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Abstract 

As an overview of a junior high play productio n 

which emphas i zes the importance of drama in education 

this project describes the events during the eight 

weeks leading to the actual performance. The goal of 

the director was to use a play prod u ction to 

experimental l y explore different ways to teach students 

to process informa tion, solve problems , accomplish 

tasks , and to challenge st udents to think. The 

literature revi ew presents a rationale for using drama 

in the school system . The methods chapter contains a 

Hodge Ana l ys i s of given circumstances , dialogue , 

dramatic action , ideas , tempo, moods , lighting plot, 

and ground plan . An analysis of the story , 11The Ransom 

of Red Chief" by O. Ben r y , is included in the chapter. 

Chapte r IV explai ns tbe procedure implemented to direct 

the performance . Specific approaches to reading, 

technical direction , and dress rehearsals are 

doc umented by the director . Teaching materials 

include : goa l s, general objec tives , and specific 

objectives used in casting, rehearsal, and performance . 

Evaluations are discussed in Chapter V through teacher , 

student , and director surveys in the area of 

achievement and affective outcomes. A final discussion 
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section discusses the strengths , weaknesses, and 

disadvan t ages of the overa ll method used in the 

production. 
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Chapt.er I 

Introduction 

The answer to many simple que s tions might take on 

two f orms-- either that of information o r else that of 

direct experience; the f ormer answer belongs to the 

category of academic education , the latt.er to drama. 

Direct experience is t ime - consumi ng , is intangible , and 

therefore no t measureable; it is of ten successful i n 

least expec t e d quarters and ther e fore tends to upset 

th e more exact modes of educational asse s smen t . 

Over the last generation, many strong and vali d 

arguments hav e been put forward as to the philosophical 

reasons for drama as e du cation . On opening night in 

the prof e ssional theatre, noth ing ca n be more important 

than pleasing th e audience . The profess i onal 

performer must be ready , in Boleslavsky ' s phrase, " For 

the sake of the t.heatre to give everything , to s uf fer 

everything" (1934 , p . 15 ) . 

In this introduction lies the difference be tween 

educational t heatre a nd the professional stage . 

Theatre is largely concerned with commu nica tion be tw ee n 

actor s and an audjence; "drama" is l a rge l y concerned 

with experience by th e par t ic ipant s irres pecti ve of any 

function of communication t o an audience . Theatre is 

undo ubtedly achievable wi t h a ve ry small minority; but 
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drama , like the re s t of e ducat ion is co ncerned wi th t he 

majority. Th ere i s not a c hild born anywhere in th e 

world, in any phy sical o r i ntellect ual circumstances , 

who cannot do drama . Ed ucati on is concerned wi th 

ind i viduals ; dra ma is concerne d with the individuality 

of ind ividuals , wi t h th e uniqueness of each human 

essence (Way , 1967) . 

There is a very im port a nt place jn education for 

drama ( Hoet ke r , 1975) . Backer (1978) ma intains that 

dram a can be a valuable tool. I t can provide a va riety 

of teaching proce dures , a metho d fo r pr e se n tin g 

opposing points of vie w, and a general way to improve 

s tudent co ncept s . Moffett ( 1976) believes that drama 

is central to a l a ngua ge curriculum , not pe r ipheral . 

Drama is the base a nd essence , not a speciality . The 

starting poi n t of drama is the premise t hat c r eati vi ty 

can be developed . The drama ed ucator wil l hel p 

students a naly z e the language of the scri pt and 

translate this into purposef ul movement, clea r 

art ic ulation , and se nsit ive co mmunica t i on with the 

a udience (Malbin , 1979) . 

Edu cat ional sk i lls go beyond the lear ning of lines 

a nd c ues. Bec k ( 1 973 ) indicat es almost everyth ing 

associated wi th play prod uction is conducive to t he 

dev elo pmen t of skills, feel ings , attitudes , and beliefs 

tha t will la ter be found usefu l tn adult li fe . Drama 
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allows studen t s to explore concepts they ha ve learned 

in theory in the Englis h class- -plot , characterization , 

motivation , climax, foreshado wing, and a host of other 

terms that come to life in performing a play (Ridgeway, 

1985) . 

As emerging adolescents , students i n junior hi gh 

often feel co nfused and fragmented , quite grown-up in 

some ways and very young in others. Junio r hi gh age 

students are in tra nsition : physically, cognitively, 

emot i o nally , a nd socially . They are often unsure about 

their own bodies , wh i ch seem to change faster than 

t heir perceptions of them; some are already taking on 

the characteristics of puberty while others of similar 

age st i ll look like " little kids ." 

Experiences in drama provid e students 

opportunit ies to deal wit h body awareness and 

expression , can provide a format for explor i ng self­

perception and a t tit udes about self and others . Urama 

often e ngages students in act i vities in which they can 

practice coordi nation and grace in comfortable , 

nonthreatening ways. For example , a st udent who can 

pantomime has discipl i ned his or her own body and 

accompl i shed something physically cha l le ng ing . Both 

the experience and feeling are f ulfilling to t he 

students . 
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The students are also cognitively in a state of 

transit ion. Sometimes they function as concrete 

operational thinkers and can not perform sophisticated 

cognitive funct i ons. By the time they reach junior 

high some students begin to function as adult thinkers; 

they a re able to think in terms of cause and effect, to 

hypothesize and predict outcomes based on ev i dence at 

hand (Cottrell, 1987) . 

Drama encourages students to keep both hemispheres 

of the brain actively involved in the learning process . 

This is not only reinforcing the children who prefer to 

learn in a more holistic, imaging, and spatial way, but 

challenges those who are more linear, logical , and 

verbal, to become better at visualizing and 

synthesizing (Cottrell, 1987). 

Wright and Alin (1977) believe drama increases 

self-confidence and improves concentration; linguistic 

and decision-making skills are developed as the 

individual becomes aware of h i s own potential. 

Stimulation of the imagination , awareness of speech , 

sound, body control , and the self in relation to others 

are achieved by improvising situations based on life 

experiences . 

Simply stated, play production i s the assemblin g 

of things and people in a delicate balance of 

believability in order to bring the artistic creation 
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of a playwright to life . Beck (1973) reports that a 

play in the form of a script is not a play. A play is 

a c hunk, a slice , a bite of life . It is an instant or 

a happening conceived of as human actio ns by the author 

and wr itten down to be communicated and passed on to 

the director for his interpretation and to the sLudents 

for "making into a play ." 

Play production therefore means to translate from 

the written message of a creative writer a few mjnutes 

of human actions: talking , listening , dancing, loving, 

hating , fighting, killing, dying , singi ng , praying , 

crying , laughing , fearing, and thinking- -in short, 

living . 

The Ransom of Red Chief adapted by Anne Coulter 

Marten was a two-act play representing the culminating 

project of g raduate study in theatre and e ducat ion al 

Lindenwood Col lege. The project involved eight weeks 

of rehearsal and two performances. Stage design, 

lighting, and costumes wer e incorporated in the 

production . The play was performed at Warrenton Junior 

High School. 

Goals and Objectives 

Since the a uthor is above all an educator usi ng 

drama as a teaching/learning experience , this 

culminating project consi st ed of: specification of 

educational objectives , selection of a play suitable to 
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ac hie ve those objectives, direction and production of 

the play with junior high school students, evaluation 

of the experience based on the stated objectives . 

Drama emphasizes goals different from those of 

other subject areas . Originality , fl e xibility, 

spontaniety of movement , and speech are highly valued 

goals in a drama curriculum. Since play production at 

the junior high level is educational in purpose, it 

must be guided by educational objectives. The 

following list of behav ioral objectives provided a 

guideline for the directo r during pla y production . 

These goals are used as objectives by the drama 

department at Warrent on Junior High Sc hool. 

Teaching goals: To use a play production to 

exper ientially explore different wa ys to process 

information, solve problems, accomplish tasks, and to 

challenge students to think . 

General objectives: Given the opportunity to 

engage in a play production , students will be able to: 

1 . Respond to motivational stimuli i n ways that are 

individual and authentically her o r his own . 

2 . Recogniz e and show tolerance and appreciation for 

each person ' s contribution, when planning, 

playing , shari ng, and assessing their work. They 

wi ll increase in their abilities to value the 
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points of view of others without sacrificing their 

own ideas , feelings , a nd ways of expressing . 

3 . Demonstrate an understanding of drama as a process 

rather than product- oriented by show i ng more 

concern for the rights of all to participate , 

inc l uding those who seem to have less talent or 

artistry to con t ribute . 

4 . Demonst r ate self- esteem through wjllingness to 

share ideas and feeli ngs . 

5 . Progress in their abilities to accept both 

criticism and pr aise and be able to o f fer both 

wi t h ge ne r osity a nd sensitjvity . 

6 . Demo nst r a t e an acceptance of their own bodies by 

their willingness to communicate ideas and 

feelings through body moveme nt as well as with 

lan guage and to do so with naturalness and good 

humo r. 

7 . Suspend disbelief and engage in drama sit uations 

t hat dra w o n fantasy as well as more real world 

settings, characters, and events . 

8 . Sho w increased abilities to decenter , to look at 

several variables and possibilities when engaged 

i n problem solvi ng , invention , and critical 

analysis . 

9 . Demonstrate increased abilities to recognize that 

which has intrinsic value and is aesthetically 
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rewarding, particularly as the y have increased 

input into determining the literature , concepts , 

and situations to be dramatized. 

Specific Objectives : These object i ves were set 

for this pr od uction . 

1 . The st udents will work together to create scene ry . 

D. O. 2 , 3 (Departmental Objectives number 2 and 3) 

1 . 1 contri bu te to th e planning 

1 . 2 volunteer to take o n tasks 

1 . 3 accomplish ta sk assigned 

1. 4 help each ot her when needed 

2 . Apply knowledge of spea k ing skills . D. O. 6 

2 .1 project to be hear d 

2 . 2 articulate 

2.3 speak with e xpression 

2 . 4 spea k " in c ha r acter" 

3 . Show knowledge o f ligh ti ng techniques. D. O. 8 

3 . 1 provide v i sibility 

3 . 2 establish emphasis 

3 . 3 create mood 

3 . 4 s uggest dis tincti v e light source 

4. Demons trate attentive listening skills. D. O. 

1 , 3 , 4, 5 

4 . 1 respond ap prop r iate l y to cueing 

4 . 2 r es pond appropriate l y to direction 

4 . 3 show empathy by listening to other ' s opin i on 
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5 . Read and infer ideas and re lationships not 

explicitly stated i n a passage . D. 0 . 9 

5 . 1 c reat e appropriate characteriza t i on 

5 . 2 accomplish a pe rfo rm ance that brings o u t the 

theme of the play 

6 . Write effective charac t er ske t c hes . D. O. 7,8 

6 .1 express ideas wit h a clear focus 

6 . 2 extends character ' s personality c r eatively 

6 . 3 uses parts of s pee c h correc tly 

6 . 4 makes fe w, o r no , s pelling e r ro r s 

6 . 5 makes only minor pu nct ua ti on errors, if any . 

Selection of the play 

The play, "The Ransom of Red Chie f ," r evealed 

several co ncept s to the a udience. The themes of 

mistake n ide n tity , false pretense , mis placed devotion, 

and bitter irony of fate reached the a udience . 

The pla y pro vi ded a n excellent for um for 

encouraging growth a nd social development . It also 

affo r ded a sp e cial way to explore a breadth of 

challenges associated with g r owin g up. Th e follo wing 

cri t eria were gi ve n co nsideration in the selection of 

the play: 

1. The play must be honest in the way it dramatizes a 

situation and presents human beha vior . 

2 . A play must ha ve q uali ty, signi ficance , or purpose 

wh ich wa rrants its prod uction. 
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3. Characterizations must be completely enough drawn 

to be challenging to and worthy of the time and 

study of the actor. 

4. Story and plot must have log i cal and credible 

motivations . 

5 . Plot , story , and theme must be intr i gu i ng enough 

to capture the imagination and interest of the 

cast and audience . 

6. The play must be within the capacity of the 

students ' and director ' s understanding and 

appreciation , incl uding the purpose of the 

playwright . 

7 . The play must be one which challenges the creative 

and artistic abilit i es of all who are assoc i ated 

with the production , thereby encouraging growth i n 

maturity . 

8 . The play should have literary value and should be 

written in acceptable language . 

