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INTRODUCTION



AN INTRODUCTION TO TIE 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-

"l with this "widespread

spread interest in developing such a theatre.
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 childrem'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 childrem of the Duke of Chartes in the
late eighteenth century, taught not only manners and morals 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

! 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 Moscow Art Theatre estab-
lished a children's theatres. This project gradually expanded until
it could boast a "choice of plays any day in the week" to all the
childran of Moscow.?
The United States first recognized the wvalue 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 wes 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 !fel Pattens Its work was pri-
marily fundamentael, for through the medium of its publicationm,

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.’

2 1bid., ppe 10-21.
5 Ibid., p. 21.

4 Cora llel Patten, "How To Organiza A Junior Drama League,"
The Drame Magazine, 11331, October, 1920.

5 Cora Mel Patten, "Christmas Plays for Children," The Drama “agazine,
11:65, November 1920.
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The Drama League of America fathered many children's theatres, and
certainly can claim credit for boosting general interest in the area.®
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
developed and promulgated by the member chapterse One hundred and
forty-eight Junior League chapters in the 'nited States, Canada,
Mexico, and Honolulu, were producing plays for children in 1938.7
The number of producing groups has not increased substantially since
that t'lme.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 commnity
institution.g

The development and growth of producirg 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, op. cit., p. 23.
7 Ibid., pp. 24-25.
8 Personal interview, Mrs. John Seaman, July 16, 1951,

9 Ward, op. cit., pp. 25-26.



one hundred and forty-eight groups producing for childrem in the
United States.lo
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 founde 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
Associationes With these two points in mind, this author has been
interested in writing and producing a children's play with the proj-
ected 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 pley 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 1ouise C. Horton, Editor, Handbook for Children's Theatre
Directors, (Cincinnatis 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 chapterss Chapter I will be the acting script of the
author's play, "How The Stars Were Made"; Chapter 1J 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 emumerate 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".



CHAPTER I



HOW THE STARS WillE YADE

DESCRIPTION OF CHARACTESRS:

VADIs

THOR:

MOONs

ASTARAs

FATHER:

AUNT:

ODIN:

G'TAKDs

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
spesks, there is a rumble. He carries his thunder hammer
at all times. He is wvery proud of himself, his power over
the mortals, and his position in Valhalla. 0din 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 menner. 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 Annae She is Astara's maternal aunt. She is a
lithe, not too unattractive woman with a voice like a
fingernail on the black boarde She resents Astara. Her
main interest is her long black hair...end her main love
is a parskeet called Keetie, which perches on her wrist
most of the time. She is a pampered, selfish, nagging
woman .

He is king of the gods. He has a tremendous voice...and
a commanding mannere 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. Marta's brother.

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

LARS: A big boy of 10 The rough house of the group.
Christina's brother.

CHRISTINAs A homely child of 12,



ECW THE STARS VW2RE *ADDE

Lirht Cue Yo. 1 SCENZ: THE CURTAINS OPEN ON A LAVISH
STTIVG CONTAINING I PAPTICULAR, 3
LA2G3 CUAIRS AUD A TARLE., OF TiE TA3L3
ARE A PITCHIR AD 3 GLASSIS. TIE ENTIRE
$37 BZSPEAKS THE PLACE...VALTALLA.

VADI, A BOY OF 11, IS HIDDEN BEHIND THE
LARGSST CIAIR (C). HE P33KS OUT, AVD
SEETNG 1O OFE IY SIGHT, HE 3ZUERGES,
AVED WITI A PEPPER SHAKER. HE POUSS
MEDE FRO:Y THE PITCITER INTC OUE OF TiE
GLA3SES, AUD THEY SPRINFLES IT LIBERALLY
WITH PEPPER. HE PICKS UP THZ GLASS AlD
GIGOLIS... A GIGGLE THDICATIVE OF ALL
TADT_§TATDS Y‘ou.j.; TOR HZ IS TIE IVP OF
VALALLAL  JUST THEY, THOR IS IIEARD

Thor off TR enters on R CALLIVG VADT VADI REPLACES Tild GLAS
d3agonal, JUST_AS THOR ENTZRS.
C oming NC_sets hammer on  TiCRs Hahl There you are, impl
—‘ta'hlﬂo
X _D>C L ... . .. .. vaAdI (VERY MEEKLY, WITH A BOW): At

your bidding, great god Thor.

TICR: At my biddingl YVhere is my cup
of mede? You know it's time for me to
begin my walk of nightl

\

&C R to table. VADI: I do.es and I have your mede all
ready for you. (GOSS TO GET IT) I've
even poured it.

= DT, e 'TUOR: Ah... That's the way it should
Ve beees That's the wvay you should act all
be%‘} hides pepper shaker the time, Vadi. Then your duties would
———2X I > q pitcher. be well done.
X

S DI of table, N VADI; You're right, god Thor.

THOR (WITH GUSTO)s Of course I'm right
eee I'm always right. When will you
learn that? I, Thor, the great god of
night and day, am never wrong.



Tadi X L to Thor.

_Backing to C.

i T R T L,

Backing farther Re . =~

X _TIC_to chair, sit. _

St311 edging backwards

Lovmra ®.

—LRung yetoor.
%'.Ql;pomts to chair L.

243 sighs = X CH L
Tn
—Casse flute.

VADI (ANXIOUS): Your mede, Thore
Will you take it now?

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

Bring it here., (TA¥SS '=DE...) There
is no one who can {ool Thor.e.e no one

who can escape his great wrath. I
defy any one who says he can.

VADI (OBVIOUSLY AIYIOUS TO GST AWAY):

""Yes, oh Thores.s and now may I leave?

I have work to does.
THOR (AGITATED): For whom?
VADI: For my mother.

THOR: How many times must I tell you
to call her the moonl Here in Valhalla,
there are no mothers..e no fathsrsee.
only gods and slaves. You are a slave.
So is the moon.

VADI: Of course, Thore I forgotess
1ay I leave?

~_THORs  You may not} . You shall stay

with me. Entertain me for a while...
as I rest and enjoy my mede.

__VADI: Please, Thoree. I really must
leave.

THOR (ANGRILY): Enough! You stayl
And now some music to soothe me.

VIADI‘ 1'11 get W lyre... I left it
in the throne room.

_ THOR: VNever mind thate I ses your

flute there. TUse thats Hmmmm. I do
dearly enjoy this mede... it's made
from the honey of the best bees in
Valhalla. (HE TWISTS THE GLASS IN HIS
HANDS, v GAZ3S AT THE CLIAR LIQUID)

So sweetess SO Sm.OOthooo



, : PEPPSR TAKES
INSTANT EFFECT, HE GOES INTQ FACIAL

CONTORTIONS. .. THAN SMASHES GLASS
VADI, FLUTE IN HAND, GOES INTO

G 0 G S

%ﬁ%% I%ER E% UNCOMFORTABLE.
o D RW

Hears gigele and runs blindly __ THOR (DURING CHASE): Vadie.. Vadi...

to L. Vadi runs UC above
table to R side DR chair.
Vadi giggles from DR and Thor
heads in that direction, Vadi
runs DC then U and under table.

Thor fo ows roaring his
~commands.

Where are you, you imp? I'll teach
you to play jokes on me. Come here.
Come here. I shall punish you for
thise Vadil I command you..e.

DURING TILS THOR IAS BEEN CHASING VADI
ARQUND THE ROQM, FROM CHAIR TQO CHAIR.

VADI IS ALWAYS JUST A BIT MORE NIMBLE.
THEN THOR STRIKES THE PEPPER SHAKER
WITH HIS HAND. THE CLOUDS OF PER

MAKE HIM 0 .
IS BY THIS TIME R A CHAIR WITH HIS

Pgr grabs him just as ya,gj,‘,
s

\.

: AL g 5 s ' (

THOR (A GREAT ROAR)s Nowees Haheso
Now I've caught you.ss and you won't

Elaszred ¢ - Thor R of Vadi.

get awny.

VADI (FRIGHTENED)s Ieee Iceee I was
only playing a jokesees I didn't mean
to anger yoUeeeo

THORs You will be punished for thisess
I have it! I shall banish you to the
top of Nethermost Mountaine.. and you
will stay there until I summon you.

VADI (PLEADING): Nethermost mountaini
Oh, great god Thor, stuff me in a
cloudese ring me with ligh‘baning-u do
anything..s but please don't send me
to Nethermost Mountain.
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Throw Vadi front of Thor
toward DR entrance.

A e S LG ¥

Vadi exits DR.

Moon enters DL, ___

s p———— AR - 1 e et v

X

e i s 5

10

THOR (FIRM): Enoughl I have made
my decisione... and I shall not change
my mindl

VADI: But Nethermost Mountainl! Vhy
there is no one... nothing... therel
I'1l 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
thate MNow.. foetch my Cloak of Deep
Darlmess... and be quick about iti
VADI (HIMBLY): Yes, great god..
THORs It is time for me to begin mny
walk of night... the mortals are
already yawning end stretchinge.ss
ready for sleeps And after this
night, I shall personally take you to
Nethermost llountaine.... Now, of f with
youe.

VADI NODS AND EXITS. HE IS ViRY DE-
JRCTED AND STUBDIED. ~ THOR LOCKS AFTER
AT, FIRMAYD UNYIELDIUG. TIE MOOW
ENTERS AND BOWS TO THOR.

MOON: Oh Thor, god of night and day,
have you seen my son?

THCRs I most certainly have.

MOON. (ATXIOUS)s Do I detect anger in
your voice and eyes?

THORs You doe
MOON: HNot Vadi! DNot again!
THCR: Again, Moone That son of yours

has played his last trick on me. This
time I mean to teach him a lesson he
will long remember.

M00Ns What have you done with him?



X to UR then to DR corner of

rm—————rs

........

X O .to. balance

—X_ D1 (rrorT)

Yr
\d IAITN: Effect

o et

s s e o e et i b

11

- THOR: UYothing yet. But as soon as

this walk of night is over, I shall

" personally escort him to the highest

peak of Nethermost Mountain.... and
there he will stay.

1'00N: Nethermost Mouwtain! But Thor...
the child will be all alone.s.s There

is no other living thing on that
mountain.

THOR: Just as it should be. Vadi has
well deserved this punishment.

1OON (ALMOST DEFIANT): No child de-
serves punishment like thate. To be
alone..s without playmates... without

companyeee

THOR: Enough, slavel Xy mind is set.
Vadi shall be banished until he mends
his ways.

MOON (PRESSING): But you made him the
imp of the godsess you taught him his
deviltry.

THOR: To be practiced on the other
godseee not on me,

MOON: The child knows no other life
than mischief making.. playing tricks..

THOR: All your pleading will come to
nothing, Moon. Vadi goes to Nethermost
Mountain after this walk of night.

HMOON (THREATENING TONE): You are driv-
ing me too far, Thor.

THOR (RESTLESS ANGER): Hah}

1MO00N: If only I could gather the
courage to speak to 0din of your in-
justices to me and to my sonm.

THOR: Odin would not listen.



Balance

AP i i et Lt e s N e

X_toward Thor

ETFECT NO. 1

Gesture with up arme Ifoon
s8inks on knees C. Thor
sStands over her.

X
Yadi enters DR

-

St ehe Cemte i Ao

>z
Loy VP C, sit = pub hammer on . _.

12

100N (DERTSIVE):s He mightess and
then where would you be«ee Thor.. the

great god of night and day... a
kidnapperi

THOR (ROARING): Silencel
*00N: 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 reasone..

MOCON (PRODDING): And just so will

'0din be angered... at you.. when I

tell him of your misdeeds.

THOR: (STRIKAES OUT WITH THTMIDZR HA'TER.
THUNDER IS HEARD. THE MOON FALLS AS IF
TRUCK.) Banishment would not hurt you...

" humble you.es but banishment of your son
- wille (VADI ENTSRS WITH THE CLOAX, HE
LISTSNS TQ TIE CONVEXSATION) Now, off

with you. You are not prepared for the
welk of nighte Where is your silver robe?
Your singing lyre? Get them quickly.

MOON (CRUSHED BY BLOW): Another night!
Oh, Thor.. grant me an evening's rest,
I beg youe I'm tired..s

THOR: Hahl Threatem me. Insult me,
Then ask for a rest! And what would
the mortals do without your silvery
light? Without yon, there would be
nothing but darkness on earth. The
mortals like your soft light... they
need it..

MOON: TYou don't think of that when
you're angry with me... and imprison
me in a cloud..

THQR: ._Enough! You are troublesome,
Mooneee

MOON (HIAD BOWED): “eary, Thor..






From DR.

_Vadi X C then helps moon up.
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THOR: No matter. I've had my fill of
you and your sone. Vadi goes to
Nethermost Mountain... and you go on
this walk of nighte.

VADI IS LOOKING AT THE MOON WITH
SORROW.

_VADI:s Your Cloak of Deep Darkness,

oh ~great god Thor.,

THORs Bring it to me. (VADI_DOES 80
THEN GOES TO MOON)

VADI: Sit down, mother... rest a bit.

L i Ses - g;ggeg Ll
Ex3i+ nl.

Rises to put on cloak, picks _

1P hammer.

v Wt

O T

_MOON: No, my sone.. I must don my

silver robe.. (SHE SIGHS) Night seems
to come SO SOONeee

THOR (IMPATIENT): Slavel Prepare
yourselfl

_.MOONs: As you say, great god Thor.

(BOWS_AND EXITS)

THOR: Assist me, Vadi.

%.Mg;.ﬂg_ﬂ}g& across C__.__THOR: Yo other god has as much power

pRemtoward UR brandishing
h—e‘-‘m‘_nero

o

as I« No other god in all Valhalla
equals me in my duties and services to
the mortalse 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. 1Is that not right,
Vadi? :

YADIL (JERKED BACK TO REALITY)s Eh.e.

ohes yes.s yos, great god Thor..



Vadi X DR, sit chair.

IMoon enters DL.

Arms_outstretched.

Slt chair L, draw Vadi up to

e m e e e ".- LUNoN

nizht has come.

O T SEpROTR PP
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THOR (AWGRY WITH VADI'S INATTENVTION);
Send the Moon to me. The time for
(E¥ITS)

'VADI IS .ALO”E... Hm I ""WE PI("PU’T{E op
RLLLIIIO\I, IF HE WSR3M'T A BOY? M3'D
BE ON TH& VERCE OF TSARS. 100N EVTERS

ROBED FOR NISIT.

1CONs  Vadi, my dear one.

_VADI: (RUNS TO HER) Oh, mother...

MCOYs: You're sadees yOu're SOrryecse
but always too late.

VADI (DOWNCAST): I can't go to
Nethermost Mountain. I'd die_ there
all alone..

OON: There, there, my little one.
Perhaps we can outwit Thor... I've
thought of a plan...

VADI (EXCITED) FHow.. oh, mother tell
me how..

MOCONs I've been thinking of this for
a long time... and now I'm sure it's
the right thing to doeee

VADI (GIGGLING AND HAPPY AGATIN): To
outwit Thor}

MOCONs Not only to outwit Thor, Vadi...
but also to send you to earth... to
your own people..

VADI (SURPRISED): To earth! Bute...
mother... I've never been there...
I.oo

MOON: Listen to me carefully, Vadi.
There's a little girl called Astara who
needs youe I'll send you to her.
You'll be the delight of her heart.
Take care of her... make her happye...

VADI: Astarae..s that's a pretty name..



15

MOON: She needs you, Vadis.. You can
make her life all it should be... Take
her a little bit of Valhalla..

_Rise =X C._ . VADI (WITH GREAT ECITEMENT): Me on
earth! Such funl How long am I to
stay, mother?

Rise, X C to him. =~ 10ONs Forever, Vadis. You must never,
never, never return to Valhalla.

VADI: But that means leaving yousee.
never seeing you again..

MOONs It's better that way. You don't
belong here.. You belong to earth...
and to Astara.

VADI:s But if that's true, them you
don't belong here either, mother. Come
with me... we'll go to earth together.

M00¥: Yo, Vadieees I'm needed here...
I can't leave.. but you can... and you
will..

VADIs I can't imagine living without
youe.

X DL - hiding sadness -

_ MOON: It will seem strange for a while.
Xurm to him. .

But you'll be a good brother to Astara,
and a good son to her father,

o AR e SRR BT ST ML TR Ty S

VADI¢+ And her mother?

X _to nim, _ MOON (HURRIEDLY): Don't question, Vadi...

just do as I sayee
VADIs Thor will be very angrye.
MOONs 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.

V-

—ARN, Effect MOON: 1I'1l take care of that. Yow,

Vadi, I'1ll summon you when the time
comes. Please don't wander away..



Gesture off R

X DR looking in direction of
_path back to lMoon.

Follow him, arm on shoulder.

Turn to her,

EFFECT NO. 2

VAR CURTAIN

X UR diagonal, exit TUR.

X UC above table, then sit _ . .

chair C

CURTAIN CUE NO. 1

LIGHT NO. 2
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VADIs How do I get to earth, mother?

MOONs There's a secret path.e it be=-
gins at the base of Cdin'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.

VADIs 1It's so exciting, mother..

MOONs Exciting and wonderful for you.
My moonbeams will show you the way.
Don't be frightened..s the distance to
earth is nothing..

..VADI: VYNothing... and everything,

motheress I'1ll miss youes

MOON: And I youe But I'll be watching
ovor you from here.. (THOR THUNDERS)

I must go, my dear one., Remember, go

to the base of 0Odin's mountain when I
summon youe..e. not before. And when you
got to earth, Vadi, you are to stay
there. You must never return to Valhalla.

VADIs I'1l do all you say, mother...

MOON: Then farewell, my sone..e farewell...

. Remember no% until I call (ZXITS).

VADI IS‘ALO”E AND STARING AFTER HIS
‘TO-‘ 'IE—{. 1355 IIOOYS AROU.]TD THE ROOMe o e

. SAYING GCQDBYE T0 ALL HE KNOWS. THEN

HE_B®GINS TO GIGGLE.. HARDER AWD HARDER...

VADI (EXCITED)s We'll outwit Thori
Againl And I'm going to earthli I'm
going to earth!

ONCE AGAIN, VADI IS ASTER OF THE SITUA-
TION... A'D H3 BUBBLES WITH DELIGTeess
Ao THD CURTAIN FALLS.
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ACT I SCZYN3 II

SCEN<Ss THIS SCZVE TA¥<S PLACE ON
LAQTQ, IV A HI'BLS COTTAGE NVEAR THE
% OF A I'OREST.

THE LIGHTS COME UP ON ASTARA STANDING
ALCUE I T’IZ DCORVAY OF TIE KITCHEN.
YIGHT IS SLOWLY COYING O. SHE SIGHS
DSEPLY ATD SHAXES IIER HIAD SADLY.
FATHZER ENTE2S_FRCM TILs ITYERICR OF THE
HOTUSE.

XtoC_ . FATHER (KIVDLY): Such a big sigh for
such a little girll

Turn to him. A ; ASTARA: Oh, father... I didn't hear
you come in..

FATIISRs But why the big sigh, Astara?
Does night time frighten you?

X to CH above table. - ASTARA: Yo, father.. it's not that.
I'm not frightened.. but I feel so
alone.se.

