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CHAPTER 1
INTROUUCTION

ttatement of the Problem

Drama has a universal appeal. Unbounded by age or
educational background, it is available in a wide variety
of forms to challenge either active or receptive vartie
cipation, In high school, drama rives students the
chinee to express themselves creatively while expanding
the edueational end cultural growth of the entire come
munity. In fact, since Montana 4s a "rural® state, withe
out professional or even adequate community theater, the
inhabitants find tnelr theater principslly in the schools,
colleges, and the State University. Although drama in-
velives thousands of young reople connected with the edu-
cational system of Montana, and mucst be considered an ime
portant part of the educational process, no detailed in-
vestigation of dramatic activity in the high schoels has
been made prior to this study.

As an initial study, then, it 1s the purﬁésé of
this survey to investigate the status of drama in secondary

schools of Montana.



Aims

Specifically, the survey has six aimss (1) to de-
termine to what extent drama courses were taught in the
high schools of Montana for the scademic year, 1962-63,
(2) to determine the quality, quantity, and variety of
dramatic exrerience which i3 avallable to the student
within the currleulum and outside equivalents, (3) to
determine the amount and kind of training of the Montana
hizh school direetors, (4) to determine their rroduction
attitudes, (5) to detormine the types of theater plants,
and, (5) to determine the amount and condition of stage
equipnent.

The survey should provide a common fund of informa-
tion which drama teachers, directors, and high school
agdministrators can share in attempting to solve their
special rroblems. The results of the :urvey should aid
college snd university staffs in building a more effec~
tive curricula for drama teachers, The study may 1ro=-
vide the ground work for future study in the fleld., And,
finally, 1t is possible that the general standard of the
extracurricular dramaties program in Montana may be

ralsed because of the increased attention glven 1t.
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Definition of the Terms

Montans High Schools
Every high school, rrivare, church afflliated, and

public is included in the definition; they totsl 188, a
1ist of these high schools 1s published each year in the
Hontana Bducational Directory by the Montana State Hoard
of Eduecation,

Drama Education

Course work either in separate classes or inte-
grated with other eourses, =uch as Epeech or English, as
well 28 drama in any form outside the classroom but a

part of the school's total rprograne.

Dramatic sctivity

Fullelength plays, one-act plays, operas, oper=-
ettas, musicals, and all dramatlc productlions, except

minor skits snd assenbly entertainment,

gurricular

Specifically, a course of study, or, collectively,

all the courses of study in a school,

Extracurricular
That which does not vertain to a course of study,

or, is not directly controlled by or connected with the

curriculum, Although both curricular and extracurricular
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may be controlled by the same administering body, the
programs may be different in purpose, approach, and con=
tent., In the extrecurricular program, participation is
on a volunteer basls, whlle in the curriecular orogram

participation 1s required.



CHAPTIR I
SURVEY FROCEDURE

Determining the basic information desired by the
questionnaires was the essentlal step in the development,
The questions used in the survey were derived from the
writerts personal experience as s teacher of drams on
the secondary levsl, from periodieals pertaining to
drama education, informal conferences with other drana
teachers, examlnation of simllar studies, and extensive
discussiems with the drems faculty of Montana Ctate
University.

Two guestionnalres vere finally devised, One in-
vestigated the formal method of drama educatione-classroom
Instruction~~to find the number of schools in Montana
offering a course in drama., The speciilec purpose of this
auestionnaire was to gelin information that would be of
interest to all schools offering, or planning to offer,

a course in drama.l
The second guestionnaire was designed to survey the

informal method of drapa education, which ususally 1s the

lippendix A, Pp.



outgrowth of the desire to entertain, and i1ts end product
the perfection of the play 1tsell for publie rresentation,
This form was comnleted by the directors of the schoolts
plays.z If the school had more than one director during
the school year, all of the directors uere asked to col-
laborate on the responses,

Directors were asked to use the back of the gues-
tionnaire to comment on any phase of drama on the secondary
level, and many took advantage of the opportunity. Their

comments gave additional value to the survey.

Bistribution of the Cuestionnaires

The initial questionnaires were sent, during the
second week of November, 1962, to every accredited high
school in Montana,

The questionnaires were malled to the English Departe
ment Chairman because many Montane high schools do not have
a formal Drama director or a c¢lass in drama, A bdrief
cover letter accompanied the forms.3 It exnlalned the
study, gave instructions for completing the questionnaires,
and assured the respondents that their ansvers would be
treated confidentially.

Totelly, the initial correspondence contalned,

2Appendix B, DD
3Append1x Cy Do
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(1) the cover letter, (2) the Drama guestionnaire, (3) the
drama directors' questionnaire, and (4) a stamped sddre:ssed
return envelope,

Eighty-seven schools returned the forms during a time
lapse of two months, ERarly in January a second correse
pondence was sent to the schools which had not yet returned
the guestionnalires. This second correspondence contained,
(1) a follow-up letter addresced to the principal of the
school in order to try to insure a response,“ (2) snother
set of questionnaires, snd (3) another return envelope,

During the time between the first and second core
respondence, the survey was mentioned in the December,
1962, issue of the State High Seh Sneech and Drama
Journale’ This announcement, together with the second
appeal brought the final response to 1k6 out of the total
188 High Schools in the State.

Procedure f sis

The schools were divided into four categories: Pirst

Lappendix D, pe.
SAppendix E, p.
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Classy Jecond Class, Third Class, and Private distriets,©
Since all of the questions were of an objective nature,
the data was recorded from the questionnaire onto tables

which sppear in Chapter 111 of this thesis,

64 first class distriet is one which has a popu=
lation of eight thousand or more, employs a superintenw
dent who has had at least five years experience in pube
%16 :ehaol work, and is administered by a board of seven

rustees,

A second class districet 1s one which has a porue
lation of one thousand or more and lessz than eight
thousandy it employs a superintendent who has had at
least three years experience in publice school work; 1t
is controlled by a board of five members,

A third class district 1s one with a population
of less than one thousand and is controlled by a board
of three members, A third class district employing
more than one teacher may emnloy either a superinten
dent or principal or both,

No definition of private schools is inecluded in
the directory.



CHAPTER III
FIRDINGS
TABLE 1
RESPONSE TO QUESTIONEAIRE ACCORDIRG TO éGHOGL CLACEIFICATION

School Distriet Number of schools Number of schools Percent of schools

Classification in District responding responding
First Class 10 10 100%
Second Class 77 60 784
Third Class 86 65 764
Private 15 11 73%

w— S— —

188 146 77%
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The high schools were analized according to dise
triet classification snd the above table indicates that
more than three-~fourths (77€) of the schools responded
to the questionnaires, This return suggests that the
findings should have some deseriptive validity, with
the most conelusive evidence being drawn from the First

Class Distriets.