Direction and prod uction of the play 

The teacher directed the play, analyzed the play , 

constructed the lighting plot , a nd selected the 

costumes. The students performed , painted th e scenery, 

bu ilt the props, and operated the lights . 
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Evaluation 

The participating stude nts and junior high 

teachers were asked to evaluate the production and 

performance, using tools devised by the author, 

The student evaluation sheet (see Appendix F for 

copy of the student survey) co n tained ten items which 

students rated on a scale of 1 to 5 . The statements 

were planned to assure the students ' perceptions of how 

well t hey achieved the objectives and covered cognitive 

outcomes , such as improvement i n or al read i ng and 

characterization , improvement in speech and diction, 

knowledge of techniques of acting; and affective 

outcomes such as : tolerance of others, growth as a 

person, ability to work together . Finally, the 

students ' persona l r eaction to the experience was 

assessed , 

The teacher evaluation s h eet (see Append i x E fo r 

copy of the teacher survey) contained ten items which 

teachers rated on a scale of 1 to 5, The statements 

were planned t o evaluate the performance relating to 

the pr ev i o usly s t ated goals and objectives . The 

teachers rated the performance on such cognitive 

outcom e s as : memorizing lines , speaking clearly and 

distinctly , moveme n t in the pl ay , characters ' motives , 

intensity and mood , l i ghting , and costumes . Finally, 



the teachers were asked to assess the overall 

performanc e . 

12 

The director e valuated the performance and 

production base d on the teacher survey (see Appendix E 

for a copy of the teacher survey) usin g the 

previously stated goals and objectives. 



Chapter II 

Review of Related Literature 

Background 

What is the role of drama in e d uc ation? Duk e 

(1974) reports that our present educational system has 

tended to overlook t h is fun dame nt a l process . Our 

schools emphasize t he need to learn fac tual 

information . To a great extent th e passing or failing 

of courses is predi ca t e d on th e a bility to master or 

memorize certain bits of inform atio n. Torrence's 

( 1970) studie s revea led tha t t he presen t educational 

system is too excl usivel y ve rbal and cognitive . Mearns 

(1980) indicates the fo stering of creat ive exp r ession 

i n learnin g jogs students out of passive acceptances 

and mechanical ro u tines ; it makes fa miliar thi ngs 

different and wo r thy of not ic i ng , prov i des new device s 

for thought, and encourages experimentation. Ward 

(1930) not ed five ed ucational purposes where dramatics 

can be achie ved through student participation. 

(1) Schools should give c hildren many 
opportunities t o practice democratic id e a s ; (2) 
chi ldren shou ld learn throu gh meaningful 
experiences; (3) all children should be encouraged 
to think creatively; ( 4) children s houl d be 
educated for social living ; (5) the whole ch i ld 
should be educated--physically , intellectually , 
and emotionally (p . 59) . 
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Wa r d was firm in her conv i ction that all of th ese 

purposes could be and wo ul d be achie ved thro ugh 

st uden t s ' participation in drama . 

Dr ama emphasizes participation more than the 

product ; its chief aim is experience that f oste rs the 

child ' s growth and development in a s upportive 

atmosphere (Ward, 1930) . Way (1967) no tes the basic 

def initi o n of drama might be to " practice l i ving ." The 

same def i nition might well be both adequate and precise 

as a definit io n of education; for this reason i t is 

s uggested that opportun i ty for drama should be pr o vi ded 

fo r every c hild . 

Bush ( 19 78) believes that capitalizing upon drama 

makes language learning more interest i ng fo r a l l 

st udents and gives needed practice in oral 

comm un ication. Th ro ugh drama, student s l earn to 

organize and express f eelings, to describe, expla i n , 

a nd per suade . As st udents bec o me more skilled in oral 

communication , their writing , reading , and listening 

skill s improve beca use oral language is basic to these . 

O' Hara (1 98 4) reports drama in ed ucation is 

founded on notions of the educ ation of the e motions , 

imaginat iv e insight , the role of creative expression in 

education , and the affec t ive development of t he c hild . 

Baker ( 1984) indicates theatre arts have heen a 

signif i can t pa rt of the activities of schools a nd 
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universities at least as far back as the Renaissance, 

when English school masters of the early 16th century 

decided to enhance the educational experience of their 

charges through the writing and perfor mance of plays . 

Studies reveal educational theatre has never sin c e made 

s uch a significant impact on our culture, although 

t hrough the centuries theatre has continued to 

understand and appreciate literature and the a r ts 

(Baker, 1984). 

Cook (1917) , i n the spirit of Rousseau and John 

Dewey, advocated dramatic method and dramatic 

activities for their inherent value of approaching 

texts through allowing pupils to develop an empathy 

with characters, mood , situation , and content. 

Al though Cook's work seems to have been geared toward 

the c r eation of drama 11 products , " the use o f th e 

dramatic method in schools was not i mmediately built on 

(Hodgson & Banham , 1972). 

In the early 1940s , drama-based activities be gan 

to be seen as developmental processes with the work of 

Laban (cited in O' Hara, 1984) in creative movemen t and 

A. L. Stone (cited in O'Hara, 1984) i n movement and 

mime. Landy (cited in O'Hara , 1984) reports that 

Laban' s work framed the rationale where all lessons we re 

taught the movement way. 
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During the 1950s Peter Slade was recognized for 

being the first to attempt developing a rationale for 

drama in ed ucation . His basic argument was that drama 

is a n a r t form , and that drama processes begin with the 

"spo ntaneous , egocentric creations of the child in 

so und and movement and develop into the spontaneous 

c r eation of play , produced , and acted by children" 

(Slade , 1954, p . 127) . Teachers in the 1950s, as they 

became inspired by Slade ' s philosophy, found themselves 

having to choose between two mutually exclusive 

educational ideas : The school play and child play 

which were seen as i ncompatible (Bolton , 1984) . 

Way ( 1967) espoused Slade ' s philosophy but added a 

ne w perspecti ve on drama in the 1960s by devis i ng a 

system of exercises which would develop pupil's 

concentration , sensitivity , and imagination . Bolten 

( 1984) reports th i s philosophy ep i tomizes the theme of 

the liberal education of the 1960s. In drama each 

child could " find himself " to use a catch phrase fr o m 

the American humanist movement. 

As teachers entered the 1970s , the emphasis on 

drama as training in acting had virtually d i sappeared . 

Accor di ng to Bolton (1984) drama as a symbolic art f orm 

was ignored and replaced by an emphasis on direct 

sensory experience. The context or subjec t matter of 

the drama was seen as i rr e levant . 
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Johnson and O' Ne i l ' s (1984) st udy reveal an 

attempt to bring dramatic form bac k to edu catio n in the 

1980s , to redefine the relationship between drama and 

education . Bolton (1984) reports the 1980s 

practitioners have developed more soph i sticated methods 

of harnessing con tras t i ng modes of dram a ti c behavior 

(e . g. , mantle the expert , depiction, dir ec t and 

indirec t focusing on a theme , and projected and 

personal dramati c playing) . The appearance of the 

drama l esson has now changed al most out of recognition 

because of the ri ch combinat i ons to whi c h these 

techniqu e s may be put . 

Challenge of Directing a Junior High School Studen t 

Uniq ue characteristics of the students . Because 

the junior hi g h school s tudent requires teac hin g 

methods wh ich take his exceptional problems into 

consideratio n , the use o f methods whic h inspire 

creat i vit y and r ecog nize in d i vidual i ty ca n he a 

val uable method for working with this age group . 

Called " i nbet we e n agers , " "ear ly adolescents," or 

"middlesc e nts , " students of jun i or high schoo l undergo 

a period of profo und change , characterized by gr e at 

diversity in the degree of physical, emotional , and 

social mat uration. Most students ex pe ri e nce the 

following changes : 
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1 . Desire for independence . 

2 . Growth in importance of peer groups . 

3 . Sexual , emotional , and social maturation . 

4 . I ntellectual maturation . 

5. Searc h for values a nd norms (Ege , 1980). 

The period of puberty , then , is a time of i ntense 

l ear n ing when the student must deal with a new body, a 

new world , new responsibilities , and new i n tellectual 

pursuits (Ege , 1980) . 

Growth of the brain . Research findings on brain 

gr o wth raised issues of direct concern to educators 

concerning the junior high student . Studies by Epstein 

( 1978) , which were interpreted for educators by 

Toepfer (1980) , indicated that the brain , like mos t 

other organs grows in stages. The growth spurts 

usually occurs between the ages of 2 to 4, 6 to 8, 10 

t o 12 , and 14 to 16. During the periods of growth , the 

brai ns may increase as much as five to ten percent in 

size. 

A plateau stage occurs between each of the 

"alternati ng , biennial periods" of brain growth during 

which little , if any , new growth takes place. The 

pl ateaus occur between the growth couplets; that is , 

du ring the ages of 4 to 6, 8 to 10, and 12 to 14 . The 

plateau periods appear to be times of consoli dation , 



19 

when the brain adjus t s itself to its new size and 

i ntricacy (Toepfer , 1980) . 

The problems of puberty , then , are compo unded by 

periods of brai n growth and p lateau. This creates 

difficulit i es not only for the student , bu t also for 

educa t ors . During a growth sp urt , youngsters find it 

easier to acquire new , higher level cognitive 

a bilit i es . The gro wth spurts correspo nd to grades one , 

t wo, f i ve, six , nine , and ten (Cramer, 1981) . 

Conversely , during the plateau stages, "it becomes 

vi r tua l ly i mpossible for most youngsters to ini t iate 

a nd develop new and highe r level cognitive thinking 

skil l s " (Toepfer , 1980, p. 27) . The plateau periods 

occ ur i n grades three, four , seven , and eight. 

Consequently , the middle years of schooling are divided 

bet ween a growth spurt and a plateau period. 

I f the implications derived from brain growth 

periodization are true , then the fifth , sixth , ninth , 

and tent h g r ades appear to be the time for t h e 

in t r oduction of new information and the development of 

ne w thinking ski l ls . Junior high seems to be the time 

whe n new ski l ls should be f ully intergrated (Toepfer, 

1980). 

Deve l opme ntal theory . To find the broades t 

s upp o r t fo r the inclusion of drama in the j un i or high 

pr og r am one needs to look at a broad spectrum of 
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educati o nal and socia l psychology. Some of the 

stronges t rat io nale are found in Piagetia n psychology . 

Piage t' s insights into t he cognit i ve development of 

children in this period of gro wth can be explored and 

r elated to drama . 

Du r ing the junior high period students move away 

fr o m basing t heir thi nki ng on how things look , to 

reasoning about t h i ng s an d events . Alt hough no t yet 

ready to t hink about thinki ng , th e chi l d can us e 

concrete events and experie nces as a basis for figuring 

things o u t (Piaget , 1957) . 

This process is c alled decenteri ng because the 

chi l d n o lon ger simply focuses on one aspect of 

somethin g wh i l e ignorin g othe r variables (Piaget , 

1957). As drama at th is level begins t o incl ud e more 

opportunities to c om bine body action and verbali zation , 

st ud ents ca n manipulate those ele ments to sen d either 

cong ruent or incongr uen t messages . As they begin work 

in characterization, students become able to develop 

characters that ar e more complete than one-dimen sional 

roles (Woolfolk & Nicolich , 1 980) . Another 

cha r ac t e r is t ic of the concrete operational s tudent is 

his or her movement fr om th e egocentr ici ty of early 

childhood to being more other-centered . Piaget (1957) 

sugges ts t hat the egocent ri city of t he child must be 

challenged if he or she is to become ab le to lo ok at 
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the world from the point of view of ot he rs as well as 

self. Dram a can provide a var ie ty of ex per iences to 

experientiall y ass ist the chi ld in making this 

trans ition. The concreteness of drama sui ts the 

cognition of the child , and the opportunities to 

explore a wide range of perspect i ves and to pu t the 

se l f in ne w situa t ions whe re old solu tions t o problems 

do not wor k contributes signifi can tly to i ntell ectual 

growth (Cottrell, 1987) . 

As st ud e nts prepare to move in to secondary school , 

many are cognitively functioning much like adults--able 

to reason both deductively a nd i nductively , to 

hypothesize, and to deal with a number of variables at 

one time in sol v ing problems. Th ey can use drama to 

practice t he se ne w cognitive skills (Piaget , 1957) . 

Dramat ic simulation affords a concreteness that is of 

great value to emerging propositional thinkers 

(Cottrell, 198 7 ). 

