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ABSTRACT

A method to measure entertainment value in children's theatre
can be made by realizing the joyful understanding a child has gained
from thoughts contained within a play. Ideas derived from children's
plays, prior to the 1960's, were to bé ;tolite_, martnerly and moral. In N
| ‘the rapidly changiﬁg techrt‘ological society of today, greatet émphasis is
placed upon that which is relevant rather than the absolute morality of ‘
past times . A violent confuséd Wotld has entered the child's mind through
the eye of the 'ubiquitous television»set, To discover what effect the
.ctlanging mood of our culture has had upon the child and, further, to
discover what the child wants in play materialr,- an investigation was

undertaken. A survey was conducted allowing the child to participate in

vthe creation of a play. Dangerous DakI and His Worthless »Witches
resulted. The child was ‘given the opportunity to confirm his original
ideas after attending a production of the play. That the child is Capabie.
orfroffering ideas for purposés of writing a play and that the child can
further verify his intent, indicates that the child's interests are worthy

of study and appreciation.
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 CHAPTER 1
THE DYNAMICS OF CHILDREN'S THEATRE

Children's theatre in the United States has been connected with
a contingency of leadership and has been nurtured by innumerable insti- -
tutions. Because of this phenomenon, Nellie McCaslin points out in her

recent book, Theatre for Children in the United States, that "one cannot’

today point to any one type or organization (of children's theatre) as
typiéal or even usual” (McCaslin 1971: x). The Wfiter felt, h_dwevér,
that interacting with the child for the purposes of discovery shouid be
typical and usual and therefore began an investigation in such a pursuit.

| "The'three ladies chosen for study purposes were: Alice Minnie
I—Ie:ts, Charlotte Chorpenning, and Winifred Ward. These three individ-
. uals were not only contributors to the field but they also advanced the
movement by their efforté and achiev.ements° All three chose a different
method because of their individual talents b‘ﬁt they were all m'o;civated by
a similar philosophy; reaching the child through interaction. What these
individuals did to woo and win their children inspired and motivated the
writer to pursue a similar personal-approach. |

Alice Minnie Herts ‘essentially dealt with the total child and

filled a need for children's theatre in New York City. Charlotte

Chorpenning studied the child audience and met the need for children's

1
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iplay scripts. Winifred Ward developed creativity within the child through
creativé dramatics. Although the leadership has been taken by an un-
" known number since the movement began in the early nineteen hundreds,
insight can be gained into the field of children's theatre by studyihg not
fhe accomplishménts of many but rather the motivations and philosophies

of a few,

The Essentionalist, Alice Minnie Herts

In 1902 Alice Minnie Herts became manager of the entertainment
department of the Educational ‘Alliance in New York City. In that depart- :
ment she headed the Children's Educational Theatre which operated for
seven years. Her function was to rent the available auditorium to dra-
matic groups as well as to book concerts and professional éntenainersc .
Miss Herts not only supplied entertainment, she taught the children to
enjoy and respect literature. She taught them the value of self-
improvément and she ta.ught them life experiences through the many
dramatic productions she presented. She not only supplied the ’e‘nter-
tainment need but also became a powerful eduéational force by teaching
the children dramatics through play préduction. She imparted to children
a strong interest in intellectual and moral work and at the same time she
gave therh the means of ofrfering pleasufe to other people in a safe and

wholesome way (Herts 1911: n.p.).



Americanization was the reason the Educational Alliance was -
conceived in order to provide entertainment for tt-lre Russiaﬁ aﬁd Polish—
Jewish immigrants who liifed in New York City. Americanizatién was in
fact the thought of the immigrants who came té Ameriéa. Between 190d
and 1910 nine .'million_immigrants came knocking at America's "golden
doér" (Bowen 1969a: '72),' They came desirous of discovering something
they had not found in the old country; they were intent oh b(—;coming
Ameriéaﬁs and they weanted deép‘erate‘ly to be accepted. The immigrénts
"were pathetically .eagevr to abandon Old Worid ways and dress, to speék |
‘English without an accent,; to acquire American friends and mannerg"
(Bdweﬁ 1969a: 84), |

Miss Herts began Americanizing with presentations of

Shakespeare‘s The Tempest. The play was chosen "because i'ts' scenes
af‘e‘ laid in nature's own aque, significant contrast to the tall and for-
bidding tenements of the ;ﬁeighborhood——because it teaches the lesson of.
maj‘esty and simplicitﬁz of néture and hobility of forgiveness"' (Herts

1911: 5). Proof that there Was an integrating influénc-e between foreign-
born parent and American—bdrn child can be evidenced by the comment of

‘the American giﬂ who played the role of Ariel in the play: "all the

people in this neighborhood know about The Tempest, and them that
don't, I tell them" (Herts 1911: ‘6),' The fact that over a thousand paper-

covered editions of the play were sold prior to the opening, and the fact



that the play was s‘o.ld out weeks in advénde of thé .production_ gives
further indication of the desire of fhe immigrant to Americanize,

| Miss Herts chose plays Whiéh not onlyiaid‘edlthe imrr;igrant
toward Americanizatibn but also gave him the moral insights expected and
in keeping with the Victorian era which had just passed. V“At home,
fathers were not .inclli-ned to spare the rod, and at (the) dinner table
childrei} 'were well écrubbéd énd not heard " (Bowen 1969'a: '100). The
play‘ of Snow White exerhplifieé the kind of play suii:able for the decade', '
of strict rules and reverence, and a r‘u-n of dialogue from this play illus-'-.
trates the intent:
Biiék: | (Leader of the dwarfs) Three cheers for a gbod day's work-~
The others: Hur-rah, rah rah!
Biiék: ‘ Next, ' supper we Wili not shirk.
Tﬁe others: Right you are.
Blick: ‘But first we Will wash hands and face,

The others: So we will.

‘All: (as each man washes he speaks) Spick and span"ev:e-r_y' man
Blick:  (after all ha\}e Washed and are in line) And now _.su.pper., _
All:r« . Supber, Supper,

Blick: Nor eat till we;Ve said our grace.

The others: (all remove caps and bow their heads in silent grace)
Standing still. o
(Herts 1911: 29)



Other plays chosen by Miss Herts continued to reinforce the

value of virtuous behavior and the importance of self-reliance. Some

of her seasons included The Little Princess, by Frances Hodson Burnett,

author of the popular play Esmerélda, and Little Lord Fauntleroy, by

Frances Hodson Burnett, The Forest Ring, by William de Mille, and The

Prince and the Pauper, dramatized by Abby Sage RichardSon. Of The

Princé a.rid the Paup.er she said, "Of course nobody amoﬁg the play_‘ers or’
audiAence éver suspected any moral preaching. The .people came to see.
because their ten cents bought them ehtrancerto the best sbow in the -
_ neighborhood” (ngis 191 1: 37). |

o Moral teaching was only one intent of Miss Herts. After only
a year V‘of- wor]% she realized a greater responsibility had befallen her
shouldervs . "I—Iad i'perhaps in>my» earnest desire to give good entertain-
m-éntbto the young fallen upon a possibie syétem of ethical instruction for
forming the mind?" (Hert'_s' 1911: 16)_ ,r With such realization she focused
upon the best bossible method to'guide the children. She chose not to
involve the services of the volunteer club membér but enli"svted thé talents
of Jacob Heniger, a '_'carefuli and patient director" (Herts 1911: 15). She
would not adheré fo the star system because her interest iay in devel-
- oping the dfamatic instinct in each child and not the dramatic talent of a
1imited few. She never listed the names of the players on programs,

| feeling such action would be an exploitation of their personality. She
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held firmly to the thought that a money-making venture could also exploit
the ta.lbents for commefcial.gain. "Her aim was to develop an interest and
desire within the child for that which was good. "I saw great opportunity
not to impose upon people an ideal form from without but to help peopie
tovvcreate an ideal from within" (Herts 1911: 5). Miss Herts be_came im-
mersed in guiding the whole chilrd; consequently the moral preaching
played only a small part. | |

The response of her public appeared to be sceptical. They
feared her influence might have detriméntal effects upon the suscepti_ble
child. Although the New York public was familiar with the Bﬂowery and
the many vaudeville show.s, their fears of theatre, particularly for
children were voiced: "Will suchtraininé lead child;en and young people

“to the adoption of the‘professional stage as a career? Will it unsettle
their minds for the serious business of life?" (I—IertsA 1911: 14). "Many
‘ critics aléo feared the wearing of finely wrought garments might lead the
mind of the player into unsettling chanhels of desire” (Herts 1911: 42).
Although moral questions were voiced, Miss Herts' soft persuasion that .
perhaps the opportunity to play out a primitilve impulse might serve to
keep the young off the stage and could evén equip the c‘hildren better for
life encounters keht such fears at a fninimum. She continhally pointed out
that such finery could "lift the sunken shoulder, correct a slouching gait

and uplift a drOOping head" (Herts 1911: 41). Miss Herts gentiy swayed
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the opposition and directed them towarci a higher, more important ideal,
that of self-improvement.

Once convinced of the rightness of the good and the value of
the Qreater ideal, the reépénse of .the parents changed. I\/Iény people
tried to imitate the very fbrm Miss Herts used to impart her ideas,

During the production of The Little Princess Miss Herts bought a certain

style of dress she thought appropriate for the thirty actors in the birth- -
day party scene. The dfess was a simple white, touched off with pink,
blue, and white sashes and hairbows. The reaction of parent and child -
Wés so positive that "the fashion of simple 'best dresses' for little girls
éame into vogue, while the much ovértrimmed, cheép—lace party and
confirmation dress grew to be regarded as unfashionable and ‘therefore to
"be avoided" (Herts 1911: 44).

Another example, typical of the overwhelming affirmation of

| Miss Herts' work, occurred during the run of Little Lord Fauntleroy. Miss
Herts found herself, when Visiting théhbme of a parent, standing in the
living room o'f the play. When questiéned, the parent answered that She
was proud to have copied such a fasteful, attractive set and she "saw

the play four times and tried to get everything the same as Mrs. Errol

(the characte; of discrimination though of slender income in the play).

It wears better than my last set of plush‘ parlor furniture, and it ain't so

hard to keep clean” (Herts 1911: 33).



Yet another insight into the public interest and support came
when the price of admission was raised to ten cents in hopés of
decreasing the long line outside t‘he theatre pfio‘r to the afternoon per-
formances. Upon investigation, the lines were as long as ever. lWhen
Miss Herts inquired about the five .cent raise, a boy's response came
readily: "Sure! Ye&r have te‘r pay fifteen fer a standee over ter Miners 7
and here ye get a seat fer ten and a better show" (Herts 1911: 70).;

To say response was favorable to ‘the t‘heatrical undertaking of Misé
Herts gives only a small idea of the immense effect she‘ had upon her
sfnall but enthusiastic public,

The public response certainly indicated that Miss Herts was
without question fulfilling a need in her time. . Not only was she in-
volved in the process of Aﬁmericanization but also the process of stim-
ulating the creative force in each éhild with Whom she worked. Her
plays then had six interchanging casts, allowing one player many
parts. Inthis manner she could ﬁot only accommodate hundréds of
children in eéch production but ‘also she proved to the children the
value of self-discipline. "If we are not reédy ‘there are always half
a dozen others to take our places, so it behooves us to be ready!"
(Herts 1911: 39). One child stated after having played a role, "I
think it's nice whén‘ children Qet their imaginings{" (Herts 1911: 18).
The children involved in the theatfe activities with Miss Herts got

more than their "imaginings."



The Playwright, Charlotte B. Chorpenning

In 1931 Dr. Maurice Gnesin, head of the Goodman Theatre
in _Chicago, brought C‘harlotte B. Chorpenning to direct plays for thé
children's theatre. In that position she taught playwriting for‘ éhildren
as well as wrote and staged her own plays. She became more than a
playwright and director because she gave the children ideas to take
home. Her tireless belief "that no effort is too great if it helps to |
provide one hour of beauty, laughter, joy and significant excitement
for even one child" (King 1962: 12), led her to look deeply into her
oWn work as well as the mind of the child she was desirous of reaching.
Such a belief also helped rais‘e the standard and value placed upon
children's theatre at Goodman.

The .Good_man Theatre was a unit of the Chicago Art Institute
and began as a small resident company and school, The children's
theatre was begun With the principle in mind that theatre for childreﬁ
was an impo’rtant, vital experience, not iny enriching their lives but
élso providing the necessary audience of the future. Mr. Gnesin could
have devotéd his energies totally to.legitimate theatre for adults;
instead he chose to deyelop the mind gf the child in the direction of
theatre. Because of his efforts and the work of Mrs. Chorpenning,
the cornerstone of today's children's théatre movement is at Goodman

(Gnesin 1962: 10).
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The Goodman children's theatre fuhcti’oned under the auspi’ées_
of Mrs. Chorpenning during the depress‘ion. Families were moveci '
from home 6wners to room renters and were some’cirﬁés facéd With the
"closve.byl" th-reat 6f even street wandering. Experiént:e tauéht mény
children to move their dolls about in a game they cailed "Eviction”
(Bowen 14969b: 46). Perhaps the world of make believe was aﬁ exciting,
beautiful place instead of a real world which often seemed to be no
fun at all. The children héd a set of heroés and heroines Whé led '
extravagé_nt, exciting lives, at least on paper and in the films.
Orphan Annie, Dick Tracy, and Iéék Arrﬁstrong headed thé list in |
the comic strips; Taréan, Plaéh Gordon, and Shirley Temple led the
way in the movies. They all waved the flag of Virtue ‘ proviﬁg again
again that "good, clean living held unlimiteci reAvlvard»s“. (Bowen 1969b:
76). The Goodmaanheatrve for.chiidren provided the same kind of
bpfimism_. ) |

Mvrs. Chorpeinning reinforced. the popullar viewpoint 6n two
accounts. First, her aim ‘w‘as to give the chiid a useful exberiehce
through identification. She,Was aware __.h-ow,ever that all of her plays
held happy endings, which certainly was nofc frue to life, particularly‘
du'rir;g depre.'ssion' times. She decided that’v"children should be spared
:tragedy where poséible_" ‘(Chorpenning 1954: 35). Secondly, she
corroborated the»vir‘-cuous theme sefby the media. She chose.to ex—

emplify her beliefs by the actions rather than fhe words of her play .
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~characters: "show it, don't tell it"'. (Chorpenning 1954: 36), Her char-
acters became the very virtue she wished to display.

)

The character of Jack in Chorpenning's play Jack and the

Beanstalk illustrated how she clothed her character in virtue. Jack,

the lazy fairy tale child, became Jack the devoted son. 'Wheﬁ asked by
Frihal, the Magic Maker, what he -wantedr, Jack replied, "And greens for |
Mother. Oh, yes, I'd like a gown for Mo{her! Silk, like a:qeeen_'s, and ‘
blue as the sky! And music, to make Mother laugh, the way she did
when Father used to play his fiddle" (Chorpenning 1967: 10). Another |
eXample showed Jack's selfless feelings when the cruel-hearted Rafe was
about to take their house and lana away. Iack responded: "Mother can't
sleep ‘on the road, like a gypsy" (Chorpenning 19&5_7: 12). ) Jack not only
gained wealth for his mother by his virtuous ways but also won back
their cow, house, and land, freed the Giant's wife returning her to her-

" grandmother, and killed the Giant triumphantly. Thus, Chorpenning's
‘moral or philosophic mearnings seemed to reside in her story, within the_
Very core of her characters, and were inherent in all of her plays.

The first play Chorpenning wrote, at the request of Winifred

Ward, carried out Chorpenning's basic intents The Emperor's New
Clothes, based on the Anderson tale, was altered to evoke the virtuous
theme. Chdrpenning changed the role of the two professional cheats:'who

. had gained their livelihood at other people's expense to gay, young
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adventurers who gave their winnings of gold and riches to the poor
Weavérs. The villain beéame a clear-cut individual named Hans whose
vcheating treachery was exposed by_ the two .adventurous rogues. Again
she provéd not only that nothing was gained by deceit but also that good
motiveé lead one to a gbod life.

Chorpenning had the Goodman Théétre as a testing gréund for
herv plays and' {hroughout the produétions she was able to evlalua-te' her
work. .She staged over éighty productions in the large theatre on Saturday
mornings and Saturday and Sunday 'afte'rnooﬁs (Chorpenning 1954: 2).
During the performances she sat with the children to observe and share
their reactions to the play; She reworked hef scripts until she was
satisfied that the audience fully eﬁjoyed and understood them. "And
.-patiently, weekend after weekend she vélued, re—vaiued, changed and
cut~--the wiggles diminished.’ The audience grew 'quiet" (Spoor 1962: 12).

Maurice Gnesin brought Chorpenniﬁg to the ._Goodman to produce
plays; that she did, vyet _his respect for her work went beyond ap/preci—
 ation of a playwright. He felt she was not merely an adult who under-
stood children, but rather a person- capable of entering the world ‘of the -
child, sharing that child's life, without divesting the maturity which
allowed her to analyze and study the child in its world (Gnesin 1954: xi).

RespoﬁSe from other cblléagues was enthusiasticle Louise Dale

Spoor, business manager at Goodman and founder of Coach House-Press,



13 |
had high praise for Mrs. Chorpenning. She spoke of plays as being
tailored to a children's audience, yet capablé of reaching an adult audi-
ence dué to the adult overtones. "And now we hear the warm chuckles
from the parents and the teachers and we know the play has been sharéd!
Thank you, Chorpy!." (Spoor 1962: 13).

The adult overtones mentioned by Miss Spoor were an importantA
particular in Mrs. Chorpenning's plafs. She discussed them at length in

her book Twenty-One Years With Children's Theatre. She felt parents

:‘could be and were a distracting element during the plays, in their attempt
to explain word meanings to the children or in their own general boredom
at the pérformance. Chorpenning realized the importance of writing for
the adult interest as well as the child's. She wrote, "the adult overtones
require skill in writing and directing. I took pains to include in the dia-
logue such lines which presented adult points of view" (Chorpenning
1954: 18). Winifred Ward elaborated in a recent letter, included in

Appendix A, upon the viewpoint of Mrs. Chorpenning.

When Charlotte Chorpenning was writing-a large percentage

of the children's plays being done in theatres, it was fun

for me to talk some of them over with her. And I have heard

her say more than once, that she wrote them on two levels:

one for children, one for the mothers who brought them to the

plays. "Substance" she called it--some bits of philosophy a

little too mature for the children. But I did appreciate that

word "substance." She was never "goody~goody" never
"pastel" (Ward 1972b: n.p.). -
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Overtones were only one ingredient Mrs. Chorpenning used in -

her blays, She: added what she called "exer_cise spots" after realizing
the wriggling audience had sat long enough. After these "spots" she
incorporated the "qﬁiet spot, " feeling "eaqh play needs both, 'but more
of the quiet spots" (Chorpenning 1954: 17). Never let the story stop,
was a practical‘les.son she not only taught but also used herself. If an
intermission was necessary, she followed it With a prompt pickup_which
.set the story quickly onrits way. She studied the workings of curiosity
in a child and attempted to answer his questions as the play unraveled.,
She also devised a system of rhythms, fast and slow and loud, excite~
ment and quiet, sound and.silence, action and tableau, many actors or
few, with comedy or without, which produc-ed in the audience emotional |
r'hythms of varying degree and kind which would in turn hold their
 attention. "As in music,. rhythms unify the composition, so in drama -
they serve to unify the whole play and thus the audience” (Chorpenning
1954: 37). Thrc;ughout all these com'ponents she wove her meaning, the
purpose of the rprlay.,.

Support camé f;om many directions regarding Mrs. Chor'i)enning's
work and accomblishments. Mention has been made of comments of some
of_ her colleagues. Mr. Gnesin also stated that "she turned a rather un-
c-ertain enterprise into va successful institution which ‘plays annually to

about 45,000 children" (Gnesin 1954: xi).
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Her players were young peoble, and she taught them the im-
portance of playing together as a unit, She called it interaction. Their
response to her direction can best be illustrated by her own 6bservation,
- During a performance the leading actor was stricken with appendicitis
ten minutes before the performance. Mrs. Chorpenning came latc?r tnan |
-usual, arriving at the theatre just as the play negan. Much to her be-
wilderment sne found a crew member acting as thé lead. 'Unobservéd by
" the audience, the actors supportéd him. The story did not ntop! "An
~actor whom this substitute was addreséing would murmur, 'a little moré

“to the right,' or 'come a little closer,' or mumbie his next.‘line to-him if
he hesitated" (Chorpenning 1954: 39). Interaction was something she
felt was a épecial requirement of a child audience, and although proper
guidance was essential, she felt a genuine group product was produced ,-
Her audience was something she analyzed, studied, and Wooed, The .

