe," '

'We haye found that adﬁlts unsophisticated.in the wavs
of the theatre are receptive, resnonsiye,-excitinp,audiencés-~
if you can gef them to come, WG—héve found that small towns
and isolgfed rural areas deservé adult theatre fare‘and the

best that actorsdirector-plavwright-arg capable of providing.

*

We have found in the remote dreas the same pfgdisposition
to attend ligHt entertainment that nermeates our culture,dnd N

‘. : .l - I' n‘.
to avoid heavy or educational material.,- There is a preater
, ; ;

. receptivity to serious material if it is honest.  We have -

) . . N * ..
learned that the hearing_problems of the elderlw.must be
. gy ‘ .

e

f the material.
The ﬁ?eceding i& not much help. 'It is meaQt to be
encouraging. It 4s also meant to conclude this discussion

of scripts with a reminder that. in this, ‘as in ail.othéf
. * « .‘ ~

-

asm for experimentation and a willingnéss to make mistale€s.
Iy F . . - . .

»

aspects df a vital tourin?'tbeatre, there ﬁust'be.an enthusi- -

A
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The Preparation of a Script

JSUDrgmelv difficult to stage realisticallv becomes. quite

'a fireplace, thé fireplace is imaginarv, and that when a

character picks up an axe, that axe is imaginarv, and when

For the purpose of illustrating the avallabmlltv of

‘

scripts and the ease with which thev can‘be converted two

naragranhs of the old tale "The folden “oose" are dramatized
below. !

’ &

"The folden Noose" is an obvious chioce for this twvne

of theatre because it could not be performed with props, sets,

and 5cenefy without a great deal 'of trouble. “What would he

.
v

easv and exciting with the application of the nrincipal of

¢

snarsitv, Therefore, remember that when a character is at -

he fells a.tree, the tree is also imaginary and can fall

where it wants to-=on a\ch@&d or on the principal.

hl N
- \ N

The Storv . -
. o . 4
"There was once a man who had three sons. The ‘
voungest:of them was . called Simpleton' he was scorned -
and desplsed bv the others, and kept in the back-
_ground. The eldest son wass going into the forest to
‘cut uood and before, he started his mother gave him
a nice weet cgke and a‘bottle of wine to take with
him, so that he might not’ suffer from hunger or
thirst: In the wood he met a, little, old, grev Wan,
who bade him good~dayv and said: 'Give me a bit of
the cake in vour pocket, and let me have a drop of
your wine. I am so hungry and thirstv.' '
"But the cléver son said:: ' If I give “you'mv
cake and wlne, I shan't have enough for mvself. Be
of f.with vou.' . ) :

&

. "He'left the little Man standing there, and went
on-his wav. But He hal not been long at work, cutting
dovn a tree, before'he made a.false strake, and dug the
axe into his own arm, ﬁhd he was obliged to, g0 home

171 - - =




simpleton: I will go.

15

to have it -bound up.

""How, this was no accident; it was brough%
aboyt bv the little grev Man.,"

A

The Dramatization

~

There need to be five actors, but not necesgarilv
male, The father ‘could be a mother, Simpleton, could be a
girl, the old man could be an old woman. A father and
three sons enter the pléving area which is. merelv an emptv
9nabe émong the children, (If Simpleton could become a‘

[>)
daughter it would allow a gentle statement on a political

o

,.theme, If thé latter, it is a Prince who muqt be made to

H

" Son 1: . You? Yo&lcouldnlt even find the forest.

Son 2: If You found the foreet, vou wouldn't find anv
wood . ) <

- . . . §‘
Simpleton:  That's not trud. The forest is over there, and
‘ the wpod is in the trees of the fornest.

Father: . You mav not go. Your Dlace is here bv the fire,
Now, Son, don"t voa po out without vour lunch,
He is a Fandw1ch a piece of cake and a camton
of milk. Take them with vou so Vou don't get
hungrv,

-

!v‘ . Q
laugh,) The fathet bends to fix a fire while two of the sons
— ~ “‘p . ‘ \ - * !
stand near the fireplace.
d near TA¢ , .
" "Father: = We are almost out of wood. There is verv little
e T wood ‘left for our fire.
s “gon.lr Qut of wood-means out of food, for there will be
. N ‘no way to cook our dinner, a
a ’ Al
i, ‘Son 2: . "We shall have to go to the forest and cut some
N . wood, T went last time. ﬂ -
“Son 1: ' Alright., I can take ‘a hint. 1I'll go. f{lle picks
° . up the axe.) ‘




\ -
Son 1: - Well, thanks. T will 70 to the forest now so T
can ppt back earlv.

. - —o—

The Father, -Son 2, and Slmpleton join the children

" seated on the floor. Son 1 travels, carrving his lunch and

. L]

the axe. He finds the forest, finds a tree, indicatins to )
the children its breadth and thickness, and the sharpness of

the axe. He is just about to cut the tree, when the little

man enters.,

.

Little Man: Good-dav. How are you?
) Son l: I'm O.K. Lxcept that I need to cut down this tree .
’ * for our fire. .It is a big. tree, It's. g01ng to :
take a long time to cut down. +THe cuts awav for
a few minutes while the llttle man watches. ) .

‘tpittle Man: I see vou have a lunch here. Give me a ‘Bite of t
the sandwich and a drink of the m:lk." : e

i
—_—r, LS . f

» Son 1 If'r ?}ve you anv I won't ,have enou?h for mvself

I3
]

Little Man; But I am hungrv and thlPStV. T
Son 1l: What dbLI care’ Go home ‘and get vour owr food. -
| . (The Little Man wanders away ‘to' the edge of the
) nlaving space, turns and looks at Son 1. Son 1
) cuts his_arm. As the children watch this, the -8
Little Man sits down and the Father and Son Two
and Simpleton get un. Son 1l returns home.,)

-

" The scene is practicallv repeated fér Son 2, and Son 2
‘cuts his leg, having to drag himself home. Perhaps he is a
really mean person, so. his punishmentﬂis.a little more uncoﬁv
» fortable. Thén.Simpletdn asks to £0, aﬁd is allowed to go

since no one else can. Simpleton is given a cruqt\\f bread

and a bottle of water for Yunch, whlch is readily’ shared. w1th
¥ s

the Little Man. ,

\

t*le Man: As vou have a good heart and are willing to share, .
I will give vou good luck. Cut down that tree, ‘ ,
and vou will, flnd something at the roots. =

17\)




Simpleton: Well, I will cut down the tree for 'we need it
for firewood. ’1f there is something at the
bottom of it, that is all for the better.
(Simpleton beglns to cut down the: tree.)

ifhen the tree is almost ready to fall, he signs to the chil-

dren to make a pathway where it can fall without hurting

i

them. When the pathway is ready, he cuts and the tree falls.

But it falls towards thé area where the children have bunched

together to make room. He runs around and holds the tree

- -2 .
while the children mdve. When the tree has finally reacued

-the ground, he gées back .to the rooté of it. .,

Simbleton: Well, there, we sot that job done. Let's look
) and see if the Little Man left us something.
L Ah. . . . (he bends and picks it up, touching
its feathers.) You're a Goose, aren't vou.
Look at vour long neck and vour b111 and your
wide, webbed feet. ' But who would think vou
. were a Goose, with feathers of gold. What
- happened to vour soft old feathers, I wonder..
. Or have you always heen a Golden Goose. I-think
I will take vou home and show you t¥o my Father.

Aqﬁ Simpkgtop should take the Goose to.the Father who

. &

touches .it and becomes stuck'f‘The§ should decide to go to

1Y

the Doctor to see whdt_can be done- about it, and the Doctor

"too becomes stuck. (The Doctor-lsySon 1) On the wav home

thev show several .of the children the problem’and the chil-

- o ) ' ‘ .
aren too beco stuck. The children will .understand this

_because it §s 1ike "Follow the Leader" and when thev under-
- a8 .

stand it they will plav the éame. The group should nroceed

to.the King (plaved bv Son 2) and make thé princess laugh.

.

' The princess can be.a girl from the audience or an actress,

This technique can e applied to almost anv children's

1

storv ‘that has_come down to us from another age. VWe suspect
” . .

AR I & S
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\ . ‘ -
®a . The Magic Lantern v
_ ! - . by o
_— “ ” | Charles and Lola W%Ecox
. Cha;écterér If doubling is deqlred the Father couid play .

.

»

Male -

Father
Toshi

M1 tsu
Wiseman 1
Wiseman 2

(The Narrator enters in silehce

either the Forest Serlt or the Boatman.

Vlise~

man 1

is an* exaggeratlon of Toshl s character;y

Wiseman 2 of Mitsu's, and the parts double

ea51lj

™

. Female Either *
o Chiyo Forest Spirit
Yukr Boatpan

Narfator-Musician

-~

L, using slow

(o~

b
Noh stvle walk, Rngels behind instruments, if
“o- > : used-~takes full bow to:'floor to audience. He

.

returns to kneellng p031t10n )

&

-

Warrator Ours is a story of old Japan many years ago.
i , In a village near a tall, forest-covered
. " mountain, lived an old weaver of silk cloth.
. e ¥ <

(Thé Father enters, moving down center in slow Noh
walk, ending with bow timed®to coincide with end-
cf narrative comment.) - ,

* He had two flne sons to help his silk weaving.
His wife had been dead manv vears, and he had
to raise the bovs'by himself.

" Narrator:®

k4 LI

¥ (THere is a long pause. The Father begins working
"+ . at the loom. This activity, and all other acti-
. vities and properties are pantomimed, with the
$ e exceptions of the fan and the lartern )

’

It is not ez8v to -live without a wife, or a
mother for the children. For manpv vears:I
have .lived in this coftape,*weav1ng my sillk,.
making cloth on my loom. I have raised mv
. two sons, Toshi. . . ’ ‘ '

¢ -

(Fathelﬁ: , .,

» . ¢

' (Toshi enters up R, The Noh

comes, on three steps.

walk is malnjalned throughout ekcept for the boat
scene.) . ' )




~

.

‘Father: And Mitsu. ‘ '
(Mitsu enters up L, comes on three steps. Father
cortinues while both kneel, facing center, at the
game time. Toshi begins pulllng silk threads and

Mitsu begins sandlng a bobbln. All movements are '
slow and precise.) . '

The Father sends _the young men to the other side of. the
mountain to his, friend, the dyer of silk, whé has two daugh-
ters. Toshi and Mitsu begin to travel over the mounta:n.

Focus changes to two girls, Chiyo *and Yuki, who are
gathering wood on the mountain. We learn later that they
are, of course, the daughters of the silk dyer. -As the girls
gather wood they hear the Forest Spirit.

& .

. . .
Yuki: ' Oh, it is so dark! I cannot see” anything!

Chivo: * It is the Forest Spirit.

(The Spirit crosses stage from L to R, seemingly “-
.unaware cf girls' presence., The girls retreat,
calling for help. The bovs enter SL, listen to
_the Forest Spirit and the glrls. Boys feel their
way in the darkness, eves wide and staring. Exe~
cute karate-type blows and kicks into thin air.
Then, hearing each other, move almost nose to nose,
without touching. They feel past each other's

‘ .bodles, touch nose to nose--startle--say each
other's names, feeling each other's faces. All
movements are slow and precise; there is a sense
of hurry, but no one hurries or rushes. The .

_ Forest Spirit exits.) '

3

?

Toshi: Mltsu, g0 to the rlght. I will go to the
: left., :
A

(Tosh1 hears MltSh, executes high karate kick, falls
backwards.) . ¥ '

7

yitsu: We wish no harm to you, 0 everliving,.sub=
k " lime Spirit of .the' Great Forest.
. 3
Toshi: These, voung women have meant ro- harm. _ They
| have cowe hHere to gather fallen wood

Yuki: \FQrglve us, 0 validnt warriors. We do not
: ' * hear the Spirit ahy,longer. -
4

Chivo: i ‘ Qe think that he is-gone,

.
”* ' 1 . . 18 © r
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The narrator announces that the. marriage has taken place;
the actors return to the Father. He greets the,four of them.
There is a ‘short domestic scene. The narrator suggests that
a vear has gone by. The girls 'want to return to visit their
familv, but the Father forbids it. Then he.décides he seems
too harsh. He tells them they may go if they bring him two
impossible presents: wind ahd fire carried in paper. He
tells them that if thev do not Bring these gifts they may

not- come back. To his surprise and the sadness of his sons,
the girls unthinkingly agree. All exit except the narrator-
musician: '

Narrator: The absence of Yuki and Chiyo brought a sad
) quiet to the house of the silk weaver. The
davs had never sesmgd sQ long.

o
v

-
o

The girls remember thev must take home their impossible

" presents. They go to two wisemen to hear if they know how

to make their presents.,

Yuki: Greetings, venerable old one.

Wiseman #1: (Very slowly, deliﬁeratelv, musically) With
' the new clothes, remember, the crow~stays
black and the herdn white.

Chivo:,» . ".In all your vears, father, have you heard of
: wind carried in -‘paper?

*Wiseman #1: After the windstorm, foraging for firewood,
two fierce old women. L

Yuki: ) Have \you ever seén fire gaﬁfied in paper? '

‘Wiseman #1: . As I picked it up to cage it, the firefly lit

T, my fingertips.

Yuki: We thank you, most venerable father, for s
your wocrds of w1sdop

Chiyo: ) what will we dc now? ,

“Yuki: If we must, we will. v1s1t all the wise men in
Japan. .

Chiyo: ) What gOod will 1t do us, if we cannot under-

0 stand them? ° "

>

(Wiseman #1 exits. 'The,girls travel. ‘Wiseman #Z
enters with loud exclamations and doing cart
wheels or crab walk. ) ) j




Chiyo: This wiseman is verv strange.

vuki: © 01d grandfathgr! Can you tell us where we
can find fire carried in paper and wind
carried in paper. We cannot go home without
them.

‘Wiseman #2: 0f course. ) T e /'——

(Girls meet this response with great yelief.)

To carry, fire in’ paper ybu must take a’ long
strip of paper; so (he indicates, runnipg

5 N several feet) and light it at the farthest
09: + * end, so, and carrv %t home. (It burns him.)

Yuki: I must go a long way. ’ K

' Wiseman #2: ‘ Theh‘you must go very fast. ' N
Chiyo: What about wind carried-in paper. o ‘
) ‘ (He searches «in the air -for an,idea--hands find kite‘ o
string,) .o I *
. Wiseman #2: A kite,.of course.
Yuki: But that i$ paper carried by wind.
a ‘Wiseman #2:

+

.

Chiyo:
will believe the wind is there. .,
PO Yuki: , I fear vou cannot help us. e
» . . . °
e (The Second Wiseman' shruggs and exits in a nes,

‘acrobatic wav.. The girls journev to center.)

Thev decide to travel'over Japan until they find their
‘ presents. They travel, and come to the lake.
3 ‘ ‘ \ . .

_(The girls cross in upstage circle, returning to center.)

Yaki: Look at this lake! Iliow clear -the water is!
c T Chiyo: . I cannot sée acros¢ it, and I cannot see o
A around it. ) -
N ] - M \ ‘ R * ) »
© Yukil: * I wonder how we.go on from here. .
N ) N - \ . /
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Chiyo: ; Let us sit down and wash ourn feet in the

- cool waters of the lake.