TABLE 2
TEACHIKG AREAS OF PLAY DIRECTORS
School District Classification
First Class Second Class Third Class Private Total
¥umber of schools

responding 10 60 69 11 145
Percent cof schools

responding 1004 78% 764 734 77%
Drama teacher 2 1 0 5 8
Percent 20% «02¢ 00% L5¢ «05¢
English teacher 6 30 L1 L 81
Percent 60% 50% 63% 368 564
Speech teacher 2 16 18 1l 37
Percent 204 7% 284 «09% 25¢
gther 0 13 7 1 21

Percent 004 224 11 «09¢ 144

1T
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Every one of the 146 schools returning the gques-
tionnaires indicated some form of Drama activity, re-
guiring teacher supervision, during the school year.
Pifty-six percent of this supervision is currently
being handled by an English teacher., Since the present
State English Course of Study recommends the instruction
of Dramatic Literature on the Freshman through Senior
levels, schools without a Drama teacher usually appoint
the English teacher as Drama Director.

The directing duties are filled by the drams ine-
structor in the schools offering a course in drana,
but the Speech teacher is the second most frequently
listed instructor aprointed to direct the plays,
Presently twenty-six percent of the productions are
directed by Speech teachers. Because of his specilsl
training in the area of communication--voice and dice-
tion, interpretation, and rhoneticse~he 1s, in the ab=-
sense of trained drama personnel, the logical c¢candidate
to promote the drama program,.

Concerning the twenty-one cases of teachers in
fields sepsrated from Drama, English, or Speech, die
recting plays, individusl comments indloate that these
people usually serve as class sponsors, and they are
frequently called upon to direct the class play. In
many cases, however, because of & heavy teaching load,

this additional responsibility becomes drudgery. One
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teacher from a Third Class District commented:

This is my first year of teaching, I am
a businees major with an English minor, I
teach four English classes, one French class,
and am the scheool librarian as well 8s proe
duce two high school plays,

Another teacher from a Second Class school submitted the
follouing comments concerning her extracurricular overw

10&5'

I wish the situation could be ime
proved, but frankly, I have so much else
to do f have neither time nor energy to
work on the problems I wish sever
schools in the County could hire one
trained drame director to spend, perhaps,
two days per week in each school so that
Drama could be a useful school activity,



TABLE 3
AMOUNT OF DRAMA BEING TAUGHT IN MONTANA HIGH SCHOOLS
DURING THE 1962-63 SCHOOL YEAR

School District Classification
First Class Cfecond Class Third Class Private Total

Number of schools 10 60 65 11 1ks
responding

Percent of schools 100% 784 76% 73¢% 77%
responding

Yes 3 3 0 5 11

Percent of schools 304 «05% 00% L5 +075%

offering Drama

No 7 57 &k 6 . 134

Percent of schools 704 95¢ 1004 554 93¢

not offering Drama

"t
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The desired focal point for drama education 1s withe
in the schools' currieculum, However, the survey dis-
covered that less than one percent of the schools offer
& course In Drams. The eleven schools, listed in order
of class are, Pirst Class, Missoula County High School,
Helena High School, Great Falls High Schoolj Second
Class, Whitehall, Ccobey, and Sunburst High Schoolsy
Private, Missoula Uacred Heart, Billings Central, Havre
Central, Butte Central (Boys), Butte Central (Girls).
These flgures indicste that the Private and Parochisl
schools, particularly considering the size of the
above mentioned Catholic Schoolsy consider Drama an ine

tegrzl part of the over-all currieculun,



TABLE 4
VALUE OF DRAMA COURSE ACCORDIMNG TO SCHOOLS
RESPONDIRG TO THE QUESTIOHNNAIRE
School District Classification
First Class CSecond Class Third Class Private

Number of schools

responding 10 55 52 11
Percent of schools

responding 1004 71% 60% 73%
Excellent 7 16 16 3
Percent 70% 30% 30% 27%
Good 2 31 26 7
Percent 204 564 c04 634
Falr 1 5 7 i
Percent 104 «09¢ 134 094

Foor 0
Percent 00% «05% «05% 004

Total
127

67%
L2
33%
66
51%
1h
1135

<05%

91
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_Even though very little drama is being taught in
the publie schools, this does not mean that educators
consider the value of a drama course as negative. English
Department Chairmen were asked, even if a course in Drama
was not offered in their school, to indicate, in their
opinion, the value of such a course., The results show
that 84% of the schools responding consider the value of
a course in Drama as elther excellent or good. This re-
sponse shows that the desire to offer such a course is
present, but that certaln handlicaps prevent a curriculum

expansion,



TABLE §
REASOHS FOR NOT OFFERING A COUHSE IN DRAMA
gchool Distriet Classification
Pirst Class Second Class Third Class Private Total
Fumber of schools

responding 10 60 65 11 145
Percent of schools

responding 1008 78% 76% 732 77%
Lack of space 3 20 13 2 38
Percent 304 33% 207 184 264
Lack of money 3 27 20 1l 51
Percent 309 454 307 «09% 4%
Lack of teacher 3 33 38 1 75
Percent 30% 554 57% D% 524
Lack of interest L 11 18 0 33

Percent LoZ 18¢ 2974 00% 229

8T
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The most frequent reason listed for not offering a
course ih Dramas 1s a lack of a teacher. A 52¥ response
in this category indlcates that if more teschers were
gualified in Drama possibly mcre Drams would be taught
in Montana High Schools. However, 30% or over of the
First, Second, and Third Class schools listed lack of
money as a second most fregquent reason {or not offering
a course in Drama, Therefore, 1t is obvious that if
these schools were to hire a drama teacher, the teacher
must also be qualified to teach other subjects,

This need 1s reiterated by an English teacher {rom
a small Third Class school:

We may be able to develop Drama into

the generel curriculum as the students show

interest and such a program, well-handled

can be a challenge. However, ve are st11d

lacking a teacher to develop the program.

Consequently, while Drama teachers are desired in
many school systems, money and time are detriments that
must be overcome by the indlvidual schools before a wlde
expansion of Drama classes can be accomplished,

The thirty-three schools that listed, as a secondary
reason, a lack of interest on the part of the student body
st11l presented two or three drama productions each year,
Activity of this nature 1llustrates that the "built-in
motivation," the desire to entertalin, is present, and could
possibly be initiated as an integral part of the schools!

curriculum,



TABLE 6
NUMBER COF THREE~ACT PLAYC REFPORTED AS
PRODUCED IN 1961-63

School District Classification
Flrst Class Second Class Third Class Private

Number of schools 10 50 49 10
responding
Percent of schools 1002 6% 56% 66%
responding
One 1 8 28 3
Percent 107 16% 594 304
Two h 42 22 6
Percent Lo% 8ha 439 604
. Three 3 0 0 0
Percent 304 004 00% 004
Four 2 o 0 1
Percent 20% 00~ 004 109

0

o
O
o

More than four

Total
119

63%

33%
74
614

02%

«02¢%

474
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An examination of the dramatiec activity reported
for s two=year period shouws a tendency for the schools
to produce two three-act plays annually.’ Currently 614
of the schools are following this pattern, The reason
for this procedure may be the traditional presentation
of Junior and Senior plays. Class sponsorship of plays
15 a combined JunloreSenlor responsibility in many Third
Class schools as their totel enrollment is very smallee
17 to 130 students, This procedure possibly accounts
for 574 of these schools producing a single yearly
production,

7Directors were asked to report the plays produced
for a two-year period, 1961.1963,



SCHOCLS PRESENTING CLASS PLAYS

TABLE 7

School Distriet Classification

Pirst Class

Number of schools

responding 10 39
Percent of schools

responding 1004 50%
Yes 5 30
Percent 50% 76%
No 5 9
Percent 504 2u%
Junior play 2 35
Senior play 3k
All school play 2 15

Second Class Third Class

38

Wl
36
ug
2
6%
31
24

13

Private Total

6

4og
"

67%

33%

92

Lo
75
81¢
18
19%
69
62
35

ce
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The sbove figures affirm that the traditional
class play 18 extremely porular in Montana., Junior and
Senior plays are produced in 81% of the schools with the
schools in the Pirst Class Districts showing the lowest
percentage {igure.