- approval from them indicated she was successful. Identificatién was the
key she used to unlock. their emotibonal response. In thé performance of
‘-Cinderella. she noted that the depth and intensity of identification varied.
Some imitated her posturé, some'cried, and one child shook his fist at-
the scolding mother. "Throughout the house eyes showed suffering. A
' -V\_roman rose, leading out avver‘y young child crying pitifullﬁf " (Chorpen-
ning 1954: 8). The ‘scene was reworked and a glowing light was brou‘g-hf

- on Cinderella with gentle music in the background and the entrance of
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the Fairy Godmother. The audience sat back and relaxed. Another

example of the children's identification occurred during the performanées :

of Jack and the Beanstalk. The children leaped to their feet in support of
Jack. They also yvelled suggestions to him during the battle with the
~giant. In the course of one performance "a boy leaped into the aisle
wildly brandishing an imaginary dagger, almost too heavy to lift, and
shouted,. 'I'll kill that-giant! I'll kill him!'" (Chorpenning 1954: 11).
Chorpenning recounted an interesting variety of audiences and
their reactions to the play of Aladdin. The first was an evening bought
by parents from a wealthy suburb, the second was the usual buying public,
and the third was a settlement audience who had been invited free.
The children from the suburb kept their hands properly in
their laps, faces tense, and almost everyone turned on their
finger an imaginary ring. The paying public whispered, "the
ring" spreading the whisper throughout the house. The
Settlement audience called out in full voice, "the ring! Turn
the ring!" A voice finally topped them all with "Gawdammit,
turn that ring!" (Chorpenning 1954: 11).
The Goodman Theatre could seat almost a thousand children. From
Cﬁorpenning's accounts they were nothing less than a captivated
audience.
After twenty-one years with the Goodman Theatre, Mrs. Chorpen-
ning retired to the countryside of New York and wrote her memories ihto :

book form. There she remained until her death at the age of eighty-four

in 1955.
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The Innovator, Winifred Ward

Winifred Ward has held alhigh.position:in the field o.f. children's
’;heatre in the United States for over forty years. In a fecent -létter, in-
clurded in Appendix_B’, she stated she Was’ not a playWright but rather
devoted her tifne to the rareas of teaching creative dramatics and directing.
Miés Ward begaﬁ teaéhing by dramatizing stories ‘in the elementa.ry
schools of Evanétori, Illinois, in 1923 (Siks and Dunniﬁgton 1961:.121).
In 1950, after thirty yea.rs ‘of teaching creative drarﬂatics, directing plays
for the Children's Theatre of Evanston, and publishing several bo'oks on.her |
theories and procedures., she retired (Siks and Dunnington 1961: 122).

After her rétirement Miss Ward continued to pﬁrsue- her interests
by to‘uring a Workshop on children‘s tk;eatre' to college campuses and ‘c_omb-
muni1;y group»so '"Thé_m.ost active workshop leader was’ unquestionably
Wi_nifred Ward . . . who was available for long-and-short-term work-
shops.'throughout fche Unitéd States" (McCaslin 1971: 178). She toured
to. such places- as Cincinnati, Atlantic City, Louisville, Kansas City,
Washington; Df C.;‘, and'Ohio Wesleyan Universit'}, derﬁonstraﬁng and
teaching groups interested 11;1 her érea of theatre work .

Miss. Ward presently maintain.s her involvement With children's
theatre activities. | She is hondrary president of the Children's Theatre
As'soci;tion. ‘There can b_é no doubt "Winifred Ward has been one of the

distinguished leaders of the children's theatre movement throughout the
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United States and has made one of the most significant contributions in |
the field" (McCaslin 1971: 126).

Miss Ward's abiliiy to obéerve was Qne of heir tools ihrough
which slrie contributea insights and ideas for those who followed in her
footstepé. She observed children in their creative play and experime_nied
in i'ler classroom -vby ailow‘ing the children free dramatizaiion of».'scenes ,ﬂ

from hisiory and literéture, Her keen understanding of the child ié

' dem_onstrated in o:ne of her books, Playmaking with Chiidren: "The Walis'
around a child's world are high. Theré éfe many- welcoming doors for
. other children but it is only to those_.rare adults who win his confidence
ahci'faith that the dbors open wide" (Ward 1947: 1). She believed the
'child should learn from a meaningful experience and that the drama, ai-
- though a \}icarious"experiencel, g'ave the child insights into relationships '
'néeded in living. She also believed that the drématic experience initi-
ated independent and cre'a;tive thinking (Ward‘-l 947: 19),

Miss-Ward' stimulated children through her many dramatizations
of ideas, stories, .and plays for children. Her publicatioris cdver further .
areas of extende_d interest to which she devoted time and ’chouvgvh’c° Some
of thé tQpicé Wl’iiCh appear relevant today include: pléwaiting, acting, -
audience réspohsibility , and attitudes which go beyond the immediate
- audiencé respcﬁnse° In reference to playwriting she believed that the

 new, the fresh, the unusual, "most definitely have their place in every
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éeason for young people, if children are to grow in appreciation and out;
~ look" (Ward 1950: 124), I—Ief interest in a new approach wés évidehced
by her words; "The plagr of ideas certainlir should have its place in
children's theatre if such are applicable to the children's realm of inter~-
est" (Ward 1950: 125). She also felt that an important ingredient in all
pléys was expectatioh, "Look for suspense and be assured it is needed,‘
A play ‘should_ever point ahead, leéving the .o.utcome unc':ertairn up :to thé.
very end" (Ward 1950: 131). She felt as well that éetting up situatiqps
which stimulated the child's curiosity and involvement were important,r.'
' "Sympatﬁy, indignation, fear,‘ joy, admiration, and many other emotions
are awakened by good plays. If they are worthily aroused the child grows
"in fine sbensi‘t.ivityl and understandipg;' (Wafd 1950: 131). I—Iér deeper
Vc‘onvictior; reached bey‘ond a stimulating play for children. In a receﬁt
letter, included in Appendix C, she concefned herself with the needs of -
a playwright: "he needs- to know and understand children and care deeply
about giving t‘hem the finest thea'tre.: of which-he is capable"” (Ward 19720: .
n.p.). | .

Her thoughts on acﬂng Were aléo acute. She believed only the
. fihest acting Waé good enough‘for a child»audience and that if thé‘act_or .took
the resbénsibility 'in the developmeht of taste, "'he will never be guilty
. of ridiculing a character that he plays nor of fee‘ling. superior-to an 'audi—.

ence of young people" (Ward 1950: 174). She had no interest in the



20

_capricious actor. '.'Actors who thumb their noses at their audience by
resorting to slapstick have no place in children's_ theatre" A(Ward 195.0:
174)_. . Miss Ward clearly advocated believability for thé charaéter from
the actor. | |

Her déep concern for the audience was also expressed. Real-
iziﬁg a play was hot é play without fche viewer, the eye tb see what was
happenizj_g, she was ever alert to the problems of produéing: the pr:oper ;
audigrice, "Orﬂy when bedple regard the theatre as é challenge to fuller
living rather than a means of escape from life can drama reach a high

~ peak” (Ward 1950: 38). Another étatément indicating further disturbance
waé: '.'.if a generatibn of children grows up with a more'intelligent inter-
est in good piéys than ité parents and grandparents had, the ;cheatre Will
ﬁdt have to rély _ori the 'tired businessman' as an audienlce" (Ward 1950:

: 38) Miss Ward realized an audience, 'li]A<e the playwright and players,
mu'srt ‘spend unlimi_ted time-‘ over the years in an attempt to hold a high
standard of exéellence@ | - ’ T

Miss Ward went further.with her thoughts and focused' her

-attention on the bigger pictﬁfe, the atti'tude of people towards ch-ilvdren's,
theat;e. She saw America as a country far aheéd of the re.st of the world
in living standards and in-soéial consciousness, yet well behind other -
countries in cultural .endeavbrs, "America has fa(rvto travel along the

cultural way before it ever catches sight of the towers and crimson
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banners which line the first milestone of its journey™ (Ward 1950: 30).
She went on to say, "we in America have not reached the place as yet
where we take our theatre seriously. We congfatulate ourselves if we'
give the children éf our communities a few Saturdays of charming enter-
tainment" (Ward 1950: 270). The writer félt,several of Miss Ward's
comments indicated uncanny insight into the predicament many play- -

wrights place themselves, that of presuming they know what children ‘

want in the way of theatre. Her étatement in the book Theatre for Children .

exemplified her thoughts: "we need better understanding of boys and

girls._‘ ‘We should make a. scientific and detailed study of our audiences

and profit by it" (Ward 1950: 270). Miss Ward considered attitude the.

- concern of all who committed themselves to any area of children's theatre.
Alice Minnie Herts met the demand of her time by creatiﬁg good

entertainment for the Polish and Russian immigrant children in New York

Clty  She went beyond fhat démand by deaiing with the center of each -

child she touchedv° Charlotte.‘Chorpenning met the demand during the

d.epression years by c.réating a fanciful world of theatre in the Chicago

area. She sat with hef audiences and shared’their experience. Goodman

Childrén's Theatre was the direct result of her success., Winifred Ward

has bridged the time of yesterday ta today with her continuo:u's flow of ideas,

thoughts, and learnings. She freed "her chiidren"-by touching their inherent

desire for dramatic play. She also points to the future with her poignant
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_ s'tatement‘s issuing a formidable challenge. Ali three have known the
_importa_nc.e of understanding the ch.ild before aqthoritative -work cou:ld be
accomplished, All three interacted with the child and were su:ccessful

" with their pursuits bécause of their sincere interest éoupled with their '_

talent and ability in the field of children's theatre,

The Challenge, Today's Child

" The chal.len.ge of writing for today's child was foréshadoWed by
the wofds of Winifred Ward. The chil_d of the eérly sixties grew up in an
: ‘energetic worid, a péé_e s‘et. by the late Président_ John F. Kennedy. ;.'We
stand today on the edge of a new frontier-~the frpntier,of the 1960's, a
.frontier of unknown opportunities andlperils, a frontier of unfulfilled
- hopes a.md'threats_" (Box;ven 1970: 25). John Kennedy's words, stated in
»Iuiy of 1960, éould easily have echoed their way thréughéut the decade
| thét was to follbw, Children during th‘at.time were certainly affected not
by his words but by the évents that seemingly ,'illlus-tvratedA thé in’gent,

The world of violence came close to the home of evefy American

‘with the killings of President Kennedy in 1963; the peaceful black leader,
Martin Luther King,' in 1968; and Senator Robert Kennedy in June of the
. same year. The death and destruction continued with the emergence of
| black powér:— f'betweén 1964 and v19.6'7 black frustration at the gap be— .

tween promise and performance in civil rights reached the flashpoint,

-and 58 cities exploded leaving 141 persons déa_d and 4,552 injured" .
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, (Eowen 1970: 48). The \}iolence of the times occurring at such a high
level and inv such quantity quickly reached the hémes of Azn-rlerican fz;;LmiIieS_°
"The nation reacted (to the assassination of President Kennedy} as though
a great natural catastrophe such as an earthquake or é flood had sfruck "
(Bowen 1970: 29)0

The éhildren saw the bitte;ness of the decade reflected on their |
tel.evisioni screens. The news was not only évailable inbre quickly but in

greater quantity than the words the printed page could provide. Marshall

McLuhan wrote in his book Understanding Media of the world as a globai
~village because the media has rendefed space and time irrelevant. He
went oﬁ to state that "the viewers are now involved pafticipants“
(McLuhan 196-4: 277) . Televisibn’alsé had the unprecedented ability ’_to
visually and ve;bally_séturate the viewers with prolonged involvement
bécause of the repetitious formét used. - A. child could easily see the
same tragi¢ event. many tirheé in one day;

The drug cult turned the venergevtic decade into a psychedelic,
frenzied search forlfreedom and inner peace. Peacé was also bursu’ed on
£he homefront with the contiﬁued battling over the Vietnam War. As th.e
' deéade began,- the protesting scarcely existed', but by 1969 "more than
250,000 p-r'ortestersl staged the biggest demonstration in the capitol's
»history" (Bcj>wen 197Q: 206).V The musical hit Hair summed up the young

| generation'-s'- ideas and protests (Bowen 1970: 89). The play, with its
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riudity, wild, powert’ul music, and mystical liberation toured its poignant |
Vmessage,throughout the country. | |

The 1960's also brought space travel to mankind's dgor., The
moon WavS reached in that decade. During the71930's7 and 1940's space |
adventures were the property of the comic strips and movies, but by the
1960'5 the fiction haci become a reality. The child's dream of a trip to
the moca or Mars became anvincreasing probability Withl each‘rogk.et he -

' saw‘launched jfrorh his family television set. |

Because of the tec-hnglogy thrust in the past twelve vears, -

. questions pre sented thems;élvas to the writer concerning what children

Want tg see inb the way of dramatic production. Are children interested in
fairy tales, or has our energetic society thnist the child into a mecha‘nical'
world devgici oflfa‘nta_sy and dreams ? i—Ias the Werd of violence caused

tiie child to visualize a story in terms of death and destruction? Has
television programming affected the child's demands upon the play

script ? Do’ctiildren want to see plays that mimic gharacters and programs?
Are children actively interested in participating in the creatiori of a play
script or is their role more oi the pa'ssive observer? o

To disr:over the answers to the aboveiiquestigns and to gather
information for purposes of writing a play, the writer chose a.method
which Vwould ai_low iriteraction with the child. Rather than rely tgtallir
upon theories and/or concepts as to What children want in theatre, a

personal study with children was conceived.



CHAPTER 2
THE INFORMATION GATHERED FOR PLAY CONTENT

The writer believed that the child is capablé of contributing ideas _
which can be integrated into a play structure. By such proceduré the
child can express what he desires in play content. The Writer did‘v not
attempt to solicit plot or play structure from the child but only content--
. . that is, the kinds of things children like to see in a play. The writer
established the play.activity or plot. VThe problem was to determine the
interests and desires of the child. The method devised was to survey
leaders in the field of children's theatre as Well as a group of children
(see Appendices D and F) ,v The survey procedure was used bAecause it

was an efficient method of gathering specific information from a large A
~group of individuals. . The writer further believed that the results of the
- above procedure coﬁld' produce information pertaining to Wh_ét the child
wants in theatre to&éy, as well as sufficient play content to incqrporéte

into a play structure.

The Adult Survey

"The purpOsés of surveying leaders in the field of children's
theatre were to allow a poiht of departure-and to lay groundwork for the
proposed play. The writer felt that if inadequate information were gained

25
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| from the children's survey, sufficient knowledge and data could be
' processed from the adult survey to accomplish the desired end. Test
' .-survey questions were cre_ated and subrﬁitted to a small group of indi-
viduals i‘nclu_ding teachers, college students, and community people for
evaluation,r The writer wished to détermine if the questions Wel;e clearly
stated, if the questions met the intent of the survey, and if ;che.method Qf
testing was éound, Those participating suggested s'everal change.S’in |
terminology and word clarification and proposed ways to improve the plvay
category selections and charapter types. A question which asked if an
intermission interrupted the flow of a play .Was deletéd becauselthe{y felt
the answer to be obvious.

After the changes were incorporated into the final ‘questionnaire,
the formé were mailed,e The éampling included all theatre arts 'départments

which offered a course or courses in children's theatre, as listed in the Di-

rectory of American College Theatre (Ayers, 1967), published by the American

Educational Theatre Association, Inc. Also included in the survey were
the governors of the Children's Theatre Canerence, including the honorary

director, Winifred Ward. ' Names of governors were obtained from the

American Educational Theatre Association 1970-1971 Directorj, The
sampling was designed to gain a response from teachers and professors
who were not only knowledgeable but also trained in the field of children's

theatre. "Experienced investigators have realized that just as important
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as a sétsifactory frequency of return is the matter of who in the popu-
lation responds” (Rosher 1963: 300). One hundred fifty ques’;ionnaires
were mailed November 29, 1970._ A cover lefter (see Appendix F) was
included with each questionnairé, which was addressed personally to -
either th;a department head or the individual teaching the children'é
theatre course. It was felt that a personal approachr would assure a
highef percentage of retufn,v | {

Eighty~nine or sixty-two percent of the surveys mailed were an-
swered. A small number of those sﬁrveyed considered their opinions .
irrelevant and returned the questionnaire unanswered with a brief ,
written enclosure. Others stated that although listed in the directory,
the children's theatre course had been either discontinued or not yet
established. The eighty-nine viéwpoints were opinions of respondents
affiliated with children's theatre organizations or universities in thirty-
éiéht states. Of the total responses, forty percént return came fro_m the
gbvernors of the Children's Theatre Confe}ence, and sixty percent retum

came from the colleges and universities surveyed.

The Analysis and Results of the Adﬁlt‘Survey

The adult survey was divided into five sections. The first.
section, containing queétions one through four, was to establish the
educational background of the leaders in the field of children's theatre.

The second section, comprising questions five and six, concerned the
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| purpose of producing plays as well as the type of mater(iél used. The
third section, questions seven through ten, involved answers designed
" to aid the writer in preparation for the original play. The fourth section,
govering rque.stions eleven through fourteen, contained questions con-
cerning what kind of plays the adults thought children wanted, specifi—
cally in play typ.e, character type, play length, and audience'
participation. The questions in section four were duplicated 1n the
children's survey in order to compare what the children stated they
wanted with what adults thought children wanted. The -la st section,
question fifteen, requested a list of plays for a possible season of
children's plays. The information gained from this section was to deter-
mine the popularity of original play material as well as to establish the_
contempdrary interest in producing neW plays.

All eighty-nine respondents aﬁswered section one. | Question
one of this section asked what the respondent did: directed plays with
adult aétors for a child audience, directed plays with children actors,
or taught children acting techniques. Space Was'also pr‘ovided for t’hé
respondent to add other activities. Eighty respondents directed plays .-
with adults, fofty-six directed plays with children, and twenty-six
téught acting techniques. Twenty—ninew leaders added the categorgr of
~creative dramatics. Eight others listed a variety of activities which in-

cluded: teaching: history of children's theatre, puppetry, play writing,
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working with the community in children's productions, teaching teachers
- how to work with children, and teaching childreﬁ‘s play production. The
answers from question one concluded that the average respondent was
principally active in two areas of teaching, directing plays with adult
actors, and directing plays with children.

Question two asked the'numbe,r of vears' experience the\ indi~ _
vidual had had in directing, teaching, and working with children's pré— '
: Qrams, A table was included so that the respondent could indicate his_

: experience in years. Of the eighty-six who directed plays, thirty-six
had done so for over fifteen years, and five had directed‘ for a one to two
year period. A total of sixty-four participants indicated they worked with
children's progfams, and twenty-two of them had been active for over
fiffeen yéars, while six had been involved for a one to two yeaf period.
Seventy-seven listed that they had taught children's theatre. Thirty-
nine had done so for over fifteen years, while only one had been teaching
for.one to two years. Other experience added by the participants included
counseling, community service, and professional training. Question two
éstablished that- the average respondent had ten and six~tenths years'
experience in children's theatre.

Question three asked for personal training of the respondent in

directing, acting, technical theatre, child psychology, crative dramatics,

and child growth and development. The training was to be limited "
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specifically to children's theatre. A check list was included with the
question so answers could be listed in credit hours from "none” to more

' than "twelve." The results are tabulated in Table 1.

Table 1. Leaders' Training in Children's Theatre -

Credit Hours

Course Work - 1-3 4-12 12+ None No .ré'sponse
Directing o1 392l 10 8
Acting ' 5 33 19 12 20
Technical o 5 27 23 11 23

Chilap sychology 15 26 113 24
Creative Dramatics 20 23 11 15 20
Child Development 10 21 7 20 31
Other

The answers to question three determined that the average leader in
children's theatre had completed three and four-tenths courses in study

with an average of nine and five-tenths credit hours in each course. A
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. few of the respondenfs listed training in the "ofhef"’ Category,_ consisting
of training in play production, community servic‘_-e, and professional
churing .

| Question _foﬁr aékéd how many plays the respondent attended
over a five-year peripdo The individual'wés asked to circle a number
frOﬁl one t:o twenty. ’i‘hirty-one respondents indicated that they had
attended‘ the maximﬁm éf twehty pléys as compared to tén who had seen
no.né_,'_ other than their oWri producﬁonso The answefs té question four _
indicated that the average leader in children's theatre sees twelve play‘é ,
within a five-year period,' |

| Section oné of the survey established for the writer that the

'fespondents had sufficient ’crairﬁng and experience in children's'theat‘re
tb answer ,-tllme spr\'f'ey,knowledgearbly and with authority.