(Boatman eppears at the end of the hanamichi.) -
Boatman: How dare you mudddy the water of my crystal

lake with your travel-filthy feet!

°Chivo: Oh, woe are we. (She’'cries.)
. Yuki: How dare you make my sister crv!

(The Boatman approaches them, poling his mimed boat
and sliding along floor with a heel and toe motion
_ so upper torso appears_to glide.)

s /

The Boatman, of course, knows the secret to the presents.
It is up to the girls (and the audience) to get the secrets
out of him. Eventuallyv this is athieved. Now the girls want
to be carried across the lake as well.
. . s "
. -

-

Yuki: Oh, Boatman, there is one more thing. Ferrv'
us across the lake and our journey. home will

/ “be a swift one.

Boatman: Across the lake? No! ,
B t L]
Chiyo: . Children! . Help us one last time! Please,
. . boatman, help us. . ’
R4

(The Boatman has been leaV1ng. ‘At the childrens'
urging he returns. He sets the pole in the mud,
throws marlin spike.and rope ashore. Leaps to -
shére -and ties boat to spike. Returns to boat and -
, helps girls aboard. They must react .to the shifts
of theéir weights .in*the boat. The Boatman pulls
pole from the mud and tries to push off. He fails
and tries from the other side, failing again.
. Plants pole, steps into water and tries to Yift
- boat off seeming obstacle! By now the children
. w1ll have p01nted out that he has not untied boat. .
He' unties the boat and tosses spike and rope back -
1nto Jboat.” Steps into boat, gets pole and pushes
.of £, During this entire seouence all actors stand
v . -and respond to movement of boat on water. Boat is
poled to end of hanamichi and back. Boatman helps
gnrls ashore and poles boat off R. The girls make
~a’ small circle of the’ stage area to indicate a
journev.) : . . .
3 (S
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The girls meet the Forest.Spirit once again and dis~-
cover he is not so bad. Then they travel home where they
discover three very sad and lonely men.

‘.

-

And this is the story of the fan and the
ntern and’ how ‘thev came to Japan. No one
had ever had such marvels as .the lantern and
« . this fan. But in the old weaver's house
there were two more precious gifts, the two
daughters who were safe at home,

'y
(All take full deep bow and leave stage-in silenck,)

&
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Mothep®

Father:

Mother:
.Father:

Mother:

~

Father:

One-Inch Fellow - : .

b& . i e

Charles and Lola Wilcox

~~€haracters: .
) ? .
Male « Female Either
L= S
Father "Mother Musician *
Samurai Tsuba, the Fool Keeper af. the Forest =

(After the audience is seated with the actors around
the rectangular plaving space, the musician begins
the slow, wood block sound of the Kabuki Opéning,
gradually anrd smoothly building in ‘tempo. As hae
nears the end, Mother and Father rise:from the floor
in the audlence, and come to .the playing area and
set into Noh walk stance just as wood block finishes.
Thev move to first pogsition inside cave and take
full Noh bow to floor. Remaining kneeling:)

»

-

We are afraid, my husband and 'I. We have carved

our house out of the side of this mountain. The

house looks like it is part of the mountain, and
- when we are here we are hidden and safe.

We are safe as long as we stay 1n81de.. (Rises.)
6o out., . .+ and the Dragon ‘Gigaku might catch. us
and gobble us. up. But here I am, with my bags
and my fishing netsg-~ready to go out. Is that
not crazy? ,
(Rises.) If we do not go out, we have nothing
to eat. ¢ -

If ye do not go, out, the dragon has nothihg to
eat either. ‘ s ..

(Turns away from husband) I wish we had a son
who was verv strong and tall; a great warriar
and famous for being brave. This son ‘would
.go0 out and kill the dragon. .

‘(Lbud.) Wishes are good for nothing. (Sadly)

We have no son. (Resigned) We have no food, so
we must,go out. (Fearful)'We go out, and perhaps
the dragon w1ll eat us.

(He plcks up-bags and fishing nets and moves to door.
All is mime.) . . Lo~

e



1
¥

. Mother: If the dragon eats us, we won't need e;.thmL
' food or”son. Open the door. .- e

2

(He unbars and opens sliding stvle door. Puts head
through doors and suiffs to four winds.)

~ §

Father:. . _I_don't smell any;smoke. (Listens) I don't

hear any grumbllng, rumbling sounds. I think R
. this is a lucky day. N —

(Pantomiﬁﬁ;going'through the door Peking Opera style.)

' ~ Mother: Let us go quickly.

(She goes through the door and closes it. Father
gives her '‘a reprimanding look and bars_the door.
They travel, Father leading, making a Zi:cuit of
K ) . the playing area, jumping over a small stream,
Everything, is accompanled by percuss1v nstruments.) X
' . /

Father: - Well, we have made it safely sto ‘the sea_31de.~-&uu7eh; .
will put out the nets.: Wife, .you walk along and
- . - see if there is a crab washed up on the sand.
/’\\ (They do these things. —Mother looks among the Chll-

dren, then sees peach seed, in the playlng area, and
draws back with audible 1nhalat10n )’

, Father: ' Did you find anythlng? . $ !
Mother: (Picks up peach seed) Husband I have found a e d
. npeach ~seed.- -
Father: It is strange to find'a peach-seeéd at the ‘sea
" shore. . ) ,f////: :
. Mother: That is what I thought. Furthermdre, it moves.
(Father stops business w1th nets and crosses to - !
mother.) i , -7 -
JFather: - | M’yes? . U ) -
. 2 . § R R
Mother: It wiggles. There, see it? . o
‘ Father: (Gets stick) Here:. I'1l hit‘it with my stick
, S : - and smash it open. . 0 -, *

. ) oL .
(He starts to do so. Mother protects seed with her

s hand.)' N N . Do ' (‘
Mother: ., No, no. We%mlghf hurt or break whateJer is 'in- T
.side. Justl tap the seed w1th the stick; maybe LY
X 1t will come out. . . '

Q ‘ | ' 18’7 ’ ‘l, —————~' - . ' s "
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o , OIF-3
/
(She holds seed out to hih to take.)
Father: "You hold it while I\tap it.
Mother: No, you hold it. _
Father: _ _ No, vou hold it. I will tap it. B )
‘Mother: - Let us put it down on the sand and-we will both
. tap it. <

Fathér: Well, who could expect it.

Mother:‘ .. Not I. What a surprise.

Both: ‘& Welcoﬁe, 1itt1e stranger of the peach seed.

Musicians . (Brightly) I am the Hoy you have wished for--I
, am vou; son. My name is One-Inch Fellow.

(She sets peach seed on sand., Father snorts' at her
victory, then breaks stick in half, to drum rim

shot, inspects relative lengths and gives shorter

one to Mother. Mother taps seed three times slowly.
Nothing happens. Father gives three short Ha, Ha, Ha's.
He taps .seed. Nothing happens. Mother gives three
Ha's, Father starts to strlke a heavy blow and gong
sounds. They move qulckly away 1n surprise.)

5
i ' »

} The*Mother sees smoke. They put One-Inch Fellow in her
pocket and return home, passing over and rough the same
obstacles in the same places that they did ¥oming. They"
reach home, get inside, and hardly begln to/ shaw the house
to their new son when thé& Samurai arrivesg] They tell him
about the dragon and the dragon's treasur

~ A

Father: - Would you save-us from the dr gon"

Samuragi: M\\ I am only passing, by this pl ce. (Rlses) L Fannot
. stop to chase fantastlc Wworms.
‘ \
(Samurai goes through door and starts to leave.. Stops .
at sound .of ‘word treasure.) o :

Motheri: . It is sa+d—%he_gragon also has a treasure hoard
. ! on which he sleeps. R

A

‘Samurai: A trdasure hoardb Wthh mountalnSfdld you,say7
- y Come| you will show me the way to.this mountaini .
and will protect you from the dragon. “

i

I . - . ’ : -
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Mother: )
must take care of him.
Samurai: A son? (looking around)
Father: Yes., We found our son by the sea tbis morning.
Samurai: 0f course you did. T
Mother: Our son is so small the journey would be hard
for him. \
Father: (Aside to mother) Still--it is our chance to be
rid of the dragon. One-Inch Fellow. . .what do
yQu think we should do?
Musician; You asked for a son who wouldy be aple to fight /
the dragon. I am that' sop. We can go with the '
Samurai, or we can Thout him.
Father: Better t0 have a strong warrior to help us. We |,
will go with you, Fujiwara. :
Mother: If One-Inch Fellow is going to fight this dragon,
he needs a sword. , , .
.‘ .
Father: Let me see. . .1 have the very thing. (Plucks
needle from mother's sleeve) Here is a sword. .
Mother: My needle!
. . !
Father: " His sword. '
(Father picks up One-Inch Fellow and presents needle
to him. - Mother helps Father gather up nets and they
step through the door to join the Samurai. Father
carrles One Inch Fe]low on flat hand. ) , :
’ v
Samurai: You are a fine little fellow.: Would you do me
: ) ‘ the honor of rldlng in my sword belt? __
\_ ,(One-Inch Fellow is transfered to Samural s hand, then
.+ to sword belt, Door is locked and they begin c1rcu1t
‘ of area in opposite direction from the journey to the ~
sea. The Fool rises from audlence using acrobatic
clown style moves. ) ' o
Fool: Master! Master! o : o .
0 . . “ . ; ‘i
Samurai I am not your master, fool., -Go home. '
| : . ‘ .
Fool: ) No, I want to go‘with y?u, Samurai.

4

OIF-~u

We cannot go, Samurai. We have a son and we

3 ~
- - . \
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-Father: Who are vou?

. OIF-5

Fool: Why "I"-~.I am me (moves on.one side of rec-
tangle) who is myself (moves to another) who
is the child of my mother (another) and the

N '. apple of my sister's eye (furthest away from
graup) ’
" . Mother: ~This person—is—a -fool.. - **———f’*"
Fool: (Dancing in center) A fool! A fool! A tool. .
for laughter. I have come to share your
journey. .

The, fool joins the group and they travel on. The
fool leads and plays a difficult game of "Follow, the Leader"
over imaginary bushes and briars and real children. They
come to a great river and cross it. Once across they dis=-
cover the Keeper of the Dragon's Forest and convince him to
join them. As they/“travel onward, they become lost.

- ey

- ~

(The children are the forest. They enter the forest,
and bedbme separated, noticing the different things
among the trees. When they are all separate, they
realize they are lost.)

Fool: ‘ Hello! Help, help, we are lost! We, we who-=~I
am lost. Me. -All alone.

Samurai: Wheve' are the rest of ybu? We must go on.
Mother: ' Father! One-Inch Fellow!
Father: ‘Mother!. One-Inch Fellow! 4
\}’ ~ ";. ; N b
Keeper: We areslost, One-Inch Fellow. What -can you see?
‘ ; Can you see anyone from”your perch up there? One-
o Inch Fellow? One-Inch Fellow! (Takes hat off, L
& feels around--no One-Inch Fellow)

3
Musician: | I have found the Dragon Gigaku's cave. Trees

L of the forest, send me my ﬁrlends. Show them

%the way to this clearing. : )

l(Chara’cters ask tree/children to shdw them the 'way.
Some may try to steer wrong way. Play it. Keeper
arrives last and shows that One-Inch Fellow is gaone
from hat. All look for One<Inch Fellow. Mothet
finds in tree/child: ) ’

. < . .
Fool: . The foolish fool and his fpolish friends now face
S ~the wrath of a not so foolish dragon Gigaku.

/
&




. 3

\ Samurai: Hush, fool! Listenl Do vou hear the dragon?
Fool: ' Yes. Let's gef/himl (Runs up to cave mouth)
Come out you slimy worm you Gigaku you. :
Samurai (Run to pull Fool back) Listen. I don't hear
Keeper him any more. Perhaps we frightened him off,

so many of us all together. .

" 7 Mother: We are all too excited. The dragon.is hot here,
and he has not been here. We are lucky, be-
cause we would be eaten by now if he were here.

They decide to make camp and see what happens. They’
describe the dragon to each other and discover each has a
dififerent picture-and that no one ha¢ ever seen him,

I3

Fool: What do you say he looks like, One-Inch Fellow?
Musician: I say we all should sleep for tomorrow we con-"
quer the dragon. We need to be strong and - % -
rested, * I will sleep here-in this tree. .

(They transfer One-Inch Fellow from Mother's hand to. .
head of a nearby child. After a little, the Samurai e
rises and tiptoes to cave mouth. Mimes a fight with
dragon and is swallowed up. Fool wakes 'to find
. Samurai gone. Wakes Keeper and they go rushing to
: cave mouth, and fall into 'the dragon's'mouth, Now o
dragon creeps from cave and engulfs Mother and Father, ~
who becdme the wings of the dragon.)
)
Musician:’ What-is that noise? It is.still dark. I cannot
gee’ a thing. . Mother? Fathepr? Fujiwara? Tsuba
the +Fool? Keeper of the Forest? They are gone.
I must fight alone.’ o

N ~

~ Gigaku: (A1l actors in unison) I hear you tiny fellow. 1
, J . I'11 sniff you out., I shall squash you with my:
- foot. Ouch! (Rim shots) Ouch! 'Nol Ouch! .
Owwwww‘ [ ] [ ] L] ' ' ’
. (One ‘at a time‘tﬁey tumble déwn, Samurai last. There b
is silence and a long pause..) . “
—__Mother: (Slowly réviving) Oh, what has happened to me? 1
‘ © Father: ‘Wheré have we been? : S
Samurai: ’ Wé havke been in the Dragon Gigaku. I slipped
¢ away to try and fight him by myself. But in the
’ darkness I could not see, and he swallowed me up. >
- ~ Lo s
o ) %
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/ . They figure out all that has happened, and thank Ones
Inch Fellow for fighting the dragon. They decide to.all
travel to the Emporor to tell him the dragon is dead.
iﬁ?
— —-—— » ~ * \
P [} / . )
- <
/ . N
s ! " N N .
® ’ :
’ !
- ?
k] . +
.o \
- 2 L2
‘ - '
\ " P
’ . . ‘ .
© o ° ]
i . -
. ) 1 ‘ . A 3 . " LA . ’ ‘ ]
] . y .., . - X
> - Z‘A;
. i A ; f
> - U 14 R 3o ‘
o - & “ . ‘4 ,

'ERIC - . ,

' . - X . - D -

.
-
PP T T S TR P AP SL e




How Two Swgllows Eanned His Name

. . P by
‘ <. Lois Cole ' N
Characters:

Male ' Female . Either

- Sky Man-the father * Morning Star Woman, * Musician
) ) the mother ' Good Spirits
) ‘ : -Grandmother Spider. Young Boy
. ] The Swallow

! g .
The narpafor musician begins the story, speaking the
lines and signing them in Plains Indian sign at the. same
time. The actors enact what the narrator describes.

