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AN INTRODUCTION TO THE STUDY

"The children's theatre in the United States is of very recent

origin, but no country, perhaps, has at the present time more wide-

spread interest in developing such a theatre."1 With this "widespread

interest" there consequently arises a need for a statement of tech-

niques and methods; a need for materials designed for the exclusive

use of such a theatre; and a need for exploration into the scope of

this area in terms of directing and designing.

The purpose of this thesis was to (1) write and produce a full

length children's play, and (2) to analyze the writing, directing,

and designing techniques employed, primarily in view of the fundamen-

tals proferred by two of the foremost authorities in children's

theatre, Winifred ward of Northwestern.University, and Charlotte

Chorpenning of the Goodman Theatre in Chicago.

Before examining the progress of children‘s theatre in the

United States, its European antecedents should be considered.

Stephanie de Genlis was probably the most pronounced forerunner of

our modern conception of theatre for children. Madame de Genlis, who

served as governess to the children of the Duke of Chartes in the

late eighteenth century, taught not only manners and mwrals but also

academics by means of playmaking. However, madame de Genlis was more

than a century ahead of her time, for, while she fostered the idea of

__‘

1 Winifred ward, Theatre For Children. (NeW'York: D. Appleton

Century Company, 1939), p. 21.

 



a children's theatre, the other European countries contented themselves

with including children and children's stories in their religious

festivals and morality plays. Then Russia took the lead; for, in 1918,

under the direction of Natalia Satz, the Mbscow Art Theatre estab-

lished a children's theatre. This project gradually expanded until

it could boast a "choice of plays any day in the week" to all the

children of Moscow.2

The United States first recognized the value of children's theatre

in about 1892, when the social settlements began to use drama in their

programs. A few years later, 1903, the first theatre for children in

the United States was established in New York City by Alice Minnie Herts

under the direction of Emma Sheridan Frye.3 Shortly afterward, the

Drama League of America, established in 1910, became one of the first

national groups to sponsor children's theatre. This league opened a

Junior Drama Department headed by Cora Mel Patten. Its work was pri-

marily fundamental, for through the medium of its publication,

The Drama Magazine, Mrs. Patten set forth principles of organization,
 

and reported on the various activities of the member groups,4 compiled

lists of plays, and planned programs for special celebrations.5

 

3 Ibid., pp. 10-21.

3 Ibid., p. 21.

4 Cora Mel Patten, "How To Organiza A Junior Drama League,"

The Drama magazine, 11:31, October, 1920.

5 Cora Mel Patten, "Christmas Plays for Children," The Drama Magazine,

11265, November 1920.

 

 





The Drama League of America fathered many children's theatres, and

certainly can claim credit for boosting general interest in the area.6

In 1921, the Junior League of Chicago played "Alice in'Wonderland."

The success of the production led eventually to the adoption of

children's theatre as a national project of the Junior League, to be

deve10ped and promulgated by the member chapters. One hundred and

forty-eight Junior League chapters in the United States, Canada,

Mexico, and Honolulu, were producing plays for children in 1958.7

The number of producing groups has not increased substantially since

that time.8 Colleges and universities, too, have done much to enhance

the children's theatre program. Among the pioneers in collegiate

children's theatre is Winifred'ward, who, in 1925, as an agent of the

School of Speech of Northwestern University, helped found a children's

theatre in Evanston, Illinois. Two years later, the Board of Education

and the Parent-Teacher Association of the community elected to assist

the University in sponsoring the theatre, thereby making it a community

institution.9

The development and growth of producing children's theatre organ-

izations has been steady over these last twenty-five years. The latest

listing of the Directory of Children's Theatres shows a total of

 

6 Ward, 92. 332., p. 23.

7 Ibid., pp. 24-25.

8 Personal interview, Mrs. John Seaman, July 16, 1951.

Q'Ward, pp, cit., pp. 25-26.



one hundred and forty-eight groups producing for children in the

United States.10 -

'With this growth there has also developed a distinct necessity

for more plays written specifically for children. The Children's

Script Evaluation Committee of the American Educational Theatre Asso-

ciation in 1948 recommended seventy full length plays as ones which

can.be made into "exciting theatre for children.“1 Then, too, in

preparing this study, a comparative dearth of material on producing

for children was found. This is with the obvious exception of ward's

book, Theatre For Children, and the records of the conferences of the
 

Children's Theatre Committee of the American Educational Theatre

Association. 'With these two points in mind, this author has been

interested_in writing and producing a children's play'with the proj-

acted view of adding her findings to the field.

So that there will be no misunderstanding of the terms used by

the author, there follows a definition of each of the less familiar

phrases in the title of the study.

Full length - By this the author means a play with a
 

running time of from.one hour and a half to one hour

and three quarters in length, including scene changes.

 

10 Children's Theatre Directory, The American National Theatre and

Academy, August 15, 1950.

11 Louise C. Horton, Editor, Handbook for Children's Theatre

Directors, (Cincinnati: College Hill Station, 1949), p. 22.



Children's Play - This refers to a play written for
 

children to be performed either by children or by adults,

but to be given for an all-child audience.

Production Problems - By using this phrase, the author
 

attempted to describe all the problems involved in writ-

ing and directing the play. This includes a considera-

tion of designing for the child audience as well.

For the purposes of this study, the problem will be divided into

the following chapters: Chapter I will be the acting script of the

author's play, "How The Stars were Made"; Chapter II will revieW'the

literature dealing with the fundamentals of writing for children and

give illustrations of these fundamentals from the author's play;

Chapter III will investigate the fundamentals of directing and designing

for children and again enumerate the author's specific experiences;

Chapter IV will be the production book of the author's play; and Chapter V

will summarize the problems involved in the production of "How The Stars

Were made".
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HOW THE STARS WE? MADE

DESCRIPTION OF CHARACTERS:

VADI:

THOR:

IDON:

ASTARA:

FATHER:

AUNT:

ODIN:

GUARD:

CHILDREN:

A boy of 11, good-looking and'well-built. His official

title is imp of the gods. Sometimes he is a braggart;

sometimes a lovable little boy; sometimes a thoroughbred

devil; sometimes all sweetness and light...but at all

times he is Astara's friend and cohort...a delightful,

normal, all-boy.

The god of night and day. He is a big man, and when he

speaks, there is a rumble. He carries his thunder hammer

at all times. He is very proud of himself, his power over

the mortals, and his position in Valhalla. Odin is the

only one who can subordinate him. His body gives off a

gold glow which the mortals call daylight.

A sweet faced middle-aged woman with a soft, sweet voice.

She is thoroughly kindly and motherly.

A pretty little girl, age 12. She has a very pleasant

and charming manner. She is thoroughly sympathetic for

the audience.

Named Homer. He is a woodcutter, very soft-spoken and

kind. He dearly loves his child, Astara, and is grateful

to his sister-in-law, Anna, for managing his household.

Named Anna. She is Astara's maternal aunt. She is a

lithe, not too unattractive woman with a voice like a

fingernail on the black board. She resents Astara. Her

main interest is her long black hair...and her main love

is a parakeet called Keetie, which perches on her wrist

most of the time. She is a pampered, selfish, nagging

woman 0

He is king of the gods. He has a tremendous voice...and

a commanding manner. Yet he is kind and sympathetic.

He is at all times a very godly figure.

Servant to Odin. Tall and muscular.

NEIL: A sweet, naive boy of 9. Harta's brother.

NMRTA: A nice, though rather gossipy girl of 8.

LARS: A big boy of 10. The rough house of the group.

Christina's brother.

CHRISTINA: A homely child of 12.
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$3913-}Nhides pepper shaker

‘*\4‘3’11pitcher.

X

DRAM...

........

SCE‘TS: THE CURTAINS OPEI.T ON A LAVISH

1;-“TIG COITTAINING IIT PIP.TICULAR, 3

LARGE ‘IAIRS AND A TABLE. Ol‘.T TIE TABLS

ARE A PITCH3R AI‘TD 3 GLAS ES. TTTE ENTIRE

SGT BSSPEAKS T513 PLACE...VAL;LALLA.

VAEI, A BOY or 11, IS HIDDEN Pam-10 THE

Lute-13:1 VCUAIRHKC). __HE PEEKS 0111, AND

sum 1:0 ONE 11-: SIGHT, HE JLPCLS,

1111 111111 A PEPPER SH‘JER. HE POURS

TIEDE 111101111111 PT10111113 NTO ONE OF THE

GLA33113, AND THEN SPPIEA:LES IT LIEPALLY

[1111 PEPPE HE PICKS UP 1:13 GLASS A110

GIGGLEs... A GIGGLE IEDICATIVE 01‘ ALL

vAEIsame'1‘ 1,011 113 13 111E IP 01‘

VALALLAx . _JUST 11mm THOR IS HEA..RD

CALLIHG VADT. VADI PEPLAC-.3 ms GLES

JUST AS THOR HEW"
 

.mmTHQRS Haht There you are, imp;

VADI 10:31—11 1EEKLY. 111111 A son): At

your bidding, great god Thor.

THOR: At my biddingl Where is my cup

of mede? You know it's time for me to

begin my walk of nightl

VADI: I do... and I have your mede all

ready for you. (.GQP§._.T.9..G¥TT.IT) I've

even poured it.

__ THOR: Ah... That's the way it should

be... That's the way you should act all

the time, Vadi. Then your duties would

be well done.

VADI: You're right, god Thor.

THOR (WITH GUSTO): or course I'm right

... I'm always right. When will you

learn that? I, Thor, the great god of

night and day, am never wrong.



Vadi X L to Thor.

BackingtoC.
. -4..-__ ... ...-4.x. .w-u.n..dt¢~.\t.. ":HI—J"." 1-4 . v

m11 Jedgingnbacmrds
$13311}-

Wa.to.._OL .

'T‘O

\Man’csto chair L._

$1911 sighs - 11 CH _L

Q"Lchsof1_ut__e.

..ah'." _,,,._

.Bring it here.

‘ .1 VADI:

......VADI =

leave.

. VADI:

__ THQRI; Never mind that.

VADI (AEXIOUS): Your mede, Thor.

Will you take it now?

THOR: What? Oh, yes, yes, Vadi.

(TAT-'33 TEDE. . .) There

is no one who can fool rThor... no one

who can escape his great wrath. I

defy 9.er one who says he can.

VADI (OBVIOUSLY AITXIOUS TO GET AWAY):

”“Yes, oh Thor... and now may I leave?

I have work to do...

THOR (AGITATEO): For whom?

VADI: For my mother.

THOR: How many times must I tell you

to call her the moon: Here in Valhalla,

there are no mothers... no fathers...

only gods and slaves. You are a slave.

So is the moon.

Of course, Thor.

Thy I leave?

I fOPgOto oo

”THOR: _You may not! . You shall stay

with me. Entertain me for a while...

as I rest and enjoy my made.

Please, Thor... I really must

THOR (AITGRILY): Enough: You stay:

And now some music to soothe me.

I'll get my lyre... I left it

in the throne room.

I see your

flute there. Use that. Hmmnm. I do

dearly enjoy this made... it's made

from the honey of the best bees in

Valhalla. (HETTTISTE THE GLASS 111 HIS

TDS..._,G3338 AT THE CLEAR LIQUID)

So sweet... so smooth...



W ‘ .

EF 1301‘. HE GOES INT F 019;

comom'lons... THAN smsmss GLASS

v-I F UTE IN HAND GOES INTO

 

  

 

WW(DURING CHASE): Vadi." Vadim

Cbove Where are you, you imp? I'll teach

W. you to play jokes on me. Come here.

i 16 Come here. I shall punish you for

Vai this. Vadit I comnnnd you...heads i_.r_1 gat direction. 9

runs C t on U and under table.

TEE? §o§1§m liar-iii 5:5

WWI,

W

VADI IS MAYS JUST A QII mfl NIWLE'

THEN THOR STRIKESHETHE PEPPER SHAKER

 

.r 'Pfibs hm . 8t 3'; 'aO: ‘ ‘ir A e :I h = H“ 51‘. ‘ u 3. .- 3 u

\.

WU! mm I've caughtloam and you Won't

8

THOR (A GREAT ROAR): Now... Hah...

 

W0 get away.

2133;. g: g - Ihg; R of Vadi. VADI (FRIGH'I‘ENED): I... 1.... I was

only playing a joke... I didn't mean

to anger you....

THOR: You will be punished for this...

I have it: I shall banish you to the

top of Nethermost Mountain... and you

will stay there until I summon you.

VADI (PLEADING): Nethermost mountain!

Oh, great god Thor, stuff no in a

cloud... ring me with lightening... do

anything... but please don't send me

to Nethermost Mountain.
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mTthW _Vadifront_ofTmhor
Manmmmmr- '12--

towardDRentranc e.

..Vad i... .. GXit$_..DR°. _, ..

AISLSZELAQQ§9rS Din

Qgc._
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\ .... >M'»w\fl\u_ .- “..-

‘ JEOIOD AND SUBOUEO.
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THOR (FIRM): Enough: I have made

my decision... and I shall not change

my mind:

VADI: But Nethermost Mountain; Why

there is no one... nothing... there)

I'll be all by myself.

THOR: And so you should be. An imp

such as you deserves to be banished

from Valhalla... but only Odin, the

King of the Gods has power enough for

that. Now” fetch my Cloak of Deep

Darkness... and be quick about it!

VADI (HUT‘IIBLY): Yes, great god..

THOR: It is time for me to begin my

walk of night... the mortals are

already yawning and stretching...

ready for sleep. And after this

night, I shall personally take you to

Nethermost I.Iountain.... Now, off with

you.

VADI NODS AND cu‘iITS.m__mIIEmIS VERY DE-

RLOOKS AFTER.

IR‘TA“I,D UTIYI ELDIIG._ myIE MOON

EW‘LRS AKD BOWS TO THOR.

+$T1R

MOON: Oh Thor, god of night and day,

have you seen my son?

THOR: I most certainly have.

IOON (ANXIOUS): Do I detect anger in

your voice and eyes?

THOR: You do.

MOON: Not Vadit Not again!

THOR: Again, Moon. That son of yours

has played his last trick on me. This

. time I mean to teach him a lesson he

will long remember.

MOON: What have you done with him?



11

.X to UR thento DR corner ofm‘_ THORgm Nothing yet._m But as soon as

'table:pickupharm‘zer._mmvmmm.~ ”mm_ _this wallc of night is over,I shall

personallgr escort him to the highest

peak of Nethermost MOuntain.... and

there he will stay.

mxohbalanceww”gm.“WMWWM I’DON: Nethermost Mountain! But Thor...

the child will be all alone... There

is no other living thing on that

mountain.

THOR: Just as it should be. Vadi has

well deserved this punishment.

MOON (ALMOST DEFIANT): No child de-

serves punishment like that. To be

alone... without playmates... without

company. 0 o

THOR: Enough, slave! my mind is set.

Vadi shall be banished until he mends

his ways.

MOON (PRESSING): But you made him the

imp of the gods... you taught him.his

THOR: To be practiced on.the other

gOdS-oe 11013 on me.

MOON: The child knows no other life

than.mdschief making.. playing tricks..

THOR: .All your pleading will come to

nothing, Moon. Vadi goes to Nethermost

MOuntain after this walk of night.

NOON (THREATENING TONE): You are driv-

ing me too far, Thor.

{{‘QLWRONTQ . M“ ., THOR (RESTLESS ANGER): Huh!
4“-~~an—-:.--

IDON: If only I could gather the

courage to speak to Odin of your in-

justices to me and to my son.

erI

\Alm: Effect THOR: Odin would not listen.
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EFFECT NO. 1

gesture with up arm. Moon

sinks on knees C. Thor

S_t:.a_:€1.d;§.[9ver her? ' "

Wad::LentersDR
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' THUNDER IS HEARD.

" STRUCK.) Banishment would not hurt you...

humble you... but banishment of your son

LISTEITS TO THE

a,THOR::
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He Flight. 0 c and

then where would you be... Thor.. the

great god of night and day... a

kidnapperx

THOR (ROARING): Silence:

T'IOON: A god who found delight in

stealing a mortal woman and her baby

son from the kitchen of their home..

THOR (QUIET RAGE): Enough of this:

Remember your place, slave... You are

angering me beyond reason...

mom (RRODDIIIG): And just so will

"Odin be angered... at you.. when I

tell him of your misdeeds.

THOR: (STRIKE?S OUT IITII TRIRIDSR RATTT‘ER.

THE MOON FALLS AS IR

(VADI ENTER)" WITH THE CLOAK,HE

COIV‘RSATIOII) Now, off

You are not prepared for the

Where is your silver robe?

Get then quickly.

will.

 

with you.

walk of night.

Your singing lyre?

MOON (CRUSHED BY BLOW): Another night!

Oh, Thor.. grant me an evening's rest,

I beg you. I'm tired...

THOR: Hahl Threaten me. Insult me.

Then ask for a rest! And what would

the mortals do without your silvery

light? Without you, there would be

nothing but darkness on earth. The

mortals like your soft light... they

need it..

MOON: You don't think of that when

you're angry with me... and imprison

me in a ClOUdoo

_fllough!

110011. O C

You are troublesome,

MOON (HEAD BORED): Weary, Thor..





From DR.

_Yadi X C then helps moon up.

Eat! _-l-. 1);.w w

1335.233 to put on cloak, picks_ ‘

“a hammer.
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THOR: No matter. I've had my fill of

you and your son. Vadi goes to

Nethermost Mountain... and you go on

this walk of night.

VADI IS LOOKING AT THE MDON WITH

SOB—ROY”. I

YRQIa: Your Cloak of Deep Darkness,

oh great god Thor.

THOR: Bring it to me. (go; DOES SO

THEN GOES TO MOON)

VADI: Sit down, mOthereee rest a. bite

MOON: No, my son.. I met don 11V

silver robe.. (SHE SIGHS) Night seems

to come so soon...

THOR (IMPATIENT): Slavet Prepare

yourselft

MOON: As you say, great god Thor.

(Rows AND EXTTs)

“33-39% Assist me, Vadi.

 

WQQWJMRMB: No other god has as much power

. 9'11 toward UR brandishing\
... ...: v Wm.-.~I~M4'h-~m

W
as I. No other god in all Valhalla

equals me in my duties and services to

the mortals. Without me, the mortals

would never sleep... the earth would

blister and burn from my continual

light. With me, there is dark night

and bright day. Is that not right,

Vadi? .

mamas]; BACK TO REALITY): Eh..

oh.. yes.. yes, great god Thor..



Exit UR (1.1359991 - _

Ra<1l,.>.:-.p.Rl.. .§.it......_chair- . ....

I'TQ_9E1...§RT3€Z}I§ .DL: ~

Amslsutst relished -. __

§it chair L, draw Vadi up to
.. _- 1_---is-1~.— PIR- -'

knee
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THOR (ANGRY WITH'VADI'S INATTENTION):

Send the Noon to me. The time for

(EXITS)

VADI IS ALONE... _Rsls THE. PICTURE OF

DRJdOTIOII. ITRMIRL‘M‘EERBN?TWA BOY? ml'D
 

«.V‘I'."".- .9-4: m.‘ ... a- '- u I .-

BE ON Thd fER-C-E OF TEXRS._ IIOOII ENTERS,

8.9332303 . NI am.

TTO N: Vadi, my dear one.

‘VADI,:. _.(RUlISTO HER) Oh, mother...

liOON: You’re sad... you're sorry...

but always too late.

VADI (DONNOAST):

Nethermost Mountain.

all alone..

I can't go to

I' d die there

LEON: There, there, my little one.

Perhaps we can outwit Thor... I've

thought of a plan...

VADI (EIIOITED) How.. oh, mother tell

me hOWoo

MOON: I've been thinking of this for

a long time... and noW'I'm.sure it's

the right thing to do...

VADI (GIGGLING AND HAPPY AGAIN): To

outwit Thor:

MOON: Not only to outwit Thor, Vadi...

but also to send you to earth... to

your own people..

VADI (SURPRISED): To earth: But...

mother... I've never been there...

I...

MOON: Listen to me carefully, Vadi.

There's a little girl called Astara who

needs you. I'll send you to her.

You'll be the delight of her heart.

Take care of her... make her happy...

VADI: Astara... that's a pretty name”



QRiSBRSMX.CRI
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MOON: She needs you, Vadi... You can

make her life all it should be... Take

her a little bit of Valhalla..

VADI ._(‘I‘JITH GREAT ETCCITEZI'ENT ): Me on

earth! Such fun! HOW'long am I to

stay, mother?

MOON: Forever, Vadi. You must never,

never, never return to Valhalla.

VADI: But that means leaving you...

never seeing you again..

MOON: It's better that way. YOu don't

belong here.. You belong to earth...

and to Astara.

VADI: But if that's true, then you

don't belong here either, mother. Come

with me...'we'll go to earth together.

MOON: No, Vadi... I'm.needed here...

I can't leave.. but you can... and you

““1110 e

VADI: I can't imagine living without

you c

.I,NDON: It will seem strange for a while.

But you'll be a good brother to Astara,

and a good son.to her father.

VADI: And her mother?

MOON (RIHLRJERRR): Don't question, Vadi...
.9 ...-...‘o. -n—

lu'just do as I Say..

VADI: Thor will be very angry..

MOON: He's been so before..

VADI: I can't leave you to face his

wrath alone. He'll throw'his thunder

hammer all over Valhalla.

NEON: I'll take care of that. Now,

Vadi, I'll summon.you when the time

comes. Please don't wander away..
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VADI: HOW'dO I get to earth, mother?

,TDONz _There‘s a secret path.. it be-

gins at the base of Odin's mountain

and ends at the foot of a big elm tree

near Astara's house. I'll light your

way down that path when Thor is walking

elsewhere in the sky. ~

VADI: It's so exciting, mother..

AMOON: Exciting and wonderful for you.

my moonbeams will show you the way.

Don't be frightened... the distance to

earth is nothing..

I.HVADI: Nothing... and everything,

mother... I'll miss you..

MOON: And I you. But I'll be watching

over you from.here.. (TRORFTRDNDERS)

I must go, my dear one. Remember, go

to the base of Odin's mountain when I

summon you... not before. And when you

get to earth, Vadi, you are to stay

there. You must never return.to Valhalla.

VADI: I'll do all you say, mother...

THERE Then farewell, my son... farewell...

Rememb 8:: ..no.t_.until- L..Rall...(531£ITS ) .

VAOI ISALONE AND STARING AFTER HIS

‘10“ER. ” HE LOOKS AROUND THE ROON

l SaYI”GGOODBT1TO.ALL HE KNOWS. TH

HEWBIIQSINSMTO,_OIEGLE.. lliAR ERAND HARDER. . .

VADI (EXCITED): We'll outwit Thorl

Again! And I'm going to eartht I'm

going to earth:

ONCEACAIN_‘VADI IS ASTER OF THE SITUA-

TION... AI-7D H43 BUBHLE WITH DELIGHT....

A3TH” CURTAIN FALLS.
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ACT I SCENE II

SCENE: THIS SCENE TAKES PLACE ON

EARTH, IN A HUHBLS COTTA E NEAR THE

EDGE OF A FOREST.

THE LIGHTS CONE UP ON A TARA STANDIN

ALONE IN THE DCORWAY OF THE KITCHEN.

NIGHT IS SL WILY COMING ON . SHE SI GHS

DEEPLY AND SNAKES HER HEAD SADLY.

FATHER E‘ITJ‘S’IOTL I‘ITTBRIOR OF THE

HOUSE.

35.1300.” . ATRRR (KINDLY): Such a big sigh for
such a little girll

Turn to him. MI_WIIII H II I ST RI: Oh, father... I didn't hear

I 'j’ 7 H ‘ you come in..

FATLER: But why the big sigh, Astara?

Does night time frighten you?

X to“9§;abozem§able._Iwm . _ ASTARA: No, father.. it’s not that.

7 ' I'm not frightened.. but I feel so

alone a o e

Gesture toward_interior. ,, FATHER (REA SURING): You shouldn't.

I'm.here... your aunt is here...

ASTARA: I know... but still... maybe

it's the darkness that makes me lonely.

Why does night have to be so very dark?

X to goggwang Ioohout. .. FATHER: Thor “fishes it to be that way.

'“' He is the mighty master of night and

day, you know...

ASTARA: Yes... but what of the travel-

ers who walk through the country

without any light to guide them? And

the animals of the forest? Perhaps

X_OWI_II IIII_NI “I -..IrthQY're afraid... but they can't do any-

7 A'\ 7 mum" 7 thing about it... we have candles to

brighten the darkness... to chase away

the shadows... They have nothing.

X to CH C“. ,._ MummlnanAIWMnm ”FATHER: You are forgetting the moon,

my little one.
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ASTARA (WITH REAL.APPRECIATION): Oh,

no, I'm not... I could never forget the

mb0n5““3hefs beautiful... but she's not

always in the sky... and her soft beams

don‘t light the fOI'GStooo

FATHHZ: She? Her?

the moon is a she?

And how do you know

ASTARA: think she must

be..

I... Choc I j'llSt

FATHER (LAUGHING KINDLY) :

are, my little one... The

must be a she.

And right you

beautiful moon

ASTARA: If she could only light the

night every night... from its beginning

to its end...

FATHER: Astara, my dear, you must

realize that Thor has made the night a

time for sleeping... not for traveling,

or playing... or even working. That’s

why it is so dark.

ASTARA: But wouldn't it be nice if the

" animals could have candles like ours...

Pa: 11.91;. 9a-...b6ade. _A

£.is_.e_.quic1:lz«' .sotoward €100“ -

35 .3539? [b.1313“an-...HH — -» 'tA,‘ .a- >7> a, ...........

.Essk ”Wher-
1.11

sky candles... and then the travelers

would have something to light then on

their way...

FATHER (WITH GREAT AFFECTION): Always

thinking of someone else... have you no

thoughts of yourself?

ASTARA: Only one, father..

FATHER: And that one is?

ASTARA: Tell me about my mother... I do

so want to know...

_FATHER: It's not a pretty story, Astara..

‘gASTARA: You always say that, father...

and you never go any farther..

V“THER: It's a hard story to tell...

and a sad one to recall.
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X to C -,-..\..I.,..-.l,_.._.-....-. ASTAPA: It all must have happened

when I was very young. I've tried so

hard to remember... but I can't.