Section two of the survey included'questions five and six.
’Quesﬁon five' concerned ‘ébjectives,- reaéons the participants produced
»plays for children. The objectives listed in the questionnaire were the
E fo_lrlowing:' exposufe to folklore . communicate ideas, expand cfeative
interest, teach moral lessoﬁs, and entertainment. Space was provided
for »respondents‘ to describe personal pbjectives, All 'eighty-nine éf the
participants ansWered the question. Their. first preferenée of objectives
Wasr listed as »follows-: | expend cfeative'inférest, forty-nine percent;

entertainment, thirty-seven percent; communicate ideas, eight percent;
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/ expdsu;e to folklore, two p"efcent; teacHh moral lessons, one percent.
TWéive percent of those responding added personal goals which V\.rere'
listed in equal value with the first choice. The personal objectives in-
cluded: deepen life experience, two percent; make money, two percent; |
train future audiences, one percent; develop aesthetic philosophy of
drama, one percent,

The answers to question.five indicated a‘ high percentage of
interest for expanding the creatix/;e interest in the child. Only one p.er'-
cent Was concerned with the teaching of moral lessons. Thirty~seven
pe’rceﬁt listed entertainment as an important objective. Such a statistic
is 'suvrpris‘inglyrlow considering many of the respondents indicated, "one

~ must entertain first and foremost. "

Quesﬁon six asked what type of play material the respohdents ,
used. . The listing included the following: original, your own, publiéhed
plays, and adaptations. Individuals could mark all ioossibl_e answers if

"they used each described material type. Eighty-four of the respondents:
answered question six. Because éll of the leaders listed two or three
play types, the tabulation was recorded by a number of votes out of the
possible total of eighty¥four vfor each play type. Sixty-six listed pub-
lished plays, sixty-five listed adaptations, si;cty—one listed original
plays, and fifty-one listed your own. Manﬂ/ stated that good. published

plays were difficult to find. - The response to question six clearly showed
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a Variety of material Was éonsi.dered for production,‘ The writer f;)uﬁd the'.
high percentage of votes for original materiali and adapfations indiéative |
of a-definite interest:in new topics and new meth‘od.sl of telling -svtories.
The writer felt, however, that because of the lack of good published plays,
as indicated by the re sponcAients} attention was now beihg turned toward
the original play because bofié need for better material.

| Section tw;o_revealed a pfoportionally low. vote for the objectives
-listéd. Although the maj ority vote concerir;ing creativé intereét was twelvé
percent higher thari the secohd highest, less than half the particip-a‘nts
voted for the most popular objectivve. A‘Ent'ertainmeAnt ;evcei'ved only-a thirty;
seven percent vote, The responde'nts4did, however, use a variety in play
rﬁaterials, offéring a balance of play types.

Secﬁon three inqluded questior_ls' sé\}'en through ten. Questio'n
seven concerned the possible.television influence on children in relation-.
ship to their thinking aboﬁt live theatre. ‘The qﬁeétionnairé»aéked specif—-
ically if 1;he' child's attitudes had chaﬁged in the area of attention span
and script demands.

All ieighty~nine of the resbondents answ.ered'.the questionA,
Sevgnty—eight rer.spondénts indicated a definite change héd 4occu_rred,
fifteen percent stated no change had taken piace, and the remaining seven

' pé_rcent desigﬁated no opinion or that they wished to:make ho judgment.

Some participants wrote comments which the writer felt were of value
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, because of the added insight th-ey gave into thé attitudes of the leaders. |
Mona Brooks of Fairmont State Coliege .describ.ecjl teaching- mountaiﬁ
children who had seen very little television, few moviés, and:had not
~seen livé theatre of any kind before she began her work with them. She
felt the mountéin children were more_‘honestly‘ interested, stating that
» théir attehtion s‘pan Was longer and more intense than the attention and
- interest span of thé town children. She described the n‘earby town éhil—'
&ren as "more rowdy, 16uder and more demanding thén the mountain
children. They {(the town bchildre_n) e}ipect to see the actors say things :
they have heard on.tel'eViSion and become bored if the plays are less than -
higih ténsion plays,. "

"~ Two respondents who felt télevisioh was a bad influence on _the
: child were Kathxjyn E. Kays'er of the University of Denver and Déris
Simpson of Southeastern Sltate College in- Durant, Oklahoma. Professor
Kayser criticiéedje;levisién for the frantic qual_ity‘,in the programs, specif?-
ically "Sesarﬁ'e Sfreet" and "The'Electric Company." She also felt the
- child's attention span was shortened. DorisQSimpéon felt television
developed "habits of mind” in the child. She felt they expected and
" desired to see stereotypes as well as the same kind d_f realism used in
' televisiovn stagihg,, She further stated that the child is no longer asked
‘to imagine or preténd When_Wat'ching television and consequently must be

"encouraged to do so" when seeing a live stage production.



. 35
Several respondents had high prai‘ses 'for television, expressing
thoughts that the influencéwas of ibene‘_fit to the_.child', Charley Helfert
from Soﬁthern Methodist Universitsr in Dallas stated, f;most TV for kids
is one hundred times better than most children's thea:tré. We should be
ashamed. T.V. has made kids so _sophisticat'ed that our fairy tales died
ten years ago. We lovse° " John James from Ohio State University stated
he.feit_;élevision "has improved children's attitudes ané has certainly_
enlarged their thihking és well as increa sed th‘eir aftenfion span., " 'Rob_in
vHall of S,outherh Gonnecticut State College felt children were demandind :
~ better quality in théatfe because of the improved material they see on the"
scfeeﬁ-z "they wanf more interesting m'aterial,v but the problem is'good

‘scripts.’ Miéhael Gerlack from Midwestern University in Texasi stated,
"] think that allv children can jurﬁp from scene to scene much more
qﬁickly since the advent Qf T.V. T-hey'will fill in the gaps. The play~-
wright doesn't have to spéli out everythihgo " |

Two respondents were cit.ed who stressed the necessity of using
reali‘sin on stage. ero Poletis f;om the‘ college of Saint Cétheri’he in
| Saint Paul, Minnesota, st_atéd that the child cannot be fooled by the
theat_re's attembt af special effects when televisionchan héndle themrwithr
"dynamic realism. . . . Now we can concentrate on character, plot and
- action. We can forg’et. abéut trying to 'fool’ kids with ‘special effects

when television can do much better,' Professor Poletis went on to
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éxplain that Goodman Theatré in Chicago "is nbw bombing out with sci-
ence fiction plays which ape 'Star ‘Trek" and can;t competé. , 'i‘he rki:ds are
bored by it. (And the plays are goodl!)" A Vprofe.ssor ffom Staté College
in ‘_Pennsylvan.ia statéd that the child of today is 'moré aWare of hls world
due fo the telévision'experience: "Thus he is less satisfied With fairy
talies and aésifeé a réalistic treatm»ent in play s‘cripts. " He also felt
qhildren were "§e® receptive to the live, real experienée" :created ina-
pl.'ay.‘. . |

rI‘-he answers to question seven revealed that television notoniy
has had é great impact upon the child but has Vhadr a profound influence
upén fhe child's attitudes and thinking concerning plays. There were
'COnflictiné 'viewpoints aé to the actuél effect feleviéion has bhad,_whether
the effects be negati.vei, caus'ing'less of an attention span, or positive,
"c‘éus'ing a larger ‘span of atteﬁtion, butAthere is no-question abouf the fact
that _c'hildren"As a’;titudes have altered. The child -is more demanding and
more sophis'_cicéated due to the 1afge world he views through television,
The gquestion ifl telévision keeps the child away from live theatre or has |
‘the opposite effect and drivés thé child's interest to live theatre was not
re‘solved,
Qdestion.eight asked the respondent to rank according to prefer-
e’nce,Anine play.eleme.nts: Aaction, ‘character, plot, costumes, music, _

~ dance, songs, scenery, and special effects. The pﬁrpose of the question
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. was to determine vsvfh.at elements the respondents'thought most worthy of
speciai emphasis in a play. All eighty-nine of the respondents answered
question eight but not ali marked éach play element. for exarﬁlple‘, many
listed oh.ly character, action, and plof; ‘Table 2 below indicates the num-
ber of individuals who voted for each play element and their preference
froﬁ first to ninth chéice, Three percent of the total voté stated.all were- .
Qf-equa‘l_'importancé', an‘d onev percent stated thé questioh was impossible

to answer,

Table 2. Préference for Play Elements

. Adult choices by percent

Piay Elerﬁents 1st-2nd choice 4th-6th choice 7th-9th choice
‘Aicv':tion : - 96 | 0 0
Character - '»91 _ | 3 T -1
Plot - 79 - 12 ' 6.
Costumes 33 38 - 13
Music - 24 45 10
.Dance _ .' _ : » 22 33 | | 24
Songs . 20 20 | 38
Scenery o1 - 33 | 27

Special Effects 22 10 ' 35
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The findings from Table 2 point out that action; character, and plot were
the three priority playvelements indicated by the-leaderso | Eiéhty—five
individuals believ;ed that action was the most important play element to
be considered when writing av play. |

Question nine of section two asked what childrén's age the re-
spéndent feit Waé thé most respons.ive for the' purposeé of fact g'athering; ;
and audience testihg. .The purpose of the question Was‘ to determine the
most suitable agé for iﬁte'rviewing, because of the éhilaren's survey and
to determine the preferred audience age in view of play production. . |
Bighty-seVen partiéipants' answered qgestio_n nine., Fifty-sex percent
liéted ages six to ten, eight percent indicated ages three to six, and
' 'seven perceﬁt listed ages ten to four;ceen, Twenty-one percent stated all
'éges were équally responsivé, while eight percent stated the question
'ééuid not bé answefed° Question nine established that ages six to ten
were the best ages for faét -gathering and for a child audience in the
opinion of thel r.espOnde.nts,

Ques_tionA ten was the 1ast question in seétion two. The question
" asked if the leader 'thought'child.ren‘s opinions about what they Woﬁld like
to see should be consid;red.when writing a play. This question was im-
portant beéausé of the writer's intent to gather childrep"s ideas for the
Writing of the‘play,. Eig_hty-six of the participants answered question -

ten. Seventy-seven percent stated children's opinions were of value,



39
while thirteen percent believed children"s ideas were of some value but
only if interviewed properly, and ten percent stated children.'s opinions
were of no value. "

Maureen‘McIntyre, director of the children's theatre ac’:tivities
at Sam Houston University, voted with the majority on using children's.
ideas. She stated, "they are very definite concerning what types of
characters they prefer and they epress a strong preference for 'slapstick

movements. She went on to séy that children are more demanding -today
and want something which is "new” constantly.

Three of the leaders had deﬁnite opiniqns agaiﬁst using chil-
dren's ideas for writing a play. Richard Eschliman. of the University of
Tulsa felt that the writer would attémpt to please the majority and not
cater to the child as an individual. He also stated that the write-r would
"probably add too many gimrfxicks aﬁd therefore lose the clarity of theme
and purpose.” AKenneth Graham, ChairmanAof tf'1e Theatre Department at
~ the University of Minnesota, feltr that "few children know what they truly
Wént or like., but if information i.s gained by indirect means, it can be
mo.st helpfﬁlo " Richard Adam.s,,a teacher for over fifteen years at
California Lutheran College, felt surveying children was of little value.

However, the responses to question ten indicated that a total of
sixty4six people out of the total of eighty-six felt children's opinions '

should definitely be used to gather information for play ideas and material.
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Section four, questions eleven through fourteen, asked_what kind-
of 'play- the adult felt the child preferred, the Eiréds of chal;acters tk;e
_c'hilld liked, the best play length for é child, and if fhé adult-felt the
child au‘die‘nce sho'uld participate in a play. These qﬁestions were dup-
licated in the lchildren's survey for comparafive reasons. The Writer waé
cuﬁous to discox}ver 1f adults statedr only what they believed children
wanted or if their experience had ailowed them to actually know what the
child desired in the area of theatre. Because the pﬁr‘pose of section four
was for comparative study,.the answers have been included with the.
, children‘é survey béloW, ' |

The fifth énd final section of the survey asked for:a listing of
“five plays fof a pétential children's éeason,, The purpose wés to tally
V\;hat plays were moét often chosen and to discover if new plays would be
’iﬁclﬁded. ‘A new play Wasfdetermined by. the writer as a play written
after 1960. Seve.nty-two ‘of the leaders énswered.the question. Of that
number fift?—éight listed the requésted five plays, while others listed
from one to fou-_r, From the totalv of one hundred si#ty—seven plays, those
piays listéd five times or mbre az;e included ianable 3.

Table 3 indicated Ahdrocles and the Lion to be the most popular' -

play and Charlotte Chorpenning the most often-produced playwright. Ten
of the one hundred sixty-seven plays listed were by Chorpenning, and

three of her plays areAincludec'i in Table 3. Oniy seven percent of the
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Play Author Percentage
Androcles and the Lion Amard'Harris 33
Original -- 31
Winnie the Pooh Many adaptations 17
Wizard of Oz Many.' adaptations 17
Cinderella Charlotte Chorpenning 17
Aladdin James Norris 17
Peter Pan James Barrie 14
Shakespeare Plays Shakéspeare 14
Tom Sawver Sara Spencer 11
Alice In Wonderland Many adaptations 11
Reynard the Fox Arthur Fauquez 8
Rags to Riches Gerald Harris 8
Dancing Donkey Erikas 7

. Jac.k and fhé Beanstalk Charlotte Chorpenning 7
The Clown Who Ran Awéy Conrod Seiler 7
The Ice Wolf Joanna Kraus 7
The Emperor's New Clothes Charlotte Chorpenning‘ 7
The Thwarting of Baron .

~ Billigrew Robert Bolt 7

‘Heidi- Lucille Miller 7
Pinocchio Madge Miller 7
Improvisational Plays - | 7
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participants selected new plays to produce but the consistént popularity .
- of new plays accounted for the fact that twenty-one percent of the ﬁlays
inéluded_'in Table 3 were published after 1960. Forty-two percent rof thé
respondents indicated a desire for new play scripts.-

When the selection of plays from question fiffe.en was compared
to the type of material used in question six, seventy-eight percent stated
they used original scripts but only thirty-one pefcent decided upon an
originai text in the listing of a season of children's plays. This re\}e'als
that there is theoretically a desire for original material but in actuality a
hesitancy to present new scripts. The hesitancy could be'accountefi for
by a 1&_10‘1; of good, available, and neW plays.

In general, the results of thé survey indicated that the leaders

were well qualified to give opinions and answer the questions. Their train-

-ing gave credibility to their answers and strengthens the conyiction that
childre_n's theatre is derived from the educated people who actively partici-
bate, The survey ,expéséd a deep ihterest c-ombined with a deeper frus-
tration in attempting to achieve success with the kinds of plays children
want, The leaders were eager to discuss thé imﬁact and gathering .power of
televi.sion and many expressed annoyaﬁcle at the theatre's inabilify to
achieve greater attendance for children's plays. Some felt televisioﬁ had
improved the child's interest andv curiosity while others felt television

‘had a definite stifling effect upon the child. The majority .of participants
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wished to expand the creative interest of the chilci but many pointed out
.f-h‘at‘ piaywright‘s often 1»ook to tele\}ieion for script ideas.
~ ‘The survey further revealed a conservative at;citude. ) The people
with more experience generally held the more conservative attitudes,,l
This was evident in their negative response concerhing asking the opin-
ioﬁs of children,i their disinterest in using original play scripts, and theif )
belief that audience participa'tiron was not good because it destroyed the
aesthetic dista-nce and %fal'.ue ef r'a play. The co'nservati%ze attitude ‘was
also prevalent in the play choice of the participants, , They relied heaviiy
upon the w}ell—established', popular—name play. The writer concluded that
a defiﬁite desire to use new rﬁaterial exists but the inhibiting factor is
the lack of good scripts. Becaﬁse of this dilemma,_ the conservative at-
titude appears,_"at' least presentlir, to dominate the a'rene’ of children's

'thea'tfe. William Birner stated in his book Twenty Plays for Young People,

"the ifnportant 'today play’ remains. unwritten" (1967: xxi). Charlotte

| Chorpenning Wrofe for her time, and for that reason she was successful.
The_fact that her_ plays are srtill rproduced _eohﬁrms the point that not
enough contemperary work has been written to take the place of her plays.
Some of her plaﬁ; scripts will élways have eharm appeal bﬁt they should
not dominete the: scene of today because they are not re'levant. The par-

ticipants in the survey expressed a strong interest in new scripts, and
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~the writer believes that when good plays of our time are written, they

will be enthusiastically received. |

The Children's Survey

The problem of a children's stl_rvey was to create a questionnaire

' simple in scope but capable 4of attaining. specific and complete information.
The writer did not want the child to beccrhe quickly bored by a group of
’ ac.ademicvquestions ncr_by questions he rnight.find too childish 4or- dull.
The‘decision wés made to personally conduct ttre survey so that the
child could be obsertred and intera’ction‘ cculd occur.

A test sur{/ey was created and submitted to a group of childreri
'_ andadults, ‘The writer wished to determine the clarity of the questions,
particdlarly from the child's pers_pective. Many children were slcw in
’ reeding and answering the. q_uestions; ‘They indicated a breference for an
‘orel q_uestion and answer session. A change submitted by the adults was
the' deletion of the wordsd'choice " and "no opinion" after several questions.,
The adtllts felt that although children have definite opinions , the possi-
bility of s}e‘veral choices, particularly in an oral survey, could be con-
fusing. The adults' suggested that the Chiid not be -reqtiested to vote for
ia rro'—opinion arrSWer, I—Iowever, the writer should record a no-opinion
Vcte. The advised changes were incorporated into a final survey of

~ twenty questions.
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The questionnaire was then presented to seven schools in the
Tueeon area. | The schools were chosen from varying socio-economic
areas rather than by .random sampling because the writer did not wish to
prejudice the script according to the preferences of oniy one group of
children. Three hundred and eight children from grades one through six
were surveyed. Aii average of three percent did not contribute. The
questions were presented to an entire class and discussed until each
child indicated he understood. The ariswers were attained by the raising
of hands. Eac'h child was asked to vote only one time. However, the
Wi'iter observed the't accuracy was impossible due to the enthusiasm of -
the children. Many children voted more than once. The writer attempted
noi to include the extra votes when children used both hands. All per-
centagee listed below were based on a total voting capability of three
hundred and eight children less the average three percent not
participating . |

Time spent in each classroom depended largely upen the age
level and understanding of the children_° The average time used was
thirty-five minutes. -Ansx&ers gathered were tallied after the se\}en schools
were surveyed. The highest percentage of votes from the iotal number of
children participating determined the final answer. Testing covered a
period of ten sciiool days from December 7 through December 18, 1970,

'The vital school information constitutes Table 4.
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St. Michael's - mixed

| , Number
'School Economic Area Teacher Grade inclass®
~ Liberty ' lower ‘Mrs. Musgrave 3rd 32
5101 S. Liberty Ave. -
Liberty - . : : lower Mrs. Craig 5th 30
Rooseveilt , . lower Mrs. Bently 3rd .32
1201 N.} 9th ' ' S
Browd o middle Mrs. Hall 4th 30
1705 N. Sahuara Ave. ' '
Tulu Walker o middle Mr. Cook 6th 21
1750 W. Roller Coaster
Lulu Walker ~ middle Mr. Cook 5th 26
Sunrise . upper Mr. Mateer 6th 23
5301 E. Sunrise Dr. ‘ ' ‘
‘Sunrise | | upper Miss Reynolds  4th 19
Sunrise : . upper “Mr. Roberts 5th 19
Schweitzer mixed Miss Deinowitz . 1-3 8
4831 E. 22nd '
St. _Michaél's » jmixe'd Mrs, Iohnsén 2nd .16
501 N. Wilmot - |
St. Michael's =~ mixed - ‘Mr. MacBath 6th 15
St. Michael's = - mixed ° Mrs. Creswell 3rd 18
Mrs. King 4th 19

*Total 308
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Thé Anélysis and Results of the Children's Survey
The children's survey was divi_ded intq “four sections. Questions

one and two completed section one. The questions asi<ed howﬁ many of the
students‘ understood What a live stage playlwas and how many of them
had actually séen or participated in a children's pléy. Section two,
, quéstion-s .three throuéh' six, gave the child the choice of play type,
character type, play length, and audience par’cicipation.; The quesﬁons -
in this section were dup-licated in the adult survey f.or c.omparative pur=
poses. Section three covered questions seven through seventeen, Thisl
division éoncerned additional script"preferences of the child, such as
locale, cast size, use of a narrator, songs and dances, choice of a hero
‘type, né'cessity ofl a villa;n, and the ﬁse of a familiar ratherAthan an
original story. .The finé.l sect'ion:, questio;ls eighteen through twenty-one
aékea ‘production questions not related directly to the script. The pur-
pose_Q'f this secti_on» was to ascertain the interest 'va the cﬁild in the actor
and in a live s;;tage production. Qu.es'tion twenty—onevésked for the‘chil'd's'
favorite color, The writer felt the dominant colors Aco.uld be used in the
set de_sign and/or costumes in acfual production.

| The foﬁr sections of the children's sﬁrvey were designed to" com¥ '
pile information fof the purposes of creating play corﬁ:ent and answers
régarding what the child wanted in theatre. Section one established that

ninety-five percent of the children responding understood what a live
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stage,piay was and that eighty percent of them had seen or participated in
a play for children; Section two comprised the comparative study.
Question eleven of the adult survey covered the same inquiry as
quesﬁon three of the children's survey. The question concerned play type
preferred by the 'child. All eighty-nine of the adults responded by listing
a preference among the following: fantasy, contemporary, suspense-mystery,
science fiction, musical, and other. The children were urged to vote for
their first choice but Iﬁany indicated several first choices while others
Véted for second and third choices. Tgble 5 illustrates the comparative
~study of adult preferences with the chil.dren's- preferences 'regarding play

.types. )

Table 5. Preference of Play Type

-~ Adult 1st Choice | Child 1st Choice
Categories out of 100% out of Total Vote of 300
Fanta sy o - 45% " : 33%
’C'ontemporary | 8% - 38%
Suspense-Mystery _ 2% , 81%
Science Fiction 1% | - 76%
Musical 18% 23%

Other Heroic Tales 26% Comedy 80%
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The results of Table 5 established that fantasy ranked highest in
the adult viewpoint while the suspense—mfstery play rated hiighest from
the.child's point of view. Science fiction also received a high per-
» ‘centage vote. from the children but only a one perqent firsfc choice vote
-fr_om the édults, Twenty—six percent of the édult vote residec,;l in the
"other" category and included such statements as, "one can't éeheralize; "
and "all are équal. " Heroic tales was an added category by the adults |
and received a twenty-six percerﬁ: vote for first choice. The children
indicated comedy as another category bfefe;énce,

The next questién used in the comparative study concerned
character type. Question twelve of the adult study and question four of
the children's survey dlealt with the inquiry. All the adults re spondéd and
listed their preference. Three hundred children participated. The chil~-
dren \&ere again u»rgedrto vote by preference but many voted for several
choices. Table 6 illustrates the comparative study of the question.