X ' . . ]
_ Narrator: . In the/éeginning, Sky Man and Morning -
5 . Star Woman lived in the world above the
: C world, with their son, Young Boy. Mor-
ning Star Woman and Sky Man were very .
' : old, but they were very good people, they
) . were very happy that Macha Mahaiyu, the
! ) Great Mystery, had blessed them with a
son.,
All'thev had to eat in the World
e { were the wild potatoes that grew on the
' plains. Morning Star Woman and Young
) Boy would dig them from the ground with
' v their, digging sticks; and the Morning
! ‘ Star Woman -would dry them .and store them
for the winter.
. One 5pr1ng, thngh they waited and -,
waited, the ralns did not come. Without :
water onlv a very few potatoes grew./ﬁ .
. LY v - R Y B
. The&tfeallze that.if the rains don't cbme they will"
’ starve. SWy Man entersrand tells of a v151on. A Spider
Woman has cbme and told'him that the Spirits in the world . y
‘below are willi to help. The Spider Woman.offers to take
. Young Bov tb the World-below~the-world.
L ? ~ .
y ‘. o .
Here we aré~-now you must dig.this
‘potatoe aut of the ground for -me,

4
e
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_ « Young Boy: ) But this potatoe has a yellow top?
* : /’ Mothefr told me it is forbldden to dig
- them.

: ¢
. Spider Woman: Your mother is very wise, There is a
very good reason that it is forbidden,
T —— cbut in jthis case, it-must be-done-~ -~

. (Young Boy digs it up) I' ' !

Young Boy: AIYEE!!& a hole wider than myself--and-
’ anotherisky and another earth far below.
b ' . L é L.
,gbider Woman: ' This is‘%the way to the world below. If
. you had *dug the yellow-topped potatoe
/- ‘ without. know1ng, you might. have fallen
. through.- It is a very long way to fall.
' : Now, I will go first, spinning my
» web. aftex me. You must cllmb down the
net beh}nd me,
. 2 TN , oo
" - (Flute or recorder sounds as they climb down=--drum
v . . when they hit bottom.):. : .t

[

T4
4
. , Tﬂls is as far as I can go. Yod
y - . ' must follow the dirt path to the snow~.~'
) : ' capped mountain to the North.: Be cdre- *
o ful Young Boy--there are many’ strange o/
: B ’ . and- wonderful things. 1n thls world.

. around you, they will retdrn your kl d-
 ness, nd help you find the goéd/’glr ts /

. .Bcod~ hyeland thank yOou, /{tom now
I‘Call you my Grandmother._'

i
2

o (Spider Woman c}mmbs; !

o ‘ _Flute sound reverses h /
) a \. IO 31: C f AR
You g Boy. travels ang.’ passes a stream whléh
him and gladly shares its" water. Then he @ scover
swallow, makes friends’ Wlthp&t, fixes its wlng. -
on together to the’ Plaoe of Whe Splrlts. A

;
4 . v . /
. AL <
. . j

& 1-0

Swallow: ’ Tt (88 sshh' You must be qulet nbw
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hé“pbol ‘below ﬁ It is th home of
the‘Good Splrlts. ’

Eoaer s
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P

an .see- it!

. Young Boy: - T ; Yes I'can hear|it! - Now I
o ‘ {h is that?

P (%0 stand very still) Wha




v L / _ HTSEHN-3
Young Boy(cont.): What 1is 1it?
Enter the food Spirits: 3-4 characters, arms -inter-

locked in.a circle fdcing out. .They are wearing’
black gauze tvpe masks--they wave back and - forth in
the circle and slide and shuffle towards the. Swallow
and Young Boy, makirg wind sourds as they’comew - - -
Goéq Spirits: ' . We are the spirits of the rivers and
, » the keepers of the corn.

Your grandmother spider has:told us of
yeour troubles. ‘ ’
Listen to what we -say anduobey'us“A;If ’
, o you do not doubt us, all your troubles
: will be over. ‘

- .
First fill your wateg/jartfbom our poolL-
. set it .aside. , s

'
.

Now you must kill 'your friend he
swallow ’

Bury him in the earth

- Water the grouﬁd,of'héglgrave (with
- water from the jug) - .~ ",
‘ . . 7

*

' Sit and wait (Start to fade out)

| .
You%g’Boy: : R But I promised to protect my fiiend.
! ' Why. should. T hurt my friend? [How do I
know who,the kgepérs,ofvthe corn are-~«
what i§¢c6€n? Sit and wait--for what? .

Good Spirits: Remember—féo not doubt us=-(They pdass
: _away) ., .
% A . e . . '
Young Boy: " (To.audiienCe) What shall I do? Should
: ) . I hurt/my friend, the.Swallow? Should
- o I 'break my promigé if order to save my
. + familyf? T R ' -

' Swallow: . ,)H <« -Frienf, you have helped meg greatly. Now
) ' e . ; T shquld like to help you and. your fami-
. ' C ly. /I have heard 'the spirits .also and
I chpbose to return your kindness.
, "/ I am ready now--
K Young' Boy: : Goofd-bye, my brave friend. My family

o and I'shall remember your goodness and

kegp vour niemory alive-~always, '

4 N e
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. (takes a rock and hits him in ﬂack of neck-<drum~--~bird
¥ falls over. *Makes the motions of burylng him; sits
down next to him and waits.) ; . Y
The 8wallow rlses from death as growing corn. Young
Boy watches,_amazed, and finally opens an ear (made by one
hand and forearm of the Swallow). The bird speaks, thanking
Two Swallows for setting him free, The Swallow then moves
freely about, and tells Young Boy how to harvest, ‘Plant and:
tend the corn. They part and Young Boy returns home.
Morning Star Woman: Look! Our son is back' "(Runs 'to hlm) to
Sky Man: B . and hlS bags are/full' What have you: ‘
brouyht us my brave son?
. Young Bey' ’T" Corn! ’
Morning.Star WOman Corn? What is Corn? . - /
Sky Man o ;
Young Boy: I will show yoQu and tell yo& my story
) ' (Young Boy goes through motions of .
) plantlng corn amd telllng Bls story
o whlle his parents sing wuw C'HIM TAWI) |
jMofning Star Woman: Look! Alyee, How it groWs' It 4is so0
tali and beautlful “ﬂ T {_;
Sky *Man: . Son, you. have saved us from’ famine. You |
: . ~ are no-‘longer.a boy but a man. From now :
R . on-you will be known as Two Swallows::
e . .. ~one for before yoyr friend died to give
e / us corn, and one for your friend's new
7 . - ‘life. We will-keep,his spirit with oud
e 2] family forever, ’
Narrator (&rth hand algn) . ’ ' RO
- +  The corn grew and was plentiful., Two
; ) v ) Swallows and his familv always had
> \, R . l ' . eriough to eat, ‘They lived a long &nd.
Lo ] o happy. /life, and they kept ‘their promlseq
N A to refember Grandmother. Spide¥r and ‘the

good ess of, their friend the Swallow.
he secret of corn pdssed from
family to  family and down through the
L , , \ . 'eneratlons, so that allrIndians mlght .
. - . aow the goodnest of corn. ’
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S - COLORADO CARAVAN '75-'76 D

Script Arrangement: . . j?
oo AL _Introduction . . ;u~:~ RRERIEE : ‘ »}%
. B. An Eskimo Joke! . , L
"o Groub Dance (animal dance) i ,
' D. ad 1ib--"Tell us a story""J' “,. | _ .;

.E. The Story of the Two Slsters Who Earned Tﬁelr Husbands

‘ ) F.. Creatlon Story '

. G. Solo‘SoXg and Dance (Huntlng song) ' , i
H.  ad. llb—-"Tell us. a story"“ I ., . ]

_ I. The Story of The Giant and the Man | "q'

o . J. .Group dance (Horn’pige) . <. d ¥,
e O | X
j V The abOVe scrlpt arrangement w1th the bareborlés scripts ) :
' - foilowlng are handed to the Caravan actors. The *ﬁ,‘ -
X . R renear al takes these barebones and fléshes the ou't into flj
. N"the full theatrlcal experlence.\ Ihe Gldeotape prepared on ‘ jg..;

"Performance" is OS/thlSv$CPlpt:‘ Eskimo Lif
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) " A Inyroduction ' -
"I know a place--far to' the north of (Insert school). . .
where the land is locked 1n/w1nter for six months of every ’
- year. For three months the sky.is dark. ~- .the sun doesn't- .
skine, S - b *
* . ' . B < o
- In this place the animals grow-heavy layers of fat and
. ) fur *that protect them from the cold. .There are the Ptarmigan,
* . the Artic Hare, the Caribou, the Walrus, S8eal and Narwhale. . .

TROLN A
- .

In the midst of th sunless w1nter when it is too dark
ﬂand cold to hunt, the.Innuit gather in their snow lodges to
dance, and play and tell wild stories to pass the long, long
night. In the midst of] hardshlp the Innult are a people of
. great joy. “o j .
v _ / L | o , .
' L R ) " B. An Eskimo Joke "

v

. Q11tug and Nuilig’

; Thls Qiitug wanted to have a fighting contest because
he thought he was a real big man., And then when they fought, |
e ® he won effortlessly.\ Just because he always won, he ‘would,

say to his oppdnent, \?Thls one's a woman. Being but a woman,
he can't do anything. He would say that, but unbeknownst

to him his’ opponent wd&ld not be puttlng forth any strength

on purpose. . . o, )

b - Suddenly he could not ‘even pull N llg s hand with both i
. hands. As they fought with the middle flngers Qiitug was
.» - told, "This o s a little woman. Look at the little woman!"

) and he trembYed with humiliation. Qiitug started flghtlng

~ae firsg; then u111g did a thankful deed. :

» PN R
b . -

-

C. Group Dance (animal. dance) ',: e

. 1 . c L
. } : - " . = '\\“ J‘ - « ‘

e T ) ad llbc "TefT'us a. Story" B LY
.‘.(’4 .'\l . ' :‘). , r . "

- -

C ’ * E. The_story of thiy Two Sisters“Who Earned their Husbands. -

L]

Tulimaq: I #m Tulima .ﬁ\I've ‘taken land on one of the is-
. ~ -Jands to the north. It is far from any settle-.
.. ment*of my people. My «two daughters live wWith
me. Matee, S ‘ ‘

-
bl Y

\‘.

’. Matee: Nﬁy’father is a stccessful "hunter.  He brings
. s seals home'everyday and we never lack meat..: .

. B
+ B - . -
. . ‘ ¢ . h .
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Tulimaq:  Nayj

We live far from the settlement. No young men
come to visit us. ' 3

T ‘ &
My two daughters Matee and Nauj@ are very clever.
Since my wife died they have Kept .our camp, They __
scrape’ the sealskins I bring home and sew them
beautifully. From the sealskins- they'make our
clothes’ and.;pe covering for the Umlak, our huntlng
boat.

However, I am not a happy an for I have no
sons who will brighten my old age. I will have
~~no one to bring home seals dnd icaribou meat.

~

o~

Matee & It doesn t look as if young men knoY the way to
. -our ‘island. . —
Nauja: No Kayaks bring visitors this far fﬂom the set-
‘ tlements. . -
Tulimaq: Every summer when the skins from the spring catch

. ' have been‘fiﬁlshed and. the sun has thawed the ice
in the inlet, I come here to the mainland to
hunt caribou. ) !
~ Matee: Nauja and I'row the uniak .
. i ‘\ .
' Nauja: Our father Tulimaq directs the course and Speaks
angry words if we don't go fast«enough.

Tulimaq: Since my legs are a little weak I have trained my
daughters' to chase the caribou and dﬁlve thém
toward me where I wait with bow and ow. They
run so fast that fire shoots from thsgpips of
their hair as they run. _ e o

. -
~
LR

. Matee: ., This yéar e have‘a}lven many capribol to-our
o L fathers 4 . ~ " ¥
o ~ Nauja: Matee and I have dried much meat in the sun. We
. . -have preserved-the . fat in the caribou stomachs
,/ ’ and we have mada,great cakes of 'the bpne marrow,

. Matee: - Now we ar loading the umiak to return to our
. \ *island. ' '

e - ..  'Nauja: How unfortunate it is, dear 81ster, that our father
' ‘ has taken land on'an island where thére are no
. other’ people. We could have been married how.

o g ] '
Matee: . Yes, It is very unfortunate. _If our father were
. rich.young men would come to,visit our island.

. 0 . - .
. R ~ . ‘ . ' . \ .

.
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hid

" Nauja:.

Matee:

Tulimaq:

.

Girls:
¥

Tulimaq:

Matee:

Matee:

Naujé:

Matee:

Nauja:
Matee:

Nauja:

Maté%;

Nauja:

2

\
v’
|

{

Seagull:

' Nauja:

A EL=-3

: ‘

But he is not rich and so we are not married.

What business is it of girls whether or not I am <
*rich. I am a good hunter and a good father. I

will teach them a lesson, Daughters, the umiak

is loaded. You must fetch water for our journey

home. So get fresh water from behind the rocks.

¥

Yes, father. Here are the scoops (etc.) '
I will row the umiak out of sight and they will
think/ I have left them here alone. Then they
will know they have made me angry, and they will
talk no more of being rich.

)

(rows away; song)

"

Qur father has rowed éway. ‘He must be angry at us.

(cries after her father) . . ’

The umiak is too far out. Cur shouts cannot
reach it 2
What can we do

Look, here' is an ibe pan, Let it be our boat.
Come, jump aboard and we'll float home.

t . ’

(They run in circles, faster and faster.) . e

We are making the_igghpan'spin like a‘*top!” - -

, There, we aré moving on the sea. . ‘ ‘\\Q\\J;n
) Q M <

But we are drifting out into the great ocean and '
not toward our island atyall.

'It does not matter. . &\/ )

'But what w111 we ea‘c'> ' f' - T

Do not. worry, Nau1a. We will not suffer any hunger.

-

(seagu}l)'

“\\<§Eere_is a seagull.’ It has a fish in its beak. L

will insult it. (Song of insult)

Kitekee, Kitekee. * . ' ‘ §- ) ' .
I have- the flSh. He dropped 1t. uBut’this-fish
w111 not last us long., N




7 Matee:

. ) Walrus: .

Nauja:
Matee:

Nauja:

Matee: /

" Nauja:
Matee:

Nauja:

.Mafee:
MNauja:
3

o

* Matee:

Nauja:
Matee:

Nauja:

Matee:

Lpok, Narwhale tusks.‘ ‘ .

I ‘see a walrus swimming in the sea. He will have
a mouthful of clams. I will 1nsult the walrus.

-

Uik-Uik-ah-ah

Well, there are the clams, just as you said.

(They drift), ;

How warm it is getting. We have drifted for many
days. It lodks like storm clouds gathering on
the' horizona .
Each day our ice pan is meltings A storm will
surely drown us. , , )

Be quiet, Nauja. Perhaps it is not’ a storm. ‘Per-
haps i* is a high country that we drift toward. .Let
us spin our ice pan and it will drift closer to’

the shore e 7 -

-

(so the§ do) . . '

.
e [

Now let us ‘jump ashore ' .

-

Qur ice pan has dlsappeared Oonly a little gpan .
is bobblng on, the waves., oo )

s - L

It does not matter.. The land means that we W1ll
find sblns and bones to make an-umiak. .
Fl ! 0‘ .

First let us,flnd somethlng ‘to eaty,

'(They walki . . .

-

Many of them, How strange to, flnd s& many tusks
in one pﬁace.'

‘ # .
If-we build our umiak- big enough to carry these
tusks homé with us our Tather will be very rich.

-

’

And young men will che to marry qr.i e .
. Stop. Look there. ¢|4 .