Gesture toward interior. TATHZER (RBASSURING): You shouldn't.

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

ASTARA: I knoweeo but still... ma,ybe
it's the darkness that makes me lonely.
ihy does night have to be so very dark?

X to door and look out. FATHTER: Thor wishes it to be that way.
o He is the mighty master of night and
day, you knowese

ASTARAs Yes... but what of the travel-
ers who walk through the country
without any light to guide then? And
the animals of the forest? Perhaps
xc ... .  they're afraidess but thay can't do any-
thing about it... We have candles to
brighten the darlmess... to chase away
the shadows... They have nothinge.

XtoCHC. . 0. . _ _FATFER: You are forgetting the moon,
my little one.



To L up.___.

Sit CHup

ng'tq_P}gﬁgprm,_look out
Jindcwe

X to him kneel high (C)

R A ST T,
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ASTARA (WITH RZAL APFRECIATIOY): Ch,
no, I'm rotess I could never forget the
moonte She's beautifulsse btut she's not
always in the sly... and her soft beams
don't light the forest...

FATHER: She? Her?
the moon is a she?

And how do you know

ASTARAs
beee

Ieeo ohee I just think she must

FATEER (LAUGHING KINDLY): And right you
are, my little one.s. The beautiful moon
must be a she.

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..s not for traveling,
or playing..s. or even working. That's
why it is so darke

ASTARA:; But wouldn't it be nice if the

" animals could have cardles like oursees

Pat her on head.

Pise quiclly go toward doors. _

X after him.

Back to her.

sky candles... and then the travelers
would have something to light them on
their vayeee

FATFER (WITH GRZAT AFFECTION): Always
thinking of someone else... have you no
thoughts of yourself?

ASTARA:s Only one, fathers..

FATHER: And that one is?

ASTARA: Tell me about nmy motheres.. I do
so vant to knowese

FATITER: It's not a pretty story, Astara.e.
ASTARAs You alwsys say that, fathere..

and you never go any farthers..

It's a hard story to tell...

BRe
a sad one to recall,
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X Lo € ... . ASTARA: It ell must have happened
when I was very younge I've tried so
hard to remember... but I can't.,

Turn - X toward her, ~~ FATHER: It's best that you don't.
Thor wants it that way.

ASTARA (SURPRISED): Thor? The god of
night and day?

FA'\THER (E{E.A.‘IILY) $ Yes ee Thoro °

ASTARA: Tell me, please, father...
I do so want to knowe.

tered from interiore ..o . AUTT ANTA EAS ENTSRED TO OVERIEAR THE
LAST FZWW LITES. SHEE CARRIES KSFTIE,
I5R PET PARAKEST QN HER WRIST ..

From Arch . ATNTs Tell her Fomere The child has a
right to know.. Perhaps when she hears
how this family has angered Thor, she
won't be so hard to handle.

Step toward here . TFATHER (SHARP): Annal How many times
have I asked you not to mention that
before Astarae. 7hy do you take pleasure
in hurting the chilgd?

Come_into room X to cupboard, A™T: Hmphl TIurting her! You're too
look for dust. easy with her. She needs to be taught
about lifesee about her life especially.

X to father's Re =~ ~ ASTARA: What about my life, father?

=2 'Are we really in Thor's disfavor?

AUNT (NASTILY)s I should say you arel
And it's all your mother's fault. No
respect for superiorse.s lazy.e.e gcod-
for-nothing. You take right after her.
L to her _ . FATHER: Annal You have said enourh.
To speak that vmy of your own sister,

SRRSO A (WA T S

Brush past father to Astara.,  AUNT: Yes, my own sisters... mother of
your darling Astara. (TO ASTARA) Go
gather the firewoods And be quick about
it.



Turn to him then backe . _

Pull arm avay. .

Exits door .

Anna X to Ch C, sits.

_Up toward pletform.

Rise ard X toward C

X' D to chest,
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FATHER: If we need more wood, I'll
gather it, Anna. There is no need to
send Astara.

ATy I intend to have a few words

with you, Homere. Now, you... got the
wood..s and don't take all night.

ASTARA:s Certainly, Aunt Anna. Shall
I take Keetie for his airing? (SHE

REACHES FOR KLETIE. AMIT PTTLLS BIRD
AVAY) .

~ATNT: Nol You know Keetie doesn't

like yous Animals are often smarter
than men, you knoweee

- ASTARA (BRCETZN BY ATT'S SYARPYESS):

Yes, m'ameee (u1 TS)

FATHZR: Oh, Anna... when will you let

that child alone? You seem to be
always trying to hurt her, ore..

AUMT (RIGHTEOUS) I am merely doing as
any eunt of a motherless child would
dos You do nothing to discipline her..
You spoil her completely.

_FATNER: 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
nighte She wondered why Thor doesn't
have candles in the sky to light the
darkness.

ATNT: That's exactly what I mean...

" vasting time like that.. and look!

The dishes haven't been put awayl
FATIIERs She's only a child, Anna..

AUl'T: Yese.ee and cursed by the godsl



Lrohere o

Brush_past him to up chair

X to Ch C sink into Ch. _

-X up to_platform looking out.

Lroc .

 FATHER: _We don't know that}
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TFATHER: That's not truel

AUTTs Yes it is. Admit it, Homer.
Admit that Thor killed Sonja.

FATHER: Why do you take such delight
in reminding me?

AUNT ¢
in your mind.
darling Astara.

Because you must keep it always
And you must tell your

FATHER:; Why? Why should she know of
the disappearance of her mother and
little brother?

ATMTs Disappearancel! Indeed! e
know that Thor killed them right here...
and struck Astara down for her insolence.

All we
know is that they disappeared and that I
found Astara lying on the floor un-
consciouse Must you be so harsh?

AUNT: Only truthful, Homer... as you
mist be.

FATHER:s Perhapseesss if the opportunity
presents itself..

AUNTs 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...

. I feel them 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..

AUNTs Hah! Such nonsense. You are as
witless as your daughterseess And now,

Homer, as we've settled this matter, you
may take care of the barn for the night.



Bxit Door

X to Chest = sit

Rise and walk to cupboard, . . .

turn with back to door.

XC

.Back to her,

Turns to go out.

Tumn to Astara,

Stops
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FATHER (SIGHS): Is it time for that?
How quickly darkmess has come. Thor
must have put on his Cloak of Deen

Darkness with umusual haste. (EXITS)

THE AULT IS ALCYE IN THE KITCIEN. SHE
SIECKES KEETIE, . A'D TATKS TC HI'L..

AMT: There.. There, my widdle sweetums..

Is oo tired? Hungry? My poor babyeee
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..s You will
soon have everythinge... as soon as I rid
this house of Astara. Homer will marry
me. Then I shall be mistress of all he
ownse Only wait a little longer.. I'll
make that Astara so miserable she'll be

glad to leave.. glad to escape my nagginge..

Patience, my darling Keetie.. Patience..

ASTARA ENTERS WITH THE TOODe SHE SBTS IT
NEAR THE DOCR, AND THUN GREATS HER ATUT.

ASTARAs VWhere is father, Aunt Anna?

AUNT: Settling the barn for the night.

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

tired..

~ AUNT: You help himl (LAUGHS SCORN-

FULLY) A big help you'd be. Puny
thing you are..

ASTARA: I guess you're righte Oh, if
only I were a boyeee or if I just had a
brother.

AUNTs A brother! And what for? Only
more burden for me to bear.

ASTARAs Oh, no, Aunt Anna.. He'd be a
big help to father.. and to you..

AUFTs Enough of this foolishness.
You've wasted the whole day with your
stupid dreams and wishes..e. Now it's
time to worke



Gesture to cupboard, walk
around center then tg__gk}@i:.

From chest.

Sweep up to table - arrange |
cloth and flowers - prodding
Astara, back to her.

YVheel +t, face Astara.

X _to exs

t - very scornful

And derisive,
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ASTARA: To work? But I thought..

AMT; Well don't thinke Just work.
You have yet to put those dishes awny...
and this floor needs sweeping. It's
that Marta and Neil., Why must you have
such dirty friends? Don't bring them
in here againe I don't know how I put
up with youl

ASTARAs I'm sorry, Aunt Anna., I didn't
mean to anger youe.o it's growing awfully
dark.. may I take a candle from your
room?

AUNT (INDIGNANT): A candlel I should
say note You know I need all of them.

I need everyone we haves I have to
arrange my hair for the night, and you
know I need candles for that. Besides,
my little Keetie is afraid of the dark...
Aren't oo sweetumsee.

ASTARA: Of course, Aunt Anna... but if
I could have just one..

~ANT: _Nol_ Perhaps 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.,, Astara... the
girl who carries Thor's curse..

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

_ AUNTs And why not?

ASTARA: 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 godsess

AUNT: Hmph! The moon talks to youeses
I've always said you weren't quite right
in the headses and now I know ite. It's
best that you get right at your work...
Perhaps your talking moon will help you.
(EXITS LAUGHING SCOXNFULLY)
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ASTARA SIGHS ATD REGIVS TO SWEEP THE
KITCH®. THE MOCN COM:SS UP SLCLY...
FILLING TEE ROCM WITH SOFT LIGHT.
ASTARA STOPS TC WATCIH FOR A TCIENT,
TIEN_GOES. BACK..TQ WORK, _FATHER ENTERS.

From door then X to her (C) ~  TFATFER: ‘hat's this? y little Astara

o o 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.

ASTARAs Yes, father... but I must
finish this firste Come sit with me
for a little while.

TFATHER: I won't sit..s but I will help.

Sweeps C.  (TAXZS BROOM. ASTARA GOES TO PUT DISHES
Asta at cupboard puts broom _ AWAY.) You should be tucked in by the
_at cupboard side. time the moon is high.

ASTARA: The moon. She's the most
Goes to platform = beautiful of all, father. See her...
Turn to father = _oh, father..

Arms outstretched FATHER: What is it, my dear? Are
TrmmmmETTTT T TN you so very sad?
X to him e e _ ASTARA: UlNot sad, father.. Just wishing
and dreaming..
To Ch C sit. ___ FATHER: Dreaming? Wishing? For what?
Sit on father's lap. ASTARA: For a brother. I do so want a

B

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 nighte... and sometimes.. sometimes,
father.. I think the moon answers me.

FATHER:s A oretty 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 know.es but still..

FATHERs You dream it Astara. But your
dreams may bring you a happiness the
world can not. And now it's time for bed.
Carry to bed, fatker on . (PICKS FER UP AMD CARRIES H3R TO EZD)
sta's L. Pray to Valhalla.

- e






WARN: Light

LIGHT NO. 3

Moon on Stage DR
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FATHER (CONTINUED): Maybe the gods are
listening and will grant your wishe
Good night, my little Astara.

ASTARA: Good night, father.

FATHER PATS HER HAND AND KISSES HER
CHEEKees Trj“““ HE “{ALKS SLOWLY TOWAR D
INTERIO0R. AR.A CALLS' A,‘TER HIM.

ASTARA: O0Odin bless you, fathereeesesecee
and a good night's rest.

ASTARA THEN SLIPS OFF HER SHOES AND
SHAKES OUT HSR HAIR. THE MOON RISES
STOWLY BEHIND HER, AND SHE IS BATHED IN
ITS LUSTER. SHE TURNS TO THE WINDOW,
CURLING HER LEGS UP UNDER HER. A LOVELY
THOUGH RATHER WEIRD VOICE ‘SPEAKS TO HER..

Moon soft floating gestures.

A

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.se I see them
and know them all...

ASTARA: Somehow I knew that.. I can feel
you with me.. guarding me..

MOON: And reading your thoughts, my
little one.

ASTARAs 1y thoughts?

MOONs 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 dosees I do
went a brother more than anything.
Father said that if I prayed enough
perhaps the gods would hear me.... and
you havee.es



Cesture to R
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WOON: Look, my little one... over
there... what do you see?

- ASTARAs A boye.. oh, Moon Mother... He's

comirg hereees

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

ASTARA WATCHES AS VADI CO'ES TI'RCUGH THE
DOCR. HE IS UNSURE OF HI!BSELF IN THIS
STRAVGE PLACZ.

VADI: Do you live here?
ASTARA: Yes, I'meoe
VADIs Then you must be Astara.

ASTARA: Oh! I aml! COnly who are you?
Where did you coms from? How did you
know my neme?

VADIs Calloping gods! You fire ques-
tions faste My name is Vadieee and I'm
the imp of the godssss and my mother,
the moon, sent me here.

ASTARA: The moon is your mothert

VADI(NCDS): The prettiest and the nicest
person in all Valhalla,

ASTA4: I knew she would be, I've
always thought so.

VADI: She's Thor's handmaide.e and I'm
his messenger. He's the most important
god next to 0din, you know..

ASTARA: Oh, goodnessl! And you came
down to earth to visit me.

VADI: And to make you happy. The
happiest mortal on earthe.e.. Concese
let's do something.

ASTARA: What? What would you like to
do?



X to her

Pointing . .

_X to chest,examine it

X _to chest

Run to cupboard
Blind eyes

Start toward table - stop.

X to her, then to door = look

_out

3.#0 her

X toward ¢

Turn to doolt-”\“.w
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VADIs I don't knows.ee Something you'd
like to do... How about hide and seek?
You like that don't you. (SHE KODS)

There are lots of hiding pleces in here..

_ ASTARA: There are the cupboardse... or

under the bede.

VADIs Or that chest... Galloping gods,
that's a big one. It must hold a lot!

ASTARA: It belongs to my aunt.

VADI: It'd make a fine place to hide
something...

ASTARAs Something?

VADI:; I mean us, of course... Well,
loet's goses You hide first and I'll
counte.

ASTARA: I'm afraid we'll make too much
noise, Vadi. Father and aunt Anna are
sleeping... andeee

VADI: Then let's go outside. Thor's
cloak certainly makes the world dark...
even moon mother's light doesn't help
very much.

ASTARA: What's Thor 1like?

VADIs Very bige... and very stronge...

“and very proud of his power over you

mortals,

ASTARAs You mean governing night and
dayee

VADI (NODS): Especially night. 0din
gave him his Cloak of Deep Darkness,
and Thor treasures it above all else,

_ASTARAs Goodnessl It must be a very

wonderful Cloak. It hides every bit of
light.

VADI (LONGING): Except for the moon.



Wheel on her. . _ . . _

XK. to C to Astara.

X to CHC -
Shake it.
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ASTARA: And she isn't always oute I
guess that's when she's resting.

VADI (INDICNAYT): Restingl Thor
doesn't permit that. IHe never lets
mother rest.

ASTARAs Doesn't she get awfully tired?

VADI (%0DS): 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: Ilow awfull Does Thor really
have that fierce a temper?

VADI: Galloping gods! He certainly
doese. He's almost always mad at someonse.
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 mortall

VADI (¥ODS): e tooe 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:s But what's worse is when Odin is
angrye.s He swings his scepter....
SwooShes e

ASTARA: And lighteninpg flashes. Ch,
Vadi, have you seen all these things
happen?



Sachez to cupboard.
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locking around - sit
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e
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VADI (BRAGGING): Of course..

ASTARA: And have you seen Thor's Cloak
of Deev Darkness?

VADIs I've more than just seen it. I've
gone to get it for hime. He keeps it in

a jowelled box on the top of the highest
mountain in Valhalla.

ASTARA: Ooohl You really are an important
messengerl

VADI: You're rightl Vadi, the imp of the

gods at your servicel (HE TArIS A SWIEP-
e B0%)

~ ASTARA (LAUGHING WITH DELIGHT): You're
wonderfule.. how I wishe.e.

VADI: Vihat do you wish, Astara?

ASTARAs Two thingsees First I wish that
you could stay with me alwayse..

VADI (CASTAL): "2ybe I vill... I like it
here on earthee.

ASTARA: Oh, Vadi, if you only would...
I want a brother so badlye.. I'd be just
like Christine and arta.

VADI: Then it's settlede I'11 stay.
ASTA?A:  But what will the gods say?

VADI; Never mind them.seo I'11l take care

~of ite But what's your other wish?

ASTA.RAS Jeoe Toeo Oh, I'd better not

say itee

VADIs Go aheadess I may be able to malke
that one come true too.

ASTARA:s Well.. oh, Vadi..e I wish the
night weren't so very darke.e. Mot that I
don't love the moon... but her light
doesn't reach everyvhere... sse how dark
the forest is..



Up on platform - sit on
bed to L.

Tp to bed = sit R.

Jumnp up.
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Out door
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TADI; You mean you like daylight?
ASTARA: Of course... all mortals do.

VADI: And you'd rather have daytime
than nightime?

ASTARA (NCDS): 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...

VADIs And when Thor pubs on his Cloak
of Deon Darkness?

ASTARA: The world slesps.. as if every-
thing had bson smothersd.. It's a lonely
time for every earthly creature... even
mortalse

VADIs Hmmmm... that's interesting.
I knowl staral I've got the best ideal

ASTARA: What? Vadi, tell me..

VADI:; “hat a joke on Thorl I have to
80 NOWe o

ASTARA: Vhere? Where are you going?
Don't EOe e Please’ Vadieoo

VADI; Sleep well, Astarae... I'11l be
backoo.

ASTARA: Tadil I thought you were going
to stay! Vadil

TADI RS QUICKLY CUT CIGOLING I'PIS'TLY.
ASTATA BUNS TO TI18 DCCRevsw BVT SIS
GOITs.. SIS TURLS TO TrE MCCH XTD Cirihs

A PRLYSR..

STARA: Oh, 'oon Yother.. send him back
to me... Please..

TE_LIGITS GO CI'T AS ASTARA STIVS O IR

SOTY I

A \
QJDJ‘O T-&o ~,) u ‘.».al u.;..;oaoo



ACT II SCI'8 I
LIZT Q. & SCiN4s  THS CURTAINS CPEN TO REVEAL THE

TOP CF THE unH&ST VCUTITAIN T ASGARD.
CEITSR, RAISED IS A LARGCE JEWELLID 3CX
COYTAINING THOR'S CLO.X OF DESNP DARKIIZSS.

VADI IS FIAD CVER DERRIZTd IiT TS CTI3ST
AS TH® 3CETE PEGIVS. IRCIF CYF L CDIN
SAYS "COT'3 THORM THEN ENTIRS, FOLLOVE
BY GITARD, TIEY THCR. VADI POPS ITO TXE

C33T. _ODIN PCIVTS WITH HIS SCEPTER AT

X to DR guard follows stops CDIN; This is the chest which contains

at foot of ramp the Cloak of Deep Darkness?

C o ... .. THCRs; That is correct, oh great god
C‘dino

CDII (GO,o TP RAMP TO CHsST AYD TAPS IT)s

Hmmmme. Hendsome box, Thore

THOR: I had it made especially for the
cloak. o ordinary jewels are grand

enough to bedeck the box containing your
great gift to me, oh god of gods. (BOVS)

ODIN: The Cloak is in hore now.. (LIFT
LID WITFOUT LOCKING IN)

THCRs Yesess it rests there throughout
the time of my daytime walk.