However, attention should be given to the thirty-
five schools nroduecing the alle«school play. Directors
favoring this production attitude suggest that the alle
school show allows interested students from the entire
student body to participste, a practice not slways ale
lowed in the rroduction of the class play. In this
manner the activity becomes a scheol rroject and not just
a focal point of pride for one class. The class unites
the class, but the school play unites the scheool. Also,
younger students with acting or technieal talent, may,
as one director commented, ", . o truly blossom as a

result of the experience.,”



TABLE &
FARTICIPATION 1K CLASS PLAYS LIMITED OF NOT LIMITED
School District Classification
Pirst Class Second Class Third Class Private Total
Number of schools

responding 10 55 Ly 7 116
Percent of schools

responding 100% VA% 51% 462 814
Limited 3 35 15 2 55
Percent 30¢ 644 329 294 4W7%
Not limited 7 20 30 5 61

Percent 70% 36% 684 714 534

he



25

Frequently one detriment of the class play is the
limitation of rarticipation to the producing class. This
limitation 1s found in 64 of the second class schools,
and the writer reslizes, from teachlng experiencaz in a
school of this classification, that the restriction is
often caused by *"clasg selfishness." The sentiment being
pettiness caused by the sponsoring class refusing to
gllow integration. Such an attitude does more to harm
a productive drama program then to facillitate it, 1If
the class competitive spirit is desired, the procedure
may be handled simllar to the Plains annual One~jAct
Play Festival, At this affair, which arouses tremendous
community interest, each class 1s responsible for a one~
act play. Acting awards ars presented, and the vinning
play 4s announced with the recirients names being ene
graved on a plague which is displayed in the trovhy case.

The econtinuation of a limited rarticipation could
result in a situation as rerorted by this Class Three
director,

Drama at the high school level, particu-
larly the very smsll high school, which cone

ducts it as a "class enterrrise” 1s character-

i1zed by school disinterestedness to the point
of apathy.



TABLE 9
NUMBER OF OVE=-ACT PLAYS PRODUCED IN 1961-1963
Zchool Distriet Classification
First Class Second Class Third Class Privete Total
Rumber of schools

responding 9 30 18 9 66
Percent of schools

responding 0% 38% 207 607 344
One 1l 6 7 2 16
Tvo 1 2 7 3 13
Three 3 15 Y 2 2k
Four 3 1 1 10
Hore than four 1l o 1 L
Tqtal number 9 30 19 9 67

9¢
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The total number of one-act plays produced during
the 1961~63 school years in comparison with the number
of three-act plays, shows that the majority of emphasis
is placed on presenting the threee-act play. An aversage
of thirty-three one-act plays a vear seems extremely
low considering that the varied rdrama festivals within
the State recommend the rerformance of the one~act play.
The low percentage may also be due to the minor existe~
ence of outstanding one-act plays, However, it 1s
within this reslm of production that the student-

directed plays are reported,



TABLE 10
NUMBER OF SCHOOLY PRESENTING STUDENT DIRECTED PLAYS,

AND THE TOTAL NUMBER OF PLAYG
DIRECTED BY STUDENTS

School District Classification
Pirst Class Second Class Third Class Private

Fumber of schools

responding 6 32 23 8
Percent of schools
responding 60% W14 2974 532

Schools answvering
yes b 9 3 L

Total number 13 25 5 13

Total
69

36%

56

ge
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All of the plays, directed by students, which nume
bered fifty-six, were plays of one act, representing 8Wg
of the entire number of one-act plays reported as proe-
duced during the same period. The student direction of
8 rlay allows [or a complete learning experience on the
part of the student, Not only must he understand the
dramstiec literature with which he works, but he 1ls also
challenged with a great degree of responsibility. Indi-
vidual comments indicated that this learning device 1s
the outcropping of active drama classes or English
classes. In this manner the productions can be cone

trolled &3 they suprlement the existing rrogram,



TABLE 11
SELECTION OF PLAYS

School District Classification

First Class OSecond Class Third Class

Rumber of schools

responding 10 56 L7
Percent of schools

responding 1004 7% S
Drama director 19 49 36
Percent loot 92¢% 76%
Students 0 7 12
Percent 00% 10¥ ohd

frivate

11

73%

Total

123

14

0t
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An examination of the plays produced on every
level: Pirst Class, Second Class, Third Class, and
Private, gives evidence that the emphasis concerning
play selection seems to be placed on quantity instead
of quality, (Appendix F,) Although the final selecw
tion was made by the director in 86¢ of the cases,
the decision suffered psychologlcal opinions caused by
the atudents and the community. As one director from
& Third Class school commented,

Etudents st a school of this size seen
to feel that laughter and entertainment are
synonymous., Therefore, a play of really
good guality is ignaroa in favor of some=
thing light end frivolous, To give any
amateur dranms iroup a play they can get
their teeth into i1s really desiradble, and,
at times, very revardinge-yet these young-
sters knov vhen an audience doesn't "dig"
and 1t hurts"

Another well known and highly respected director from a
Second Class distriot added these commenis,

To work on dramatic technigue with
the students on good plays produces a result
gatisfactory to me, and perhaps helpful to
the students, but does not make any differ-
ence to an sudience, or even with other
teachers,

In fact, other teachers have fre-
quently commented that the purrose of a
school play 1s to have the youngsters
make money, have fun, etc, §So why insist
and interrupt and correct, they ask,
wStudents faces are young and prettye~let
them be themselves in a teenage play."

of course I do not agree, but so few
psople see or appreciate any éirfereﬂc:a
that to see a poor play, poorly produced,
lauded, applauded for four encores is
disheartening.
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Plays of the above nature, found in Appendix ¢,
follow a hackneyed theme, and they do nothing to enhance
the English program or the cultural opportunities of the
community. If students of many communities are deprived
of drama with good literary form, the students may base
their decisions on stereotypes. Other directors added
the following statements, showing the influence that the
community holds, concerning play selection,

« » » 8%t present it looks like s

losing proposition because I feel that

it will take time to educate the com-

munity to the inestimable value of a

fine drama program.

I think a vital consideration might

be the educatlon of the community of the

cultural value of drama so that it can

be given a place in the rrogram,

The public demand 1s for light

comedy, anything else does not draw an

sudience,

The better plays produced were royalty plays, but
the majority of plays of gquestionable guality were also
royalty produections, Thus, the time and expense are
equal, but the end produet 1s not. For example, the
following comparisons are derived from data received

from the guestionnaires.