The results ofrTablé 6 indicate that the two highest ranking
types were qltimately agreed upon by both pa"rties, The child's first
choice was for the supernétural character while the adult vote was for
animal characters. The second choice for the childz;en was for animalsv,
and the second choice given by the adults was for supernatuvraljcharac—

ters. Seven percent of the adults voted in the "other” category and
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Table 6. Preference for Character Types

Adult 1st Choice Child 1st Choice
Categories out of 100% ‘ out of Total Vote of 300
Supernatural | - 19% 80%
Rovalty 10% , 36%
- Comedians o 15% - 66%
Animals | 24% | 72%
People (everyday) | 15% 38%
Other 17% ' Spacemen 58%

stated that a generalization was impossible and/or that all charaéter
types were equal. The children added a spaceman character.
The third comparative gquestion related to play length. Question
: thirteexll of the adult survey and question five of the children's survey
sought the same answers. Pdur percent. from the total eighty;-nine adults
partici-patingrdid not concern themselves with this question. Thrée hun- -
dred children participated. Table 7 illustrétes the ¢omparative study of
the question.
Cénclusions derived from Table 7 indicate that the majority of

participants from each group preferred a play length of one hour or more.
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Table 7. Play Length

Adult Vote - Child Vote

Under 1or Undef- 1 or
-1 hour more No vote 1 hour . more " No vote
- 34% 60% 4% - 7% - 84% 9%

The final questioh fbr the compafative study éonsidéred audi-
ence participation. Questio'n fourteen of the adult survey and quésﬁon
" six of the children's survey concei‘ned the—inquir?., All the a’du_lts-
answered the question while sevénteen perc’ent of the childréri did not re-

spond. Table 8 illustrates the comparétive study of the ques‘cioh@.

Table 8. Audience Participation

Adult - out of 100%  Child - out of 100%

7 Yes No . Conditionally Yes No No opinion

43% 25% ' 32% 54% . 29% 17%

"~ The conclusion reached from observing Table 8 is that a majority of both

parties voted favorably for audience participation.
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Section three constituted the bulk of the children's survey.
Question seven considered locale. The listing incrluvded:- house, moon,

" palace, scary place, magic place, and other. Ninety percent of the
children voted for a scary place. Sixty perce_nt voted for,_a magic place,
forty-eight percent votéd for the moon, and twelve percent voted for a
house. Many of the participants voted for several choices although they’
were asked to vote for only one locale. Five peréent voted,.for other.
Some of the other suggestions included: a space ship, a Vwci)ods, the
mountains, the desert, Mt. Lemmon, aﬁd Colossal Cave. Approxi-
mately three percent expressed no response.

Question eight asked the child to vote according to preferenc;e
for the following play elements: riddles, songs, danrces, funny names',
falling down people, pantomime, and other. They were allowed to vote
as many times as they wished. Three hundred children chose to partici—
pa.’te° ’_Sixty-seven pe_rcc.ent.voted for falling down people and funny names.
Sixty-four percent voted for pantomime, fifty percent for songs and
dances, and forty—séven percent for riddles. |

Question nine asked if the child would prefer to have a narrator
expiain events during the course Qf the play. Twentyrpercent voted posi-j
tively while seventy percent voted no. The twenty percent votga consti-
tuteci children in the youﬁger grades with the exception of one first grade

who had recently seen a narrator in a play they di'd not enjoy.
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Question ten concerned a preference type for a lead character,
The éhildren were asked to express a choice between one who was brave
“and smart or one who was dumb and silly. Twenty-seven percent voted
for the brave and smart character, while seve'nty—threevpercent voted: for
a dumb and silly character. The majority of votes cast for the brave and
smart character were from girls.

Question 'elevén asked if the child preferred é play with a lvessic-)ﬁA
- or one with no lesson. Fifty—se%ren percent preferréd a lesson while |
thirty-seven percent indicated they did not.

Question twelve asked if the child would like a play with a
_ familiar story line or one which was new. Fifty percent voted for a new
‘story, thirty-nine percent voted for a familiar story, and eleven percent
>were uncértain,

Question thirteen asked if the_ child preferred to be given infor-
mation ahead of time regarding something which might happen to a charac-
‘ter in the play or if he ,would rather be surprised. Nineteen percent &oted '
. for advance information, sixty-one per’ce.nt stated they preferred to be
surprised, and twenty percent were uncertain,

Question fourteen asked if a villain should be included in the
play. Ninety percent voted affirmatively while ten percent voted '-nega-
tively. Question fifteen asked if a villain should be punished for his

deeds or if he should reform and be set free. Seventy-five percent voted
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that the villain be punished by death. Sixteen percent voted to set him
freé, while nine percent were of no Opinion,

Question sixteen asked if a piay should have a cast of approxi-
mately six or approximately thifty. One hundred percent voted for a large
cast. Question seventeen asked if a play should have one lead charac-
ter or several. Eighty-four percent voted for several lead charaéters,
Thifteen percent voted for one, while three percent did not vote.

The fir}al- section of the children's survey covered general
questions. Question eighteen asked if the child would enjoy Watching
the actor apply makeup and costumes before the play began. Fifty-one
percent stated no, forty-one percent stated yves, and eight percent did
not respond. Question nineteén asked if the child would enjoy visiting
the actor.s after the play. Ninety~-four percent stated yes, one percent
stafed no, and five percent were of no opinion.

Question twenty asked if the child preferred a live stage play or
a children's pfogra-m- on television. Ninety percent vofed for a stage
play whilé ten pércent voted for television. Question twenty-one asked'.

- for the child's favorite color. Thirty-three percent preferred blue, seven-
teen percent red, twelve percent purple, and eight percent green, Many
cbld_rs comprised the .remalining' thirty percenjt,

The writer be’lievved all questions of the survey to be understood

by the child_ren interviewed and that the children responded with interest
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and honesty. The answers were compiled from the seven participating

schools, and the results synthesized, constituting the play content,

The Play Content

To provide content, the topics or matter to be treated in a play,
for a play script, two surveys were taken, one for adults and one for
children. The answers to both surveysAwerevcompiled,‘ reviewed, and
éompa_red, By the procedure described above, conclusions ;;veré ‘a'ttained
and the play content resulted. Table 9 illustrates the play content
results.,

Table 9 dictated the following script requirements: a suspense-
mystéry, play with comic elements, supernatural characters with animals,
a running time of at least one hour, participation by the children in the
play, a scary locale where falling down people and funny~-named charac=
ters lived, songs, dances, pantomime, and a dumb and silly lead
charactér.,, The play must include a lesson within an original story.
Further requirements included a large cast, several lead characters, and
a villain who must be punished by death for his ill deeds. -The children
also indicated during the survey a desire for a realistic approach to the
play. The adult preference was fahtasy. The writer determined to take a
realistic approéch With-elements of fantasy included. The importance thev

adult leaders placed upon action was not neglected nor was the fact
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Play Type

Suspense-Mystery and Comedy

Character type

Play length

Audience participation
Locale

Play elements
Narrator

K’indAsr of characters
Lesson

'Original

Advance information
Presence ‘of Villain

, Plinishment for villain
Cast size

Many lead characters

Supernatural and animals
Long - one hour
Yes
Scary place
Funny names, falling-down 'peoplev,
pantomime, -songs and dances
No
- Dumb - silly
Yes
Yes
No
Yes
Yes (by death) -
Large (30+)

Yes

that they suggested the most responsgive audience ages to be six through

ten vears.

Because of the many written comments involving the differences

between television and live stage plays, the writer decided to take
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.advantage of the live aspects of the theatre by allowing the characters to
interact with tﬁe audience as>often as possible. Colors blue, red,

' purple, and green would be used in the set and costumes if t’hé play were

produced. The actors would also make themselves available to the audi-

ence after the play,

The writer felt with a working knowledge of children's plays of
the past, the guidance from cufrent leaders in the field, and a backgfoundn
of playwriting, a play could be constructed with the aid of children. With
that established hypothesis, a simple procedure was set up and-results
were easily attained. Sufficient infor;nation was available for the pur-

poses of writing a play, and the play subsequently written.



CHAPTER 3

THE PLAY SCRIPT OF

DANGEROUS DAKI AND HIS WORTHLESS WITCHES

The Cha;acte’rs:

Hi.mpeldunker: An agreeable witch who can be male or female. |
Schnotzenberg:v A nervous witch th can be maie or female.
Gluchensnof{f:r Afaliing—dox)vn witch who éan be male or female.

Dakl: A warlock, evil incarnate, egotistical and pompous. The "I" in
Dakl is pronounced "eye." '

Quince: Brave, bold and clever, but it comes naturally.
- Betty: Scared,but'wi_lling, also a bit brainless at times. -
B"e'rtha: Doubtful and full of weary, flat and stale platitudes.

Frog: Very big, for a frog. o

Setting:

A scary place full of cobwebs and scary things. There is a sign which
states "A Scary Place. " Stools and a table are casually placed about.

Costumess?

W1tches——w1tch costumes over somethmg else. Different hats could be
worn by each. '

DakI--a cape over black tights and black shirt.

 Earthlings--simple earth clothes.

Frog--frog costume.

58
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~ Props:

Dusty books of various sizes

Oversized cards

Oversized poker chips-

Hand mirror v 7

Scavenger hunt bag, laundry bag size

Map . : '

List ' SR _

Mirror frame, large enough to put a person's head through
-Small stone '

. As the play opens, the three witches are playing poker. Their -
cards and poker chips are oversized. They are cackling witches and are
very intense about everything they do. They are also a very motley crew,
Although they are playing near the table and stools they do not use them
in the conventional sense as Earthlings would. Rather, they lie on the
table, walk over the stools and continually step on the chips, cards, etc.
Before and after the lights come up huge crashes of thunder can be heard.
Himp, who is the cause of all the noise, makes one last sweep over her
card hand, just before placing the cards on the table.

Himp: ~ There, yoﬁ see? I DO have a good hahd.!
(Schnotz and Gluch gaze at the cards in disbé_lief)

Schnotz: What? ??

Gluch: (;Suzzled) Those aren'_{ the cards you had a minute ago!
Schnotz: (suspect) They certainly aren't. |
Gluch: (straightening Lip, ) éétching on) You! You did it again. -
Schnotz: (-sén-ne moverﬁents as Gluch) You! You did it again.

(They'circle around her)
" Gluch: You promised.

Schnotz:  You lied!



-Gluch:

Schnotz: .

Glu ch:

Schnotz: |

Gluch:

Himp:
Schnotz:
- Gluch:

Himp:

ASchnotz:
Gluch:
‘ Himpi

Schnbtz:

Gluch: .
Himp:

Gluch:

Himp:

Sq'hnotz:

‘ Himp:

60
You cheéted!
'fou're a vilve scrubby witch!
Ugly, ugly!
Bad!! Evil, evill
Wrongdoer, wrongdoer!
(They stob ahd, glare at Himp)
(smiles) - Thank y'ou,
(he sfts) Ali‘ that t.hunderl was youl -
(sits) I thought 'it'was DakI, :

Dakl? Heavens no. He is on Earth making wars and causing
fires. _ .

Why do you keep changing your hands?
Why do you cheat?
It's in my naturé (gathers cards _and'c'hips together).

(jumps up, yells in Himp's ear) Well, stop playing witch with
us! . :

(vells in her other ear) Who are you trying to fool?
You! I am trying to fool you! (Dealing another hand)

Well don't! What's the‘fun' of playing cards if YOU keep
cheating ? . ' '

I need the practice!

It's too much! You can cheat all you want, any time you
want, but not around here!

(humble) I don't know_, once a cheat always a cheat.
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What is that supposed to mean?

Schnotz:

| Schnotz:
Himp: (acting it out, climbing on table) Well, it seems to me, if I
o am a witch and therefore I'm mean, nasty, cruel, scary,
crafty and disagreeable, . . .

Gluch: And ugly.; ..

'Himp: Oh, yes, yes, that too (jumps off) . . . Well, then, how can
I be what I'm not? You tell me to cheat here. (R.ushes to a
certain place) But then you tell me not to cheat here.
(Rushes to another place) That's impossible. - (Sits)

o Schnotz: (acting out his words) You mean you want to chéat ail' the
‘ time, -every place, all the way, here and there, behind and
in front, left and right, in and out, up and down, all about. . .
vHimp: (pleased) Yes!A
- Schnotz: | (beaten) That's what I thought.

Gluch: (very angry) Are you going to shape up?

Himp: I'l1l try. (Not liking her "hand" she deals another)
(Building to anger, they circle her again) -

Gluch: Are you going to be ugly?

‘ Himp: Nol

Schnotz: Are you going-to lie or cheat?

Himp: I'll try not to!

- Gluch: Are you going to be vile and scrubby?

Hlmp I hope not!

 Schnotz: 'Are you going to make more thunder?

Himp: Oh, no, no.

(grabbing the cards and throwing them) You will too, you

will too, you will!
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t

(agreeable, picking up cards) Yes, I probably will.,

Over! You
You can't trust a cheat.

(stomping and falling down) This game is over!
can't play games with a cheat.

Cheat! Cheat! You can't trust a cheat! -

You're right. Absolutely right. (Dealing another hand)
(Sch'notz and Gluch give a yell, then move away to confer.
Within a moment they return arm in arm to I—Iimp)

We have decided, the two of us, that (loudly) we shall never
play w1th you agaln

I'm sorry to hear that.

You are not. You don't care. Well, don't worry, because
we don't care either! (He nudges Gluch and they say or sing
the following song or verse ending at an ear of Himp)

We don't care if we never play again,
Not even a simple now or then.
It matters not one bit with me,

- If ever a game is played, you see,

So cheat if you want to anywhere,
It doesn't matter cause we don't care!l
We don't carel

- We don't care!

We don't carel

(They are standing over Himp when with a great witchlike
flourish DaklI appears with thunder and smoke. His mere
presence throws them to the ground in awesome fear. They
do not tremble, for witches wouldn't dare, but if they
could, they would. Dakl is a terrible evil warlock. There
is nothing funny about him, except his contmued exasper-
atlon with the three witches)

What's this? ? My squabblmg students arguing among

, yourselves ??

(humble, lifting his head) Just a trifle.
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(rising higher than Gluch) Not much of an argument.

(rising higher than Schnotz, agreeable) It was vefy, very
small, ‘ ‘ o

A mere nothing.
(loud, fearsome) You take me from my work because of a

trifling, nearly non-existent nothing of an argument? A
mere squabble? ‘ '

(crawling toward him) Not non-existent.

(following Gluch) Rather important,

(following Schnotz) A cdnsiderable érgumentu

A noble one? |

(climbing.up DakI) Oh ves, a magnifiCent soaring controversy.

(following Gluch) A blossoming disagreement.

(following Schnotz) An incredible conflict.

(patting them on the head) Good, good. Now tell me. What

delicious jarring discord has caused this row, this racket,
this hubbub, in short, this quarrel?

(softly). A game,
(puzzled) A game?
(quietly) Yes.,

(trying to understand, he looks Gluch in the eye) A game on
mortals? You were playing a game with people?

No. (Crawls away)

(to Schnotz iﬁgthe same manner as with Gluch) A game with

-Nature perhaps? Making thunder, lightning and the like?

No, (Crawls away)



DakI:.

Himp:

DakI:

Alls
DaklI:

Himp:

- DakI;

Himp:-

‘DakI:

Himp

DakI:

S chnotzﬁ» :

64

(thinking he has it, he is now nose to nose with Hlmp) The
game of life? A life-like type game, was it?"

In a way, but not exactly . ho, (Craning away)

(angrily pacing) Then what was this, this game you were
playlng ? :

(they pick up a few cards if any are near-them) Cards.
What?

(agreeable, picking up more to show them to DakI) A game of
cards, of poker.

(walking toward a backing-up Himp) Again? Again you
waste your time at cards? Cards?  When I was busy causing
Earthquakes and fires? You play away your time when there
are important things to be done?

Everyone needs a bit of a break once in a while.

Break ? Your entire existence is a break! (To Schnotz and
Gluch) You bustle with breaks; you lose no time with breaks,
your every moment is a break. (Back to Himp) What do you
have to say to that?

(agreeable) A break is as good as you make it.

Quiet, you loaf! (He backs her into a stool or table or wall
then turns away) You putter around with not a care in the
world. You are witches, not people; you can't afford to
waste time. You three do not know your purpose in the
Universe. (Knocking over their stools, messing up their
cards, etc.) You are to instill fear into mankind! To make
him tremble! To make him see and feel the terror of evil.

To make him bow down to the power of Black Magic. (Makmg
a sweeping movement he causes a deep roll of thunder)

(During DakI's speech the three witches huddle together and

-watch 1n awe)

' (Whistle s) All that?
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All that and more, you bumbling excuse of a witch. You
three have frittered away your last moment. I shall give

you only one more chance and if you fail T shall take away
all your magic, all your power plus your eternal life. You
will be witches no more. (Tc audience) You will become
equal to man, never more to rise above his level. Then you .
will spend your life in extravagant waste with games, card
games, people games, waste (Scattering the cards, chips,-
etc.)

(to Schnofz and Gluch) That doesn't sound so bad!
(They jitimp on Himp to silenee his words)

What.'was that? |
‘That's badl

(covering) He said, Too bad!’

So vexy' bad!

(agreeable) Yes, yes, I did!

Now then, I shall give you one Barthday .....

~ Just one?

Silence! One Earth day to prove yourselves worthy of
remaining in the brotherhood of witchcraft., (The lastis said
with great importance, causing the witches to gasp) I have
already told you the consequences if you fail. (He begins to
leave) : ‘

(dumb) What must we do?