0DI¥: Good (DROPS LID) This inspection
X to DR on floor o may seem silly to you, Thor... but I've
o I ~ found that some of the lesser gods were
not doing their duties as ordered.

VADI LIVTS T¥S LID OF V3 BOX AND SLIPS
T, THE OTUERS DO 1OT S.& HIf.  ITIDAS
BIIIND BOX.

X toward R ... ... TuCR; Surely, Cdin, you do not suspect
me of thatl

CDIN: ©No, no, Thore You are very re-
sponsible. ... bu%t, as I was passing here,
I thought it best to stop.



Tum _to go out DR = stop =

return -

Vadi scampers to DL floor.

Start out R
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THOR (RIMBLE)s Of courses I am at
your bidding, great Odin.

ODIN: So, Thore I must hasten... but
perhaps I 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. BEven I can not make
another. Yes, you had better bring it
to m@.s I shall be in the throne room.

THOR: With pleasure god of godse..

ODIN AND THE GUARD EXTT. THOR LOOKS
A T_R THE!f. VADI CO!ES QUT, SO WHEN
THOR TUR’ S, Hn. SuES HII‘r

THORs 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 Mountain. You are ready?

VADI: VYo, oh great god Thor. I have
yet to bid my mother farewell.

THORs Such silliness! However, I shall

Exits DR

send the moon to you.s bid her farewell,
and then bring the Cloak of Deep Darkmess
to me in 0din's throne room.

VADI: As you wishee

THORs Noweees got this farewell over with.
There is no need for sentimentality. You
deserve to be punished severely... and I
mean to see that it is done. (EXITS)

Vadi giggling runs L then
R looking off - then up to
cheste.

——————

0ff R

Cloak to L side of box and
Vadi to DL flopr. o

VADI LCCKS ARQUND THET GOIS UP TO CHEST,
DIVES INTO IT, AYD PULLS OUT CLOAK. IT
IS V.iIRY LARGE AWD BULKY. W2 JUST CkTS
IT OUT WHsN THS MOON CALLS TO HIM FROM
OF

. MoOYs Vadil Vadil

VADI EIDES THE CLOAK CON THE SIDE OF THE
BOX, "AND THROUGHOUT THE N3XT SCEVZ HAS
TO MAVATVER TIE MO0 SO THAT SHS DOLSI'T
SEE IT.
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MOOM (INTERING): Vadie.o Ch, there you
are... Thor said you were here, but I
couldn't believe it. You were to stay
on earth.

“rom DR

[N

VADI: Oh’ motherooo I Couldn'too I had
to come back just once more..,

MOO¥: I hope you haven't spoiled every-
thinges Thor is ready to take you to
Methermost Mountaine.

VADI: I know..s he just said so..

Edging him toward exit DL =~ ™0CN: You must hurry and leave at once.
Thor will be coming for you at any

moment o
X to R below moon = taking ~ VADI: Please, mother.. let me stay a
‘her hands_so she has to turn moment. I left in such haste that I
from L to R forgot the gifts you've given me.. my

ball of moonbeams... my ribbon made from
the clouds..

Mooy Treasure them, Vadi, and share
them with Astarae They'll help to keep
me with you always.. (KISS HI'! Ol FOR:=
HEAD) .

Hands on his shoulders __

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

Step up - Vadi passes below  MOON: Farewell, my Vadis.e. lay you find
to DL much happiness on earths.
Turn to her VADI: FHapoiness! I can only be havpy

when you are happy, mothers.
MOON: I am, my SONe.

VADI: That's not true... Thor has made
you weary and tired. Vhy should you, a
mortal, be made to serve himl Coms with
me to earth.

MCONs That I can not doe I am needed
here.. What would happen to sarth if
there were no moon?



WA Effect

XYoo DR = ...
EX'.Lt DR

Exit DL _

Enters DR X to DL

VWhirls and runs to _box. .. . .. ..

EFTECT N from raised __ _

lovel C.

Freom DR Gnard stops foot of . .
stairs. ‘'oon DR
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VADI: I know the mortals need you..
I've heard them say so.. but.. oh,
mothere... what if there were no night...
no need for a moon?

~ MOOW (WISHING SHE CCULD GO): If that were

true, then I would go with you. But such
talk is nonsense. Thor and 0din 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'11l be gone.

MOCNs I'1ll tell Thor that you're coming..

© (eXITS)

VADI LC‘OY AFTER HER FOR A MCYBNT, THEN
CATHELS THE CLOAK IN HIS AR™S AYD EXITS.
THOR ENTSRS IV A RAGH, CALLING:

THOR: Vadil O0din is waitings I am
waiting. Why have you not brought the
cloak? Vadil Vadi! Where are you,
you impl ‘

. THOR LCQES FOR VADIes. TIEI GOZS TO BCX..
_LOOKS INSIDE AND TH3N ALL AROUTDees VERY

BIWILDIRED, AllD THEN AS Hi REALIZES WIAT
HAS HAPPSNWD H4 GIVAS A ROAR O RAGE.

_THOR: My cloak! !y Cloak of Deep Dark-

ness. It's not here! It's gonse!l
(THROWS THUMDERROLT) Vadil Vadi has
stolen my cloak.

_QDIN. EXTIES FOLLOWED BY GUARD AND TiiB
100N

ODINs What is this crashing of thunder-
bolts? Such behavior, Thor.

THCRs My cloak is gone... Stolen..

WITH EACH BIT OF M4NS, T'TE GUTARD AVD TUs
OO REACT,.s 'TR'UR AVD SO FORTI..

ODINg This can not be.
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Pause while Thor comes down  THOR: Look yourselfl (ODI DO3S SO...)
and X to DL and 0din goes up Ard that imp.. that master of mischief,
to box 7“}99k§“£g~:mamazed. that messenger whom I've trained and

cared for... He's the cause of it..
(ROAR) Vadil

MOON (DiF<NSIVELY)s Not Vadil

THOR (ROARING): Yes, Vadieeos Your sone..
He's behind all thise.e.. find him at
oncel

ODIN (COM*AYDING)s Silence.. all of
you. (QUIETLY) ¥ow, Thor, you say Vadi
has stolen your cloake.

x C L R L THCRS I lG'lOW he has. .

ODIN: Then we must find hime. Guard,
summon Vadi.

3. steps forward. = . GTARD: Vadi! The great god Odin
summons you. (PAUSE) The great god
0din bids Vadi enter.

Guard_steps_back YERE. 1§ SILAYCE. THILE. EVARYONE AWAITS
V*')I"' }_ATSUER. _ CTARACTINS TOCK AROUYD.

ODIlls He does not answer? This is
very strange. He must be near.

XD ~ THOR: 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 acte

ODIN (SOOTHING HIM) The imp may have
some explanation, Thor.. He's younge.
and though this is serious, perhaps...

THOR: No! VYot this time. I shall
insist that you banish him from Valhalla.

MOOVMs Wait, Thor. Do not be too harsh
with Vadie..

THOR (HE MUST SILENCE HER): Enough,
slave. I shall search until I find hime...
and then... (MAKZS GISTTRE OF VIOLEXNCE)









X to CR kneel

X toward her.

JThor turns and X DL

X to her

Thor, rebuffed X DL,0din
signals Moon to rise.

Rises.

o v p e F T e g A4

X DL to Ther B

Shove Moon aside X to CL

Thor moves UL.... .
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MOON: Searching will do no good, Thor.

ODIY (STRPRIS4D): No good! And why
not, lMoon?

Qs Oh, great god 0din, Vadi is not

here.

THOR (RAGING): Not herel Great god Cdin!

" What is the answer to this? I cloak is

gone.,s the mortals robbed of night...
of sleep.ess the earth robbed of reat...
and the trouble-maker is not herel

~CDIMg Silsnce, Thore Moon.. What do

you know of this?

MOONs I sent Vadi to earth... to his own
peoplse.

0DIN: To his own peoplee.e.. this I do not
understand. .

MOOM: I have never told you, oh god of
gods, because I feared Thor's wrathe..

THOR (TYREATENINGLY): And so you should...

"now as then. Not another word, slave.

07Is Thorl I command you to sileunce.

Continue “oone..

MOON: Vadi is mortal and so am I.

ODINs This can not be true! How coms
you to Valnalla?

~ MoOX (DEFIANTLY): Thor broke into the

kitchen of my home and stole Vadi and
MOeses loaving my daughter and my husband
without any knowledge of our disappearance..

THCR: She offended me, great god Odin.

She denied me entranceesee

ONIN (AVCEZAD AT THOR'S IMTERRIPTION ):
Silence! MNow, Moone.



X to CL _

.}.( ‘go_ Moon
Turn to him.

Come to DR
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Speaking across “oon.
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MCONs 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.

THORs And my cloak? Vhat about my

" cloak?

MCNs Vadi doesn't have it.. He wouldn't
do such a thing..

ODIN: Of that I'm not sure. At any rate

" he must be found. (TO GARD) Send out

earthly messengers.,

GTARD:s lMessengers to earth at once.
0din commands that Vadi be found.

ODIN: And now, Thor, continue your walk
of day time. Search for Vadi and your
cloak wherever you send your light.

OMs Oh, god of gods, you won't hurt

Vadi?

ODIN: That I can not say. If he has
stolen the cloak, he must be punished.

_THOR (FIERCE)s And I shall see to that!l

ODIN: No, Thor, I shall. You forgst

yourself at times... forget that I am

ruler heres.se 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.

THOR: I} Thor! Have I not been vun-
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.

THOR (UI'3BLIEVIVGLY)s Surely, oh great
god Odine.
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X to exit DR .. oDp1¥s sSurely, Thor. If you find Vadi,
o N sumnon me. Now I nesd time to find the
way to right the wrong you have done.
Come with me, Moon, and tell me again
just what happened.

Exit DR = Odin, Guard, ™oon.  THEY ALL EXIT HXCEPT THCR. HE IS RAGIVG,

- BUT POYERLLSS.  ODIY HAS SPCYEY, AND
CDIY IS KIVG OF THZ GCDS.

X up to DR then to box ___ THOR: Hahl Punish mel! UMNot before I've

raised C for thunderbolt. punished Vadil The earth will ring with
thunder until I find him... and when I

EFFECT MO. 4

CURTAIN CUE NO. 2 CURTAIN

LIGHT NO. 7
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ACT IT SC2Y3 II

SCiN4s THE TI'W IS TILS NEXT DAY A30TT
NCOW. THE SCENZ IS ®ARTH. THE SN IS
HISM AD VERY IHOT.

ASTA™A IS IV THZ KITCUIZNM P’mPADI“”
LICH. ATNT AV”A IS Ra4STIVG A'D FisD-
I""G K<E'IZ FRC™" A BCJL OF BRIAD CP”’PS.

Astara at cupboard. Aunt at ~~  ATNT: Poor Keetie. Oums don't wike

table Ch un. these bread crumbs, does oo? Astara,
bring me that piece of sausage. Keotle
is hungry for some meat.

Turn to her. . ... . __ASTARA: But, Aunt Anna, this is father's
lunche He'll be home soon.

All'T: Nasty 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. (RRINGS SAT'SACE
OV _Alio XISY STANDS)

Astara X to C ahove Aunt =~ ATWT: Well, hurry. Oh, the things I
o have to put up with! Arguments from
VOUeeee N0 Mmoney in the house....
(TAKSS SATSAGE AYD GIVES ASTARA BCWL
QF_RRIAD CR'T'BS) this terribly hot
dayeess Well? 'hat do you want?

ASTARA: I have something to tell you...
something wonderful..

Rise - walk to chest AT 'EAGERLY... PREENIYG)s You've
o TTmrTm T 77 heard the meighbors talking about me...
about the luster of my hair... Is that
it?

ASTARA: Oh, no, Aunt Anna. This is
about a dream I had..

Yheel on here. . o AUNT (HARSH): A dream! 1Is it so

wonderful to dream?

ASTARA: I dreamed that the moon..



Walk to cupboard.

XC

- n cteciAA—— s wa e e e e

X to her

Brush her away. X below
her ta. Ch up.

Starts_toward cupboard.

From C_
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ATNT: Hah! The moon again.. you
crazy child..

ASTARA: The moon sent a little boy
down here from Valhalla to play with
me..o and he said he'd come here to
live if I wanted him toe..

AUNTs To live! Hmphl Yot while I'm
in this house.

ASTARA: Ch, but then I'd have a brother...
someone to play with... someone to help
fathereee and YOoueeoo andee

ATNT: Stop this nonsensel 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 vasn't
foolisheo.o it was wonderful...

ATNT (IMPATIENT): That's enough! A
boy from Valhalla, indeed! Fetch me
my scented pillow from the chest...
I think I'1l go in and rest a bit...
This heat is unbearable..

ASTARA SAYS NOTHING, JUST DOSS AS HER
ATNT SAYS, AT™WT CONTINTISS TO FEED
KSETIZ THS SAUSASE NIBBLING OF IT HER=
SSLF. WIIN ASTARA OPENS THE CHiST, A
MOTI "LISS OUT. SHi GASPS... THEY
SLAPS AT IT.

AUTT (EXASPERATED): And now what are
you doing?

ASTARA: I think I saw a mothe... I'd
better sprinkle this chest with
ca.mphg_r. .

AUNT: You'll do nothing of the kind.

You know the smell of camphor irritates
mes, «

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 arguingl

X to chest - get pillow - to  ASTARA: Yes, m'am. (DCES SQ) 1It'1l
aunt, then lpve‘r:vj_:gmqup‘prpgrd fix father's bread and milk.

ATNT (FEEDING KuETIE SATSAGEZ)s And
the same for you.

Turn to her ASTARA: There won't be enough for both
of use I'm afraid Keetie must have
eaten more than you thought he did.

AUNT (SIGH OF EXASPIRATION): Must you
contradict all I say? Fix the bread
crumbs and be quiste It's tims for
Keetie's nap.

FATHSR ENTERS FROM OUTSIDE. SETS AXR
FSAR DOOR. HE SITLES AS HEZ GRESTS THEM
BOTH. ATNT ICTORSG HIM A3 SHE EATS THE

RIST OF TH3 SAUSACE AND STROK:S KiETIE.

From door. . . . . .. FATHERs mmmm I smell lunch time.
Run toward him. = = ASTARA: Tatherl
From chair. AT™NT:; Homer, come here and hold Keetie

while I eat my lunch.

Arm around Astara walking C FATHER: Yes, Anna. And how is my
o T 7 7 1ittle Astara today?

ASTARAs Oh, fine, father. Ard I had
the most wonderful dream!

AUNT (IRRITATED): Homer}
Back over and take Keetie - . = FATHER (TAK:S KEETIE): Bring our lunches,

Sit Ch C. Astara goes to ~~  Astara... and then you can tell me about
cupboard. your dream.

AUNT: Pure nonsense! And you encourage
it.
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FATHER: Anna, pleasel I'm hungryees
Astara X to father. - let me eat my lunch in peace. Wow,
T oo ' '~ comoe here, my child.. and tell me your
wonderful dreame I want to hear it
all.., but first... where is your
bread and milk?

ASTAR.A’ Jeoo Oheeo I cee I'Vve alre&dy
eaten..

FATHER (REALIZING)s Then share mine.
It's too much for me... Anna, a spoon,
pleass.

ATIT ANA LOCKS AAZED AT THIS ORDER,
_Goes to cupboard BT CSTS SPOCM. TATIIR IGUCWS HIR

ANGER. ASTARA CAN'T HSLP BUT SMILE.
Sitg inChuwp.e = _ ... . 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: l!any wonderful things>happ9n
through prayer, my little one. 7hat
did you and this stranger from Valhalla
do?

ASTA.RAS e talked... his name 18 Vadi...
and he told me all about Valhalla...
and Thor... and the moon...

X to table., ~ _AMT: She has delusions, Homer.....
T h That child is suffering. (DSLIVERS THE
SPOON )

ASTARA: That's not true! Why do you
always say I'm crazy?

‘!,%4
Q

\MT:  Hmph! Now she's going to be
impudent.

g L

FATHER: There, there, Astara. It's just
Pat her hand on table. . . . that your aunt doesn't understand the
world of dreams...

Begin exit X to arch ~~ AUNT: Thank the gods for thatl And now,
Homer, suppose you rehang the mirror in
my roome I can't keep my hair well
arranged when I'm forced to fix it before
a crooked mirrore.



.....







Exit arch. _

From door (Tehind Astara)

— et

Lools = rirces.

BacPlnv to NDC

X into room C

X to up Ch.

X to below platform.

_X around him to L siqe.'
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FATTER; In a momsnt, Annae..

ATs  Yow, Homer... and bring Keetie
with youe

AT STREPS O CF THE ROCM. “A‘l‘ﬁ:‘li
PAIS A?’T‘A‘A O THE JZaAD AYD GCES CUT.
Ao ARA I3 ALCYE AYD 73T Dw’zv =

“.PP‘IAI‘S AT THZ DOCR, CAFIYIN
cx,cwu . i CALLS TO HER IN A SCFT

.Ln.L_.a Le
VADI: Astaral

ASTARA LCOKS ARCM™D, PUT DCISM'T SUE

HIM. P4 CALLS AGAIN.

VADIs Astara! Vere I am.

ASTARA (ATAZED): Ch, no... it can't te..
VADI: But it is..e I'm backe ay I
come in?

ASTARA (STARITG II” STRPRISE): It's nob
truee..s You're a dream... and yet it's
day timee.s and I'm awnle.

VADI: I'm not a dream... ¥who ever tecld

' you that I was?

ASTARA: 'oon Mother sent you to me last
night when I was sleepinge..

VADI: Look. You're not aslecp newe.s
ASTARAs Yoeee

VADI: And I'm hereese

ASTATA: Yos, .

VADI: Then I'm not a dream..

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

Vadieeo if it's true, I'1l 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 socretively, .

X around him to R.

Close to him.

Turn away bundle cleal: u

-~

e
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ASTARA: Yes, but you left me so
quickly..

VADI (IESITATT): I had something to
do. (QUICKLY) “ut now I'm here to
stay.

ASTARA: To stayl Ch, goodnessl
I can hardly believe itl

~VADI: Astara... Can you keep a secret?

ASTARA: As well as you can.
VADI: Then will you do me a favor?
ASTARA: Of coursee. 'What is it?

VADI (IMT'CLDS CLCAK AYD I'OLDS IT UP):
Put this away for me in that big chest
over there. I have to hide it for a
while.

ASTARA (LOOKING AT IT CURIOUSLY): What
is it?

VADI (CASUAL): Ohee. Just an old cloak
of mine.

ASTARA: COf yours? Vhy, Vadi...
(LAUGHING) +this is much too big for
Youe.

VADIs I mean it belongs to meese I'mes.s
ocheee I'm keeping it for someone.

~ ASTARA: Who?

VADI (AVGRILY, AFRAID OF BEING CAUCGHT):
You certainly are nosy! If you don't
want to put it away, I'1l find someone
who will,

STARA: Don't be mad, Vadi. I was just
curicuses I'll put it away. Only I hope
it really does belong to you.

VADI: Cf course it does... don't be
silly. (GIVES CLOAK TO FER



Walls toward chest - turn ~ASTARA: Vhat wonderful material it
;{;0 him is, Vadi. So thick and soft.. likeeos

well like I've always imagined the sky
would feel if I could touch it.