Classification X
~of School Drama jctivity
First Class mnor | s Baing Parn

School #1



Classification
of School

First Class

School #2

Second Class
School #1

Second Class
School #2
Third Class
School #1
Third Class
Scheool #2

Private
8chool #3

Private
8chool #2
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TABLE 12
QUARTER HOURS OPF COLLEGE LEVEL DRAMA COURSES TAKEN BY
THE DRAMA DIRECTORS 1IN YONTARA
School Distriet Classification
First Class Second Clasz Third Class Private Total

Number of schools

responding 10 57 L7 10 124
Percent of schools

responding 1008 YL 54 674 66%
None 2 25 21 4 51
Percent 204 W3¢ Y 4 Lot 2%
Less than 10 1 13 17 1 32
Percent 109 23¢ 364 104 26%
10-20 1 9 10 b 24
Percent 10% 154 2% Log 194
20-30 o S
30=-40 1 7
over 40 2 3 0 0 5

4t
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Drema directors are expected, in produeing plays
for public presentation, to supervise anyvhere from
100-250 students each year. Yet out of a total of 124
responding directors, only fifteen or 12¢ have more
than twenty credits in Drama training. Forty-two per-
cent indlcated that they have no college training in
Drama, and 264 of the directors have less than ten
credits,

Consequently, iaany directors stated that they
feel unqualified for the position of drama director.
The dilemms caused by the lack of training is reflected
by this director,

I have never been in or directed a
play, This iz my attempt.

Another director with considerable experience
suggests an improvement of this conditlion by submitting
the following comment,

English graduates should have more
drama, debate, and Speech credits,



TABLE 13
PARTICIPATIOR IN COLLEGE PRODUCTIONE BY DRAMA DIRECTORS,
ARD IN WHAT CAPACITY
School Distriet Classification
Pirst Clasa Second Class Third Class Private Total

Number of schools

responding 10 60 Lé 10 126
Percent of schools

responding 1008 78¢% 544 674 674
Bir;g:ors ansvering 9 38 2n 6 75
Percent 90% 63¢ 47¢ 60% 57%
Dir;gtors answering 1 25 oy \ 52
Percent 10% 57% 53% 4o% 43¢
Acting 2 6 3 19
Backstage 2 9
Both 5 25 10 1 L1

9t
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While few drema directors in Montana have taken
formal course work in the field of drama, 57% of the
respendents have participated in college producetions,
Directors indicated that thelr participation in this
extracurricular activity immensely alded their direction.
Particularly useful, the graduates commented, was the
opportunity to work backstage with technical equipment

prior to thelr own efforts.



TABLE 1%
AREAS OF VALUE IK TEACHER-TRAINING RATED ACCORDING TO IMPCRTANCE
5 MOST IMPORTANT 0 LEAST IMPORTANT

Subjects First Class Second Class Third Class Private
543210 543210 S%3210 53210

Acting L00000 121111 1022202 131000

Costuming 122000 215110 102474 101100

Direction 220010 982230 941313 311000

Drematic

Int. 310010 102%K130 7Hh6130 121100

Dramatic

Lit. 112010 532222 613501 021110

History of

Theater 112000 013311 101823 l1o0l200

Lighting 220000 304212 11522% 102100

Make~up 230010 354330 365202 112100

Stageecraft 410000 374410 536031 103000

Stage

‘nc:f@ 021100 133101 108202 2110190

gt



Subjects

Theater
Production

Writing of
Drama

3100012

001ll00

TABLE lY--Continued

Second Clasg Thir
543210 54

723221 Yoz2225

200126 214205

Private
43210

112010

100300

6%
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The directors illustrate that the areas of teacher-
training which aided them the most in play rroduction
were the courses in ascting, make-up, bdlay direection, and
stagecraft. The courses that do not deal direetly with
the production of the play were rated lower, This does
not mean that these courses such as playwriting, end
history of the theater, are not considered valuable, and
they vere rated rmuch higher by the instructors actually
offering a class in drams,

Although most of the directors considered their
work in Drama very valuable, one director, in commenting
on his college training, raised the following point,

me fo§°§§§§§ Iag;gaig f:?g:%mir?ggrgd

eredits) was aimed for College or Little
Theater work and not for high school.



TARLE 15
HUMBER OF SCHOOLS WITH ORIGINAL PLAYS, AND THE
TOTAL NUMBEH OF ORIGINAL PLAYS
8ehool District Classification
Pirst Class Seeond Class Third Class Private Total

Nurber of schools

responding 10 sk 48 10 122
Percent of schools )

responding 1004 71% 554 67% ol g
Schools ansvering

yes 2 2 4 3 11

Schools answering
no 8 52 L5 7 112

Number of original
plays 2 2 12 5 21

Th
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The total number of original plasys numbered twentye
one; all of which were of the one-act form. This {igure
means that less than 1% of the secondary schools in
Montana have in their possession any original scripts.

Since the State English Course of Study for Montana
suggests the study, on every level, of units on dramatic
literature, this 1s an srea that could be further de=
veloped within the English class. The expansion could
be a great benefit to the students and to the school.



TABLE 16
PRODUCTIORS HELD
School Districet Classification
First Class Second Class Third Class Private Total
Kumber of schools

responding 10 56 48 10 12%
Percent of schools ‘

responding 100% 74% 55% 67% 66%
Regular theater

%ﬁtoﬂﬁm 10 23 5 5 W3
Percent 1004 L14 94 50% 358
Gymnasium-guditorium

ymgambinagian 0 33 43 5 81

Percent 00% 59¢ 914 50% 65¢

th
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A1l of the productions were held in s regular
theater suditorium or a gymnasiume-auditorium combina-
tion. ‘Evary First Clase school rerforms in a regzular
theater auditorium, however, only 417 of the Second
Class schools have regular suditoriums, the remaining
594 performing in gymnasium combinations. This 51§u~
ation vwas increased on the Third Class school levsl as
917 of the schools present their plays in = gymnasium
auditorium. Drama directors pointed out that this
combination developed a scheduling problem between
Drama and Athleties for the use of the facilities,.
This handicap is especlally evident during the winter
months. A director from a Second Class district sume
marized the situation by saying,

our biggest handicap is due to the

use of the gym for basketball and othery

entertainnents, We have to schedule all

plays between athletic seasonsy the Junior

rlay is between football and basketball

the Senlor play fits in after the kaska%-

ball season is over, If vwe have any one~

acts or an operetta, it is Just stuck in
at random,



TABLE 17
MOST SFRIOCUE LACK OF BQUIPMENT LISTED IN ORDER OF NEED
Sehool Distriet Classification
First Class Second Class Third Class Private Total
Mumber of schools

responding 7 by Ly 9 105
Percent of schools

responding 70% 584 51% 60% 554
Auditorium 0 1 2 1 LY
Lighting 3 23 25 LY 57
Stage space b 21 17 2 Ll

S4
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Although some sort of stage area was present in
every school answering the questlionnaire, there exisis
a8 seriocus lack of stage eguipment in the Seecond and Third
Class districts. The most serious lack of technical
equiprent was in the lighting category. A breskdown of
this need is shown in Table 18 and Table 19. A total
of 484 of the schools do not have the use of dimmer
egquipment, and over 30f of the schools are without the
use of spotlights, The use of lighting equipment pree
sents an important area for student responsibility, and
it provides training of students in a technical field,
Other than training and responsibility, it 1s a method
for gaining the cooperative advantage of the drama exe
perience, Also, the lighting crews employ individuals

who are not acting or perhaps could not act.