Instill fear into mankind, you idiot! (Turning to Schnotz, he
sends a Force out of his hand, hitting Schnotz and twirling
him in the air and landing him in a pile on the floor) Don't
you hear what I said? You are to go out there (Going to
audience) and scare people...kill people...frighten people
to death. Now is THAT clear? (Huge laugh then to audience)
Are you scared? (Makes the appropriate response)

( shaking)' Yes.,
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(DakI turns with sweeping gestureé and begins to leave)
(falling over) But how?
Dare you ask ? (Going to their table, picking up Véry dusty
books) Use these!! Have you gotten completely out of
practice? ' : V
(happily injecting) I've been practicing., '
(The others jump on her again)
(looking them over) And get out of those stupid Hallowe'en -
witch costumes. How will people take you seriously?

Humanity will laugh at you! Get them offl

(They hasten to.fake off their capes, etc., to reveal black
leotards and tights) :

(hitting the table or stools) Why? Why am I plagued with

the three of you? I can't believe my misfortune. (Looking

at them) That's better. Now your hair. Do something with

it. You are about serious business. You must look the part...
or at least try to look the part. ' -

(They fnat down their hair and look fairly respectable although '.
still comical) ’ ' : ~

That's an impfovement. ..I think. Earth people laugh at the
supernatural. You must stop that laughing. I shall judge _
how well you accomplish your duty. Now see how much better
you look. ’

(They look at each other and are frightened) .

What's wrong ?

We didn't recognize ourselves.

(interested) In what way ?

Too nice, we look too nice. It was like seeing strangers.

Yes, yes, strangers.,
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Good! Good! That's it exactly. The appearance of things.
People are affected by the outward appearance of things. So,
if you look like Hallowe'en witches they will laugh at you.
And if you look on the outside like EVIL BEINGS, they won't
come near you., You must appear to look nice and then
people will like you, and once mankind is before you, near
you, beside you, then and only then can you be evil, think
evil, feel evil, want evil, see evil, wish evil, love evil,
desire evil, encompass evil, until evil is everywhere,
everything, everyonel Then you can terrorize people! (He
is very near them, trying to instill them with evil)

(All have been actlng out the appearance of looklng nice on
the out51de and belng evil on the inside) ' :

How are we doing ?

(looks at them in disgusf, then shakes his head in disbelief)
Well, keep at it, maybe, maybe it will work.

(moving in strange pbsitions, still trying to be evil) Say,
you're right. Now that I am evil on the inside I can terrorlze'
(Doing terrorizing movements)

(Gluch picks up the mirror frame whichAhas been lying about 4
and holds it up. Schnotz joins in, facing him. They "mirror™
each other with appropriate noises). :

(noticing them) What is that? What are you doing ?

(léading DakI) Come and see. You'll love it.

(disturbed) What is that?

Our mirror!

Your what? (He backs dff)

Mirror. It's a mirror, you. know, mirror.

(to DakI) . It reflects things.

I don't like mirrors.
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You don't.. ..

You don't. (Putting his hand through the mirror he mutters)
But it isn't a real mirror, '

(not heafing) Have you forgdtten?- (With cape over the side
of him which is closest to the mirror)

Forgotten?

Forgotten. (He looks at the other witches blankly) .

I don't like mirrors around. Everl -

No?
No,

(very angry) Decidedly and most definitely NOT. Do you
remember why ?

" No,

No.

. No.

Because, you idiots! The Death Ray. The Death Ray!

(Gasping," they at last remember. They all go down to the
floor, raising up with arms outstretched one at a time)

Oh, DakI, DakI, DakI....

We ];now why., we know why, we know why.
If the ray'hits the mirror and returns to you...
You will die, you will die, you will die.

(having pulled himself up to his highest stature he peers over
them) Exactly. Where did you get this, this mirror?
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(s>ta.nding up-~falling down) A vampire dropped it by one day.
He said he couldn't see himself... |
And then he. flew away.

Enough! Get rid of it at once. (Goes to books) Then, read
your books, and after you are well versed and rehearsed, go
out into the World and frighten some important Earth people.
And remember, you must make them fearful of your magic
powers. They must learn to respect us for what we are....

I shall be watching you so do not fail me. You must not fail
or it will mean your own destruction. Do not fail me, do not
faill : '

(Exit with flourish, puff of smoke, etc.)

(Schnotz and Himp remove the mirror while Gluch peeks off
after Dakl to be certain he is gone)

(boldly) Why doesn"t he go scare the world? He's a uni-
versal terror himself. :

(Himp purposefully enters and kicks an imaginary stone) .

(responding to Himp, he kicks the stone) I know, I wish he

- would leave us alone. .

Now, now, he's only doing his job. -

(kicking the "stone" a bit further) I wish he wasn't so good
at it. ' : ‘

Or-we weren't so bad at it.

(kicking the stone offstage, the others rush to find it but
cannot, they look at Himp who tosses them a "real" stone;
she has fooled them again) Just practicing my stbne trick.
(She laughs then quickly rushes to the incantation books to
avoid their anger) I've decided there is only one way to solve
all of our troubles. Let's read our magic books and brush up.

(trying'for wit) I'll get the brush. (Begins off)
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Forget the brush.
Every little bit helps, doesn't it?

Just sklp the little bits and work on the b1g ones, (To Himp)

‘And that goes for you too! .

Right.

(Coﬁcentrating, they stand, lean over and on the stools and .
table poring over their books) :

(td I—Iim'p) You could always do some of your card magi-c°

(gettihg back at Gluch) Yes. That would really scare every-

 body.

Just a suggestion.

No, no, card magic won't do at all. We need some fear
magic. Hand me the dictionary. Let's see what it has to
say. C...D...E...F. Here we are. Fear, painful...
emotion...marked...by...alarm. Well, then that seems to
be sunple enough Get to it. -
What do you mean?

I mean alarm .me. <. painfully, Go dhead.

I don't know....

Try it.

(Schnotz, standing on a stool over Himp, tries several scary
attacks which are unsuccessful, Gluch joins in but they
laugh, break up, and add more humor than fear to their
attempts)

Maybe I'd better read further on. Fear and dread may be
brought on by an incantation. See incantation book, or refer
to index. (He flips to index while Gluch and Schnotz rush to
incantation book) Index, index, now, where is it...here
incantations for parties, special occasions, late night enter-

‘tainments, Spirits, Goblins....
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(pointing into a very large book) We have it...here here here
here here.... B '

Stop repeating stop repeating stop repeating!

I'm sorry, when'I get excited I repeat thimjs a lot.

‘Well, calm down.

Yes yes yes yes.

(Gluch glares at Schnotz)

Yes...I will.

(They show it to Himp, falling over table)

(pleased) So you have. _(Reads) An incantation to bring on
fear. Hmmm. All we have to do is sit and think on it, but
first we have to say...Fear Fear....Come here, come here.
That's simple enough.

OK, let's all concentrate on bringing in some fear.

(They rush over to another area of the stage then close their

eyes and sit in a yoga position. Gluch keeps falling over,
The others pull him up several times. Ad lib: "You alright?"

"Let's get started."” !"Not again!" "Come on, concentrate.™
"Tam, Tam." "Well, situp." "I'm trying." "Where's your
center of gravity ?" "It's off." "It certainly is."” "Way off." .

They are finally in position. Himp begins: "Fear, fear, come
here, come here." The others repeat it. They then fall into
silence with a look of deep concentration on their faces.,
Schnotz is mouthing: “Fear, fear, come here, come here.”
They are motionless for several moments before they are
aware of a presence oi fear about. Each becomes aware of it,
opening one eye and then the other, they look about, begin to
tramble, shake, etc. Finally they scream and run in three

' separate directions, soon finding a place to hide. After

another moment Gluch speaks)

Is...it...gone?



» Schnotz:

Himp:

: Gluc;h:

Schnotz:

Himp:

Schnotz:
‘Gluch
Schnotz:
Hifnp: :
Gluch:
Schnotz:
I—Iimp:

- Gluch:

All:

Gluch:
Himp:

- Schnotz:

72
. .think sol
What did we do?

(bolder now, looking about) We. . .conjured.

. .up 50me power-
ful fear. :
We did?
Yes, of course!l We did it!

(They all rush to congratulate each other, skipping hand

- over hand)

You mean we did, we erught in fear. We three!
Good for you!

And good for me!

It's very plain to see

We brbught in fqar!

From the front and the rear!

WeAcan do it_ any time,

In verse or par.ltomimve!

('fhe’?r freeze then tip‘toé doing the hand over hand in panto-
mime, almost laughmg at the fun of it all. They then continue

out lou d)

We can bring’ in fear
For a day, perhaps a year!

Good for you!
Good for who?
Good for me and you and you!

(Laughing, they fall to the floor)
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(rising, realizing a fact) Do ybu realize it scared us?

(still rolling on floor) Yes, yes it did, it scared us! (Laughs)
Wasn't it supposed to? ' :

If it scares us it isn't going to work, It Won't do any good.
We can't all be scared. '

(on top of Schnotz) We're witches. Why did it scare us?

(he stops) You're right, it should not have scared us. We
are witches. (Gets up, goes to Himp) Why did it? Why?

(pushing him back) Fear, you dope, you clown, you dumb-
dumb doesn't know that. It scares everyone alike.

(getting up) You mean everybody ?
(to him) Exactly.
Even us?

(Bunched together, they quickly move or spin out one at a
time) = . , a ‘

Yes,

That's not fair.

We are in trouble.

(after thinking a moment) I have it. Control: we can cohtrol
it. :

(Fast build - mo'ving in again)
Coﬁtrol, of course. |

You mean contain it.

Yes, WeAC:ould do that. |

We can bottle it. (Begins off)
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I'll get the bottle. (Begins off)
Sell it! Why hasn't sdmeone thbught of that before?

(realizing their faiiure) No, no, we cannot.

(s‘tOppihg, returning) No, no, we cannot,

But we'cah control it, like you said.

And so can everyone elsé,

What can we _do? ‘

‘We can forget féar.,

We can féad soﬁe mo'r‘eo

(They all dive into the dusty books, intensely reading, one
pacing, one sitting in yoga position, one making strange
signs in thé air as he_peers down at a book at his feet)

I have an ideal We ¢6njure up an Earthling for practice! :
('I‘he ofhérs come with devouring interest’

You mean bring him here?

Can we do it?

Do we have the time? We only have one Earth Day!

Someone to practice our magic on?
(laughs) Our evil magic!

(Schnotz and Gluch laugh, clap their hands, jump up and
down and end in a heap on the floor) -

Ndw, thén, we must éonjure up a mortal. (Goes to them,
grabs each by a hand and pulls them up) We must be serious
about our business, strong in our desire and intent in our
deed. Agreed?
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Both: (delighted) Agreed.

Himp: Alright. T have found the proper incantation, so now we may
. begin. (She chants) Arm in arm we begin our charm. (They

stand observing her dumbly, Schnotz laughing at Himp's funny
face; Himp glares at them, then repeats) Arm in arm we
begin our charm....(They catch on, leaping forward, joining
arms) We wish to the snake, we wish to the frog. (Silence,
she repeats it again louder) We wish to the snake...
(Gluch and Schnotz finally Jom in loudly)

All: o We w1sh to the Frog. : '
: Bring us an Earthllng up from the Bogggggg,

(They look at their feet to see the Frog, who has quietly
entered and moved into that position)

Gluch: - (dellghted Wlth Frog, thlnklng him an Earthling) We did it!
We did it! '

Schnotz: (noticing but not pleased) We certainly did.

‘Himp: Goodness, what did we do? (Goes to book)

Gluch:  (rushing to Frog) ‘That's fantastlc' (Very slowly) How-do-
you -do?

(Frog croaks)‘
Gllu'ch: | (to. SChqotz) What language do you suppose that is"..?'
: Sehnotz: Frog. - |
Gluch: (slowly) What is your name?

(Frog croaks)

.Gluch: (to Schnotz) Did you get that'?_

Schnotz: It sounded like "Croak"” to me.
| Gluch: | T'll try again. What...is...your name?

(Frog croaks)
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That's it! That's his name! He's telling us his name!
(Rushing to Schnotz) We are communicating. Do you -
realize we have made contact? He understands me. There's
no telling where we can go from here. (Going back to Frog)
We can carry on a regular. ... ' '

Frog. .

.conversation., {(Pause, thinks) A what?

, (sldle to Gluch) A Frog conversation. Go ahead, but you'd

better begin like this. (Gets in Frog position, then hops
about croaking, he goes to Prog who merely watches and
then stOps)

You see, he doesn't understand you any better.

(jumping up) That's because he's a Frog! Frog! Frog!

(still busy with book)  Stop repeating yourself.

(finally understanding, he laughs) A Frog? Of course, a

" Frog. I knew it all the time. (He did not) Can't you take a

Frog joke? (Laugh) Ear‘thhngs don't 1ook llke that, they're
not the same at all.

What's the difference?
(stuck) Well, their. . .their ianguage, for one. Earthlings
don't talk Frog language. (Standing up, falling down) Any-

way, we conjured up a Frog. That's not bad for a start.

(studylng book) I can't understand what went wrong. (Reads
on)

(inspecting Frog) Now that we have him, what can we do
with hlm’?

What CAN you do with a Frog?

Not much.

(Frog croaks)
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(caught off guard) What did he say?

'Croak.' He said, 'Croak.’

(catching himself) Oh yes, yes, so he did.

_ (reading) 'Frogs. Incantations for conjuring up Frogs.'

Goodness, how did I manage that? (Back to book)

(making faces at Frog in an attempt to move him)' Come on,
Frog, do something.

Let's chase him away.
Why ?
Why not?

(moving around Frog, pushing, kicking and trying to annoy

- him) Shoo...Get...Move...Go...Scat...Away...Leave...

Goodbye. . .Beat it!
We'll have -to scare him.

(moving away in disgust) What do you think I have been trying
to do?

Oh. Sorry. Let me try something. (Walks to Frog) Hi, there,
Listen, there is a big, wide, deep pond yonder. {(Indicates
yonder) What do you think of that? (No response) With

lots of good food in it for you. (No response) A pond...

lake...pool...river...creek...stream.... (Yells) Water,
~you idiot! '

(walks off, disinterested) Perhaps he's a deaf f"rog,
(Frog croaks)

(moves away with folded arms) We don't want, need or
desire your presence, sO you can go now, '

(The Frog looks about, then leaves)

(not looking, convinced Gluch failed) What...what is he
doing ?
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Look. He...he...left. I wonder what got into him?
. 'Frogs have certain powers which are
useful when witches have trouble casting spells, incantations:
and the like.' (Looks up) Where's the Frog?
(Begins to straighten stools, cards, etc.)
Aﬁd he gave us a hard time.
Why did he leave?
I didn't ask him.
Let's get back to work, I'm getting nervous about all of thi.s,
But the Frog. We must have the Frog. |

(puzzled, he looks at Himp) Why?

We need some Earth people, not Frogs.

But he can help us.

(moving to Himp) Who?

The Frog!

' The Frog?

- (stopping, then moving to Himp) But we just got rid of him!

We need him!

‘ (dumb) Need?

(excited) Yes, yes we do. Read this. (Shows book)

(reads very fast) 'Frogs have certain powers which are use-

‘ful when witches have trouble castmg spells, incantations

and the like.' Oh dear.

 (leaning over book) Say, isn't that interesting.
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(slams book) Get i‘.hat Frog!

(startled) The Frog? Oh yes, ves, the Frog!

"The Frog, the Frog, we need the Frog,

We'll find him! We must find him!

(The three run off into the audience in different directions.
The Frog appears from another, followed by voices. He hops
off just as three Earth people arrive. The Frog finds a place
in the audience and settles down)

(shaking, always afraid) Quince, I'm scared!

(always brave) You are always scared, now come on.

(doubtful) I dbn‘f know about all of this. I think we had
better go back. ' ’

But we are here! (Looking at sign, then taking out his list)

-You see, it says we must find a 'scary place' and we have.

(yvells when she sees sign) You're right! You're right!
Let's leave, let's go, I'm scared.

No reason to be afraid just beéause of this sign.

Well it says scar-r-r-ry place.

I'm not scared, you shouldn't believe everything you read.
All we have to do now is find a witch.

(hanging onto Quince's shirt) A-a-a-and cut a p-p-piece of
her hair.

Then we shall win the scavenger hunt.
(dusting off a stool, then sitting to fix her hair while looking

into a hand mirror she takes from her pocket) You can't be
sure we shall win,
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(holding up bag) But we have everything on the list. It's all
in here. (Notices Bertha) Except the mirror. Bertha, the
mirror. Put it in the bag.

But I found it.

The things I found are in the bag.

But this is the only thing I found in the whole hunt_.,

We're a team. You're supposed to add your things....
Thing. This is my only thing.

Yes, your 'thing,' your mirror--to all the rest of the' stuff,

(smiling, coaxing Bertha) After the hunt you can keep the
mirror, ' ' '

Alright, but don't break it, don't jiggle it around in there.,

- (she puts the mirror into the bag)

Good, now we can go witch-looking.

(looking at books, cards, etc.) How-w-w did-d-d we find
this place?

(investigating the incantation book) I'm not sure,

It was that Frog!

(worried) What Frog ?

Didn't you see him? He was big.

H-h-how big? (Rushihg to Quince)

Very big. (Reassuring.) But not'scary bvig, just big big.

(peering about) I don't see any witches. (She picks up the

- cards and begins a solitaire game)

‘Let's go home.
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Quince: All we have to do is wait. They'll come along.
Betty: How do you know ?
" Quincer Because we're at the right place. Look at the directions.

(Pulls out map)

(She looks but is not convinced. Suddenly the 'Force' of
DaklI is present. It pushes Quince, then Betty, then Bertha,
back and forth. DaklI's laughter is heard as if coming from a
all directions. The three ad lib. "What's happening?"
"Quince, help!" "I'm being pushed." "Stop, stop." The
girls scream as Quince tries to fight back. As quickly as

it began it stops. The girls rush to Quince. The witches'

voices are heard off, coming nearer. "Owver there." "Where?"
"There.” "Here?" "No, yvonder!” "Much further." "Be-
yvond that." "Here or thereabouts." "Yet out of range." "In
the vicinity." "But a step away!" Suddenly the three

witches bound on stage. They somehow look very frightening.
They stop boldly as they see the three Earthlings and survey
them with pleasure, if not a bit of surprise. Throughout the
‘scene they attempt to be terrifying witches) )

Himp: . And yvet it seems to be right here.

Schnotz: Do you think ?
Gluch: (delighted) Our Earthlings!
Himp: It worked, it Wdrked, it worked! (Cackle, which is quickly

recovered to a more terrifying type cackl_e)_

(The three witches pace around the three Earthlings who are
frightened beyond words)

Gluch: (very excited in the presence of the Earthlings, he sneaks up
behind Betty and says very quietly) Boo! (She jumps in fear,
sending Gluch into further delights; Gluch rushes to Schnotz
and whispers) Did you see that? It's fear! It's fear!

Schnotz: Yes, yes', ves, now calm, calm, calm yourself.

(The three finally back off and observe the threé Earthlings. -
Gluch can hardly contain himself)
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(boldly) What are you doing here?
(The Earthlings shake)
(quietly to Schnotz) They're afraid but we're not!

Answer mel

- We were playing a-a-a- game.

(with devouring interest) A game?
Yes, A scavenger game and weneeda ....

(suddenly seized with power) Enough! We know Earth people
play games. They waste their time with foolish games. (To
Schnotz and Himp) Right? (They agree) But we have no time
for your games. We have more important things to do. (To

- -Schnotz and Himp) Right? (They agree) Right. We are

powerful. We have magic. (Schnotz nudges Gluch, saying
'Evil.') Yes. Yes. Evil magic. And we can terrify you.
(He nudges the other two, saying, 'Terrify, terrify,' and
they make terrifying movements) Are you terrified?

(moves forward on her knees in praying position) Yes! Yes!

‘We are! We arel

{retrieving Betty) Where are we?
In a scary place. (Indicating sign)
I know, but WHERE ?

(signals to the other witches who position themselves for the
'scary place' verse or song) A scary place--

Is open space
Is on your face ,

Is every place

Allwitches If vou're scared
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| Gluch: It can be here

| Schnotz: It can be there

Himp: Possibly it's everywhere;

All

witches: If you're scared, if you're scared, if you're scared.
Gluch: (goes to audience) Are you scared?

Betty: (moves forward as before) Yes! Yes! Yes!

(Quince retrieves her)

Gluch: Then it's here.
Schnotz: Then it's there.
Himp: Then it's everywhere.
C
All
witches: If you're scared, we don't care, if you're scared we don't

care, we don't care if you're scared, so there!

(They end hovering over the three Earthlings)

Quince: What then are you going to do with us?

Gluch: | (falling down) We are going to terrify you more and more and
more! ‘

Quince: And then? ’?

G—luéh: (caught of.f guard) What do you mean ?