VADI: Yeseseo and it's very valuable.
That's why I want you to put it in a
safe place, That chest is perfect.

ASTATA: You're sure it's alright?

VADI: Cf course.. I wouldn't want you
to keep it if it weren't.

Vadi X to chest. ASTARA (GCES TC CIBST): lelp me lift
the 1lid, please. (VADI DOsS SO) There.
(PUTS CLOAK IT)

VADI: Now, ramember, Astara... don't
tell anyone about this.. we must keep
it a secret..

ASTARA Y0DS. AUNT'S VOICE IS HIARD Crr.
"ASTARAY YO ILAVEIT'T CLSATED KowTIEB'S

CAGE M
VADI: “ho's that? 7Vhat an awful noise!

ATNT CALLS AGAI... I'ORE INSISTENTLY.
"ASTALIA, "7ST I CCIE ArT.R YQOT?M
X to arck lock out. ASTARA (FLUST-SRED): Ch, goodnessl She's
coming, out here. She mustn't find youe.e.
I know she woulcdn't like the ideal
Sits on chest VADI; She? tho?  Calloping gods,
Astara... you talk in riddles sometimes.

ASTARAs I'm sorry.. it's just that I'm
afraid that shesee I mean my auntess
X to hinm = drag him to beds  will find you..e Hide under the bed.

Both on platform Astara to R. VADI: Under the bedl 1I'll smother!
But I puess anything is better than
meeting the woman behind that voicel

ATET CALLS AGAIN,.. SHE'S COMTNG IM'TO
TES ROO™.. M"ASTARAL “RIO ART YOIT TALE-
e To?"



X Center
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WAR': Effect
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to 1ift covers,
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Looking off then to Astara R.
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VADI (AS M2 DIVIS FCR TUI TED): What a
voice! She'd be a good match for Therl
(GIGGLES)

ASTARPA: Hurry Vadie.e.

VADI GSTS UIDER TIE BED, WITH ASTARA'S
IMLP, JUST AS AT ETTHRS. AUNT LOCKES

ALL ARCUTID SUSPICICGLY.

A"Ts VWho did you have in here? I'm
sure I heard you speaking to some one.

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

AUNT: It was a boy's voice..s ithere
have you hidden him?

AUNT 7SCGINS SBARCH FOR VADI. SFS LOCKS
UT'DER TABLE AND I CUPSCARD.

ASTARAs (AS AUNT LOCKS IN CUPBOARD):
Ch, he's not in there.. I mean.e.

AT L8 SOeee there is some one here...
and you're standing near the bed. He
must bte under it.

A LOTD SCUAYK IS FTARD... TIEM A CRASH..
AT STOPS ATD LISTEVS. AS TES EVSTING
DIALOGTE GO3S (T, VADI SLIPS F:0! 777052
THS 13D, CTAVLS BEHIVD AUNT, AND GiTS INTTO
CTPRCARD.

~ AUNIT:s Oh, my poor Keetiel Fe's angry

because his cage isn't clean..s and it's
all your fault, Astara. Go in there at
once.

ASTARA (STALLING)s Ieee Iess I haven't
finished my sweepinge.

AUTTs That can waite Go tend to Keetie.

ASTARAs Yes, ames



Astara exits arch. Aunt is
sure she's going to find
SQReOr.ee.

_Exit arch,

X C then runs to chest.

X C watchlng Vadi.

Stops him C,

X to sit Ch C.
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ASTARA B7ITS... BUT SHE S£ES TIIAT VADI
7AS SATELY HIDDEY HI'SELF IW THsS CUP=
BCARD,  AUVT AMVA, APTIR ASTAPA LIAVES,
IOCKES UMDHER THE DD SAYINIG "COMT OUT
YOU. HASCAL". A LCCK COF AAZE BT
CRCSSES I'ER FACE AS §I5 rIimS I'C OB
TR, SR EXITS.

VANI_STICYS WIS ¥EAD OUT V3ZY CATTIONSLY,
AUD SERING TEAT THE WAY IS Cloai, HE
(TIRGES.

VADI: Vhew! Galloping gods! TFor a
moment I thought sure she'd find me.
Nonder if the cloak is alright.

FS GOES TO C:EST AMD LCCYS IY. HE DCHS
YOT PULL CLCAK COTT. FATHSR ENTELS TO
SEs HIII LOOKIIG T CHEST.

FATIERs Vell, young mane.. Did you
find what you're looking for?

VADI (STARTS FCR DOOR): Oheee Ies Iso

FATIIERs Tow, noweee no need to run avey.
I'm no ogre. Tell me who you are.

VADI: My name is Vadi, sir..
FATHERs Vadil

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

FATIIERs Of course, only she said you
were & dream.

VADI: I knowe 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.

VADIs My mother sent me down to earth to
make Astara happye I guess she wants a
brother..



X _to cupboard turn to face
father.,
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X toward door back to father.
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FATHERs 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 toock us
from our mortal home when I was just a
baby.

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

VADI: In Valhalla. She serves as Thor's
slaves You mortals call her the moon.

FATFER: And your father?

VADI: I know nothing of himeee my mother
says that he was kind and good, and that
he still remembers me and loves me.

FATHER: I wonder ifeee but nNoese still...
VADI: ‘‘that? What do you wonder?

FATHER: Never mindese I was just mumbling.
It must be the heats 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.

FATHERs Ah, welless I should know by

"now that a workingman's day is always

longe Now, tell me, Vadi, why you're
here,

. VADI: To be Astara's brother.

FATHER: You mean you intend to stayl

VADIs Of course... Mother said that I
should.

_FATIIER: My, goodness... this is a prob-

lem.ss We have barely enough to eat now.



Jun teo khim

X toward cupboard

X to.arch, .then back to
CH C sit.

Enters archway,
Runs to Vadi . . .

X to father
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VADIs I'11 be pgood.ss and tend the
firesss and help yous.e. and

FATHER: And peek in the storage chest.

VADI (DISCONCERTED)s I was juste. uhe.

ohs.s looking for a place to hide.

FATIIER: To hide? From whom?

VADIs Astara told me she mustn't firnd me.
FATI{ERQ Sheese VVho?eo Oh, Anna.

VADI:s Yes, sirees Astara is with her now.
FATHER: I knowee Cleaning Keetie's cage.
(CALLING) Astaral Come here my dear.

(TO YADI) Now we'll see if she really
wants you to stay.

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

ASTARA ENTZIRS. SHE SEES FATHER, THEN
TADI, AYD DIS™AY CROSSES IR FACE. SUE

ISU'T SURE ECW FATFER WILL LIFE EAVIVG A
SON.

. ASTARA: Yes father... Oh, Vadil You

didn't hidetl

V.ADIS Yes, I did.e. Only.o

- ASTARA: Father, this is the little boy

who was in my dreams.. he really vmsn't
a dream at all,,

FATHSR: I know. We've had a nice chat,
Vedi and Jee. in fact, we're friends,
aren't we?

VADI: Oh, yes, sir..

FATHER: Vadi wants to stay, Astara.
Should we let him?

ASTARA: Oh, please father. I want him
to stay more than anything.



X _to Vadi

Bun to father.

X to arch then across C to
door
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X to her
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FATITER: Are you willing to share with
him?

ASTARA: Goodness, yesl I'd give my
little brother anythinge.

VADIs I'm not so little..

FATHER (LAUGHING): Alright. Stay he
wille But not a word to Anns about
thise Vadi will have to sleep in the
barn, and coms into the house only when
you're alone, Astara.

ASTARA: Oh, thank you, father.. thank
youe. (FISS ON CHEZK)

ATNT'S VOICE IS IISARD OFF "IHOER! ARE
YOU STILL HERE? IT'S PAST 'TID DAY.
YOTT SHOULD RE WORKING."

FATHER (CALLING OFF): Yes, Anra. (TO
CHILDREN) I'm going now.. but remember...
not a word.. not a slip..

VADI: We'll rementere I'm good at hid=-
ing.. Being the imp of the gods I had to
learn how.

FATIERs Then farewell until dinner.
Take good care of your sister, my sone..

FATHER PICKS UP AYS AUD EXITS. VADI A¥D
ASTARA ARE DELIGIHTED.

VADI: He's nice. Someday I'm going to
find my father, Astara, and I hope he's
just like yours.

ASTARAs I do too, Vadi.. because he's
the most wonderful father in all the
world.

ATHIT'S VCICE AGATN. "ASTARAY COXE IERE.

Y MATR NSEDS TO BE BRUSHED."

ASTARAs Goodnesse. I've got to goee

VADI: Can't she do enything for hersell?
Do you have to do everything?



sxit arch,

Vadi sweeps C then puts broom

back and goes to chest,

ﬂue’cs ‘cloak puts it on walks o

up and dom C.

ECECT Mo, 6

LIGHT NO. 8
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ASTARA IS ATOUT TO. ANSTSR WIIN AUNT
CALLS AGAIY. "ASTARA, "UST I COME APTER
YOU? YOU'RE SO SLOW YOT EVET THE ¢ODS
WOULD PUT UP WITII YOUL" ‘

TADIs Went me to swoep the kitchen for
you? I'm a good sweeper. lWhere's the
broom?

ASTARA: There. (PCINTS TO CIPROARD)
I'11 he back as soon as I can.. (2XITS)

VADI (CALLING AFTZR HER): Hurrye... but
don't bring her with you.

. ALCY3 I THS KITCHSZY, VADI TAK3S TIE

BROCHM AI'D IS AROUT TO SWEEP VWIEN M THINKES
Cl" T8 CLCA. HE GETS CLCAY AND PUTS IT

_ARCUND HIS SHCTLDERS. THSN HiS STRUTS. .

ITVITATING THCR. THZRE IS A LOUD CRASH OF
TiﬂETDr‘f?. - VADI IG"TO"*S IT. II& GIGGLIS
VITH DULIGIT.

VADI: What an imp I aml Truly the
chief mischief makerl

THE LIGHTS GO OFF..
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ACT III SCEYE I

LIcHT ¥0. 9 SCEYE: TEE TIME IS IFORTY EIGHT HCUES
LATER. THE SCENE IS EARTH.. THS
KITCHZN. EVERYONE WiARS A TIREBD AKND
HAGGARD LOCK.

Asteara from arch and out ASTARA TIPTQES INTO THS KITCHE'Y, AND
arch. . SEZING MO 0173, S:HE GOxS TO Tils CEEST

TC MAK® SURE TH: CLOAK IS STILL THERE.
SEEITG TEHAT IT IS, SY% GO3S TO THE
DOCR... SIGHS WITH THE HEAT.. SITAKES
HOR HBAD., AVD EXITS TC INTERICR.

FATHER ENTERS FROM OUTSIDE. PUTS 4XE
FEAR DCOR. @& YAW'S AVD STRETCHES,
TESY GCES TC TAZLI. HZ SITS AYD PUTS
HIS HAAD DOWN AS IF TO SLEEP. A'NT
ATVA EVTERS,  VHEW SUE SS3S FATHER,
SiZ IS VIRY ANGRY.

Father sits up Ch _ _

Enter archway X C. , .. AUNT: Homerl lhat are you doing home
S in mid afternoon?

FATHER: I'm tired, Anmna. Tired, tired,
tirede I don't know what's the matter
W'lth MOe

AUNTs Well, I know! You're lazy.
Just plain lazy.

FATHER;: Noeee it's not thate. But it
seems as if the world is turned upside
dovn. The day is so hot.. so long..
why even the lakes are drying up and
the grass is burnirg.

ATNT: Hmph! 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 use Nover has
there been such a day as this.

¥ to chest sit. AUNT: I certainly agree to that. I have

T ' B - never been so uncomfortable. ... and poor
Keetie can't get any reste And lookssee
just look at my hair... I've arranged it
three times already.. and still it needs
brushing.




Rise X C , , PATHER:; Annal I've just had a dreadful

- R thought. That if Thor is angry with us...
what if he has refused to make his walk
of night. The entire earth will shrivel
and die..s. and all the mortals with it.

AUNT: Ridiculouse Thor would never do
such a thing.

Turng X up on platform. = FATIER: Ah.s you're right, of course,
Anra.. No god would fail in his duty like
thate. Still, if night doesn't come soon,
I fear many living things will suffer.

- o Y ——o—a

AUMNT: And you in particular, I suppose.
I still say you're lazy, Homer. Now
back to the forest with youe.. and thank
Thor for these daylight hours... each
one means monsy to us.

FATHZR: I suppose I should.. I'1ll be back
at dusk. (STARTS Q')

Father sees Vadi as Aunt VADI APPZARS AT T'E DCCR,. .. FATIER CISTURSS
rises 1 to Bo to table. TO EI'M TC GuT QOUT COF SIGHT, BUT AMMA
o CATCHES T" o) GESH' uS AI?Q SEES VADI.

From C of table ATy Little begpare.s got away from
e oo here... we have nothing for you.

Comes into room. o ___VADI (FALLING INTO TIE ACT)s A piece

of bre&d-o a.nythingoo

Sit ch C. AUNTs Hmph! We haven't enough for our-
R " selvess Get along. It's enough that

I have to bear this long, hot, day with-
out being bothered by ragged little boyse.

VADIs Have you no charity?
AUTT: None, Now, on your wayee

FATHER:s Just a moment, boye. If you'll
help chop some wood, bread will be your

paye

AUNT: Westing bread! Such foolishness.
Next thing I know, you'll be adopting
him to keep your darling Astara company.






Astara enters from arch.

'N

up to cupboard.

X to arch.

X to Astara.
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FATEGR (WITH A BROAD GRIN TO VADI VHO
WINKES PACK): Come along. I need some
company myselfe. You can help keep me
awake.

FATHER PICKS TP AYSE, THEY 2XIT. AUNT
LCOxQ IJRATATLY ARQUID.

AUNT: Oh, this dreadful day! I need a
nap. I'1ll get the scented pillow from
this chest.

SE STARTS TC TIE CI'2ST AS ASTARA INTURS.
ATDAID THAT AT WILL FIND CLCA¥, ASTARA
TRIES TC STOP MR FRO™M CPSVING T3 CILiST.

A,STAR.AS Ohooo Ohoo Aunt Annaee Teee oo
I brought your brushe I thought perhaps
I could..

AUNT: Yot now, Actara. I'm muach too
tirede I'm going to try to get some
sleep.ss If only Thor doesn't shine too
brightly in my room.

ASTARA: Yay I get something for you..

ATIT: Noe I just want my scented pillow.
(OPZ'S CII38T AYD TH4L DRCPS LID WITICUT
LOCKING .—~;) Oh, it's already on ry bed,
isn't it?

ASTARA (GRSATLY RELIEV=D): Yes, m'am.

AUNTs There's mending to be done. (ON
FER IWAY QUT) Have it finished by the
time I awakem.

ASTARA:s I will, Aunt Anna.

AT EYITS. ASTARA GOES TO CIT3ST AMD
TAVES OUT CLCAK. SHE YAMS ATD STRITCHES,
AND IS ARCUT TO 177°CL) T3 CLOAK RSN
NEIL, TATTA, TARS, AT) CURISTINA SY7ER.
S MIDES CLOAK BsSHIND HER.  THERS IS

TUCH T LU'ERY .

LARTA: Astaral You missed school todayl



Iresl on CI C

———

——

X to up CH.

Stand to L of door.

X up toward Christina.

X to Astara.

Sit CH up.

Sit R edge of platform.

X to chest = sit

X to_cupboard.

Y3IL: Greetings, Astara... are you
sick?

CIIRISTI¥A: “faster asked about you..
LARS: And we all missed you..

ASTARA: Greetings everyone.. my good-
ness.. ore question at a time, please.

CHRISTINAs Tell us why you didn't come..

ASTARAs OCh, Aunt Anna wasn't feeling
well... and so I stayed home to help.

*TARTA:s  But that'!s not fair.

EIL: Especially today when the
funniest thing happened.

LAZS:s Taster told us to go home because
he was tiredl! Imagine the master being
tiredl

C'IRISTINA: I'm tired too.

ASTARA: Everyone isl It seams such a
long deye.

YEILs And school was so boringl! Even
the Master went to sleep in his big
chair.

LARS: He was awake enough to rap ry
knuckles when I went to sleepnt

ASTARA:s  Bven Aunt Anna looks tirede.e
and she never does.

TARTA: And why should she? Yy mother
says she does nothing but brush her hair.

CHRISTITAs And feed Keotie.
WEIL: My father sgys that anyone vho's
as vain as she is ought to have her

hair pulled out.

"ARTAs VWouldn't she lcok funmny baldilt
(ALL _LANZW 3TLL IS ESP4CIALLY LCD)



7 to Feil then turm to CR

Rise and grab at closak.

Rise X to Astara.

X to Astara.

Rise
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X up toward platform

X to lars

X to Lars = take cloak
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ASTAIA: Sh..e she'll hear youe... and
you know you're not supvosed to come
in here.

TBIL (SIES CLOAK): “that have you got
behind your back?

ASTATA:; Just an old piece of cloth.
CHRISTINA:; Let's see it.

VARTAs lmybe we can make doll's clothses
from it.

IARS: Or sails for our boats.

ASTARA: Ch, noe.. you see, it's not
mire.. It belongs to..

YEIL: '“Who? Your aunt?
ASTATRA: To..

CHRISTINA: Vell, your father won't
mind. (TAYES CLOAX ATD HOLDS IT UP)

MARTA: Look at the holes in itl
ASTARA: Toles! Let me sesl
NEIL: Just an old piece of black clothe..

LARSS It's a cloakeee Lookes (HE PT'TS
A CLAP OF THINIDZR IS HEARD)

ASTARA: Noeee Don't put it on..

YAPTA;  It'd make a pretty skirt.. it's
such soft material.

IEIL: I knowl It'd make a wonderful
tent... big enough to hold all of us.

CHIISTIYA: And we could use the holes
for windows!

ASTARA: Yo.. pleass.s it's not minel
I'm just keeping it for someone. Give
it back, Neil.
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T oCT NCe 7 TISRE IS THWIIDIR AND LIGITENING.

Yarta runs to docr
CHARISTINA: Goodnsessee. it sounds as if
it were going to storm..

Fron door ARTA: But the sky is so blus..
From C _ , STARA {(REALIZING THAT CLCAY IS)

Taurder and llgh‘:enlng... Vadi said
that theye.s that they meanb..

X %to her. TEIL: Vho's Vadi?
ASTARA: Just a little boy I know.
X to cupboard. _ LARS: I'm hungrye..

X to Lars. , CHRISTINA: It does seem a long time
since lunche

X to door. NEIL: If we leave now, maybe we can
get home before the storm..

'ARTA: You're rizht, Veil, we'd better

g0
X to door. . CIRISTIYA: Come larse.
Follows Christina. LARS: I'm sure hungryl
Follow them to the door ASTARA: I'1l meet you tomorrow at ths

crossroadsee if Aunt Anna feels bettere...

Astara to C. CHOT'S CY FAREVELLS, ATD THT CIIITDREN

Vadl enters door. EX{ITes VADL EIITE2S AND STANDS STARING
AT ER A'D T3 CLOAX., TIE IS Vavy
PERTTRBED.