TABLE 18
HUMBER OF SCHOOLS WITH AVAILABLE SPOTLIGHTS
School District Classification
Pirst Class Second Class Third Class Private Total
Kumber of schools

responding 10 59 46 10 122
Percent of schools

responding 100% 714 53% 67% 6L
Yes 10 36 26 9 81
Percent 100% 654 56% 90% 66%
No 0 19 21 1l L1

Percent 00% 35¢ Lhug 102 34

AL
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Many schools indicating the use of spotlights also
indicated the lack of this equipment because their present
equipment was of a makeshift nature or of an inferior
guality or number., In some instances spotlights were
reported but without dimamers.



TABLE 19
SCHOOLS WITH THE USE OF DIMMERS
School District Classification
¥irst Class GSecond Class Third Class Private Total
Number of schools

responding 10 56 53 10 129
Percent of schools

responding 1002 724 60% 67¢ 69%
Yes 10 31 17 6 6l
Percent 100% 55% 31% 60¢ 494
Ko 0 26 37 ) 67
Percent 004 L5g 699 Loy L84

64



TABLE 20
EUMBER QF SQHCOLS USING FLATS %’j{}ﬁ PRODUCTIONS
Sehool Distriect Classification
Pirst Class Second Class Third Class Privaete Total
Bumber of schools

responding io 57 50 10 127
Percent of schools

responding 100¢ 728 595 674 68¢
Yes 10 46 38 6 100
Percent 100% 8of 76% 608 78%
Ko 0 11 13 b 28
Percent 00¢ 204 2ug 0% 228
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The above figures Indlcate that a considerable
amount of effort is belng put forth in thiz rroduction
aspect, Some directors listed ss & luck of equipment
a lack of scenery, but this problem can only be fucilita-
ted by the individual school. 8tudents are very adept
at bullding sets and set rleces if they are given the
opportunity. Expense can be kept to a minizum, and the
cooraerstive sexperience is varied and acute. A few
directors stated that they prefer to use stage drepes
a& scenic background in order to cut produetlion expense,
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TABLE 21
INCOME FROM PRODUCTIONS USED POR
8chool District Classification
Pirst Second Third
Class {Class Class Private Total

Number of schools 10 57 L8 8 123
regponding

Percent of schools 1004 724 55% 534 65%
responding

Drama only 10 12 3 LY 29
Percent 1006  22% 7% 50% 247
Class programs 0 Lg 45 4 ol
Percent 00 784 93% 50% 764

A total of 764 of the schools questioned use the
drama receipts for programs other than drama. This situ-
ation exists proportionally with, and 1s possibly due to
the class-sponsorship tradition. However, the lack of
equipment could be compensated for, as sccomplished in
the larger schools, by using the drama funds to improve
their facilities. PFor comparison, 100% of the schools
in the First Class districts use the drama receipts for
the use of drama only, and not a single school reported
a lack of lighting equipment, But on the Second and Third
Clsss levels, in 784 and 934 of the cases respectively,
the sponsoringz class receives the proceeds from its pro-

grams, Conseguently, the facilities are seldom improved.



TABLE 22
RUMBER OF GCHOOLS WITH A DRAMA CLUB
School District Classification
Plrst Class Second Class Third Classz Private Totel
Humber of schools

responding 10 55 49 11 125
T responding . 1008 7% 56% 7L 66k
Yes ’ 10 23 6 8 47
Percent 100% Log 119 72% 37%
¥o 0 33 44 3 8
Percent 00% 60% 89¢ I

Nationsl Thesplan
Troupe 6 8 0 2 16

AP

114
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In the larger schools the theatrical foeal point
of atiention is the drama elub with 60f supporting a
Rational Thespian Troups, The interest in drams in the
private achools 4s slso very high with 737 supporting a
drama club, including two National fhespian Troupes,
Throughout the survey the schools nﬁ;the Pirst Class
districts and the Private schools h@ﬁa demonstrated the
most interest in a stimulating draagipragram¢ This
interest must be due in part to the éxistanet of the
dremas clubs, In comparison, less drama activity was
found in the szchools of the Third Class districts and
the mumber of drama clubs was practicslly noneexistent,
a totsl of 12¢ supprorting such organizations,



Purpose

Entertain the
comsunity

Challenge the
community
Entertain the
student body

Challenge the
student body

Develop the

TABLE 23

MOCT FREQUEST PURPOGE IR DIRECTION
1 MOST IMPORTANT, 5 LEAST INPORTANT

First L‘%a;a Secord Class Third Class

123

03102

110k%0

12201

23000

student as tech, 1 03 01

Develop per-
sonality

Other {(make
money)

10100

00000

1235 123Mk5
i 510611 168739
347611 26510
565128 667112
687411 51535k
1113755 73755
2589%0 223615

70011 21021

Private
12349

0131%
0105%h
00021
01712
15110
83011

10000
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The directors displayed a multitude of aime in the
direction of thelr plays. The most frequent aim is to
develop the personality of the student. 4is one director
commented,

My ambition iz to awaken selfw

confidence in them this year thru soue

drama, in order to bring about the dew

sire én forge ahend into the field of

edusation in spite of the almost unsupre

mountshle obstacles on every side,

" The gosal of the directors in the First Class schools
15 to challenge the student body and it 42 on this level
that the best guality of play is belng presented., In
comparison the second aims of the direotors of the Second
and Third Class schools corresponded to thelr gselection

of playse~-the purpose of entertaining the community,
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34ince the eleven sourses of Drama taught were
elective and not required, this system eliminates the
disinterested. Also, srecialization makes the course
more attractive to the student snd more enjoysble for
the instructor. The courses were open to Juniors and
Seniors, and the sverage size of the classes varled
from less than fifteen on the Second Class level to
betveen twenty-five znd thirty on the Pirst Class and
Private school levels (Table 26). The totsl enrol-
lrent for a single school fluctuated from eleven %o
190, with the Second Class districts again showing
the lowest total enrollment (Table 256),

In four of the cases the instruoctor indicated
that the class was cocbined with the basice Speech
course. In these schools Drama was taught for a part

of each semester.