 

'FATFTER: It's best that you don't.
Tum " X...’E?.9.‘f'?§£1... £1,933..-

Thor wants it that way.

aha-em“ -WF— _M.guwm.fl\‘ a

ASTARA (SURPRISED): Thor? The god of

night and day?

FATHER (HEAVILY): Yes.. Thor..

ASTAJ’LA: Tell me, please, father...

I do so want to know..

-.....m... 3.133.,A1‘JA. HAS. EITTLSFED TO 0VE1114. ’2 THE

_ LAST FE’.“.’ LIKES . SHE CARRIES KICEI'IE,

313R _EEEHEABAK 3333-. ON, HER ‘a‘fliIST . .
an.“

t ered f rom. interior...

 

from Arch .. _ y _ ATTIxIT: Tell her Homer. The child has a

' right to known. Perhaps when she hears

how this family has angered Thor, she

won't be so hard to handle.

fit.§p...i?.oward-.h er.....-“a.--“-....I.--.,.,,.,.,...._..-...FATHER_(SEIMIP):fi Anna: How many times

have I asked you not to mention that

before Astara. Why do you take pleasure

in hurting the child?

Comewintomroom _X “to cupboard, .y ATTNT: Hmphl Hurting her! You're too

_look__for dust--.-.-,..... easy with her. She needs to be taught

about life... about her life especially.

Eggtgufather's¥_R.‘_HMMW ASTARA: What about my life, father?

Are we really in Thor's disfavor?

AUNT (NASTILY): I should say you are:

And it's all your mother's fault. No

respect for superiors... lazy... good-

for—nothing. You take right after her.

L339,herg...“,_,.,,-,_W,_..., FATIER: Anna! You have said enough.

To speak that way of your own sister.

13-3“Sitifl§££§ich.931...13.9 Astpara. AUNT: Yes, my own sister... mother of

your darling Astara. (TO ASTARA) Go

gather the firewood. And be quick about

it.
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FATHER If we need more wood, I'll

gather it, Anna. There is no need to

send Astara.

. _AUNT: I intend to have a few words

with you, Homer. Now, you... get the

wood... and don't take all night.

ASTARA: Certainly, Aunt Anna. Shall

I take Keetie for his airing? (SHE

PIIACHEBFOR“KIEIIE. _ATH-TT PULLS BIRD

Ala?) '

AUNT: ,. No! You know Keetie doesn't

like you. Animals are often smarter

than men, you know... '

_. AS'V'ARA OWN”? BY AT’T'S SHAREISS)-

.1

Yes, m'am... (If.ITS)

”FATHER: Oh, Anm... when will you let

that child alone? You seem to be

always trying to hurt her, or...

AUNT (RIGHTEOUS) I am merely doing as

any aunt of a motherless child would

do. You do nothing to discipline her..

You spoil her completely.

__FATITER: You're right, I suppose.

AUNT: Of course I'm right. You in-

dulge her dreaming, her laziness..

FATHER: Dreaming? Laziness? I wonder.

She is so kind, Anna. Only tonight she

was sad for the poor creatures, man and

beast who have no candles to light the

night. She wondered why Thor doesn't

have candles in the sky to light the

darkness.

AU‘ITT: That's exactly what I mean...

‘lwaSting timelike that.. and look!

The dishes haven't been put away!

FATHER: She's only a child, Anna..

AUlIT: Yes... and cursed by the gods!
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FATHER: That's not true!

AUNT: Yes it is. Admit it, Homer.

Admit that Thor killed Sonja.

_Lutgflhpgw‘gHM , FATHER: Why do you take such delight

in reminding me?

AUNT: Because you must keep it always

in your mind. And you must tell your

darling Astara.

FATHER: Why? Why should she'know of

the disappearance of her mother and

little brother?

EEEEJEELAEETIP9.... “up mohair AUNT: Disappearance! Indeed: We

know that Thor killed then right here...

and struck Astara down for her insolence.

X to Ch C sink into ‘Ch.m____‘_ g, ,FATHER:WW6 don't know that! All we

mm M ._._-_ lmow is that they disappeared and that I

found Astara lying on the floor un-

conscious. Must you be so harsh?

 

AUNT: Only truthful, Homer... as you

must be.

FATHER: Perhaps.... if the opportunity

presents itself..

AUNT: Tonight, Homer. You are to tell

Astara that because of the folly of her

mother she is under the curse of Thor.

Tell her how Thor killed her mother and

brother and dropped their bodies into

the sea.

FATHER: I can't believe they're dead...

IX___up,___to_pfilrat§_gvmp”lookingwout. _‘ ..,,Imf,96.lwth6m near me sometimes... I even

hear Sonja's voice when the night is

very dark and very still... and only the

moon light serves to brighten the night..

LEQMQWMWWWWWk S _ _ AUNT: Haht Such nonsense. You are as

witless as your daughter.... And now,

Homer, as we've settled this matter, you

may take care of the barn for the night.



'Exit Door .
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FATHER (SIGHS): Is it time for that?

How quickly darkness has come. Thor

must have put on his Cloak of Deer)

___Darkness wifii unusual haste. (EKITS)

IHELAUIET..IS.MONE,III THE KITCLUIN. SHE

HZCILESJQEEUEL.ol.£l“D.._.TAIKS TO HI‘I- -

._ NET 3,, There. . There, my widdle sweetums . .

Is 00 tired? Hungry? My poor baby...

no sausage to eat.. not for nearly a

month... and melon seeds! Why, I've not

had money for them in such a long time.

Never mind, my little Keetie... You will

soon have everything... as soon as I rid

_ this house of ‘Astara. Homer will marry

me. Then I shall be mistress of all he

owns. Only wait a little longer.. I'll

make that Astara so miserable she'll be

glad to leave.. glad to escape my nagging...

Patience, my darling Keetie.. Patience..

AS’l’MlA ENTERS WITH THE moo. SHE SETS IT

1E113, Eli E. 120Giuiilfil.LINE-17‘sbf? A73;.111 .

AS'I‘AI’LA: Where is father, Aunt Anna?

AUI-TI‘: Settling the barn for the night.

. ASIAPA: I'll go help him.. he seemed

tired...

. AUNT: You help him: (LAUGHS SCOHIT-

FULLY) A big help you'd be. Puny

thing you are..

ASTARA: I guess you're right. Oh, if

only I were a boy... or if I just had a

brother.

AUNT: A brother! And what for? Only

more burden for me to bear.

ASTARA: Oh, no, Aunt Anne... He'd be a

big help to father.. and to you..

AUNT: Enough of this foolishness.

You've wasted the whole day with your

stupid dreams and wishes... Now it's

time to work.



Gesture_ tocupboard, walk
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ASTARA: To work? But I thought..

ATTITT: Well don't think. Just work.

You have yet to put those dishes away...

and this floor needs sweeping. It's

that Marta and Neil.. Why must you have

such dirty friends? Don't bring them

in here again. I don't know how I put

up with you!

ASTARA: I'm sorry, Aunt Anna. I didn't

mean to anger you... it's growing awfully

dark.. may I take a candle from your

room?

auugwgguDIGNANT). A candle: I should

say not. You know I need all of them.

I need everyone we have. I have to

arrange my hair for the night, and you

know I need candles for that. Besides,

11w little Keetie is afraid of the dark...

Aren't oo sweetums..

ASTARA: Of course, Aunt 11mm... but if

I could have just one..

”_WPerhaps my dear Astara, you

could use one of your candles from the

sky. Never mind worrying about the poor

creatures alone in the forest at night..

Worry about yourself" AStamcoc the

girl who carries Thor's curse..

ASIARA: That's not true... it can't be..

-....ATMT’ And why not?

ASIARA: Because the moon talks to me..

She even calls me her little one... and

she wouldn't do that if I were cursed by

the gOdSooo

AUNT: Hmphx The moon talks to you...

I've always said you weren't quite right

in the head... and now I lmow it. It's

best that you get right at your work...

Perhaps your talking moon will help you.

__$BXITS LAUGHING SCORNFULLY)
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ASTARA _SIOHS 1::er SEGITS TO SHEEP THE

KITCHETI. . Trm MOON c ms UP SLOTJ'LY” .

_FILLINQ THE ROOM MTH SOFTLIGHT.

ASTARA STOPS TO WATCH Ij‘OR A r-IormuT,

mugsssacxmgp ”won: ._ ____ FATHER 321T BPS .

.. FATHER: What's this? “~y little Astar‘a

working when even Thor has donned his

Cloak of Deep Darkness and begun his

walk of night? You knoW'that means bed

time, my dear.

ASTARA: Yes, father... but I must

finish this first. Come sit with me

for a little while.

FATHER: I an't Sit... but I Will help.

(TAKES BRO H. ASTARA GOES TO PUT DI 333

AWAY.) You should be tucked in by the

time the moon is high.

STARA: The moon. She's the most

m ~beautiful of all, father. See her...

”_oh, father..

FATHER: What is it, my dear? Are

you so very sad?

. ASTARA: Not sad, father.. Just wishing

and dreamin,..

“FATHER: Dreaming? Wishing? For what?

ASTARA: For a brother. I do so want a

brother... someone to talk to and play

with... someone to help you so that you

won't have to work so hard... I wish it

every night... and sometimes.. sometimes,

father.. I think the moon answers me.

FATHER: A pretty thought, my pretty

one. But it's not a true thought. The

moon doesn't speak. She's merely the

slave of Thor.

ASTARA: I anWoco but Stilloo

FATHER: You dream it Astara. But your

dreams may bring you a happiness the

'world can not. And now it's time for bed.

(PICKS HER DPAHDCARRIES HSR To BED)

Pray to Valhalla.
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FATHER (CONTINUED): Maybe the gods are

listening and will grant your wish.

Good night, my little Astara.

ASTARA: Good night, father.

FATHER PATS HER HANPfiTD KISSES HER
 

cm- -- Tamwsswmmm
INTERIOR. TARA CALLS AFTER mg.

 

 

NARA: Odin bless you, fathereeeoeee

ami a good night's rest.

ASTARA THEN SLIPS OFF HER SHOES AND

SHAKE""S"0UT'' HE'R HAIR. THE Anon RISES

S‘fifi‘L—Y_BEH"IND" HER, AND SHE IS BATHED IN

WU T . RE‘TU‘R'N'S'T'O 'T‘R‘R’WINDOW,

EU'RIING ' “HER“IESS‘WTW“ISOVELY

Wmi.
. ‘- _._—

MOON: Good evening, my little one.

ASTARA: Oh, Moon Mother.. I wondered if

you'd see me here.

MOON: I see you always. I watch you

from up here. Your unselfish ways, your

kindness, your sweetness... I see them

and know them all...

ASTARA: Somehow I knew that.. I can feel

you with me.. guarding me..

MDON: And reading your thoughts, my

little one.

ASTARA: 1hr thoughts?

MDON: Your thoughts and your dreams and

your wishes... the wish you voiced for

the first time this evening. I have seen

it grow within you.

ASTARA: Oh, Moon Mother, I do... I do

want a brother more than anything.

Father said that if I prayed mough

perhaps the gods would hear ms.... and

you have...
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TIiOON: Look, my little one... over

there... what do you see?

._ ASTARA: A boy.. oh, Moon Mother... He's

coming here. . .

MOON: Take care of him, my little one...

Take care of him.

ASTARA ‘FI'ATCHES AS VADI COT‘ES THROUGH THE

DOOR. HE IS UI-ISURE OF HIIBEIF IN THIS

STRANGE PLACE.

VADI: Do you live here?

ASTARA: Yes, I'm...

VADI: Then you must be Astara.

ASTARA: Oh! I am! Only who are you?

Where did you come from? How did you

know my name?

VADI: Galloping gods! You fire ques-

tions fast. My name is Vadi... and I'm

the imp of the gods... and my mother,

the moon, sent me here.

ASTARA: The moon is your mother!

VADI(NODS); The prettiest and the nicest

person in all Valhalla.

ASTARA: I knew she would be. I've

always thought so.

VADI: She's Thor's handmaid... and I'm

his messenger. He's the most important

god next to Odin, you known

ASTARA: Oh, goodness! And you came

down to earth to visit me.

VADI: And to mke you happy. The

happiest mortal on earth... Come...

let's .do something.

ASTARA: What? What would you like to

do?
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VADI: I don't know3.. Something you'd

like to do... HoW'about hide and seek?

You like that don't you. (SHE NODS)

_ There are lots of hiding places in here..

There are the cupboards... or

under the bed. .

VADI:

that's a big one.

Or that chest... Galloping gods,

It must hold a lot!

It belongs to my aunt.

VADI: It'd make a fine place to hide

S omething e o o

ASTARA: Something?

VADI: I mean us, of course... Well,

let's go... You hide first and I'll

count.

ASTARA: I'm afraid we'll make too much

noise, Vadi. Father and aunt Anna are

sleeping... and...

Thor'sVADI: Then let's go outside.

. cloak certainly makes the world dark...

even moon mother's light doesn't help

very much.

ASTARA: What's Thor like?

. Very big... and very strong...

and very proud of his power over you

mortals.

ASTARA:

day. 0

You mean governing night and

VADI (NODS): Especially night. Odin

gave him his Cloak of Deep Darkness,

and Thor treasures it above all else.

WE_ASTARA: Goodness! It must be a very

wonderful Cloak. It hides every bit of

light.

A.VADI (LONGING): Except for the moon.
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ASTARA: And she isn't always out. I

guess that's when she's resting.

VADI (II-IDIGNAI‘JT): Resting! Thor

doesn't permit that. He never lets

mother rest.

ASTARA: Doesn't she get awfully tired?

VADI (NODS): She certainly does.

Sometimes she even wishes that night

wouldn't come at all.

ASTARA: But where is she when she

doesn't Show in the sky?

VADI: That's when Thor's angry with

her. He stuffs her in a cloud.

ASTARA: How awful! Does Thor really

have that fierce a temper?

VADI: Galloping gods! He certainly

does. He's almost always mad at someone.

In fact, my mother told me that he stole

us from earth when I was just a baby.

ASTARA: Stolen from earth! Then the

moon is mortal!

VADI (NODS): Me too. She says Thor

was angry with her because she pulled

the window shade to keep his light out.

ASTARA: Goodness! His temper must be

terrible.

VADI: Sometimes he makes the whole sky

_ shake with his roar.

ASTARA: That's thunder..

VADI: But what's worse is when Odin is

angry... He swings his scepter....

SVVOOSh o e o

ASTARA: And lightening flashes. Oh,

Vadi, have you seen all these things

happen?
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. VADI (ERAGGING): or course..

ASTARA: And have you seen Thor's Cloak

of Deep Darkness?

VADI: I've more than just seen it. I've

gone to get it for him. He keeps it in

a jewelled box on the top of the highest

mountain in Valhalla.

ASTARA: Oooh! You really are an important

messenger!

VADI: You're right! Vadi, the imp of the

gods at your service! (EB FAKSS A SWEE -

ING Row)

‘_ASTARA (LAUGHING WITH DELIGHT): You're

wonderful.. hOW'I wish..

VADI: What do you wish, Astara?

ASTARA: Two things... First I wish that

you could stay with me always..

VADI.(CASTAL): ”aybe I will... I like it

here on earth..

‘I. -A-h-vnvD-od ‘th. ...u - .---e -

ASTAP : Oh, Vadi, if you only would...

I want a brother so badly.. I'd be just

like Christine and Harta.

VADI: Then it's settled. I'll stay.

ASTARA: But what will the gods say?

VADI: Never mind them... I'll take care

_‘of it. But what's your other wish?

~_ASTARA: I... I... oh, I'd better not

say it. e

VADI: Go ahead... I may be able to make

that one come true too.

. ASTARA: 'Well.. oh, Vadi... I wish the

night weren't so very dark.. Not that I

don't love the moon... but her light

doesn't reach everywhere... see how dark

the forest is..
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VADI: You mean you like daylight?

ASTARA: Of course... all mortals do.

VADI: And you'd rather have daytime

than nightime?

Ap-ARA (":DS): It's much nicer... in

the day everything is so bright and

cheerful... the sky is so blue and the

forest so green... the whole world

sings with happiness...

VADI: And when Thor puts on his Cloak

gf Deep Darkness?

AmARA: The world sleeps.. as if every-

thing had been smothered.. It's a lonely

time for every earthly creature... even

mortals.

. VADI:_ Rmmmm... that's interesting.

I know! otara'. I've got the best idea!

ASTARA: What? Vadi, tell me..

VADI:. mat a joke on Thor! I have to

50 IlOW'oe

ASTARA: Where? Where are you going?

Don't go.. Please, Vadi...

VADI: Sleep well, Astara... I'll be

baCIC—o o 0

ASTARA: Vadi! I thought you were going

to stay! Vadi!

VADI RUNS CTTICKLY C-T CIGGLII‘I J’I 'PISTLY.

-iSiAi-i‘fiui RUNS TO TITE DOC-in... BUT IS I)

GOIY5.. L3 TlfiiLS'30 TI33 ‘-CC‘T A:3 Cl:SFS

A PFQ’3R. .

ASTARA: Oh, T'Toon Biothern send him back

to me... Please..

.T”E_LTC”TS GC CRT-ASASTARASIYYS ON HER

A my TV 7:1 '1

3331-“.2441»5) T1. T......JR filling...



ACT II SCE"E I

LIGHT HQ; 6_, SCSHJ: THE CURTAIYS OPEN TO REVESAL THE
 

TOP OF THE HIGHEST "CURTAIPI I" AoGARD.

CEETTDR, RAIS3D IS A LARGE JE'J‘I'ELIED BOX

CORTAIRING THOR'S CLOAK 1 DESP DARKNESS

VIDI 18 BLD OVER DRR‘ID.D IR Ive 0138

.33 THIS :3C‘TE RDJIIS. 1R0c1? L ODIN

§AYS "COT;THOR" THEN SITJR , FOLLOJED

BY GUARD,13Y_FHCA. VADI POPS Irwc IRE
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_X_to DR_guardifolloR$ stops COIN: This is the chest which contains

_atugggtmgfflramp the Cloak of Deep Darkness?

C _ __.A. I,“ THOR: That is correct, oh great god

Odin.

ODIN (GOES UP RA"? TO CHEST ARD TAPS IT):
_._--. Mme-mm“ - -~v-——~_- «- -— —~-

Hmmmm. Handsome box, Thor.

THOR: I had it made especially for the

cloak. No ordinary jewels are grand

enough to bedeck the box containing your

great gift to me, oh god of gods. (BO‘.3)

ODIN: The Cloak is in here noww. (LIFT

LID WITHOUT LOCKHG Ir)
ha.~._.-ao-I..— 

THOR: Yes... it rests there throughout

the time of my daytime walk.

ODIN: Good (DROPS LID) This inspection

XtoDR on floor _‘ may seem silly to you, Thor... but I've

‘ Hmflfl 'VRVHMRW' ' found that some of the lesser gods were

not doiIIg their duties as ordered.

VADI LIFTS THS LID OF TRI Box AND SLIPS

ogr... I:IE QIH‘RS DO IOT SIR HI”. HIDRS

BSTIHDiBQX.

X t<yward R _“M-”_W-W.IMI.DIHVITHOR= Surely, Odin, you do not suspect

me of that!

ODIN: No, no, Thor. You are very re—

sponsible. ... but, as I was passing here,

I thought it best to stop.
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THOR (swans): Of course. I am at

your bidding, great Odin.

ODIN: So, Thor. I must hasten... but

_._LpgghapsII had better inspect the cloak.

It is a very special gift... and there-

fore very valuable. The only one ever

made. ... and the only one which ever

can be made. Even I can not make

another. Yes, you had better bring it

to me.. I shall be in the throne room.

THOR: 'With pleasure god of gods..

ODIN AND THE GUARD EXIT. THOR LOOKS

ATTLR THEM. 'VADI COT.TES OUT,I SO‘.THEIT

THOHITURTS,HE SEESHIM.
'h-n-fi-I-i—r -_..— Hun—.-— , ”JI-“‘4‘:-

THOR: Oh, there you are, Vadi. I've

been looking for you. Now that my walk

of night is over, I shall take you to

Nethermost Mbuntain. YOu are ready?

VADI: No, oh great god Thor. I have

yet to bid my mother farewell.

INQR: Such silliness! However, I shall
  .. -—-.1pw —-———..,.

ExitstR

legiaiaaunamnms. .L. .t hen

B-.-19.ak;1.§a93£._..::..E.bsa_ .up to

chest.
.__-.5”

Off R

Cloakto L side of_box_and

th.to DL roor.
 

send the moon.to you.. bid her farewell,

and then bring the Cloak of Deep Darkness

to me in Odin's throne room.

VADI: As you wish..

THOR: Now... get this farewell over with.

There is no need for sentimentality. You

deserve to be punished severely... and I

mean to 696 that..-it-_18- dons-.-..Qlil'l‘fi)

VADI. LOOKS ARQUIIDIHEH GOES UP TO CHEST,

DIVE.s INTO IT, mm PULLS OUT CLOAK. IT

Is VJRY LARGE mo IBTTLKYCI m3 ”JUST GETS

IT. 97-713.__-IH43TT.-.TT?3....T:©_QT.T-.CALL§...'.1‘0_ HIT-T. FROM

OFF.

...T-TOOT‘T: Vadi! Vadi!

VADI HIDES THE CLOAK ON THE SIDE OF THE

BOX,AND TH.TTOUGHOUT THS NEVT SCENE. HAS

TO TLA‘..1stR III.cijI'TOO‘NIIISIO_II_I'I‘IIIIAT SUE DOESNfT

83' ll.
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”00‘T ("““VRI“”) Vadi... Oh, there you

ale... Thor said you were here, but I

couldn‘ t believe it. You were to stay

on earth.

VADI: Oh, mOtherooo I COUldn'too I had

to come back just once more..

MOON: I hope you haven't spoiled every-

thing. Thor is ready to take you to

Nethermost Mountain..

VADI! I know... he jUSt said 3000

_ pTEON: You must hurry and leave at once.

_herhan1s_soshehas __to turn

frmMQ.R.

Han§§_gnihi§ushquii9£§“,immy

Step up - Vadi passes below

tQMDL

Turn.to her
1.- ..“a ...... v’~'~" .«~..a-u .)

[Thor'will be coming for you at any

moment.

”a VADI: _Please, mother.. let me stay a

moment. I left in such haste that I

forgot the gifts you've given me.. my

ball of moonbeams... my ribbon made from

the clouds..

.“NNDON: Treasure them,'Vadi, and share

them with Astara. They'll help to keep

me with you always.. (KISS HIH'OH Fons-

HEAD)-

VADI: And now I'll go, mother..

MOON: Farewell, my Vadi... Lay'you find

much happiness on earth..

W.VADI' Happinesst I can only be happy

when you are happy, mother..

EKON: I am, my son..

VADI: That's not true... Thor has made

you weary and tired. Why should you, a

mortal, be made to serve him! Come with

me to earth.

NEON: That I can not do. I am.needed

here.. What would happen to earth if

there were no moon?
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VADI: I knOW'the mortals need you..

I've heard them say so.. but.. oh,

mother... what if there were no night...

no need for a moon?

_. NOON ('IIISHIIIG SHE cchD so): If that were
true, then I would go with you. But such

talk is nonsense. Thor and Odin would

never permit it. And now, my son, fare-

well. Travel quickly and quietly... and

tell Astara that I am.guarding her even as

I am.guarding you.

VADI: Farewell, mother.. Just one last

look, and I'll be gone.

*IHOON: I'll tell Thor that you're coming..

(dXITS)

VADI LOOKS AFTER HER FOR A MC"ENI THEN

GATII18 THE CLONE III HIS A19. 8 AI”) II‘XITS.

1.19ngIs IN A ms, CALLIBTG:

THOR: Vadi! Odin is waiting. I am

waiting. Why have you not brought the

cloak? Vadi: Vadi! Where are you,

you impl '

.THOR LOOKS FOR VADI..._THEH GOES T0.BOX..

“LOOKS INSIDE AND THEN ALL AROUUD... VERY

BJ.VILDJHED, AHD THENAS HE REALIZES WHAT

HAS HAPPENmD HJ GI”‘S A.RQAR OF RAGE.

“THOR: My cloakl My Cloak of Deep DarI -

ness. It's not here! It's gone:

(130‘3TFV““EHROLT) Vadi! Vadi has

stolen my cloak.

ODIN ENTERS EOELOWED BY GUARD AND THE

ODIN: What is this crashing of thunder-

bolts? Such behavior, Thor.

THOR: my cloak is gone... Stolen..

WITH EACH BIT OF NifiWS,_TL' GUARD AND THS

’QOHRJACT,..I”UTIIR ANDI SIQ FORTH..

ODIN: This can not be.
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Pause while Thor comes downIIb“ ITHOR: Look yourselfl (ODIIIDOES ISO...)

and X to DLand Odin goes up And that imp.. that master of mischief,

to box ngopks“ n“: amazed. that messenger whom.I've trained and

cared for... He's the cause of it..

(ROAR) Vadi!

MOON (D‘FINSIVELY): Not Vadi!

THOR (ROARIHG): Yes, Vadi... Your son..

He's behind all this... find him at

once!

ODIN (COMMANDING): Silence.. all of

you. (QUISTLY) Now, Thor, you say Vadi

has stolen your cloak.

XNQHLWMW.LWLMLHWI .,,,,uiw_xi THOR: I knOW'he has..

ODIN: Then we must find him. Guard,

summon Vadi.

.§i3tTP§If9VW%rd°.w,imfl _, 1“.” GUARD: Vadi! The great god Odin

summons you. (PAUSE) The great god

Odin bids Vadi enter.

gnagd.§:s2§l9ack TIEPEIs SILsrcs»sILE EVERYQLE‘AWAITS

TT11.)]:v S“4:78“:r312. ,,,,._g:I-LA~DACT fins 1100K A’qomw .

ODIN: He does not answer? This is

very strange. He must be near.

IITHOR: He's afraid to answer... and well

he may be. my wrath is great, and never

have I been so angry. His punishment

will suit this monstrous act.

D
4

«
3

’
r
"

ODIN (SOOTHING HIM) The imp may have

some explanation, Thor.. He's young..

and though this is serious, perhaps...

THOR: N01 Not this time. I shall

insist that you banish him from Valhalla.

MOON: "wait, Thor. Do not be too harsh

With Vadi..

THOR (HE MUST SILENCE HER): Enough,

slave. I shall search until I find him...

and then... (MAKSS GBSTURE OF VIOLENCE)
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H What is the answer to this?