X to her - *ake cloak -~ X to VADI (V:ITY AVGRY): It's mine... not

gnest, yourse.

ASTARA: Is it yours, Vadi?

Put cloak in chest. VADI: Of coursee. I brought it hers,
didn't I?

ASTARA: I just heard thunder and
lightening, Vadi.






Tgfq_gll around back to her.
To his L
He tumns.
To his R
He turns.
Sits Ch C

X to her.

X _to cuphoard.

Rise X toward him

TADI: And vhat of that? It means a
storm to you mortals, doesn't it?

ASTAA: But the sky is clear.

VADI: Oh, Astaras.. let's just forget
about it.

ASTARA: “Vhose cloak is 1t Vadi?

TADI (XUCYS Sl KUCWS) Thor's.

ASTARA: Thor's Cloak of Deep Darknessl
VADTs fh huh..

ASTARA: Vadil Did you steal it?

VADI:; Th huhees

ASTARA: Oh, my goodnessl

TADIs I did it just for a joke. 1
thought it would te very funnye.e.. And
after all, I am the imp of Valhallas...
and I'm supposed to do things like
that. Besidesesss you seid yoursell
that you liked daylighteee I thought
this would please youeses not malre you
mad.

STARAs I didn't mean that I wanted
daylight all the time.s Oh, Vadi...
you've done a terrible thing.

VADI: Thy is it so terrible? Thor's
aNGryeee but he'll get over it...s he
always doese..

ASTARA: But what about us? Vhat about
father... and the school master... and
Aunt Anna.. and all the other mortals..

VADI: There's no harm done to them...
it's not their cloake.

STARA: Oh, Vadi.. don't you secl We
work and sleep... even eat by Thor's
movements! How long ago did you steal
the cloak?



Take over center then to
. door.

———

X to CI up - sit

?rom dcor - then X to him.

X up toward platform.

Rise

X to her‘
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TADIs; About two days agzo..e according
to mortal time..

STARA: Two days agol That's why
father's so tired... and why the school
master fell asleep during school time.
Yo one has had any sleep for two daysSeee
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 slesp..s or that Thor's
light would burn the earth.

ASTARA: But you should have thought of
it, Vadle. We're govsrned by the gods,
and if they don't do &8s they should, the
whole world is turned upside downe
You've done a very bad thing.

VADI: I'm sorry.. I really am. Pleass
don't Le mad at me, Astara.

ASTARA: Promise me that you'll take
Thor's cloak to him right away.

VADI:s I can'tess he'll beat me.. or
stick my head in a cloud.. or megybe
even banish mBeeses

ASTARA: o, he won't.. Not if you
explain to hime Anywgy... You have to
taks the cloak to him.

VADI: Everything will be alright soon.
ASTARA: Vadil

VADI: Galloping gods, Astaraees I didn't
mean to do anything that bad.

ASTARA: But you did.e.. and now the only
right thing to do is to take the Cloak
of Deep Darkness back to Thor.

VADIs Look, little sistere... I brought
you a presante.ss A ball of moonbeams...
See it shine.



X around her

X away from him to CH C.

X to“her

X to chest.

Get cloak out of chest

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 haire..

ASTARA (ALVOST SWAYED): Oh, Vadi, your
gifts are lovely... the most wonderful
things I've evor had.ess But you must
return to Valhalla,

VADI: I can'te. My mother told me to
stay here forever.

TARA: Did she know that you'd stolen
Thor's cloak?

VADI: YNoees buteee 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 backe Promise?

VADI: Oh, alright, if you think I
shouldsss I promise. At least the
Cloak is safes I'm glad I put it in
that chest.

ASTARA (IESITANTLY): Did the cloak
have any holes in it?

VADI: Holes! I should say notl ‘hy,
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 note It was lucky I
thought to put it in here. Now it won't
be wrinkled or dusty.

ASTARA TRIES TO FIND SOME WAY TO TELL
HIM ASOCUT _TIIE ITOLES.

VADI: Therel Just as it was when I
brought it down to earth.






XLtoU CH. .

X toC

WARMN:  Effect

X to her _ ..

EFFLCT NO. B

Stands C holding cloak.

From arch.
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ASTATA: Almost.. you see.

VADI: Thor won't be half so mad if I
return it in good condition.

ASTARA: Vadiees I have something to
tell you.

TADIs Vihat?
ASTARA: There are holes in the cloak.

VADI: Yoeee there can't beees (HE
332INS TC LOOK)

ot

ASTARA:; I think they must be moth holes..

VADI: Astara.. you're fooling.. you're
playing a joks..

ASTARA: I'm sorry, Vadie I forgot there
were moths in the cheste.. Moths like
heavy material, you know.e 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...
Looke.. (TA¥ZS CLOAK FR0 HIY)

VADIs Oh, this is terribls... "What
will I tell Thor!

T:IZR4 IS A BLINDING FLASH OF LIGHTEIINGeee
COTPLID WITH THUNDER.  VADI DISAPPEARS..

ASTARAs Vadieeo Vadie. there are you?
Wait for messs I'1l come with you and
explainees Thor will understand..

ATNT =NTIRS AND FINDS ASTARA CALLIYMG TO
THE AIR.

ATNTs  Alwnys said you wsren't quite
right..e. standing there and talking to
no one.
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A.STA:RAS Oh, Aunt Anna.. I'll be backe..
(STARTS TCWARD DOOR)

AUNT: Vhere are you going? Out to play?
And with the mending not donel

ASTARA: Not to playese.
AUNTs Welll

Sit CHup » ASTARA: Oh, nothing, Aunt Anna. You'd
only say I was dreaming againe.

X to her AUNTs What's that you have?

ASTARA: Just an o0ld piece of cloth.
ATNT: Where did you get it?

Rises - as if to hide cloak ASTARA: From the chestess it's just an
7 0ld cloake.

AUNT:s Let me see it. (GRABS IT) My
X to cupboard _ it's a fine bit of goods. Too bad it
- has all these moth holes in it.

X to her o ASTARA: Yesese it's really not good
for anything. I'll put it back.
Bm'x'shes __past her toward AONT: I never knew it was there. I
arch, then past chest to wonder who it belongs to. It's much
Ccha‘lr too big for your fatherees .W'hyooo it

would make nice curtains for Keetie's
cages I could cut it here... and here...
Bring me the scissors, Astarae.
From cupboard. ASTARA:; Oh, no, Aunt Anna... You can't
cut it up.

M T sl Er——,

AUNT: And why not?

Enters door, FATHER ENTERS TO MEAR TIESE ANGRY WCRDS.
Hs LOOKS VERY TIRED.

From eboveup CH ~~~~~~~~~~ TATHER: Well, Anna.., my little Astara...

what is this all about?

AUNTs Homer! Speak to this child of

yourse She's defying me.

WARN ;  Effect




Sit CH C

Come 1n

Sit CH up

Rises and struts toward arch
B 2cT No L 9

From arch.

X to‘Auqtv -

WADN:  Lirht

X to father

ASTARA:
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FATH3Rs That's the trouble?

AMTs Oh! This day! Kestis won't
take his nap... my hair is straggly
again... and now Astara is taking
something which is mine.

FATHIRs What is it, Astara?

A3TARA: That cloak, father.. It doesn't
belong to her.

FATHERs MNow, now.e ie're all weary after
this long, hot day. But let's get this
straizhtened oute. ™“hat cloak, my dear?

AUT'Ts This cloake
(SHE PUTS IT ON AND THCR THTINDERS)
She found it in my chest.

FATHER:s 1Is that right?

ASTARA: Yes.. but..

AMT: You can see, Homer, it's no goode.
Look at these holss. The moths got at
it.

FATHER: That's trueee

AUNTs And it'll make fine curtains for
Keetie's cagoes

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

AMMTs And whose is it?

FATHERs Enough of thise. Astara, the
cloak vas in your aunt's chests It isn't
mine. It isn't yours. Therefore, it

is hers.

Plemse, father..,. it's a very
special cloakes

FATIERs Tell me why, Astara.
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AUNT: She just wants it for herself,
that's alle Though what she could do
with it, I don't know.

FATHER SITS DOV SHAVING HIS MSAD AT ALL
THIS COMIOTION. I FALLS ASLSEP AL™OST
IMTENIATELY. ASTARA IS BZWILDsRED-=

12T 20 ). DO£STTY T KMOW WHAT TC DO. THE MCOMN'S
TOICE IS HEARD. -

Aunt takes off cloak - goes to

table, lays it out - “oon

appears on stage DR YO0l 'ty little one... come near the
windowees quietly.. gquietly...

ASTARA EDGES TCWARD THE WINDOW.

-_———

From table - back to windowe  AMT: I could cut it here and here.
%y, those moths really chewed this
cloth. See the holes.

STARA: Yes, Aunt Anm.

M0: Keetie will squawk in a moment.
‘‘hen he does, your aunt will leave,
Take the cloak and bring it to me.
ASTARA: Alright, Moon Mother.

MOCN: Go to the foot of the elm tree.

LIGET ¥C, 11 Follow the path there. But hurry...
Fades off hurryees

WARM: Effect ASTARAs I shalleese I shall.,

Turn AUNT: What?

ASTARA: VNothing, Aunt Anma. I said
nothing.

AMTs 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 scissorse

Aunt turns back to table. ASTARA: Yes, m'am.
Astara looks out window. - Oh, "oon Mother.. make Keetie squawkess
Turn to her » AYNT: There yon go, mumbling againe.

Get those scissors here. Rizht now.



Astara goes to below table,

Er"ECT ¥0. 10

EFFECT Y0. 11

punt_exits arch.

Astara runs past father to door.

Opposite him ~ takes his hand.

LISHT 20, 12
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ASTARA GETS SCISSORS FRO™M CUPBOARD,
TATRS THEY TO AUNT. THE CUTTING ALMOST
BEGINS.

KESTIZ SQUAVES.

AUFT: Oh, my poor Keetie. I forgot
his bread crumbse Go and bring him
in here, Astaraes I can cut this with-
out your help.

KIETIE SQUATKS AGATN: LOTDER ATD 'CRE
INSISTET.,

AMIT: Perhaps I'd better go. Poor

~ Keetie is afraid of you.

AUNT EYITS. ASTARA PICKS UP TIE CLOAX
A7TD STARTS OUT. [ATHER AVAKENS.

FATHERs Astaral Where are you going?
And with your aunt's cloakl

ASTARA: Oh, father... this isn't Aunt
Anna'gee It's Vadi'seeso I mean it's
Thor's.. I mean.. oh, father... cone
with me, please..

FATHER: Where? This is very strange,
Astara.

ASTARAs I'm going to Valhalla, father.
oon Mother is calling me. Vadi is in
trouble.

FATHER: Then let us goese
ASTATRA: &ln, father.. runee.

THZY START O'T THS DOOR. AUNT ANVA
ENTERS AND SEES THEM,

UNT: Homerl Where are you going?
Astarae.. that's my cloak! Oh, no, you
don'tees You're not going anywhere
without me... Wait for me.. Homer}
Astaral I want that cloak.

AT RUYS CUT AFTER THEM,

THE LIGHTS GO OUT.
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ACT III SC&E II

Moon and Vadi UR - Thor walks
to NC then to UP then to
lovel C.

From C

o e e b

Vheel on Vadi.

_Vadi X to Odin kneels.

XtoRC_

Rise and X to Thor.

SCETas THS SCENE IS ODIN'S THRCHE RCC.
THERE IS A THRONE AND A LARGE TA3LE.
SO¥E POTTED FOLIACE LEND PRESTIGE.

ODIT IS SEATED ¥HILE VADI AND THZ NOOY
STAND TO ONE SIDs. VADI IS VISIBLY
FRIGETENED. THOR IS PACING THE FLOOR
IV A RAGE. B FIVALLY RREZAXS FROM HIS
PACING AND STOPS FETORE ODIN.

THORs I demand punishment for the imni
We know he has stolen my Cloak of Deep
Darknessl

ODIN: Is this true, Vadi?

VADI: Yes, great god Odiness but I'm
sorryees I thought it would be a good
jOkeo .

THOR: Jokel 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:s Yes, Thor..

THOR: Tell me where the cloak is hidden.
(SHAKES VADI)

ODIN: Enough, Thor! You are too harsh.
The imp is so frightened that he can not

_answer._ Come here to me, Vadi. (LB

DOIS SO) Yoweee tell me why you took the
cloake.

VADIs ©Oh, great god Odin.. I didn't
know I was doing such a great wrongeeee
I meant only to please.

_ THOR: To pleasel Hahl! To please whom?

Certainly not me, your master.

VADIs My mother needed rest.. You forrot
that she was mortal and couldn't work
as you do... overy night..
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X to 0din = knesel

X to Vadi grab him and pull
him upe.

Throws Vadi down.

A step toward C

Turn to her.
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ODIM: That is true enoughe The moon
walks with you every night.. You
rarely allow her to rest..

THOR: That is not reason for stealing
my cloakl

VADI: I thought that if there were no
night, mother could reste.. perhaps even
come to earth with me..

MOOMs Oh, Vadi, my dear one.e.

THOR: Silence, slave. You have no
part in all this.,

VADI: And then, oh god of godsees I
hoped to please Astara..

ODIN: And who is that?

VADI: My friendee. she made me welcome
on earthe... called me her brother...
and she said that she liked daytime..
only

ODIN: Only what?
VADI: She made me promise to bring the
cloak backe.e she showed me that night

has its place, too..

THORs She made you promise to bring
the cloak backl Well, have you?

VADI: No..

THOR (ROAR OF RAGE): It've had emough of
these fancy tales. Give the imp to me,
oh god of gods.. I shall handle him..
MCCNs Do not touch my son again Thor.

THOR: Hah! I shall take the imp from

" you forever if I so choose.

ODIY: 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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Runs to mother = then toward
egntrance DR

To Vadi - far R

Guard X straight to far L
above 0Odin.

To Yoon = R
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THOR: And a moon? ‘hat will I do for
a moon?

YOISES ATE FEARD OFP, IT IS ASTATA ATD
HIR FATYSR. THEY HAVE TIE CLOAY. TE3
GTARD STOPS TH3™ FROYM ENTSRINA,

GTTARDs Talt. You cen not enter.

ASTARA: Please let us in. We must see
Vadi, the imp of the gods.

FATIIZR; We have Thor's Cloak of Deep
Darkness.

ASTARA: 'We mean no harm.

GUTARD: No mortals are allowed in
Valhalla.

FATHERs Then take this cloak to Odine.e.

A3 THIS GCH3 €7, CDIIT IS AT FIRST TAITLED.
TTICR STANDS TRAUSFIXED WITH STTRPRISH.

ODIY: Ilere, here. What is this? Tortals
in Valhallal

VADI: 1It's Astara. Oh, mother.. great
god Odinsee it's Astaral

VADI STARTS TOWARD THE CATES. CODIN
STOFS FIl%

CDIlls Stay, 7adi. I shall take care
of thise Cuard, let them emter,

GUARD: At your bidding, god of gods.

ASTARA, GUARD ATD TATISR ENTERe ASTARA
CARRISS Ti% CLCAK. TFATHER SU3S THE
MCCH FINST.  ASTAZA SZES VADI FIRST.

ASTAA: Vadi.. Vadie.e. I came as quickly
as I could.

FATHSR: Sonjal UYNo.e it can't bel
But you are Sonja.



Outstrotched arms.

Runs to Moon

Steps forvard and to C kneel.

Rise = turn to Astara - then
to Cdin .

E I RIE TEE T

From ULC

e
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¥00l: 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.

FATHSR: The moon? ©6h, no, my little
one. This is your mother.

VADI: Her mother! Thene.. Astaral
Father! Mother is it true?

MCOOl': Yose.e Yese.. it's all true my son.
CDIYs And what is this all about?

THORs I will not have my slave acting
in this manner.

MOONs Great god Odin..e this is my
family.. my mortal family..

FATIIER:s This woman is my long lost
wifessse and this boy is my soneses

ASTARAs Oh, fathere.. father.s I prayed
so harde.. this isn't another dream, is
it?

ICON: No, my little ones... 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. 3But what
about my cloak? 7hat about my moon?
What about punishing Vadi?

CDINs Your cloak is here, Thor.

THORs Yes, but I have no moon..

ODINs I shall appoint one of my hend-
me.idse

THCRs But Vadieeooo what about him?
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CDIN: ‘ihat was it you suggested, Thor?
Banishment?

THOR: YeSoo Y OSee banishment. Ohee
never to be plagued by that imp.

CDIYs Then banished he is! To earth.
with his mother, father, and sister.
™ blessing on youe

Step slightly above Cdin TLC THCR: ol Yol
0Dis Silence! I have made my decision.
Now, let us settle down to routine againe.
Valhalla has been in confusion! Vhere
is Thor's cloak?

Steps forward to ¢ ASTARA: Here 1t is, great god Cdin.

Goes toC THCR: Give it to me.

A"“T ANYA BURSTS IN.. SHE IS IV QUITE

A TACE,
Xc ATMTs  Your cloak! % cloakl
Turns and steps upstage. ASTARA: Aunt Annal
Waves Thor and Astara to
position above him. , ODIF: And who is this?
X to 0din then father then AUNT: DNever mind who I am. I want my
C tov.":l!‘d A.Starao ) . C].O&,"’o (\‘:33 hk"wr_o DA STALA) S0.0

you theought rou could gef eway from
MEess etealing my things.s The ideal
ind youes you nasty childeeoo You'll
have a beating for thisl

FATFER: Anna, be carefull Don't you
know where you are?

CDINs Enough, woman! You are in Valhalle,
ard such screeching is not allowede.

Adverce toward Cdin. Thor AUNTs Be quiet you old goat. (TICR
steps betwecen Aunt and Cdin., _ ATTEIPIS TQ INTERRUPT) And you, too.

You're all thieves}

THOR (RCAR): This is too nuch.



Aunt and _Thor vrestle cver AMT: Give me my cloak. (TS AT IT)
cloak C until Aunt is to e
stage L and Thor C.
CDIN: Great Valhella! I've had enough.
This mortal has no sense of respect..

Guard comes to Aurt and Guard} Seize her! (GUARD GC3S SC) She
seizes her from behind. affords the perfect solution. Ii'rom now
Kurt_screeches and strugrles. until eternity this mortal shall serve

as your handmaid, Thor.. She will be
your mooni

XDR ... TH0Rs I won't have itl! That voicel
All that hairl She'll drive me crazy.

AMT: I've never been so insulted,
Let me go! (STRUGGLIS)

ODI¥: If you insist on a bald moon,
Thor you shall have it! CGCuard! Snatch

Guard pulls wig off.~ Great her bald headed! (GTARD DCES SO) Yow

eilort and struzs les Aunt take her awny. And you, Thor, keep her

screarns, exit DL. ) out of my sighte (AUNT _AND GUARD E:IT)

Xto0din ... THOR: Oh god of godsess I don't deserve
s R

ODINs You do... and she will be just
punishment., Now, Thor.e. on with your
Cloak of Deep Darkness. Your walk of
night must begin at once.