Rusber of schools
responding

Less than 15
2029

25«30

Rmumber of schools
responding

Less than 20
25-50

50-75

75-100

100

TABLE 25
AVERAGE SIZE OF DRAMA CLASS

School Distriet Classification
First Class fecond Class Private

3 3 5

1 3 0

0 0 1

2 0 b
TABLE 26

TOTAL ERROLLMENT IN DRAMA CLASSES

Echool District Classification
Pirst Class Secord Class Private

QO W MO W
OO C O W W
Ll A I o B AN |

Total

o w4

Total

oo N N P

65



Rumber of schools
responding

Stage and School
On Stage Everyone
Spesech Por All

Hew imerican
Speech

None

TABLE 27

TEXT BOOK USED FOR TEACHING DRAMA

School Districet Classification

Pirst Class

Q = N W

(o B <}

Second Class

OO O

L o

Private

O O W

£ O

Total

11
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Forty-five percent of the schools offering a drama
course did not use a text, It is possible, because a
Drama State Course of Study is not available for refer-
ence, that the instructors are urdecided about which
text to use, The tezchers currently using the book
written by Katherine Ommanney, The Stage and the Sohog
expressed complete satlisfsotion with it, This text

covers, in some detall, rlay analysis, history of the
theater, acting, directing, play produection, eriticism
of theatrical experiences, and writing for the theater,



TABLE 28
READING UNIT DESIGRATID BY INSTRUCTOR
Sehool Distriet Classification
First Class Second Class Private Total

Funber of schoals
responding 3 3 3 9

Yes 2 3 2 7
¥o 1 0 1 2
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The lack of s text for source material was pare
tially componsated by the large reading unit indicated
for each course, %The selection of the drasetic literae
ture vaz controlled and directed by the Snstruator in
774 of the classes, O(ne instructor pressnted the henew
ficlal smggpestion of having the :tudents purchase play
anthologles in paper back editions. This procedure
elininates any rlay shortage possibly existing within
the schools® libraries,



Ea&DLY «F

TIMEC PER WEEK DRAMA CLAZSE HELD

Sehool District Classification
Pirst Class Second Class Private Total

Nusber of schools

responding 3 3 5 11
5 3 1 ?
N ) 0 o )
3 0 0 2 2
2 0 0 1 1
1 0 0 1 1

"9
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The class vas offered five days a week in 637 of
the schools survayed, and three times a veek in 187 of
the instances, The course spanned two semesters in ten
cut of the eleven schocls (Table 30), Within this
thirty-six-week period the instruetor can develop htoth
the scademio and technical aress of drama, Table 31
shows that more than 502 of the schools spent an eqgual
amount of class time developing these two facets of the
eourse, In this mammer the students recelive a fine
backgzround in the visual arts,



TABLE 30
BUMBER OF SEMESTPRS DRAMA TAUGHT
Sehool District Classification
First Class Second Class Frivate Total

Kunber of schools
responding 3 3 ] 11

{ne semester 0 4] 1 l
TWo semesters 3 3 4 10



TABLE 3)
TINE DEVOTED IN DRAMA CLASS TO ACADEMIC SECTION aMD
ACTIXG ARD STACECRAPT CRCTIORS
School District Classification
First Class Second Class Private Totasl

Number of schools

responding 3 3 5 11
Academics section

60 0 1 0 1

50 3 0 3 6

40 0 1 1 2

25 O 0 1 1

Aceting section

e § 38 & X
© 0 w o ©
MR O K O
C O W K W
N

43



Subjects
Aeting
Costuming
Direction
Dramatic Int.
Dramatiec Lit,.
Hist. of Theater
Lighting
Make~up
Stageeraft
Stage Design
The, Production
Writing of Drama

DRAMA OF THE EIOGH OCHOOL LEVEL

TABLE 32
AREAS OF TEACHER TRAINING IR PRUPARATION TO TEACH & COURSE IN

5 MOST IKPORTANT, O LEAST IMPORTANT

5?1 8% nlassl
390 0 0
1 l1 0 0
300 00
21 0 0 0
21 0 0 0
30000
2 01 0 0O
21 06 0 0
1 1100
1 111 0 0
1 1 0 0C 0
1 11 00

O 0 O O 0O 0 O O © O O O O
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The instructors considered nearly all of the areas
of thelr teacher~training extramely veluasble. Thelr
ratings show an inorease in the amount of importanve
placed on such sublects as History of the Theater and
Dramatic Literature,



CHAPTER IV
SUMMARY AND CONCLUSIONS
s of the 5tu

The survey had six aims; (1) to determine to what
extent drama courses were taught in the high school of
Montana for the academic year, 1962«63, (2) to determine
the quality, quantity, and varlety of drama experience
which is available to the student within the curriculum
and outside equivalents, (3) to determine the amount and
kind of training of the Montana High 8chool diractors,
(k) to determine their production attitudes, (%) to de-
termine the type of theater plants, and, () to deters
mine the amount and canﬂition of stage equipment.

Two questionnairez were sent to the drama direce
tors, The first was designed to investigate the drama
program from a curriculum standpoint; the second invese
tigated the extracurricular dramatic activities. One
hundred and forty-six schools out of the 188 secondary
schools in HMontana (77%) responded to the survey. The

70
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schools were then divided into four classifications,
PMirst Class, Second Class, Third Cless, and Private,
and the informatlion was tabulated and anslyzed accord-
ingly, the detailed results of which appear in Chapter
II1 of this thesis.

1, Less than 1% of the responding schools offer a
gourse in Drama,

2+ Forty-five percent of the Private schools offer
a class in Drama as a subject integrated within thelr
eurriculum,

3. The largest percentage figure among the publie
schools 1s found in the First Class Schools with 30 of

the schools offering a drama course,

b, In 84 of the instances, educators rated the

value of a drama course as either excellent or good,

%« The most frequent reason for not offering a
eourse in Drama 18 a lack of a teacher (52%).
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6. Thirty-four percent of the schools indicated,
as a reason for not offering a Drama course, a lack of
money,

7. A lack of space, particularly among the
smaller schools, was the third most fregquently given
reason (26%) for not offering the course,

sAEY 01 Oramatic experience
8. One-huhdred and twenty full-length plays were
reported as produced during the 1961-1963 seasons,

9. S8ixty-seven one-act plays were reported as

produced during the same period,

P plays produced

10, Over 50 of the plays on every level are
selacted for the sole purpose of entertainment,

11, The thematic gquality of these plays were of
a hackneyed nature.

12, The presentation of inferior drama caters to
the students' material taste and holds their sesthetie
taste to a minimum,

13, Less than 5% of the plays suggssted for study
by the State English Course of Study were actually
produced.,
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14, During the 1961-1963 seasons, there were
fifty-six student directed one-~act plays produced,
This figure represents 83% of the total one-act plays,
sixty-seven, presented during the same period,

15, Eleven schools reported student written
original seripts, This is a percentage figure of less
than 1%.

16, The study of dramatic literature, history
of the theater, play production, play analysis, inter-
pretation, snd play direction is available in the eleven
schools that offer a course in drama,

. 17. Less than 124 of the drama directors have
more than tventy eollege credits in Drama.

18. Forty percent of the directors have no for-
mal training in the field,

19. Pifty-five percent of the plays are directed
by an English teacher.

20, In 254 of the instances the Speech teacher
directs the productions,

21, PFourteen percent of the plays are directed
by teachers in fields other than Drama, English, or
Speech.

22, Ppifty-seven percent of the directors had
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participated in college productions during their undere
graduate or graduste training.