A.house gof stone. Stranger still, a house of
stone, :

L}

--Let us credp up and look in the swindow.

Nauja:

- 4

Oh, two men. - ’

201
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Matee:. , - They tend thelr cooklhg lamps badly and soot is
.. getting in their focd. \ ] v

- . v

(they glgg%e) v

) .
Can. #1: It sounds as if Fomeone is laugﬁing at us.

Can. #2: Hurry. It may bg enemies who want to attafk us.
Matee: Let us hide behird these rocks.
. Can. #1: There were two women who ran}ﬁ@hind those rocks.
Can. #2: They were béry frightened. They were also very'
thin, : ,
‘ Can® #1: We will take them if and they can take care of

our stone house,

r

v . 3 . ’ . . .
Can. #2: We can 'fatten them up, When they are fat, we can
© eat them. ‘ :

(sneak around tio the girls;‘catch them)

Can. #l: Do not be friéhtened. Come and tgke care of our
-~ house. .We will hunt and provide “food for v,

Can' #2: Then you w1ll'be fat and happy and not sklnny and
frlghtened g

. Natee: Thank you. We will bl happy'to tend your. house.
,./ . ) (eat, poke in ribs; house buslness, eat poke in ribs)

Can. #l Many gays have passed since you came to live here,
A Ydu are clever girls about the house.- ' Yow tend*
A - the ,lamps; you keep our kamiks’ dried and mended
) so our feet do not freeze. .’ .

. Cah. #2: But you do not get fattér, -

’ -Cany #1: 'We must hunt food that will make you fat.

Can. #2: A fat seal w1ll make you grow fat too.

S | T ‘ ' (They leave) . .
Nauja: ‘We do not grow fat because we work hatd building
) " our big umiak.

. %atee:, Each day we run to the beach -and work .on it. We,

are lucky we can run like the wind or they would’ £ 4
guess that we do more than gatker food and wood St
when we are not in the house.

ERIC ‘ ‘ . - 202 L .

’




- - s~ -~ » . ’;\
o :
/ 1]
EL-6
. ~ AN
1 Nauja: The umiak is readv. I am glad. Every day the

; strange men poke me in the ribs with their fingers.

Maﬁee: Yes They do that because they want to feel how

fat we are. These s$trange men are cannibals,

¢
.

Nauja:} They plan to eat us? N
Matee: But they w111 not because the umiak is ready. We |

have only waited until they went hdnting. Let us |

go. (They go) We must hurry. They will return

v/ soon. |

i Napja: - T think I hehr them now.
Matee: You are right), Let us run. (They  run) '

* Nauja: | I am tired, Matee. They are far behind us. Let
’ us sit and regt awhile.

' Matee: We are close-to the umiak and it is filled with
s . narwhale tusks. We. have only to get in it.
Nauja: I hear them coming. How can this be?
i’ - ‘
/ ‘ - Matee: We will hide in this crack in the rocks. (They

hide) Lick the edge of the crack on that side
' and I will lick the edge of the crack on this
side. (They do so)

Nauja: Oh, look. Ice forms where we lick, and is coverlng
the opening. .
— R} A}

Matee: , Be still, there they are.

. ’ Can. #l: I thought I saw two sisters in this place.
Cam. #2: You must have b istaken. They are not he /J;Q////

. You thouglgh: they were here because you are ip¢%*<f

. ' . hungr : /

- v . . A

e Can. #}: - We should have eaten them both the first day we
R U ' gaw them,
‘Can. #2:' Let us logk elsewhere. They must *have \run©off, in

" that direction. (They go{Q \

: Matee: “Let us Wlow on the rocks and melt the ice,

(They do, go then to the beach and launch the umiak)

- rJ

Nauja: + Look, they are coming. again,
A . . <

.

e - ]
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Matee: ‘Row, I will protect us. - '
Nauja: (straininig) The umiak is so heavy with narwhale
tusks I cannot row }t fast. .
Tt e o
_ _Can. #1: . Shoot % im with yo:& arrows. (mime arrows; Matee
sw*ngs4j e bullroarer) ' )
i ' - “ A
Can. #2: Look, she strikes our arrows down. ., Throw your

harpoon., - . '

Can. .#1l: She st%uck the harpoon down also. We have lost
¢ themc :F ' s '
Matee: We are safely out of reach. . These arrows “and har-
poon will be good to have durlng the trlp home.~

(gathers them) | .

- ;,.'..J*"’"‘“‘""“"&u4 ] ’ . // N
“Rauja: 0j N Q,‘?Ma'éee, ‘what will we eat7
Matée: It is %E;ter to be hungry than to be eaten. ’

a

/ (Bu51nesﬁww1th walrus and Seagull) 'V

\
¢ ' iv\ W2, \ .

DE ?
Tulimdq: And that 18\%be story of how my daughters brought
many . nanwhale%tgsks to our camp. When the

o] ‘whalers
came with the1r$sh1ps I sold the tusks and ke be-

+ came righ. Soonnboth daughters were marrleﬁ to
. great hunters. wa in nly old age I will haye
much &eal and yar@bou medt to eat. Ay
av N;\ “‘\\;
F. Creati@n Story \
3 1 .

" In the beglnnlng there wikﬁone woman and one man an@
nothing else walked or swam or flew in the whole world: Yn-
til one day the woman dug a greai‘hole in the ground and ﬁ
began fiskting in it. _One by oneushe pulled out all the ani-
mais. . .and the last one she puiled out of the hole was the
Caribou. Then Kai%a, who was thengod of the sky, told the
womane the Caribou was the greatest»glft of .all for the Carl-
bou would be the’sustlnance of manu Then the woman set the‘\
Caribou free. and told it to.go acrcss the land and to multi- .,

to live i, Now the gons of the wopm hunted only the big,
—-....fat Caribou, fer they had na ‘wish togg L thé small and the
weak and thé sick, simce’ these were no, goo¢ tc eat, nor were
their skins much good And aftexy 'y tlﬁe the small and thé,
weak came to outnumber the fat and theistrong. And when the’
sons saw this, they were dlsmayed and complalned to the wo-
‘man. And the woman made magic dnd spoké to Kaflg}and said,

-':
- v A e ': \‘
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ply. And “The Carlbou did as the woman said. And in time the'
., land was filled with®Caribou. And tHe sons of the woman ',
/7 hunted well, and were fed and clothe : and had good skin fents




‘“"Your work is no good, for the Caribou grow weak and sick
and if we eat.them-we will grow weak and ak also." Kaila-
heard and said, "My work is good. I will % i1 Amorak, the
spirit of the wolf and he will. tell .his children &hd they
will eat the small and the weak and the sick barlbou, éb—the
land will pe left for the fat and the good ones." And this’
is what hdopened And this is why the wolf and the Caribou
are one, for it is the Caribou that feeds the wolf but it is
the wolf that keeps the Caribou strong.

’

-~

. 3. .Sqio Song and Dance (Huntitg song)

o s ‘ .

t . v

[

. H. "ab 1ib: "Tell us a,siapyﬁ;) e
. SRS .
(; > '/ xr ) [
R I, The Story 3f the Giant and the Man
T .
, Inugga UgInullu or The Glant and the Man . coe

\

ha“ﬁator < This is the sfory about the Glant ard thc«Man‘-
Inuppalu Inullu, It is like this: a mar is
going fishlng. « v . S
Man: Because I am hungry. = I 'have been fishing for a

- long tlme\now, But still. haventt caught any fish.

. The sun is already setting and I am still fishing.
’ I am lgoking, turning my head about in all direc~- -

tlons, for arjthlng. L see a bird, the p*armlgan,
that is brown in summer and that turns whité in

¢ winter. I see & rabbit, he is a&lso browh ™in the
summer and turns whlte in the W1ntér.. o

. I see a man who is comlng gvetr the horlzon and

. WHO IS OVERLY LARSE: ,That man.is a'gjant. What -

_ should I do% I'm going to'be killed. ' I cannot
* turm, white--to hide. I have heard that giants o
are usually dlone. I will pretend. to, be deads
\ ' ' Perhaps he will pass me by. You be very quiet”
and breathe softly. I will hold my breath and
pretend to te dead. . )

P

Giant: I thcught I saw a fisherman. ° Have you seen a
fisherman? o - . .
Man: (motidng to audience) Shi : ‘ S
« . = ' ) ) " )
.Giant: ' | This man aprears to be dead, He- has no breath.

. He has no strength., I think heg 1@ dead. I will
- * take . him home. ‘ . '

- .

Man: I pretepd to be frozen. . .and Jdxpy- not to brq@the:

' He +hinks I am frpzen dead. T set willows, Hold
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me, hold me. Save me from the giant.

Maybe if

’

Oh, th}s man-is
He still has no
. take him home s
I have broyght
qu1cL]y an
. meat, T al VLRY

SO hgavy. L+ mpust rest.
breath’and so he is dead.
HALLOO!

me for

inner., Big Wife,*

ungry and very tired.

I grab on%o the willows, the Giant will get tired,

I will

Blg Wife, come’see what

go - .

gathkr wood sq we can defrost this

»
-

Big

Man:

-~

Wife;

. . Blg.ﬂlfegf\gﬁﬁge you are too tired to do anything at .all, you

* lie down and '‘go tc sleep. I am the big wife and
I will go to get some wood the man being the
reason for gettlng the wood

The man being the reason for gettlng the wood?
The man being. the reason for geétting the wood!!

+

I mush get away.

I am frozen:
want to cook me and -eat me. I
he asleep7
side the giant,
igioo and trap the Giant inside.
away.
(Excmtedly) I am cha51ng the man.
him, .T see a fro&en river.

' ]

. I have .an idea.

must get away.
1 see” the giant's big axe.
I think T will chop down the

I muit be careful not to heet Blg W1fe.

They
Is

NOw=-I will run '

I am galnlng on

»

I’il chop this jce so that it °

It 1s be~ *

.and the river flows.

I weit, -

)

:p will 'split apart. !

Wife:

trylng t>.find out.what. will happen to Big Wife,

‘(huffing and pufflng) How did you g@t across this
river?

By drinking it. ) '

So I start drinking. . .

The Giant and the Big Wife think -
They want wocd to +haw me.*

Oh, drink some. more.~ : c . oLt

I am about to burst. -

-

Finish it'how., She is trv¥ng to finish it. She

is drjinking ex®remely fast, .

She has drunk all Yhe

river, she 51mp1y bJrsts, exploding.

Well, that.

is somethlng.

the“e was Big Wife, then .

f

‘Narrator:

»

”»

there was Big Wlfe
burst,
foggy all around.

-

"“This is how fog came to be everywhere.’

Now there is no

wind blowg the fag away.

ig WLf¢ and it is very

¢

u%l of water she m1gh1

-

Soon the -
When the fog is gone,

%
14
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+ "The Mag.c and the Supernatural )

a cutting of

.

Shakesnearean sce

by Laurie 0OVYBrien

\

i

v

nes

/Threq witches enter, (A, 8, and C) . ‘

Rk

",

2 ' v ’

When 'shall we thné; meet again : :
Inxfhunder, lighting, or In rain?.
\ / .

hen the hurlVburly's done. . - .
When *he battle's lost ‘and won. ‘

.

That will be ere the ;@t of'sun. ’ ‘

“here tij Dlakee? s .,
Upon the heath. - “ o
T ‘come, Gravmalkin!

1 [

‘Paddock calls. ‘ :

» o
. Anon! . ’
. > u N v °>

foul is fair.v .,
fog and filthy §ir.

Yair is foul, and
Hoher'through the

v £

Ye elves ot hllls, brooks, ctandJ.ng 1dkes,
And ve that on the sands with printless foot

Do chase the ebbing Weptune, and do-flv him .
llhen he gomes badk; .ycu demi-puppets that . °

'By moorshine do the green sour rlnglets make,
Wherecf the ewe not bites; and you'WBOSe pastwme,
Ts to make midnight mushrumps® that Pe]QlCG

To hear the. solemn curfew; ‘by whose aid -
(Weak makjers tlaugh ye be) I have- bedimm'd - 7 =
The noontide.sun, call'd forth.thé mutanUQ wxnds,
And 'twixt the gfreen sea and the azur'd vault:
‘Set roaxxng war, ;to the dread rattling thunder
Have*1 given fife and rifte ve's, dtout oak-
With his own ho:t; the, $tong-bad'd promentory
oHave I made shale and by the spyrs pluck'd up -

The pdine and-.cedai; graves ‘at Ay comnand

"Have wak!d their sieeners, /'d,fand let'em forth
%J'mj g potent art. ’ . .

. ' ) ' ‘ N

NMow it is the time of night

"hat the grdva«, all gaping w1de, ..
bveryv gne lets tortn his snrﬁte, e g
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v . ) ‘ ‘.,

In the ghurchwav paths to glide; .

Ant ve faries, that do run e,

By the *raple Hecate'd tean '

Yrom the presence of the surn,

Pollowing ‘lartness like a dream,

Nou ar® ‘rolic. .
* .‘ . R

(noticing him} !'v gentle Puck, T HR

reremb'rest
Since once [ $Sat upon a promontory

come hither.

. And heard a mermaid, on a dolphin's bagk,

[ S
.

Lr

{t

a1

PO

-

¢ \ 4 ’

enter

" That tl

Flying between the cold mcon

N

2

*h dulcet and harmonious breath
ude sea grew civil at her song, ‘
And centain stars shot madlv fror their spheres
Tc hear tThe sea-maid's music.

Uttering s

1 %émember. s
That very. time I saw (but thou ¢ouldst not) .
. and the earth
Cupid, a¥] arm'd. A certain aim he ‘took
At a fair Vestal, throned by the West, '
And loos'd his love-shafit. smartly fram .his.:bow,
As it-should pierce a hundred thousand hearts.
But I mipght see young Cupid's fiery ghaft
Quenched in the chaste beams of the wdt'rv moon
And the imperial vot'ress passed_on, < .
in maiden meditation, fancv-free.- ‘-
Yet mark'd I where the bolt of Cupid feldl,
It .fell upon a little Western flower,: £
Before milk-white, now purple with love's wound,
Anq maiden$ call it love-in-idléness.-
Fetch me that flow'ry; the herb ‘T show'd thee
The “uice of it, on slegping eyelids laid,
Hill make <r man or woman madly dote .
pon the next live creature that it sees?
Fetch me this herb, and be thou here agairn ,
Ere the Leviafhan las swim a league. |, T2

once.

T'1l put a girdZe round about

- the earth -
(Exit) S

T forty minutes.
]

Having oncde/this juice, '

I'11 ‘el Titania when she is asleep

And drop/the liguor of it ,in her eyes.

thing ~hen she, waking, looks~upon .

(Be it on lion, bear, or w@lf, or bull,

Or meddling meniey, or on‘busv apel = .

She shall pursua.dt with the soul of love.

I

L}

.

)

v

A

Hast thu the ! ower there?® Yelcome, wanderer.

4 . (¥

.
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1] .
’ \ &
' . * . ¢ "18’,1-3/
~ 4 /. g / .;
Y ‘ g . ,
Puck: Ay y there %f is. .
Ober: i © 1 prav,thee give it me. ‘

* I know & bank where the, wild thyme blows,
Where oxlips and-the nodding violet growss;
Quite over-canopied with luscious woodbing,
W/ith sweet musk-roses, and with eglantine.