Step to ¢ VADIs Cod cf godseee I have something
to tell YOuee

Step to Vadi e . ASTARA: Yo, Vadi..s we have something
to tell..

ODIN: Welll
VADI: There are holes in Thor's cloak.

Peu}_r{{aewtled_ln and chlldron. THOR: Noee Noes I don't believe jtees
there can't be.e

ASTATA: 1 begged Aunt Anna to let me

sprinkle the chest with camphor, but
she wouldn't let me..

TECR: Great Valkalle} There are holss
in it
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TADIs So the moths ate holes in the
clock and..

X DR C. striding o ™ICR (PUTTING CLCAK O'1): It's ruined}

Astara and Vedi fade ug c Tuinedl Look. My light is leaking
outl To longer is this the Cloak of
Deep Darknessl

Step forward o - FATHIER:s 'ay I speak, oh great Cdin?

-

CDIN: Yes mortal man.

FATHERs Astara has often wished for
sky cendles to light the darlkmess of
the nighte.

THCR: Sky candles! A rather nice
thoughtl

CDIN: And a rather pretty effect.
Look how your light glistens against
the blackness of the cloaks.

THOR (PE}SED)S YeSeeee YOS8eee

ODIN: How can we explein this to the
mortals? ‘hat can we call them?

Go_to 0din, kneel. = _ VADI: Oh, god of gods.e call them
stars, in honor of my little sister,
Astara.

ODIX: DMmrpam Goode Starse.e Starse..

The Cloak of shining Stars.. (LAUGHS

WITH PLOASURE) Yes.e.o I like the result
Pats Vadi onhead .~ of your escapade, Vadi. Who would ever

have thought that mortals and moths...

could improve upon Valhallal Guardl

Bring mede for everyone. We shall

Signals for him to rise. =~ cslebmtell

&starg goes to R with Father GTARD DOES SC. TIICR CAN NOT FELP BUT
and_Moon. Vadi goes TLC to STON HIS DELIGHT. VADI LZAVES TE GROUP
ﬁﬁlllqhgnd and gets pepper AD SPILLS FEPPSR IN THCR'S 'EDu. 10

sha¥Xer from behind table leg. CUE S3iiS HIY DO IT.
Pus iness Guard X above Cdin
to 77 C and pours mede.
' MOCN: Pretty twinklirg stars to
brighten the night.. just as Astara
brightens our lives.
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AUL i THOL:s And you think the mortals will
like them?
ASTARA: I know they will, great god
Thore You'll bring joy to every night...
sweep awey all loneliness.. bring sweet
dreams to every mortal.
GUARD SERTHS ONIN THuM GCuU8 TC ASTANA,
AT “’,‘_ MCON.
ONIY: So be ity And now a toast to the
starsl
VADI: Here, master... I've poured this
for youee

WART,  CToT AT THCR: Hah! And for that reason, I in-

sist on changing glasses with you.
VADIs Oh, no, Thoree NOse

THCR: Yes, Vadi. You like vevper in
your mede.. snd so we drink. (TJiCR
LIFTS GLASS HIGCH IN A TOAST.. AS DCES
WARN: Light EVERYCUE :LSS.) To the starsese may
they long fill the sky with beauty..

ASTATA: And light.

EVERYCNE DRINES.. TADI PRETEIDS TO,
BT THOR TIPS EIS GLASS, DO RCIVG TE
LICUTID DOV TIIS THRCAT. P_,PP, l
DCES THd TRICK.e CONTC! (’f‘ICJS, SULLZ2ING,

CO'T’"'II G, AD SO I'CRTH.

7adi X DC in fits - Astara X ASTARA (LAUGHING): Back to earth, little
to his L brother. You're no longer the imp of
the godsl

CUSTAIN CUE 1'0.. 3

8 _CCTPANY LATGIS HIARTILY AS TH3 FINAL
LIGYT Yo, 13 ggwx;z_g FALIS.
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CHAPTER IIX
WRITING FOR CHILDRZN

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 imaginaticn; (2) a Ymow-
ledze of and respect for children; (3) a good grasp of dramatic

technique with a conversant foundation in children's literature;

(4) experience directing plays.l

FUITDAMENTALS CF PLAY WRITING

The first problem to consider is the source from which the play
is to be writtens The play may be an adaptation of a traditicnal folk
or fairy tale, or a myth, ballad, hero tale, or it may be an original
modern tale or an adaptation of a children's novel. Whatever the
source, WNard cautions that the playwright should choosse something which
iInterests him, something which has not already beem well dramatized,
something which may be condensed into conformity with the unities, and

something which contains several good episodes and a real climax. The

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. (Mew York: D. Appleton
Century Company, 193%), ps. €1-C2.

2 Ibid., pp. 63-€E.
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This appeal will differ with the apge 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 satisfyirg 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 cataleging 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 lewel appeal is an
important question the playwright must answer for himself, Chorpenning
states the requirements "Mpke sure that the erperience that happens...
be an experience worth havirg."® 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 1life and make him a better individual for the happening."6

8 Ibid., pp. 119-122.

4 John E. Anderson, "Psychological Aspects of Child Audiences,"
The Educational Theatre Journal, 1I1:285-291, December 1950,

5 Article in the New York Times, Charlotte Chorperning, "Six Rules
for Drama," September 1, 1549.
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FKenneth L. Graham goes a step farther in order to clarify this phrase,
"experience worth havirg." He says that while entertainment is one

of the purposes of a children's play, the second basic purpose is "the
iraginative vicarious fulfillment or satisfaction of certain basic

psychological needs." He expresses these needs as follows:

«ses the desire to see the abstract pictures of the imagination
realized in concrete form.

««s the craving for a conception of life higher than the actual
world.

«se 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 imaginaticn.

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

«se the need to enter worlds larger than their own and there en=
counter people different from themselves.

.ee the need to experience emotions that might not be evocked in
everyday livinge.

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

eee the imaginative satisfaction of "ego" and mutuality needs
of the growing child.”

Once the source and the age level have been selected, and the
pleywright has satisfactorily answered the requirement of portraying
an "experience worth having", he is ready to build the scenario. This
is simply the outlinirg 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,"
Handbook for Children's Theatre Directors, (Circinnatis College Hill
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"Doubtless some writers see situation first, and others character, 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. Furthe£, the mood
is decided, and everything that happens should be described, particu=-
larly in causes and effects. Finrally, the emphasis, the real poirt of
the play, should be stated clearly.9 Only after the scenario is complete
can the playwright proceed to the elements of writing the story. 

The first step is concerned with the writing of the expositigh, a
difficult requirement to handles The audience needs to know certain
things concerning the characters and the situatione 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.lo To these Ward adds one rule: "¥ot 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 Yorks Houghton
¥ifflin Company, 191¢), p. 80.

¥ Viard, op, cit., pp. 75-77.

10 Baxer, op. cit., p. 173.

11 Ward, ope cit., p. 78,



85

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 1If the playwright has prepared his scenario on the basis
of action, the episcdes which contair this action are the dramatic
situations. The complication of the situations defines itself as
reversals which tangle the problem and meke 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 eu i3

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,"4 there is no play at all. Suspense is built on
the emotional response cf the audience which has become sympathetically
involved with a charaecters 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 susponse reaction. The playwright
may keep the andience in ignorance as to how things will turn out,

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

12 paker, op. cit., p. 80.

13 Theodore Buckler, Treatise on Rhetoric and The Poetic of Aristotle.
(Londons George Pell and Sons, 1880), pe 427.

1

4 Beker, op. cit., p. 207,



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 eventse.

William Archer, in his book, Play-'fakins, implies a preference for the

15 1¢

latter method of building suspense,”  and Ward is amenable to either.
The entire basis of dramatizing the familiar story is this second
method, for certainly the audience knows the experiences and situeticns
by heart. It is, then, not too much to infer that the character is a
major factor in building and meintaining suspense.

Next the playwright should consider the developmemt 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 charecter,
or covering off-stage actions Perhaps the most important element in
disciplining these situations arises in deciding what should be shovm
on stage and what may happen off stege 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 sudience feels cheated.
eos Chief of such scenes is the one up to which the drama has beemn

built."t7?

15 William Archer, Plav-?hkins. (Mew York: Dodd, lMead and Company,
1934), Chapter XVII.

16 Ward, ove. cite., pp. 78-E1.

" Ivid., p. 82
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The climax, the vnoint toward which the entire sequence of
dramatic situations is aimed, is "whatever point in the play arouses

nl8 Or, as Baker says, "Climax is, there-

the most intense emotion.
fore, an integral part of sﬁspense. The point of greatest intensity
reached in an ... act or play is the moment of climax."l9 A children's
play as well as an adult drama requires a strong climax. TIor the
child audience, however, this climax should come as close to the final
curtain as is logical and plausibles 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.2°
The preceding discussion has been concemed 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 vith... obvious and clean cut distinction between good and

poor behavior."?1

Ward has also developed a few conclusions definirg
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 builld steadily and rapidly to

18 Loce giE.

19 Baker, op. EEE" pe 215,
0

2 Ward, op. 313., p. B3.
21

Anderson, op. cit., p. 286,
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the climax and then stop, must contair the thrill of suspense and
expectancy, must have comedy rslief, must have a minimum and preferably
no romance and love-meking, and finally, it must have an encouraging
ending based on postic justice.zz Chorpenning states on this matter

of plot, that it is most important that "the story of what haprens...
must never stop..e. not for comedy unless it actually moves the story,
nor for dancers, no matter how beautiful, nor moralizing or philosophy,
nor for sheer characterization."?%

Before discussing characterization and dialcgue, there is another
fundamental to consider when building a plot for the children's play.
The playwright should be careful to arranpe 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,
susvense, sorrow, happiress, a sense of beauty, all are important and
beneficial feelings for the child to have. They should all be presemt
irn the play for children.24 Fowever, the playwright must be alert to
the necessity of immediately relieving moments of too intense excitement.
Although Burdette Fitzgerald 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 thrcugh the

bodily movements such as jumping up and dowm, crying, hiding the face,

22 Ward, op. cit., pp. 128-133.

23 Tew York Times, op. cit.

24 Personal interview, 'iss 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 scripte These may

be overcoms, ... to quote frem Charlotte Chorpenning "... through

Nl

"4Y  Consequently, in order to

comedy, sense of beauty, and security.
provoke these responses healthily and still maintain the story line,

the playwright must ovrovide adecuate transitiornal scenes. The child
audience is unrestrained; their resvonse is total, and therefore must

be taken into account before the rlaoywrisht may set his episode sequence.
An important scene can not successfully follow a high pitched one. The

beautiful would be lost il it followad the thrilling too closely. The

audience must be given time tc prepare for the change ol emction as

2
<

(o]

well as the retumm to the facts of the plot. These transzitional

scenes are doubly necessary following what Chorpenning calls an "exercise"
scens. "i“heraver 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
savere a tension."?! The scene uhich succeods such an outbreak of

emotions obviously rust be one which is transitional and must contain

nothing which is vital %o the unierstanding of the plot.

2% Burdette I'itzgerald, "Choosing the Childrsn's Theatre Play,"
Pandbook for Children's Thsatre Directors, (Cincimnati: College ¥ill
Station, 1349), p. 12.

26

Personal interview, Miss Eleanor Chase, July 11, 1951,

a7 Yew Yorlt Times, ope. cit.




Finally the playwright is rcady to develop his characters and
their dialozue. Above all slss, the characters should be real and
individual, Only then can the audience find sympathy for and with them
and thersby rejoice in the dramatic situations and suspense so vital to
the successful play. The fundamsntal reguirements for any rlaywright
creating his ocwn characters are (1) economy in numbsr; and (2) consist-

28
ency within the charactor. Added to these, Archer stressses the
importance of character, "... the play will he of small account as a
work of art unless charactsr at a very early point, enters into and
conditions its de'\relopm.ent."?‘9 The characters in a play for children
should be broad and obvious, without complexity or duplicity. The
heroes are haroes throughout; the villians are consistently villianous.
Further, "There must be a character for the children to identifly them=-
selves with.“so This character's expsriences must be such that the
child can readily become one with him and benefit through the relation-

31

shipe. Albert Mitchell states that "The principal characters must be

clearly estabvlisheds They 'rust dominate the action while the minor

n32

ones subordinate. It is vital that these characters be real people,

not mere pupvets. The emphasis in creating them should lie on the

n

simplicity of motive within the character, rather than on a sterectyped

v

28 “Y&rd’ Q_Eo cis., De g4.

29 Archer, ope cit., p. 22.

30

Yew York Times, Ope cite

1
5 Anderson, Cp. cit., pe 290,

52 Albert Mitchell, "The Children's Theatre Audienco,"™ Handbook for
Children's Theatrs Directors, (Cincinnati: College Hill Station, 1943),
Pe 20,
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woodenness on the part of the playvright when drawiang the character.””

The characters must, accordingly, speak characteristic dialoguse.
This dialogue must be selected and condensed and still maintain its
threofold function of clarifying the situation, 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 succassful, "% Chorpenning adds, "Bs
sure that these fundamental experisances are given in the children's
own termse. This does not mean it is necessary to use only kindergarten
viordses 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 ite Lines of whimsy and satire

are lost for the child audience. Generally speaking, it is better for

the playwright to effect comedy through action.® This mey be written

in specifically by the playwright, or it may be created by the action-

conscious director from the suggestive clues planted by the playwrighte
In summry, 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. 3ut even

%3 ward, op. cit., pp. 133-134.
54 Ibiio. De B85,
35

New York Times, ope cit.

6
Ward, op. cit., pp. 135-136,



more than that, a few principals peculiarly essential to successful
dramatization for children can be stated

l. 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 actlon as is possible,

4, Give the exposition only as needed.

5. Begin the story with the rise of the curtain,.

6. Write the climax as close to the final curtain as possible,.
7. Xeop the suspense hizh.

8. Give the audience a character with whom they may identify.
9. Make the characters broad but real.

10, Tell the story in short, natural, conversational dialogue.
11, Tse vocabulary understandable to the age level of the audience.
12, Include broad comedy lines when possible.

13. Plan for a variety of emotional respouses.

14, Bs aware of the value of transitional scemnes and exercise
scenes,

15. Avoid, as much as possible, romantic or love-making scenes.

16. lake the ending ideal, with emphasis on poetic justice.

ILLUSTRATION OF THE FUNDA'ENTALS

The plays listed in the Subject Index to Children's Plays®’ indicate

that very little from traditional Norse Mythology has besn dramatized.

87 Subject Index to Children's Plays, (ChlcagOt American Library
Association, 1940).
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Thile several Greek myths have been dramatized, the orse stories have
been neglecteds Because the play dealt with the eternal elemsnts of
nature--the moon, night and day, thunder and lightering, 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, his 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 childe 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 "Ho% The Stars Were lade", a few source explanations
are needed. The plot was not based on a traeditional myth. 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; (3) actual mythological.

The mortals, Astara, Father, 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. TI'or, while Tadi was patterned after Loki, the
traditional imp of the gods, the author was careful not to imply that
Vadl was Loki. Vadi therefore was a product of the author's imagina-
tion characterized after reading of Loki's exploitse. MNorse 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 e e s™O0
Therefore, once again the author created the character, and, for reasons
of dramtization, placed in Valhalla an unorthodox being. The guard is
also fictitious as the Valxyrior, warlike virgins, were the messengers

and servants in Valhalla.59

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 would suit the action.
Odin and Thor, however, are characters in the Norse mythse. The play
charged them to assume duties not assigned by traditione In the saras,
0din 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".4l He was the god of thunder,

and as such, carried his thunder hammer with him at all times. Turray

states that Thor was distinguished from the other gods because while

38 Thomas Bulfinch, The Golden Age. George H. Godfrer, editor.
(Bostons David D. Nickerson and Company), I, pe 412.

39
Tbid., pe 414,

40 Ibido. De 413,

4 Ih14., p. 415,



the other gods rode across Asgard, "Thor goes on foots he is the

w42 with these

striding 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,
with 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 epparent 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. YMurray, 'anual of Myth. (New York: Scribner, Armstrong
and Company, 1B75), p. 316.

43 Marray, ope giz., pe 314,

4 Bulrinch, op. cit., p. 415.
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SCENE

PLOT LINE

EXPCSITION

Act I Scens I

Thor promises to banish Vadi.
To escape this punishment,
Vadi is to be sent to earth.

*oon and Vadl are
mortal.

Thor needs his
Cloak to fulfill
his duties.

Act I Scens 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 Thore.

Act II Scenoa I

Tadi steals the Cloak and
takes it to earth.

Further statement

of mortality of
Tadi and Yoon.
Description of how
Thor stole Vadi

and Yoon from earth.

Act II Scense 11

Vadi returns to earth with
Cloa.k.

The Closk is stored in
cheste.

There are moths in
the chest

Act III Scene I

The holes in the Cloak are
discovered.

Cvmership 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-
united.




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 scens 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 mede, or in Act II Scene II when Astara displayed her
anxisty over the safety of the cloak and the peculiarity of the weather.
This pantomime also served to start the story each time the curtain
roses 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. Anocther was Vadi's
abrupt disabpearance in Act III Scene I when the thunder and lightening
ceased, to show Astara standing alone. DIach of these action scenes
forwarded the story, end 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 secrets The mjor 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-
longede 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 cloaks The audience was aware of all of

these factorse Within Act I end Act III, the climax was not known to



the audience. In Act I, Vadi leaves earth without any warming. In
fact, the audience had seen and heard his mother's admonition to hims

MOCl': Forever, Vadi. You must never, never, never return
to Valhalla,.

In Act III, the 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: Fmmme. Goodl Stars.. Starses. The Cloak of Shining Stars..
(LATCHS WITII PLEASTTRE) Yeseee I like the result of your
escepade, Vadi. “ho would ever have thought that mortals
and moths could improve upon Valhallall Guard! Bring
mede for everyone. We shall celsbrate.

In Act II, the climectic points were many and comparatively minore The
biscest climax vas Vadi's appearance with the cloake. The plot demanded
that the act be bullt to that point because everyone in the audience
had to be aware that the cloak was stored in the cheste The minor
climaxes were based on action, particularly on Vadi's escapes from Thor
and Cdin, Aunt Anna, and Father, Viewing‘the play as e whole, then,
the major climax was buillt on the premise that the audience vas awanre
of the results, while the intra-act climaxes were govermed by the
element of surprise.

The suspense depended in great measure on the andience 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 vhich were broad, and dialogue which vmas
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brief and in the lancuapge of the children. As the characters are best
examined through their dialopue, these above four fundamentals will be
reviewed togsther.

Astara was created as a sweet, pleasant child, with the highest
standards cf behavior. Vadi, while an imp, was not malicious or
destructive in purnose. Both were normal children transported into
the world of make-believe. The childrem in the audience could have
identified with either or both, and received a satisfying vicarious
experience, Astara's charactsr vas constant, alwvays a little wiser and
more understanding than Vadi'se It was she who realized the harm of
keeping the cloak:

ASTARA: Two days agol That's why father's so tired... and vhy
the school master fell asleep during school time. To
one has had any sleep for two daySee.e And that's why
the earth is shrivelling, vhy the birds no longer sing.

and the wrongness of taking it in the first place.