Like Piaget , Bruner believes t ha t people pass 

through different stages in their cognitive 

developm e nt. But Bruner places a greater emphasis than 

Piaget does on the role s played by both lang uage and 

the enviro nmen t (cited in Woolfolk & Nicolich, 1980) . 

Bruner maintains the major p urpose of cognitive 

development i s to pro vide people wi th a model of the 
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world and of reality, a model that ca n be used to solve 

problems of living (ci ted in Woolfolk & Nicolich , 

1980). 

At diffe rent stages in their development , Br uner 

believes people develop d i fferen t ways of rep resentin g 

the information, that wi ll be stored internally . There 

are three s tages i n Br uner' s system : ( 1) enac tive; (2) 

iconic ; and (3) symbolic . The enacti ve stage , where 

children understand the environment t hroug h physical 

action , r elates to the blocking re hea rsal of the play . 

The iconic stage , wh ich fo rms the child's mental 

images , r elates to characteris tics in the p l ay . The 

symbolic stage, whi ch cor re sponds to t he later years in 

Piaget ' s preo pera t ional stage and to other years as 

well, st udents are able to represent their world 

through symbols, the most important of which is 

language. These symbols need not copy physical reality 

but can be abstractions. With s uc h a bs tract symbols, 

people can ultimately hypothesize about possibil i ties, 

people, place s , and things they have never experienced 

(cited in Woolfolk & Nicolich , 1980) . For the director 

the most impo r t an t part of Br un er ' s theory is his 

belief that people who have reached the symbolic level 

still make use of enact iv e and iconic rep resentation , 

especially when they a pproac h someth ing ne w s uch as 

performing in a play pro duction . Drama experiences can 
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contribut e to a positive transition from childhood to 

yo ut h hel pi ng make the journey a little easier, more 

positive , and more exciting (Cottrell , 1987) , 

Right brain-left brain. Traditionally most 

l ear n i ng emphasizes the logical , rational, linear , and 

verbal f unctio ns of the left hemisphere of the brain , 

ye t many students learn best when they can employ 

visua l izatio n, in t uit ion, imagination , and metaphoric , 

and spa tial thinking-- processes resident in the right 

he mi sphere (Cottrell , 1987). The j unio r high play 

offers experiences in which both hemispheres play major 

rol es , with a considera ble amoun t of t ra ffic, both 

di r ections , over the corpus callosum , the bridge that 

co nnects the two ha l ves of the human brain (Cottrell , 

1987) . 

The kin d of knowle d ge drama opens u p is not the 

rece ived knowledge of the school disciplines . It is 

a kin to wh at Elliot (1975) descri.bes as a common or 

natura l unde r standing. It supersedes the bodies of 

knowl edge of the disciplines, bu t is itself rigorously 

discipli ned in a unique subject i ve/objective 

rela t io nship with the wor l d . 

Dunlap (1977) speaks of unco nscious or " tacit" 

l ear ning , a concept which gives credence to the idea of 

co nnecti ng learning with an art form . Fleming (1982) 

expresse s i t thus : 
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Now it is one thing to claim that t he re is a tacit 
componen t in learning which must be acknowledged, 
but it is another mat t er to s uggest that it i s the 
tacit component which is of cen t ra l importance , 
which wo u ld seem to be the case i n most drama 
work . (p. 134) 

Learning in drama is essentially a r e framin g . To 

take on a role is to detach oneself from what is 

implicitly unders tood and to bl u r temporarily the edges 

of a giv e n world . It in vi t es modification, ad jus tment, 

re shaping, and r ealignment o f concepts already hel d . 

Thro ugh detachment from experienc ing one can look at 

one ' s experiencing anew . 

Summary 

Involvement in drama meets developmental needs of 

junior high students. Through drama st ud e nt s learn to 

express their emotions , t o become more skilled in or al 

comm unication , their wr itings , r ead ing and l isteni ng 

skills. Drama provides an exce llent forum f or 

encouraging social gro wth and developme nt . Th is 

cha llenges the egocentristic characteristics of many 

j un ior high students to be able to look at the world 

from the point of v ie w of o thers i n a concrete way . 

The real val ue remains in the doing; in being a par t of 

the process , from the planning through the d eb r iefing 

t hat s hould follow the work and in cooperating with 

t heir peers in exploring a va riety of human 

experiences . 



Selection of the Play 

Chapter III 

Methods 

Every director is a communicator, de s igning visual 

and a ud itory signals fo r a specfic a udience . The play , 

"The Ra nsom of Red Ch ief, " adapted by Anne Co ulter 

Marten from a story by 0. Henry , was selected because 

of the appeal to the junior hig h sc hool student . The 

s tudents are introduc ed to 0 . Henry in t he se ven th 

gra de when they read "The Gift of the Magi." The story 

"The Ransom of Red Chief" is r equ i re d read ing fo r the 

eighth grade class . 

O. Henry' s stor y of mistaken iden tity, false 

pretense, misplaced de vo t i on , nob i l ity in disguise , and 

t he bitter irony of fate appeals to the students. Even 

though the story was wr i tt en in the early 1900s , the 

s tud ents s till rela te to the misch i e vous , r e d-haired 

Red Chief. 

Sa roya n ( 1967) r eports t he e l eme nt of surprise or 

wonder t hat lies at the core of 0 . Hen r y ' s art. The 

motivating power instilled in virtually all his tricky 

endings even when shame l ess ly based on sheer 

coi nc idence , is more than ju s t facile l egerdemain . 

More often tha n not the surprise e nd i ngs are logically 

contrived wi thin the fra mework of the narrati ve. 
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0. Henry's typically romantic approach to life 

willfully chooses to ignore many sordid facts, yet 

there is something indestructibly appealing tha t the 

students cling to and this is what explains 0 . Henry ' s 

hold on the reading public. 

Script Analysis 

Story. O. Henry (pseudonym of William Sidney 

Porter) wrote "The Ra nsom of Red Chief" in 1901. 

Porter taught himself how to combine the most 

attractive features of the boisterous tall tales of the 

Old Southwest frontier, and the more sentimental , 

romantic adventure stories of the postwar local-color 

movements (Saroyan, 1967). Experimenting with 

techniques and developing an individual style, he 

worked over in thes e stories familiar old themes l i ke 

the disguise or imposter mot i f; and he p r e s ented s uch 

motifs in conjunction with the theme of di sparity 

between rich and poor and the idea that destiny or fate 

imposes inescapable roles on the individual (Saroy an , 

1967) . 

The historical setti ng of the early 1900s provided 

the colorful characters presented in the story. O. 

Henry contrasts hi s story with characters that are 

extremely poor and very weal thy. O. Henry ' s theme 

states that no matter how mu c h money a person h as , we 

all have the same e motions : love, a mbition, and 
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loyalty. The students through their characters 

conveyed the theme that human nature is constant . 

The t one i n "The Ransom of Red Chief " was an 

importa nt element for the play . The students must have 

an understanding of tone if they are to interpret 

correctly what the author was saying. They conveyed a 

light-hearted comi c tone throughout the pr oduction . 

Story comparison . The story of O. Henry was 

adapted i nto dramatic form by Anne Co ulter Marten in 

1950. The follow i ng table summarizes the differences 

be t ween the orig i nal story and the play. 

Story 
Format 

Play 

Story 

Play 
Characters 

Table 1 

Di ff erence s 

Written in f i rst person 
Sam tells the story 

Dialogue 

Bill Driscoll , Red Chie f , Eben ezer 
Dorset 

Sam Blake , Bill Driscoll, Red 
Chief , Ebenezer Dorset, Mrs . 
Rudge , Jane Chandler , Abigail, 
Ellie , Susan, Mary Alice, Mrs. 
Miller , Miss Oliver , Mis s Russell , 
Constable Jones 

-- - --- --- - -- ---------- - -----

Scenes 
Story 

Play 

Town 

Town par k , cave , di f ferent ar eas 
Eb e nezer' s home 

--- --- -- - --- - --- - -------- - --
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Table 1 (Continued) 

Story 

Word Usage 

Play 

S t ory and Play 

Stage Design 

Differences 

Sam ' s diction is often formal 
sounding, almost bookish. He 
misuses words, saying 
philoprogenitoveness for 
philoprogenitiveness, and creating 
redund anc ies such as " sommole nt 
sleepiness" and "the external 
outward s urface." Bill also 
misuses word s , as in "a moment of 
temporary mental apparition" and 
"I tried to be faithful to our 
articles of depredation . " The i r 
poor grammar humorously contrasts 
with their attempts t o use big 
words. Samples of bad grammar are 
t h e u s e o f " Bi 11 a n d m e" a s t h e 
subject of a sentence, the use of 
"says I . " 

Not formal sounding . Omission of 
misuse of words . More slang 
expressions-- Two thousand clams! , 
ain ' t, yeah . 

Simi liarities 

Con vey same tone , theme 
Surprise ending 
Action shows human contras t 

between what people expect a nd 
what they get 

The type of scenery that was used was designed to 

cover f ive objectives : 

1 . The setting provided a suitable background for the 

play's actions. There was adequate space for 
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movement, including several acting areas or leve ls 

to provide variety and jnteres t to motivat e ac tors 

into u sing t h e wh o le stage i n the course of the 

play. The prosceni u m stage was used for the 

"Ransom of Red Chief." This type of stage is 

basical l y i l l usory ; that i.s , it has the capacity of 

creating the illusion of the real world we see 

today. 

2 . The setting comm unicat ed adequate information abo ut 

the play . A cyclodrama was pai n ted t hat reveal ed 

the locale, t ime , and period of t he play . I t 

contained an outdoor scene with log cabin and 

fences . A cave was built on a raised platform left 

ce nter of t he stage. 

3 . The play's style a nd mood must be s ugges ted . The 

set represented realism. It was life-like , a cave 

area was constructed at left center . 

4 . Set t ing must be practical . There were several 

scene changes. The park scenes wi th Mary Jane , t he 

aunt , and Bill t ook p l ace in black c ur tain teasers 

on the apr on of th e stage . 

5 . The s etting s hould be aes thetically pleasing to the 

eye. The colo r s were gay a nd frivoulo us with 

c urved l i nes a nd light colors. Greens, bl ues , a nd 

browns we r e the predominate colors of the set . 
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Lighting 

Audie nce enjoymen t of the production depends, to a 

great extent , on the show ' s l ig hting. The stage 

light ing me t the f ollo win g requiremen t s: 

1 . Pr o vided visibility 

2 . Established emphasis 

3 . Created mood 

4 . Suggested light source . 

To provide vis i bility and to e stabl ish emphasis a 

Pla no-convex spotlight, sometimes called a hood s pot, 

wa s us ed . This spot thr e w a harsh , sharp-edged beam 

that was narrowed or spread . 

In contrast to t he Plano- convex , the seco nd 

spotlight, the Fresne l , was used to create mood. Two 

stan ds of fo ur Fresnels was u sed at each side of th e 

stage . Beams from the Fresnel cast a diffuse d or soft­

edged light pool that made blending easy . 

A row of Ellipso i dal Refl ectors were hung across 

t he top of the stage. This p rovid ed a strong beam and 

was focused with such precision that the r e was no 

"spil l " or unwanted light leakage . The beam ca n also 

be mad e na rrow or wid e to pro vid e a harsh o r soft light 

depending o n the scene. 

Scoop floodlights were placed at each end of the 

s tage at an an gl e from the Fresnels. This provided a 

soft light. 
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Since the play is a comedy, bright lights were 

mixed with warm-colored gels. To add to this warm 

color, burning logs were used in one scene. This 

effect was achieved by placing an amber or orange light 

at the back of the logs. 

It is obvious from the above discussion that light 

has a very great capabil ity of arousing moods . The 

audience can feel the e norm ous shock of symbolic 

color--red is blood, yellow is sunshine, blue is night, 

brown- orange is heat. Light is not just see ing; it is 

feeli ngs. A director is a maker of moods and l ight is 

one of his/her strongest allies in the making . 

Figure 1 represents the lighting plot for "The 

Ransom of Red Chief ." A basic method of lighting was 

used to illuminate the six acting areas. The upstage 

areas were lit from the firs t batten and the downstage 

areas were lit from out front. 
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Costumes 

Costumes provi de clues to a character ' s age , 

economic status , social position , and occ u pation. They 

can provide information as to place , time of year, tim e 

of day , and his t orical period . 