. There sleeps Titania sometime of the night,

Lull’d in these flowers with dances .and delight;
And there the shake throws her enamell'd skin,
Weed wide enough to wrap a fairy inj e
And with the juice of this I'll streak her eyes

And make her full of hateful fantasies.
. . N\, N .

Scene II-Enter Titania . o B
Qgeen; Come, now a toundel and-a fairy song;
. . Then, for the third part of minute, hence-=
" Some to kill cankers.in the musk-rose buds,
some war with reremice for their leathren wings, "
To make mv small.elves coats, and ,somg keen Jhack
The ¢lamourdus owl, ‘thag nightly hootg
At our qEaint spirits. Sing me now asleep.
Then to vour office, and let me»resfr‘ e
v . S’ . ' !
You spotted snakes with double tongpé, ,
L. !, Thorny .hedgehogs ; be not seen; . . .
Newts and.blindworms, do no-wrong, et
. Come not -near our- Fairy Queen.';
(Chorus) ' '
Philomele, with melody
Sing-in our sweet lullabv;

! »

:. »‘?r' v
¥ lulla, lulla,- lullabv; lulla,’lulla, lullabvs;
Never harm, . Y. ’
i’ Nor spell nor charm - ‘ . <
. Come’ our lovely lady'nigh. ™ ' . ¢

v ¥

. So good nigh_‘»gi2 with lullabv.’'~

»

1Y

2 Fairy: ~ Hence; awav! low all is well.

s, One aloof stand sentine! : e .

" Teowm o .

Tnter Qbsron & : N
N

hy
" . © /

* Ober: _ What "thou seest when thou do;lnwake,
. " Do it for thy. toue-love takej © :
.Love .and languish for his 'sgke: -
Be ,i% ounce or "cat or bear, -
Pard, or boar with-bristle hair
In thy eye that shall appear )
. Wwhen thou wak'st, it is thy' dear. ’
o Wake when some 'vile thing Ps-near..

¢

Rottom: Are we'all met?

3

[ v ‘- <

~

and wonders




uince:

“uince:
. Lol
Bottom:
Y
- Juince:

'\4Botfdﬁé

ulnce

my

This:

Quince:

b ]

-\ pupt

2

L]

[T
vy 1%
. X ’

. -
F.
.
.

N (inter Rehin and Pyramus with an ass head)

’

.‘\'

T LotiTe, L

o

MG- Y

s

. ¥
Pat, pat; and here's’a marvail's convenient pnlace
for our rehearsal.
This green plot shaW be our stage, this hawthorn
- brake N .
*Jur tiring house, and we will do it 'in action as
we will do it before the Duke.
@
E%me, sit down every mother's son, and rehearse
vour parts. ‘
Pyramus, you begin. When you have spoken your
speech, enter into that brake; and so everyv
, one according to his cue.

L3
] =

4]
What hempen homespuns have we swagg ring here,
So near the cradle of the Fairy Queen? s
‘What, a play toward? 1I'll be an auditar;
An actor too perhaps, .if I see cause. '

>

Speak, Pyramus. Thisbv, stand forth.' : L -

' o A . _-—,

----Thisby, the (flowers of odious savours swéet----
el ) \

Odorous! Oderous! ’ ; .

----0dours savourg sweet;

So hath thv breath, my deareéest Thlsby dear.

But hark, a voice!- Stay thau but here awile,
“ And by and by I will to thee appear. (fxit)

+

s ‘

]

"Must I speak now? o S

Ay, marry, must V@u{ for you\muét understand he
goes but to see .,a nolse that.he heard, and is to
come ‘again. o
Most radlant Pyramus, most lilv-white of hue,
0f colour like the red rose on triumphant brier,
Most brisky juvenal, and eke most lovely Jew,
A's pure as ftruest horse that vet would never TLre,
I'11 -meet thee, Pvramds, ar Ninny's tomb.

Y

"Nlnus' Tomb," man! Whv, you must not speak that
“vet.» That you Aanswer to Pyramus.

You speak .all y»ur part af #nce, cues and all
Pyramus enter. Xour cue is past; it is “qever
thee =

>

.

Q==Ag wtrue as _t 'uest .horse, thdat vet would never

¢t

L IT were.fair, Thisby. | were only thine.
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Oince:

Puok:

Bottom:

>

Bottom:’

+

Tita:

Rottom:

-
[

“Tita:

- . . . ‘ : * \‘ ‘

: MS-5

0 Strange!
" masters! 5
* Help!

We are haunted.

- 0 monstroust Pray, “

+

Fly masters!

I'11l follow you, I'11 lead you abou{ a round -

Through’ bog, through bush, through brake, through
brier. , .

Sometime a horse I'll be, sometime a hound,

A hog, a headless bear, sometime a fire;

And neigh, and bark, and grunt, and roar, and burn,

Like horse, hound hog, bear, fire, at every turn..

! (Fx1t)

Tae :

Why - do thev run away?
to make me afraid.

This “is a knavery of them
4 ) :

I see their knavery.

<This 1s to make an ass

of ‘me; to fright me,' if they could.

‘But I will

qot stir from this place, do what thev can. I
will walk up and down here, and will sing, that g
thev shall hear I am not afPald (Sings) /

The woosel cock so black of hue,
With orange-tawny bill, . - =
#\. The trostle with his note so true,.:
: . The wren with little quill-- v
What angel wakes me from my flow'ry bed?
I pray thee, gentle mortal, sing again.
- Mine ear is much enamouved of thy notej;
So is mine eye enthralled to thy shape; .
"And thv fair virtue's force (perforce) doth move me,
On the first VLew, to sav, to swear, I Tove thee.
Me thinks, mistress, you should have little reason
for that. And vet, to say the truth, reason and
- " love keep little company together now-a-davs. ‘
' “The more the pitv that some honest neighbours will
not make them friends. Nav Il*fkan gleek, upon
occasion. . ‘

a

7 Thou art as wise as thou art beautiful.

Not.so, neither; but if I' had wit enough to get
out of thws wood, I have enough to serve mine own
turn. « - )

- > -~
LR o

Out of this wocl do not desire to go. ‘
Thou shalt remain here, whether thou wilt or no.
I am a spirit ~f no common rate,
The summer stil! doth tend upon my state;

+ And ! 1o love thee. Therefore go with me.

L 214 :
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\ v

— . N

Tita: - I']11 give thee fa1r1E° to .attend on thee; © v
- And they shall fetch’ theel jewels from the deep,
L And sing while thou on nressed flowers dost sleep;
- And T will purge- the mortal grossness 80 -

- ’ That thou shalt like an ,airv spirit go.
Peaseblossom! Cobweb! Moth! and Mustardseed!
Be kind and courteous to this gentleman.
o ) Come wait uron him; lead. hipr to my bhower, .
BN " The moon, methlnks, looks -fith a wat'ry eye;
’ And when she weeps, weeps ery little flower,

Lamentlnp some enforced c¢hastitv, o

Tie up my "love's tongue, bring hlm sllently.

‘érbs: What, Arlel' My industrious servant, Ariql!
Ariel:. what would mv potent. master’ Here I am,
Pros: - Thou and thv meaner fellows your last service .

Did worthily perform; a I must use vou’
In,such another trick. Go bring the. rabble,
O'er whom I give thee 'ngw'r, here to this nlace,
Bestow upon the eves .0f/these young people -

Co T Some vanitv-of mine art. It is my promise, - .
o And thev exnect it from me,
' Ariel: - S - Presentlv?
Tae Pros: "7 Av,*with a twink, ’
. . .. . . . ‘ IS ’
- Ariel: _ Before-vou can ‘'say 'Come' and 'Go!',
o ' . And breathe twice and’ ery,..'So, so, . .
: - *. Each one, tripping on his toe,. PPN
. . °© .Will be here with mop and mow, ° . \
S ' . ‘Do vou love ‘me, maéter° No? ’ . >
RUVIERIANY Pros:. * , Dearly, my delicate Ariei. Do not approach -
. Rt , Till thou ‘dost. hear me Call. § ,
) \ v :il,-’ . T . . . ) .
. L. UAPIY . What shall I.do? - Sav what! What shall I do?
. 5 .' 4 . \/
IR Pros: . Go-make ‘thvself like’ a nvmph o! th' sea. - Be subject

.o ”o,no sight but thine and mines 1nv1slble
To every eveball else. Go take this shane.

S ‘ .. .\‘M 1\ - . . A» “w. QA . ’
A (mo seLf 1ntr*oducmg Callsan--) e ’
. . .
P ;5"qn C Thcu .poisonous slave, got by the dev1l himself
< e oot Mpon.. thv wwcked,dam, come forth' =
" - ??éfffalﬁban?A As wicked. dew ds e'er mv mother ‘hrush'! g

_With raven's feathgr from unwholesonie fen

LN .. 5 “ N NEE 1 » .
R St . . . '3
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i p -, g




¢ .

- . B .. . .

Drop on vou both!. A south-west blow on‘?e

And: blister vou all,o'er, ‘

" For this, be sure, to-night thou shalt have cramps,
Side~stiches that shall pen thvy breath upj urchins
Shall, for that vast of nipht that thev mav work,
All exercise on thee; thou shalt be pinch'd

As thick as honevcomb, each pinch more stinsing
fhan bees that made 'enm.

(Turns)

~

(Enter Stephano and ‘Trinculo)

qtenhano: Tell not me! ‘hen the butt is out, we will drink v

Trin:

. , ‘ :
K 216 3 ',

~ vater; not a drop before. Therefore
. Rear up and board 'em! Servant monster, drin} to ne.
Servant monster? The follv of this island!
Thev sav there's but five upon this isle: “
'Jle are three of them. Tf tH' other two he
hrained like us, the state totters.

. ) PRXS
Drin servant monster, when I hid thee:
Thvy eves are alnost set in thv head,
there should thev be set else? lle were & brave

monster indeed if thev were set in his tail.
Mooncalf, speal once in thv life, if thou beest a
good mooncalf. . i

How does thv honour? _Let me lick thv shoe.

7'11 not serve himj he is not valiant.

Thou lieqé, most ignorant mogster! T am in case
to juftle a constable,-- " ,

1731t thou tell a monstrous lie, béing but half a.
fish and half a monster? ) »

“ . >

v ' -
Lo, how he mocks - mel Wilt thou let ‘him, mv lord?
Bite him to deach T *prithee!

Trinculo, keen a ﬁeoq1¢0ngue in vour head.
The poor monster's mv subject, and hé shall not

p . suffer indignitv, . . N
» : . . uy
enter Ariel -- invisible’
v . . - A}
["tbank mv nohl. tord. 43
As T told thee betore, T-am subject to a tvrant, \
A sorcerer, that hv his.cunning hath T .

. * Cheated me of the istand.
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v

’
“\

, ' /
Ari: . Thou liest )
‘ral: . Thou liest, thou jesting monkev thou!
T would my valiant master would destrov thee. -
. - I do not,lie., ° . . -
, Ste: Trlnculo, if vou tfouble him anw more in's tale,’ '
v T bv .this hand I will supplant sdme of vourt
R . teeth.
) \“4’-"'5\.,&; -~ p,:" . ) -
Trin: "o~ T said nothing.
> Ste: Mum then, and no more. . Prdbeéd. i
) Cal: I say bv sorcerv he go ot“this isle; .
. L From me he got it, If thv greatness will '
. . Revenge it on him--fer I know thou dar'st
Thou shal%® be lord of it, and I'll serve theef .
i \ ¢ 4 ' ' ~ . 4 "' o
™ Ste’ How now shall this be compass'd? :
Canst-thou bring me- to the partv? - ) '
N Ccal: Yea, vea, mv lord! * I'll.vield him thee asleen,
e 7 “There thou mavst knock a najil into his head.
Ari:. " Thou lzest- thou canst not. . T,
: cals - "Yhat a pied ninny's this! Thou scurvy patch!
I do beseech thv greatness give him blowq
- ' And take his bottle- from hlm. When that's gone, .
. . He shall drink haupht but.brlne, for I'11 not show ° -
. o + hinm ‘ . - .
Where t%e qu1ck freshes are, . . ‘
- - " Ster Trlnculo,,run into, no-further danger. )
i Interrunt the monster one wopd further and,
. by this hand, I'll turn mv mercy out o doors
- , ~ and make a stockfish of thee. :
. Trini  Whv, what did I°° I did nothing. 'I'll go farther
Off. ¢! - s ‘
" ?ﬂ v . ster. Didst . thou not wav he lied?, ’ . .
Lt CArie . Thou' liest.
;.' . Ste: . Do I so? Take thou that! (strikes Trinculo) . ) ,
e ¢ . - As vou like this, give me ‘the <ie another time.
. Trin: T did not give thee the lne. Out of vour\nltq, ©.
. . 5 and hearing too? A pox o' vour bottle! '
g . . . This can sack and drinking do. A murrain on vopr

3 : monster, and the devil take vour fingers!

N




. -
* L) -~ H 4
¥ ~ u’ . ":‘?
. Yoy
' - "f% , MG=-9
I ,
N v
. 1] M
Cal: Ha, ha, ha: - i .
Ste: Now forward with vour tale. <-Prithée stand
further off.r Proceed. ‘
ks
[ * .
fal: why as I told thee} 'tis a custom with him -
‘ ' I' th' afternoon to sleep. , There thou mavst brain
[ *
him, -

Havipg first seiz'd his’ books,gor with a log
Ratter his skull, oy, paunch him with a, stake,
Or cut his wesand with thv knife.

-

N
IS [N ] M

. i :
Ste: | Monster, I will kill this man. -His daughter and
- I:will be king and aqueen, $aye our Graces.
and Trinculo and thvself shall. be V’CGPOV%.. ‘
Dost thou  like the nlot, Trinculo?

@ -

- !

Trin: Fxcellent. - )
Ste: r‘:Lve me thy hand. I am sorrv I beat theej; but
. while thou liv'st, keen a good tongue in thv N
head. :
"'4'.?4 ..
ral: t7ithin this half hour wwll he be asleep.
! Wilt iﬁou destrov him then? .
.y Ste: i Ay, on.mine honour.
/ ) ) : . ¢
‘/Ari: *  This will I tell mv master, . .
/// fal: Thou ma¥'st me merrv; I am full of pleasuré.<ijg\\' .
Let ‘us be iocund. 1ill vou troll the catch o
. Yéu taught me but whilere? . /
Y" -
Ste: At thv request monster, I will do reason, anm;neasﬁﬁ.
‘Some on Trinculo, let us swnp ,
.' Ste | Flout"em and scdut 'em. v . .
Trin® . And scout '‘em -and Flout 'em,
. Thought .is free? . .. .
Cal: ’ Thit's not the tune., , ..
N . d . LY

(Ariel nlavsf

Trin: ° Thls is the tune of our catch, nlav'd bv the !
i .chture of MNo=hodv,

.

Ste: Tf thou bheest a man, show thvself in thy llkeness.
v . ?ij thou beegt a devil, take't as thou list,

s

'l




0, forgive me mv sinsi.’

Ste: He that dies pavs all debts. T defv thee. .
' Mercy unon us. .