ASTATA: Dut you should have thought of it, Vadi. '/e're gov-
ermed by the gods, and if they don't do as they should,
the vhole world is turned upside down. You've dorne a

very btad thingl

ASTARA:  eee and now the only right thing to do is to toke the
Cloak of Deep Darkness back to Thor.

She immediately stepned forward to defend Vadi in the prosence of the
godse
\STATAs Yo, Vadi, we have something to tell....

ASTARAs I bogced Aunt Anma to let me sprinkle the chest with
camphor, but she wouldn't let meessss

The last line was hers, showing that she knew Vadil arnd urderstood the

adjustnaits he soon must make.
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e Rack to earth, little brother. You're no louger the
imp ol thae gedsl

7adi, on the other hand, vas the active character. Ie played tricks
for fun, but he stols the cloak for reasons he thought valid.

VADI: I thought that if there were no right, mother could

restess porhaps even come to earth with moesee.
VADIs And then, oh god of gods, I hoped to please Astaraeese
TidDI: eee She (Astara) said that she liked daytineees buteeas
Te agreed to Astara's suggestion that he talke the clozk back to Valhalle
once he tecame avare of the damage he had done. He vas therefore will-
ing to accept his punishrert because he realized that he deserved it.

TADI: She rnde me bring the clook hacls She shoved me that
night has its place, tooc.

The resoluticn wes a happy oro for both characters, end left the
audierce with the feoling that the situatior vas settled and over.

The other characters were broad, teing wholly good or wholly bad,
and their dialcpue was egually succingt. From the first, Astara's
father was pictured as kind and gentle,

U
CIT

FATITER:s You dresm it, Astara. Bub your dreams may bring you a
happiness the world can note And now it's time for
bed. (PICKS IR UP AMD CARNIES MER TC THI BED) Pray
to Valhalle. !aybe the gods are listening and will
grant your wishe Good night, my little Astara.

He remained so throughout, even tc assisting Astara when she needed
him most.

ASTARA: I'm going to Valhalla, fa*her. Moon mother is calling
me. Vadi is in trouble,

FATIIERs Then let us goessos

He vwms as kind to Vadi as to Astara.
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FATHER: (LAUCHING) Alright. Stay he will. But not a word to
Anna about this. Vadi will have to sleep in the bamm
and come into the house orly when you're alone, Astara.

ATTY

FATH3ZR: Then farevell until dinrer. Talte good care of your
sister, my soNesee

Aunt Anra was mean and crueles She tried to hurt Astara:
AUT'T: I should say you arel And it's all your mother's fault.
o respect for superiorsese lazyees. good-for=nothinge...
And you take right after her.

would have forced Vadi to leave the house had she lrnorm he was there:

AUTT: A brother! Aind what for? Cnly one mors turden for me to
bear,

ard showed her selfishness in more ways than one.

ANTIT: A candle!l I should say not! You know I need 2ll of
thems I have to arranze my hair for the night, and I
need candles for that. Besides, my little Keotie is
afraid of the dark... Aron't oo sweetuns..

21NTT: Astaral Come here! ¥ hair needs to be brushed.

AUNT: There are no moths in there. It's my chest, and I‘'ve
never becn bothered by any mothse So just bring me my
pillow and stop arguingl

Thor was equally harsh, although because of his position as a god, this
harshness was somewhat justified and therefore mitigated. IHowever,

the fact of his fits ol 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 rusic and charme As the moon lavished
affection on Vadl end Astara, she assumed the same place as Father in
the eyes of the audience.

1"0CN: (7O VADI) Exciting and wonderful for you. 'l moonbeams

will show ycu the way. Don't be frightened, my dear one,
the distance to earth is nothing.



1001 (TO ASTARA) I see you alimyse I watch you {rom up here.
Your unselfish ways, your kindness, your swcetness.ss I
sece them and lmow them all...

Her defiance of Thor in defonse of Vadi aided considerably in ectab-
lishing her character as sweet and loving, and still strong enough to
fight injustice.

MCCYs  Wait, Thore. Do not be too harsh with Vadieees

MOCY: You are driving me too far, Thor.

0din, the guard, and the four children vho were friends ol Astara,
carried the subordinate roles. 0din vas just and powerful, as fierce
to Thor unon prcvecation:

ODII": Yo, Thor. I shall, You forget yourself at times. TIorgot
thet I am ruler here. And you forpet that I have a sense
of justice which you lacke Vadi is not the only one to be
punisheds You shall be, too.

as he was firm with the moon vhen she spcke to him about punishing

Vadie.

ODI¥: That I can not say. If he has stolen the cloak, he must
be punished.

Fe vas shown as the modiator, the judge, the one who meted out punish-
ments as needed.s That he eventually decided in favor of the ®good™
characters satisfied the audience as to his genetal classificatione.

The guerd was essentially passive, althdugh the author attempted to
dilf erentinte his character by emphasizing his stage business. He
carried a staff and spoke in an unususl sing songe It ves he who
snatcked Aunt Anna bald headed, and the look of triumph vwhich came over
his face at that moment undoubtedly showed him as a real person with

real dislikess The children assumed no positive characteristics of
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either good or bade To give them each a persornality the author attached
adjectives to their names, and attempted to suit their business and
dialogue to this adjective.

MARTA: (GOSSIPY) And why should she? % mother says she does
nothing but brush her hair.

CHRISTINA: (SZ'SIBLE) And we could use the holes for windows.

YEIL: (NAIVE) 1y father says that anyvone who's as vain as she
ought to have her hair pulled outll

LARS: (ROUGH UCUSE) He was awnke enoupgh to rap my knuckles
when I went to sleerp.

From this discussion of the characters through their dialogue, the
briefness of the lines aS well as the broadness of the characterizaticn
certainly stands out. The vocabulary used is conversatiocnal in its
scope, and could be readily understood by any child over six.

Because of the wide range of characters, the range of emoticnal
responses ert to be provolked was wides The appearance of the characters
alone evoked a response. To be more specific, hilarity was provoked
through broad comedy lines such as:

VADI: Vho's that? ‘hat an awful noisel

VADI: Can't she do anything for herself? Do you have to do
everything?

and through acticns 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. [Iear 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 almest cut up the Cloak to make
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curtains for her bird's cage. Sympathy for Astera came frecuently
through Aunt Anra's treatment of her, and also through Thor's harshness
toward Vadi énd the moon. The sense of beauty was gaired primarily
through the Yoon's apvearances to Astaraes The dialogue was sof't and
melodiouss

M00Y: Good evening, my little onee..

MOON:  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 etherseal 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 moonheams, and Thor's costume and thunder harmer,
served to enhance the interest in scenes which might otherwise have been
too talky. The emotional response to the ending was happiness and the
scanes Father shared with Astara evinced a feeling of warmth of relétion—
ship which served to lighten the tension and give the audience time to
relax.

Usually the scencs which were the transitional periods were written
to re-inforce or re-state exvosition or previous events in the play.
They also served as relaxing moments when the tension rose too highe
The first time such a scene was needed was after the chase at the be-
ginning of Act I Scene I. Ulritten as an exercise scene, it was followed
by an episode between the lMoon and Thor which began quietly, containing
a restatement of Thor's decision to banich Vadi and a primary 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 Vadl and Thor which merely embellished
what had been said earlier. To teke another erample, note how the

scene in Act II Scerne I where Aunt Amna nearly discovered Vadi was
followed by pantomimic action. Again, the highly emotional scene show-
ing Astara and Father and then Astara and the }oon in Act I Sceme 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 thse
interést at a high peeake.

The exercise scenes were fairly numerous. The first, Act I Sceme I,
has already been noteds 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 Vadl was eluding the other characters,

The problem of overly romentic action did not occur in the pley
as there were no characters so inclined. The dononstration of affection
between Astara, Father, the Yoon and Vadi was emtirely accerted because
of its nature, that of family love. The climax occurred very near the
end of the pley. It was twenty dialogue lines or about two mimites
from the final curtaine 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 restorsd to Valhalla, and a wonderful new part
of nature, stars, had been made.

The major fundamentals which are listed on rage 92 have been
covered., As has been illustrated the especial problems of "How The

Stars Viere Made" were those which dealt with character, dialogue and

action,
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CHAPTZER III
DIRECTING AI'D DESICIIYG FOR CHILDREN

The director of a children's play, like the children's playwright,
mist examine his perscnal resources to be sure he is suited to the work.
Ward suggests that most basic of all requirements for the children's
theater director are:s (1) understanding of and love for children;

(2) high personal standards in life and art; (3) some knowledge and ex-
perience in the technicel areas of production; (4) ability to handle
the publicity and the business end of a production; (5) a skill in arts

other than drama.l

FUNDAMENTALS 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 childrem's plays
should have a thorough theater background and be as well versed in
directing technigues as the director in any other kird of theater.

The first steps in direction are plamming 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 draving

l‘Winifred Ward, Theatre For Children. (lew Yorks D. Appleton
Century Company, 1939), pp. 145-I4E,.

William Ireland Duncan, "Directing the Children's Theatre Play,"
andbook for Children's Theatre Directors. (Cincinnatis College Hill
Station, 1949), p. 14.

3

Loce cite.
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of the floor plan, indicating position of all walls, doors, furniture,
and properties. He actually has begun his producticn 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 dofinition 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; eee.
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.®
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 plgy."7 The

4 pAlexander Dean, Fundamentals of Play Directinc. (New York:
Rinehart and Company, Inc., 1948), p. 137,

5 Charlotte Chorpenning, "Rehearsal Techniques," Handbook for
Children's Theatre Directors. (Cincinnatis College Fill Station,
1949), pe 17.

€ Albert 0. Mitchell, "The Children's Theatre Audience," Fandhook
for Children's Theatre Directorse. (Circinnati: College Hill Station,
1945, pe 20.

7

Dean, 22. Cito, Pe 203.



relationship between composition and picturization is close because
comnosition 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 aursl

story telling qualities in a play, but sometimes a director

unconsciously emphasizes one at the expense of the other.C
Chorpenning illustrates this fundamental of making the picturization
tell the story with two statements. "The stage must be a picture
book." Mo child must have to listen."® Picturization is vital in
every secord of the children's playe.

The rhythm is a unified combination of the auditle and visual
factors in both the interpretation of the play and in the designing of
the production.~ The director is primarily concerned with the play-
wright's use of character, dialogue and movement as they 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 intemsity of the impressions our experience is expressed by degrees
of emotional and muscular reaction ranging from pure inner feeling to

n10

bodily movement. Further, in defining rhythm, he avers that "The

Duncan, ope cite., pe 15.

Chorpenning, op. cit., »n. 17.

10 Dean, op. 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
ratural longing for progressive movement which is ordered rather than

. Y !'11
chaotic and haphazard.

In Chapter II, the author pointed out the need for a variely 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 bhasic
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
exciteds Such scenes should not be prolonged, even though the
audience seems to be enjoying theme Tension should be built
rather quickly, end abruptly and be followed by a scere which
allows the audience to relax and calm dovm.l2
Chorpenning also views this matter of rhythm from the director's angle
in a series of
basic factse.ses "o 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 no%t make guick
transitions; we must do it for thems Too long continued tensicn
is destructive; we must relax it by lauzhter, or beauty. «..."13

Thon there is the necessity of planning the interpretation of the

lines, characters, and situaticnse The playwright's concept should

11 IJOC . Ccit,

12 Duncan, 92-0 Slto, De 15.

13 thorpenning, op. cit., p. 17,
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govern the dirzctor. ‘lowever, when necessary, the director may assume
intervretative authorit;y. Says Dean,

Interprecative artists must know their ovm techniqus as well
as the creator's. Their imaginaticn is different bhut must be
ro less vivid. Thgy must sense emotionally and intellectually
the creator's emctional and intellectual expression. I're-
quertly they must drive their imagination beyond his--sensing
the creator's imagination and adding to it.

With this oral interpretation, there is also the problem of pantominic
dramatization ard stage moremsnte Pantomimic dramatizetion, according
to Dean, is the detailed business of the character. It serves to tell

much about the character, situation, lecale, and a*mesphere of the

g 3
play.lo Stage movement, or busiress, is the grosser concent of move-

[

ment in terms of stape crosses, entrances, exits, large shifts in
emphasis, balance, stability, and sequence. It is, as Dean definss it,
the "stage picture in action "6 “mile pantomime grows from character,
staze movement has its source in the line or explicit directicn of the

pleyvwright. The mannrer and the rhythm with which the character exo-

cutes hic stege movement is dependent uron, and, therefore, must he

7

. . . 1
consistent with the characterization.

The careful children's theatre director can employ this panutoiirmic
Araravizatics wul shige movenent much as the playwright doess to tell

the story in action.

Dean, ope cit., ve 24,

Ibid., pe
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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

wordse. For this reason it is important that the director de-

vote a great deal of time and care to the planning of bothe.

Every movement of the characters on the stage should be made

clearly and directly, every piece of business should be executed

with precision so that it may be seen and understood.l8
And another statement,

Little and dull children in the audience get their meanings

from movement, voice quality, and facial expression, not from

wordse19

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 start."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 tako 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 (1) ebility of the actor; (2) physical suitability

of the actor; (3) voice flexibility of the actor.2l

18 Duncan, op. cit., p. 14.
19 Chorpenning, ope cit., pe 17.
20 Duncan, op. cit., pe 15.

21 joun Dolman, Jr., The Art of Play Production. (Iew York: IHarper
Brothers and Company, 1946), pp. 148-153.




113

All three of these factors are important to the childrex's play.
Ward is concerned particularly with the problems of ability and suit-
ability of the actors 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 acceptod 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."?% 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

distinct1y24paying particular attention to the emphasis of

key words.

Nard 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 auditorium where the play
will be presented."25

There is one more casting fundamemtal to consider. The actorg
must be interested in playing for childrem, which means they must want

to understand their audience. The actors must respact their audience

and be concerned with the reactions they provokse Chorpenning states

22 Ward, op. cit., po. 169=174,

23 \itchell, ov. cit., p. 21

24 Duncan, oD. cit., p. 15,

25
Werd, 0Ds cit., ne 162,
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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. 1In order to accomplish this understanding, Chor-
penning, as a director, advises the actors to "Go into the audience
Saturday; watch how the children's faces and bodies take on the expres=-
sions...."zs, the same advice Nuncan offers to the inexperienced
children's theatre director who wishes to understand the child audience.
"And that is where the director should always be during performances=--
out in the house with the audience,... There he can learn most ahout

directing plays for children."?”

It is not a mistake to cast an actor
vwho does not understand children, but is a grave mistake to cast an

actor who does not want to 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 purnoses:

The first is to give opvortunity 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 Chorpemning, op. cit., pe 16.

7
2 Duncan, op. cit., p. 15.

28 DOlman, ﬂ- Cito, De 178.
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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 movemente In order to accomolish so
muich it is vitally important that the rehearsal periods and their con-
tent be planned to the minutest detail.??  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 dialoguee. 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 nesd for then ap-
peared...."so
The fundamentals discussed thus far are those applicable to pro=-
scenium directinge. The author employed them in one half of her pro-
duction (Act I Scene I, Act II Scene I, Act III Scene II). The other

half of the production was performed on a three sidel arena stage. 1In

29 Ipid., Chapter XII.

30 Chorpenning, oD gij., pe 17.
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order to discuss production fully, a consideration must be made of the
"mists" of arena staging. Sophie Rosenstein calls the director's atten-
tion to the imnortance 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
imnortance of being aware of the long entrance crosses provoked by the
aisle entrances.31 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."*2 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 tempmo 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 awave This can be ac-

complished only by complete relazation and complete concentration.

There must be more movement ... than is ordinarily found in
stage productions.

eee 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, "Saven 'usts," Theatre Arts. 33:61, 'arch 1949.

32
Vinton Freedley, "USA," Theatre Arts, 333163, “arch 1949.

83 Glenn Hughes, The Penthouse Theatre. (llew York: Samsel 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 minimm on
theatricality."%%

In her research the author found no discussions of central staging
for the child audience. Therefore, the apnlication of these fundamentals
to children's theatre, as applied to the author's play, will be made in
view 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 problsm to be con-
siderede. Again, it is necessary for the author to discuss ths problsm
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.
"Scenery is all those visual elements that surround the actor in his
performance on stage."35 This includes the set, makec-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 subsidiax} 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,

37

practicable, and organic. The responsibility of the director is in

34 Rosenstein, op. cit., p. 6l.

3% Samel Selden and tunton D. Sellman, Stase Scenery and Lirhting.
(Vew York: F. S. Crofts & Company, 1938), p.

36 Ibidc, Pe Te
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 onsness or
singleness of thought."se He then states that it is "the director's
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,
furmiture, 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,
mist 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 sots as simple and as beautifully designed and colored as possible.

For the children, the simplicity of the set is based on suggestive

38 polman, on. cit., p. 54.

59 Ibido, Pe 84.

40 Lee Simonson, The Art of Scenic Design. (}ew York, Harper and
Brothers Company, 1950), pe. 49.

41 Ward, op. cit., pe 136.
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essentialse The children will supply the details from their imagina-
tions, if the essentials aptly suggest them. As an examvle, Tlard
cites, "Banners and tapestries can do much to transform a bare stage
into a palace,...."42 In considering this matter of simpls, sugrestive
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
aronsed, giving the children an experience in the apvnreciation of color
and artistry.*® Ward addss

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 may
us e their imaginations quite freely in envisioning the settings, the
chiliren'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

2 1pid., p. 204.
43 1oce cit.
44 Burdette Fitzperald, "Choosing the Children's Theatre Play,"

Handbook for Children's Theatre Directors. (Cincinnati: College Hill
Station, 1949), p. 13.

Wal‘d, 920 Cito. Pe. 207.
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director and desirner should not disappoint theme The sets should be
in close commnion 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, enhancs scenic
composition, and give satisfying emotional and psychological experi=-
ences.48 The responsibility of the director is to check once again
with 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 designede 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,
“" Seldon and Sellman, op. cit., p. 219.

48 1p34., 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 seeinge. 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 artiste For adults they
may create spectacular effects with Peer Gynt encounterings Boyg
in the dark, or Jacob Iamblin coming uvon the wild Navajo in the
dull glow of a dying fire, or Puck pursuing frantic lovers through
a Grecian forest by nirht. But for younger people, easy visability
is imperative. If they can't see what havvens 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 showess 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 lirht can not be ignored by the children's
theatre director, for they will enmhance 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.so Consequently, the director owes primary emphasis to visability
when directing a children's play, 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. Vhile fundamentally

49 L’itChell’ 220 .C_j.—to, Pe 21.

50 Loce C_i;t_'
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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 must go beyond thise. 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 combined:ions,"51 end also illustrete 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 designe. 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 desipgner to fulfilling the

children's ezxpecta.‘cions.S:3 To this, Ward adds:

Detail is of 1little 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 permi’c.s4

51 Ward, op. cit., p. 179.

52
Ibido, Pe 180.

%% Ibid., pp. 179-1lel.