Quince: After that. After you have finished terrifying and scaring us,

then what are you going to do?

Gluch: (not to be outdone) Just a minute. (He confers with Schnotz
and Himp, only noises are heard; while they are busy Quince
leads the other two away; when they are nearly off Gluch turns
"to see them) Now:what's this? (The Earthlifigs freeze) You '
think you can get away from us? It was our power that brought you
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here and by our power you will remain. (Schnotz and Himp
are delighted with the last statement, neither of them certain
they produced thé mortals, but quite willing to take the credit,
they flex their muscles, etc. Gluch is also pleased with

his last remarks and looks for signs of approval from his co-
horts which are quick to come) Yes, indeed. (He falls down)

- We have brought you here and here you will remain until we
‘allow you to leave.

I-I-1I don't understand why you want to keep us.

~ That's very simple. Because we want to scare you.

You already have.

(caught up with power now) And we want you to respect our
powers. We are not ordinary witches. (Acting out the fol~-
lowing) We are not plain simple Hallowe'en witches, we
are not funny witches who ride on brooms and go 'Bool"' in
the night. ‘

No, no, we are not!

(continuing) We are proud witches, important witches,
powerful witches who do magic and. . . .

(now hand in hand, parading about) And go 'Booool!' in the

night.

(angry, rushing to them) No, no, we don't"! 1

(recovering) No, no, we do not!

(The witches in a row with Schnotz leading followed by
Himp and Gluch take bold steps forward as the three Earth-
lings back up)

It is our intent--

(agreeable) Our purpose--
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Our de'sire—-
Our plan, to instill fear into you.
(smiling) Powerful 'fear——.
(c_ontinuivng) >S‘o that when you return to yoyir homes~--
Your everyday lives—--

(slightly put off by the interruptions) You will tell the rest of .
your friends-- ’ : ' :

And nAeighbo'rs_——

That blackrmagic is not .merely a funny idea--
Aﬁ odd ‘.novtion-_——i‘ o

A strange thought—f ‘

(annoyed at Gluch and Himp) But rather something to be

reckoned with!

Respected! |

. And revered!!!

(The three Earthlings have ended in a huddle on the floor with
the three witches hanging over them)

(boldly rising) Rubbish.

(startled, they move baék) What???? -

(pleased at his obvious show of strength)' I said rubbish,

- you think we don't know about all of that?

(dumb) All of what?

All of your Black Magic.

“You do?
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Of coursre we dol!

(still sitting, she speaks to the witches; Betty in turn nudges
her to stop) Perhaps not all about it,

What do you know ?

(pacing, taking command of the situation) That magic is not
just something that belongs to witches.

What do you mean?

We have magic too.

(staring bright'—eyed at Quince) How-exciting!

(same as before) I wouldn't say everyone has it.

Of coﬁr-se not everyone has it, Oﬁly special people.
(cautiously sneaking up on Quince) Are you special?

(moving away) Oh yves. ButI don't share my knowledge with
everyone, - -

(cautiously moving in) Will you share it with us?
That depends';
(to Betty) I didn't know he was so special.

You didn't? He's been special for a long time.,

- I hadn't noticed.

(moving in) Depends on what?

(turning on them) On you. If you are going to scare us all
of the time then we can’t think, talk or carry on a decent .
conversation.

(in a momentary burst of confidence, she stands) That's
true. I can't talk at all when I'm scared.
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(rising) It's best not to talk if ydu have nothing to say.
We shall take off our fear magic, if you promise to behave.
(to Schnotz) Did we put on the fear magié?
Quietl
(moving in on Betty) Do you promise?
(scared, backing away) I do! Idol I do!
(to Schnotz) She repeats things just like‘ybug. o
(moving to Blertha) Do you promise?

Promises are hard to keep. (Himp makes a scary movement

" at Bertha) But I'll try.

| (to Quince) Good. And how about you?

Agreed. (Extends his hand) My name is Quince and these

. are my friends Betty and Bertha.

(They say 'Hi,' etc.)
And now your names?

Names? ? You want our names? ? (To Schnotz and Himp)
They want to know our names!

"(The three witches are delighted and ad lib while they

arrange themselves for the 'name’ song or verse. "Good,
good," "marvelous," "how exciting," "our names, yes

indeed, our names!" The following can be done as a vaude-

ville act with imaginary canes and hats or they can use
their own hats if they are wearing any)

I'm Himpeldunker
I'm Schnotzenberg

- I'm Gluchensnoff
I'm on duty

~ We're on duty
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Then we're off.

We are very scary witches
Surely you have heard

I'm Himpeldunker
I'm Gluchensnoff
I'm Schnotzenberg.

(Can bé repeated several times. At the finish Quince, Betty 3
and Bertha applaud. The witches bow and say 'thank you')

{applauding them) Now let's see, you're Gluchensnoff.

No, I'm Himpeldunker,

(to Schnotz) Then you're Gluchensnoff.

No, no, I'm Schnotzenberg, he's Gluchensnoff.

(pleased) Hil Now then, it's this way. I'm Gluchensnoff,

(To Himp) he's Schnotzenberg, and (To Schnotz) he's
Himpeldunker. ,

-(angry) No, no, I'mSchnotzenberg, he's Himpeldunker.

 That's right, that's right. (Falling down) We even get

confused.
I'm glad to meet you all, whatever your names are.

(very excited) Now, now, now, we are friends, we are
friends, so tell us, tell us about your magic.

It's different from yours in only one way.
(over anxious) What way, what way, what way, what....

Calm down, he'll tell us. Just settle yourself and listen.
(He falls down and sits) :
(cohcerned, goes 1o Gluch) Tell me, why do you always fall
down ?
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You noticed?
Wasn't I supposed to?

No, no, it isn't that, I just didn't think it was that

. noticeable.

It's not so noticeable, no.

Not when you're standing up or sitting down. It's just that

" in-between period when you're on your way up or on your
. way down that it's noticeable. :

(shy about it) Well, you see, I...I....

(annoyed at the delay, he moves in) It's his center of
gravity, his center of gravity, it's off, it keeps him off
balance so he falls down, now, never mind that, let's get
on with it. Tell us about the magic.

(to Gluch) I'm sorry about that.

(smiles) It's all right, really it is.

(angry, jumping up and down) Tell us! You said it was
different.

In one way, yes. Our magic is used for good.
(This astonishing fact knocks all three witches to the

ground. Quince stands over them moving to each one as
they speak. Betty and Bertha stand, proud of their hero)

Good ?

Only good.

.Nonsense,

How silly.
Very foolish,

BAut good.
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Absurd.
Tomfoolery.
Senseless.
But good.
Fiddle-de-dee.

Moonshine..

" Ridiculous.

But good.

(scratching his héad) Is that the only divfferen;ce?
Yes, |

(leaning forward to Betty) Can he do magic?

Oh yes!

(dumb) You can?

(stuck) Well, I--

(leaping to her feet) Let us see itl

(leaping up) Yes, yes, 'yes! Do magic and we--we shall let
you go.

But I--

Oh show them, Quince, .Show them,

Show me, too.
I just can't do magic any place.

(suspicious, getting up, he stomps his feet and a rumble of
thunder follows) Witches can.
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I must confer with my friends.
(The witches move off grumbling "Very well," "Just for a
moment,"” "Hurry up," etc. Quince is very unhappy. He
moves guickly to Betty and Bertha. While they are talking, -
the witches lean in and listen to the conversation. When
they are noticed they wave, look innocent and move away.
They actually hear nothing. They finally decide to play
cards while they wait)

(ignoring Bertha) Betty, why did you say that? Now Wé are
in trouble. . ' :

Can't you do magic?

Don't put your magic into one basket.,

No, I can't.

But you're special and you éaid——

That's true, what I said, but I'm not thatrspecialo

You're not?

No! |

What will we do? What will we do?

(standing slightly apart from Betty and Quince, she gives her
wisdom to the audience) Mother always said, 'If you go into
deep water you'll drown.' Did your mofther ever tell you that?
‘We have one advéntage. |

What? What?

We're in deep water.

They THINK that I'm speAcial.

So?

We're drowning.
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Quince: VSo we mﬁst bluff our way.

Betty: Bluff our way, but how?

Quinde; We must pretend and somehow, something will come up.
Betty: Do you think so?

Quince: It's our only chance. (He notices Bertha who is holding her

breath) - Bertha, what's wrong ?

" Bertha: (looks at him with wide eyes, finally letting the air out) I
was holding my breath. - :

Betty: Why ?
Bertha: I thought we were drowning.
Betty: ©  Bertha, we're not drowning, now pay attention because

Quince. is going to try something.
Bertha: He is?

Quince: Yes. Quiet now. Just follow whatI say and please, Bertha,
agree with me. -

Bertha: I'11 try. Really I will,
Quince: . Okay, here we go. (Goes to witches) I'm ready.

(During this time Himp has been cheating, the other two
witches are about to strangle her just as Quince approaches)

Himp: (delighted for the distraction) Good, good. So are we.
Quince: What will you have me do?

Himp: - Do?
{The three witches rush together and confer for a few moments)
Gluch: We want you to conjure up something.

Quince: Conjure up? -
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Yes, bring us up something f_fom Earth.
(unsettled) Anything in particular?
No. You decide. Surprise us. We love surprises.
(trying to stall) Do you want thunder? -Ligh'tning?
No. We do that all the time.
So you're thé ones. All those summer storms. My, my.
(angry)‘, Let him decide, and no helping!

(bluffing)' They can help if they want. That is for me to
decide as well. : :

i(moving off) All right, all right, have it your way.

T'hank you. (He paces about) ‘I must concentrate. I must
bring up something from Earth so you will believe what I have
said. Let me see,

(The three witches are huddled together in énticipation)

He is stalling.

You're stalling.

(agreeable) You are, you are.

(he stops) You are Wrong.A ‘T.am g-iving deep thought to all .
of this. Very deep thought.

(has noticed the'Prog sitting somewhere in the audience. She
decides this would be the very thing for Quince to conjure up,
particularly since no one else has noticed him) Why not a

Frog?

I think not.
Splendid idea..

Yes! We could use a Frog.



3 Schnotz:

Quince:

" Bertha:

Quince:

Betty:

Quince:
Betty:
Quince:
Bertha:

Quince:

Schnotz:

Gluch:

Schnotz
& Himp:

Gluch:
Schnotz:
Gluch:
» Himp:
Gluch:

- Schnotz
& Himp;

The very thing. You must.
(worried, pacing) I don't believe so.

(trying to show Quince without the others noticing) I think
it would be a very wise idea.

(oblivious to her attempts) Bertha, no.

(notices Frog) Quince, it IS something you can do.
(Bluffing) Remember all those Frogs you used to conjure
up? It s so very simple.

(not believing his misfortune) Itis? I did?

There's nothing to it, for you, anyway.

(trying to stop her suggestions) Perhaps it's too simple.

It is the simple things in life that count.

(angry) Bertha, that is enough!
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And we have had enough stalling. You produce a Frog or-- -

(leaping forward) Death!

(startled) Death?

(continuing with great force) Are not we evil witches?
Yes. |

Do not we do evil things?

Yes.

Do not we give punishment by Death?

No!
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(Waving arms, backing off) Theﬁ we shali think of something
else. Produce the Frog.
Produce the Frog.
I'11 try.
Tfy and succeed.

(pointing at Frog, tuggiﬁg at Quince) But if you don't
succeed at first, try try try again.

Bertha, stop pulling at me.
Silencel

(she giveé up) Just trying to help.‘
Well, you are not succeeding.

(Quince, uncertain and shaken, sits in silence, closing his
eyes. All watch eagerly. Moments pass)

(excited, leaning toward him) What are you doing?
I'm working up a Frog.

(puzzled, leaning in) Don't you say an incantation or a
verse or a spell or something?

(having not thought of it) Certainly I do, but don't rush me.
(He opens his eyes, hardly believing the fact that he sees a
Frog, his attitude changes with increasing confidence) Now
I see how easy it will be. (Jumps up)

(to Schnotz, Himp) Good, good, he begins.

To conjure up av-Prog

-Is as'easy as

Falling off a log!

 (He stamps his feet, claps his hands, then points at the

Frog. A light should then be brought up on the Frog. He
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croaks. They all gaze at the Frog, then rush to con-
gratulate Quince) - -

That was beautiful.
I knew you could do it.
I wondered if he'd ever try;,

Do you know how to play cards? I have a great trick I'd

like to show you.

I didn't think you could do it.
I have gotten a bit rusty.

Nonsense. -Thatbwas good, very good. Say, would you.
mind bringing him over here? We need him.

Not I! I have done with magic for today. I will not waste
my magic powers. You get him if you want him.

Yes Well then, Gluchensnoff Hlmpeldunker after that

Frog, we need hlmI ,

(The Frog disappears While the Wltches chase after the
Frog, Quince uses the distraction to get away)

The Frog! Get the Frog. -
Here we go again!

(to Betty, Bertha) Come on‘, now is our chance to find a way
out of here. ‘

Let's go. 'Bertha, come'. on!

(has been watching the chase) Haste makes waste.

Not in this case. (He grabs her arm and they all run off)
(ﬁshing'across the stage) There he is!

(The Earthlings reappear)
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~ Betty: All _the. paths lead back here!

‘Sc.:hnotz.: (fo) Stop hopping, Frog!

Quince: There must be a way, look over there, '

Bertha: We're wélking in circles. .Can't get anyWhere walking in
' circles. '

Giuéh: . (off) Whére did he go?

Q-uinée: _ We must ﬁnd a way.

(The Frog suddenly leaps on stage, the witches are nowhere
in sight, but are not far.behind; he looks about, croaks and
begins off) - '

Bétty: . Quince, >look! The Frog!

Q_uincé: .That's it! He led us in here and he can lead us out.
: BbertAha: The Ffbg?

Q'u,ince.: I think so,:’ Now, quickly, ‘be'fore the witches return.

(They are almost off when Dakl appears before them, bold
and terrifying. He backs them onto the stage. The Frog is
gone)

DakI: Ah, my friends, we have you‘ at last. No more games, no more
stalling, no more of your clever words. No more! You thought
the Frog would lead you out of here, didn't you?

Q'uihcé: (brave) Yes, yes, we did.

DaklI: (émazed) How did you knoW?

Q_uih‘ce: He led us in--I think-~

DékI: Yoﬁ're right. I'ndeed, Well, . never mind that——-yoﬁ did not

succeed. (Laugh) So now you are at my mercy. (He raises
his hands to send out his ray)
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(The witches enter, stumbling over each other, ending in a
pile near the feet of DaklI)

And here are my stumbling, bumbling steamrollers. On your
feet! Surround these Earthlings with fear and terror so their
hair will stand on end, their blood will run cold, their teeth
will chatter, their breath will stop and their spines will
tingle. . Shock them, alarm them, so they shake and tremble,
until they turn pale and stricken with fear!

(The three witches have surrounded the Earthlings during
Dakl's speech and are making strange comical movements
to which they add cackling and hissing. Quince does the
same thing back at them. Betty and Bertha follow suit)

(carrying- on) Let them know the Horror we can provoke.
Frighten them into screaming! Into breathless hysterics!

(He listens a moment, hearing the Earthlings laugh) What's
this? No breathless hysterics? I hear laughing? (He moves
closer, now angered) Stop! Stop! Stop! (The witches freeze,
the laughing stops) What are you doing ?

(humbled) Instiliing fear?

. (depressed) And terrorizing?

(agreeable) In short, we're scaring them.

(Farthlings laugh)

“(yelling) You are not! Listen to them!

(wélking away with bowed head) We have failed.
(following Schnotz) We were unsuccessful.
(fqllowing Gluch) We blew it.

You'certainl“y did.

(boldly stepping forward) Who are you?

To ;Ar_hom are y-ou” speaking ?

To you. You're the only one I don't know.
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(big movements) It is I, DakI!

(The witches have been standing next to each other, with

- their backs to DakI, they now turn in unison with arms

outstretched)

(in chorus) It is he--Da - key.

(angry) DakI.

(in chorus) Yes! Yes! Tis he, tis hel
(They turn away from him)

(tries again) It is I, DaklI.

(in chorus, they turn again with outstretched arms) It is he,
Da - key.

No! 4 Not Da - key. DakI, Dakl, DakI! What is wrong with
you? -

(humble) We like to rhyme.

I have no time for rhyme. (Pauses, reflects, lets itgo) I am
DaklI the terrible, ruler of evil--and these, these witches-~-

(advancing to DakI) Why do you keep them on?
(turns to Quince, then back to witches) Quiet!
Can’t you do ény better than those three?

(turns to Quince, then back to witches, then paces) . I said
quiet!

(moving to Earthlings) No, he can't.
(following) We're all he has.
(fbllowing) ‘We are his last three.

(moving to theni) Why ? What happened?
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He's so evil, he's scared all the other witches away.
Except us. We're still here.

But we aren't so good.

. (moving in) But you aren't so bad either,

(pleased) Thank you.

(he can stand no more. Moving into the middle of the group,
he separates the witches from the others by force) Silence!l
You three are a disaster! .You are of no help, you weak,
rattle~brained witches. You can't scare them and you didn't
even notice the Frog they conjured up was your Frog.

(backing up) Our Frog?

(backing up) The one we--7???

(backing up) They fooled us?

Yes, yes, you fools. You are incompetent, incapable

~imbeciles. You are nothing, worse than nothing. Even though

you are my last, I don't need you. You have failed, you shall

- lose your power, everything.

(Walking away, hanging his head) I knew it would come to
this. I knew it, knew it, Knew, Knew, I, I, I--

(following Schnotz) We deserve it, we failed.

(following Himp) We don't have a leg to stand on. (Falls
down) .

(peering down at Gluch he raises his arm to take away their

power) You certainly don't.

(quickly moving in) I am of the opinion they don't need you.

- (The witches are now huddled together)

We don't?
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We don't.
No, we don'r’c°

‘What?

- They don't need you, but can you get along without them? -

(stomping about) What do you mean?

(appealing to his ego) If you take away their powers‘, what
about yours? ' '

What about my power?

(goes to him) Look, Dakl. You are taking away their evil’
power. Right?. :

Right.

So, if you take aWay evil p.ower, it's gone, right?
Right.

These three (goes to witches) are your witches.
(growing impatienfc) Yes, yes.

So, part of your evil power (indicating witches) is gone.
Right?

Right! (Hé thinké) Wait a.minute-—

You won't be as strong-- |

You'll be a weak wizard. (Laugh_s , quickly recovers)
(angry laugh) You are trying to outwit me, you are trying to

save these three. (He waves his arms, causing his force to
push the three Earthlings in one direction and the witches in

 another. Lightning and thunder follow) First I shall take

away your power and then I shall kill you all. (He inflicts
his force upon them, pulling them this way, then that, until
weakened, they fall to the ground) So, my three weird



Betty:
Quince:
Bertha:

DaklI:

Bertha:
Betty:
Bertha:

Quince:

‘Himp:

Schnotz:

- Gluch:

Quince:

Bertha:
Betty:

Bertha:
Quince:

Bertha:

102
unworthy witches, your power shall take its leave. You have
failed in all your duties and in your respect to me. (He

weakens) What!

He falters!

- Quick, we must leave while he is weak.

(goes boldly to him) I told you so.

(moving off, he makes attempts to work up his power) No, no,
my power. By taking it from them I am weaker tool

(following him) You are a greedy, greedy man! .
(pulling at Bertha unsuccessfully) Come away!
(shaking her finger at DakI) Crime does not pay.

(pulling Bertha with him) Never mind that. Comé away.
(Goes to witches) And you three come with us.

(weak but happy) You want us? :

Himp, Himp, Himpeldunker, Gluch, Gluch, Gluchensnoff,
and me, me, me?

You want us three?
Yes, come on!

(having broken away from Quince, she goes to DakI) We
can't go until he gets what he deserves!

(helping the witches get up) Bertha, never mind that. Let's

.get out of here,

No! I think he should be punished.
We are punishing him by taking away his witches!

(stopping to think) We are?
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Quince: Yes-~Come onl
(They all run off in different directions. The witches are -

helped off due to their weakened state. All reappear within
seconds. DakI weakly laughs at their attempt to escape)

Bertha: - This spot looks familiar.
" Betty: I'm right back where I started.
Himp: (agreeable) .So we are,
Schnofz: This is terrible, terrible, terrible.
Quince: (entering) This path only comes back here. Let's try
another,
Gluch: P_uzzling .
Himp: They are all the same.
Betty: Then we can't get away .

DaklI: - (laughing, building up his power) No, my frlends that is
' ~correct. You-can't. :

(Exchange with audience: ad lib; "Where can we go?" "How

can we get out?" "What should we do?" "Hurry, help us,
tell us, " etc.)