The actors in " The Ransom of Red Chief" were 

dressed in archeological clothing. This term refers to 

the stage dress that comes very close to the 

reproduction of the 1900s. 

Inexpensive shirting material was used for most of 

the costumes . 

Bill : sloppy clothing , suit baggy , frayed shirt , 

cheap mater ial , t ie , frayed and loose brown-checked 

coat , b r own paints, floppy hat. 

Sam : blue vest and pants that fits his body, 

strong texture i n t he material , tie . 

Ebenezer Dorset : black suit, ascot , stand-up 

collar on shirt, silk- like texture in suit . 

Mary Jane : pink dress , ample length , straw bat , 

ruff led petticoat, sash tie, black patent shoes, white 

socks . 

Red: blue jeans, checkered flannelette shirt , red 

handkerc h ief protrudes from the back pocket , brown 

l eather shoes with blue socks , one jean l eg roll ed up , 

the other down . 
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Mrs . Rudge : print calico dress (white background 

with brown p r i nt), apron, shawl, wide-brimmed straw hat . 

Jane Chandler: yellow calico print dress . 

Abigail: 

calico dress . 

black shoes , white hose , blue print 

Ellie : wire horn - rimmed glasses , black shoes , 

white hose, dark wine print ca l ico dress . 

Susan: black shoes , white hose , blue print skirt , 

white blouse . 

Mrs . Miller : straw hat with red flo wers on i t , 

blue calico dress, button high top shoes. 

Miss Oliver : 

shorts, sweater. 

long beige argyle knee socks , black 

Miss Russell: 

shorts, sweater. 

long beige argyle knee socks , black 

Constable Jones: blue policeman ' s uniform, blue 

pants, hat, pale blue shirt. 

Play Analysis 

Without adequate formal preparation, a director ' s 

work wit h students will follow a l ine of general 

directing a nd not specific directing. The following is 

a play analysis developed by Francis Hodge , Ph . D., 

Cornell University . Hodge is Professor of Drama at the 

University of Texas at Austin , and former editor of 

Educational Theatre Journal . During his thirty-year 

play directin g career, he has directed a variety of 
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and th us can have greater assurance of getting the most 

out of his actors and moving audiences accordingly. 

The follow i ng is a Hodge Analysis of the play "The 

Ransom of Red Chief" . Hodge's outline covers the 

circumstances , dialogue , dramat ic action, character , 

ideas , tempo , and moods of the play. No matter ho w 

skilled a director may be, a review of play analysis is 

necessary for a proper production. 

" The Ransom of Red Chief" 

I. Given Circumstances 

A. Environmental facts 

1 . Geograp hical locat ion 

The play is located in Summit, Alabama. 

The cl imate is moderate. 

Summit is an average town complete with 

main street , town hall , jail , hank , 

drugstore , railroad station , newspaper, 

park , horse and hitching posts . 

2. Date : Summer , 1901 

3 . Economic environment 

The environment i ncludes an average rural 

economy . The townspeople are work-

oriented . No obvious poverty exists . 

The Ebenezer Dorset family is extremely 

wealthy . 
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4. Political environment 

S ummit conta ins more Republicans than 

Democrats. The women have □ o t had the 

r ig h t to vo t e . 

5 . Social environment 

Summit is family-oriented . The social 

injus t ice and i ndustrial inequality of 

the time is talked of in terms of wh o i s 

rich and wh o is poor . Bill and Sam a re 

misplaced in the s ociety of the s mall 

town. 

B. Previous action 

Bill and Sam ha ve spen t previo us years 

pull ing off fraudulent sc hemes in s mall 

towns . 

C. Polar attitudes of t he principal c haracters 

both i n the beginni ng and at t h e end 

1. Bill : Beg inning--he e xperienc e d a 

depri ve d childhood. He shows great 

host i l i ty to wards Re d . Bill sees himself 

as Red . End--he feels sorry for Red, 

changes attitude. 

2 . Sam : Beginning--he is selfish , wan ts 

money quickly at any cost . En d--m one y is 

not i mp ortant . 
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3 . Re d: Begi nning-- he is selfish , dislike 

for Sam and Bill . End--he establishes a 

f riendship with Sam and Bill . 

4 . Minor characters 

a . Mary Jane : Beg inning--she is 

selfish , immature . End - -she does not 

c han ge a tti t udes . 

b . Ebenezer Dorset : Begin ning--he is 

respectab l e , tig ht , ster n. End--he 

does not change atti t ude . 

c . Mr s . Ru dge : Beginni ng--she is 

tol e ran t . End-- she is out r aged . 

d . Jane Chandl er : Beg i nning--s he i s 

loving , i nd ulge nt , mother ly . End-­

s he does not c ha nge at t i tu de . 

e . Abigail : Beginning-- she is shy , 

sweet . End - -she stands u p for 

herself . 

f . Susa n: Be g i nn i ng- -she is 

inq uisitive , sm ug , sweet , tom - boy , 

to ugh . En d - -she is to ugh , but 

willing t o ma ke fr iends . 

g . El l ie : Be gi nn i ng- -she i s st ud i o us , 

backward . End--she can fight . 
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h. Constable Jones : Beginning--he is 

st e rn , authoritative. 

not change in attitude . 

End--he does 

II . Dialogue 

III. 

A. Choice of words 

Prose-- uncomplicated 

Sentences are easy to understand . The 

dialogue is simple . 

Dialect- -bad grammar--fo r example: I take 

him , over yonder, comin ' down. 

B. Choice of phrases and sentence structure 

Long sentences , many are modified phrases , 

but not stilted . Sentences have " tack ons" 

or after thoughts . 

Dramatic action 

Super objective or theme of play: 

prevail . 

Evil does not 

As soon as the dialogue was completed for the 

play , the dramatic action was broken into units. 

Objectives : 

A. Title of the units 

The units will be numbered in each scene and 

a nominative phrase as a title will be given 

for each unit. 

B. Detailed breakdown of the action 

The action will be expressed in each l i ne 
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(speech) by using the initial of each 

character followed by a present- tense verb . 

Example : R pleads . 

C. Summary of each action 

The action of each unit will be summarized 

by following the n umber of the unit with a 

compo und sentence expressing reciprocal 

actio n . Example : A (present-tense verb) 

to Band B (present-tense verb) to A. For 

example : 

Unit 1 

Unit 2 

A screams 

B pleads 

A orders 

n questions 

The script was divided into un its. At the 

base of this concept is the hypo thesis that 

all actions a r e recip r ocal (A does to Band B 

does to A) , and that the director ' s function 

is to see that the app ropriate reciprocation 

act ually takes place with the actors . 

Table 2 i de ntifie s the dramatic action of the play 

broken into units . The units were numbered in each 

scene and a nominative phrase as a title identifies 

each un it. The act ion was exp ressed in each line 

(speech) by using the init ial of each character 

followed by a present tense verb. 



Act I : 
UNIT 

1 

2 

Table 2 

Un i t Beats 
Script of " The Ransom of Red Chief" 

Scene One--The to wn park 

Mary Alice and Bill meet 
M sings 
B ignores 

Mary Alice and Bill con verse 
M questions 
B repl ies 
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3 Mary Al ice questions Constable Jones about crooks 
M questions 

4 

5 

6 

7 

CJ rep l ies 
Sam t ell s Mary Alice to leave 

S commands 
M sings 

Bi l l and Sam scared about pulling swindle 
B do ubts 
S answers 

Red and Mr s . Rudge scuffle 
R yells 
MRS . R screams 

Bill and Red scuffle 
B mutters 
R storms 

8 Red, Ebe nezer , Mrs. Rudge , and Sam discuss 
children 

E i nqui r ing 
MRS. R i gnores 
R questions 
S shames 

9 Mary Al ice , Sam , and Red talk about girls 
M asserts 
S thinks 
R bellows 

10 Sam and Bill question Red 
S questions 
R ignores 
B quest i ons 
R ignores 

11 Mary Alice complains that Red threw ball in lake 
M berates 
R ignor es 

12 Mary Alice and Mrs . Mi l ler berate Red 
M screams 
MRS . M squeals 
R ignores 



Act I: 
UNIT 

Table 2 (Continued) 

Unit Beats 
Script of "The Ransom of Red Chief " 

Scene One-- The town park 

13 Red , Sam, and Bill talk about Indians 
S suggests 
R questions 
B agrees 

14 Sam, Bill, and Red gra b for candy 
S bellows 
B warns 
R screams 

15 Sam , Bill , and Red fig ht 
S screams 
B pleads 
R storms 

Act I : Scene Two--The cave 
ONIT 
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16 Red and Bi ll sitting by the cave . Red wants to 
play war games 

R begs 
B ignores 

17 Sam , Red, and Bill play Indians 
S question s 
R yells 
B berates 

18 Sam and Red d i scuss kidnapping. Red plays 
Indian. 

S guesses 
B retorts 
R gr unts 

19 Miss Oliver and Miss Russell, bird watchers 
arrive at the cave. They run into Red . 

MISSES O & R startled 
R screams 
S orders 

20 Miss Oliver and Miss Russell exclaim they are 
lost 

MISSES O & R togly 
S hurriedly 

21 Red emerges from cave 
B moans 
R screams 



Act I: 
UNIT 

22 

23 

24 

Ac t I : 
UNIT 

Table 2 (Continued) 

Unit Beats 
Sc ript of " The Ransom of Red Chief " 

Scene Two--The cave 

Bill writes a ransom letter 
S reads 
B reflects 

Bill fi nishes letter 
S reads 
B comments 

Red drops hot potato down Bill's back 
B screams 
R yells 

Scene Three--Tbe town park 
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25 Mary Alice and Mrs. Mil ler discuss the absence of 
Johnny Dorset ("Red " ) 

M flits--questions 
MR S . M comments 

26 Mary Ali ce questions Sam . Mrs . Miller talks 
about Eb ' s sister , Jane. 

M inq uires 
S inquires 
MRS . M answers 

27 Constable Jones, Mary Alice, and Mrs. Miller talk 
about how peaceful it is without Johnny 

CJ states 
M comments 
MRS . M agrees 

28 Ebenezer enters and berates Mrs. Miller , Mary 
Alice , and Sam 

E bera tes 
MRS . M huffs 
M pauses 
S questions 

29 Mary Alice begins to question Red's disappearance 
M gloats 
MRS. M retorts 
S wonders 

30 Mary Alice and Mrs. Miller q uestion Sam ' s 
charac ter 

M wond ers 
MRS . M questions 



Act I : 
UNIT 

31 

32 

33 

34 

Table 2 (Con t inued) 

Unit Beats 
Script of " The Ransom of Red Chief " 

Scene Four-- The cave area 

Bi l l and Red play horse 
B moa ns 
R yel l s 

Bill boots Red 
B pleads 
R storms 

Sam fi nds Bill upset 
S questions 
B bemoans 

Sam and Bill d i scuss Red ' s behavior 
B pities 
S complains 

44 

35 Red hits Bill with arrow and Red Chief collapses 
S q uestions 
B moans 
R whoops 

36 Sam revives Bill 
S hysterical 
B faintly 
R complains 

37 Sam tries to quiet Red 
B q uestions 
R ignores 
S remarks thoughtfully 

Act II : Scene One- - Tbe cave 
UNIT 

38 Sam picks up ransom 
s excited 
B relieved 

39 Sam and Bill discuss plans 
s philosophizes 
B comments 

for 

40 Sam and Bill open box holding 
B questions 
s storms 

41 Sam and Bill discove r money is 
B questions 
s disappointed 

42 Bill and Sam worried abo u t the 
B declares 
s berates 

spendi ng the money 

money 

missing! 

law 



Act I I : 
UNIT 

Table 2 (Contin ued) 

Unit Beats 
Script of " The Ransom of Red Chief" 