LODIUgt Silence,_Thor.

”nOW'as then.

_ . MOON (DEI‘IAIITLY):
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MOON: Searching will do no good, Thor.

ODIN (STTIIRISID): No good: And why

not, Moon?

Oh, great god Odin, Vadi is not

here.

THOR (RAGING): Not here! Great god Odin!

PD'cloak is

gone... the mortals robbed of night...

of sleep.... the earth robbed of rent...

and the trouble-maker is not here:

Moon.. What do

you know of this?

MOON: I sent Vadi to earth... to his own

people.

ODIN: To his own people... this I do not

understand..

MOON: I have never told you, Oh god of

gods, because I feared Thor's wrath...

THOR (T. IIATEIINGLY): And so you should...

Not another word, slave.

ODIN: Thorl I commandIyou to silence.

_Continuenfloon..

IDON: Vadi is mortal and so am I.

ODIN: This can not be true! How come

you to Valhalla?

Thor broke into the

kitchen of my home and stole Vadi and

me.... leaving my daughter and my husband

‘Uithout any knowledge of our disappearance..

THOR: She offended me, great god Odin.

She denied me entrance....

. OOIMWmsLlLIMIIIOI ) :

Silence: Now, Moon”
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.§_§919§__m. IHIIII q IKON: I've sent Vadi to earth to live

with my husband and daughter.... his

father and sister. They need him...

He is where he belongs.

_§.?°_M°°n.u..,u...w “WW Jami,HHTHOR’ And my cloak? What about my

7 ’ Cloak?

Turn to him.I _ _HIWIWWI 1W... mom, Vadi doesn't have it.. He wouldn't
Wm-

do such a thing..

001116130971....._ODIITI.._.,..0f..that.I'm not sure- At aw rate
he must be found. (TO GUARD) Send out

earthly messengers.

3 steps down.g.fl ”mwflwya,r “I . GUEQD: Messengers to earth at once.

Odin commands that Vadi be found.

lanai“ WHEODIN: And now, Thor, continue your walk

of day time. Search for Vadi and your

cloak wherever you send your light.

Speaking across Woon._
 

.A step to him. IIIWIITOY: Oh, god of gods, you won't hurt
11.1,w___1_11111wawwl.1.. Vadi?

ODIN: That I can not say. If he has

stolen the cloak, he must be punished.

1X DL

JC below Mbon to ThOrMDL.H.1,H.M ODIN: No, Thor, I shall. You forget

‘ “MNWNWWMW”WWWMHVI _ yourself at times... forget that I am

ruler here.... And you forget that I

have a sense of justice which you lack.

Vadi is not the only one to be punished.

You shall be, too.

I_THOR (PIERCE): And I shall see to that!

.Jflggggiflwgg§g§I§; THOR: It Thor! Have I not been pun-

ished enough? To have my cloak stolen!

ODIN: And what of your injustice to

this mortal woman and her son? There is

no god in all Valhalla who may go un-

punished for such a deed.

4lsiILJ: Effect THOR (UNBELIEVIWGLY): Surely. oh sroat

gOd Odin. o
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X to GXit.QBOHM.HRILI-_1..11,M1 ODIN: Surely, Thor. If you find Vadi,

“ ' summon me. Now I need time to find the

way to right the wroneggu have done.

Come with me, Moon, and tell me again

just what happened.

 

_DETE_D3W;MQdin, guard, MOon.I IITHEY ALL EXIT EXCEPT THOR. HE Is RAGING,

DUI POfiEP.£SS.IIODIY HAS sROKIN, AND

ODIN_IS KING_OF_THE GODS.

X up_tngRgthen to box mmm_w_wm THOR: Hahl Punish me! Not before I've

raised C for thundggbglt. punished Vadil The earth will ring with

thunder until I find him... and when I

do... (THUNDERBOLT)
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SCSHE II

SC3H3‘: THE TIVE IS TH“ NEXT DAY ABOUT

NCOH. TH“ SC3H3 IS EARTH. THE SUN IS

HIGH AND VERY HOT.

ASTAA Is 1‘: Tm; KITCRIN PREPARI

LITE CH. AIRIT ANNA IS moTI‘C AND

GK.‘::.Is IRO"IAI_ROIL OIRI.TAD CIJ

Oums don't wike

Astara,

Keetie

Poor Keetie.

these bread crumbs, does 00?

bring me that piece of sausage.

is hungry for some meat.

But, Aunt Anna, this is father's

lunch. He'll be home soon.

AUNT: Iasty child! Do as I say.

Keetie is hungry... and your father can

eat these bread crumbs.... just soak

them in some goat's milk.

ASTARA: Yes. m'am. (EIIijAISAE

O'fmIIHAIITDH _gmN ___sIANDs)

"Well, hurry. Oh, the things I

have to put up with! Arguments from

you.... no money in the house....

(TAB‘S SA"SAGE AND GIVES ASTARA BOWL

OR BRSAD ORW"BS) this terribly hot

day:...Well? What do you want?

ASTARA: I have something to tell you...

something wonderful..

AHNT ’EACERLY... PREEHI"G): You've

heard the neighbors talking about me...

about the luster of my hair... Is that

it?

ASTARA: Oh, no, Aunt Anna. This is

about a dream I had..

wwwmAUHT (HARSH): A dream! Is it so

wonderful to dream?

ASTARA: I dreamed that the moon..
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AUNT: Hah! The moon again.. you

crazy child..

ASTARA: The moon sent a little boy

down here from Valhalla to play with

me... and he said he'd come here to

live if I wanted him.to...

AUNT: To live! Hmph! Not while I'm

in this house.

ASTARA: Oh, but then I'd have a brother...

someone to play with... someone to help

father... and you.... and...

AVNT: Stop this nonsense! You have

' ' better things to do than sit and make up

stories. There's no reason why I should

have to stand here and listen to such

foolishness.

ASTARA: But Aunt Anna... it wasn‘t

foolish... it was wonderful...

AUNT (IMPATIENT): That's enough! A

boy from Valhalla, indeed! Fetch me

my scented pillow from the chest...

I think I‘ll go in and rest a bit...

This heat is unbearable..

ASTARA SAYS NOTHING, JUST DOES AS HER

AUNT SAYS. ' ATWT COIITII-IIIAS TO FEED "

1:313:13 THASAUSAGR _IIIBBLIIIG 01: IT HER-

s‘am. IIIIEII ASTARA OPEIIS II: CH38T, A

._NCI‘II .iILIRs OIIT. ,LSIEIIG‘ASPS. . .I THEN

SLAP>ATIT

Am-II (EXASPERATED): And now what are

you doing?

ASTARA: I think I saW'a moth... I'd

better sprinkle this chest with

camphar- .

AUNT: You'll do nothing of the kind.

You know the smell of camphor irritates

me..

,ASTARA: But Aunt Anna, if there are

moths in there, they'll...
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AUNT: There are no moths in there...

It's my chest, and I've never been

bothered by any moths. So just bring

me my pillow.... and stop arguing!

ASTARA: Yes, m‘am. (gnaw) 1'11

fix father's bread and milk.

AUNT (FEEDING KEETIE SAUSAGE): And

the same for you.

ASTARA: There won't be enough for both

of us. I'm.afraid Keetie must have

eaten more than.you thought he did.

AUNT (SIGH OF EXASPERATION): Must you

contradict all I say? Fix the bread

crumbs and be quiet. It's time for

Keetie's nap.

FAT‘LR Alums FROM OUTSIDE. sms AXE

NEAR DOOR. :rm saunas AS HE GREJSTS THEM

BQEEA._£UJTE_,“1.3170331Ell-{AS SEIE E1 TS THE

MST 0F TEE SA?1§A§FL:WP_EEQIEES..Kim-“IE-
 

,_ AWN

FATHER: Tmmmmll smell lunch time.

in ASTARA: Father!

T: Homer, come here and hold Keetie

while I eat my lunch.

FATHER: Yes, Anna. And how is my

Amulittle.Astara today?

ASTARA: 0h, fine, father. And I had

the most wonderful dream!

AUNT ( IRRITATED): Homer!

FATHER.(TAK£S KEETIE): Bring our lunches,

‘_ Astara... and then you can tell me about

your dream.

AUNT: Pure nonsense! And you encourage

it.
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FATHER: Anna, please! I'm.hungry...

let me eat my lunch in peace. Now,

A come here, my child.. and tell me your

wonderful dream. I want to hear it

all... but first... where is your

bread and milk?

ASTARJXS I... Oh... I ... I've already

eaten..

FATHER (REALIZING): Then share mine.

It's too much for me... Anna, a spoon,

please.

ASE? ANNA L00KS_ATAZTD AT THIS ORDER,

www-3UT_cs s SPOON. _FATWSR Isrcxss'szk

ANGER. ASTARA CAE'T HELP BUT SMILE.

ASTARA: 'Well, father... I prayed as

you said I should... and the moon sent

a little boy down to earth to play with

me.

FATHER: Many wonderful things happen

through prayer, my little one. What

did you and this stranger from Valhalla

do?

ASTARA: 'We talked... his name is Vadi...

and he told me all about Valhalla...

and Thor... and the moon...

_AUNT: She has delusions, Homer.....

lilThat child is suffering. (DBeIVBRS THE

spoon)

ASTARA: That's not true! Why do you

always say I'm.crazy?

AUNT: Hmph! Now she's going to be

impudent.

FATHER: There, there, Astara. It's just

_”_HM that your aunt doesn't understand the

'world of dreams...

AUYT: Thank the gods for that! And now,

Homer, suppose you rehang the mirror in

my room. I can't keep my hair well

arranged when I'm.forced to fix it before

a crooked mirror.
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FaTHER: In a moment,.Anna..

ATE‘TT: Now, Homer... and bring Keetie

..with you.

ATTITT STYRS 0”“ Cl? ROG".THE _ FA'l‘Hrjli

GOES CUT.

i-rn

A1-.. 1 LC‘“ All) IT DLJDCTD .

...DI irons AT THE D00?1, CAIrAYII-I

CLOm. 1:1: CALLS To HEATHA SOFT
4‘ T~_ -__- __ .,._ .

.iOI’ffl-."._-_L’.

VADI Astara!

“TAM. ,Lcoxgts ARCTTYD, '?UT DOJSI"T 372E

L": , CAKLLS ASH"I: .

VADI: Astara! Here I am.

ASTARA (ATIAZm): Oh, no... it can't be..

VADI: But it is... I'm.baek. May I

come in?

ASTAFA (STARIIG 11’ smpmss): It's not

Wtrue... You're a dream... and yet it's

dav time.. and I'm.a?Iake.

VADI: I'm.not a dream... who ever told

you that I was?

ASTARA: Noon Mother sent you to me last

night when I was sleeping...

-~-:\.‘a‘.-,.-a,v ‘fi-~_-0cr -.....g.

VADI: Look. You're not asleep now...

ASTARA: No...

VADI: And I'm here...

“TATI: Yes..

VADI: Then I'm.not a dream..

ASTARA: I guess that's right... Oh,

I'll be the

happiest girl in the world..

VADI: It's true alright... besides, I

said I'd be back, didn't I?



X to her very secretively.g
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ASTARA: Yes, but you left me so

quickly..

VADI (II-CS TATT): I had something to

do. (QUICKLY) Tut now I'm here to

stay.

ASTARA: To stayl Oh, goodnesst

I can hardly believe it!

P WVADI: Astara... Can you keep a secret?

ASTARA: As well as you can.

VADI: Then will you do me a favor?

ASTARA: Of course. What is it?

VADI (EILQLQSMCLOAK' _TTD HOLDS IT UP):

Put this away for me in that big chest

over there. I have to hide it for a

while.

ASTATA (LOOKING- AT IT CURIOUSLY): What

is it?

VADI (CASUAL): Oh... Just an old cloak

of mine.

ASTARA: or yours? 'fifhy, Vadi...

(LAUGHING) this is much too big for

$701.10

VADI: I mean it belongs to me.. I'm...

oh... I'm.keeping it for someone.

..-
{X'STA

-FEA:
’ffho

?

VADI (ATIGRILY, AI‘PAID 01: BEII‘ZG CAUGHT):

You certainly are nosyt If you don't

want to put it away, I'll find someone

who will.

STARA: Don't be mad, Vadi. I was just

curious. I'll put it away. Only I hope

it really does belong to you.

VADI: Of course it does... don't be

silly. (9.115513 CLDMTO am



walks_toward chest - turn

,to. __him

Vadi 1X ._to._.ch98t- .. _ _

X“ o arch look Out°.Wme

Sits on...9_hs:s.’9W--... .va—n w- bw'flw‘Ji" ...m—n

Both. can Elatfam. Astara. to R

X to him-drag him to bed. _

' ASTARA: What wonderful material it

is, Vadi. So thick and soft.. like...

well like I've always imagined the sky

would feel if I could touch it.

VADI: Yes... and it's very valuable.

That's why I want you to put it in a

safe place. That chest is perfect.

ASTARA: You're sure it's alright?

VADI: Of course.. I wouldn't want you

to keep it if it weren't.

ASTARA (GOES To CHEST): Help me lift

the lid, please. ,(VADI D033 30) There.

(BEES CLCAK Ir)

VADI: Now, remember, Astara... don't

tell anyone about this.. we must keep

it a secret..

hgTARA NODS. AUYT'S VOICE IS HEAPD OFF.

"ITS’I‘APJX'. ‘ _YQTT HE‘IET‘T'I CLch‘uED EETIE'o°

CAGE."

VADI: Who's that? What an awful noise!

AUBIHCALLS AGAI"... IDRE ITSISTEUTLY

'iASTARA, 7781‘ I Co:3 A1‘T1JR YOU?"

._ASTRA (4:111'ST3R39);- Ch, goodness: She's

coming out hele. She mustn't find you...

I know she wouldn't like the idea!

_ “YADlgw She? _WhOZJ Galloping gods,

.Astara... you talk in riddles sometimes.

ASTARA: I'm sorry.. it's just that I'm

afraid that she... I mean my aunt...

will findyou... Hide under the bed.

VADI: Under the bed! I'll smother!

But I guess anything is better than

meeting the woman behind that voice!

AmT CALLS AGAIN... SHE'S CO‘TTTG IT’TO

T33RQO".. fiflfiS"fiKn.__’HO ARE YOU TALK-

Trc TO?"
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VADI (éfimFfi. DIVESToR TH3 :30). What a

voice'. She d be a good match for Thor!

(GIGGLES)

ASTAIHI: Hurry Vadi..

VfiDI GETS UTDER THE BE , WITH ASTI'JUI'S

HALF, JCW : ATTIII‘ EI- T'DPS. ALCIT LOCKS

TELL ARC IIID SISPICIC'ICILY.

ATE‘IT: Who did you have in here? I'm

sure I heard you speaking to some one.

ASTARA: There's no one here... not in

the kitchen. .

AUNT: It was a boy's voice... Where

have you hidden him?

AUII'I’ I“CII SEA'ICII FOR VADI. SIT? LOOKS

III DL‘I‘ITABLEAITII III CUP3OARD.

 

ASTARA: (As A HT LOCKS IN CUPBOARD):

Ch, he's not in there.. I mean..

AUNT: So... there is some one here...

and you're standing near the bed. He

must be under it.

A LOIID SCYTA‘HI'K IS HI”37711.D... 'IIIEN A CRASH”

NWT STOPSAVE) LISTS” . AS TE“ ETISTTIIIG

DIALOGUE G013 S CIT, VADI SLIPS 179.0". UITDEII

TIIE QED, CLn” BEHIND AUNT, AND C— ITS III'I‘O

ggg3cARD.

_ AUNT: Oh, my poor Keetiel He's angry

because his cage isn't clean... and it's

all your fault, Astara. Go in there at

once. .

ASTARA (STALLING): I... I... I haven't

finished my sweeping..

AUFT: That can wait. Go tend to Keetie.

ASTARA: Yes, ,‘r-T' am. .



éstara exits arch. Aunt is

sure she's going to find

semen11.6 .

_EIIRLEIEP: 

.X C then runs to chest.

2% C watching_Vadi.

\JMH‘F.D‘-»M~%.fiA T... -53913.5. £331.91

X.to_$it.9h.CsW..._
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ASTARAL‘ICITS... BUT SHE SSES "TI-TAT VADI

HAS SxJELY HIDDETT HI'SELF III TITS CUF-

BCARD. __ ATTT'T'II A‘IIIII AFT JR ASTARA L‘IAVE ,

LOCP'S UITDE} R THE BSD SAYITTG "COIL" OUT

YO:T__ IJ.S A.L" A LOCK Or" ALAZE‘E IT

CR SSL‘S TIER RACE ASSI3“I?“S TIC 0:713

TI—TEE‘Ea. SHE EXITS.
“3;..3. _ ... ._... ..._. . .. .

VADI;__STICT’S HIS TI“:DAT) OUT V33Y CnUTIOT'SLY,

ART) SEEING TIE-”IT THE 3‘.331 ...IS _.Cmfltwloé

E_mD1.4.).

VADI: Whewl Galloping gods! For a

moment I thought sure she'd find me.

Wonder if the cloak is alright.

PB G0IS TO CEST A???) LOC’S ‘I. HE DOES

IIOT PULL CLCAJ‘C OIIT. FATHER EITTERS TO

S.33HITTLOOYTTGIII_ChEST.

FATIERS V5911, young man... Did yOLl

find what you're looking for?

VADI ($§3@S_EQR___WOR): Oh... 1.. I..

FATHET: Now, now... no need to run away.

I'm.no ogre. Tell me who you are.

VADI: Ty'nanm is Vadi, sir..

FATHER: Vadi!

VADI: You've heard of me? I'm a friend

of Astara's.

FATHER: Of course, only she said you

were a dream.

VADI: I know. That's what she thought

until I came here today.

FATHER (CONFUSED): Just a moment.. I'm

afraid I don't understand. Let me hear

the whole story.

VADI: my mother sent me down to earth to

make Astara happy. I guess she wants a

brother..
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FATHER: That's true enough. But what

are you? God or mortal?

VADI: I think I'm mortal, though I'm

not sure. You see, Thor is my master

and he calls me the chief mischief maker,

and won't tell me where I come from.

But my mother says that Thor took us

from.our mortal home when I was just a

baby.

FATHER: And your mother... where is she?

VADI: In Valhalla. She serves as Thor's

slave. You mortals call her the moon.

FATHER: And your father?

VADI: I knOW'nothing of him... my mother

says that he was kind and good, and that

he still remembers me and loves me.

FATHER: I ander if... but no... Still...

VADI: What? What do you wonder?

FATHER: Never mind... I was just mumbling.

It must be the heat. I'm.so tired today..

seems that the daylight hours are longer

then usual. my stomach tells me that it's

almost dinner time... but my eyes tell

me it's just past lunch time.

VADI: Thor is still high in the sky.

FATHER: Ah, well... I should know by

"nOW'that a workingman's day is always

long. Now, tell me, Vadi, why you're

here.

_VADI: To be Astara's brother.

FATHER: You mean you intend to stayl

VADI: Of course... Nether said that I

Should .

.FATHER: NW, goodness... this is a prob-

lem... We have barely enough to eat now.
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.VADIS I'll be gOOd... and tend the

fire... and help you... and

FATHER: And peek in the storage chest.

VADI (DISCONCERTED): I was just... uh”

oh... looking for a place to hide.

FATHER: To hide? From.whom?

VADI: Astara told me she mustn't find me.

FATHER! She.. Wh0?.. Oh, Anna.

VADI: Yes, sir... Astara is with her now.

FATHER: I know.. Cleaning Keetie's cage.

(QALLIEG) Astara! Come here my dear.

(TO_YADI) Now we'll see if she really

wants you to stay.

VADI: Oh, I'm sure she does..

ASTARA ENTERS. SHE SEES FATHER, THEN

15,91; AE-TD DIST‘AY cuossss HER FACE. SHE

181731131333 How mezz WILL LIKE HAVING A

"MASTARA: Yes father... Oh, Vadi! You

didnft hidet

VADI: Yes, I did... 011137..

_IASTARA: Father, this is the little boy

who was in.my dreams.. he really wasn't

a dream at 311..

FATHER: I know. We've had a nice chat,

Vadi and I.. in fact, we're friends,

aren't we?

VADI: Oh, yes, sir..

FATHER: Vadi wants to stay, Astara.

Should we let hinfi

ASTARA: Oh, please father. I want him

to stay more than anything.
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FATHER: Are you willing to share with

him?

ASTARA: Goodness, yest I'd give my

little brother anything.

VADI: I'm.not so little..

FATHER (LAUGHING): Alright. Stay he

will. But not a word to Anna about

this. Vadi will have to sleep in the

barn, and come into the house only when

you're alone, Astara.

ASTAP : Oh, thank you, father.. thank

you. . (Kissmzq _CHEEK)

AUNT‘S VOICE IS HEARD OFF "ROVER! ARE

YOU STILL HERE? IT'S PAST_HID DAY.

YOU SHOULD HE WORKING."

FATE P (CALLING OFF): Yes, Anna. (TO

CHILDQEE) I'm.going now.. but remember...

not a word.. not a slip..

”VADI: 'We'll remember. I'm good at hid—

ing.. Being the imp of the gods I had to

learn how.

FATHER: Then farewell until dinner.

Take good care of your sister, my son...

FATHER PICKS UP Axe AID EXITS. VADI Am)

ASTARA. ARE .DEIJGHT EDo

VADI: He's nice. Someday I'm going to

find my father, Astara, and I hope he's

just like yours.

ASTARA: I do too, Vadi.. because he's

the most wonderful father in all the

W0 I‘ld .

AUNT'S VOICE AGAIN. "ASTAHA! COKE HEP .

NY HAIR NEEDS TO BE BPH§H§DL"
‘0.--.—- “...—onuunrd a?” _- ..n.

.. ASTAYA: Goodness.. I've got to go..

VADI: Can't she do anything for herself?

Do you have to do everything?
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Huflo‘uogwaufl ms. MM“ _ , , . T‘ . . _. .

AS ._APA___Is APDTTP _TOAswan AMEN ALDIT

CALLS AGAII . _ "AST PA, *‘UST I COLE AFTER

YOU? YOU'HE So SLOW Po: Hum TH; LO—DS

wows PUTCUP I'III‘H YOUI." ' ’

VADI: Want me to sweep the kitchen for

you? I'm a good sweeper. Where‘s the

broom?

ASTAAA: There. (POINTS _‘TOHCTTPBOAFM

_I'll be back as soon asIcan..m(‘_~XITS)

VADI (CALLITG AFTER HER): Hurry... but

don't bring her with you.

“._“ALCITB PITT _TTT'“ _KITCEET‘T, VADI TAKEIS THE

BROOM AS?) IS AROUT TOSSEEP T‘ITIEITHE THINKS

OF THE CLOAIC. ITS GETS CLOAV. AND PUTS IT

. AROUND HIS SHOTTLDETTS. TEST-T Ht} ST RTTTS. .

I’PPAIIHQPHCP.PHmsIs A LOUD CILASH OF

TmmDEP. . VADI IGT’O"‘S IT._ HE GIGGILGS

ml.)LIGHT.

VADI: What an imp I am! Truly the

chief mischief makerl

THE LIGHTS GO OFF..
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ACT III SCETE I

SCE u: THE TIME IS FORTY EIGHT HOCRS

LATE . THE SCENE IS EARTH.. THE

KITCHEN. EVERYONE WEARS A TIRED AND

HAGGARD LOOK.

ASTAPA TIPTDTS INTO THE KITCHEN, APD

SEEING TO ONE, 3mGOES To TP‘ HDST

TO mm; SURE THd CLDAK IS STILL THERE.

SSHITG THAT IT IS, SHT GOES TO THE

DoCR;iT SIGHS WITH THE HEAT.. SHAKES

HSRHHEAD..CAYD EXITS T0_INTETIOP.

PATHEP._ ENTERS FROM OUTSIDE. PUTS AXE

1.PLAT Deon. 1m YATES AND STRETCHES,

TIT-.33: GOES TO TAPLE. HE. SITS AND PUTS

HIS HD Dos.P-._ AS IF, TO SLEEP. AUNT

AJTD'A' ‘DPPSPS. " “Hm: STE 8538 PATPDTP,

SID_IsVDPY __A.‘\TGH .

.- HE...» H-..“. -. .a. -

_AUNT: Homert What are you doing home

in mid afternoon?

FATHER: I'm tired, Anna. Tired, tired,

tired. I don't know what's the matter

wdth me.

AUNT: Well, I knowi You‘re lazy.

Just plain lazy.

FATHER: No... it's not that. But it

seems as if the world is turned upside

down. The day is so hot.. so long..

why even the lakes are drying up and

the grass is burning.

AUNT: Hmphl Thor would never allow

his light to be that hot and bright.

You're imagining all that.

FATHER: Perhaps. Still, I wonder if

Thor hasn't forgotten us. Never has

there been such a day as this.

AUNT: I certainly agree to that. I have

never been so uncomfortable. ... and poor

Keetie can't get any rest. And look....

just look at my hair... I've arranged it

three times already.. and still it needs

brushing.
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FATHER: Annal I've just had a dreadful

’ thought. ‘What if Thor is angry with us...

what if he has refused to make his walk

of night. The entire earth will shrivel

and die... and all the mortals with it.

AUET: Ridiculous. Thor would never do

such a thing.

_FATHEQ: Ah.. you're right, of course,

Anna.. No god would fail in his duty like

that. Still, if night doesn't come soon,

I fear many living things will suffer.

AUNT: And you in particular, I suppose.

I still say you're lazy, Homer. Now

back to the forest with you... and thank

Thor for these daylight hours... each

one means money to us.

I‘ATHER: I suppose I should.. I'll be back

at dusk. (STARTS OPT)
 

vADI APPEARS AT TIDDCCR ..PATIISII GSSTUPAS‘S

TO PI'I TO CST OIIT OF SIGHT, BUT AIIIIA

CATO:DIS T~I1~ GES’T‘I’DSA"D SnLS VADI.
.__ -. arc-Woo."an n. 

AUXT: Little beggar... get away from

here... we have nothing for you.

MIIIADI (FALLING INTO TIIS ACT): A piece

of bread.. anything..

AUNT: Hmphl we haven't enough for our-

selves. Get along. It's enough that

I have to bear this long, hot, day udth-

out being bothered by ragged little boys.