Quince: Frog? Did someone say Frog? We need him? Yes, of
course! How could I have forgotten? He can show us the
way out!

Himp: The Frog. We.can't get away without the Frog.

‘Schnotz:  Is he gone?
Gluch: Where is the Frog?

(All look for him. DakI spots him in audience)

Bertha:  Where did he go?
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We must find him.
Here, Froggie, here Froggie!
Please come back.
Come up from the bog, yéu Frog.
Hey, we need you now.
Come out, come out, wher_ever yOu‘are!
We haven't much time,
Frog, Frog, come back, come back.
(Dakl is now standing but very shaky. He is getting up hié N
power to inflict his force upon the Frog. The Frog croaks as
the lights again come up on him)

The Frog! There he is.

You have found him, but too late. He was your only way out.
(Weak laugh) Without him you will remain here forever,

(Frog croaks)

Now, don't any of you move or you shall die! Diel

(They freeze)

And now, my fine Frog friend, this is the end. You are to
help these--these~--witches no more and I need you not, I
need no'Frog for places I go. And so goodbye, my hopping
toad.

(He raises his arms to release the Death Ray)

(loudly, racing to Daki) No! No! Nol! Nol No! Nol

(slowly turning) What do you mean, 'No! No! No! No!
No! Nol!l'??

You can't kill our Frog.
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(agreeing, moving in) No, you can't. He's ours, you said
he was ours.

Yes, you fools, he's been around to help you for years; you
never knew it, so why should you care if he dies?

(boldly advancing) You have no right to kill our Prog‘.,

(angry) Right? There is no right or wrong where Dakl is
concerned. DakI just is.

DakI is what DakI does.
(Betty moves to silence her).

(to Bertha) You! I am sick of your stupid sayings. (He
"throws' pain to her head, then moves to Betty) And I am

(He 'throws' pain to her
legs: both girls scream, he then moves to Quince) I am

sick of your brave clever words. (He 'throws' pain to
Quince's chest, then moves toward the witches making his
big but weak movements) And I am sick of all your goings-on.
You shall die, all of you, except the Frog. I have decided

to let him go. (To Frog) You may go. (The Frog remains; he
croaks) I see you remain. Do as you wish. (Turning on the

‘rest) Now, my friends--

Together! Move together. (He signals for them all to come
to him; painfully, they do so) He will not have the power to
kill us all at once.

(facing them) You think NOT? I have enough power to kill
ten men with one ray. '

Your power has been more than cut in half and we are six
strong.,

(quietly tugging at Quince) Not so strong.

(to them) Now, concentrate, direct all your powers, all your
thoughts, your GOOD thoughts unto DakI.

‘GOOD thoughts?
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Yes, good thoughts are the only thing that will work. Now,
come, let's try.

(trying to think good thoughts) We must be serious about our
business.

(following.Schnotz's suggestion) Strong in our desire.
(determined to win) And intent in our deed.

(They sit v"ery close together and stare in stillness at DakI.
He feels their 'good' force which pushes him back. He
strains against it and finally sends out a weak Death Ray

which throws the Earthlings and witches backwards)»

What's this? You...think...you...can overcome.,..me?
Impossible~-

(weak) No, DakI, you shall not win. Our magic is stronger
than yours. '

My power is weak but in a few moments you shall be dead,
when my full power is restored. (Weak laugh: ' he moves off

to build up his strength again)

(weak) What can we do?

(moving slowly) I fear the end is near.

(slowly) If only we had a mirror.
(depressed) Yes, we need a mirror,
Why? Why do you need a mirror?

His Death Ray. If it hits a mirror it will reflect back and

~kill him.

That's the ONLY way he will die. He must kill himself,
That's it! Bertha, where is your mirror?

(her eyes closed, waiting for the end) I don't have it.
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It's in the bag. (She points to it)
(They gasp, seeing the bag which is very close to DakI)
(quick to size up the situation) DakI.
(busy working up his power) What is it?
(rising} I have something for you.

For me?

"(thinking as he talks) Yes. I almost forgot it.. I brought it

from Earth.
(always curious) What is it?

Something very, Very 'small, very, very powerful and very,
very old.

How 014 7?

Thousands of years.

(impressed) Show me. Bring it here. But don't try anything.
What could I try against the great DakI? (He pretends to have
something very small which he pulls out of his pocket, then
signals the others to follow) Here, here it is.

(He walks over to DaklI, the others steal behind hirh)

(looking at his hand) I don't see anything.

Look again; it's very small,

(peering into his hand) That is sand, a few mere grains of
dirt. ’ o

Yes, it is Mother Earth herself.

(Quince pushes Dakl who falls over Gluch who was kneeéling
behind him. The others dive on Dakl while Quince grabs the
bag, searching for the mirror. The Frog leaps from the audi- .
ence to join in the fight. Ad lib: "OOF!" "Hold him!"
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"Croak.” "Get him." "I got him!"” "He's got me." "Get
off me, you flies, you all shall die.” "I'm losing my grip."
"Croak."” "He's itoo strong." "Ouch, ouch, ouch!™

"Croak." Groans continue, but Dakl finally throws them off
and staggers up to face Quince)

DaklI: You snake! You shall be the first to die, you shall disinte=
: grate before your friends' eyes. I shall waste no more time
with you savages, so goodbye, goodbye, goodbye! (He
gestures, bringing on the Death Ray)

‘Quince:  (during this time, he has had his back to Dakl'ra-nd now
: guickly turns holding the mirror just as the Death Ray reaches
him) Reflect a little on this, DaklI.

- Betty: - The mirror!
Bertha: My mirror!
~Daki: (realizing too late what has happened) The Ray: the Death

Ray. DakI...DakI...DakI...dies. (He dies well, in a
pool of red light)

(Quince turns away victorious, but DakI rises up. The
- others scream just in time for Quince to swing around with
the mirror. This can be repeated again and again)

Betty: Quince, you have saved us!

Quince: But Dakl killed himself with his own evil Death Ray. Now
. we should leave this place as soon as possible.

Schnotz: We are free, we are free, we are free, free, free.

Quince: (to witches) | Do you three want to come with u‘s ?

Gluch: Yes, yes;

Schnotz: Yes, yes, yes! And we'll be good, we'll be good, we'll be
' good. '

Himp:  (agreeable) Yes, yes we will,

-Gluch: And that's something to stand on! (He walks about proudly)
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Look, look! His balance! He's got his balance!

That's grand, fabulous! Now you can walk without falling

down!
(rushing to Gluch) Good for youl!
Good for who?

(joining in, they swing around in circles) Good for me and

'you and YOU!

(The Frog croaks)

There's nothing to it!

It must be the good thoughts.

Of course, with the weight of all that evil power gone--
And all the good thoughts coming in--
You can walk without falling down!!!

(practicing) I can, indeed I can! (To Schnotz) But ydu,
what about you?

Me? ?. Well, I--I--don't feel so nervous about things.

" Good!

(going to Himp) And what of you?
I feel fine,

I think everything agrees with her.

- (All laugh)

That's true, yes, yes it is.

(boldly’Wa’lking to Frog) 'Prog! Gét us out of here.
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(The Frog croaks)

(pushing forward with great excitement) Wait! Wait! (To
Frog, pointing to each person) That's Betty. That's Bertha.
That's Quince and, and, and--

(They arrange themselves and begin their 'name' song or
verse)

I'm Himpeldunker
I'm Schnotzenberg
I'm Gluchensnoff

I'm on duty

We're. on duty
And now we're off

We are very GOOD witches
Surely you have heard

I'm Himpeldunker
I'm Gluchensnoff
I'm Schnotzenberg.

(They all join in, following a croaking Frog offstage. Just as
they reach the edge of the stage, Himp rushes back, finding
her cards and with a click of her heels follows the others off)
He's Himpeldunker

He's Schnotzenberg

He's Gluchensnoff,

I'm on duty

We're on duty

~ And now we're off.

They are very GOOD witches
Surely you have heard =~
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- All: 4 He's Himpeldunker

He's Gluchensnoff
He's Schnotzenberg.

END



CHAPTER 4
AN EVALUATION OF THE PLAY SCRIPT

Dangerous DakI and His Worthless Witches was performed at

th.e-Park Theatre at_the Unive_rsity of Arizona campus in Tucson,

'Ariz-ona -on May 17 and May 24_, 1972. The play also tou:éd two s'chools.
in.the Tucson areé, R.oskrﬁge and Plbwing Wellé Elementary School.
Approximately five hundred..children saw the play. The set was simple
dl:le to the touring schbédul.e. There was not' an opportunity to use ti\le
color preferénce indicated by the children, and the time schedule did not
vall‘ow for the actors to ﬁsit with'the childrén after the play. The actual

playing time of the play was one hour.

Interviews with the Children

The Writer intewiewed .akpproximately four hundred seyenty chil—
dren who had attended the production. Of that number over eiéhty had
participated in the preliminéry sﬁ.rvey . The purpose of the interviewing
was tvvofold—;firét to verify the child's intent regarding the play content
an-d‘ éecond, to invéstigate the success of the play. The interviewing was
conducted informally. _Chil_dren} were given the Qpportunity to individually
discus’s partidulars éf the play after the general questioning was
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- completed. The qﬁéstions were divided into tWo areas. The first group
of questions directly related_to the_ play content.dictated Ey the children
 during the preliminary 'survey/‘. The second area cover_éd other;aspects of
the ,play'regarding plot and play structﬁre, Table 10 illustrates the fifteen
point play coﬁtent and the reaction given by the majority of the_ childreh

dufing th-e. performanée and when questioned aftervthe play production,r
| Table 10 verifies the intent of the children. Generally they
respo‘nded well to all fifteen pbints. ~The only negative reaction ex-
pressed was to the song and dance routine performed by the Witches.
The play -content solicited from the child worked successfully when
iri’;egréted into a play structure. The play met ali requiremenfs with the
"exception of the large cast. Becausé of the available'facili{:ies, the
Writef elected npt to include a lérger cast in the play, |
The second area of questioning asked therchild's opinion con~
cern_irig the beginning of fhe play, the eﬁding of the play, and specific
| questions rela;ced to the scavenger hunt and frog. The final question
asked if the child learned anything from the pklay., ‘Many suggestions ‘frOm
the children clearly indicatéd stréngths and weaknesses in the script.,
Comments were recorded by the writer pertaining to the qﬁestions asked.
Those recurring mére than ten times are included below.
 The play begins with the three Wi‘tchesb playing cards, The

children were asked what they thought of the card game and also if they



" Table 10. Verification of Intent by the Child
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Play Content

Choice

Reaction

Play type
Character type

>

Play length

Audience participation
Locale

‘Play elements

Narrator

Kind of lead character

Lesson

Suspense & comedy

Supernatural & animals

"Long (one hour)

Yes
Scary place

Songs and dances,
funny names, falling-
down people, panto-
mime

No

Dumb - silly

Yes

Enjoyed laughing one
second and being
frightened the next

Very good. They
wanted more scary
animals.

They wanted the play
to be longer

They enjoyed partici-‘
pating, wanted to have

~more opportunities.,

Good. They wanted
more scary things on
the stage.

Did not like the song &
dance. Enjoyed the
names and falling-
down character. Mild
interest in pantomime.

They: were happy with-
out one. Stated would
have taken away the
suspense.

Loved the dumb and
silly witches, especial-
ly Himpeldunker.

They were unaware ofa
lesson but reacted well-
to several ideas
presented.



~ Table 10, Continued

115

Play Content

'Choice

Reaction

Original story

Advance information .

Presence of a villain

Punish villain~

Cast size

Many leads

Yes
No

Yes

Yes

Large

. Yes

Were delighted with a
story they had not seen
or heard previously

They enjoyed discover- .
ing events by them-

" selves.

Excellenf. He Was the
favorite character,

Excellent. The chil—l
dren loved the death
scene..

Wanted more characters.

Enjoyed all the lead
characters, )

i

felt it was a good beginning for a play. Paraphrased recurring comments

were: "liked it'_very much, too slow, good beginning, Dakl should enter

sooner, all the witches should cheat, needs more action.”

The play ends with the death of DakI. " The children were asked

td comment on anything regarding the ending. Reycurring' comments were:

"liked how he was fooled into killing himself," "loved to watch him die

so many times," "he deserved it," "how can you write a sequel.”
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The childfeh were ask'evd if they undefsfood the dialogue or if
there were troublesome areas. .The writer noted how much the children
remembered. They indicéted no tfouble in understandiﬁg and ciuot’ed many
lines. Every group qﬁesﬁoned, without exception, guoted the brief dia-
loéue of the witches and DaklI:

| Tis l.rlev, tis'he, VD'a - key, Da - key

Not Da - key, DakI, you idiots!

We like to rhyme,

I have no time for rhyme.
The coﬁment that often followed frorﬁ the children who ciuoted the lines -
was, "He rhyfned, you anv»}o " o

| The children were asked what they‘ thougrht about the scavenger
hUhf. Often repeated suggestions included: wanted more people on the
huht, 1iked to see more characters come into the play; liked the hunt, did
not like Bertha.

The children résiionded- very favorably when asked about the frog "
Théﬁfremarked manﬁr times how much they liked- and wanted to sé_e more of
hi¥r’1. They wanted him fo talk. One young child asked if the Writer wbuld
"fnake him turn into é prince." Many asked what the frog continually
repeate& through()ut: the play. All the frog did was bcr'oak . |

| The final question asked if the children learned anything from the
play. The mqst popular comment was that the play was simply énter-

taining. Other comments recorded were: people can change, evil people

die, witches cheatat Cards, good wins over bad, beware of scary places. .
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The interviewing'ended with 6peri comments regarding other
aspects of the pléy the childr‘en wished to discuss. A great majo;;ity
desired more magic, "messier" and "scrubbier"” wiféhes, Wanted to see _
more of the frog, wanted to know wh? Glucheﬁsnoff kept falling down,
loved to Watqh DakI work up his power and be scared by him. They also '
expressed delight in the chase scene .,7 Answers from the children_.facili_;

’ tatéd the play analysis., Their enthusiastic inte;e,st and honest 'comments
further irndicratec.l the merit of the project.

The writer felt the rhethod of using children lin the creatiéﬁ of a
play scrip% to be interesting and cﬁalienging, Iﬁformatioh g_ained from
the interviewing was so extéﬁsive that material for two morez plays fe—'
sulted. The séience fiction play received a high percentage vote as well
as a play with a moon locale. ‘Some chil&reri suggested "everyday moon
people” could be used. The éhildren gav.e many play; sugges_tions un-
related to the surveﬁf but of interest to thé Writer for future pléys_. The
children éould easily have contributed' more to tvhé ,.actual piaﬁz con- |

struction than the thesis project dictated.

Influences of Today upon the Child

Are children still interested in fairy tale plays? When asked,
the children did not react positively to a fairy tale play. Their response
was consistently reinforced by their disinterest in royalty cha_racters and

a locale of a palace. Statements given by the children were: “that's kid
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stuff,” "they aren't real,” and "fairy tales don't happen, at least not

around here."”

The child expressed interest in a realistic play., - He
appeared to be interested in the logical discovery of events and people
rather than'the» pretend approach of dreams and fantasy. |

| Has the world of violence caused the child to visualize a story
in terms of death and destruction? The writer was confronted with many
gory suggestibnsa The children desired bloodshed, police in_terferenée,~
and drug involvement. Many demons.trated various methods of killing the
villain. One suggested the Earthlings.push Dakl intoa boiling pot of |
tar, The world of violence playé é definite role in the life of many
children,

Has television progra-mrriing affected the child's demahds upon

a script? The writer felt the child's desire for a lengthy play was
directly related to television. »None of the children elected two short -
| blays. Many asked if the play'wc.)uld be seen on television. Children
- questioned who had seen the play suggested several sequels. They also
became totally disinterested in seeing the play again if different actors
.played the roles. _Mostpf the children wanted to see more adven‘tures of
the same characters without the song and dance routine, Withouf

question, television has contributed to the child's thinking. Because of

frequent viewing of repetitive programming and close identification with
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the characters, the child indicated an interest in serial-type plays with
the same actors playing their respecti{re roles,

Do children want to see play characters who mimic television
actors? »Suggestions made for character types were: garbage can char-

acter (Sesame Street), detective character (Adam 12), Big Bird (Sesame

Street), and a space captain (Star Trek). After questioning the children
as to why theﬁr chose television characters, the writer discqvered.thatv
familiarity rather than a desire to see the characters in a play was the
reason for their choice. Many childreh contributed the only ideas that-
qbuld come to mind, those from-their television sets. The writer did not
bel_ieve in any case that the child actually preferred characters who
_mimicl;ed a television prototype since they indicated an avid desire to
sée and experience something new.

Do children want to actively participate in the creation of a play
script or is their role more of the passive observer?v Without question,
the majority of children demonstréted curiosity and excitement when
asked by the writer for their help in writing a play. Often suggestions
were made which had no bearing upon 'the project, énd the childrén had to
7b<e.coaxed back ;co the subject. Some wanted to write plays. Some chil-
d;en wanted to act in the writer's pl‘ay, énd others had plots and ideas
waiting for someone to put into play form. One child asked if the writer

'wt_)uld like to read a story she had written., The eighty students who
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were involved in the entire project expressed delight in their opAportunity'
to take part and wished to be used again. The children did not present a

passive attitude and were definitely interested in contributing.

Criticisms of the Play Content by the Actors

Suggestions were recorded and then given to the writer from the ‘

actors and people involved in the production of Dangerous Dakl and His

Worthléss Witches. The actors did not personally diséuss the pléy With
the writer but presented a written list of suggestions. Suggestions in-
cluded: limit the Earthlings (scavenger hunt people) to two, one Earth-
ling should be a wanderer who would piece the story together with the
audience (narrator), add more magic, cut card game, songs, Bertha, and |
scavenger hunt, involve audience earlier in the play, make the witches

- less human, give the frog more human attributes, make thé dialogue less
sophisticated, define location, and introduce each character separateiy
for_ clai"ity., Generally the tone of the comments appeared to bé overly
critical} no attention Was gi\}en to the play content in terms of audience

reaction or in terms of what worked well on stage.

Criticisms of the Plot by the Actors

The actors generally felt the plot had little consistency and
that the verbal and nonverbal aspects should be "resolved." They felt

DaklI's actions should have a greater effect upon the plot, and that his



121
character needed more "depth." They suggested he could make "people
pie" of the Earthlings, thus giving him a source for his evil power. They
 further suggested another method should be devised for either the death of

DaklI or for his reformation. The last major point for a plot change was
that the Earthlings should be captured and jailed in a Cage. Opportunity
would then be given for the frog to free_ them and thereby become more
instrumental in their escape.

The writer found some of the comments lacking in clarity and g
.also felt some were presented for the sake of change rather than to im-
' prove the plot. Some contradicted the children's play content choices.
However all were most appreciated and welcomed because many had
validity, and all of them gave the writer another viewpoint-and another-

opportunity to reflect on the merit of the subject in question.

Comments about the Play by Winifred Ward

The play was sent to Winifred Ward for her perusal and comments.
On July 2, 1972, she graciously responded. A copy Qf her letter is in- .
cluded in Appendix A. Among her comments was a note gbout the "nega-
A fivé" ‘title wHich shé felt was proba'b.ly interesting enough for the children
'not to "put them off;, " She noted ihat the opening scene (card game) was
too ioﬁg and further suggested that péker was too sophisticated a card
- game fér a children's play. Several comments showed concern pertaining

to the amoral character traits of Himpeldunker. Although suspense played
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an improrta-nt role in the play, which she appeared to enjoy, she asked,
"did mothers report nightmare s(? " TFavorable comments were given re-
garding the setting, and the fact that the second and third parts of the
play "held well." She liked the many "original ideas." Her thoughts
were greatly appreciated, particularly in regard to her sincere interest

and concern,

Results of the Suggestions upon the Play

All qomments received concerning the play were studied and
appraise‘d. Changes that occurred as a result of the suggestions and
other decisions made by the writer are as follows. The opening scene
was considerably éhorteneda allowing an earlier entrance for DakI. More
magic was added. Songs'were not deléted because the writer felt théir
presentation accounted for the negative response. A reason supported
Gluchensnoff's falling down, the presence of evil lay heavily upon him,
thus ce;usin(j him to constantly fall down. Action was added for Dakl and
wordy dialogue was deleted. The treatment of the frog remained un-
changed because frogs croak and hop, a realistic touch the writer wished
to kéep. The character of Himpeldunker rerhained unchanged. Her
amoral attitude was created specifically to express the type of person
“who is adaptable, easy going, and non-judgmental, a character type

' !
common in today's society. The play in final form comprises Chapter 3.