Scene One--The cave 

43 Bill and Sam decide to meet Ebenezer 
S decides 
B yawns 

44 Red sneaks up on Bill a nd Sam 
B yells 
R screams 
S igno r es 

45 Red snea ks into ca ve 
R screams 

45 

B pleads 
4 6 Red ties up Sa m an d tries to burn him at the 

stake 
S yells 
R questions 

Act II: Sce ne Two--The park 
UNIT 

47 Miss Oli ver a nd Miss Russell blrd-watching near 
the cave 

MI SS O titters 
MISS R flitts 

48 Miss Olive and Miss Rus se ll question Constable 
Jones 

MISS O questions 
MISS R questions 
CJ hesitates 

49 Susan , Jane, and Abigail meet Miss Oli ver and 
Miss Russell 

J polite 
MISS O surprised 

50 Mis s Oli ver and Miss Ru ssell questions Jane abo ut 
death of husband 

MISS O questions 
J serious 

5 1 Ja ne orders gir ls to be s weet to Johnny 
J order s 
S l ady-like reply 

52 Miss Olive and Miss Russell comme nt on Jane 
MISS O comme nts 
MISS R ag r ees 
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Table 2 (Co ntinued) 

Un i t Beats 

Ac t II : 
Sc r ipt of " The Ra nsom of Red Chief " 

Sce ne Two--The park 
UNIT 

53 Sa m sees Miss Olive and Mjss Russe l l an d me ntio ns 
a bird he just passe d d own by the oak tree 

S suggests 
MISS O exci ted 
MISS R excited 

54 Bill and Sam get ready to deliver Red to Uncle 
S o rders 
B ignores 

55 Red tries to get Bil l and Sam to untie him 
R yells 
B sc r e ams 
S berates 

56 Sam pro mi ses Red he won ' t deliver him t o his 
un c l e 

Act II : 
UNIT 

R begs 
S avows 
B comments 

Scen e Three--Breakf a st a r e a of Eben ezer ' s home 

57 Mr s . Rudge questions Ebenezer about Red ' s 
disappearance 

MRS . R questions 
E grumbles 

58 Jane a nd the girl s arrive at Ebenezer ' s 
J excited 
E s hocked 

59 Jane a nd Susan questio n Red ' s disappearance 
J questions 
S question s 
E hesitates 

60 Jane tells Ebenezer t he y are her e to live with 
him 

J exci te d 
E be rates 

61 Ebe nezer defe nds himself 
E pleads 
J ignores 

62 Eben ezer q ues t io ns Co ns t a ble Jones abou t some 
chickens missing from c h icken co up 

E q uestions 
CJ assert s 
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Table 2 (Continue d ) 

Unit Beats 
Script of " The Ransom of Red Chief " 

Act II : Scene Three--Breakfast area of Ebenezer's home 
UNIT 

63 Mrs . Rudge warns Ebenezer that if Johnny comes 
home--she goes! 

MRS . R berates 
E ignores 

64 Ebenezer tries to get Bill and Sam to pay him to 
take Red back 

E persuades 
B threats 
S threats 

65 Ebenezer receives payment from Bill and Sam 
E brisk 
J surprised 
S excited 
B astonished 

66 Red arrives and wants to go with Sam and Bill. 
Mrs. Rudge leaves with her suitcase. 

R pleads 
13 berates 
MRS . R storms 

67 Sam yanks Red away from Bi ll. Aunt Jane 
announces she will live with Red and Uncle 
Ebenezer. Susan punches Red in the nose . 

J questions 
R screams 
E sympathizes 
S gawks 
SUSAN storms 

Table 3 identifies the character's mood i ntensity 

or the actual physical state of the main characters at 

the beginning of the play . 



IV. Character Analysis 

Table 3 

Character Analysis 

Mood Intensity at early opening : 
1. Heartbeat : rate 
2. Perspiration: heavy light 
3 . Stomach cond ition 
4 . Muscle tension 
S . Breathing : rate , depth 

Desire 
Will 
Moral stance 
Decorum 
List of Adjectives 

Desire 
Will 
Moral stance 
Decorum 
List of Adjectives 

Desire 
Will 

Bill 

Shows love 
Weak , follower 
Would like to have morals 
Fat 
Slow, shoddy , haggard 

S am 

Wants a " fast buck " 
Strong leader 
No morals , l ow values 
Slim 
Straight forward , arrogant 

Red 

Would like to be loved 
Stron g 
Low values 
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Moral stance 
Decorum 10 years- old , bas-relief freckles , 

red hair 
List of Adjectives Devious, cunning , messy 



Table 3 (Continued) 

Character Analysis 

Mood Intensity at early opening: 
1. Heartbeat : rate 
2 . Perspiration : heavy li.ght 
3 . Stomach condjtion 
4 . Muscle tension 
5 . Breathing: rate , depth 

Desire 
Will 

Ebenezer Dorset 

Stern , does not show love 
Strong 

49 

Moral stance High values , everyth ing in life in 
order 

Decorum 
List of Adjectives 

Des i re 
Will 
Moral stance 
Decor um 
List of Adjectives 

Slim , 70 years-old 
Serious , crisp, quick-fleeting 

Mary Jane 

Wants to be liked 
Strong, whiney , pest 
High values 
Cute, brown hair , curls 
Curio us, innocent, virtuous 

Other minor characters too minor to code . 

V. Ideas 

A. Meaning of the title 

Red Chief is kidnapped for ransom . 

B. Philosophical statement in the play . 

Evil does not pr e vai l . 

Children need love and companionship. 
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VI. Tempo 

Tempo relates to the changing rates or beats 

of the dramatic actio n i n "Ransom of Red Chief." 

When the vary i ng beats of se veral consecutive 

units we re strongly fe l t , the pulsations of the 

play were identified. 

After the number of each unit, the r a te of 

speed for that unit was use d by rating a wor d. 

Examples : fast , medium , slow, largo . The graph 

(see Table S) inserts connecting perpendicular 

lines to a horizontal line to show the peaks and 

valleys of tempo change . 
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VII. Mood 

A. List of mood adjectives fo r eac h o f the 

senses . 

B. Mood image 

Act I 
Sce ne 1 

Ac t I 
Scene 2 

Act 1 
Sce ne 3 

Act I 
Scene 4 

Table 4 

Mood 

Five sen s es : 
1 . See- -red 
2 . Hear--loud, piercing 
3 . Smell - - s weet 
4 . Taste- -sweet 
5 . Feel--glum , insulted , frustrated , 

exasperation 
Image : intrigue, mystery 

Five senses : 
1. See-- red , brown, green 
2. Hear--sounds of crickets 
3 , Smell-- fire burning 
4 . Taste- -strawberry jam 
5 . Feel--thril led , impressed , ji t tery 
Image : excitemnt , tranquility 

Five 
1. 
2 . 

senses : 
See--warm colors 
Hear - -rattle of newspaper , birds 
chirping , clanging of knitting needles 

3 . Smell- -grass , scent of flowers 
4 . Taste--candy , sweat 
5. Feel-- comfortable , pleasant 
Image : relaxed atmosphe r e i n the park 

Fi ve senses : 
1. See--smoke 
2 . Hear--laughter , war whoop s , groans 
3. Smell-- fire burning 
4 . Tas te--sa ad 
5 . Feel - -hurt , excitement , terror 
Image : c ha os 



Act II 
Scene 1 

Act II 
Scene 2 

Act II 
Scene 3 
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Table 4 (Continued) 

Mood 

Five senses : 
1 . See--dim light , faint moonlight 
2 . Hear--morning sounds , yell i ng 
3. Smell--fire burning 
4 . Taste--dry 
5 . Feel--stunned , fri ghte ned , gl um 
Image: quiet t o chaos (burned at stake) 

Five senses : 
1. See--sunlight 
2. Hear- -birds chirping, singing, bird 

calls 
3 . Smell--crisp air 
4 . Taste--sweet 
5 . Feel- -happy 
Image : happy , serious 

Five senses: 
1. See--gawking , flinging , clinging 
2. Hear --sniffs , doorbell, screech 
3 . Smell--coffee brewing 
4 . Taste--bitter s weet 
s . Feel--indignant 
Image : sweet atmosphere to surprise fight 

Fi g ure 3 is a drawing of the gro un d plan that 

serve s as a tension device for discovering and 

illustrating tbe dramatic action of the play . 



Figure 3 

Grouncl Pl an 
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Chapter IV 

Direction and Production of the Play with 

Junior High School Students 

Casting 

The drama program at Warren to n Junior Hi gh is 

different from the high school program. The junior 

high program uses the concept of closed casting because 

the cast is s electe d from the drama class . This 

presents a direct disadvantage to the director because 

the ta lent is limited. So me years the director is 

blessed with talented actors; other years the select ion 

is sparse . The reasoning for closed casting was the 

play was produced during school hours with one week of 

night rehearsals . The high school program has ope n 

casting with the drama depa rtment handling the 

preparat ions . 

evenings. 

Their rehearsals are held in the 

During tr youts the director was careful no t to 

pre-cast. Th e di rector has already worke d with the 

stude nts for one semester an d many times it ' s fair ly 

obvio us that a particular in di vid ual is the most 

s uitable c hoice for a role . All the stud e n ts were 

urged to read c om peL l tlve ly for each role, r ealiz ing 

tha t better effor ts a nd benefits will be the natural 

results . 
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The s tudents wer e very anxious to tryout f or "The 

Ransom of Red Chief. " They had been talking about the 

play s ince they had the opportunity t o see the play in 

November, 1986, at Kiel Auditorium in St. Lo ui s , 

Missou r i. As soon as t he stud ents returned from 

Christmas break Lhe c l ass began tryouts . 

During the first seg ment , the directo r passe d out 

information sheets (showing proced ur e) and t ry ou L 

applications f orms which they we re asked to fill out 

and su bm it to the dir ec tor before they read for t lt e 

parts . Surprisingly , a few of the students wanted to 

work on the stage crews instead of pu rs ui ng an acting 

role. Usually it is the oppo s ite procedure , so wi th a 

few par Ls re ma ining open, some of the stude n ts ne e ded 

t o be co nvinced to act in the play! 

Befor e the tryouts a ha ndout s heet concerning 

theat re etiquette was presented to the students . A 

c l ass period wa s spent discussing their 

responsibil i ties during produ ction (se e Ta ble 5). 



Tab l e 5 

Theatr e Etiqu e t te 
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Wh e n yo u part i ci pa t e in show s you s ho uld obser ve t he 
f o l lowin g s peci f i c thealre c ourtes i es : 

1 . Alwa ys be pro mpt f o r reh e a r sals . 
2 . Come to rehearsals prepa r ed to work. 
3 . St udy yo ur par t when yo u are not on sta ge ; also 

s tud y it at home. 
4 . Wh en no t s t udying yo ur pa r t , act i vel y watch t he 

others on stAge . Yo u will learn fr o m t heir erro r s 
a nd achieve ment s . 

5 . Do n' t l ea ve rehea r s als until you are d ism i ssed by 
the di r ecto r . 

6 . Coop e r a t e wit h a ll cast an d c rew member s . Th er e 
are n o " stars" i n a show; eac h pe rson is nee ded t o 
c r eat e a goo d prod uction. 

7 . Ac cept c riticism cheerfu l ly. 
8 . Al lo w th e di r ector to d Lr ec t . When h e g ive s you 

di rections , lis t en to h i m, 
9 . Av oid a displa y of t emperment . Be patient a nd 

pleasa n t . Don ' t c r itize others . 
10. Be qu iet bac ks t ag e and in the r e hear sa l r oom when 

a p rac t i c e is in progress . 
11. Be r ea d y f or en tr a nces wi t hout having t o be 

ca l led . Ne ver be l a te for a n entra uce . 
12 . Remai n i.n c ha r act e r whe nev e r o n stage . Ne ve r 

break a nd l a ugh . 
13. Do n ' t look at Lhe prompter if you forge t a l ine . 

Re main in c ha r ac t er a nd wail fo r t he prompt. 
Listen to i t care ful l y . 

14. Do no t " mo u t h " othe r ac t ors ' l i ne s. 
15 . Wh e n t he directo r i nterr up ts r e hea rsa l for a nother 

actor, stand quietly in c ha r ac t e r , ready to s t ar t 
agai n wh en the in terru pt j o n i s f inishe d . 

16 . If a ny t hi ng accid ently falls on the s t age f l oor, 
ptck it up unob t r usi vely . 

17, Nev e r a ppea r i n ma ke up or costume e xcep t backstage 
an d on stage . 

18 . Don ' t touch ite ms s uc h as l ights o r p r ops that are 
un d er Lhe manageme nt of anothe r c rew. 