VADI: Have you no charity?

AURT: None, New, on your way..

FATHER: Just a moment, boy. If you'll

help chop some wood, bread will be your

pay.

AUNT: wasting bread: Such foolishness.

Next thing I know; you'll be adopting

him to keep your darling Astara company.
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ATIPP (IITII A BROAD GPIII To VADI III 0

WINKS BACK): Come along. I need some

company myself. You can help keep me

awake.

'FATHER PICKS UP AXE, THLY EXIT. AUNT

LOOKo" IRRITATLY AROUND.

AUNT: Oh, this_dreadful day! I need a

nap. I'll get the scented pillow from

this chest.

SITE STARTSTC TIIII CITE-SST AS ATTAPIA DITTJRS.

APPAIIL IHAT AIPT IIIILLPIN") CLO-AK, ASTIAPIA

_“gRIESI__'I‘_ STOP IIII'II I20 I OPENING __T-AI: CLIST.

ASTARA: Oh... Oh... Aunt Anna... I... 1..

I brought your brush. I thought perhaps

I COUld..

AUNT: Not now; Astara. I'm.muoh too

tired. I'm going to try to get some

sleep... If only Thor doesn't shine too

brightly in my room.

ASTARA: HHy I get something for you..

AUNT: No. I just want my scented pillow;

(0P22’s CEL‘ST ATTD TIL‘II DROPS LID IJTSIOUT

LOCIHITG _I") Oh, it's already on my bed,

isn't it?

ASTARA (GISATLY RRLIEVSD): Yes, m'am.

AUNT: There' s mending to be done. (0N

FER.JEAXPQQE) Have it finished by the

time I awaken.

ASTARA: I will, Aunt Anna.

III-A..- EX Ts. ASTARA GOA-1P To CI-I38T APD

1'AI. ms OUT CLOAK. SIIE TA "IT-S A370 OTPP'PCPPS,

AND IS APOPT T0 I-P-t CL?) TI: 0L0-7‘: 1713??

13:; j'I‘STA, LAPs, IIP) CIIIIST ETT'TEJR.

s-L{_IIDE s_c__Lo_p_AIKH_ PPIPDIIIPI. TIIPI. IS

IPJCTIPLUP-IIIT.

KARIA: Astara! You missed school today:
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VEIL: Greetings, Astara... are you

sick?

CHRISTINA: “aster asked about you..

LABS: And we all missed you..

ASTARA: Greetings everyone.. my good—

ness.. one question at a time, please.

CHRISTINA: Tell us why you didn't come..

ASTARA: Oh, Aunt Anna wasn't feeling

well... and so I stayed home to help.

W‘RTA: But that's not fair.

NEIL: Especially today when the

funniest thing happened.

LAZS: Tfaster told us to go home because

he was tiredl Imagine the master being

tired!

CHRISTINA: I'm tired too.

ASTARA: Everyone is! It seams such a

long day.

FEIL: And school was so boring! Even

the Easter went to sleep in his big

chair.

LABS: He was awake enough to rap my

knuckles when I went to sleep:

ASTARA: Even Aunt Anna looks tired...

and she never does.

”ARIA: And why should she? vy mother

says she does nothing but brush her hair.

CHRISTINA: And feed Keetie.

NEIIe ly'father says that anyone who's

as vain as she is ought to have her

hai r pull ed out .

”ARIA: wouldn't she look funny baldlt

(ALLMLAUSE1151114...._IS._.ESP"3C ALLY IND)
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ASTANI: Sh... she'll hear you... and

you know you’re not supposed to come

in here.

Z-TEIL_ .( 3333“ now): ".‘mat have you got

behind your back?

ASIA? : Just an old piece of cloth.

“CHRISTINA: Let's see it.

VARTA: Waybe we can make doll's clothes

from.it.

LABS: Or sails for our boats.

ASTARA: Oh, no.. you see, it's not

mine.. It belongs to..

NEIL: Who? Your aunt?

omrn
)LJLA : I‘IO..

CHRISTINA: Well, your father won't

mind. (MESQLOM ATTD HOLDS IT UP)

lMETA: Look at the holes in it!

ASTARA: Holes: Let me 3661

NEIL: Just an old piece of black cloth..

LABS It's a cloak... LOOkoo (HE PUTS

IT or. A CLAP OF mama IS HEARD)

‘5
’

“TA; : No... Don't put it on..

‘EflTA: It'd make a pretty skirt.. it's

such soft material.

NEIL: I know! It'd make a wonderful

tent... big enough to hold all of us.

.CHRISTINA: And we could use the holes

for'windows!

ASTAR.: No.. please.. it's not minel

I'm.just keeping it for someone. Give

it back, Neil.
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CHRISTINA: Goodness.. it sounds as if

it were going to storm..

WARTA: But the sky is so blue..

.. ASTAI‘ (RW‘I zIzrs THAI CLCAIZ I0)

Thunder and lightening... Jadi said

that they.. that they meant..

FE: L: Who's Vadi?

ASTARA: Just a little boy I know.

L‘AAILS: I'm hungmro 0

CPIRISTINA: It does seem.a long time

since lunch.

: If we leave now, maybe we can

home before the storm..

’ERT : You’re right, Neil, we'd better

CV3ITT’YA: Come Lars.

LARS: I'm sure hungryl

AST-?A: I'll meet you tomorrow at the

crossroads.. if Aunt Anna feels better...

CHORYS CF I‘AREUELLS, ATD'EEE CHI“Quay

MIT“ VADL3111:2123 A: :1...‘TAIDS s“:ARING

AT 113“ WUTm CLOAK- IE IS may

Pmmvuato.

VADI (WHY ANGRY): It's mine... not

yours.

ASTAR.: Is it yours, Vadi?

VADI: Of course. I brought it here,

didn't I?

ASTARA: I just heard thunder and

lightening, Vadi.
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VADI: And what of that? It means a

storm to you mortals, doesn't it?

STARA: But the sky is clear.

VADI: Oh, Astara.. let's just forget

about it.

ASTARA: Whose cloak is it Vadi?

VADI (Krosrs SETS mica-.73) Thor's.

ASTARA: Thor‘s Cloak of Deep Darkness!

VADI: Ch huh..

ASTARA: Vadi! Did you steal it?

VADI: Uh huh...

ASTARA: Oh, my goodness!

VADI: I did it just for a joke. I

thought it would be very funny... And

after all, I am the imp of Valhalla....

and I'm supposed to do things like

that. Besides... you said yourself

that you liked daylight... I thought

this would please you.... not make you

mad.

ASTARA: I didn't mean that I wanted

daylight all the time.. Oh, Vadi...

you've done a terrible thing.

VADI: Why is it so terrible? Thor's

angry... but he'll get over it.... he

always does..

STIRA: But what about us? What about

father... and the SChOOl mSterooo and.

Aunt Anna.. and all the other mortals..

VADI: There‘s no harm done to them...

it's not their cloak.

ASTARA: Oh, Vadi.. don't you see! we

work and sleep... even eat by Thor's

movements! How long ago did you steal

the cloak?
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VADI: About two days ago... according

to mortal time..

ASTARA: Two days ago! Tiat's why

father’s so tired... and why the school

master fell asleep during school time.

No one has had any sleep for two days...

And that's why the earth is shrivelling,

why the birds no longer sing.

VADI: Galloping gods, Astara. I never

thought of all that! I didn't know that

mortals needed to sleep... or that Thor's

light would.burn the earth.

ASTAR.: But you should have thought of

it, Vadi. We're governed by the gods,

and if they don't do as they should, the

whole world is turned upside down.

You've done a very bad thing.

VADI: I'm sorry.. I really am. Please

don‘t be mad at me, Astara.

ASTARA: Promise me that you'll take

Thor's cloak to him right away.

VADI: I can't... he'll beat me.. or

stick my head in a cloud.. or maybe

even banish me....

ASTARA: To, he wonft.. Not if you

explain to him. :Amqug... You have to

take the cloak to him.

‘VADI: Everything will be alright soon.

ASTARA: Vadi!

VADI: Galloping gods, Astara... I didn't

mean to do anything that bad.

ASTARA: But you did... and now the only

right thing to do is to take the Cloak

of Deep Darkness back to Thor.

VADI: Look, little sister... I brought

you a present... A ball of moonbeams...

See it shine.
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ASTARA: Vadi, promise me..

[VADI: And see.. a pretty ribbon made

from the lining of the clouds. So

pink and soft. It'll look nice tied

in your hair...

ASTARA (ALMOST SWAIED): Oh, Vadi, your

gifts are lovely... the most wonderful

,_thingsilive ever had.... But you must

return to Valhalla.

VADI: I can't. my mother told me to

stay here forever.

ASTARA: Did she know that you'd stolen

Thor's cloak?

VADI: NO... but... galloping gOdS,

Astara.. I did it to help her... Without

night, she can rest... and she needs to

reStoo

ASTARA: I'm sure she wants you to bring

the cloak back. Promise?

VADI: Oh, alright, if you think I

should... I promise. At least the

Cloak is safe. I'm.glad I put it in

that chest.

ASTAIZA (IIESITAIITLY): Did the cloak

have any holes in it?

VADI: Holes! I should say not! Why,

if it did, Thor's light would leak out.

It wouldn't be the Cloak of Deep Darkness.

ASTARA: 'Was it torn anyplace?

VADI:, Of course not. It was lucky I

thought to put it in here. Now it won't

be wrinkled or dusty.

ASTARA TRIES TO FIND SOME WAY DD TELL

HIH.ABO§T_THE HOLES.

VADI: There! Just as it was when I

brought it down to earth.
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ASTARA: Almost.. you see.

VADI: Thor won't be half so mad if I

return it in good condition.

ASTARA: Vadi... I have something to

tell you.

VADI: What?

ASTARA: There are holes in the cloak.

VADI: No... there can't be... (ED.

B331¥§m20 LOOK)

ASTARA: I think they must be moth holes..

VADI: Astara.. you're fooling.. you're

playing a joke..

ASTARA: I'm.sorry, Vadi. I flargot there

were moths in.the chest.. Moths like

heavy material, you kn0w.. and Aunt Anna

wouldn't let me put camphor in..

VADI: Galloping gods! Earthly moths

eating holes in Thor's Cloak of Deep

Darkness!

ASTARA: They're just little holes...

Look... (TAF38_CL9Ak_hioM'HIu)

VADI: Oh, this is terrible... What

wdll I tell Thor!

THE). 3 IS A BLITTDING FLASH OF LIGHTEI‘TII‘TG...

COUPLED'WITH THUNDER.. VADI DISAPPEARS..

ASTARA; Vadi... Vadi.. Where are you?

'Wait for me... I'll come with you and

explain... Thor will understand..

AUNT ENTERS AND FINDS ASTARA CALLING TO

THE AI R.

AUNT: Always said you weren't quite

right... standing there and talking to

no one.
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ASTAEIA: Oh, Allnt Anna.. I'll be baCkoo

(sum:3 2197mm DOOR)

AUNT: Where are you going? Out to play?

And with the mending not done!

ASTARA: Not to play...

AUNT: Well!

§EEAEEQPPA ‘_.l _ V ASTARA: Oh, nothing, Aunt Anna. You'd

only say I was dreaming again.

X to her AUNT: What's that you have?

ASTARA: Just an old piece of cloth.

AUNT: Where did you get it?

Rises :.%3 if to hide cloak ASTARA: From.the chest... it's just an

A Old Cloakoo

AUNT: Let me see it. (_gggfinsvn) my

X to cupboard_ _ it's a fine bit of goods. Too bad it

—“mmw"' '“ ' has all these moth holes in it.

X“ 9 he?. M 7 _ », ASTARA: Yes... it's really not good

for anyihing. I'll put it back.

Efnnh s past her toward AUNT: I never knew it was there. I

'arch, then past chest to wonder who it belongs to. It's much

9 chair_ too big for your father... Why... it

would make nice curtains for Keetie's

cage. I could cut it here... and here...

Bring me the scissors, Astara.

From.cupboard.”WWflu.mw {WASTARAz Oh, no, Aunt Anna... You can't

cut it up. '

 

AUNT: And why not?

Entersmdooramw 4 FATHER ENTERS TO HEAR Inger. Aimarwcnos.

Iii. LOOKS VERY TIRED. '

FATHER: well, Anna.. my little Astara...“@950” up CHI- . -
‘ ' what is this all about?

..., c n‘Wfllwl-‘I ..~-.<t- .-—

AUNT: Homer! Speak to this child of

yours. She's defying me.

EMMY: Effegt
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FATHER: What's the trouble?

AUNT: Oh! This day: Keetie won't

take his nap... my hair is straggly

again... and now Astara is taking

something which is mine.

FATHER: What is it, Astara?

STARA: That cloak, father.. It doesn't

belong to her.

FATHER: Now, now.. We're all'weany after

this long, hot day. But let's get this

straightened out. What cloak, my dear?

AU"T: This cloak.

(SHE PUTS IT on MID THOR THUNDERS)

She found it in my Chest.

FATHER: Is that right?

ASTARA: Yes.. but..

AUNT: You can see, Homer, it's no good.

Look at these holes. The moths got at

it.

FATI R: That's true...

AUNT: And it'll make fine curtains for

Keetie's cage..

ASTARA: You mustn't. The cloak isn't

yours.

AUNT: And whose is it?

FATHER: Enough of this. Astara, the

cloak was in your aunt's chest. It isn't

mine. It isn't yours. Therefore, it

is hers.

ASTARA: Please, father... it's a very

'special cloak..

FATHER: Tell me why, Astara.
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AUNT: She just wants it for herself,

that's all. Though what she could do

with it, I don't know.

FATHER SITS DOWN swans HIS HEAD AT ALL

THIS com-IoTIOE. E3 FALLS ASIEEP ALMOST

I?T‘EOIATELY. ASTAKA IS EEIILDEREDu

DOESTT'T Know “.‘JHAT To DO. THE moon's

VOICE Is HEAFn. ' ‘ "

TTKflh 'W‘little one... come near the

windowz. quietLy.. Quietly...

ASTARA EDGES TOWARD THE WINDGV.
”-._... ...-..

I could cut it here and here.

my, those moths really chewed this

cloth. See the holes.

STARA: Yes, Aunt Anna.

NEON: Keetie will squawk in a moment.

When he does, your aunt will leave.

Take the cloak and bring it to me.

ASTARA: Alright, Moon mother.

IKIW: Go to the foot of the elm tree.

Follow the path there. But hurry...

hurry. o o

ASTMAS I Shall o o o I Shall o o

AUNT: What?

ASTARA: Nothing, Aunt Anna. I said

nothing.

AUNT: And what are you doing up there?

About to go to bed I suppose. You're

as lazy as your father.. look at him

sleeping there.... and it's just mid

day. Bring me the scissors.

ASTARA: Yes, m'am.

_ Oh, T"'oon mother.. make Keetie squawk...

AUNT: There you go, mumbling again.

Get those scissors here. Right now.



Astara goes to beloW'table.
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Aunt HIPS... 91“?" ..J—. -4 -

AETHILTHIS...pr ., father. to door-

Opposite_him g takes his hand.

LIGHT 1:0. 1_2__

7O

ASTARA GETS SCISSORS FROM CUPBOARD.

TAEGES THE-I TO AUNT. THE CUT TIIIG ALMOST

BEGINS.

IgEETIE SQTTA“.W?S.

AUNT: Oh, my poor Keetie. I forgot

his bread crumbs. Go and bring him

in here, Astara. I can cut this with-

out your help.

- E SHUT-HS,Ac.m1:_..LoUDER STD rim

AUNT: Perhaps I'd better go. Poor

- Keetie is afraid of you.“

AUNT ETCITS. AS‘TARA PICKS UP 'E-IE CLOAK

AT‘ID STARTS, OUT . FATHER M‘IMCEI‘IS.

FATHER: Astara! Where are you going?

And with your aunt's cloakl

. ASTARA: Oh, father... this isn't Aunt

Anna's.. It's Vadi's... I mean it's

Thor's.. I mean.. oh, father... come

with me, please..

FATHER: Where? This iS'very strange,

Astara.

ASTARA: I'm.going to Valhalla, father.

Moon Mother is calling me. Vadi is in

trouble.

FATHER: Then let us go...

ASTARA: Run, father.. run..

THEY START our TH:3 DOOR. AUNT ANITA

E‘TTFRS AND SEES TEEM.

AUNT: Homer! 'Where are you going?

Astara.. that's my cloaki Oh, no, you

don't... You're not going anywhere

without me... wait for me.. Homer!

Astara! I want that cloak.

ATTI‘TT RUNS CUT AFTER THEN.

THE LIGHTS GO OUT.
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III SCENE II

SCEVE: THE SCENE IS ODIN'S THRONE ROOT.

THERE IS A THRONE AND A LARGE TABLE.

SOME POTTED FOLIAGE LEND PRESTIGE.

OOITI ”IS _SEATED ITIILE VADI mo THE MOON

STAND TO ONE SIDE. VADI IS VISIBLY

FHISHTEIIED. " THOR IS PAOIIIG THE F..OOH

III A R. (E. HE FIFALLY ”BREAKS FROM HIS

FACING AND STOPS "BEFORE ODIN.
 

THOR: I demand punishment for the imp!

'We know he has stolen my Cloak of Deep

Darkness!

ODIN: Is this true, Vadi?

VADI: Yes, great god Odin... but I'm

sorry.. I thought it would be a good

3.0on o

THOR: Joke! For 50 hours, according

to mortal time, there has been.no night.

And I, the great god Thor, I am being

blamed for it. Come here, Vadi.

VADI: Yes, Thor..

THOR: Tell me where the cloak is hidden.

(33AK33_YAPI)

ODIN: Enough, Thor! You are too harsh.

The imp is so frightened that he can not

_answer., Come here to me..Vadi.. (HE

@095 so) Now... tell me why you took the

cloak.

VADI: Oh, great god Odin.. I didn't

know I was doing such a great wrong....

I meant only to please.

“FTHOR3 To Please! Hahl To please whom?

Certainly not me, your master.

'VADI: my mother needed rest.. You forgot

that she was mortal and couldn't work

as you do... every night..
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ODIN: That is true enough. The moon

walks with you every night.. You

rarely aIIQW'her to rest..

THOR: That is not reason for stealing

my cloak!

VADI: I thought that if there were no

night, mother could rest.. perhaps even

come to earth with me..

MOON: Oh, Vadi, my dear one..

THOR: Silence, slave. You have no

part in all this..

VADI: And then, oh god of gods... I

hoped to please Astara..

ODIN: And who is that?

VADI: My friend... she made me welcome

on earth... called me her brother...

and she said that she liked daytime..

only

ODIN: Only what?

VADI: She made me promise to bring the

cloak back... she showed me that night

has its place, too..

_ THOR: She made you promise to bring

the cloak back! well, have you?

VADI: No..

THOR (ROAR OF RAGE): I!ve had enough of

these fancy tales. Give the imp to me,

oh god of gods.. I shall handle him..

NEON: Do not touch my son again Thor.

THOR: Hah! I shall take the imp from

m‘you forever if I so choose.

ODIN: That you will not do, Thor.

These two mortals were taken from.earth

unjustly... it is only right that they

be returned.
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THOR: And a moon? What will I do for

a moon?

NCISES ARE HEARD OFF. IT IS ASTARA AYD

HER PATTER. THEY HATE'HIE CLOAK. THE

€723:er *ST OPS TR 374'" FRO“ EIIT ,3 RING .

 

GUARD: Ialt. You can not enter.

ASTARA: Please let us in. we must see

Vadi, the imp of the gods.

FATHER: 'We have Thor's Cloak of Deep

Darkness.

ASTARA: ‘We mean no harm.

GUARD: No mortals are allowed in

Valhalla.

FATHER: Then take this cloak to Odin...

A§_THIS G ES 0?, CDIH IS AT FIRST RAFFIED.

THOR STANDS TRAYSFIIED WITH SWRPRISE.

ODIN: Here, here. What is this? Hortals

in Valhalla!

VADI: It's Astara. Oh, mother.. great

god Odin... it's Astara!

‘.’_’ADI STARTS TO‘I‘IILRD THE GATES. ODIN

STOPS HIII.

ODIN: Stay, Vadi. I shall take care

of this. Guard, let them enter.

GUAR-: At your bidding, god of gods.

ASTARA, GVARD AXD FATHER ENTER. AST RA

OMHIES THE CLOTH. FATE-{ER SJSS THE

ITOD.FITST. H ”TARA SJES VADI FIRST.

ASTAR.: Vadi.. Vadi.. I came as quickly

as I could.

-. FAIR-“.2: Sonja! No” it can't be!“J

But you are Sonja.
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ROOF: Homer. You recognize me after

all these years. And my little Astara.

ASTARA: You're the moon... I know

your voice... and you're as beautiful

as I'd pictured you.

FATHER: The moon? Oh, no, ny'little

one. This is your mother.

VADI: Her mother! Then... Astara!

Father! thher is it true?

MOON: Yes.. Yes.. it's all true my son.

ODIN: And what is this all about?

THOR: I will not have my slave acting

in this manner.

MOON: Great god Odin... this is my

family.. my mortal family..

FATHER: This woman is my long lost

Wife... and this boy is my son...

ASTARA: Oh, father.. father.. I prayed

so hard” this isn't another dream, is

it?

_ECOH: No, my little one... this is

true. Oh, Odin, King of the gods, I

beg you to send Vadi and me back with

our family.

_THCR: This is very touching. But what

about nw cloak? What about my moon?

What about punishing Vadi?

ODIN: Your cloak is here, Thor.

THOR: Yes, but I have no moon..

ODIN: I shall appoint one of my hand-

maids.

THOR: But Vadi.... what about him?
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ODIN: What'was it you suggested, Thor?

Banishment?

THOR: Yes.. yes.. banishment. Oh..

never to be plagued by that imp.

ODIN: Then banished he is! To earth.

with his mother, father, and sister.

Ty-blessing on you.

THOR: Re! No!

ODIH: Silence! I have made my decision.

'Now, let us settle down to routine again.

valhalla has been in confusion! Where

is Thor's cloak?

f"

-oTARA: Here it is, great god Odin.

THOR: Give it to me.

Amrrr-.wra.aums IE. 1°“: .18... 13'. QUITE

I amMUD...

AUUT: Your cloak! Ty'cloak!

TARA: Aunt Anna!

ODIN: And who is this?

AUNT: Never mind who I am. I want my

cloak. _(STES;FITHEE.EFD ASTARA) So..

you thought you could get away from

me... stealing my things.. The idea!

And You.. you nasty child... You'll

have a heating for this!

FATHER: Anna, be careful! Don't you

know where you are?

ODIN: Enough, woman! You are in Valhalla,

and such screeching is not allowed.

AUNT: Be quiet you old goat. (THOR

. ”.nATTENPTS.TO IKTERRUPT) And you, too.

You're all thieves!

THOR (ROAR): This is too much.
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Guard_pullslyiv off.. Great

eifort and stru{;l0._ Aunt

screans1'ex1t DL.
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NT??? : (Tums AT 1T)

.w' AWN 9.

Give me my cloak.

ODIN: Great Valhalla! I've had enough.

This mortal has no sense of respect..

Guard! Seize her! (swan Icls_sc) She

affords the perfect solution. lrom now

until eternity this mortal shall serve

as your handmaid, Thor.. She will be

your moon!

THQ_R: I won't have it! That voice!

All that hair! She'll drive me crazy.

AUHT: I've never been so insulted.

Let me go! (STRUGGLSS)

ODIfi: If you insist on a bald moon,

Thor you shall have it! Guard! Snatch

her bald headed! (GUARD DOES 30) Now

take her away. ind you, Thor, keep her

out of my sight. (AvTTAND GUA’D_BIT)

THOR:

th 1 S o 0

Oh god of gods... I don't deserve

ODIN: You do... and she will be just

punishment. Now, Thor.. on with your

Cloak of Deep Darkness. Your walk of

night must begin at once.

God of gods... I have something

to tell you..

ASTAHA: No, Vadi... EB have something

’to tell..

ODIN: 'Well!

VADI: There are holes in Thor's cloak.

THOR: N'Ooo 110.. I don't believe it...

there can't be..

ASTARA: I begged Aunt Anna to let me

sprinkle the chest with camphor, but

she wouldn't let me..

THOR:

in it!

Great Valhalla! There are holes
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Astara and Vadi fadeupO
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anti Won.fl_Vadi goes ULC to

tattle end and gets pepper

ShaJierlfromlbehind table leg.

BUS iness Guard X above Odin

22,13 C and pours mede.

79

VADI: So the moths ate holes in the

cloak and..

_thCR (P"TTINFCLChI ON): It's ruined!

Ruined! Look. Iy light is leaking

out! Io longer is this the Cloak of

Deep Darkness!

‘FATHER: Ihy I speak, oh great Odin?

ODIN: Yes mortal man.

FATHER: Astara has often wished for

sky candles to light the darkness of

the night.

THOR: Sky candles! A rather nice

thought!

ODIN: And a rather pretty effect.

Look how your light glistens against

the blackness of the cloak.

THOR (PIEASED): YeSoooo yes...

ODIN: How can we explain this to the

mortals? What can we call them?

VADI: Oh, god of gods.. call them

stars, in honor of my little sister,

Astara.

ODIN: ImmmmiGood. Stars.. Stars..

The Cloak of shining Stars.. (LAUGHS

WITH PLEASURE) Yes... I like the result

9 of your escapade, Vadi. Who would ever

have thought that mortals and moths...

could improve upon Valhalla! Guard!

Bring mede for everyone. 'We shall

_ celebrate!!

GNARD_ DOES SO. THOR CAN_NOT HELP BUT

SEQ" HIS DELIGHT. VADI LSAVES TUE GROUP

A"DSPIILSPnPNoi IN "NOP'S ”fiDh NO
~quq. .

ONESSSS H11.DO IT.

IKCN: Pretty twinkling stars to

brighten the night.. just as Astara

brightens our lives.
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THOR: And you think the mortals will

like them?

ASTARA: I knOW‘they will, great god

Thor. You'll bring joy to every night...

sweep away all loneliness.. bring sweet

dreams to every mortal.

GUARD_.S‘ER“IS ODIN THRIN GOES TO ASTAF‘A,

Mm ‘c-CII.

ODIN: So be it& And now a toast to the

starst

VADI: Here, master... I've poured this

for you..

THOR: Hahl And for that reason, I in-

sist on changing glasses with you.