’ . B
- . )

. ' Cal: . Art thou afeard? - . ‘ - &

) \ ste: No, monster, not I. ) .
Cal: "Be not afeard. “The isle is full of noises,
. Qghndq and sweet airs that ylve delight and hurt not.
* Sometimes a ‘thousand twangling 1nqtruments :
¥ill hum about mine- ears;, and sometime voices
C . Thaty, .if I then had wak'd after long sleep, .
¥ill make me sleep apaln" and then, in dreaming, -
" The clouds methought would open and show riches
Readv t6 drop upon me, that, when I wak'd,
‘T cried to dream again."®

LT g Ste: ‘? This will prove.a brave: kingdom to me, where T, . .
) <, . shall have nv music for nothing.
L ¢  Cal: ' When Prospero is destroy'd. S
t o . .
Ste: That shall be by and bv, I remefnber the storv., °
Trins, The sound is going away. Let's follow,it, and : .
‘ after do our ‘work. ’

.Stes; -, Lead monster; we'll follow. I would I could see
\ L this taborer! He lavs it on. -

, +

Pros: . ‘ This was well done, mv bird.

' Thv shane 1nv151ble retain thou still
' The trumpery in fv house, go bring it hither
' For qtale to catch these thieves,

L

Ari: ' ‘ . ‘ T go, T g;o. (exit)

N« -

\ Pros: A devil, a born devxl,-on whose nature
L. . °'j ** }urture can never stick! on whom my pains,
) , - . Humanelv takeny all, all lost, auite lost!
' e -~ . And as with age - his bodv uglier srows ¥
- A Sotshis mind can}ers. "I will. plapue them all,
; Even- to roaring. .

i
. !

.
PR
o

L]

(Enter Ariel, loaden with glistefing apparel, etc.)'

Comé, hang them on this line.

- "~ (Prospero and Ariel remain invisible) Caliban, Stephano,‘

> and Trinculo awaken ° s .
’ gy .
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Cal: Prav vou tread seftlv, that the blind mole mav not
Hear a foot fall,: - We now are near his call

Honqter, vour fairv, which vou eav is.a harmless
) falry, has done 'little better than plav’ d
- + the Jack with us

Ste:
k]

Cal: - Prlthee, my king, be auiet, Seest thou here?
-4This is the mouth o' th! cell. Mo noise, and enter.
Do that good mischief which mav make this lqland
‘Thine own for ever, and I thy Callban,
-~ For ave "thv foot~l1cker.
* “Trin: 0 Klng Stenhano! O peer! 0O worthv ’
- . Stephano, look what a wardrobe hexre is for thee!

Cal: Let it.alone, thou fool! it is but trash.

Ste: - r Put off that gown, Trinculo. Bv this hand, I'll -
« ' * -have that goun! ' )
Trin:, Do, do! We steal by line and leyel, an't like
¢ vour Grace.
Monster, come put some lime unon vour fingers,
and away with the rest!

Cal: I o will have nhone on 't, We ehall lo se our time

. And all be turn'd to barnacles, or to apes
g 11ith foreheads villanous low. . .

R [y
< * .

[A 501se of hunters heard. Enter divers Spirits in shape of
bou dogs and hounds, hunting them about, Prospero.and Ariel
D setting them on Callban, Stephano, Trlnculo, driven out.]

Pros: -+ Go, charge my goblims that thev grind their joints
' With drv convulsions, shorten up their sinews ‘
With aggd™cramns’, and more nlnch-Qnotted made thefl
Than pard or ca* o' mountain. P
Let them be hunted soundlv. At thlséhour lie at my .
mercv all rine enemies. Lok ' )

— (turning to them)

A solerm air, and the best comforte;jb i e
T an unsettled fancv,’cure thv hrains .
Mow useless, bo'l'd within thv skull! There stand,
For vou are sopel il-stoppn'd. K N
The ¢harm dissolves apace;
' And as the morninp steals upon_ the night,

. ’ Melting the darkness, so theipr’ rising senses '
. , Begin to chase the ighorant funes that mantle
. . Co Thelr clearer néﬁ,on. .
e N ;, L R

22Q
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["hree awaken ]
: Trin: All torme

ment, trouble,
Tnhabitg j

and amazement
ére, Some heavenly Power guide us
Dut of thjg fearful countpy! ~

.

Arie]

:- offended, ’ ’
all ig

-S Mendedeo
U have byt Slumb'peq here
While these vigj j

‘ Exit‘
Act , -

) Thunder enter. tuwo witéﬁgs A and B

.A:.

]

Thripe the Brinded cat hath mew'q

L]
¢

. ' l
Thrice ang Oonce the hedge-pig whin'q,
_ Harpiep Cries;
[ . .

'tis time,
/

'tis time,

(c ioining).

r s irtv-one~ )
©" Swelt'peq ]

’ ' /
charmed pot, '

toil ang trouble;
auldron buhble.

Double, douhle,
Fire burn, ang c
, Fillet of fen
throw, ) )
Eve of~newt, anl toe of frog,
‘ : Yool of bat,

and tongye of dog
Adder'q fory, ang bli

NY snake, in the Poison'd entraijls

houble, dduble, toil ang trouble; . \ —5‘
Fire hurn,-agd cauldron bubble,

Cool {¢ with 'a
T™ien t




' dfeo13m
e R \ . N ~
2 (to other two) ’ . ) .
) .
c: 0 0, well done! I comment wvour pains,
oo - And everv one shall share i' th' gains.
) And now about the cauldron sing
Like elves and fairies in a ring, o ol
. Enchanting all that vou put in o
' . ’ B - 0
v : N N .
. Bar: “ho's there? ' .
‘ Fra: | MNav, answer me: stand and unfold vourself, .
- Bar: Long live the king! . %
Fra: Barnardo? . 1 .
Bar: - He, ) : , ,
\ ot
Fra:' You come most carefullv upon vour hour, )
Bar: | 'Tig noﬁ'étruck twelve; gét thee to bed, Trancisco.
. l \ _ -
Fra: For this rellef much thanks, 't1n bltter cold, ~ - . -
L ) . And T am sick at heart. '
.  Bar: ‘Have wvou had quiet‘guard? \
Fra: . Mot a mouse stirring. . v -
.. . . ’
) Rar: - well good nlpht. : . . °
. 'If‘vou de meet Horatio and Marcellus, ’ -
‘ ‘ " The rivals of mv watch, bid them make haste. .
W . . : :
' Fra: I think I hear them; Stand ho, tho is there?
(Fnter Hamlet, Horatio and Marcellus) -
. Hor: I'riends-to thi& ground. . »
* Mar: Andgliegemen to the DNane. ' ¢ A - -
Fra: ‘ leé vou good night, \\\ T .
- A .
‘ ., . l St -
Mar: %arewell honest soldier, . R .
”ho hath pelwev'd wou? . .
N ," \ . v S . - . . )
: .. fra:x - Barnardo hath mv place; Give vou good Aight. (exit)
. - Mar; Holla, Barnardo! .
‘ Bar: Sav,.What, is loratio there? . .
. z
- \ - . - -
N ¢ ! }‘{z h ) - 222 ‘ . ¢ ’ -, oo
o ~ A [ y 3 voe

« . ' ’ L
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.

Hor:
Bar: .
Hor:

Bar:

. ttar:

Hor:

Bar:

PREEN

Y

A piece of him,

.

"lalcorme, 'loratio, uelcome good “arcellus.

“

%

- "That, has thig tﬁinn annear'd again to=night?

I have aseen nothing.

Horatio savs 'tis but our fantasv, . -~ .
And will not let belief take haold of him,
Touching this dreaded sight twice seen of us; -
Therefore T have entreated him along,’ , S
‘Iith 45 to watch the minutes of this night,
That if again this apparition come, .
fle ma’ appreve our eves and speak to it.

Tush, -tush, 'twill not anpear.

v

Sit down a while, ‘ .
And let us owce again assail vaur ears, J

" That are so fortified against our story,
- Yhat we- have "twq nights seen. T .

ell, sit ve down, .
And lét us hear Barnardo speak of this,

.

Last night of all, N .
When vond same star that's westward from the pole .
Had made his course to illumeé that part of heaven
Uhere now it burns, “arcellus and myself,.

The bell then beating one-- - a

‘ ' Enter "host

- . -

N ';i “
Peace, breal thee off, look, vhere' it comes, my lord.
Tn that same figire lile the kigg that's dead.
~ ‘h '
ooV, m7 lord, it <comes! -

A

v

> AT 2 P

. o .
Angels and ministers of .grace defend us!
Be ;thou a spiri~ of health or goblin damn'd, .
Bripg vith thee airs froém heaven or blasts from hell,
Be -thv 'intents 'ricked or charitable, ' )
Thou com'st in such a questijonable shape
THhat I will speak to thee. 7T'l1' call thee Hamlet,
King, father, roval Nane. 0, answer mel -

~Let re not burs: in ignorance, but tell' | ,

- Uhv thv canoniz'd bones, hearsed in death, . :

lave, bursttheir ceremegnts; whv the- sepalchre
Wherein we sarr rhee auietlv inurn'd '

Hath on'd his nonHerous and parble jaws

o ca<t ,thee up arain. 4hat mav this mean o
That*thou, dead c¢orse, again’in.complete steel,
"eviasita thus the glimpsed of the moon, .
Mat-ing night hideous; and we fools:of nature

-

243 I
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A

: Hanlet: So horridiv ¥o ﬂha}e ‘oun d’QDO"‘tIOD . '
"1ith thoupbtv bevond the reaches of oir souls? .
Sav, thv ig this? wherefore? ‘'Mat .hou%d we do?2.
. , .
)

fhost beckons Hamlet . , Y S

¢

t e -~

Hor: Tt heckonq vou to go awav with it, :%‘
. . - . As if it some wmhartmonf ds.d. deﬂwro - F
. L To vou alone, C ‘ X *

. IS

o

Mar: Look with what courteous action
oo -th waves »wvou to a.more removed yround N
But do.not go with 1t' .
. ' . Hor: A ‘Do no;, mv(lord!_ T .
$ ' ) . " . ©

- 1 Ham: Vhy, what should be the fear? . ‘

- T'do not set my life at a pin s'Yée,

. .« And for mv soul, what can-it-do to' that, *
: ‘ ) Reing a thing lmmortal as itself?® S .
e . It ‘wvaves me forth'again. T'll follow it.. vt

=
s

That 1f 1t tempt vou toward the floodé mv lord

, Nr to the d%eadful summit of .the cliff

. . LT Fhat beetles o'er his base into the =sea, . - :

c- And there assume .some other, horrible -form

. Whith might deprive vour soverevrnfv of reason -
. And ‘draw vou into madness? Think of it,

' ’ The verv place nuts tovs of despération,

» Mithout more motive, into evenv brain , .
, '~ That looks so manv fadoms to the sea L

' ' "+ And\héars it roar beneath,: ( s S ’

-

Ham: "7 It waves me still,
., . Go on. I'll follow thee,

- . «

) Map: You.shall not FQ, mv lorde .- e L .
* - 5 . . o ' -
o Ham: ™ Hold off vour-hands! 5 . .
* L J . _ s .
‘ . Hop »- “ Be rul'd. You shali not go. * ’

h - *a

. "Ham: | ' Mv fate cries ont . oo ' ,
o And male each petty artwre in this body
- As hardv as the Nemean lion's nerve .

3
»

- . . . Ghost beckons

(¥

i - Still am-f call'd thand ne, pentlemep. -
« Bv heaven, T¥11 make a ghost of him that lets me”
T"aavx away!-=Gp on, I'1l follow thee, -




. ~ o
e _ \ MS-16
. L )
, ~ b - . [ : '
R ) -Ham: "Thither vilt thou i%ﬁd me? Speak! T'll go no
. . . further, . . - .
Ghos't: - Mark: me.
Ham: » Towill, ’ ’ )
v 5 . :
) ‘Ghost: : Mv hour is almoqt come, ,
“hen I to sulph'rous.and tormenting flames .
Must render un nvself, ' .
Ham: . . . Alas, poor ghost!
- Chost. Pitv me not, but lend thv serious hearwn? , T
. ' To what T shall unfold. .
« H 1 N
Ham: "That? ' ‘s P
~host . I am thv fafher s qnlrlt, L
o ‘Noom'd for -a certain term to walk the n1ght,~
ARJ for the dav confin'd to fast in fires, - .
\ . , .1Il the foul™crimes done in my- days of nature .
o o Are burnt and Purg'd awav. : i c A
But this eternal balzon must not be - . ,
To ears of flesh and blood. List, list, 05 list!

ot If thou didst ever thv dear ?Bther lovew— J
[ d
" 77 Hanm: "0 fod! ‘ i ) | v L
. ' “host: Revenge his foul and most unrdatural murther. X,
y Ham: Murther? . T ’ . e
- ( ~host: Murther most foul, as in the beit it is; ‘
. - Rut this most foul, strange,.and15299$ugal. ,
. Ham: . Haqt mé to knou't, that I, with wings as swift
i - —#5~ medj tation or the thoughts of love, .
Lt " May ‘'sweept to mv rgvﬁhpe. . - .
' = ° rhost: T find thee’ ant . f - v . ’ s
k\\r ’ Nogz Hamlet, hear.\
h ) . ’ v fiven out 1ha¥, sleeping .in mv orchard,
- A serpent stung me. So the whole ear of Denmar} |
. Is bv a forped qroce%a_of mv death:
. . Ranklv abus'd, But know, - thou noble vouth, .
. -~ . The serpent that did sting thv‘father s ler )
: R Mow wears his _crown, : - '
Pad ’ . ’ . * -t [
) ‘ iftam: , " 0' mv proohetic soul!

My uncle?

. - * - . . j
N

Chost: Av, that incestuos, that adultérate heast, . ' < ¥
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Shost: --won to his shameful lust ,
) The will of my-most seeming virtuous queen. B
. 0 Pamlet, what a'?all:ny-off was there,,,

But soft! methinks I scent the mornlng air.,
Brief{let me be. QIeepﬂnp within myv orchard,
My cu$toh alwavs of the afternoon,_
Upon mv secure hour thv uncle qtole, o -
.. - With.juice of cursed hehona in a ‘vial,
. And Jn the porcheq of my ears did pour
: T™he lenercdus distilment; whose effect
Holds sueh an enmitv with blood of man “ o
That swift as quicksilver 1t cpurses through
. " The natunal gates and alleirs of -the ‘bodvy vt
« And with a sudden vigour it 8b6th posset
* And curd, like eager droppings into.milk, .
: The thin and wholesomé blood. So did mine; | ;
' Thus was I, sleebing{ bv a brother's hand. 2 i
0f 1ife, of crovn, O nueen, at once d1qpatch'd
\ ) * And Tf thou hast nature'in thee, bear, ]t hot.
' , Let not the roval bed of Dernhark be .
: A couch for luxuru and ‘damned 1ncest.
Fare thee well at once. .
. The glowworm shows. the mat1n to be near -
’ ! And gins’”to pale his uneffectual fire,
" Adieu, adieu, adleu. Remember me . (exit)
Ham: ~ - 0 all vou hoqt of¢heaven\ Hold, hold mv heart!
- Remember thee?
Yea, from the, tahlo of 'mv memory ° ‘.
“"ll wipe awav all<triwial fond records,
11 saws of books, all forms, all -pressures’past
That vouth and observation copied there, .
/And thv commandmept all alone shall live .
Within the bool and volume of mv* brain, ‘
unmix!d with baser matter. Yes, bv heaven!
‘ L. < T . S Mow to mv word:
. . Tt is 'Adieu, adieu! -Rememher ne.'
i I hawve.sworn't. : ~ .