23. The most important areas of training, as re-
ported by the play directors were, play rroduction,
acting, direction, and stagecraft,

oductl titudes
2%, The drama director 1s responsible for the

play selection in 824 of the schools.

25« The responsibility for conveying the values
and concepts of the theater arts lies with the indivi-
dual drama director. The sueccess of the program depends
upon his interest and his application of training.

26, Junior and Senior class sponsorship exists
in 80% of the schools surveyed,

27. This sponsorship causes limited participation
in a total of 48¢ of the schools,

28, Drama programs were orivpled in 774 of the
schools due to the use of play receipts for a subsidiary
purpose other than Drama.

29. Drama clubs are found in only 314 of the
schools with 134 of the schools supporting a Nationel
Thesplan Troupe.

30, The most frequent aim in directing s play, as
listed by directors from Firast Class Schools, is to
challenge the student bedy.
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31, The most frequent aim in directing a play,
as listed by directors from the Second and Third Class
Schools, is to develop the personality of the student,

regular theater suditorium or a gymasiume-auditorium

conbination,

33, Every First Class School performs in a regular
theater auditorium, However, only 4l¥ of the Second
Class Schools, and 9% of the Third Class Schools have

regular asuditoriums,

34, The lighting facilities of many stages are
inadequate,

35, Pifty percent of the schools have no dimmers,

36« Thirty-four percent of the schools have no
spotlights.

37. Sets and set pleces are used by 76% of the
respondents,

38, Some directors use stage drapes for their

backings in order to cut production expenses.



CHAPTER V
RECOMMENDATIORS

The following recommendations cerrespond with the

six major alms of the survey.

It 18 the recommendation of this study that a
State Drama Course of Study be prepared for exsmings
tion by high school prineipals, scheool superintendents,
and members of schools'! committees. If such a guilde
ware avellable, & far greater number of schools than
at present would be inclined to inelude a course in
Drama in thelr curriculum. A course of study would
assist teachers in establishing a reasonable standard
for measuring the adequacy pf a course currently in
operation, and it would assist teachers who would bde
preparing to direct such a progran.

The following unit of study, The Hiz > ]
Gourse by Willard J. Priederich,l0 is recommended.
Mr. Friederich iz the head of the department of Speech
and Drama at Merietta College, Marietta, Ohic. He is

10colbaee Hill Sta., Cineinnati, Ohio: National
Thespian Soclety, 1955. (See Appendix H.)
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algo the co-author of Teaching
Much of Friederich's life has been devoted to the ade

vancezent of Dramatic Arts in the secondary schools.
This particulsr unit is recommended, first of
all, because it 1s fostered by the National Thespian
foelety, an organigation familiar with the needs of
drama education on the secondary level, Secondly, the
drama course includes the numerous rhases of dramatic
study, theater orgenization, play analysis, history
of the theater, acting, directing, technical produc-
tion, playwriting, and a bibliograrhy for each,
Because of the varlety of subject matter, a drama
teacher can select the areas which meet the needs of
his particular class. Also, the course is flexible
enough to allow the teacher to adjust 1t to any length
of time, either a full year or one semester, Mr,
Priederich has constructed the syllabus with the idea
that not all units could be crowded into a single
eourse, The objectivas of the course are as follows:

; l, Theory and practice must be cone
bined to provide a succeszful drama program,

2, Drama should be considered pri-
marily a cultural rather than a practical
egourse, since the underlying philosephy
of the course is to acquaint the student
with drama so that a better appreciation
of the arts will resulg,



The text that best corresponds with Friederich's
course of study is I ) he Sghool by Katharine
Ommannay.ll This text covers all phases of drama and
it 18 zeared specifically for the high school level,

Short scenes are included for interpretation, and ex-

cellent motivating toplcs are suggested for additional
units and outside projects,

The selection of a play for the sole purpose of
enterteinment 1s natural and commong however, this goal
can be more satisfying and meaningful if the selection
is of a recognized quality, Por example, the time, ex~
pense, and effort are equal in producing either Grandma
Steps Out or The Importance of Being Earnest, Both
plays are entertaining, but the literary value of the
second is fer supericr. The charm, dramatic intent,
and wit of Oscar Wilde's writing brings a more rewarding,
worthwhile experience to the community, and to the
student body. A play of this nature provides a spring-
board, an intriguing motivation for the study and the

llRevised edition. (N¥ew York: Harper, 1950).
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evaluation of dramatic literature in the c¢lassroom.

The present State English Course of Study sug-
gests, on every level, certain plays to be read for
their literary merit, plays such as, Our Town, Merchant
of Venice, R.U.R., All My Sons, As You Like It, and
others, Drama educators must not be satisfied until
their play selections match the quality of plays studied
in the Englizh elassroom.

Also, the fellowing organizations and institutions
give valuable advice concerning rlay selcetion: The
American Educational Theater Assoclation, The Nationsal
Thesplan Soclety, The State Drama League, and the

University units of our state,

The greatest variety of dramatie experience is
offered by the drama class; however, schools with
neither & drama class nor a trained drama teacher can
incresase the variety of thelr program in two ways:

(1) by an increased interest in playwriting, and (2)
by an inerease in the amount of student directed
produetions,

The presentation of student written plays achieves
the following goals: (1) enhances the appreciation of
dramatic literature, (2) prrovides a nev foous of atten~

tion on the drama program, (3) motivates productive
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creéative writing in general, (4) stimulates the imagi-
nation, and (5) develops the student's style and know~
ledge of playwriting teehnigue,

The student-directed production is the most com~
plete theatrical experience, The project challenges
the student or students in chsarge (1) to understand and
evaluate the literary form of the play, (2) to investi~
gate the prineiples of play direction, (3) to stimulate
the guality of acting, and (4) to understand the differ-
ences in the uses of speech, light and stage design,
the staging and costume design. Furthermore, the
student director experiences the diseipline of working
with others, and the satisfaction of contributing to

the aesthetie experience of the audience.

A knovwledge of the fundamentals of drama is neces-
sary to give the student the artist's attitude, There~
fore, the best preparation for the beginning direetor,
ineluding Bnglish and Speech majlors, 418 a sound training
in draema during his unrdergraduate years., This training
in drama should inelude the following courses:s play
direction, play production, acting, and stagecraft,
Prospective directors should also receive extracurricular
training in drama by partiocipating in college produections,

either as actors, stage hands, or both,
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Teachers with limited training in drama should
take aﬁvantage/ct the summer theater programs and
theater classes offered hy the many University units,
In this manner thsy wlill be able to explore theorstical
problems in the classroom while learning from supere
vised participation in the theater.

In-gervice training may be accomplished by sub-
soribing to some or all of the following pericdieals;

n on: ater J al, Theater Arts, Dramatics
(National Thespian Magazine), and The Speech Teacher.