VA.DI$ Oh, no, Thor.. n00.

THOR: Yes, Vadi. You like pepper in

your mede.. and so we drink. (THOR

LII‘TS GLASS HIGH IN A TOAST.. AS DOES

EVERYONE ELSE.) To the stars... may

they long fill the sky with beauty..

ASTARA: And light.

W01 DRINKS.. VADI PETENDS TO:

BUT THOR TIPS HIS GLASS, 10‘GIN” T'E

LIQUID DOJN HIS IHROAT TPE P3PPJR

DO_rJS TH‘_TRICK.. COATCtTICJS,uLZING,

CO'T’N'I.a,”AND 80 EC’TH.

ASTARA (LAUGHING): Back to earth, little

brother. You're no longer the imp of

the godst

ngCCTPADY_LAUGHS HEARTILYAS THE FII.AL

QEET£T¥_IAllSo



CHAPTER I I



CHAPTER II

WRITIT‘IG FOR CHILDPBI‘I

Miss Winifred Ward in her book, Theatre For Children, sets forth

a few pre—requisites for the playwright about to serve his novitiate

in writing for the child audience. Miss Ward points out that the

successful playwright must have (1) creative imagination; (2) a know-

ledge of and respect for children; (3) a good grasp of dramatic

technique with a conversant foundation in children's literature;

(4) experience directing plays.1

FUNDAJENTAIS CF PLAY WRITING

The first problem to consider is the source from which the play

is to be written. The play may be an adaptation of a traditional folk

or fairy tale, or a Wth, ballad, hero tale, or it may be an original

modern tale or an adaptation of a children's novel. Whatever the

source, Ward cautions that the playwright should choose something which

interests him, something which has not already been well dramatized,

something which may be condensed into confonnity with the unities, and

TheSomething which contains several good episodes and a real climax.

Children's playwright has one more requirement to meet. The plot taken

from this source must have appeal for children.2

1

Winifred Ward, Theatre For Children. (New York: D. Appleton

Century Company, 1959f, p. Til-GL7.

2 Ibid., pp. 63—68.
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This appeal will differ with the age level of the audience, for

varying age levels have varying theatre interests. The six-eight year

olds flourish on the imaginative piece. This is not satisfying to the

nine to twelve year old, however. This age group demands action and

suspense. To them, the hero story, realistic and exciting, is good

theatre. The high school boys and girls prefer the romantic and

idealistic, and adventure and realism take a secondary position.3

John E. Anderson, of the Institute of Child'Welfare at the University

of Minnesota, reaffirms this cataloging by age level in terms of the

differing patterns of interest and emotional involvements the in-

dividual enjoys at certain ages.4 So, the playwright must decide the

age for which he is writing, and make his play answer the demands

accordingly.

Coupled with this selection of source and age level appeal is an

important question the playwright must answer for himself. Chorpenning

stateS'the requirement: "lhke sure that the experience that happens...

be an experience worth having."5 The child in the audience will re-

spond vicariously to all that occurs in the play. The dramatist should

consider it his obligation to make that response something "which will

grow into his life and make him.a better individual for the happening."6

3 Ibid., pp. 119—122.

4 John E. Anderson, "Psychological Aspects of Child Audiences,"

:fhe Educational Theatre Journal, 11:285-291, December 1950.
 

5 Article in the NeW'York Times, Charlotte Chorpenning, "Six Rules

for Drama," September 1, 1949.

6

 

Loc. cit.
h
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Kenneth L. Graham goes a step farther in order to clarify this phrase,

"experience worth having." He says that while entertainment is one

of the purposes of a children's play, the second basic purpose is "the

imaginative vicarious fulfillment or satisfaction of certain basic

psychological needs." He expresses these needs as follows:

... the desire to see the abstract pictures of the imagination

realized in concrete form.

... the craving for a conception of life higher than the actual

world.

... the propensity to express the larger life of the race in

the individual.

... the craving for excitement, love of excursions into the

world of the imagination.

... an outlet for the natural drives for adventure and excitement.

... the need to enter worlds larger than their own and there en-

counter people different from themselves.

... the need to experience emotions that might not be evoked in

everyday living.

... the push of the "ego" which finds its vent vicariously.

... the imaginative satisfaction of "ego" and mutuality needs

of the growing child.7

Once the source and the age level have been selected, and the

playwright has satisfactorily answered the requirement of portraying

an "experience worth having", he is ready to build the scenario. This

is simply the outlining in detail of the entire play. There is no

one correct procedure for building the scenario. As Baker states,

7 Kenneth L. Graham, "Purposes of Children's Theatre Plays,"

Ejandbook for Children's Theatre Directors, (Cincinnati: College Hill

tation, 1949), p. 10.
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"Doubtless some writers see situation first, and othenscharacter, but

sooner or later all must come to some story."8

This story, in scenario form, is based on action and should tell

the type of drama--comedy or tragedy--the description of characters,

the divisions of the play, and the settings needed. Further, the mood

is decided, and everything that happens should be described, particu-

larly in causes and effects. Finally, the emphasis, the real point of

the play;shou1d be stated clearly.9 Only after the scenario is complete

can the playwright proceed to the elements of writing the story.h

The first step is concerned with the writing of the expositidh, a

difficult requirement to handle. The audience needs to knoW'certain

things concerning the characters and the situation. This information

is given.through settings and costumes, and through one character

speaking with another. The difficulty arises in making the expository

situations clear, logical, and, at the same time, subtle. The audience

should not be conscious that necessary information is being given them.

Baker states that exposition should be (1) clear; (2) natural; (3) in-

teresting; (4) swift.10 To these ward adds one rule: "Not all of it

needs to be given at once. In a children's play it should be delayed

until actually needed."11

 

8 George Pierce Baker, Dramatic Technique. (New York: Houghton

Nifflin Company, 1919), p. 80.

9

 

were, pp, cit., pp. 75-77.

10 Baker, 920 Cit., p. 1730

11 .Ward, 920 Cito, p. 780
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The dramatic situations and their complications are the next

step to consider. It is through the dramatic situations that the

play is told, for, to use Baker's term, they are the "illustrative

actions."12 If the playwright has prepared his scenario on the basis

of action, the episodes which contain this action are the dramatic

situations. The complication of the situations defines itself as

reversaIS'which tangle the problem and make the solution less simple.

Aristotle calls this complication a "revolution", defining it as a

"mutation ... of actions into a contrary condition ... according to

the probable ...."13

The next element to consider is the problem of suspense. Without

this "straining forward of interest, a compelling desire to know what

will happen next,"14 there is no play at all. Suspense is built on

the emotional response of the audience which has become sympathetically

involved with a character. Unless the characters have been created so

as to demand this sympathy, this passionate desire to know how things

are going to work out for the character, there is no suspense. There

are two methods of eliciting the suspense reaction. The playwright

nay keep the audience in ignorance as to how things will turn out,

using then, the resolution as his climax, or he may inform the audience

 

12 Baker, _pf cit., p. 80.

13 Theodore Buckley, Treatise on Rhetoric and The Poetic of Aristotle.

(London: George Bell and Sons, 1880), p. 427.

14 Baker, 9-20 Cite, p0 2070

 



of the result of the situation, still keeping the characters ignorant

of the forthcoming events. In the first case, the suspense grows

through the desire to know, and in the second, through the desire to

see how the characters will react when.they learn of the events.

William Archer, in his book, Play-Waking, implies a preference for the

15

 

and were is amenable to either.16latter method of building suspense,

The entire basis of dramatizing the familiar story is this second

method, for certainly the audience knows the experiences and situations

by heart. It is, then, not too much to infer that the character is a

major factor in building and maintaining suspense.

Next the playwright should consider the development of the dramatic

situations into a unified, plausible whole with one climax. Each

situation should lead into the next; each situation should fulfill a

purpose--either of exposition, furthering action, developing character,

or covering off-stage action. Perhaps the most important elevent in

disciplining these situations arises in deciding what should be shown

on stage and what may happen off stage and merely be reported. A rule

of the thumb is ably expressed in this manner: "If a scene in which

great interest has been aroused is omitted, an audience feels cheated.

... Chief of such scenes is the one up to which the drama has been

built."17

 

15 William Archer, Play—Nhking. (New York; Dodd, Mead and Company,

1934), Chapter XVII.

l

 

6 ‘Nard, 320 Cite, pp. 78'810

7

Ibido, p. 820
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The climax, the point toward which the entire sequence of

dramatic situations is aimed, is "whatever point in the play arouses

"18
the nwst intense emotion. Or, as Baker says, "Climax is, there-

fore, an integral part of suspense. The point of greatest intensity

reached in an ... act or play is the moment of climax."19 A children's

play as well as an adult drama requires a strong climax. For the

child audience, however, this climax should come as close to the final

curtain as is logical and plausible. It may or may not be a matter of

spectacle and vigorous display, although it is true that such a crash-

ing climax does find favor with the children.20

The preceding discussion has been concerned with the problem of

writing the plot which is the story with its exposition, dramatic

situations and complications, suspense, and finally, climax. On the

subject of plot, Anderson suggests for children the "simple conflict...

presented with... obvious and clean out distinction between good and

poor behavior."21 ward has also developed a few conclusions defining

the essentials of this plot when considered as a whole. She says it

must be generally understood, must begin with the rise of the curtain

and involve a good deal of action, must build steadily and rapidly to

 

18 Loc. sit.

19 .

Baker, pp, oit., p. 215.

O

2 ward, pp, cit., p. 83.

21

Anderson, op. cit., p. 286.
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the climax and then stop, must contain the thrill of suspense and

expectancy, must have comedy relief, must have a minimum and preferably

no romance and love-making, and finally, it must have an encouraging

ending based on poetic justice.22 Chorpenning states on this matter

of plot, that it is most important that "the story of what happens...

must never stop... not for comedy unless it actually moves the story,

nor for dancers, no matter how beautiful, nor moralizing or philosophy,

nor for sheer characterization."23

Before discussing characterization and dialogue, there is another

fundamental to consider when building a plot for the children's play.

The playwright should be careful to arrange his episodes so that they

not only fulfill the above requirements, but so that they also afford

the audience a variety of emotional responses. Hilarity, thrills,

suspense, sorrow, happiness, a sense of beauty, all are important and

beneficial feelings for the child to have. They should all be present

in the play for children.24 However, the playwright must be alert to

the necessity of immediately relieving moments of too intense excitement.

Although Burdette Fitderald was writing for the director, her findings

are equally pertinent for the playwright. She notes that "Studies of

audience reactions have been made and the indications through the

bodily movements such as jumping up and down, crying, hiding the face,

 

22 Ward, pp. cit., pp. 128-135.

23 Dew York Times, op. cit.
 

24 Peronnal interview, Miss Eleanor Chase, July 11, 1951.



pulling bubble gum long and fast, have proved that the director must

be careful of fear or over-border excitement in a script. These may

N

be overcome, ... to quote from Charlotte Chorpenning ... through

“V:

comedy, sense of beauty, and security."‘” Consequently, in order to

provoke these responses healthily and still maintain the story line,

the playwright must provide adequate transitional scenes. The child

audience is unrestrained; their response is total, and therefore must

be taken into account before the playwright may set his episode sequence.

An important scene can not successfully follow a high pitched one. The

beautiful would be lost if it followed the thrilling too closely. The

audience must be given time to prepare for the change of emotion as

tall as the return to the facts of the plot. These transitional

scenes are doubly necessary following what Chorpenning calls an "exercise"

scene. "n.erever it can be done without interruption to the story,

write in scenes that will give the audience an excuse for exercise-—

such as loud laughter or applause or stamping. This is to break up too

severe a tension."27 The scen which succeeds such an outbreak of

emotions obviously must be one which is transitional and must contain

nothing which is vital to the understanding of the plot.

 

25 Burdette Fitzgerald, "Choosing the Children‘s Theatre Play,"

gandbook for Children's Theatre Directors, (Cincinnati: College Hill

tation, l9497, p. 12.

26

 

Personal interview, Miss Eleanor Chase, July 11, 1951.

27 . .
New York Times, op. Cit.
 



Finally the playwright is ready to develop his characters and

their dialogue. Above all else, the characters should be real and

individual. Only then can the audience find sympathy for and with them

and thereby rejoice in the dramatic situations and suspense so vital to

the successful play. The flindamental requirements for any playwright

creating is own characters are (1) economy in number; and (2) consist-

l
0

ency within.the character. Added to these, Archer stresses the

importance of character, "... the play will be of small account as a

work of art unless character at a very early point, enters into and

o o .1. __ { "29 'V . ... .

conditlons lbs developmenc. The characters in a play for children

should be broad and obvious, without complexity or duplicity. The

heroes are heroes throughout; the villians are consistently villianous.

Further, "There must be a character for the children.to identify them-

"50
selves with. This character's experiences m st be such that the

child can readily become one with him and benefit through the relation-

31 Albert Mitchell states that "The principal characters must beShip.

clearly establish 4. They must dominate the action while the minor

"32
ones subordinate. It is vital that these characters be real peeple,

not mere puppets. The emphasis in creating them should lie on the

simpliCIty of motive'within the character, rather than on a stereotyped

 

28 Ward, Op. Cite, p. 84'.

29
Archer, pp. cit., p. 22.

30 New Yor: Times, op. cit.
 

51 .

Anderson, SE} c1t., p. 290.

32 Albert Mitchell, "The Children's Theatre Audience," Handbook for

Children's Theatre Directors, (Cincinnati: College Hill Station, 19497,

 

 

p. 200
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wooaenness on the part of the playwright when drawing the character.

The characters must, accordingly, speak characteristic dialogue.

This dialogue must be selected and condensed and still maintain its

threefold function of clarifying the sitlation, telling the story, and

showing character. In any play, the dialogue should be natural, easy

for the actor to say; in children‘s plays, it must also be brief.

"Short, natural conversation which gets to the point at once is the

only kind of dialogue which is successful."34 Chorpenning adds, "Be

sure that these fundamental experiences are given in the children's

own terms. This does not mean it is necessary to use only kindergarten

words. A child will understand words too big for him as they apply to

the situations he sees."35 The comedy in the lines must be very broad

in order for the children to understand it. Lines of whimsy and satire

are lost for the child audience. Generally Speaking, it is better for

36
the playwright to effect comedy thrpugh action. This may be written

in specifically by the playwright, or it may be created by the action-

conscious director from the suggestive clues planted by the playwright.

In summary, the writing of a play for children, not unlike the

writing of a play for adults, is a matter of selection, condensation,

and clarity in terms of episodes, characters, and dialogue. But even

*

33 Ward, 2p. cit., pp. 133-134.

34 Ibido, p. 85.

35

New York Times, pp. cit.
 

36

'WHrd, EB. Cito' pp. 135-136.



more than that, a few principals peculiarly essential to successful

dramatization for children can be stated

1. Select a source from which a worth-while story with appeal

for children of a stated age level may be gleaned.

2. Keep the plot simple and allow nothing to interfere with its

progress.

3. Tell as much of the story in action as is possible.

4. Give the exposition only as needed.

5. Begin the story with the rise of the curtain.

6.1Nrite the climax as close to the final curtain.as possible.

7. Keep the suspense high.

8. Give the audience a character with whom.they may identify.

9. Make the characters broad but real.

10. Tell the stony in short, natural, conversational dialogue.

11. Use vocabulary undersandable to the age level of the audience.

12. Include broad comedy lines when possible.

13. Plan for a variety of emotional responses.

14. Be aware of the value of transitional scenes and exercise

scenes.

15. Avoid, as much as possible, romantic or love-making scenes.

16. make the ending ideal, with emphasis on poetic justice.

ILLUSTRATION OF THE FUNDATENTALS

The plays listed in the Subject Index to Children's Plays37 indicate
 

that very little from traditional Norse Mythology has been dramatized.

37 Subject Index to Children‘ 8 Plays, (Chicago: American Library

Association, 1940).
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While several Greek myths have been dramatized, the Norse stories have

been neglected. Because the play dealt with the eternal elements of

nature-~the moon, night and day, thunder and lightening, and the stars—-

and because it depicted the gods of Valhalla, it took the audience into

new and highly imaginative realms. If the child in the audience was

captured by the characters, hii experience was one of aiding in the

creation of a part of nature. Consequently, the play was designed to

offer a worth-while experience by taking the audience through situa-

tions unfamiliar, exciting, and stimulating to them. Also, the story

of Astara and the bitter treatment to which Thor subjected her family

has an appeal to the child audience. The restoration of the family

after their long years of separation and the subsequent security promised

to Astara and Vadi delights every child. This is due to the familiarity

both of the theme of family difficulties and of the emotion such diffi—

culties provoke. When Astara and Vadi achieve family security, the

audience experiences a sense of well-being, which is just as valuable

emotionally as the thrilling experience of living with the gods.

In the case of "How The Stars were made", a few source explanations

are needed. The plot was not based on a traditional ”Wthm Rather, the

author placed her characters against a background of mythology. To

facilitate the explanation, the characters have been placed into three

groups, (1) mortal; (2) semi-mythological; (5) actual u'thological.

The mortals, Astara, Eather, Aunt Anna, and Astara's friends, were

drawn completely from the author's imagination. The two mortals whose

home was Valhalla were in-between characters in terms of their
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mythological descent. For, while Vadi was patterned after Loki, the

traditional imp of the gods, the author was careful not to imply that

Vadi was Loki. Vadi therefore was a product of the author's imagina-

tion characterized after reading of Loki's exploits. Norse mytholog

does not personify the moon. "Odin then regulated the periods of day

and night and the seasons by placing the heavens the sun and moon...."38

Therefore, once again the author created the character, and, for reasons

of dramatization, placed in Valhalla an unorthodox being. The guard is

also fictitious as the Valkyrior, warlike virgins, were the messengers

and servants in.Valhalla.39 However, a male guard was needed, to

satisfy the plot action, and as there is no mention of such a character,

the author felt justified in inventing one which wnuld edit the action.

Odin and Thor, however, are characters in the Norse myths. The play

charged them to assume duties not assigned by tradition. In the sagas,

Odin was the All-Father, king of the gods, and to him.was assigned

the palace of Valhalla in the place, Asgard.4O Thor was his eldest

son and "the strongest of gods and men".41 He was the god of thunder,

and as such, carried his thunder hammer with him.at all times. Hurray

states that Thor was distinguished from the other gods because while

 

33 Thomas Bulfinch, The Golden Age. George H. Godfrey, editor.

(Boston: David D. Nickerson and Company), I, p. 412.

39

Ibido, p0 4140

40 Ibido, p0 4130

41 Ibid., p. 415.

 



the other gods rode across Asgard, "Thor goes on foot: he is the

"42 'With.thesestriding god ... who traverses heaven in three steps.

details, the author drew the story of Thor, god of night and day,

pacing the heavens, recognizing only Odin, king of the gods as his

master. The basic characteristics of the two have been preserved,

namely Odin's quiet justice,43 and Thor's impatient power.44

As the situation was highly adventurous, involving real people,

wdth the antagonists superior in power and authority to the protagon-

ists, the play'was designed for the older age group. The action was

emphasized and the suspense was constructed for many high-pitched

moments. Ideally, this play was written for an audience of nine to

'twelve year olds.

To illustrate the straightness and simplicity of plot, an exami-

nation of the scenes needs to be made. This may be most easily

accomplished by charting the progression of the scenes. Expository

episodes may also be marked in order to illustrate where and how often

they occur.

It is apparent that each scene is necessary to the story, for each

contains an important point in the plot, without which the story would

not be complete. The exposition is scattered throughout the scenes,

and is re-stated when the author felt it needed emphasis.

 

42 Alexander S. Hurray, Whnual of Pyth. (New York: Scribner, Armstrong

and Company, 1875), p. 316.

 

43 I‘lfllrray, 9-2. 23.20, p. 3140

44 Bulfinch, 93. 933., p. 415.
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SCENE

Act I Scene I

PLOT LINE

Thor promises to banish Vadi.

To escape this punishment,

Vadi is to be sent to earfli.

EIPOSITION L*_

Voon and Vadi are

mortal.

Thor needs his

Cloak to fulfill

his duties.

 

Act I Scene II Astara wants and needs a

brother.

Vadi arrives on earth.

Vadi leaves earth.

Further explana-

tion of Thor and

his Cloak.

Astara's mother and

brother were stolen

by Thor.

 

Act II Scene I Vadi steals the Cloak and

takes it to earth.

Further statement

of mortality of

Vadi and ”con.

Description of how

Thor stole Vadi

and moon from earth.

 

Act II Scene II Vadi returns to earth with

Cloak.

The Cloak is stored in

chest.

There are moths in

the chest

 

Act III Scene I The holes in the Cloak are

discovered.

Ownership of the Cloak is

disclosed.

Vadi is summoned to Valhalla.

Astara, Father, Aunt Anna

journey to Valhalla.

The length of the

day is established.

 

Act III Scene II The stars are made. The family is re-

unit ed .

 



The third fundamental, tell as much of the story in action as

possible, may best be designated by the explicit business in the script.

For example, each scene began with pantomime which served to alloW'the

audience to adjust to the place and the time of day, and also to the

mood of the scene forthcoming. To take two illustrations, note how the

actions took the place of dialogue in Act I Scene I when Vadi shook

pepper in Thor's made, or in Act II Scene II when Astara displayed her

anxiety over the safety of the cloak and the peculiarity of the weather.

This pantomime also served to start the story each time the curtain

rose. The audience needed only to watch to understand. An example of

action in the middle of a scene is in Act II Scene I, when Vadi slipped

from.the chest behind the backs of Thor and Odin. Another was Vadi's

abrupt disappearance in Act III Scene I when the thunder and lightening

ceased, to show Astara standing alone. Each of these action scenes

forwarded the stor‘, and also, in the latter two cases, provided exciting

moments.

The primary method of suspense employed was the one discussed

previously as letting the audience in on the secret. The major climax,

the point of the play, was how the stars were made. The characters on

earth, with the exception of Vadi, did not know to whom the cloak be—

longed. Aunt Anna and Father did not even know it was hidden in the

storage chest. All the characters on earth, with the exception of Vadi,

knew of the moth holes in the cloak. The audience was aware of all of

these factors. Within Act I and Act III, the climax was not known to



the audience. In Act I, Vadi leaves earth without any warning. In

fact, the audience had seen and heard his mother's admonition to him:

MOON: Forever, Vadi. You must never, never, never return

to Valhal la 0

In Act III, fine climax was the restoration of the family group. This

was a surprise to the audience as Odin's reaction to the stars, and

his subsequent treatment of Vadi was not certain..

ODIN: Hmmm. Good! Stars.. Stars... The Cloak of Shining Stars..

(LAUGHS WITH PLEASURE) Yes... I like the result of your

escapade, Vadi. Who would ever have thought that mortals

and moths could improve upon Valhallall Guardl Bring

mode for everyone. we shall celebrate.

In Act II, the climactic points were many and comparatively minor. The

biggest climax was Vadi's appearance with the cloak. The plot demanded

that the act be built to that point because everyone in the audience

had to be aware that the cloak was stored in the chest. The minor

climaxes were based on action, particularly on Vadi's escapes from.Thor

and Odin, Aunt Anna, and Father. Viewing the play as a whole, then,

the major climax was built on the premise that the audience was aware

of the results, while the intra-act climaxes were governed by the

element of surprise.

The suspense depended in great measure on the audience sympathy

for Vadi and Astara. Each child in the audience who played the part

with either the hero or the heroine could not help but be emotionally

involved, as the characters themselves were emotionally moved at the

climactic points.

As the fundamentals require, the author tried to create characters

for identification, characters which were broad, and dialogue which was
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brief and in the language of the children. As the characters are best

xamined through their dialogue, these above four fundamentals will be

reviewed together.

Astara was created as a sweet, pleasant child, with the highest

standards of behavior. Vadi, while an imp, was not malicious or

destructive in purpose. Both were normal children transported into

the world of make—believe. The children in the audience could have

identified with either or both, and received a satisfying vicarious

experience. Astara's character was constant, always a little wiser and

more understanding than Vadi's. It was she who realized the harm of

keeping the cloak:

ASTARA: Two days ago! That' why father's so tired... and why

the school master fell asleep during school time. No

one has had any sleep for two days... And that's why

the earth is shrivelling, why the birds no longer sing.

and the wrongness of taking it in the first place.

ASTARA: But you should have thought of it, Vadi. ‘fle're gov-

erned by the gods, and if they don't do as they should,

the whole world is turned upside down. You've done a

very bad thingl

ASTARA: ... and now'the only right thing to do is to take the

Cloak of Deep Darkness back to Thor.

She immediately stepped forward to defend Vadi in the presence of the

gods.

ASTARA: No, Vadi, we have something to tell....

ASTARA: I begged Aunt Anna to let me sprinkle the chest with

camphor, but she wouldn't let me....

The last line was hers, showing that she knew Vadi and understood the

adjustments he soon must make.
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Ann: Back to earth, little brother. You're no longer the

'mp of the gods!

Vadi, on the other hand, was the active character. He played tricks

for fun, but he stole the cloak for reasons he thought valid.

VADI: I thought that if there were no night, mother could

rest... perhaps even come to earth with me....

VADI: And then, oh god of gods, I heped to please Astara....

VADI: ... She (Astara) said that she liked daytime... but....

*7
l: e agreed to Astara's suggestion that he take the cloak back to Valhalla

once he became aware of the damage he had done. He was therefore will-

ing to accept his punishment because he realized that he deserved it.

VADI: She made me bring the cloak back. She showed me that

night has its place, too.

The resolution was a happy one for both characters, and left the

audience with the feeling that the situation was settled and over.

The other characters were broad, being wholly good or wholly bad,

and their dialogue was equally succinct. From the first, Astara's

father was pictured as kind and gentle.

p A rfi 71-w-

EMIILuR: You dream.it, Astara. But your dreams may bring you a

happiness the world can not. And now it's time for

bed. (PICKS HER UP we 01112311133 HER T0 was BED) Pray

to Valhalla. lhybe the gods are listening and will

grant your wish. Good night, my little Astara.

He remained so throughout, even to assisting Astara when she needed

him.most.

nSTAAA: I'm going to Valhalla, father. Noon mother is calling

me. Vadi is in trouble.

FATHER: Then let us go....

He was as kind to Vadi as to Astara.
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FATHER: (LAUGHIKC) Alright. Stay he will. But not a word to

Anna about this. Vadi will have to sleep in the barn

and come into the house only when you're alone, Astara.