123

Reflections upon the Contributions from the Children

The three fine ladies, Alice Minnie Herts, Charlotte Chorpenning
" and Winifred Ward devoted maﬁy years of.their lives observing and inter-
acting With children. Rather than imposing their own viewpoints im-
personally upon the child, they discovered with the child a touchstone

of communication through which ideas were conveyed, Likewise, in the ‘.
thesis project the writer chose to discover through the child: rather than to.
impose any 'blfeconceived ideas upon him. The writer interviewed hun- '
dreds of children and then compared their viéWpoints with over eighty
leaders in _the children's thea.tre field. When opposing viewpoints
emerged, the writer carefully regfiewed the motivating forces behind the
opinions. Often thé leader who' might have suggested fantasy or who
objected to audience parti.cipation ekpressed frustration a‘t the laék of
interest from aj child audience, and concern about the ubiquitous rival,
>television. Thé child mést often expressed pure and simple desires fol—l
lowed by open-friendliness and conveyed no concern about success or
failure. Because of the interaction with the child, the writer was fre-
quently swayed to the child's viewpoint if it feil within the reaim of

. practicability.; The child produced a multitudinous quantity of information
. from which fiftéen points were chosen for play content and integrated
into a play structure. The child continued to help with his follow-up

comments after seeing the play. The writer discovered-a world of
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children- who responded in a direct, sometimes aggressive way to Vthi'ngs
they liked and did not like. They were in touch with many problems our
society and technology have forced upon individuals, but the children
were generally not inhibited, fatali.stic,. or. péssive in their awttitude's .

They wanted to express ideas and they did so. Theyvdémonstrated re-
-peatedly the effect .our society has imposed upon them. The repetitive
violence, death, and devastation that recﬁr on television have become a
' casual reality for today's child. His world has become‘an increasiﬁglyb
small global village with a television set representing the glowing camp-
fire.rerhiniscent of primitive times. The child now sits aﬁd watches the
flames spread throughout the world. The child witnesses few occasions
when good receives proper rewards. The television set often exposes the
stark reality of .our times. The child no longer lives in the small isolate;d :
"familg/ world of yesterday.

: The playwright most often chosen from the coﬁposite list of all
‘the leaders who participated in the adult survey was Charlotte Chorpenning.
The writer, however, does nof believe a plaﬁf written for discipliﬁary ,

reasons is relevant to today's society. The character of Jack, the obedi-

ent son in Charlotte Chorpenning's play, Jack and the Beanstalk, can
ea sily fall under attack by today's child. His loyalty to home, mother,
and apple pie is not something to be revered in a world where communal

iiving and a new freedom exist. Child_ren should not be subjected to
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'.antiquated plays of the past. They should not be "treated" to plays to
which they can no lolnger relate. The child needs to see the ﬁroblems of_
today handled upon the stage. These problems change as our society
changes and so must the plays if children are to understand, benefit, 7

. and enjoy them.

Relevance of the Play

The play.Dangerous DaklI and his Worthless Witches presénts

the child with many ideas which are applicable today. There was no
intention of preaching moral ethics. I‘deas were placed in the textinan
inconspicuous manner so that the child cbuld choose and select what he
desired. The play script presented the following considerations:

1. Péople possess both goqd and bad character traits; The witches
were not good characters in the literal sense but they were
likeable and posse_ssed a few redeeming qualities.

2. ; A person cannot be something heAis not. Himpeldunker expréssed
this thought when told she could cheat all she wanted but not
with the other witches. Her response clarified her position: "I
don't know, once a cheat alwaysb a cheat . . you tell me to
.cheat here (fushes to a cer’gain place) but then you tell me not
to cheat heré (rushes to another place). That's impossible.”

3. Pedple are often fooled by appearances. DakI demonstrated the

idea -when he attempted to instill fear into the three witches.
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He stated; | "people are affected by the outward appearance of
things . . . if . . . you appear to look nice people Will ‘iike'
you. " Then when mankind is near you, you can be evil, think
evil, feel evil. . . .,V" | |
Fearis 'an -emotion that can overcome everyone, The Wi.tqhéé 7
illustrated the idea. They were. puzzled by the unexpected fact .
that the fea; they conju-red up for purposes of scaring éarth‘ _
pédple scared the witches. I—Iimﬁeldunker finally reélized,-
"fear, ybu dope, you clown, you dumb dumb, doesn't knOW that.
If scéres everyone alike. "

Words mean nothiné if not evidenced by thé proper éction; ‘

Bertha continually stated homilies. Her runnihg commentary

.was superficial because she could not produce their validity

through her actions. She had computed bits of information but -

~ had not backed thém up with any; though’c:process or genuine

feelings.

Good is better than bad but you cannot depend upon that truism

to save yourself, The characters tried to use their good force

against DakI. Although the force had some effect upon him, -
that alone did not give the Earthlings victory. They had to use

their power of good sense to outwit the formidable villain.
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7. A person who is evil destroys himself. The psychological de~-
struction of a wrongdoing is understandable to the adult but not
to the child .. DakI therefore inadvertently killéd himself rather
than fall directly by the hand of a good person.-

8. People can change and adapt themselves to new situations. The
fact that the witches were capable of turning in their evil
thoughts for good thoughts was indicative of the capability of
individuals tov do so. The play at’tempted‘to present ideas whigh
are relevant today and to give the child points of view which
could interest and rbenefit him.

The writer found the entire project to be satisfying and re-;
warding. If it were to be done again, the surveys could easily include
more altefnatives for play content as well as a section devoted to plot
suggestions. A new play would also be created because of changing
ideas céntributed from the child. The conclusions reached would, how-
ever, remaih unchanged. The child knows what he wants and when his
dééires are met he reacts favorably; The child has proven without
question, at least to the writer, that he is a fine idea man and a fine

critic. All he needs are fine plays to attend.



. APPENDIX A

LETTER FROM WINIPRED WARD CONCERNING THE PLAY

DANGEROUS DAKI AND HIS WORTHLESS WITCHES

+.1600 Hinman Ave..
Evanston, I11.
July 20, 197'2_

Dear Mrs. Brinckerhoff:

.I am sure that you hoped I would be expeditious in reading your
play and getting it back to you with my comments., It arrived, however,
when I was deep in some other commitments, especially in commenting
upon a thesis on the Children's Theatre of Evanston from a young man at
the University of Penna.

And though I did not attend the ASSITE] meeting in Albany, I had
a number of guests on their way to or from that great meeting--ending
with Dorothy Heathcote (who came to Evanston to teach at Northwestern
afterwards, and had dinner--she, her husband and two little girls--with

" us last evening). Even though I retired years ago, I have a busy--and

happy--life still!

I did read‘your play soon after it came, but wanted to reread it .
before setting down my comments for you. So now at last I am giving you
some of my reactions.,

First, the title: exciting to children even though negative. But
due to the fact that children are always interested in what sounds eX01t1ng,
the negative aspect would probably not put them off,

At first reading I felt: this first scene is definitely too long for
the length of a one act play. And I had the same reaction during my

- second reading. It was taking too long to get to the real action even -
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- though the audience is fresh and the scene sufficiently interesting to hold

their attention.

Your setting and lighting are, of course, very good to set the

~ feeling of the play, and it is an excellent idea to have the witches use
~ the properties in unexpected ways! (Personally, I think it would be better
and less sophisticated not to have the game so definitely poker.)

I had thought "Himp" a delightful witch-in-training until un-
expectedly she turned out to be the worst as far as morals are concerned! -
But she is the most interesting witch, and she'll probably reform!!

_ When Charlotte Chorpenning was writing a large percentage of
the children's plays being done in theatres, it was fun for me to talk some
of them over with her. And I have heard her say more than once that she

-wrote them on two levels: one for the children, one for the mothers who

brought them to the plays: "substance" she called it--some bits of
philosophy a little too mature for the children. But I did appreciate that
word "substance." She was never "goody-goody, " never "pastel;" and
she studied her audiences every Saturday and often made changes from
one week to the next for the Goodman Theatre audiences before she con-
sidered them ready to publish.

But to your play: the second and third parts of your action moved
fast and without a doubt held well. Certainly, they would love seeing DakI

- get what was coming to him! And there is surely great suspense--enough

- to satisfy the most eager for thrills. Did any mothers report on

nightmares ?

How did the ending work out? Often I have found that no matter
how involved the audience has been, whén they know it is ending, a con-
siderable number of children break the spell by putting on coats and a few
even start to leave, making me feel that the very end must come fast. '

Now you have found the answer to several of my comments or
questions by one or probably more performances--the best test, after alll

You do have a lot of tension, and most of the boys, especially

- will love that. There are sure to be girls--and younger children for whom

-it will be pretty strong suspense. I hope you will write -about that.
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You have many original ideas--so good to find in a playwright!
I hope you will continue to write. Good plays~--really distinctive ones
are so badly needed!

Every good wish,

/s/ Winifred Ward



APPENDIX B

LETTER FROM WINIFRED WARD IN RESPONSE

TO INQUIRY FROM WRITER

Winifred Ward
1600 Hinman Avenue
‘Evanston, Illincis 60201
April 6th, 1972

Dear Joan Brinckerhoff:

I appreciated your warm--and beautifully typed--letter! I
wouldn't attempt to reply in kind, for since I seldom type any more, I'm
likely to make mistakes, and it is almost impossible to erase neatly on
this business paper for some reason.

To answer your question: no I have never written a play, tho I
have wished that I could, for I have had much fun working with some
playwrights who wrote plays for the Children's Theatre of Evanston, es-
pecially Charlotte Chorpenning, with whom I worked a lot on The Emperor's

New Clothes, one of my favorites among her plays. Tho she worked at
" the Goodman Theatre, she lived in Evanston, and she was a remarkable
woman--a strong personality with a grand sense of humor. When a man
who teaches at the School of Speech said to me this year: "Mrs. C.

was good in her time, but her plays are rather 'pastel,'" I said nothing,
- but I thought to myself, "If there was one thing she was not, it was
'pastel’.” She never assumed to be a wonderful playwright, since she
based all her really successful plays on loved stories, but children loved
those, and in the early days of our theatre, I don't know what I'd have
done without them. Not that it is easy to find good plays now, but hers
all had "substance"--and children were less sophisticated then--before
TV,

Personally, I am happy that my ere was then, not now! I did
it for 25 years, directing most of the plays myself (four a year). In
fact, tho I also taught courses in C. T., Children's Lit., and Creative
drama (not more than two each quarter) at the School of Speech, and
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supervised dramatics in the public schools, it was C. T. which took
most of my time (writing my books in vacations--and a quarter off),

. Sounds ridiculous, doesn't it? And of course, as the work grew,
it became impossible to do it really well. However, Rita Criste, my
successor (who had taught and directed in my dept. for years) tried to do
it all, as I had. But after her 15 yrs., the public schools took the whole
responsibility--and, as I had feared, after a time, the troubles began,
for the staff, in place of being on the regular faculty of the Univ.,
training students in this field as a part of their work, had to be hired

 separately--and the cost was far beyond what was taken in by the plays.

And when the great tax rebellion hit Evanston last year, the referendum
did not pass, and the C. T. was cut entirely from support--except. for the

use of the auditoriums. What happened? After a short period of stunned
despair, the staff, backed by some of the loyal P.T.A. women, rose up
and began looking for backing from the city (83,000) on the strength of -
the fact that thousands of its citizens had "grown up” in the 43 yr. old

C. T.--including the Mayor, as it happened!

First, the Woman's Club of Ev., gave a benefit luncheon (with
cards) netting $1,000, and the national speech arts sorority gave $500.
From then on, service clubs, banks, P.T.A.'s, etc. etc. contributed--
and many individuals--to raise the $37,000 needed for the salaries of the
staff for one year (which to me seemed high) and finally the school board
managed $7,000 to bring it up to the final $5,000 promised by a million~
aire philanthropist--and one year was subsidized! I was amazed and was
perfectly sure that I couldn't have been so persistent! The children them-
selves raiséd hundreds of dollars--independently. (So far as I know,
they have been given $10,000 by a federal foundation for the arts toward
next year, but I don't know what other prospects they have. Evanston
has been known widely for its good schools and liberal art education.

But as seems to be the case all over the country, taxes have soared untll
even a liberal community such as E. has rebelled. - And the creative
drama in the schools has been greatly cut.) Well, I had no idea of going
into detail about our situation when I started this letter. But this yr, our
C. T. has given only 2 big, elaborate productions, and is devoting most
of its time to shorter, touring plays to all the schools, which has real
value if they are really good, not trivial. :

I shall be most interested to read your play, so send it along
- when it's ready! Auraud Harris sends his plays to me before they are
printed to get my reactions. He has a new one for blacks--tried out with
a black cast in Louisville, and Sara Spencer--who will publish it--thinks
highly of it. It is an exciting thing--playwriting, and you are wise to
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give it a series of tryouts before publishirig it! I shall be happy to read
it and give you my reactions!

Every good wish,

/s/ Winifred Ward -



APPENDIX C
LETTER FROM WINIFRED WARD IN RESPONSE TO THE SURVEY

1600 Hinman Ave.
Evanston, Illinois
January 5, 1972

Dear Miss Brinckerhoff: .

Since you doubtless have been reading widely in the field of
children's theatre in preparation for your thesis, you are acquainted with
- my Theatre for Children as well as magazihe articles I have written, in
both of which you would already be acquainted with my answers to most
of the questions you ask. Therefore, I will merely comment on several
aspects of CT which have changed since I was active in the field.

1. The effect of television on children has been mainly to make
them more sophisticated and thus more difficult to predict as audiences.
The very young boys and girls still enjoy the classics among the folk and
fairy tales, but many older children--of 8, 9, and 10, say--begin to con~-
sider them too young. They still can be counted on for Mark Twain
~stories and Treasure Island; but fairy tales and many folk tales with magic
are questioned by all but quite young boys and girls. A great pity, too,
for there are so few plays of quality being written today.

2. The worst development, in my opinion--and the opinion of
many CT directors--is the "spoof" of classics which you may have seen
on TV: for instance, a silly musical based on the story of "Jack and the
Beanstalk."” And there is a still worse one based on the great story of
"The Emperor's New Clothes." This is ruining it for everyone. The per-
petrator of most of such spoofs is a small theatre in New York--called, I
believe, "The Prince Street Theatre.” Most CT people will have nothing
“to do with such irresponsible doings, but it reaches many people on TV,

3. Audience participation. This is a type of CT which has been
used more in England than in the U. S. It is limited to small audiences~-~
best probably to 100 children--and sitting in a circle on the floor. Two
or three trained adults begin to act a play, and gradually they draw into
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it some of the children in the audience--and it becomes really creative
drama. (I once saw professionals at a marionette play draw children in a
large audience into action by asking them, first, questions which could
be. .answered by yes or no, but the children after answering by louder

- and louder shouts, completely went to pieces—--and the puppeteer never
~did get control again.)

4. Importance of good training for the director: He or she should
know what good theatre is; should know good directing techniques; in
other words, have training from a really qualified teacher. He needs to
know many plays which have been written for children. And, of course,
he needs to know and understand children and care deeply about g1v1ng
them the finest theatre of which he is capable. :

These are a few trends today which I mention as requiring judg-
ment on the part of a director--or playwright; for I note that you have the
writing of a play especially in mind. Good plays are needed badly, and
the study of many plays is important. (You have read the collection of
Twenty Plays published by the Anchorage Press, haven't you? It is quite
a good collection of that press's published plays. They are now using it
in the Children's Theatre course at the School of Speech of Northwestern
Univ. for a study of plays.)

You also know, of course, Children's Theatre for the Child
Audience by Jud Davis and Mary Jane Watkins (Harper) which is very .
good. I am letting my Children's Theatre (or rather Theatre for Children--
sorry!) go out of print, for I do not wish to revise it again--and the
Davis-Watkins book is good.

With every good wish,

/s/ Winifred Ward



APPENDIX D
QUESTIONNAIRE FOR CHILDREN'S THEATRE LEADERS

1. Describe what you do.

Ye

Direct plays with adult actors for child audience. (
Direct plays with children actors (
Teach children acting techniques. «(
Other

2. Check number of years involved in activities listed below.
(Years) : 1-2 3-7 8-14 15+
Directing -
Teaching
Working with children's programs
Other

3. Check training in children's theatre.
(Credit -hours) 1-3 4-12 12+ None
Directing
Acting

Tech. Theatre

Child Psychology

Creative dramatics

Child growth and development

4, Circle number of children's plays attended in last five years.
1-4 5-9 10-19 20+

5. What is your reason for producing plays for childrénl? :
" Choose one, :

Exposure to folklore Teach moral lessons
Communicate ideas Expand creative interest

~ Entertainment _ ' Other
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- 6. What materials do you use when directing a play?

Original (
Your own (
Published plays =~ (
Adaptations (

7. Do you feel television has changed the attitude of children toward
children's plays? Give attention to their interest span and their
demands upon a script.

Yes () " No ()

Explain
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8. For a children's audience, rank according to importance.

Costumes
Scenery

Action
Characters
Plot '
Music

Dance

Songs

Special effects

9. What age do you think is the most responsive in relation to fact
gathering and audience?

3-6 () | 6-10 () 10-14 ()

" Why ?
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10, Do you think children's opinions about what they want to see should
be considered in writing an original play?

Yes () No ()

Why ?

11. Rank what kind of play you feel most child audien_ces prefe,r,.

Fantasy
Contemporary
Suspense/Mystery
Science Fiction
Musicals

Other

12. What kind of characters do you feel most child audiences prefer?
Rank according to preference.

Supernatural
Royalty
Comedians
Animals
Everyday people
Other

13. List what lengh play you feel is best for a child audience.

Ages 7-11 under an hour
an hour or more

14, What is your attitude concerning children participating from the
audience in a play ?
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15. List five plays you would choose in a season of children's plays.




APPENDIX E

QUESTIONNAIRE FOR CHILDREN

=
®
7

How many of you know what a live stage play is?

~—~
S

How many of you have seen a play for children?

What kind of play do you like?

‘Fantasy

Contemporary
Suspense/Mystery

Science Fiction ' -
Other

What kind of characters do you like?

Supernatural
Royalty

Clowns

Animals
Everyday people

What length play do you like?

Ldng
Short

Would you like to participate by helping the characters '
during the play?

No opinion ' () Yes () No ()
Where would you like a play to take place?

House

Moon

Palace

Scary Place
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8.

10.

11,

12,

13,

14,

15,

Magic Place
Other

What do you like best?
Riddles
Songs
Dances
Funny Names
Falling down silly people
Pantomimes ‘

Would you like a character to narrate as things happen: ;
in the play?

Yes () No ()

Would‘you prefer a lead character to be brave and smart
or one who is dumb and silly?

Brave and smart ( ) Dumb and silly ()

Would you prefer to learn something from a play or would
you rather see a play with no lesson involved?

Lesson () No lesson . ( )

Would you prefer a play with a familiar story or one which
is new?

Familiar () New ()

Would you like to know something in the play that a
character does not know?

No opinion ) Yes () No ()
Do you think there should be a villain in the play ?
No opinion () Yes () No ()

If the play has 'a villain, should he be punished or should
he reform and be set free?

Punished () Set free . ()
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16.

17.

18.

19.

20.

21,

Would you prefer a cast of approximately six or one with
approximately thirty ?

Small cast () } Large cast ()

Would you prefer a play with one lead character or with
several lead characters?

One () Several ()

Would you like to see theactor get into his costume and
makeup before the play? .

No opinion () Yes () No = ()
Would you enjoy visiting the actors after the play?
Yes () No ()

Would you rather see a chlldren s play on the stage or
on television?

Stage () ‘ Television ()

What is your favorite color?
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APPENDIX F

COVER LETTER SENT TO CHILDREN'S THEATRE LEADERS

4560 Cerco del Corazon
Tucson, Arizona 85718
November 29, 1971

Dear :

.I am pursuing my M.A. degree in drama at the University of
Arizona, Tucson, Arizona, and am presently writing my thesis. The
topic I have chosen for this endeavor is "A Study of Children's Concepts
for Theatre as Applied to an Original Play."” 1 wish to ask your assis-
tance in the completion of the enclosed questionnaire at your conve-
nience. This information is most important to me because my thesis
includes a survey of the opinions of leaders in the field.

The completion date for my thesis is August 1972, so I would
.appreciate your reply as soon as possible. '

Thank you for your attention and consideration.

Sincerely,

/s/ Joan S. Brinckerhoff
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