19. When e nteri ng th e t heatre , l ea ve per so nal pr o bl ems 
be hind . 

20 . Give yo ur best perf o rma nce fo r e ve ry audien ce . 
21. Do n ' t co nfu se actin g with liv i ng . 
22 . Never peek th r o ugh th e main c u rtai n a t t he 

a ud ience ! 
23 . Kee p up your grade s . I f you can ' t pa rt ic ipa t e i n 

t heatre and si mul taneo us l y ma intain good grad es , 
do n ' t a cce pt a r o l e . 
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Th e beginning of the fi r st tryout session 

reflected insecurity . When the director detected that 

anxieties were high and confidence levels were low , 

"Ring around the Rosie" broke the i ce. Despite its 

rather silly name it worked with the students. The 

director distributed scripts to six to ten people and 

asked them to arrange themselves in a semi-circle, 

often permitting them to sit on chairs . The person 

seated in the furthermost right-stag e chair began by 

reading the first speech, the next person read the next 

speech, and the procedure continued with each candidate 

reading successively . When the last person on left 

stage was finished , it was the first reader ' s turn 

again . It makes no difference if a male read a speech 

that should be read by a female or if the speeches were 

of varying length . It made no difference that 

interaction was lost or that meaning might be 

distorted. What mattered was that the security offered 

by a gro up situation speeds the drop-off of 

inhibitions. The participants found their tensions 

easing. They warmed-up to the situation more quickly 

than they would otherwise . 

A description of each character, complete with 

intellectual , emotional , and physical requirements was 

given to each student. This procedure revealed the 

preconceived notions of the director, a factor t hat is 
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his prerogative , but it defeats the purpose of the 

c reative, competitive tryout system . The chie f virtue 

of presenting character descriptions to junior high 

students is to give those with little experience some 

basic ideas . 

After the preceding procedures were completed, the 

students indicated the roles they would prefer to read . 

For example, a boy who indicated he would like to read 

fo r the role of Bill was pa ir ed with a girl who 

prefered to read the part of Mary Jane . The director 

continued this process until the students ' preferences 

had been honored. 

The second segment of each tryout session was the 

director ' s choice. The director paired people in 

various combinations in order to satisfy her own 

c uriosity . Again the director used scenes that she had 

se l ected; this pro vided an opportunity to experiment . 

The director asked students to read the roles that they 

could not conceive playing. The students were 

astonished to l earn that they could read a variety of 

roles. 

The third segment of each tryout session was the 

request hour. During this period the students not only 

read the role of their choice and selected people to 

read oppos ite them, but they also read the scene of 

their preference . Request hours were valuable; they 
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gave every person trying out the feeling that he/she 

had been treated fairly . Moreover, they tended to 

reveal additional motivation and confidence . 

The final tryo ut session was reserved for r ecalls. 

The director recalled a student to refresh his/her own 

memory of that individual ' s vocal or physical 

qualities. Two of the outstanding accomplishments of 

the tryout sessions were convincing several reluctant 

students to tryout for parts. One student, who was too 

embarrased to perform before an audience at the first 

of the year, wanted to act I 

Before the parts were assigned the students were 

warned that casting can be probational , with the 

understanding that lack of cooperation, inability to 

take direction, or not being able to get along with 

others, could mean loss of tlhe part. 

The problems of casting are many in junior high. 

The play must be chosen the year preceding the program . 

The director has no preconceived ideas as the which 

students will sign up for drama . Twelve and thirteen 

year olds s uddenly must look like a variety of 

characters. 

Casting by abi l ity was the only method to u se in 

the junior high play , "The Ransom of Red Chief." This 

method, combined with type casting, allowed the 

director to complete the casting of the play . 
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The physical characteristics of the characters, 

Sam and Bill , called for middle-aged men; luckily , this 

year's drama class had several students to chose from . 

The part of " Red Chief" had to be filled with a student 

that was shorter than those who played Sam and Bill. 

Every effort was made to assemble a cast that was 

appropriate to the characters . 

"Why didn't I get a part?" was a fair question 

that t he students often ask the director. It is 

unfortunate , but true , that capable students may lose a 

role simply because they are too short , too tal l, or 

beca use their otherwise fine voice happens not to blend 

well under a given set of circumstances . 

Finally, some candidates lose out as contenders 

for roles because they represent a serious threat to 

the compatibility of the ensemble . Thi s factor was 

particularly difficult to explain to a student. The 

fact remains , however, that some individuals, because 

of personality problems or behavior traits, can disrup t 

a rehearsal , an ensemble, and an entire production . 

The director was aware that many students would 

not agree with her choices but she knew that she used 

her best judgment and considered the students as human 

beings as wel l as actors . 
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Rehearsal 

"The Ransom of Red Chief" required several phases 

of rehearsal , eacb demanding a certain number of bours 

and each having its own specif i c f unction. The 

r ehearsal was divided into six phases : reading, 

blocking , characterization, technical , polishing , and 

dress rehearsal. Altogether the six phases involved 

eight weeks of rehearsal . The class spent forty 

minutes each day rehearsing for the play . Three night 

rehearsals were held the week of the play , March 9-13 . 

Reading . The first few weeks of the reading 

rehearsal were spent analyzing and discussing the 

script, establishing character relationships, and 

delving into specific characterization and 

interpre tations. The director asked the students to 

draw upon thei r own experiences and observat i ons of 

people around them . For example , fo r the parts of the 

middle-aged cha r acters , Sam and Bill, the director 

asked the students to spen d a week observing people of 

middle-age . Putting all the clue s together aided the 

students in determining the character ' s mannerism , 

carriage , age, health , and manner of speaking . As a 

class assignment , the stud e nts were asked to write an 

essay explaining where their characters were before and 

after the pl a y. During the reading rehearsal there 
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were several "snow days , " s ubsequently putting the 

production behind schedule. 

Blocking. The blocking rehearsal for "The Ransom 

of Red Ch i ef " required one - fourth to one-third the 

total number of rehearsal hours . The blocking wa s 

never set at one point , but was incorporated during the 

entire course of rehearsal. Some of the original stage 

d i rections were altered as the students built their 

characterizations. The director blocked one scene at a 

time so that the students could sit down and write the 

blocking in their scripts . This method allowed the 

st udents to view their space relationship with greater 

perception. 

The students discovered that the blocking 

rehearsa l did not produce immediate results. Nothin g 

in the pr ompt book was considered sacred except the 

work of the playwright . The director changed entrances 

(L to R) several times. The students had d i ff iculty in 

establishing traffic areas . The three-quarter t urn 

seemed impossible to grasp, and the open turn and 

close d turn proved difficult for the students. Several 

days of rehearsal time were spent on a typical co unte r 

movement. A sample of the blockin g can be found in 

Appendix C. 

Characterization. After each act was completely 

blocked a nd reviewed the junior high students were 
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ready to commit thei r lines to memory . Several 

students had not memorized their lines by the date 

posted on the rehearsal schedule. The director then 

emphasized the need for 100 percent involvement at this 

phase of rehearsal and that additional time outside of 

r ehearsal must be spent learning the lines . By t his 

time movement and com position sho uld have been second 

nature to the student s . 

During the characterization phase the director 

used a process called "stimulus - response" with the 

students . The students and director explored 

ramifications of interpre tation , strivi ng to find 

effective delivery of lines that incorporated 

motivation and truthfulness of expression . The student 

reached out for his characterization a nd did something 

that stimulated the director , somethi ng that gave her 

an idea . She fed the i dea to the stud ent , who in turn 

thought about it , worked with it , and created another 

spark wh ich ign ited the director. This process is the 

ideal type of creative involvement and relationship 

between student and director. At th is point some of 

the students were still soundi ng like they were reading 

their lines and not acting . The students wh o were 

playing the housekeeper , Mrs . Rudge, and the mother, 

Mrs . Chandler, we re having grave problems with 

expression . Through stimulus-response the director 
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solved the problem. The students playing the parts of 

Miss Oliver and Miss Russell, bird - watchers, wer e 

having problems flirting and tittering like girlish 

maiden ladies . The director had to take their places 

several times and show them how to portray their 

emotions and movements. 

Hand properties were brought in at tbis phase of 

the rehearsal. The cast had trouble , especially with 

newspapers and balls, coordinating their memorized 

lines and their props . At the end of the 

characterization phase of th e rehearsal , the students 

had a feeling of disjointedness . Because of 

interruptions, they were losing sight of the entire 

play . 

Polish . Sufficient time in the total schedule was 

allotted to the polish rehearsal because it was during 

this phase that the students once aga in found their 

moorings . The first week of the polish rehearsal was 

spent rehearsing on the gym floor because the stage 

crew was build i ng the cave and painting the cyclodrama. 

Anxiety was reaching a dangerous peak because the 

students could not get the feel of a total picture . 

Finally , the stage cre w finished their projects and the 

student s completed a run of the play. 

Act one, scene two and Act two, scene two need ed 

additional intensification. The believability and 
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meaningfulness of the characters were not effectiv e . 

Act two, scene three had continuing problems related to 

tempo . 

Tech nical. The technical rehearsal for "The 

Ransom of Red Chief" was designed to incorporate all 

tec hnical components with the work of the students . 

During the weeks of rehearsal, other students had been 

working on various facets of technical production : 

sce nery , lights , and propert i es. The di rec tor 

maintained contact with those respon sible for each 

area . 

The procedure for running the technicl rehearsal 

called for the students to start at the beginning--the 

opening cue--and proceed c hr o nolog i cally through the 

play to the final curtain and light cues, making 

certain that the ti.ming for each was appropriate . The 

first rehearsal was chaotic . One st udent could not 

rem em be r when to close the curtain; other students 

cou ld not find their props and missed important c ue s . 

" Red Chief" had trouble s hooting his bo w and arrow . 

" Bi.11" couldn ' t seem to handle tying h i s bandages . 

After the students recog nized their problems the 

technical rehearsal began to run smoothly . 

Dress . Three evening rehearsals, March 9-11, were 

scheduled for " The Ransom of Red Chief." The play 

co u ld not be performed i.n its entirety in the daily 
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forty-minute class period . The dress rehearsals were 

complete and unin t errupted run t hroughs . At this time 

the director checked the tempo of each scene and the 

overall rhythm , the mood and atmosphere, the peaks and 

the major climax, the characteristics and their 

relat i onships, e n semble play i ng , projection, and - -in 

her " spare time "--the scenery, costumes , and lighting. 

A tape recorder was used during dress rehearsals for 

notetaking. This allowed the d irector to keep he r eyes 

a nd attention on the stage. Whe n the tape was play ed 

back, the message not only retained its accuracy, but 

was repetitive of the d irec tor ' s feelings at the 

moment . 

The March 9 evening rehearsal was the fi rst t ime 

the play had been performed without interruptions . Act 

one ' s problems were minor . Mary Alice needed more 

" bounce" to her char acter . Miss Russell kept turning 

her back to the audience . Mrs. Rudge needed to be mea n 

and exasperated ! In scene three Joe was c rowding Bill 

and Sam when he shot the bow and arrow , s o the actors 

reblocked the scene . 

Act two , scene two the students f orgot thei r bird 

call. Ac t two , scene t hree was weak and lifeless , t he 

students seemed to be slowing down and losing 

character. The tempo was completely off . The director 
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emphasized that more emphasis needed to be placed on 

the last lines of the play. 

The March 10 rehearsal was a remarkable 

improvement over March 9 . Several problems surfaced 

during the rehearsal. Act one , scene two Constable 

Jones needed to shake his head, talk louder , and move 

arms in a specif i c d i rection . Act two , scene two the 

students forgot to light the fire for the night scene . 

Red Chief and Sam were ye l ling so loud that you could 

not hear Bill ' s lines . Act two, scene three still was 

weak and lifeless , The students rehearsed this several 

times working on voice level and characterization. All 

st udents were warned about turning their backs to the 

audience. 

The March 11 rehearsal was a disaster . Students 

were forgetting their lines and missing cues. Bill and 

Sam skipped a page of lines . Red Chief forgot his bow 

and arrow for the major scene in the play. The actors 

were not projecting their voices. Jane ' s daughter s , 

Susan , Abigai l , and Ellie , needed to slow down and 

artic ulate . The students' loud movements backstage 

would have been obvious to the audience . Act two, 

scene three was still weak. The coordination of lights 

and curtains was not correct. The stage crew and 

lighting crew had to rehearse some light and curtain 

procedures. The director told the cast they would have 
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to think about their performa nce seriously , otherwise 

they would not succeed on opening night . 