FATHER: Then farewell until dinner. Take good care of your

sister, my son....

Aunt Anna was mean and cruel. She tried to hurt Astara:

AUKT: I should say you are! And it's all your mother's fault.

Yo respect for superiors... lazy... good-for-nothing...

And you take right after her.

would have forced Vadi to leave the house had she known he was there:

AflNT: A brother! And what for? Only one more burden for me to

bear.

and showed her selfishness in more ways than one.

AUHT: A candle! I should say not! You knOW'I need all of

them. I have to arrange my hair for the night, and I

need candles for that. Besides, my little Keetie is

afraid of the dark... Aren't oo sweetums..

AUNT: Astara! Come here! ly'hair needs to be brushed.

AUNT: There are no moths in there. It's my chest, and I've

never been bothered by any moths. So just bring me my

pillow and stop arguing!

Thor was equally harsh, although because of his position as a god, this

harshness was somewhat justified and therefore mitigated. However,

the fact of his fits of rage and thunder bolt hurling immediately

alienated him from the audience by virtue of too extreme violence. The

moon, in contrast to Thor, was mild and servile. Her voice, movements

and lines indicated a kind of music and charm. As the moon lavished

affection on Vadi and Astara, she assumed the same place as Father in

the eyes of the audience.

MUCH: (TO VADI) Exciting and wonderful for you. ry moonbeams

will shOW'you the way. Don‘t be frightened, my dear one,

the distance to earth is nothing.



noon: (TO 95mm) I see you al‘w‘ay-‘So I watch you from up hem“
Your unselfish ways, your kindness, your sweetness... I

see them and know'them all...

Her defiance of Thor in defense of Vadi aided considerably in estab-

lishing her character as sweet and loving, and still strong enough to

fight injustice.

FCOF: wait, Thor. Do not be too harsh with Vadi....

MOON: You are driving me too far, Thor.

Odin, the guard, and the four children who were friends of Astara,

carried the subordinate roles. Odin was just and powerful, as fierce

to Thor upon provocation:

ODIN: No, Thor. I shall. You forget yourself at times. Forget

that I am ruler here. And you forget that I have a sense

of justice which you lack. Vadi is not the only one to be

punished. You shall be, too.

as he was firm with the moon when she spoke to him about punishing

Vadi o

ODIN: That I can not say. If he has stolen the cloak, he must

be punished.

He was shown as the mediator, the judge, the one who meted out punish-

ments as needed. That he eventually decided in favor of the "good”

characters satisfied fine audience as to his genetal classification.

The guard was essentially passive, although the author attempted to

differentiate his character by emphasizing his stage business. He

carried a staff and spoke in an.unusual sing song. It was he who

snatched Aunt Anna bald headed, and the look of triumph which came over

his face at that moment undoubtedly showed him as a real person with

real dislikes. The children assumed no positive characteristics of
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either good or bad. To give them each a personality the author attached

adjectives to their names, and attempted to suit their business and

dialogue to this adjective.

mam: (GOSSIPY) And why should she? f'y mother says she does

nothing but brush her hair.

CHRISTINA: (SEISIBLE) And we could use the holes for windows.

NEIL: (NAIVE) ly'father says that anyone who's as vain as she

ought to have her hair pulled outll

LARS: (ROUGH HOUSE) He was awake enough to rap my knuckles

when I went to sleep.

From this discussion of the diaraoters through their dialogue, the

briefness of the lines as well as the broadness of the characterization

certainly stands out. The vocabulary used is conversational in its

scope, and could be readily understood by any child over six.

Because of the wide range of characters, the range of emotional

responses apt to be provoked was wide. The appearance of the characters

alone evoked a response. To be more specific, hilarity was provoked

through broad comedy lines such as:

'VADI: Who's that? What an awful noise:

VADI:. Can't she do anything for herself? Do you have to do

everything?

and through actions such as when Aunt Anna was snatched bald headed in

Act III Scene II, and through a combination of both when.she ran off

stage screaming at the end of Act III Scene I. Fear was evinced through

Thor's method of hurling thunder bolts and thrills through Vadi's

frequent narrow escapes from.his antagonists. Fear and then excitement

came in Act III Scene I when Aunt Anna almost out up the Cloak to make
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curtains for her bird's cage. Sympathy for Astara came frequently

through Aunt Anna's treatment of her, and also through Thor's harshness

toward Vadi and the moon. The sense of beauty was gained primarily

through the Neon's appearances to Astara. The dialogue was soft and

melodious:

RDON: Good evening, my little one...

NOON: Your thoughts and your dreams and your wishes-~the wish

you voiced for the first time this evening. I have seen

'it grow within you.

Special Spot lighting assisted in giving a very ethereal quality to

these scenes. The special effects used, such as the parakeet strapped

to Aunt Anna's wrist, Vadi’s gift to Astara of a ribbon made from the

clouds and a ball of moonbeams, and Thor's costume and thunder hammer,

served to enhance the interest in scenes which might otherwise have been

too talky. The emotional response to the ending was happiness and the

scenes Father shared with Astara evinced a feeling of warmth of relation-

ship which served to lighten the tension and give the audience time to

relax.

Usually the scenes which were the transitional periods were written

to re-inforoe or re-state exposition or previous events in the play.

They also served as relaxing moments when the tension rose too high.

The first time such a scene was needed was after the chase at the be-

ginning of Act I Scene I. 'Written as an exercise scene, it was followed

by an episode between the moon and Thor which began quietly, containing

a restatement of Thor's decision to banish Vadi and a primany statement

of the moon's mortality, and worked to the peak of a thunderbolt. This
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was followed by a scene between Vadi and Thor which merely embellished

what had been said earlier. To take another example, note how the

scene in Act II Scene I where Aunt Anna nearly discovered Vadi was

followed by pantomimic action. Again, the highly emotional scene showh

ing Astara.and Father and then Astara and the Noon in Act I Scene I

was followed by the exciting entrance of Vadi, and a subsequent restate-

ment of what had gone before. The author also used these highly pitched

emotional scenes as curtain episodes in order to use the time between

scenes as the transitional periods, and also in order to leave the

interest at a high peak.

The exercise scenes were fairly numerous. The first, Act I Scene I,

has already been noted. There was another in Act II Scene I when Aunt

Anna whisked up the bed coverings, expecting to find some one, and no

one was there. The audience participated whole heartedly in.such scenes

as the ending of Act III Scene I, the hair snatching scene, and in the

various scenes when Vadi was eluding the other characters.

The problem of overly romantic action did not occur in the play

as there were no characters so inclined. The demonstration of affection

between Astara, Father, the Moon and Vadi was entirely accepted because

of its nature, that of family love. The climax occurred very near the

end of the play. It was twenty dialogue lines or about two minutes

from.the final curtain. The ending itself certainly satisfied the

audience's demand for poetic justice, as Aunt Anna and Thor were punished,

and Astara and Vadi as well as the Moon and Father were rewarded. The
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curtain fell with the audience assured that the family was happily

united, order had been restored to Valhalla, and a wonderful new part

of nature, stars, had been made.

The major fundamentals which are listed on page 92 have been

covered. As has been illustrated the especial problems of "How The

Stars'Were made"'were those which dealt with character, dialogue and

action.



CHAPTER I I I



CHAPTER III

DIRECTING AKD DESIGNING FOR CHILDREN

The director of a children's pla‘, like the children's playwright,

must examine his personal resources to be sure he is suited to the work.

were suggests that most basic of all requirements for the children's

theater director are: (1) understanding of and love for children;

(2) high personal standards in life and art; (3) some knowledge and ex-

perience in the technical areas of production; (4) ability to handle

the publicity and the business end of a production; (5) a skill in arts

other than drama.1

FUYDANENTALS OF DIRECTING AND DESIGN

As William Ireland Duncan points out

The directing of a play for a children's audience involves exactly

the same fundamental principles which apply to the directing of a

play for adults. To be sure certain adjustments in emphasis and

style of acting are usually necessary, but these differences are

in degree rather than in kind. The director of children's plays

should have a thorough theater background and be as well versed in

directing techniques as the director in any other kind of theater.

The first steps in direction are planning the style of the show on paper

and casting.3 After the director has become thoroughly familiar with

the plot and characters of the play, he is ready to make a scaled drawing

 

1Winifred were, Theatre For Children. (New York: ‘D. Appleton

Century Company, 1939), pp. I455I48.

 

William Ireland Duncan, "Directing the Children's Theatre Play,"

fiandbook for Children's Theatre Directors. (Cincinnati: College Hill

Station, 1949), p. 14.

L00 0 Cit o
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of the floor plan, indicating position of all walls, doors, furniture,

and properties. He actually has begun his production book, which is

the play on paper. It contains his ideas on the composition, picturiza-

tion, rhythm, pantomimic as well as oral interpretations, and the stage

movement of the play.

In planning the composition, the director would do well to con-

sider Alexander Dean's definition that

Composition is the rational arrangement of the people in a stage

group through the use of emphasis, stability, sequence, and

balance, to achieve an instinctively satisfying clarity and beauty.
4

This "rational arrangement" in terms of the child audience means

an "un-mixed-up" stage.

Creating an 'un~mixed-up' stage requires mastery of techniques

which differ from those used in acting for adults only in being

a little more obvious, at times, and in being of more vital

importance to a child-audience. Such is the need at all times,

for a definite center of audience attention; ....

As the characters are broad, their place in the composition must not

belie their character. The emphatic position should be clearly em-

phatic, the result of the total should be interesting and unified.6

One of the most important means of doing this is through composition.

Linked to composition is picturization. "The picturization is

the visual interpretation of each moment in the play."7 The

 

4 Alexander Dean, Fundamentals of Play Directing. (New York:

Rinehart and Company, Inc., 1948), p. 137.

5 Charlotte Chorpenning, "Rehearsal Techniques," Handbook for

Children’s Theatre Directors. (Cincinnati: College Hill Station,

1949), p. 17.

6 Albert 0. Hitchell, "The Children's Theatre Audience," Handbook

for Children's Theatre Directors. (Cincinnati: College Hill Station,

1949), p. 20.

7

 
 

 

 

 

Dean, 22. cit., p. 203.



relationship between composition and picturization is close because

composition is the result of the technique of the director while the

picturization is the concept of the playwright when he created his

intercharacter relationships.

For children, this picturization must be clear and unmottled.

There should be a nice balance between the visual and aural

story telling qualities in a play, but sometimes a director

unconsciously emphasizes one at the expense of the other.8

Chorpenning illustrates this fundamental of making the picturization

tell the story with two statements. "The stage must be a picture

book." "he child must have to listen."9 Picturization is vital in

every second of the children's play.

The rhythm is a unified combination of the audible and visual

factors in both the interpretation of the play and in the designing of

the production.v The director is primarily concerned with the play-

wright's use of character, dialogue and movement as thef‘were employed

to create a certain type of play, and certain types of episodes. The

individual in the audience reacts in accordance with the rhythmic

impression he receives from the play. As Dean states, "Dependent upon

the intensity of the impressions our experience is expressed by degrees

of emotional and muscular reaction ranging from pure inner feeling to

bodily movement."10 Further, in defining rhythm, he avers that "The

8 Duncan, 2p. cit., p. 15.

Chorpenning, 22. cit., p. 17.

10 Dean, 22: cit., p. 284.
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secret of our aesthetic pleasure in rhythmic experience has probably

a more practical basis than we suspect, for rhythm seems to satisfy the

natural longing for progressive movement which is ordered rather than

. v "11

chaotic and haphazard.

In Chapter II, the author pointed out the need for a variety of

emotional scenes and exercise scenes in a children's play from the

playwright's view. It is the responsibility of the director to co-

ordinate these emotional and exercise scenes, suiting each to the basic

rhythm.of the play, yet still eliciting the full response. Duncan

cautions that the director must give special attention to the scene

which involves intense emotion,

for the empathic response of children is usually so strong that

they are deeply affected and become extremely tense and highly

excited. Such scenes should not be prolonged, even though the

audience seems to be enjoying them. Tension should be built

rather quickly, end abruptly and be followed by a scene which

allows the audience to relax and calm down.1

Chorpenning also views this matter of rhythm from the director's angle

in a series of

basic facts.... No child is meant to sit still for long;

unless we give him exercise scenes within the play...he will

take it outside the play.... Children can not make quick

transitions; we must do it for them. Too long continued tension

is destructive; we must relax it by laughter, or beauty. ...."

Then there is the necessity of planning the interpretation of the

lines, characters, and situations. The playw'i;ht's concept should
‘-.

l

k

11 IJOC o Cit o

12

 

Duncan, 22. cit., p. 15.

13
Chorpenning, 2p. cit., p. 17.
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govern the director. however, when necessary, the director may assume

interpretative authority. Says Dean,

Interpretative artists must know their own technique as well

as the creator's. Their imagination is different but must he

no less vivid. They must sense emotionally and intellectually

the creator's emotional and intellectual expression. Fre-

quently they must drive their imagination beyond his-~sensing

the creator's imagination and adding to it.14

With this oral interpretation, there is also the problem of pantomimic

dramatization and stage movement. Pantomimic dramatization, according

\

to Dean, is the detailed business of the character. It serves to tell

much about the character, situation, locale, and atmosphere of the

15
play. Stage movement, or business, is the grosser concept of move-

ment in terms of stage crosses, entrances, exits, large ShlItS in

C
I

emphasis, balance, s’ability, and sequence. It is, as Dean defines it,.

"16
the "stage picture in action. ‘Hhile pantomime grows from character,

sta"e movement has its source in the line or explicit direction of the
{3 I.

playwright. The manner and the rhythm with which the character exe-

cutes his tage movement is dependent upon, and, therefore, lust be

. . . 17

cons15tent With the characterization.

The careful children's theatre director can employ this pan onimic

(ir natization anl stage movenent much as the playwright does: to tell

'the story in action.

My--..

14

 

Dean, op. cit., p. 2%.

15 .
Ibldo, p0 2970

 

16
Ibid., p. 223.

17 I
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Business and stage movement, motivated of course by character

and situation are particularly important in a play for children,

for the child understands and enjoys action more than he does

words. For this reason it is important that the director de—

vote a great deal of time and care to the planning of both.

Every movement of the characters on the stage should be made

clearly and directly, every piece of business should be executed

lath precision so that it may be seen and understood.18

And another statement,

Little and dull children in the audience get their meanings

from.movement, voice quality, and facial expression, not from

'words.19

The production book, as it is prepared before the production is

under way, is not infallible. Many changes and improvements will be

made when the show is studied in terms of the actors within the set.

Still, "... a well prepared production book clarifies the director's

thinking and gets the production off to a good Seart. "20

As soon as the director knows the plot and characters, and perhaps

while he is making his production book, he may begin casting. John

Dolman discusses casting at length, differentiating between type cast-

ing and miscasting. He advises the director to take a middle of the

road course between these two, having as the primary objective, cast-

ing the play as effectively as possible. He notes that the director

should consider the (l) ability of the actor; (2) physical suitability

of the actor; (3) voice flexibility of the actor.21

 

18 Duncan, 32. cit., p. 14.

19 Chorpenning, pp. cit., p. 17.

20 Duncan, EB. 2112., p. 150

21 John Dolman, Jr., The Art of Play Production. (New York: Harper

Brothers and Company, 1946), pp. 148-155.
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All three of these factors are important to the children's play.

ward is concerned particularly with the problems of ability and suit-

ability of the actor. She is of the opinion that if the actor's

ability is mediocre, the children will recognize it and not be satis-

fied with the performance, and if the physique of the actor is not in

keeping with the role, the play will not be completely accepted by the

audience.22 On the matter of voice flexibility, all children's theatre

authorities lay primary stress on projection. Mitchell states it

bluntly: "Children demand to hear."23 Duncan elaborates:

Since the children do have more difficulty in understanding

words than actions ... it is necessary that the actors in

a play for children should be directed to Speak clearly and

distinctly24paying particular attention to the emphasis of

key words.

'Ward devotes a section to projection, emphasizing the point that in

order to train and preserve it, "It is ... important that at least

some of the early rehearsals be held in the auditoriuulwhere the play

wdll be presented."25

There is one more casting fundamental to consider. The actors

must be interested in playing for children, which means they must want

to understand their audience. The actors must respect their audience

and be concerned with the reactions they provoke. Chorpenning states

 

22 1J"I8.rd., 920 Cite, pp. 169-1740

23 Mitchell, 22. cit., p. 21.

24 Duncan, 2p. cit., p. 15.

25

Vial-“d, £20 Cite, p0 1620
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this fundamental in terms of the actor playing down to the children.

She maintains that the actor must understand the audience as fully as

does the director. In order to accomplish this understanding, Chor-

penning, as a director, advises the actors to "Go into the audience

Saturdgy; watch how the children‘s faces and bodies take on the expres-

sions...."26, the same advice Duncan offers to the inexperienced

children's_theatre director who wishes to understand the child audience.

'hnd that is where the director should always be during performances--

out in the house with the audience,... There he can learn most about

"27 It is not a mistake to cast an actordirecting plays for children.

who does not understand children, but is a grave mistake to cast an

actor who does not EEEE.t° understand children.

Once the director is satiSfied that he knows the audience and can

transfer this knowledge to his actors thereby keying the play to the

audience's understanding, and once he is satisfied with his cast in

terms of their ability, suitability, and adaptability, he may proceed

to the next step-~planning rehearsals and establishing the stage action.

Rehearsal periods, according to Dolman, have at least three differ-

ent purposes:

The first is to give opportunity for experiment; the second is

to teach the text and meaning of the play to the cast, and the

third is to perfect and polish the performance.28

 

26 Chorpenning, pp. cit., p. 16.

27

Duncan, 92o Cite, pe 150

28 DOlman, 9-2: Cite, pe 17Be
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The first two are best seen in the light of reading and blocking re—

hearsals, where, aided by the actors, the director turns his production

book notes and ideas into actualities. Perfecting and polishing the

play means simply checking on cues, rhythm, climactic points, and gen-

erally smoothing the directing techniques of composition, picturization,

rhythm, interpretation, and stage movement. In order to accomplish so

much it is vitally important that the rehearsal periods and their con-

tent be planned to the minutest detail.29 Charlotte Chorpenning reports

that she begins production with a reading rehearsal. Then she blocks

the movement, stressing the importance of having movement that originates

in the character and is consistent with the dialogue. From this broad

concept of movement, Mrs. Chorpenning writes that she goes into timing

and coordinating movements, in order to avoid the "mixed-up" stage.

The last rehearsals are spent in drilling on such things as cues, pace,

timing, phrasing, projecting, and building and resolving climaxes.

Finally, these "drill sessions are always followed, and usually preceded,

by uninterrupted acting of the unit in which the need for then ap-

peared....":50

The fundamentals discussed thus far are those applicable to pro-

scenium.directing. The author employed them.in one half of her pro-

duction (Act 1 Scene I, Act II Scene I, Act III Scene II). The other

half of the production was performed on a three sided arena stage. In

29 Ibid., Chapter XII.

30 Chorpenning, pp. 313., p. 17.
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order to discuss production fully, a consideration must be made of the

"masts" of arena staging. Sophie Rosenstein calls the director's atten-

tion to the importance of facial expression; the necessity for an

increase, over proscenium.requirements, in stage movement so that the

actor may be seen and may allow the other actors to be seen by a major

and continually shifting section of the audience at all times; and the

importance of being aware of the long entrance crosses provoked by the

aisle entrances.:51 Vinton Freedley adds, partially in defense of the

movement, "There is a fluidity of movement, a three dimensional quality

to the playing, a closer intimacy between player and audience than can

be achieved through the frame of the proscenium.arch."32 Glenn Hughes

devotes a chapter in his book to production techniques. Considering

these techniques on the basis of how they differ from proscenium.tech-

niques, the treatment of the actor, movement and tempo is the point of

departure from the conventional.

The actor must first of all achieve a naturalness which is con-

vincing to an audience only a few feet away. This can be ac-

complished only by complete relazation and complete concentration.

There must be more movement ... than is ordinarily found in

stage productions.

... the tempo is faster than that of a conventional theatre. The

reason for this is obvious: the play does not have to be pro-

jected so far.

31 Sophie Rosenstein, "Seven Husts," Theatre Arts. 33:61, fiarch 1949.

32

Vinton Freedley, "USA," Theatre Arts, 33263, March 1949.

 

 

33 Glenn Hughes, The Penthouse Theatre. (New'York: Samuel French,

1942), Chapter V.
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To these, Sophie Rosenstein adds a statement, "Central staging demands

of the director the maximum emphasis on reality and the minimum.on

theatricality."34

In her research the author found no discussions of central staging

for the child audience. Therefore, the application of these fundamentals

to children's theatre, as applied to the author's play, will be made in

ViSW’Of the author's experience and will be discussed in the second

section of this chapter.

Design, as a tool of the director, is the next problem to be con-

sidered. Again, it is necessary for the author to discuss the problem

in two parts--for proscenium.and for arena. For a basic term, perhaps

Selden and Sellman's definition of scenery will best fulfill the need.

"Sceneny is all those visual elements that surround the actor in his

performance on stage."35 This includes the set, make-up, costumes,

properties, and lights. The scope of this paper limits the discussion

to the setting and lighting techniques the director may use, only

touching upon the subsidiary factors of costume, make-up and properties.

The sets of the play should be an organic part of the production.36

Selden and Sellman also state that the designer should aim at making

the settings expressive, attractive, projectile, simple, utilitarian,

practicable, and organic.37 The responsibility of the director is in

 

34 Rosenstein, op. cit., p. 61.

35 Samuel Selden and Hunton D. Sellman, Stage Scenery and Lighting.

(New York: F. S. Crofts & Company, 1938), p.

 

55 Ibid., p. 7.

37 Ibid., p. 20.
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coordinating the designer's ideas with the ideas of the playwright as

the director interprets them. As Dolman, speaking of production as

design says, there must be unity, "... the principle of oneness or

"38 He then states that it is "the director'ssingleness of thought.

own work to determine how many settings are needed, what their general

arrangement is to be in order to establish the mood of the scene, and

hOW'the entrances and exits are to be placed...."39 Basically, then,

the director assigns to the designer the problem of making the stage

look as it should in terms of the play, and in having the acting areas,

furniture, and apertures where they should be in terms of the director's

plan of composition, picturization, and stage movement. Lee Simonson

reinforces this statement by writing, "The test of design in the theatre

continues to be its effectiveness in interpreting a script in per-

formance."

The children's theatre director faces the same problems as the

adult theatre director. The sets must be in harmony with the play,

nmst afford the proper acting areas, and must be attractive in appear-

ance.41 However, there is a greater need in children's theatre to have

the sets as simple and as beautifully designed and colored as possible.

For the children, the simplicity of the set is based on.suggestive

38 Dolman, 22. cit., p. 54.

39 Ibido, p. 84:.

40 Lee Simonson, The Art of Scenic Design. (New York, Harper and

Brothers Company, 1950), p. 49.

41Ward, pp. cit., p. 136.

 



119

essentials. The children will supply the details from their imagina-

tions, i£.th° essentials aptly suggest them. As an example, ward

cites, “Banners and tapestries can do much to transform a bare stage

into a palace,...."42 In considering this matter of simple, suggestive

sets, the director and designer must be certain that the pieces which

are used are distinctive, telling clearly the time, nationality, or

style of the play.43 The value of making the sets colorful and beauti-

ful in themselves lies in the excellent empathic response which will be

aroused, giving the children an experience in the appreciation of color

and artistry.44 ward adds:

Beauty there should be in children's theatre settings, beauty

which transcends the realistic and reaches for the ideal.

Just as the plots of the plays have poetic justice in their

outcomes, so may the settings be idealized. Inner lovliness

is usually represented in children's stories by outward

beauty; and children, drinking in lovely stage pictures, be-

come more sensitive both to beauty which is seen and that

which is symbolized.45

While the designer and director for a well known adult play any

use their imaginations quite freely in envisioning the settings, the

children's theatre designer and director are bound by the children's

preconceived ideas of what the set will be like. The audience for a

familiar children's play come to see what has already been pictured for

them in story books, on school stages, or in the moving pictures. The

 

4‘3 Ibid., p. 204.

43 L06. Cite

44 Burdette Fitzgerald, "Choosing the Children's Theatre Play,"

Handbook for Children's Theatre Directors. (Cincinnati: College Hill

'Station, 1949), p. 13.

were, 2p. cit., p. 207.
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director and designer should not disappoint them. The sets should be

in close communion with the pictures already accepted by the children.

Often, this stress on accurate settings causes difficulties because

children demand many different sets in one play. "... the more sets

there are, the better."46 Obviously, the number must be limited, so

the designer needs to make the most of the few he does use. The factor

of simplicity, using suggestive pieces against drapes, will aid him

immeasurably.

Light is a factor of design, in fact Selden and Sellman say,

"Light is design."47 The functions of light are to afford selective

visability, reveal form, give an illusion of nature, enhance scenic

composition, and give satisfying emotional and psychological experi-

ences.48 The responsibility of the director is to check once again

wdth the designer, thereby insuring a unified interpretation of the

play. As the director merely stated what he wanted and needed in terms

of sets, so he does in terms of light. The factors to be considered

are the mood of the play, the time of day, the possible sources of

light (windows, doors, lamps), and the composition, picturization, and

stage movement the director has designed. It is then the responsibility

of the designer to satisfy the conceptive demands of the playwright and

the mechanical demands of the director.

 

46 Ibid., p. 136.

47 Seldon and Sellman, 22..g£§., p. 219.

48 Ibid., p. 220.
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The children's theatre director is most concerned with light in

terms of the selective visability.

For seeing is even more important than hearing. The theatre is

a place for seeing. Children demand to see-—if anything is to be

seen. This desire to see should be heeded not only by director

and actor, but by designer and lighting artist. For adults they

may create spectacular effects with Peer Gynt encountering Boyg

in the dark, or Jacob Hamblin coming upon the wild Navajo in the

dull glow of a dying fire, or Puck pursuing frantic lovers through

a Grecian forest by night. But for younger people, easy visability

is imperative. If they can't see what happens onstage, their

audible protests prevents their hearing what is said there. The

less they see, the less they hear, and the muttering grows to a

rumbling that virtually stops the showx.. This is not to deny that

light and shade can be used effectiveLy; but only to remind our-

selves to use it skillfully...