.

-

Pros: - ) . Spirits, which Bv mine art '
I have from’ their confines call'd to enact
My present fancies. :

iTherefs something else to do, - Hush ‘afd be‘mute,
Or else our spell is marr'd.

-

r

‘Inter Clarence and Keeper 4 . -

o Keener: Why 100%3 vour prace so heavilv to-dav?

L) - . .

' " .- " Clarence: 0, T have passed a miserable’ ngght, . ' .
_ . So full of fearful dreamq of uglv gights,
e . +  That, as= T am a Christian faithful'man,

\)‘ . L4 ' 0‘2 2 6 . - :
: , / ) .




Clarence:

Keener:

- . Clarence:

»

o
-
L
<
3
Keeper:
- "
Clarence:
.
R ‘{ x
: ,
7 : T
> Keener ¥
Y
k) E'
. Clarence*
A
L]
Q -

‘tlho from mv cabin tempted me

" Some say in dead men's skulls, ‘and in thd holes

I would not'spend'another such a night, s
Though 'twere to buv a world,é of hampv davge-
So full of «dismal terror was the tim%,

i

What was your dream, my lord? T préy vou tell me,

Methaughts that I had broken from the Tower

And was embarked.to cross te Burgandv, -

And in my companv mv brother Gloucester,

to walk o
Upon ‘the hatches: thé&nce we ‘looked toward Fngland
And cited up a thousand heavy times,

During the wars of York and Lancaster, R
That had befali'n us. As we paced along e "

{lpon the giddy footing of the hatches, - « )
Methought that Gloucester stumbled, and .in falling "
Styudk me (that thought to stav him) overboard S
Into the tumbllng billows of the main. "

0 Lord! methOught what pain it was’?o drown! :
WYhat dreadful noise of waters in m1ne ears!
What sights of ugly death within mine eves!
Methoughts I was a thousand’ fearful wracks; .
A thousand, men that fishes gnaned unon} - - T
Wedges .of gold, great anchors, "heaps of pearl, .
Inestlm@ble stones, unvalued jewels,' . !
K11 scatt'red ln*the bottom of the sea: '

¢

VWhere ‘eves did once inhabit, there were crept

{as 'twere in scorn of eves) reflecting gems, “
That wooéd the slimy bottom of the deen

And mocked the dead bones that ifv scatt!red bv.

Had vou such leisure in, the time of death ¥

To gaze upon these spcretq of the deen’ ’

Methouyht I had; and often dld I strive o
To vield the ghost, but still: the envious flood
Stonped in mv soul, and would not let it forth

To find the empiv, vast, “and wand™ring air, . L
But 'smothered it within mv pantlng bulk,
Who almoqt burﬂt to belch it ln the sea.

&
Awaked you not’in thlg‘sore agpnv? )
No, no, my drean was lengtheﬁgg\gften life. A - o]

0, then, began the tempest to mv soul!

I passed (methought) tMe melancholy flood,

Yith that sour ferryman which noets write of,
Unto the kingdom of perpetual nighti

The férst that there did greet mv stranger soul
Was my great father-1n law, renowvned WaPW1cP,
Who spake aloud, 'What scourge for perjurv

Can this dark monarchv afford false Clarence?' " °*
And so he vanished. Then -came wand'ring by




- Clarence:

.
.
‘ /
'
» N
« ~

Keemer:

.Clarence:

*

Keever:

C: (To audlence)

- But-thou. wxlt ‘be ;avenged’ on my mwsdeedq!

. The "lePd 31stev<, hand in hand, . K

A

* A8 ‘I foré tgldyou, wére allispirits. ;and

_Thrice to thine,’ and thriee to.mine, = * .

— ¢
< s

A shadow liké an angel, with bright hair
Dabbled in bl&pd, and he shrieked out aloud,
TClarence 1s:come--falqe, fleeting, Der1ured
Clarence,
That stabbed me in the field bv Tewksburv: ,
Seize on him Furies, -take him untq.torment"
With that (methought) a legion of ‘foul fiends
Lnvironed me, and howled 1in: .mine ears
Such hideous cries.that with the verv noise
I, trembling, waked, ‘and Tor’a reason after
Could not believe but that ‘I was_in hell,
Such a ternxble 1mpre951on made my dream.

No marvel, lord thpugh it- affrlghted vou;.
I am aFrald (methlnks) to hear vou tell it,

Ah, Peeper, keeper,‘l the done these things,
(That now give evidernce against mv soul)

For Edward's sake, and 'see how. he requites me!
0 God! if my deep: prav'rs cannot appease thee,

Yet execute’ thy wrath in me ‘alone:

0, spare mv gulltlesq wife and nv poer chil
Keeper, I-prithee sit by me awhlle. <
Mv soul is heavy, andhl fain” would sleep. .

’

I willy,. my lard. :10d give your prace ﬂfsood rest’!

Posters of the., gsed-and, -land, - S ST
Thus do go abgut,. abput, ; o L.

AAnd thrlce again - to make up: nlna,_{'?. .

You do"look, ‘v reeny,.in a Tov! d sort, ‘UL Lt
“As -if. vou were dlsmav‘d. Be cheerful, qwb,-“'
Our revels now are ended‘J;These our actors,

Are’ melte& into air, into thin¥ “airy S T2t ,
~And, ltke the basele s fabric”6f this vanon, S
"“The cloud-capp'd ‘towedsy. the forgeous palages, -
“The  solemn, templeq, the great frlobe  itself, .
Yea, aTl’ wbtch it, inhérit, shall: dleqolve, e
Anﬂ, llkeythls 1nsubstant1a1 pageant faded, 3

“Leave rot ‘a'rack:behind, " We'are. such stuff

. As “dreams; ate made ‘or,- -and our llttle life .

Is rounded W1th a sleen. ., : C

v
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Junior Higﬁ“Sofipt .

- “ 1776-2076 - L
_ L by Charlas and Lola WllCOX ‘
e - ';_._'..\‘:'" U
Charéoters:_. g;pl named- Ellie woman named Elsa

s )
L 4 .

Ior)

B: °
bov named Adam

(or)
man named Adam

When the play opens, B is sitting in (hls, her) space, with
paper and penc11, portabTe writing desk, tape recorder. A,
?uns on stage, mimes running through woods, cIimbing over
.rocks, etc., He (she) hears the voices of his (her) family
runnlng through his .mind and responds to. theSe*VOloes while
runnlng

Yyounger brother's voice: screams,. whine.

Mother: What's going on?

-

rather: Danmn it, are you picking on your little brother

again, A? (Ellie or Adam)

Can't you children get-along? -
be -on vacatgon.

Mother: We're supposed to
hd . rd

v . .
Father: What are ‘you doing! '*f’ ' N
"brother: - (A) won't let me help ‘put up the tent. \
< Father: Leave the stakes alone! (A),vwhat are you doing
. with the tent stakes? e
A: , (spoken while runnlng) You told me to put up the
tentl * 4" .
. e . . 3 .
.Fa%her: That's not the right way. You have to start over'
e here with the long pole. How many times do I Hdve
to tell you., . . . )
brother: A said (she, he) had a better way to do it.
Father: This is no time for games. I want to get camp
set up so we can enjoy ourselves, Here, gimme «
that pole, y - -
. Al ‘ ~ Gimme a chancé, Dad.
Mother If you can't be of any use with the tent, A, you
r can come and help me. |, . \
A * & . N . ., )

229 -




' % , ' - ’
A: Please, move. ) . .. ' . o
brother: (screams) (A) pushed me! - ) ’
Father: Wﬁat,did you do-that”for? T T e . v
Mother: ‘T just can't sfand 1t. Whet's:wﬁoﬂg with you - | *
- anyway? \ . S ; ©
Father: Get out of here, Go get some fireﬁboh. Anything, o )
C but ledve. . o R
-A: .. 0.K., O0.K. (repeats, gradually getting louder oo
, \ but aiso gettlng out of breath). - o
, Father, mother, brother:. : | - } %
A, A A Come back, wait, (etc. gradually fading .
. away) ) - b

A fallé, clunks head. Tw1sts ankle, takes a discovery minute,
tries to walk, is dizzy, can't walk very well.

+
’

A: {//' Helu. . .help, help.
= - (B looks up, has a moment to listen., Heads towards the voice.
B stands and lictensj doesn't hear anything. A is turning
inward on (his, hep) helplessness.) :

B: - Hellol.'Is'somebne there? Hello?: * . ,
A: (starts to call out then stops, - mbarrassed.but —
L : ) as B turns to go) Yes (in haste) Over here! \ 4
,: v » . « . . .
©  B: - Hello, youngster. ‘Are you all right? . i}
.o TA: No'(diséusted) I think I've spr&ined my ankle. s
.o ‘ Anyway it hurts too much to walk.of it, I was
\/_/f";‘ ., running thpough the woode and feIl& Like a .
o, _dumb-head.” - A v
; B: . + Let me look at it. 5
% A: Lo Noy d4t'1ll be all right. :
{ v {;E [ -
'g B ’ I hdve a small cabin just-over there. You could, §
o ! . rcome with me , and rest a little whd 'see’if your
' — . ankle improves. ' (B acts on the speech while
| . giving it, helping A up and into. the cabin area.
(A stumbles and B really takes a firm held.)
. N At my age I feel a little unsteady myself some- .
times, We can help each other., (A gratefully : .
accepts this compromise) - - e

T ; 230\
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' - ¥ \\‘ N
A - My parents aren't very far from here. We'reé . )
camped in Beaver Creek Campground. . "
B: SR Beavér Creek Campground is better than four miles
. , from here. You've come further than you think.
) A ' (LookLng around, changing the subjectl Do vou live
s, her*e'> What are you doing?
B: Well, I'm repfFed. And I decided to write a
) novel about this place, .
i} ’ . . ~ S
A: This cabin? - 7
¢ B: This cabin, yes, and the man and woman who built )

it, and all the men and women who lived in this
bit of w11denness/before that, back to the be~-
ginning. .

A: ' I wish I had a place llke thls to go--to get away
from people. . -

A3
P

¥ > ‘
B: Yes, that's what thev all ‘wanted. That's why
. ., they came .here. -

" . ¢ ‘ .
A Who? , b .

B: " The people who lived here before us., Take my ¢ .

.father. (Picks up diary). He came here from R .

Missouri to set up as a rancher: This is my

A mother's diary. She tells about how hard it was

at first. My father came out here, found the

land, built the cabin,.thén sent for her. ‘ -

. Wife: He met me at the station, just as we planned., , He

X . looked so handsome in his bootg and kerchief., I

. . khow I looked like something the cat drug in after

Lo . coming 600 miles from Missouri.' But he said I

o 1ooked. . . ~ '

‘e ‘ Husband: * She logked so pretty, just like I remémbered. I

- ‘ -though% maybe she'd think I looked like a foreigner,

N ’,' \ "i ) don't reckon she ever saw me in anythlng but a clty
suit before that day.

\ -

Wife: ' I asgked h1m where we were going, how far it was to . .
‘ . + the ranch, It seemed so strange to talk about "a . = .
C . ranch." 2000 acres we own hére on Beaver Creek.' .

That's as'.much land as lies under the whole town **%
R - Wwhere we come from in MlSSOUPl.
4 Husband: 2000 acres seemed too big. to her.’ But I explalned
. . We needed even more ‘because -cattle. take so much.

Al
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Husband: Somedaj this will just be the summer pasture; the
' ) main ranch will be down\in the valley. .1've got
my eye on the place we need already. 15 000 acres.

Wife: I hope we move to this vallRy ranch soon. Not v
that I don't like this cabiny, He says we won't
. be able to get to town winter. This little'
. T cabin away here in the pip€s’ is beautiful now--
but I'm afraid of wha e says the winter's like.
All I told him was that if he planned on having . - :
. sons to help him then I would need some space big
. enough indoors‘*as well as out to raise them pro-
per. .

Were yoy the only kid they had? el ¢

. 0h, no., "I wWas in the middle. L .

PO
13

+ Did you have anv brothers? I do.

B: Oh, lots., Four. Two older, two younger., I e
-hated them all from the.time I was eight until I
was twenty. Hardly a week went by .without some- '
v body gettlng a black eye. My moéther used to say, o
"I wish I'd had a dozen of you, I'd drown you ' -]
ali.n” . .

- A .. Really? (pause) What happened when you got. to
. ) be twenty?

B: . *~I left home. Then we got along fine. Matter of

) territory, you know. .2000 acres wasn't ehough

- for Dad; 15,000 acres wasn't enough for a shole
' family, That's what it is all about:~-who belongs”: . 1|
R td what and jhow much can you have. (picks up, the o

diary) I was 'Just two when we.moved from this -

cabln to the valley ranch, They'd lived: here

seven years. Mom was $0 glad- to move. e

~

Wife: 'We're going! I can hardly belmeve ity aﬂtep all R
' _~. -this.’- Seven w1nter§ I'vé spent here,.three ‘chil-".*-
-~ dren I've had here, and I ‘thought none. of them
{ _ would llve through the awful cold. . o
. Husband:-- You' re réhl%@ glad we bought‘the ‘ole Haggerty
place, aren vXou, hongy° _,:,‘3\‘ o g e
. Wifér'f'",LMy God, yes. Just thlnk 1111 “have’ water out of
DL ' ~a pump instead of- the creek‘ . And real ‘bedroéms,
e e Jseparate from the rest &f the hahse. =And a sit- -
CT . ting voom. ° And frlends to come ‘and sit in it.

+

:,ﬁuéQandQG ‘SOunds a mlght crowded to me . .But I know you pﬁt
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Husband: up with a lot, moving out hére into nowhere. .
- Wife: You know, now we'ré going 6 have Christmas

b

: . parties. .All the valley folk Wlll come. And
we'll go %o weddings -and funerals and_ christenings.
And church. And barn dances. First time.you
courted me we went to a dance.n - -t

»
»

Husband: I can still dance (does atfey steps) There, see.
I'11l be able to fit rlghy/Zn to,Valley life. But’ *
I'm going to miss this pXaqe llke my own arm.,

Wife: There's no reason whyv this cabin.has te be left
N to the wind and the weather. We'll keep it up
SO we can come here when we need to.

L 4

\

Husband: I need a place to go to be by-myself'soﬁetimes.
No 'JMds , no neighbors, no cattle, nc hay hands,
nd bills.. This could be tHat place. .
Wife: - That way each’ of us has' a little of what he «
needs. . v
B - A -
"Husband: Well, that'd be all right. Can I have this’ .
’ ~ dance, m'am? ' ot

A: Did you ever come to' this cabin w1th-h1m° I .
would have. ' N L. . .
B: ! * Sometimes I came W1th him when  there was somethlng ’
s to fix--a window broken during the winter or a .
fence "around the garden to keep out-the cows, La-
o ‘ter, when I needed to, I came here«by myself. ~All
S T “ us kids ‘did. We needed spacé 1n our togetherness.