Pe rfo rma nce . The Ma rch 12 performance of "The 

Ransom of Red Chief" was excellent! The director 

co uldn' t have asked for morel The only miscues were 

when the lighting c rew accide ntally hit the l i ght 

du ring Act two . The students ' voi c es were l oud and 

articulate . Their characterization conveyed the theme 

and mood of the play. The major problem was nerves 

before and during t he p l ay since only t wo students were 

repeat performers from last year ' s production. Before 

the curtain went up " Sam " was wringing wet with sweat. 

After Ebenezer ' s first line he returned to the wings of 

the stage and said , "he couldn't go on again tonight, 

he couldn't handle it, and couldn't live through 

tomorrow's perfor mance . " The stage manager was a 

"basket case" and kept pacing back a nd forth in the 

win gs wanting water. The di rec tor noticed a sudden 

pe rsonality change in some of the students! Sheer 

panic, would be the proper term to describe t hei r 

emotions . Once t he students said their first lines 

they seemed to settle down. Considering the problem of 

nerves and novice performers , the performance met the 

director ' s objectives. 

The March 13 perf or ma nee of "The Ransom of Red 

Chief" was emotional and stim ulating . The students 
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gave a n excellent performance. The director was 

worried about the emoti o nal state of the cast befor e 

the performance. Earlier in the school day the seventh 

aad eighth grade classes had staged a "sit-in" to 

protest the firing of their basketball coach ; 

consequently, their morale was low . The director was 

concerned this might affect their performance. The 

students were given a "pep" talk before the performance 

about being professsional a nd leaving outside problems 

alone; when they are actors the "show must go on." The 

students also commented, that this was Friday , March 

13 , then someo ne accidentally broke a mirror! They 

thought they were doomed before the play started . 

Act one proceeded on schedu l e with only a few 

minor problems. Bill and Sam were talking too fast and 

the director told them to slow their tempo . They 

missed several lines but did use their improviza tion 

skills in coveri ng up the loss of lines. Red Chief ' s 

bow and ar row broke dur i ng Act one, but the student 

proceeded with his lines . 

The stud en t who played Jane Chand ler seemed to 

express herself better in the March 13 performance. In 

Act two Susan was aot supposed to "hit" Red Chief , bu t 

she rea lly did hit him; therefore , he had a black eye 

the next day! The keen pleasure of stage-fright had 

disappeared! 



CHAPTER V 

Evaluation 

Student Survey 

On the Monday following the play twelve students 

who participated in the play were asked to complete the 

St udent Survey (see Append ix E). The results are 

summarized in Table 6 . 

Table 6 

Summary of Student Survey 

Area s of Perceived 
Improvement/React i on 

Percentage of Responses 
1 2 3 4 5 

poo r fair average good excellent 

Oral r eading and 
interpretation of 
characters 

Knowledge of techniques 
of acting 

Speech 

Imagination and creative 
e xp r ession 

Tolerance 

Growth as a person 

Problems with production 

Work together 

Enjoyed the play 

Par ticipate in other plays 

17% 

8% 

8% 

8% 17% 

8% 

8% 

33% 

17% 

33% 50% 

17% 83% 

42% 50% 

17% 75% 

25% 50% 

100% 

75% 17% 

50% 42% 

67% 

83% 
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All the stud ents (100%) reported that they 

experienced growth a s persons . Students were also 

kee n ly aware of improvement in acting techniques and 

the use of imagination and creative expression. Over 

half were confident in the oral reading and 

in t e r p r etation of characters in their speech . The 

affective outcomes , such as tolerance and working 

together wer e perceived as less productive . How e ver , 

the majori ty of the students enjoyed the play and 

in dica t ed the desire to participate in other 

productions . 

Some of the most interesting e valuatio ns of the 

production were given by the stude nts themselves . 

Comments included the following : 

"The essay assignme nts made me think about my 

character ." 

" I learned some new words. " 

" Because of the time period , the words were 

different." 

"I found out you could interpret characters 

several ways ." 

" We are ready for Broadway ." 

" I didn ' t know there was so much to learn." 

"I didn ' t know there was so much to do ." 

" I have learned to pronounce the end of words." 

" I don ' t ' slur ' my words ." 
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" I can actually get up on tbe stage and talk; I 

wouldn ' t at the first of the year . " 

" I have learned to talk--not yell--and breathe 

through my diaphram." 

"No one was a ' star, ' we worked together as a 

team . " 

"I was scared . " 

"I was scared I'd forget my lines ." 

" I was nervous on Thursday night , bot enjoyed 

acting Friday night." 

All of the students agreed that Thu rsday night they 

were so nervous they didn't enjoy the production, but 

Friday night was fun! 

Question 10, "Do you want to participate in other 

plays," brought all favorable comments except from one 

student. His comment was, "Never agai n." The rest of 

the students want to enroll in drama courses in high 

school . 

Teacher Survey 

Th e ten junior high teacher s who attended the play 

were asked to rate the performance using the Teacher 

Survey (see Appendix E) . 

Table 7. 

The results are summarized in 
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Table 7 

Summary of Teacher Evalua tion 

Areas of Perceived 
Improvement/Reactio n 

Memorization apparent 

Clarity of s peech 

Interesting action 

Not too much movement 

Portrayed characters ' 

Intensity of plot 

Appropriate scenery 

Appropriate light in g 

Appropriate costumes 

Overal l Rating 

Percentage of Responses 
1 2 3 4 5 

poor fa ir average good excellent 

10% 30% 60% 

60% 40% 

100% 

100% 

motives 20% 80% 

100% 

100% 

30% 40% 30% 

30% 70% 

100% 

One hundred percent of the teachers s ur veyed 

indicated the play had interesting action along with 

excellent plot intensity surrounded by appropriate 

scenery . The teacher gro up felt at the same time there 

was not too much movement . 

Over half indicated the characters ' costumes, 

portrayal of motives along with memorization was 

excel lent . The overall rating on the clarity of speech 

was good . Lighting was the area most in need of 
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improvement, bu t the o verall rati ng given was 100% 

excellent . 

A few of the t each e rs i n cluded the following 

comments in their teac her surveys. 

" They talked a l i ttle f a st. " 

" I cou ld understan d all of t hem. " 

"The audience could hear all of the actors 

clearly . The first night they spoke a little fast 

because of nervousness . " 

" Best junior high performance in the last eig ht 

years ." 

" Both myself and my chi l dren, ages 6, 8 , and 12 , 

really e n joyed the play . " 

" En joyed it very much . My three-year-old son 

enjoyed it and sat through it and talked abo u t it 

later ." 

" When a mistake was made t he others knew and 

covered and got back on track . " 

"The last scene was not quite as exciting as the 

middle of the play. " 

" Most of the action dur i ng t he play was exciting 

bu t seemed natural . " 

"The night scenes were especially well l i ghted to 

set t he mood ." 
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show. 

"The scenery was exceptionally well-suited to the 

It was light not cumbersome and gave the actors 

freedom to move effectively." 

"It would have been beneficial if there had been 

more l ig hting equipment available for use." 

"I was impressed . They did a great job . " 

"This was an extremely enjoyable show . You did 

wonders with the junior high students to pull such a 

fine performance out of a n entire group ." 

Director Evaluation 

The director used the teacher survey (see Appendix 

E) as a basis for evaluation, rating the students o n a 

scale of 5 to 1 . 
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Table 8 

Summary of Director Survey 

Areas of Perceived Percentage of Responses 
Improvement/Reacti on 1 2 3 4 5 

poor fair average good excellent 

Memorizatio n apparent 1 2 6) 4 5 

Clarity of speech 1 2 3 Q 5 

Interesting action 1 2 3 4 G) 

Not too much movement 1 2 3 G) 5 

Portrayed ch a racters ' 1 2 3 (0 5 
motives 

I ntensity of plot 1 2 3 4 © 
Appropriate scenery 1 2 3 4 G) 

Appropriate lighting 1 2 G) 4 5 

Appropr i ate costumes 1 2 3 © 5 

Overall Rating 1 2 3 © 5 

The director gave an excellen t rating to the 

follow ing items: interesting action of the play, 

intensity of plot , and scenery . The play moved at the 

appropriate tempo . Intensity of plot received an 

excellent rating as the student built the climax of the 

play at the proper moment. The scenery reflected the 

t ime and mood of the play . 

Clarity of speech, not too much movement , 

characters ' motives , and costumes received a good 
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rating. They were not excellent quality bu the 

students performed at their best potential. The 

overall rating of the play received a good rating. 

Memorization and lighting received an average 

rating . The students cogniti ve outcome, such as 

memorization of the script , could have been more exact . 

The light i ng facilities would have been improved if 

more f unds were available . 

The director also used the dram a department 

objectives state d in Chapter I and the specific 

objectives as a basis for evaluation. This evaluation 

is highly subject ive . The goal of the director was to 

use a play production to experimentally explore 

different ways to process i nformation, solve problems , 

accomplish tasks, and to challenge students to think. 

Affective Goals. One of the strengths of the 

production was the affective goals the students 

accomp lished . The students were able to i dentify the 

production as a project that incurred growth and 

development in their aesthetic understanding. The 

students discovered the ability to express themsel ves 

before others using gestures and voice inflections that 

aided and enhanced the meaning of what they were 

saying . They felt less inhibited about the use of 

voice and body as a communicator . The s t udents wer e 
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able to decode more accurate l y the communications of 

others . 

An important affective goal was ge tt ing to know 

their fellow st udents better: discovering areas of 

common interest ; recognizing strengths and weaknesses 

and skills that they were unawar e that others 

possessed ; and becoming better known for their 

strengths and skills . Finally , the students recognized 

that shari ng is , in essence, at the very heart of a 

play production : students s haring a stage together; 

students sharing a few moments in time w~th the 

audience ; and students working co llaboratively toward a 

final product. 

Cognitive Goals. The cognitive goals helped the 

st udent s master the basic techniques of play 

performance . The studen t s became familiar with the 

technical elements of play production . The students 

worked successfully to crea te scenery. They 

vol unt eered to take on tasks ; one student volunteered 

t o desi g n the play program (see Appendix D), a nd poster 

(see Appendix B). Through an acquired knowledge of 

lighting techniques the students provided visibility , 

established emphasis , created mood, and suggested a 

distinctive light source for the production . Attentive 

listening skills were achieved through cuei ng and 

direction . Characterization skills were accomplished 
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by readi ng and inferring ideas not explicity stated in 

passage , The character sketch assigned during 

production proved to be an excellent tool for 

increasing the students ' ability to extend their 

characters ' personalities and develop grammar skills . 

Weaknesses and Disadvantages. A few weaknesses 

and disadvantages were interspersed throughout the play 

production. 

The most dynamic problem was getting the students 

to speak with expression and articulation. The 

acoustics in the gymnasi um were inappropriate for a 

play production, Two characters , Constable Jones and 

Mrs. Rudge, failed to achieve this objective. The 

students were sensitive to criticism and some learned 

that criticism was a learning experience . Some of the 

students did not have their lines memorized and when a 

student forgot bis lines, a few of the students lost 

their tempers. When the students were performing, the 

stage crew couldn't get along and subsequently made 

noise behind the curtains . 

The greatest disadvantage to the director was 

acquiring the students as raw material at the first of 

the year . Most seventh and eighth graders have had no 

stage experience. They must become actors in seven 

months. Another disadvantage was the rehearsal time 

alloted for the play . The play was rehearsed each day 
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during a forty-minute class period. Three evening 

rehearsals were held during the week before the 

performances . The junior high drama department must 

share their facilities wi th the track team , elementary 

school , baskethall team, and the community. A low 

financial budget (see Financial Summary , Appendix A) 

also hind e rs the effectiveness of the play production . 

"The Ransom of Re d Chief" required more movement than 

usual because of the chase and fighting scenes. The 

last scene (Mr . Ebenezer's room) was too crowded ; th e 

director would have preferred an extended stage to 

ex pand the characters' movement. Finally , the most 

monumental disadvantage of the play production was 

working with junior high age students; they are 

unpredictable , 

Reflections , There are as many periods of 

e xcitement in play production as there are persons 

engaged in creative efforts. When the director sees 

the set the students buil t, lighting cues completed , 

par t s memorized , a nd all the acto rs coming in on cue, 

the long hours of rehearsal seem worthwhile . 

Throughout the play the students suffered through 

learning pains and periods of fatigue . They learned to 

plan , organize , and above all to work closely and 

cooperati ve ly with many others . Despite the learning 
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exciting , c r eati ve , and instructive. 
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The director and students , together, t r ied to 

accomplish a production which came off whole , well 

ba l a nced , finished, faithfu l to the playwright ' s 

intent , and fa i thful to the director ' s interpretation 

of that intent . 