All the other facets of light can not be ignored by the children's

theatre director, for they will enhance episodes in the children's play

just as they do similar episodes in the adult productions. Lighting

effects may be used especialLy'well in conjunction with special stage

effects, serving to reinforce the thrill, excitement, wonderment, or

hilarity of the moment. Certainly the psychological effect of light on

children is great, for their oral responses to a brightly lit scene in

contrast to those evoked by a dim scene are indications of strong feel-

ings.50 Consequently, the director owes primary emphasis to visability

when directing a children's pla‘, and only after this demand has been

answered may he proceed to use light as design.

The remaining elements of scenery, according to Selden and Sellman's

definition, are costumes, makeup, and properties. While fundamentally

49 Mitchell, pp. 933., p. 21.

50 L00. £1.20
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the basic factor governing the director on all three of these elements

is their suitability to the period and mood of the play, the children's

theatre director mst go beyond this. Because children have not

learned to discriminate between historical periods and between color

combinations, the director, with the costume manager, should assume

the responsibility of helping the child in the audience to "set

standards in style and color combinations,"51 and also illustrate ac-

curately the costumes worn in the various eras throughout history,

when the story deals with an actual historical episode and period.

Cftentimes, however, the children's playwright deals with the "long ago"

or some equally unqualified time. Then, the director may use his own

ideas for costume design. Children are very much impressed by color

and materials that shine. The wise director will take this under con-

sideration, eSpecially when. costuming the major characters.‘ Once

again, the fact that the familiar character's appearances are fixed in

the minds of the audience by their previous experience with the char-

acter, binds the director and costume designer to fulfilling the

children's expectations.53 To this, Ward adds:

Detail is of little use on the stage, and'children see it less

than do adults. The successful costume designer will take

care that silhouettes are right and that colors are as cheerful

as the mood and period of the play will permit.54

51 “Tara", 2B. Cite, p. 1790

53

Ibido, p. 180.

53 Ibid., pp. 179-181.

54

Ibid., p. 181.
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The make-up for a children's play should be consistent with the char-

acterization and designed for the light under which the character acts.

The properties, too, should be consistent with the character who uses

them and with the play.55

The designing techniques used in arena staging differ considerably

from those of the proscenium. Glenn Hughes points out that there is

no set as seen in the conventional theatre.

Only furniture essential to the action of the play is used in the

acting area. There are no walls against which to place atmospheric

pieces, and every stationary article is an obstacle to free move-

ment in the arena. Sofas, chairs, and tables are arranged con-

veniently and attractively, suggesting the natural arrangement of

a room. Without exception these articles must be presentable from

all sides, and must be unusually low in order not to obstruct

audience vision.56

Sophie Rosenstein adds that there can be no practical furnishings such

as staircases, windows, and fireplaces, and that, generally, the scene

changes must be limited to property shifts.57 In other words, the one

set show is preferred in arena staging. The make-up problem is more

severe because of the proximity of the audience. Hughes advises,

"Color must be subdued, shadows light." In complete reverse of the'

proscenium fundamental of costuming, Hughes says:

Unusual importance is attached to costumes... because the audience

is close to the actor and because there is no scenery to distract

the eye. Materials must be good and so must the fit of the garment.

 

55 Ibid., pp. 213-214.

56 Hughes, 2.20 23:13.0, p. 31-32.

57 Rosenstein, pp. git” p. 61.

58 Hughes, 220 Cite, p. 310
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Eadiactor is observed as carefully as a model at a fashion

showaafrom every angle and in a variety of postures. The

nunutest details of dress are therefore important.59

Agahm.becw1se of the nearness of the audience, the properties must be

very realistic. Any attempt to use a fake property at a distance of

seven feet or less is obviously foolish.
60

In.summarizing the fundamentals, the following points appear to

be salient:

Directing

1. Study the responses of the child audience to learn about

directing for children.

2. In planning composition, be aware of the necessity for an

"un-mix ed-up" s tag 6.

3. Make the picturization tell the stony.

4. Control the rhythm of the emotional and exercise scenes.

5. Emphasize pantomimic action in building characterization.

6. Tell the story in action through clear and precise use of

stage movement.

7. Select a cast with acting ability and an interest in learn-

ing to play for children.

8. Be aware of the importance of projection when playing for

children.

Designing

9. The set should be simple, attractive, and colorful, suggest-

10.

ing detail rather than supplying it.

iBeauty should be a factor in designing sets and costumes.

 

59 LOCO Cite

60 Ibid., p. 55-34.
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ll. Whenever possible, the use of a variety of sets is recommended.

12. In designing sets and costumes, consider the children's pre-

conceived ideas.

If the play deals with history, the sets and costumes should

be accurate.

13.

14. In lighting, the emphasis should be on selective visability.

Interesting stage effects are valuable and may'be enhanced

by lighting effects.

15.

Special lighting effects appeal to the children and may have

value psychologically.

16.

The fundamentals of arena staging and design, as stated earlier, apply

without exception to children's theatre. There are two points, however,

where there is a difference in degree. Hughes pointed out that the

furniture must be low; obviously for the children it must be even lower.

Also, although no specific statement was mde about the distance of

the actor from the audience, it is important that the actor maintain a

distance of five feet from the first row. The children, as they become

emotionally involved, express their reactions overtly. Sometimes, and

particularly in the case of "bad" characters, the child in the audience

will grab for the actor, strike the actor, or attempt to hinder the

actor's movements. While these overt responses are in themselves excel-

lent, they should not be allowed to stop the play.

Therefore, the two fundamentals applicable to children's theatre

arena style, as observed by the author are

1. Keep all furniture at or below four feet in height.

Allow a distance of five feet between the actor and the first

row of the audience.

2.
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ILLUSTRATION OF FUI’DAMEI‘ITAIS BASED 07?

"HOW THE STARS WERE TIADE"

To facilitate illustrating the fundamentals, examples of their

use will be taken from the play as a whole, discriminating only when

necessary between the proscenium and arena scenes.

In order to clarify the explanation of the stage movement in the

scenes staged arena style, the author designated the platform-cot area

as the up end. Consequently, down was in the direction of the storage

chest, stage right in the direction of the table, and stage left toward

the cupboard. The author found these directions most practical for the

actor as they correspond not only to the general proscenium directions,

but also to the pattern employed specifically in the performance room

used.

The author studied child audiences for a year before attempting

to write and produce her play. The responses recorded aided immeasur-

ably in deciding moot points of directing techniques, as well as play-

writing techniques. This fundamental can not be over stressed, for

without fulfilling it, the director will have difficulty adjusting to

the other fundamentals which are so dependent upon understanding what

sati sfies the audience.

Simplicity and clarity in composition and picturization was

achieved by using emphatic stage areas for emphatic action. This

served to pin point the important dialogue and also placed the important

character where the other characters could play around him, thereby tell-

ing the story in picturization. For example, in Act I Scene I, Thor

strikes the moon with a thunder bolt as Vadi enters with the Cloak of
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Deep Darkness. The compositional technique used showed the moon shar-

ing the down center area with Thor. His mastery over her, both

physical and actual, cows her, and sends her to her knees. Thor re-

mains before her, standing, again illustrating his position of author-

ity over her. Vadi makes a weak entrance down right, levelling the

moon's position, and remains there holding the large cloak. He is

impotent physically and actually. Through this composition, the stage

picture emerges, telling the story of Thor's power over the moon, his

harshness in dealing with her, and Vadi's fear of Thor and love for the

moon. Another example of an "un-mixed-up" stage may be cited from

Act III Scene II. With the entrance of Aunt Anna from the down right

straight across to center, the moon, Father, Astara, and Vadi step up,

giving the center to Aunt Anna and Thor. Odin remains seated, receiv-

ing emphasis from this isolated position and from the guard standing

above and to the left of him. The composition leaves little doubt as

to the important character in the episode, as the entire center area

Also, the picture formed tells the story. Vadiis open to Aunt Anna.

and Astara are together, Father and the moon protecting them. Aunt

Anna stands alone. Thor, relying on Odin's approval, steps between

Cdin and Aunt Anna. The composition and picturization, therefore, work

as a unit, giving clarity and meaning to the director's static place-

ment of the characters.

Controlling the rhythm of the scenes which stress exercise and

highly emotional action may be accomplished in large extent by the

playwright. However, the director needs to lay a governing hand on

”
'
1
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the text of the play in order to insure just the right amoxmt of

response. For example, in Act I Scene II, the highly emotional

episodes between Astara and Father and then Astara and the moon had

to be controlled by the use of viviacious scenes preceding and succeed-

ing. The preceding episode ends with Aunt Anna's scornful laugh, a

direct contrast to Father‘s quiet entrance and affectionate greeting.

The talk between Astara and the moon ends abruptly with Vadi's entrance.

The duration of the episode is decided by the dialogue, but the timing

of the end of the preceding scene and the beginning of the succeeding

scene is decided by the director. In this case, the author was afraid

that the affection and sentiment might pall if it were over done.

Consequently, the scene was played as a pleasant interlude-~a sign of

a relationship to be stressed later. As another example of controll-

ing rhythm, the conclusion of Act III Scene I offers an episode. The

audience reaction is at a very high peak as Astara and Father 'run from

the kitchen. The appearance of Aunt Anna and her chase after them

must come just as the audience is about to breathe a sigh of relief.

If her entrance comes too early, there can be no time for the audience

to recover from the suspense of knowing whether Father will stop Astara

or go with her. If her entrance comes too late, the exhilaration of

a plan well executed will have died. Consequently, it is the director's

responsibility to send Aunt Anna on at the point between these two re-

sponses, thereby sustaining the rhythm of the episode.

Stage movement and pantomimic dramatization are extremely im-

portant to the author's play. In order to tell the story in movement,
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the characters must constantly show their relationship to each other.

In Act II Scene I, Odin precedes Thor, showing his authority over this

At the conclusion of this scene, however, Odin moveslesser god.

This israpidly from down right center to down left to admonish Thor.

a strong cross which indicates Odin's intention of reprimanding him.

Another example occurs in Act III Scene I, during the three episodes

which establish the fact that there are holes in the cloak. The first

discovery is made by the children, and Lars takes the cloak from the

down area to up center. Everyone in the audience can see the holes,

and Astara's movement to get the cloak away from her friends shows her

consternation. Vadi's reaction of disbelief is shown as he crumples

the cloak after seeing the holes and walks away in bewilderment.

Again, Aunt Anna's discovery is made as she holds the cloak up and

models it, thinking of a way to use the material. Brief stage move-

ments--Astara sitting on Father's lap, the moon's farewell kiss to

Vadi, Father's instant recognition of the moon as Sonja, his wife--

tell the story of relationship. as clearly as do the lines. Every

movement made by every character was carefully planned and noted.

There can be no uncharted pacing in a children's play. Even turns in-

volving only a slight body movement were planned mid used consistently.

It is through this close attention to every movement made that the

director maintains clear-cut, precise stage movement.

There is one other important point to consider in this matter of

stage movement. In order to be valuable, stage movement mst be seen.

Action which occurs on the floor of the stage or in the extreme up
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areas will be missed by most of the audience. In Act I Scene I Vadi

kneels at the moon's knee. The movement had to be designed so that

Vadi knelt high, with a straight spine, and faced almost full front.

Otherwise, he would be out of view and the episode would be lost in

the noisy scrambling of each child in the audience trying to see.

This same movement occurred in Act I Scene II between Astara and Father,

and the same direction of kneeling high was given. In Act II Scene II,

when Vadi runs from under the bed to the cupboard, the better way to

do it, in terms of hiding himself, would be to crawl on his hands and

knees. However, this movement would have been lost to the back rows,

so direction called for Vadi to run and dive. As long as Aunt Anna had

her back to him, he was safe from discovery. In terms of pantomimic

action, Vadi's move was consistent. His characteristic impetuousness

was aptly portrayed by his brief, harried run.

The arena staging demanded much more detailed and accurate panto-

mime than is usual in a proscenium production. Generally, the manner

of walking was the single most indicative means of gaining character-

ization through pantomime. Vadi was characterized by a bouncing walk,

and Astara by an even grace. The moon‘s flowing gestures set Thor‘s

sudden heavy movements in sharp outline. Father's weariness served to

emphasize Aunt Anna's knife-like movements. For Aunt Anna, pantomime

was particularly important. Her facial expression and sharp crosses

accompanied by rudeness of manner were excellent for reinforcing the

characterization which came through the lines. Without Thor's strid-

ing crosses and hurling of the thunderhammer, without Astara's lightness
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of movement and easy grace, without Vadi‘s constant exuberance and

twinkling eyes, the play would have been lost, for it was through

these gross movements and characterized pantomime that the story could

best be told.

The cast of "How The Stars were Hade" were very much aware of

the child audience responses, and of the need for projection. An ex-

ample of this awareness was apparent when the actor playing Thor

realized that he could best attain his character by his movement and

pantomime, rather then by relying on huge voice volume. The loud voice

frightened the children, but his movements and the thunder bolts did

not. As the character of Thor was not written as a fearsome one,hut as

a powerful one, the actor and the director supplied the latter inter-

pretation by subjugating the other characters through movement contrast

and compositional emphasis. Aunt Anna, as an actress, welcomed the

jeers and hisses she received every time she entered. She understood

that the release which her character was designed to afford was being

successfully achieved. Projection proved a problem in the arena scenes,

as the room was not built for accoustical soundness. The characters

who played arena found that by turning their heads as they spoke, their

voices carried farther.

The sets for the play were simple, easily executed, and varied.

Act I Scene I was done against colorful drapes, with elaborate furniture

suggesting a palace room. The arena scenes were one set, relying on

merely a change of properties to illustrate a change of time. The

colors were bright yellow and dark green, with rose and tan as compliments.
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Using the suggestive factor as a basis, an imaginary window was placed

over the bed. The characters referred to it, the moon shone through

it, and the audience accepted it as a reality. By piling wood

kindling near the door, a stove in another room.was suggested. The

only furniture used was that which was needed for the action: a table,

two chairs, a bed, a cupboard, and a storage chest. Act II Scene I,

laid on a mountain top, consisted of three mountain flats against gold

drapes. Act III Scene II was again suggestive of a room.in a palace

using only drapes and elaborate furniture. A beauty of design was

gained through the use of color and through simplicity in the execution-

of detail. This same concept guided the choice of costumes and costume

materials. The colors of the costumes, Thor in gold, Odin in purple,

Vadi in green, the moon in silver, Astara in blue, Father in brown and

black, and Aunt Anna in a rich maroon, blended vividly with the set.

The gods, Thor and Odin, and the moon when serving Thor, wore satin--

the shiny material so attractive to children.

The costumes of the play followed no definite period design. The

play did not concern itself with history, and, as a result, the effect

desired was one of "long ago." The sets were also non-period, designed

to represent a common, humble kitchen, a lavish palace, and a far away

inountain top.

The special effects, both in light and sound, were employed to

enhance character, liven otherwise talky scenes, and in one instance,

to build a beauteous scene. A tin thunder sheet struck by an iron

liammer served as Thor's thunder bolt. The effect of the sound when
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used in Valhalla was doubled by flicking the lights simultaneously.

However, when the thunder was heard on earth, the noise itself sufficed.

Another interesting effect occurred in Act III Scene I. Vadi had to

disappear from.the playing area. To accomplish this, thunder sounded

and lightening (flickering lights) flashed, followed by a two second

blackout. The thunder rumbled throughout the blackout, causing the

audience to be more concerned with the noise than with the absence of

light. Vadi ran from the stage during the blackout, and the lights

came on suddenly to show Vadi gone. Light effect alone was used to

emphasize the moon‘s two appearances to Astara. The beauty of this

tall woman dressed in silver satin and outlined by a projector spot

'with an iris attachment was felt by the audience and remembered as one

of the high points of the play. Besides achieving an appealingly

'beauti”ul effect, the character of the moon was reinforced, for to

children, the beautiful is synonomous with the good.61

The lighting design was simple in structure, dealing with bright,

over-all light in all scenes except one. In Act I Scene II the time

vwas twilight, and soft lavender gelatins were used. This ordinarily

<1im.and gloomy effect was justified by virtue of the arena staging and

tflde light contrast afforded when the moon appeared. The audience was

sc> close that visability was not interrupted, and yet the atmOSphere of

riight time pervaded.

Examples of the fundamentals of directing and design for a child

axidience have been given, and illustrations of the author's decisions

 

61Ward, 32. cit., p. 207.



regarding the various techniques have been made. The primary concern

of the author in directing and designing for "How The Stars were Fade"

was the manipulation of stage movement and pantomime, and the timing

of the exercise and emotional scenes.
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CHAPTER IV

THE PYODUCTION BOOK

The production book of "How The Stars‘fiere Nada" contains the

floorplans, plots, cue sheets, and rehearsal schedule used in the

production.

As the author wrote and directed the production, but did not de—

sign the scenery, no sketches of the set are included. Accurate views

of the sets may be seen in the photographs of the scenes included in

Chapter I.

Although the stage manager is usually responsible for all back-

stage mechanics, flexible staging and extremely limited lighting

facilities made it necessary for the director to divide these respons-

ibilities between members of the light crew, the stage manager, and the

assistant stage manager.

The stage manager was responsible for the curtain, act house

Slight cues, and backstage proscenium.mechanics. The assistant stage

rmanager was responsible for the arena mechanics. One member of the

Ilight crew was responsible for the special effects and another for

teasing the major act cues from the stage manager and also giving the

iirtra-act light cues to his assistant.

Therefore, the cue sheets are divided in what may seem an unusual

Inaaner: a light cue sheet, a special effects one sheet, a stage

rmarmxger's one sheet, and an assistant stage manager's cue sheet.



DESCRIPTION OF LIGHT AND SET
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DES TlIPTION OF LIGHT AND SB

ACT I SCBTE I . .. Valhalla

Gold drapes full on three sides

‘i’ahogany chairs .. large and ornate

’hhogany table .. large and ornate

Onyx pitcher and onyx stemware glasses

Hot, bright light ... unreal, other world effect

ACT I SCSITB II ... Earth

Vivid yellow table and two chairs

Dark green cloth on table

Pink asters in pale green pitcher on table

Pine stained cupboard and chest

Rose blanket on bed

Dark green dutch door

Deep red folding screens at archway

Disk

ACT II SCENE I ... Asgard

Gold drapes full on three sides

Three mountain flats of purple and gold

Black enamelled box with gilt trim

Not, bright, light ... unreal, other world effect

Spot on box

Same set

Bright daylight

Same set

B ri ght daylight

Earth

M
_
_
.
‘
_
§
-
_
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ACT III SCAXE II ... Valhalla

Gold drapes full on three sides

One mahogany chair ... large and ornate

One pot of palms

One mahogany table ... large and ornate

Onyx pitcher and six onyx stemware glasses

Onyx tray

Hot, bright light ... unreal, other world effect
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LIGHT PLOT
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LIGHT CUE SHEET

Stage Lights - Foots and Borders plus Par 38 off R, Elipsoidal

Spot C on border, and Projector spot on floor

L behind masking screens.

Arena Lights ~ Three Par 38 on House Light Circuit-#1 with #57 gel

Three Par 38 on House Light Circuit #5 with #57 gel

Three Par 38 on House Light Circuit #2 with #17 gel

House Lights - Nine ceiling lights on Circuits #4, #5,=#6.

CUE #1 Open Act I Scene I

work lights off

House lights off

Foots and Borders up

CUE #2 Close Act I Scene I

Open Act I Scene II

Stage lights off

Ccunt t en

Arena lights up - HL-#2

CUE #3 "Odin Bless you, father... and a good night's rest." In 26

Projector spot on full spot

CUE #4 "Take care of him, my little one... Take care of him." p. 7

Take spot out to zero

CUE #5 Close Act I Scene II

Intermission

Arena lights off

Count ten

House lights up

Work lights up

CUE #6 Open Act II Scene I

'Work lights off

House lights off

Borders up

Par and Ellipsoidal up

CUE #7 Close Act II Scene I

Open Act II Scene II

Stage lights off

Count twenty-five

Arena light up - H. L. #1, #2, #3



CUE #8

CUE #10

cue #11

mm: #12

CUB #13

145

Close Act II Scene II

Intermission

Arena lights off

Count ten

House lights up

Work lights up

0pm Act III Scene I

Work lights off

House lights off

Count twenty

Arena lights up - HL #1, #2, #3

"She just wants it for herself, that's all. Though

what she could do with it, I don't know." p. 69

Projector spot up with pinpoint iris

"Go to the foot of the elm tree. Follow the path there.

But hurry... hurry..." p. 69

Projector spot off. No fade

Close Act III Scene I

0pm Act III Scene II

Arena lights off

Count twenty

Foots and borders up

Close Act III Scene II

Final Curtain

Stage lights off

House lights on

Work lights on



CUE SHEET FOR SPECIAL EFFECTS



CUE

CUE

CUE

CUE

CUE

E
d
d

CUE

CUE

#1

_r

V

CUE #10

CUE #11

SPECIAL EFFECT CUE SHEET

Two blows with hammer

Borders flicker three

Two blows with hammer

Borders flicker three

Two blows with hammer

Borders flicker three

Two blows with hammer

Borders flicker three

Live squawks Two

Chair dropped

Two blows with hammer

Two blows with hammer

H. L. CirCUitB 1,233,

on tin sheet

times

on tin sheet

times

on tin sheet

times

on tin sheet

times

on tin sheet

on tin sheet

flicker three times

Three blows with hammer on tin sheet

H. L. Circuits 1,2,3,

Three second blackout

Two blows with hammer

Live squawk One

Live squawks Three

flicker twice

on tin sheet

Act

Act

Act

Act

Act

Act

Act

Act

Act,

Act

Act

146

I Scene I p. 12

I Scene I p. 16

II Scene I p. 35

II Scene I p. 40

II Scene II p. 49

II Scene II p. 54

III Scene I p. 61

III Scene I p. 66

III Scene I p. 68

III Scene I p. 70

III Scene I p. 70



PROPERTY PLOTS
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DESCRIPTION OF PROPS

STAGE:

Onyx pitcher

Six onyx glasses

Onyx tray

Silver flute in black case

Black corduroy cloak

Pot of palms

ARENA:

Dark green tablecloth

Pink asters in pale green pitcher

Three white porcelain bowls

Three spoons

Sausage

Frilly lace pillow six inches square

Straw'broom

Sheets, pillow, pillow case for bed

Rose blanket

Bread crumbs

mending basket with threads and so forth

Tailor shears

PERSONAL:

Large glass pepper shaker

Hammer

Four inch multi colored bird

Small hand axe

Five small logs

Twelve inch gold scepter

Eight foot spear

Hair brush

Ball of silver cording

Yard of pink satin ribbon

PRODUCTION NOTE:

If three black corduroy cloaks are used, the mechanics of making the

stars is much simpler. Make one whole; have tiny holes cut in the

second; sew Large gold stars on the third. The author used two, one

'with holes and one without. The one with the holes in it was ex-

changed for the one without holes after Act II Scene II. During

Act III Scene I, the costumiere sewed gilded cloth cut in a star

pattern on the cloak without holes in it. Between Act III Scene I

and Act III Scene II, the prop girl ran this cloak to backstage.
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PROP LIST

HOW THE STARS WERE MADE

ACT I SCENE I

ON STAGE PERSONAL

1. Three glasses on table (C) l. Thor - hammer

2. Pitcher (full) on table (C) 2. Vadi - pepper shaker

3. Flute and case on chair (L) 3. Cloak off right

4. Moon's robe off left

ACT I SCENE II

ON STAGE ERSONAL

l. Tablecloth on table 1. wood off R proscenium

2. Centerpiece on table 2. Aunt - parakeet

3. Dishes (bowls and spoons) on cupboard

4. Broom against cupboard

5. Cot dressed

ACT II SCENE I

ON STAGE PERSONAL

1. Cloak in box (C) l. Thor - hammer

2. Odin - scepter

3. Guard - spear

ACT II SCENE II

ON STAGE PERSONAL

1. Table dressed as in I II 1. Aunt - parakeet

2. Bowl of bread crumbs on table 2. Father - axe

3. Sausage on cupboard 3. Vadi - cloak

4. Milk pitcher on cupboard (full)

5. Spoon on cupboard

6. PillOW'in chest

7. Broom against cupboard



ACT III SCENE I

ON STAGE

1. Cloak in chest

2. Mending basket on cupboard

3. Scissors in.mending basket

ACT III SCENE II

ON STAGE

1. Six glasses on tray on table (C)

2. Pitcher (full) on table (c)

3. Pepper shaker behind table leg (C)

4. Pot of Palms UR

l.

2.

3.

l.

3.

4.