54

Ibid., pne 1E1.
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The meke-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 inarena staging differ considerably

from those of the prosceniume 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 rooms Without exception these articles must be presentable from

all sides, and must be unusually low in order not to obstruct
audience vision.°6

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.®” 1In other words, the one

set show is preferred in arena staging. The make-up problem is more

sgvere because of the proximity of the audience. Hughes advises,

"Color must be subdued, shadows light."58 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. YMaterials must be good and so must the fit of the garment.

55 Tbid., pp. 213-214.
56 mughes, op. cit., p. 31-32.
7 Roserlstein, E_Eo gﬂo, Pe 61l.

o8 Hughes, 220 Cito, Pe 31.
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Bach actor is observed as carefully as a model at a fashion
show--from every angle and in a variety of postures. The
minutest details of dress are therefore important.®9

Again, because of the nearness of the audience, the properties must be
very realistice. 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 plenning composition, be awmre of the necessity for an
"un-mixed-up" stage.

3+ Make the picturization tell the story.
4, Control the rhythm of the emotional and exercise sceones.
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. BEe aware of the importance of érojection when playing for
children.

Designing

9. The set should be simple, attractive, and colorful, suggest-
ing detail rather than supplying it.

10. Beauty should be a factor in designing sets and costumes.

59 Loc. cit.

60 1bid., p. 33-34.
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11, %henever possible, the use of a variety of sets is recommended.

12, In designing sets and costumes, consider the children's pre-

conceived ideas.
13, If the play deals with history, the sets and costumes should
be accurate.

14, In lighting, the emphasis should be on selective visability.

Interesting stage effects are valuable and may be enhanced
by lighting effects.

15,

16. Special lighting effects appeal to the children and may have
value psychologically.

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 made about the distance of

the actor from the audience, it is important that the actor maintain a
distance of five feet from the first rows 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
l. Keep all furniture at or below four feet in height.

2. Allow a distance of five feet between the actor and the first
row of the audience.
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ILLUSTRATICN OF FUI'DAMINTALS BASED OV
"HOW THE STARS WSRE 'MADE"

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

usede.

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

satisfies the audience.

Simplicity and clarity in composition and picturization was

achievsed 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 vosition 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 ac‘tually.' 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 IIT 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 guerd 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. Vadi

is open to Aunt Anna.

and Astara are together, Father and the moon protecting them. Aunt

Anrna stands alone. Thor, relying on Cdin's epproval, steps between

Cdin and Aunt Anra. 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 mey be accomplished in large extent by the

playwrighte. Ilowever, the director needs to lay a governing hand on

—
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the text of the play in order to insure just the right amount of

responses For example, in Act I Scene II, the highly emotional

episodes between Astara and Father and then Astars 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 directors 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 laters 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 Iather Tun 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 dieds 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 moves

lesser gode
This is

rapidly from down right center to down left to admonish Thor.
8 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 cloake. The first

discovery is made by the children, and Lars tekes the cloak from the

down area to up center. DBveryone in the audience can see the holes,

and Astara's movement to get the cloak away from her friends shows her

consternations Vadi's reaction of disbelief is showm 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. BRBrief 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 smd 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

stagre movements In order to be valuable, stage movement must 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 Vadil

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 audiemnce trying to see.

This same movement occurred in Act I Sceme 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. TFather'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 menner were excellent for reinforcing the

characterization vhich 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 Vaii's constant exuberance and
twinkling eyes, the play would have been lost, for it was throuch
these gross movements and characterized pantomime that the story could
best be told.

The cast of "How The Stars Were 'ade" were very much aware of
the child audience respounses, 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
pantomine, rather then by relying on huge voice volume. The loud voice
frightencd the children, but his movements and the thunder bolts did
not. As the character of Thor wns not written as a fearsome ong 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 soundnesé. 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
sugiesting a palace roome 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 complimeuts.
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U'sing the sugrestive 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 actions 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 againsf 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.e The colors of the costumes, Thor in gold, 0din in purple,
Vadi in green, the moon iﬁ 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 mno definite period designe 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, hurble kitchen, a lavish palace, and a far away
mountain top.

The special effects, both in light and sound, were employed to
enhance character, liven otherwise talky scemnes, and in one instance,
to build a beanteous scene.s A tin thunder sheet struck by an iron

hammer 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 throushout 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. Besidas achieving an appealingly
beauti™ul effect, the character of the moon was reinforced, for to
children, the beautiful is synonomous with the g;ood.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
was twilight, and soft lavender gelatins were used. This ordinarily
dim and gloomy effect was justified by virtue of the arena staging and
the light contrast afforded when the moon avneared. The audience was
so close that visability was not interrupted, and yet the atmosphoere of
night time pervaded.

Examples of the fundamentals of directing and desipgn for a child

audience have been given, and illustrations of the author's decisions

61 Ward, op. cit., pe 207,



regarding the various techniques have been made. The
of the author in directing and designing for "How The
was the maninulation of stage movement and mantomime,

of the exercise and emotional scenes.

primary concern
Stars Vlere *nde"

and the timing
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CIAPTER IV

THE PRODTCTICN BOCK

The production book of "ow The Stars Were 'ade" 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 TI.

Although the stage manager is usually responsible for all back-
stage mechanics, flexible staging and extremsly limited lighting
facilities made it necessary for the directo? to divide these respons=-
ibilities between members of the light crew, the stage manager, and the
assistant stage manager.

The staje manager was responsible for the curtain, act house

light cues, and backstage proscenium mechanicss. The assistant stage

manager was responsible for the arena mechanics. One member of the
light crew was responsible for the special effects and another for

taking the major act cues from tho stage manager and also giving the
intra-act light cues to his assistant.

Therefore, the cue sheets are divided in what may seem an unusual
manner: a light cue sheet, a special effects cue sheet, a stapge

manager's cue sheet, and an assistant stapge manager's cue sheet,
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ACTTI SCE3 I eee Valhalla
Gold drapes full on three sides
“ahopany chairs «. larze and ornate
“ghorany table .. large and ornate
Cnyx pitcher and onyx stemware glasses

Hot, bright lizht ... unreal, othor world effect

ACT I SCsN3 II ees BEarth
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

Dusk

ACT II SCENE I +.o Asgard
Gold drapes full on three sides
Three mountain flats of purple and gold
Black enamelled box with gilt trim

flot, bright, light ... unreal, other world effect
Spnot on box

ACT II SC87T4 II ees Barth
Same set

Bright daylight

ACT IITI SCEITS I e.o Barth
Same set

Bright daylight

136
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ACT IIT SCENE II ... Valhalla

Gold drapes full on three sides

Cne mahogany chair ... large and ornate
One pot of palms

One mahogany table ... large and ornate
Cnyx pitcher and six onyx stemware glasses
COnyx tray

Hot, bright light ... unreal, other world effect
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LIGHT CUZ 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.

Arenma Lights - Three Par 38 on House Light Circuit #1 with #57 gel

Three Par 38 on House Light Circuit #3 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

CUE #2

CUE #3

CUZ #4

CTE #5

CUE #6

CUS #7

Open Act I Scemne I
Work lights off
House lights off
Foots and Borders up

Close Act I Scene I
Open Act I Scene II
Stage lights off
Count ten
Arema lights up - HL ;2

"0din Bless you, fathere.. and a good night's rest." p. 26
Projector spot on full spot

"Take care of him, my little one... Take care of him." p. 7
Take spot out to zero

Close Act I Sceme II
Intermission
Arena lights off
Count tem
House lights up
Work lights up

Open Act II Scene I
Work lights off
House lights off
Borders up
Par and Ellipsoidal up

Close Act II Scene I
Open Act II Sceme II
Stage lights off
Count twenty-five
Arena light up - He L. #1, #2, 43



CUE 3#8

CUE 49

CUE #10

cus #11

CE #12

CUE 413
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Close Act II Scene II
Intermission
Arena lights off
Count ten
House lights up
Work lights up

Opan Act III Scense 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 hurryooo hurl'yooo" Pe 69
Projector spot off. No fade

Close Act III Scene I
Open Act III Sceme II
Arema lights off
Count twenty
Foots and borders up

Close Act III Scene II
Final Curtain
Stage lights off
House lights on
Work lights on
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CUE

CUE

CUE

CUE

CuE

CUE

CUB

#1

#2

#3

#9

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

He Lo Circuits 1,2,3, flicker three times

Three blows with hammer on tin sheet
H. L, Circuits 1,2,3, flicker twice

Three second blackout
Two blows with hammer
Live squawk One

Live squawks Three

on tin shest
times

on tin sheet
times

on tin sheet
times

on tin sheet
times

on tin shest

on tin sheet

on tin sheet

Act

Act

Act

Act

Act

Act

Act

Act

Act
Act

Act
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I Scene I p. 12

I Sceme I p. 16

II Sceme 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 Scens I p. 70
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DZSCRIPTION OF PROPS

STAGEs

Onyx pitcher

Six onyx glasses

Onyx tray

Silver flute in black casse
Black corduroy cloak

Pot of palms

ARENAs

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

PERSONALs

large glass pepper shaker
Hammer

Four inch multi colored bird
Small hand axe

Five smll logs

Twelve inch gold scepter
Eight foot spear

Hair brush

Ball of silver cording

Yard of pink satin ribbon

PRODUCTION NOTEs

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 thirde The author used two, one
with holes and one withouts 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 Sceme I
and Act III Scene II, the prop girl ran this cloak to backstage.
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PROP LIST

HOW TIE STARS WERE MADE

ACT I SCENS I

ON STAGE PERSOVAL
1. Three glasses on table (C) 1, 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 SCEN® II

ON STAGE LRSOVAL
1, Tablecloth on table l. 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 SC&ZNB I

ON STAGE PERSONAL
1. Cloak in box (C) l. Thor = hammer

2« 0din = scepter
3+ Guard = spear

ACT II SCENE II

ON STACE PERSONAL
l, Table dressed as in I II l. Aunt - parakeet
2. Bowl of bread crumbs on tablse 2. Father - axe
3. Sausage on cupboard 3. Vadl = 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 SCENS 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

1.
2.
3.
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PZRSONAL

Father = axe

Astara = brush

Vadi - ball of moonbeams
and ribbon

PERSONAL

Odin - scepter
Thor = hammer

Astara = cloak
Guard - spear



1.
2.
3.
4,
56

6.

Te
Be
9.
1o,

11.

STORAGE OF PROPS

HOW THE STARS WERE MADE

Pitcher, tray, glasseScccecscccceccocscsccocsssscsccssses Off R
Flute and casS9eeseeessssesssssssccccscsccccssssscsssccee Off L
Thor's hammereeecececcscecocssssesoscsscsessosscesscsseseses Off R
Pepper s8hakoreeccececcsccccevsessseccocsscssosssssssscessee Off R

Cloakooooooooooooooooooooooooooo'-ooooo-oocooooo-.o.o.-o off R

Tablecloth, centerpiece, dishes, pillow, broom, linen
for cot, food, mending basket and scissorseeececceccses Room 308

Parakeet and hair brusheecescccsceccececes Women's DreSSing Room
Me....‘..........‘......'..........’................... offR

WoOdeeeeeoesscsecosocescsocossscsscoscesssseccccsssnccsesse Off R
Scepter and SPOArecscssccevessosersvececrssscscvccsscccssee off L

Ball of moonbeams, ribbon of cloudSesecscesceccoscsscesee Off R
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" AUNT ANN
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s LARS

NEIL

BOYS-
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GIRLS-CHRISTINA, MARTA
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MAKE-UP PLOT

CHARACTER DESCRIPTION MAKE-UP
(Max TFactor)
Vadi Juvenile 11 years old Pancake #23
Impish and mischievous Light rouge
Light lipstick
#3 brown eye make-up
Thor God ageless Pancake #28
Gold eyebrows and beard #3 light brown liner
Medium rouge
Gold beard & eyebrows
Moon Middle aged woman Pancake #24
Serene beauty #3 brown liner
( Hair in nod Brown eye make-up
Light rouge & lip-
stick
Astara Juvenile 12 years old Pancake #22
Sweet and pretty Light rouge & 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 & 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
0din 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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VAK%-TP PLOT
CHARACTER DESCRIPTION MAKE-UP
(Max Factor)

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 MANAGERS' CUE SHEETS
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CUE SHEET = STAGE MANAGSIR

House Lights Down
Opening Curtain

CUE #1 Vadi sits chair C giggling
Fast Curtain
End Act I 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 rpinutes between Act II Sceme II and Act III Scene I

House lights down
Arena scemne

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

End Act III Scene II

All ow 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
Moon enters DL, exits UR

Between scenes check that:
Vadi is off R
Moon 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
Moon enters DR stage, exits DR stage
Vadi enters door, exits door.

Between scenes check thats
Astara, Father, Aunt go to Room 308
Vadil is off R
Thor, 0din, Guard are off L
Moon is off R

Act II Scene 1
Vadi on stage, exits DL
Thor enters DL
Odin, Guard enter DL, exit DR
Moon enters DR, exits DR

Betwaen scenes check that:
Vadi is off R
Father 1s 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
Vadil 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 IITI 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

Retween scenes check that:
0din, Thor, Moon are off L
Guard, Astara, Father, Aunt, Vadi are off R
Four children are sent to Room 308

Act III Scens II
0din, Vadi, Yoon, Thor on stage
Astara enters DR
Father enters DR
Aunt Anna enters DR, exits DL
Guard enters DR



THE RZHEARSAL SCHEDULS
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CHAPTER V



CHAPTER V

ST'TIARY OBSZRVATIONS BASED ON
"HOW THZ STARS WERS 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
childrents. It is lmpossible to categorize, pigeon~hole, or specify
tne child audience. BEvery commnity 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
neods, and then strive to satisfy thems 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.

le8
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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 certain age
groups other than the group for which he is writing. Iowever, 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
drametic 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 wey uninhibited.
They express their feelings out loud, without restraint. They "feel"
with 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 boredome 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~=roisily=--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.



170

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 importence of the fundamentals of writing
and directing for children. They begin to realize how exercise scenes
really do exercise the child's temse, 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 show which 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, end w111>stop conclusively with a happy, thor-
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 themy 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 pley with pantomime. By doing so, the child is given time to adjust
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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 sceme,
now every detail could be seen. The flowers on the table were real, and
the children wanted to kmow thate There was real food in the cupboard,
and Astara prepared it for her Aunt and Father. Keetie, the parskeet,
so importent to the action of this scene, could be clearly seen, and
all curiosity about him vented and satisfieds Besides allowing time
for these visual adjustments, the pantomimic action gave important
clues to characterizations 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 childrem 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-

goestions 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 reactionse When dealing with pantomime, the rhythm factor
is doubly necessary. The duration of the episode must be neither too
long nor too shorte 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,
end 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 moode Returning to the illus=-
tration of the opening of Act II Sceme II, the decision as to Astara's
movements in preparing lunch are the responsibility of the director.
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 end 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 deliterately and responsibly preparing lunch.

Consequently, looking at the problem from her own experiénce with
it, the author feels that pantomime is extremely vital in allowing
time for visual adjustment to the place, time, and moods. 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 reins 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 characterss 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
mst be reacting with the character who is leading the muscular
exercise.

Taking a specific illustration may clarify the point. In Act I
Scene I, within two minutes of the opening curtain, there is a chase,
Thor chases Vadi around the roome The playwright, knowing the princi-
ple of including exercise scenes, assumed that beginning the pley
with such highly mscular 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 elicitede 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 résponsibility in this area of exercise
scenes. In the~case jllustrated 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 t6 be aware of
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playing the scene at too high a pitche. 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 minor 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 clape~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 scemes leads to the statement that excrcise 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 cheracters 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 Anne
characteristics of any actual female relative. Originally, Aunt Anna's
character was designated as Step-llother. In planning the scenario,
however, the question of moderm 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 pleywright withdrew the Step=Mother character
and substituted a maternal aunt. While Aunt Anne 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 umsual
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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 pserson's
emotions and desires, he remains alocof 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 whemever possible. 0dd
mannerisms, unpleasant movements, uncommon vocal patterns, will assist
immeasurably in accenting the unreal within the real. Using Aunt Anma
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 pleaywright can plan the umisual, 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 childs 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 sceness It is undoubtedly true that
by including scenes which call for an emotional response, the play-
wright may offer the child many worthwhile experiences--~venting 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
understande It is also true that the inclusion of such scenes mst 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, stops
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 birde 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 heve 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 doge 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,



179

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, Astars and the moon, and Vadi and the moon,
could not be stresseds The effect might easily have palleds With Vadi
in particular, any show of great emotion would have alienafed him from
the audience. Consequently the scenes were short, preceded and succeed-
ed by something mch 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 weas occasioned by Thor's
hurling of thunder bolts. The effect was designed to be thrilling
and spine tinglinge. 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 respomse. The audience reaction, if they
became accustomed to the sound, might easily be one of casual acceptance.
Then the effect as a means of stimileting emotion would be irretrievably

loste.
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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 sceme 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 prsparation of the
effect maksas 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 sceness The director who wastes no time in gétting to them
will do more to satisfy the audiené;'s rlea 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. lLanguage 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-
fuls, 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 purvosefully;
the actor may interpret them artfully; but it is this author's con-
tention that these lines alone will not provoke a resnonse. That is
the responsibility of the director.

The director can and should point up such lines with special
effectse Light, music, unusual movement which is in itself beautiful
and soothing, an especial color attraction--these are at the director's
disposals To be specific, the moon's speeches in her appearances to
Astara have a quiet rhythm to them. If the actress intones the woris,
accenting the rhythmic beat, the dialogue is quite musicals To enhance
this dialoguse, 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 wvisually. The un-
usualness of the sight will attract audience attention and direct them
to the wordse 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
saudience in on the secret), but far too oftem 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
audiences, The ensembls, with thé exception of the guard, is concerned
with admiring the newly made stars. The guard, however, is pouring
mede and can not help but notice Vadi's machinations. The playwright
offers no solution and, in fact, poses another problem--the sudden
appearance of the pepper shaker,

In this cass, then, it is the author's observation that the play-
wright has shirked a responsibility of visualizing the scemne as the
director must. If the playwright has a kmowledge, howsver 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 vas 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 tahble 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 mst be
constantly aware of the directing techniques to be employed in produc-
ing his play as he sees ite Even one slip may cause the director
serious staging problems.

Reiteration is the last point this author wishes to discuss. Her
observaticns 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 differemt
ways., Variety is the answer to avoiding ohviousness in reiteration.

Examples of the variety of wmys of implying facts or relationships
which the audience must understand can be cited from "“How The Stars
Were Made." The problem wans 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 com-
plete surprise of every characters In Act II Scene I, the moon tells
0din that Vadi is on earth with his father and sister, and that one
simple statement suffices as the only concrete link between the four
characterse 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 piay. 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
meanss "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 relationshipe. 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 Astaré's brother. The playwright's purpose
was to drop a clue by having Father mumble, "I wonder if.." and them
quickly change to "But, noess 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 neglact this repetition of important points
and expect his play to holde 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 varlety 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 hapvy time if only because they know that their
theatre is wholesome and meaningful., Children's theatre has so many
ramificﬁtions, does so many worthwhile things for the child participant,
that to discuss them would 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

Made" 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 makes-believe real and dreams come true.
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