Learning theorists tell us what is necessary for 

the best learning situation. For example , they tell us 

that learning is best when it takes place in an 

emot i onal climate . Play production often is t his . 

They also tell us that learning is best when activities 

can be followed by a discussion and eval uation of these 

activities . Play prod uction is always this . 

Almost eve r ything associated with play production 

is conducive to the development of skil l s , feelings , 

attitude , and beliefs that will be later used in adult 

life . Play production tested the students ' patience , 

tolerance , and stamina. The students learned to plan , 

organize, and produce . They learned to adjust , adapt , 

and im provise. The students realized that being part 

of an ensemble was important , but that learning skills 

and attitudes for their own personal growth were 

equally important . The prod u ction built integrity . 

"The Ransom of Red Chief" was a great teaching- learning 

experience. 
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Financial Summary 

School Budget Allowed .. •. 

Expenses: 

Warrenton Lumber Yard : 
48"xl" chicken wire •... 
lx2x8 f urring strips • . • . 
1 gallon flat black paint 
1 paste white wallpaper paste 
1 lb. #8 common nails 
1 spray flat brown 
1 spray brown • •• 
2 flat white spray .. • •. 
1 spray gray primer . . .. 

Ben Franklin Variety Store : 
2 bow and arrow sets 

Total Expe nses 

Income : 

Ticket Sales 

Profit : •• 

$ 26.00 
10 . 80 
14.39 

3 . 00 
3 . 00 
3 . 00 
3 . 00 
3 . 00 
3 . 00 

10 . 00 
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$125 . 00 

79 . 69 

200 . 00 

$121.31 
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Blocking Sample 



Act I T he Ranso m of Red Chief Page 13 

MRS. RUDGE. He drlvesmecrazywith hisqueslions. 
RED (to her). Why? 
MRS. RUDGE. You see? 

89 

EBENEZER. I see . I'mpayingyoutolookafterhim, [ 1=-~K 
and I want him taught manners. (Goes out R.) 

MRS. RUDGE. You heard what your unc!e ba:l.t1. Be- R f-); L 
have t (Goes out L . ) 

RED (after site has gone). Why? 
SAM (loweryng his paper). Kids your age shouldn't S-lo u•c. ~- f "-p._1--

talk back to older people. 
RED. Why? 
BILL (lowering his paper). They're bigger than you ~ t'3>- L-' w c. 1c• ('(Pet~ 

are. 
RED. rm a lot bigger than I look. 
SAM. Say, boy, how would you like to go for allttle 

ride. 
RED. Where? 
SAM. Up the back road, maybe. 
RED. Why? 
Bll,L. This kid has a one-track mind. 
SAM. Just a nice ride. 
BILL. And I have some candy in my pock Pt. 
RED. What kind? 

(B ll.J. ondSd./1 get up, ready togoinJoaction,_J!f~!Jl 
J1 I1CE comes t Rand they sit down again, sigh-
ing.) -

MARY ALICE. It's five ·minutes after three, mister. 
SAM. Thanks so much. Now, run along. 
MARY ALICE. I like it here. (Glances al RED.) 

Tell him to go away. 
RED. Nobody tells me nothing. 
MARY ALICE (to SAM) . l hate boys. 
RED. Girls oughta be drowned in the lake. (Takes 

J~z_.hand and (lulls lzer Jl .) Come on. -
MARY ALICE (yelling). I won't! (Pulls free.) He's ----

e, ... s - ~Qt Lv-=> 
oYY) -f;tvR 

12-pu. l/ _\,-. 
Om f'u // .(:. 



Page 16 The Ransom of Red Chief 

BILL. Well, now----
SAM. Who knows, till we go look? 
RED. Well--1 dwmo. 

Act I 

BILL. Don't forget. I got candy. (Take~ a bag of 
candy out of his pocket.) 

RED. Geel ~s.er.) Can I have apiece? 
BILL. &!re, help yourself. (Hplds ot4 bag.) 
RED (snatching the entire_b(lg). Ttuuiics, mister. 

(Ke€b$ cue cf re4Ph.) r 11 go bear hunting some 
other time. 

BILL. Give me back that bag of candy I 
RED. Try and get it I L of 

)Jim, coming closer.) Why are you le><iclng at me 
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t':> -'~ -~ i {3 
t - 'J ha 1-,, b<.1 

"7 v~ 
S-f< r:s '-, _.,.,, 

SO fUMy? I 
SAM. Grab hlm I (They reach for RED, He kicks ¥< -L, I<.~ I:! 

BILL on the leg.) - -n · (), B 
BILL. 0-oucllr ~ eats. SAM attacks m the " -k;',c 1::.. --

rear,. getting .:RED'S le s l~ him down.) ~ 
SAM. Grab his shoul ers ! (BIL ta s RED_]!yJ...ne V <..., 
s~.) ..__ 

RED. Leggo of me! (Turns his head, trying to bite 
IJJ..!:L'S arm.) .. - -

BILL. He's 6lting my arm! 
SAM. Hold on to him! (WithjjEDkickiq_ana_[jg!µ­

ing., t.ba.3• gq B ) 
RED. I don't want no ride I 
BILL. Kid, you're on your way I (They take him~ 
~ - -

BLACKOUT 



Ac l I The Ransom of Red Chief Page 21 

13JLL (giving lite box containing s tationery lo him). 
I'm goffig lo locale a bandage for my shin. ? lie 
rubs his shin.) 

SAM. Try one of the boxes. I'm going lo write lhe 
letter. (Takes paper and pencil oul of box.) 

(Ofjst,age L, feminine voices are heard.) 

MlSS OLIVER (ofjstage~Yoo hool "-. 
MISS RUSSELL (ofjsta ). Yoohoo l Anybody aro~d 

here? • . · 
BILL (jumping up). Fem a.L -
SAM (jum/n.ng u'/5). Get Red Chief into the cave, and 

fa.sf! (RED is at far R, pretending to be a sf,alk­
itlg bulian. BILL goes tontm. ) 

BILL. Red Chlel, hurry, 
RED. Why? 
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BILL. I just saw some palefaces sneaking into your 
cave! 

RED. Let me at 'em I (/Jashes into cave.) Y \Ji_ . 
SAM. Keep him there I (BILL goes lnW cti_!e. SAM ---·7 51 ·-I Jo \v N 

sits down, resting his paper on an old piece? 
b.f1fl1:4) 

(MISS OLIVER and MISS R USSELL come in L, They 
are girlish mauien ladies, dressed far hiking. 
One carries binoculars and the other a butterfly 
net.) 

MISS OLIVER fas she comes). Yoo hoo! 
MISS RUSSELL. I was sure I saw the glow of a fire. 
SAM (rising). ·areetlngs, ladles. This ls a pleasant 

surprise. 
MISS OLIVER. Youhear that, Verna. Such a nice 

man. (Titters a little.) ----+;: t~ eh 
MISS RUSSELL. Who'd Think we would meet a man 

when we were out bird watching? ('!.i!!!!!.s ,)-______ fr-1'# ~ r-, 
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The Ransome of Red Chi ef 

March 12 - 13 , 1987 

7:30 p .m. 

Junior High Gym 

Dr ama C,irec ter ... Ms. Janet 

Bueneman 

Student Director ... Ter r i 

Coleman 

Crews 

Sound and L ighting- Chris High 

Properties- Craig Lyl es, John 

Ch<".ncell or 

Costumes- Angel Coleman,Jim 

Utte r back 

Cur tains- Jeremy Cotton 

Publi ci t y- Toni St roer 

Program- Tony Linke 

Prompte r - Catina Varner 

Understudie s - Angel Co leman, 

Catina Varner , Jeremy Cotton , 

Chri~- High , 

Toni St roe r , Lor i Lambuth 

Time: A few years ago 
Place: A small town 

Charac hrs 

Sam Blake 

Bill Driscoll .... a pair of 
schemers 
Tony Li nke 
J I m Utterback 
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Red Ch lef(Johnny) . . . al l vel y 
boy 
Joe Hanes 

Ebenezer Dorset ... his uncle 
Fl oyd M i 1 1 er 

Mrs . Rudge •. • th e housekeeper 
Ton i Stroer 

Jane Chandler .•. Ebenezer ' s 
sister 
Lor i Lambuth 

Abigail, Ellie, Susan ••• her 
daughters 
Shell y Camer on, Stephanie 
Jaspering, Terri Coleman 

Mary Al i ce . . . Johnny's young 
neighbor 
N I ,co 1 e Ha 1 t er 

Mr s, Mi l ler . .. her mother 
Angel Coleman 

Mi ss 01 Iver and Miss 
Russell . . . b i rd watchers 
Missy Schml tt, Angie Reiter 

Constable Jones . •. the law 
John Meier 



ACT Ol~E 

Sce ne One 

Setting : The Town ParK on a summer afternoon 

Scene Two 

Se tting: The cave 

Scene Three 

Sett ing : The Town Park 

Scene Four 

Sett ing : The cave area 

THERE WILL BE A SHORT INTERMISSION! 

ACT TWO 

Sce ne one 

Setting: The cave 

Scene two 

Setting : The Park 

Sce ne Three 

Setti ng : The breakfast area of Eb,:,nezer ' s horr,e . 

-------~---SPECIAL THANKS TO-- ---------------­
Mr . Bl 1 I Th oele, Arts and Craf ts Class 

Ryan Laymor, , Fr;;..nk ShocKly, Pam Shepard - htgh 
school assistants 

Mr. Wi ll l am Beard , Ms. Ga ll Kavanaugh - prompter 
Mrs. Jul ie Scho ll 

Our apologie s t o any one we might have over­
look ed t ha t deserves our thanKs f or the ir h e lp 

and coop ,:,rat lon. 

Du~ t o dlff lc ul t acc us tic s, we wou ld app rec ia te l f 
movemen t and c onversation were Ke pt to a min imum. 
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App endi x E 

Evaluation Instruments 
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Tea c he r Survey 

Teachers were asked to rate the following on a 
scale of 1 to 5 (5 is the highest) . Name is optional. 

1. Have the actors fully memorized their lines? 
Comments: 1 2 3 4 5 

2 . Did they speak clearly and distinctly? 
Comments: 1 2 3 4 5 

3 . Was there enough action (movement) in the play to 

4. 

keep i t interesting? 1 2 3 4 5 
Comments: 

Was there too much movement? 
too " busy"? 
Comments : 

Does the play seem 
1 2 3 4 5 

5 . Are the characters ' motives made apparent through 
their actions? 1 2 3 4 5 
Comment s : 

6 . Does the play build in intensity? 1 2 3 4 5 
Comments : 

7. Does the sce nery suggest the play's sty le a nd 
mood? 1 2 3 4 5 
Comments : 

8 . Does the light ing provide visibility, emphasis , 
and mood? 1 2 3 4 5 
Comments : 

9. Does the costume provide clues to the character? 
Comments : 1 2 3 4 5 

10 . How would you rate the performance? 1 2 3 4 5 
Comments : 
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Student Survey 

Rate the follo wing on a scale of 1 to 5 (5 is the 
highest). Name is optional. 

1 . How well do you have a n u nderstanding of the 
problems of pro d uction? 1 2 3 4 5 
Comments: 

2 . Did you work together to create a successful , 
artistic performance? 1 2 3 4 5 
Comments : 

3 . Did you app reciate and enjoy the play? 
Comments : 1 2 3 4 5 

4 . How did the pla y help yo u to improve in oral 
reading and your ability to interpret characters? 

5 . 

6 . 

7 . 

Comments : 1 2 3 4 5 

Have you gained in 
acting? 

knowledge of techniques of 
1 2 3 4 

Comment s : 

How did the play help you to improve in your use 
of speech and diction? 1 2 3 4 
Comments: 

How has this play helped y o u develop i n the use 
imagination and creative expression? 
Comments: l 2 3 4 

5 

5 

of 

5 

8 . Has the play helped you to develop a tolerance and 
sympathy for people in all walks of life? 
Comments : 1 2 3 4 5 

9 . How has the play helped you increase in maturity 

10. 

and judg ment? 1 2 3 4 5 
Comments: 

Do you want to participate in 
Comments : 

other plays? 
1 2 3 4 5 
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