149

PERSONAL

Father - axe

Astara - brush

Vadi - ball of moonbeams

and ribbon

PERSONAL

Odin - scepter

Thor - hammer

Astara - cloak

Guard - spear _
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STORAGE OF PROPS

HOW THE STARS WERE MADE

l. Pitcher, tray, glasses.................................. off R

2. Flute and case.......................................... off L

3. Thor's hammer........................................... off R

4. Pepper shaker........................................... off R

5. CloakOOOOOOOOOOOOOOOO......COOOOOOOOOOOIOOOO0.00.0000... OffR

6. Tablecloth, centerpiece, dishes, pillowg broom, linen

for cot, food, mending basket and scissors........... Room 308

7. Parakeet and hair brush.................'Wbmen's Dressing Room

8. Axe..................................................... off R

9. wood.................................................... off R

10. Scepter and Spear....................................... off L

11. Ball of moonbeams, ribbon of clouds..................... off R



COSTUME PLOT
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MAKE-UP PLOT
 

 

 

 

 

 

 

 

 

CHARACTER DESCRIPTION MAKE-UP

iMax Factozj‘

Vadi Juvenile 11 years old Pancake #23

Impish and mischievous Light rouge

Light lipstick

£3 brown _eye mke—up

Thor God ageless Pancake #28

Gold eyebrows and beard #3 light brown liner

Medium rouge

Gold beard 8c eyebrows

Moon Middle aged woman Pancake #24

Serene beauty #3 brown liner

' Hair in nob Brown eye make-up

Light rouge 8c lip-

stick_

Astara Juvenile 12 years old Pancake #22

Sweet and pretty Light rouge 8c lip-

Hair pulled back behind ears stick

#3 blue liner

Brown eye make-up

Father Middle aged man Pancake #26

Knarled and worn #2 dark brown liner

Beard Light rouge

Kindly face and eyes Brown eye make-up

Brown crepe hair

beard d: sideburns

Aunt Anna Middle aged woman Pancake #25

Attractive #1 black liner

Selfish eyes and mouth Light rouge and lip-

Black wig with skin cap stick

Hair long and curled Black eye make-up

Black horsehair wig

Odin God ageless Pancake #28

Vibrant color #2 dark brown liner

Medium rouge

Guard Straight young man Pancake #23

#2 liner

Light rouge
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KMKE-UP PLOT

CHARACTER DESCRIPTION lflKE-UP

Christine Juvenile 12 years old Pancake #22

Hair in pig tails Light rouge & lip-

stick

Marta Juvenile 9 years old Pancake #22

Hair straight Light rouge & lip-

stick

Neil Juvenile 9 years old Pancake #22

Accent on eyes Light rouge

Lars Juvenile 10 years old Pancake #22

Face dirty, hair tousled Light rouge



STAGE 3M1~TAGERS' CUE SHEETS
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CUE SHEET - STAGE RWIAGER

House Lights Down

Opening Curtain

CUE #1 Vadi sits chair C giggling

Fast Curtain

End ActI Scene I

Allow five minutes between Act I Scene II and Act II Scene I

House Lights Down

Opening Curtain

CUE #2 Thor stands C throwing thunder bolt

Fast curtain

. End Act II Scene I

Allow ten minutes between Act II Scene II and Act III Scene I

House lights down

Arena scene

Allow twenty seconds between Act III Scene I and Act III Scene II

Slow opening curtain

CUE #3 Ensemble grouped around C laughing

Fast Curtain

Find Act III Scene II

Allow three seconds

House lights up
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CUE SHEET - STAGE MANAGER AND ASSISTANT

ENTRANCES AND EXITS

Act I Scene I

Vadi on stage

Thor enters UR, exits UR

Nbon enters DL, exits UR

Between scenes check that:

Vadi is off R

Mbon is off R

Thor is off L

Astara, Father, Aunt are behind masking screens

Act I Scene II

Astara on stage

Father enters archway, exits archway

Aunt Anna enters archway, exits archway

Mbon enters DR stage, exits DR stage

Vadi enters door, exits door.

Between scenes check that:

Astara, Father, Aunt go to Room.508

Vadi is off R

Thor, Odin, Guard are off L

Moon is off R

Act II Scene I

Vadi on stage, exits DL

Thor enters DL

Odin, Guard enter DL, exit DR

Moon enters DR, exits DR

Between scenes check that:

Vadi is off R

Father is off R

Astara and Aunt are behind masking screens

Act II Scene II

Astara on stage, exits archway

Aunt on stage, exits archway

Father enters door, exits door

Vadi enters door
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Between scenes check that:

Vadi is off R

Father is off R

Astara, Aunt are behind masking screens

Neil, Lars, Marta, Christina are off R

Act III Scene I

Astara enters archway, exits door

Father enters door, exits door

Aunt enters archway, exits door

Four children enter door, exit door

Vadi enters door, exits door

Between scenes check that:

Odin, Thor, Moon are off L

Guard, Astara, Father, Aunt, Vadi are off R

Four children are sent to Room.308

Act III Scene II

Odin, Vadi, Moon, Thor on stage

Astara enters DR

Father enters DR

Aunt Anna enters DR, exits DL

Guard enters DR



THE RSHEARSAL SCHEDULE
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CHAPTER V



CHAPTER V

SUHWARY OBSERVATIONS BASED ON

"HOW THE STARS WEPE MADE"

The author's purpose in writing this final chapter was to offer

her observations as a playwright and a director, in the hopes that a

newcomer to children's theatre might better understand the ramifica-

tions of writing and producing for the child audience. Consequently,

the content of this chapter constitutes what the author feels are the

points deserving primary emphasis in writing and directing children's

plays.

Basic to any discussion of dramatic techniques is a clear under-

standing of the audience involved. Adult audiences differ--so do

children's. It is impossible to categorize, pigeon-hole, or specify

the child audience. Every community will produce a different kind of

audience, with different interests, desires, and needs. The important

point is to recognize the existence of these interests, desires, and

needs, and then strive to satisfy them. A play which contains the

essential elements discussed in Chapter II, produced by a director who

has absorbed the fundamentals discussed in Chapter III should result

in good theatre for children.

The makeup of an audience is a vacillating entity over which the

playwright and the director have no control. Although the play may

have been written for the nine to twelve year old group, children from

two to fourteen may come. The answer to this problem is yet to be found.
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The director may make concessions by altering parts of the play, em-

phasizing certain effects, or trying to gain universal interest

through spectacular and colorful sets and costumes. The playwright

may include episodes designed to elicit a response from.oertain age

groups other than the group for which he is writing. However, if

either the playwright or the director goes too far, the play will

suffer from lack of unity, clarity of purpose, and fidelity to good

dramatic technique. And these tenets are the basis of teaching the

children what is good theatre. Perhaps the best answer is to write a

play for a specific age group, play the play as it is written, and

hope that the thrill of theatre--seeing real people doing real things--

will satisfy the others.

The children's response to theatre is in every way uninhibited.

They express their feelings out loud, without restraint. They "feel"

“din the characters they like, experiencing physically and overtly the

emotions under which the characters are working. Children refuse to

be confined by theatre etiquette--sitting down, being quiet, politely

yawning. They rise and walk around when they wish, prompted either by

great emotional reaction or great boredom. They yell and scream,

guffaw loudly, shout warnings to their favorite characters, and, most

important, if the play makes them want to yawn, they either leave the

theatre-noisily-or they put on their own shOW'with the aid of their

neighbors. The playwright or director who does not make things happen

on stage, may be sure that the actors in the audience will make things

happen off stage. Children want to act, want to be given a release.
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They act when playing, pretending, and daydreaming. They come to the

theatre to act with the characters-~and hOW'verbal they become when

the play won't let them!

The playwright and director who have observed these reactions

become more aware of the importance of the fundamentals of writing

and directing for children. They begin to realize how exercise scenes

really do exercise the child's tense, tired muscles; hOW'beautiful

episodes send a chill down their spines; hOW'honest comedy makes them

scream.with delight. The playwright and director become cognizant of

the greatest tribute a child can pay to the production. The tribute

is not applause, for the child audience rarely claps, but a smiling

face which shows signs of an easy weariness. For the showrwhich really

plays with the children in mind will put each member of the audience

through a series of highly vital and exhausting experiences, both

physical and emotional, and will stop conclusively with a happy, thorb

oughly satisfying and neatly packaged ending.

The author's experiences have shown more clearly than any book or

article the things which have appeal for children. There is no sub-

stitute for seeing the audience, feeling the audience reactions, and

consequently knowing the audience. To understand children, one must

be with them; to be with them, one must respect them; to respect them

is to know the child audience.

Once the child's reaction to visual experiences is noted, the

playwright can not help but be impressed with the importance of opening

the play with pantomime. By doing so, the child is given time to adjust



171

to the set, and to the time and period it denotes. No dialogue is lost

through the child's verbalizing his reactions, for there is no dialogue.

The play, and each scene for that matter, should begin with the story

told in action. Although this point has been illustrated in Chapter II,

it is important enough to warrant more detailed examination.

The opening of the second scene in the second act of "How The Stars

Were made" was planned for pantomime for many reasons. Although the

set was not altered, except by the addition of properties, the time of

day had changed from twilight to noontime. This meant that while much

of the set had been obscured by shadows in the previous arena scene,

now every detail could be seen. The flowers on the table were real, and

the children wanted to know that. There was real food in the cupboard,

and Astara prepared it for her Aunt and Father. Keetie, the parakeet,

so important to the action of this scene, could be clearly seen, and

all curiosity about him.vented and satisfied. Besides allowing time

for these visual adjustments, the pantomimic action gave important

clues to characterization. Aunt Anna was shown as selfish and wilful,

sitting and petting Keetie while Astara, obedient and pleasant, pre~

pared lunch. The opening dialogue restates the pantomime, as Aunt Anna

coos baby talk to Keetie and then speaks sharply to Astara about lunch.

It is not enough, however, for the playwright to write in the

pantomime. The designer must give the children something to look at,

must clearly express the important factors of time, place, and mood.

The set should be simple and colorful, indicating the place. The sug-

gestions of detail should be precise, not veiled implications. The
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period may be suggested by costume or set, or by both, but again the

designer should leave the audience in no doubt as to when.the play

situations took place. Lights set the time of day, again without sub-

tlety. The mood is a combination of all these designing techniques

plus the playwright's concept and the director's interpretation. The

important point is merging the three elements into absolute unity.

Within this unity there must be rhythm. The director should de—

cide the rhythm on the basis of the playwright's concept and the

children's reactions. When dealing with pantomime, the rhythm factor

is doubly necessary. The duration of the episode must be neither too

long nor too short. It is a matter of allowing time for the children

to adjust visually and no more.

The exact length of time the director should allow for any panto-

mimic moments can not be stated, because with each play, each actor,

each moment, the time will vary. However, if the director is aware of

his audience and the length of time they usually need for adjustment,

and if the actor can carry the pantomime through meaningfully, the

problem of duration diminishes to a question of the director‘s discre-

tion and taste. Once the rhythm.of the entire episode has been decided,

the director needs to set the rhythm within it. The pantomime should

help the director and designer set the mood. Returning to the illus-

tration of the opening of Act II Scene II, the decision as to Astara's

movements in preparing lunch are the responsibility of thedirector.

The playwright had set a mood by his choice of time and activity, the

designer had reinforced these choices. Now, had Astara yawned as she
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worked, or been very slow in her movement, or had she misplaced some-

thing and looked for it, the unity would have been destroyed. The

movements had to be of normal speed, decisive, and clear-cut, illus-

trating a nice child deliberately and responsibly preparing lunch.

Consequently, looking at the problem from.her own experience with

it, the author feels that pantomime is extremely vital in allowing

time for visual adjustment to the place, time, and mood. If used

purposefully, opening pantomime can also assist the director in estab-

lishing character and the rhythm.of the scene to come. Pantomime is

definitely a positive manifestation of a conscious effort to please

and satisfy a child audience.

To by-pass the point of controlling the exercise scenes would be

to lose sight of one of the most outstanding factors of writing and

directing for children. The exercise scenes, those which are designed

to provoke muscular reactions (jumping up and down, shouting, clapping)

in the audience serve primarily to relax tired muscles. The child in

the audience suffers from tensions just as an adult does, and in

children's theatre, scenes can be played which will release these

tensions. The reason is simply that while the adult rarely ceases to

hold a tight rein over his emotions, the child freely loosens his hold

on the rains and enjoys the invitation to react overtly. Besides these

already present tensions, the play often builds neW'ones, as the

children experience thrilling, exciting, tender, and frightening situa-

tions with the characters. The exercise scene is undoubtedly an excel-

lent answer to affording release. The only premise under which the
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playwright may write such a scene, however, states that the audience

must be reacting with the character who is leading the muscular

exercise.

Taking a specific illustration may clarify the point. In Act I

Scene 1, within two minutes of the opening curtain, there is a chase.

Thor chases Vadi around the room. The playwright, knowing the princi-

ple of including exercise scenes, assumed that beginning the play

with such highly muscular action would be exciting, tell part of the

story, and give an opportunity for release from tensions. Identifica-

tion'with Vadi on the part of the audience, establishment of Thor's

character as one who deserved to be tricked--these two points were

noticeably absent. The result was a chase on the part of the two actors,

while the audience watched. Even when Vadi tripped Thor, a point which

was written.to be highly comic, no response other than a few short-lived

guffaws was elicited. The answer lies in the fact that the audience

had not as yet accepted Vadi as sympathetic, were not as yet adjusted

to the play and the characters. The playwright who is consciously

'writing an exercise scene would do well to recheck the episodes which

precede it and assure himself that he has given the children time enough

to become one with the character and may therefore expect the audience

to participate in the character“s actions.

The director, too, has a responsibility in this area of exercise

scenes. In the case illustrated above, there was little the director

could do without altering the script. However, in Act II Scene II,

when Aunt Anna almost discovers Vadi, the director had to be aware of
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playing the scene at too high a pitch. While the response to Vadi's

foiling of Aunt Anna is broad laughter, following the muscular re-

sponse to Vadi's wriggling and squirming in escaping her, it should

not be over-done. The scene is only a means of building to the climax,.

and as such should be a comparatively mdnor incident comparable to any

other single, isolated incident in the play. It is the tendency of

directors and actors to over-do these exercise scenes, to “milk” them,

as the saying goes, emphasizing, therefore, the single incident rather

than the place of the incident in the whole. The children will laugh

and scream and jump and clapv-but they will expect, and rightfully,

that the next point will be still higher. As it is impossible, perhaps

even undesirable, to build a play to such a high peak as emphasis on

the exercise scenes would demand, the director has to control the play-

ing within the scene and also time the beginning of the next. In.the

case of the scene in Act II Scene II, Aunt Anna is barely out of the

room when Vadi emerges with dialogue and new action. While the play-

'wright has written the scene, the director is the sole judge of how it

should be played.

The result of the author's observations in the area of writing and

directing exercise scenes leads to the statement that exercise scenes

are valuable only when'the playwright has fully accomplished the pre-

liminaries of establishing characterization, and only when the director

controls the emphasis and timing of the scene on the basis of its place

as a component of the total.
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The playwright as he writes, knowing the fundamentals of making

the characters broad, either "good" or "bad", and of creating a char-

acter or characters with whom the children may beneficially identify,

should not overlook the danger of building "bad" characters who are

too familiar. While this observation may seem to belie an earlier

statement that the characters should be real, it actually does not.

For the reality should not be the result of a completely true picture

of an individual, but rather the result of suggesting reality through a

measured combination of actual traits and super-imposed, artificial

traits.

To illustrate, in drawing Aunt Anna, the playwright was continual-

ly aware of the danger of forcing the audience to see in Aunt Anna

characteristics of any actual female relative. Originally, Aunt Anna's

character was designated as Step-mother. In planning the scenario,

however, the question of modern step-mother-step-child relationship

was raised, and the problem.of coping with even the small minority of

children whose feelings against their step-mothers might be defined

through identification was proved insoluble. Obviously, if the children

identified the playwright's character with an actual person, tensions

might be increased, instead of alleviated as was the play's design.

Deliberately, then, the playwright withdrew the Step-Mother character

and substituted a maternal aunt. While Aunt Anna must be real, she

must also be beyond the child's experience-unfamiliar to the extent

that identification is impossible. The result of pondering this question

was Keetie, a pet parakeet strapped to Aunt Anna's wrist. This unusual
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twist took the tint of positive actuality away and left in its place

a real character. In drawing Thor, the danger was not so imminent.

For Thor, by virtue of his position as a god, is removed from the

realm of the child's experience. While he manifests a real person's

emotions and desires, he remains aloof from any attempt to relate him

to an actual person.

The director should work with the playwright's conception of the

character and reinforce the unusual qualities whenever possible. Odd

mannerisms, unpleasant movements, uncommon vocal patterns, will assist

immeasurably in accenting the unreal wifiiin the real. Using'Aunt Anna

and Thor as examples, abrupt, sharp movements were characteristic of

them. Thor's striding was heavy, and he swung his thunder hammer

ominously and prominently. Aunt Anna's voice was shrill and high-

pitched; her laugh was incomparable in its indication of a selfish and

condescending attitude. The playwright can plan the unusual, write

about it, describe it; the director makes the decision of emphasis.

The implications of these observations on drawing and delineating

characters are primarily intangibles. Within the broad, real, "bad"

characters, there must be an element of unreality which will remove the

character from positive actuality. How this is to be accomplished

depends on the character itself, and the imagination of the playwright

in drawing the character. Keeping the minority group in mind will help,

because the playwright should be completely aware of increasing tensions

in any child. The director should also realize these implications and

strive through his medium of interpretation and movement to reinforce

what the playwright has created.
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The playwright can not be content with a mere realization of the

value of a variety of emotional scenes. It is undoubtedly true that

by including scenes which call for an emotional response, the play-

'wright may offer the child many worthwhile experiences-eventing pent-up

rage, satisfying a desire for revenge, mollifying a need for affection,

affording an avenue for new emotions the child feels but does not

understand. It is also true that the inclusion of such scenes must be

in perfect accord with the story-line of the play, and controlled so

that the apex of the response may be reached but not exceeded. Too

often.the playwright, recognizing the need for lyric moments, st0ps

the story-line so that the characters may dance or sing. Or, he may,

recognizing the need for seeing the spectacular, stop the play to in-

clude a juggling act or live animal sequence.

In planning the scenario of "How The Stars were made," the author

changed Aunt Anna's pet from.a dog to a bird. A bird could be a faked

property because it is too small to be seen clearly, and it also is a

relatively unfamiliar pet. Flying was out of the question because it

was strapped to Aunt Anna's wrist. A dog, however, to be used in arena

playing, would have to be real because of its size and familiarity.

Leashing a dog would not control its leaps and barks, the two things

the audience might expect of a dog. While such antics would have de-

lighted the audience, the story-line might have suffered as too often

attention would be drawn to the unrehearsed cavorting. In some plays,

a live animal can be used plausibly and congruously, but the playwright,
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in calling up such an effect, must first examine the reasons for the

inclusion and let honesty to the story-line be the deciding factor.

The other consideration, controlling the response, may best be

explained through illustration. The affection and tenderness shown

between Astara and Father, Astara and the moon, and Vadi and the moon,

could not be stressed. The effect might easily have palled. 'With Vadi

in particular, any show of great emotion would have alienated him from

the audience. Consequently the scenes were short, preceded and succeed-

ed by something much more exciting, leaving the audience with only an

impression of the warmth of their relationship to each other. As

another example, Aunt Anna's cruel remarks to Astara and her harsh treat-

ment of the child allowed the audience to vent their feelings of anger

and revenge. However, if this avenue of escape were too broad, wide,

and over-stressed, the audience response might easily verge into either

disbelief or hysteria. The line is slim; it can not be definitely

demarcated. Only after'watching the audience to see how much they can

manage to beneficially absorb can the playwright set his standards.

One more example of controlling response was occasioned by Thor's

hurling of thunder bolts. The effect was designed to be thrilling

and spine tingling. The playwright in designating the episodes where

the effect was to be used was alert to the possibility of over-doing

and thereby killing the response. The audience reaction, if they

became accustomed to the sound, might easily be one of casual acceptance.

Then the effect as a means of stimulating emotion would be irretrievably

108t-
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The director, once again, should be amenable to the playwright's

concept. While the playwright may specify the length of the scene or

the number of times an effect is to be used, the judgement of the

director in timing the ending of the scene and the preparation of the

effect makes or breaks the episode. To illustrate, the director ob-

served that the effect of the thunder could be heightened if flicker-

ing lights accompanied the sound. However, this effect was used only

in the Valhalla scenes, and plain thunder without embellishment was

used in the earth scenes. The temper of the effect was, therefore,

changed enough so that it remained a thrilling stimulant. The scenes

which were designed to elicit responses of warmth and love'were ended

abruptly and decisively with an.active plot scene beginning immediately.

The moon's farewells to her son, for instance, were followed rapidly

by action scenes. The director who wastes no time in getting to them

will do more to satisfy the audience's plea for emotional releases than

the director who prolongs the transitions.

Therefore, the author feels that while children like to experience

various emotions, they also like to see a story.unfold without inter-

ruption. And, as with adult audiences, too large a dose of any emotion

may cause the patient considerable discomfort and perhaps antipathy or

lethargy. The director assists the playwright in eliciting healthy,

varied responses by controlling the extent of the response through tim-

ing, rhythm, and discrete judgement of the validity of the response.

In dealing with the effect of beauty, the playwright must be aware

of what is beautiful to children. Oftentimes adults find a beauty in
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language that is incomprehensible to children-~partly because they do

not hear it and partly because they do not understand it. Beauty is,

for the child, primarily visual. Language'tricks may be fun, may'be

comic, but rarely will they afford the child a sense of beauty. Color

is especially attractive to the child, as are shimmering metals and

materials. Lighting effects, functioning under the premise that color

is attractive, may also be used to evoke an appreciation of the beauti-

ful. But these means are beyond the scope of the playwright, whose

only medium is language. Consequently, in an attempt to provide a

sensation of sheer beauty, the playwright often becomes lyric in his

prose. As in the case of "How The Stars Were Made," some lines may

contain a lyric rhythm. The playwright may fashion them purposefully;

the actor may interpret them.artfully; but it is this author's con-

tention that these lines alone will not provoke a response. That is

the responsibility of the director.

The director can and should point up such lines with special

effects. Light, music, unusual movement which is in itself beautiful

and soothing, an especial color attraction--these are at the director's

disposal. To be specific, the moon's speeches in her appearances to

Astara have a quiet rhythm.to them. If the actress intones the words,

accenting the rhythmic beat, the dialogue is quite musical. To enhance

this dialogue, the director added a shimmering silver satin robe and

headdress and a spot light. The oral response of the children illus-

trated their appreciation, and the stillness of the room testified to
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their listening. A simple but effective use of the materials at the

director's disposal can elicit a response to beautiful dialogue.

The author has concluded, therefore, that beauty in lines may be

effective if the director reinforces these lines visually. The un-

usualness of the sight will attract audience attention and direct them

to the words. Then and only then does the playwright carry the re-

sponsibility of creating the impression of beauty in.the lines..

Children's plays often deal with action that must be seen and

understood by the audience but not by the other characters on the stage.

The playwright is wise in using this means of suspense (letting the

audience in on the secret), but far too often he fails to write the

scene adequately in terms of the composition, the picturization and

the logicality which the director needs to attain. There is an excel-

lent example of this'in the last scene of the last act of the author's

play. Vadi, on a stage full of other characters, must produce a pepper

shaker and pepper Thor's mede without being seen by anyone except the

audience. The ensemble, with the exception of the guard, is concerned

with admiring the newly made stars. The guard, however, is pouring

mode and can.not help but notice Vadi's machinations. The playwright

offers no solution and, in fact, poses another problemp-the sudden

appearance of the pepper shaker.

In this case, then, it is the author's observation that the play-

wright has shirked a responsibility of visualizing the scene as the

director must. If the playwright has a knowledge, however cursory it

may be, of the director's problems in staging various scenes, a happier
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unity between action, composition, picturization and logicality will

result. For the scene just described, the director was forced to put

Vadi up left center, in view of the audience, but behind the action

and dialogue concerning the stars. The guard stood up center, partially

turned from.Vadi, and deliberately ignoring him. The pepper shaker was

hidden behind a table leg, presuming, of necessity, that Vadi had

instruments of trickery secreted all over Valhalla. If the elements of

staging were weak, the playwright's lack of forethought made them so.

The conclusion may therefore be drawn that the playwright must be

constantly aware of the directing techniques to be employed in produc-

ing his play as he sees it. Even one slip may cause the director

serious staging problems.

Reiteration is the last point this author wishes to discuss. Her

observations have shown that important facts of exposition need to be

stressed and restressed in order to assure every child a perfect under-

standing. The playwright has a difficult assignment in dealing with

reiteration for nowhere should the statements be too plain or too ob-

vious. Yet, as stated in Chapter II, the child audience has difficulty

in grasping subtleties. The problem therefore evolves into one of

clever implications by many different characters and in many different

ways. Variety is the answer to avoiding obviousness in reiteration.

Examples of the variety of ways of implying facts or relationships

which the audience must understand can be cited from "How The Stars

Were Made." The problem was to show the family relationship which

existed between Father, Astara, the moon, and Vadi without over-stressing it.
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Half of the suspense of the last scene of the play depends on the

audience knowing that the family is about to be reunited to the comp

plete surprise of every character. In Act II Scene I, the moon tells

Odin that Vadi is on earth with his father and sister, and that one

simple statement suffices as the only concrete link between the four

characters. If the children miss that one line, and the playwright

fails to provide more references to the situation, the audience can

not be expected to fully appreciate the play. If, however, they do

catch the line and understand it, then the playwright must be careful

not to offend their intelligence by pounding the point home. Several

techniques are applicable to this situation. Terms of address are one

means: "my little one," "Moon mother," "my son." Astara's expressed

desire to have a brother, and Vadi's arrival on earth to satisfy this

desire was another means of implying the relationship. Explicit lines

told the audience that Thor kidnapped the moon and her son,'Vadi, from

the kitchen of their home, and also that Astara's mother and brother

'were kidnapped by Thor many years before the time of the play. Thus

the idea of parallel happenings was established in the hope that the

audience would put them.together. In Act II Scene II, Father is shown

as visably and audibly disturbed by the circumstances of Vadi's mortal-

ity and his desire to be Astara's brother. The playwright's purpose

was to drop a clue by having Father mumble, "I wonder if.." and then

quickly change to "But, no... never mind..." These implications of a

relationship which the audience must understand are means of accomplish-

ing reiteration which is given often and under a variety of situations

by a variety of characters.
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The playwright can not neglect this repetition of important points

and expect his play to hold. For the children, as in all other re-

sponses, are extremely verbal when they do not understand.

The director's responsibility in coping with reiteration is to

give it a comparatively high degree of emphasis. As the playwright is

using a subtle means to convey his idea, in not stating it openly, the

director can.not use a subtle staging or the result will be so veiled

that understanding is impossible. So the director stages important

reiterative scenes in prominent areas, relying on the playwright's use

of subtlety and implication to carry the interest.

Concluding then, the author feels that while children need a great

amount of "telling", they object to obviousness in the playwright.

Success in handling reiteration revolves around the playwright's employ-

ment of a variety of means to show relationships, and the director's

use of strong staging to emphasize these means.

Children are a fine audience, an appreciative audience, a critical

audience. The playwright and the director who find a niche in children‘s

theatre will have a happy time if only because they know that their

theatre is wholesome and meaningful. Children's theatre has so many

ramifications, does so many worthwhile things for the child participant,

that to discuss them.wou1d take another thesis study. However, and the

author has been striving toward this point, children's theatre offers

its members the reward of seeing children grow and develop under the

hands of their teachers, the playwright, the director, and the designer.

The author, after completing the total production of "HOW'The Stars were

lhde" feels that regardless of the effort involved, regardless of the
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tears and sweat demanded, nothing anywhere can match the thrill of

glimpsing the evolution of a child; the thrill of knowing that a part

of you has been given a corner in a child's heart; the thrill of being

the person who makes make-believe real and dreams come true.
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