A I hate living with my famlly. They always put me
. - “down. They' think I can't do .anything right. We '
. : ’ *fight all the time. Mostly.hy parents ,take my 1 s
/7 ,.brother's side«of it because I'm older and & m -~
B supposéd to know better. ) o :
. B: ) That'1l change. Your brother will get bigger and . )
; - ) -+ theh he'll have to know better too.. The best *thing <
to ’ " is to giveweach other a little room., Some/folks 1 ' /L
_never learn that: they think al the space ‘around . ]
them, and all the territory too ngs te them / *
and that they can do what ‘they like with it. Take .
the story of Jediah Barnes and Ax 1 Peterson. Axel
‘Peterson was .the, man who staked the original gold,
-, claim on Beaver Creek'back in 18%0. Or so he said.
s . . ‘'01d Jud.Barnes said the same thing. ‘_ ‘
. » v L
Jud: - I seen~a;stake hack-vonder w1th the initials A&PZ

’u" o ' ‘ ' . . : \ -
o+ ‘233 o N T
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- Jud: on it, Axel. Wouldn't be yours, would it?
* . £ . \
"Axel: If it looked like this one here, it was.
Jud: S guess vou know I prospected this valley last
. year and the year before.
Axel: Yeah. But this year yod worked up around the Ute
Ao Meedles. That's a gdod five miles freom -this
. drainage. ’ ) ’
Jud: Shoot, the coals ain't dead in my campfire yet.
Some noaccount claim jumper horns right in.
Axel: ~ It's you that's hornin' in, We'd never seen hidé
_ - e, non“hair of ya if ya hadn't heard about .my luck.
- . Now I'm goin' 'ta drive this here last stake and

. Jud: ‘Dynamite comes in little packages.

13

; ‘take this here last bunch of samples to town and
: record my claim. When T, come back I'd be obliged
if you and your horse's hind énd 'ed take your-=
selves outa Beaver Creek.
Jud: It ain't your claim, Axel Peterson. You got no
- right to it. I was here first and I mean to be
here after you've left the Territory. Which you' re
going to do as qulck as you can get your gear
together and move it out.

-

Axel: You're a little short on one end ta be orderlng
people, around - .

Axel: Wéll, we'll justfry that.

(they flgﬁt a Grotowskl g&ght move slowly to exhaustion .
and real time tempo)

_B: At the erld of two hours, according to the way they

- , told it, nobody hagewon and neither man could stand:
,up. So they helped each other back to town.

. . /
As - What happened -to the claim?

B: ' Tt didn't matter who owneéd it because the enmtire
: find amounted to $40 worth of gold. bearing quartz--
and Axel took that with him to the Assey.office
to record the claim. He spent:the rest of- the
- season digging test holes all over Beaver Creek
trying to find the vein where that quartz came

- from, Never did, and gave up gold mining. Star-
ted the general store, selllng picks and shovels.
to everybody else. Store stlll stands.

' ’ . '
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Zach:

Trapper:

.

Zach:

-

Baptiste:

.

Zach:

’

Baptiste:

“ JH"?

What happened to Jud?

- o~

— ‘ \ ’ - ' ' f
He tried to jump a claim in thé Wyeming Black Hills
and was found head down at the bottom of a drv

wash. ¢

.

Sdme.people are never satisfied with what they've - ‘e
goto 4 ' . . AL
That was one of Axel Petersdn's test holes you A
fell into. (they laugh) My book goes back fur-

ther to the time of the explorerq and the trapper's.

Perhans I'l1l go back as far as the Spanish K
and the. Indians. There have been a lot of‘d1f—
ferent people who came this wav.

I don't think about all' that--all those people//
Not as real peonle who actually lived here, who

~ate and slept and walked around here.

Ah, but it's called Beaver Creek for a reason. A
trapner named it. There’ are places -all over this
territorv named by the Fréench, Spani and Indian
people who lived here in the 17 and 1B00's. Here's
some French ones: Platte River, De Béque A
Cache:La Poudre. Spanish names are 11
Grande, Mesa Verde; Colorado. Indian names are
everjwhere, Sanquache, Manitou, UmCOmDagre, Awkaree
are onlv a few: It was when the Americahs came

that the fur trade days ended. There s a story h
about an American fur agent, Zachary Hughes, and

a French Trapper, Jacaques Baptiste, and his Ute

wife, Good Heart....

lell, Jacques- Baptiste, that was a fine venison

stew. Your'woman knews how to please the palate.

-

3 ’ . » .
Oui., Ms---Hughes. If we only had a little tobacco
I could offer ypu a smoke to finish the meal.

-n N ld L]
I been savin' some. (stokes pipe) You seem to be
a proaoerous,enough trapper, Jacque§ What would

-vou sav is-a fair prlce for.a prime beaver pelt '

bl

/

Hgs the American.a better prlce to offer than the
B ‘c:.sh'> E

mext spring? " . .

» , .~

Mv resourcea are unlimited; Jacques. I'm prepared
to pav top price and better no matter what the:

qualitv of the pelt. ) i

Like all your quptrvmen, you talk blg. Larger
than vour wallet, mavbe? If what you say is true,




Baptiste:

Zaeht

Baptiste:

hZach:

Baptiste:

.

Zach:

Baptiste:

Zach: -

B:

\
\

N W

* raving.

1tﬂwou1d mean the end of thelr vav of life.

P . -

. .
prove it at the yearly Rendevous. Words cannot
buy pelts,, mon-‘ami. - \ .l . . '

. -

Baptiste, you seem a reasonable fellow and I'll
be straight with you. The American Fur Companv
wishes to keep the Spanlsh and British interests:
from monopolizing the bedver trade in these mouns~,
tains. To do that we will have to lose money for
a few years. A clever man like voursedf. could
stand to maPe a lot of, monev in no time a tall.

The Amerlqans are new to this gamer I named this
place Beaver Creek; if I am careful .there will
still be beaver here when I am ready to hang up
my traps and return to France., But this competi-
tion you speak of will wipe out all the beaver~-
from 'this, and from every other. place.

The bheaver trade will not last another ten years
anyway. Prices for pelts have to.go down. We'll
just hurry up the process a liftle. You should
think of g1v1ng vour Ute woman a Christian wedding
ceremony and' settling down here. You could’ guide
for settlers coming out west from our crowded
eastern states. .

) > s
ouch g thing is too far awav. France is my home.
I will return with much money fyom the beaver and
leave this place for the next.man after me.” *

That man will be an American,

And perhaps he- has. not wamted for me to leave, eh?.

Perhaps he is here already, sits with me at my . "
. camnfire,ttalklng of furs, and- of settlers. ’

Perhaps. ‘(silence) |

T
-t 0

I ran across some old letters from the fur trap-

ping days. : .a third hand story about an. Ameri-
, can; Fur Company agent who was lost two seasdns in
' the mountains. He'was found drifiting down ‘the
river by Company Scouts, starved dellrnous and

. . . . -

Right?

He~was}Zacharv°

For the puﬂposes of my novel he is. I believe
that many such meetlngs between Indian, Fnench, '
and Brit¥sh trappers topk nlace d4s the American

" Fur Company ‘expanded. Thev knew the world was
changing, that the Americans. were trying-to take
over’ the thle continent if ‘they could. They kpew
They -

s

1 » -
. i ” - vy .
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* B: fought to keep that from happenlng in any and ? -
iy every, way they knew how. ¢ ' ‘

Baptistef' Be sure, Zacharv Hughes,’ yon must wait hefe a bit.-
o I will see that your horse is well fed.

-

¥ h -

Zach: I'11 tend to my horse, Baptiste, never mind, .I

always take care of my horses and gear. myself LD
No Droblems that way. .

N - 3
-

~ Baptiste: No, no. The perfect host must be all thlngs to .
; hisTguest. 1I'1l1l only be a moment., :

_ Zach: | (smokes) Hello? (to wife~-nothing) Speak English? )
(nothing) Parlais vous, francaise? (nothing) Well,
I don't speak Ute. signs-~"good food" (he 1nter-
prets out, loud both sets of 51gns) !

L Wifer 51gns—e"you must go" T : . /
" Zach: , - (laughs-out loud) signs--"no. I sleep your lodge."
. f .

yife: . signs=--"you sleep, no wake,"
- Zach; You don't mean to tell me dear:old Baptlste would
. , 47\ murder me in\my sleep. (pause) 51gns~-"° (would)
/"~ your man kill me" ~ : ot
[ ’ 4 w’ '
Wifeh signs--"Yes. You go now across lwttle water. .
/o Runsnorth. No take horse. "My man wait," hide, .
i « ) shoot you. Take pack, go.

.
- '

“Zach: i I thlnk you mean- 1t. Well, I ouldn't be the-
first agent to disappear in th s€ mountains. P
51gns—~ﬁhank you, Good Hear? " .o *
¢ o 7 .
A: . -~ They were, flghtlng over the land too.; Even 1f .
. . they sa1d,¢hév were fighting over furg -

"

- -
.

) B: . -  VYes. _ . ' o -

. -~ ]
~ A: . '+ Everybodv thought 'what thev wanted ﬂggggyheﬁland ,
. o ’ was the right thing. Baptiste wante make a
/[ ' . , bunch of money from bedver furs; Zacharv wanted !
T % . ) the mountains to belong to Americans; the miners ' , >
- s , .just wanted the gold; the rancher wanted acres - Y .
. ‘ . and acres for a cattle ranch.. Nobody thought ‘e '
<N\ _ -+ about what the land wanted or was. Or what the
' ‘ land might want to be. Is that a silly thing to
Vs Sav') .

. . B No. No{/now. Lately people, have be?an to think
‘ A ' - about land and trees %nd animals having rights of
e, _ their own. The thought-seems a little strange to 2,

: .
». Coe ‘
d N o
. .
. ,
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B: . most of us yet, but we're chaniging. We are very .,
. .used to feeling we can do what we Y@nt, “take what
-t - we please. It takes a while to, change feelings
. . . thdt-are very old, very convenlent. . .

A: - Most people just don t th¢nP about it. 'Thev live
in the city and don’t think about the fact' that
it 1° ‘concrete and steel. ;

. B= -,There are lots of people who try to flnd a little
"of the outdoors. Your parents, for instance, when
‘thev come to BeaJer Creek camplng.
‘ A:

But 1 have erends who never leave the city.

L . - Thev'veé never seen-a deer or forests or really

blue skies. And they don't care that they've.

‘never seen those thlngs——they don t even th;gk

about it. :

. ) - . ‘ . . /

. ' T.havé a grandson like vour friends. < ’

<" o . »- .

" .Why don't you bring him here? '

: Well, I wiil ask him again., Now, sfhce you've
. . ) shown me how meortant it is. ‘,J

. > . - »
2 \ L ¢

- (m;me piece reflectlng black future bv 2 actors) 1 ‘
It's really 1mporfant.'

we believe that ain has to be poisondus’, food fill

~0f chemlcals, people forced to live-*in tiny boxes.

We bexleve that'g the. way, it haL fd‘be and th&i

. 11 ] gomng to get worse,

¢ .9 . .o ) . ) J

-3

-

Beaver Valley, A? Is that.what vou think it will
L O be %ike.for you? i’ . yoooo -
i A I believe I'll*+live in a place like a cave.
, } stay inside and never want to gowout because the
outside is so awful. I won't see other people’
except on screens hecause thév won't go out
either. The animals w1ll be gone. Maybe eVery-
thlng elfe too. o

\

i
[

”~y

(mime piece reflectlng llght future by 2 actorq)
]
. That is one plcfure of Beaver Valley in 2076,
. But .there are others. We won't necessarily have
.. to 1live . in tombs for the dead and dying. It is
. p0851b1e that our houses wiil be warmed bv the
sun, cooled by the wind, open to green 'parks ‘and
coverea bv a vast, clear skv above, . .
- - N,
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. B: .

We're gettlng used to 1t,/\

Is that ﬁealIy what you see for the next person in

I'11 -
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"Nobodv believes in that kind of future, .
' + B: To the contrarv, many people believe in it. I
o SO ~have a friend who is designing towns with paths
S for people walking that are never-crossed by the
- ' tracks that take the fast, peogle moving machines N
between the widespread places. :

A: You reallv think‘we'll live in a place like that?
All of us? Ordinary pepple too? . Ve

B: | I thlnk it is posqlble. 1 think right now it is
’ oo six of one possibility .and a half a: dozen of the
other., ° . ',
' . . . \ .
A: . Half a chance for either fyture. ' .
B: "I have come belleWe that what Beaver Creek
looks like in 2076’ depend% on what- vou and I do
. now. It is: p0951ble that the dying we feel is
. qQniv the dylng of our kind of world. What you
and I do now is what will shape the new world.
4 < . - ~ .
[~ © A -Whdt are you doing?

. B: I'm working  on this novel so people will-think . -
. about the land and hdw to uge it and whay§ its : -
“ rights are. And I'm going to invite_my grandson *
) y from the cit?v to come here and gtay with me., '
At And do vou\ﬁhlnk that sort*of 'thing will make a
g T dlfferen0e°

[l
o

"By ' ' Yes. Ue are changlng worlds., We have to pay at-
. tention to what in theé old world will die and what
will live on in the new one. Mayhe this will help
me sav what I mean. B -
. This is a speech made bv Seatt;e, Chief of the
: Suguaquh tribe, when he surrendered his lands .to
‘ ) " the white man. It was in 1855 and he knew the
‘ . world of the Indian was dead. -

Seattle: Wle are two distinct races with separate origins T
and “separate destinies. To us the ashes of oun
. _ . ancestors dare sacred and their resting place is e
! . o hallowed ground. You wander far from the graves o
of your ancestors and seeminglv without regret. . . .
But whv ‘should I mourn at the untimely fate of my
people? Tribe follows tribe, and nation follows -
: ’ . . nation, and regret 1is useless. . .
~ But when the last Red .man 'shall have become a Y
’ : myth among the White men. . .whenh vour children's - 3
children think themoelves alone ‘in the fleld, the

L >
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Seattle: store,- upon the highway, or in the silence of the
. pathless woods, they will not’be alone.* In all
. - the earth- there is no place dedicated to soli-~
. ~ " . tude. At night when the streets of your cities,
are silent and vou think them deserteds they will
throng with the returning hosts that once filled
them and still love this beautiful land. Thé
White man will never be alone. Let hinl be just’
and deal kindly witkh my people, for the dead are
v not powerless. [Dead-~-I say? There is no death.

Only a change of worlds. .

\ .

! B: ‘ There are Yyour . And a brother or two,
: - from t of it.

pu
1 - - ¢

A: - I don't want them to come just vet. I'm not
ready. o . . .
. Bt. % . Nobody is every ready, really. It won't be 1ong‘
- T h and soon yo&'ll have space ard “time enough to be
. e vourself, aybe even sooher\than vou'd like.
. . 5 . . v - . Ty
To~ar - " Yeah, Hut can ‘I' stafd it? _(as a joke)
~ B: Cf éourse_vou can. (pause) Howfs‘yéur ankle?
- A Oh 0.K., I guess. ”
A B o Are you here? Shall-I call to them?

9 o> -~ N -

A: Not vet. I. . .I wanted to say Thanks first.
By Yes. Thanké, to Qbu too. (they  shake haqu)
A: [ood luck ‘on Yyour novel,

. -B: . Good luck ©n our dreamy, Gdod-bye.
A: | Gogdlbveu Co " ‘.

(B leaves)