Friederich, in his course of study, lists, under his
general bibliograrhy, theater books that cover saveral
phases of drama. Also, speclial rroblems encountered
during the year can often be solved by help from the

drams staffs of the various University units,

5 Produstion Attitudes

The amount of class sponsorship of plays shonld
be replaced by the control of the drama club. Drama
¢lubs provide a foosl point of professional interest
in the theater arts in general, and they provide a
specific center of local theater interest, The finane
cial status of the drama progrsm can be handled most
afficiently by a definite organization interested in
drama., This procedure would eliminate the use of play
receipts for a subsidiary purrose. Unlimited
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participation fostered by the drama c¢lub would result
in a point of school pride rather than a point of ¢lass
rride and lirited participation., Alseo the directors
would have more students from which to cast their plays,

Bevcause the inhabitants of Montana find their
theater prineipally in the schools, drama direetors
must include in their productions the best in classie
and contemporary dreama. Shabby, repellent drama must
be rejected in order to expand the sdueationsl and
gultural growth of the entire community.

The expense involved in sseuring adeguate lighting
and stage equipment can be handled in either one of two
ways, or a combination of both. Elther sn amount must
be designated for drams from County or District funds,
or the play receipts must be used for drama use only.
Ald may be obtained from University Staffs es to substi-
tutes in the lighting area, or advice concerning new or

rented eguipment.

Summsry Reference

The survey was based on the sssumption that in
Montana comrunities the school is the foeal point of

attention, and that the drama program of the school is



83

many times the only cultural point of its kind. The
findings verified this assumntion in discovering that
in every school that replied, there is at least one
dramatic Production esach year. This deslre to enjoy
the arts 1s evidence of a people shaping thelr culture,
incressing their enlighterment, brosdening their ine
terests, Opecifically, 1t is evidence of thelr educa~
tion. The crestive desire i3 natural; and it is the
purpcse of the educational prrogram to fulfill that
desire,

Drama educators in Montana show an anxiety to
fulfill this purpose by increasing their currioulum %o
include » course in drame, but a2 multitude of reasons
prevent such an expangion, The prime resson is the
lack of a gqualified teacher. 8o, at present, the come
plete responsibility of introducing the world of theater
end an application of all 1t has to offer in enjoyment,
inspiration, and mental growth lies with the extra-
curricular drame director., The immediate future of
drama education in Montana depends upon vhether or not
the individual drama director, through his interest and
training, ¢sn promote for his community a theater program
thet is a worth-while, dignified activity of sufficient

value.



APPERDIX A
DRAMA QUESTIONKAIRE

TO BE PILLED OUT BY DRAMA INSTRUCTORS OR
ENGLISH DEPARTMENT CHAIRMAN
Name of School
Position
l. Wwhat 13 the total enrollment in your High School?
How many tesching feculty does your school employ?

2. 1Is & course in Drame taught in your high school?
Yess No.

3. Check the word which in your opinion best describes
the value of a high school drama course,

Excellent __ ___ Good _____  Fair Poor_____ .
No Value
4, who directs your plays? Drama teacher;

English teacher peech teacher; Other
(Please list his major teaching area.§

5. What are the reasons for not offering a course in

Drama in your sc¢hool? Lack of space + Lack of
money, « Lack of teacher . Lack of
interest -

THE REMAINING QUESTIONS ON THIS FORM SHUULD ONLY BE FILLED
OUT IF THE SCHOOL HAS A CLASS IN DRAMA

6. I8 this course elective? or required? .

7. What 18 the average size of your Drama ¢lass? .

84
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8., What i1s the total enrollment in your Drama classes
for the 1962~63 school year?

9« What 13 the title and author of the texthook (or
books) used for the course? _

10. What length of time does your Drama course cover?
One semester? Two semesters? s Part of
one semeater (number of weeks) "

1l. PEow many times per week is the Drama course held?

12, Approximately what percentage of the class 1s devoted
tos A Academies section: B, Acting and
stagecralt seetion: C. Other

13. what percentage of 12 B, (above) do you devote to

each of the following kinds of materisl? (Your
total should not exceed 1004,
Dramatic criticism Structure of Drams
History of Dranms Styles of Scenery
Shakespeare A Design

Other Topics (11st)

14, What percentage of 12 B, (above) do you devote to
each of the following? (Your total should not ex~

teed 1@%&)

Voo e BTFEIoE Corber pocTareT
olee étio er Toplas, rlease

Characterization 1ist) ?

15, Reading unit reguirement, Are the plays read by
the student from a list which you have designated?

Yes Ne
How many §laya do yoé require for a grade of "A"

Numb
éor neggiaa of WEH

for a grade of "GV

16. Rank according to importance the areas in your
teacher-training which have proved to be most valu-
able in helping you teach a course in Drama in
secondary schools,



COURSE
Acting

86

Costuming

Direction

Dramatic Interpretation

Dramatic Literature

History of the Theater

Lighting

Make-up

Stagecraflt

Theater Production

Writing of Drama




APPENDIX B
DRAMA DIRECTORS' QUESTIONNAIRE

This form to be filled out by the director of your
schools' plays. If there are more than one director
during the school year, would sll of the directors
please collaborate on %hc answers to the following
questions?

l. How many full length plays does your high schocl
gra&uca each year? 3 2 $ 3 $
» More than .

2. Hov many one-act yln{s does your high school
Erodnca each year? 1 32 3 3 $
« More than & .

3« Do you have any original plays written by
students? Ho% Yes, How many? .
Any plays dIrected by students? _______Woj
—nYes, How many? .

b, List the nemes and suthors of the full length plays
and one-act plays you did in 1961-62, snd plan for
1962-63, Please cirele non-royalty plays.

5. Rank aceording to importance the areas in your
teacher-training which have proved to be most
valuable in helping you direct a play.

87
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CCURSE 5 4 3 2 1 0

Acting
Ceatuning

Direction

Dramatic Interpretation
Dramatic Literature
History of the Theater
Lighting

Make-up

Stagecraflt

8tage Design

Theater Production
Wwriting of Drama

6.

7

8.

9.

10,

11.

How many quarter hours of college level Drama courses
have you teken? Hone ..} Less than 10 H
Between 10-20______ 3 Hetveen 20-30_____ 3

Between 30-k0 § More than 40 .

Did yanypartieipat; in college produetions?
ess , {+
gnt§53§ capacity? Acting $ Back Stage s
o .

Are your productions held in a Regular theatere
tyg; Agditeriua? Gymnasilim~Auditorium combi-
nation

Do you have a Drama c¢lub? NOo

Name

Yess

Do you have class plays? Yesg No. If
s0, vhat kind: Junior plays genior
plays All-sehool play.

Is the participating in a play limited to the menm~
bers of the class? (Examples Juniors in Junior
¢lass play) Limited § Not limited .

Is the income used for: Drams only 3 Class
programs, i.,e., class trips, class proms, etc. .
Other purposes (specify) .
Do you have access to any spotlights? Yes H

Ho .

Do you have access to dimmers for the lights?

Yes $ No

m’
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15. Do you use scenery "flats" (canvass or ruslin on
vooden frames representing walls for your full
length produetions? Yes .} Neo .

16. what is your mest serious lack conecerning eguip-
ment? List in order of need.

17. Who chooses your plays? Dranma director $
Paculty committee § Students 3
Other (specify) .

18, what 18 your most freguent purpose (or aim) when
you direct a rlay? Rank the following aims in
order of importance.

tne {(most frequent), Pive (least frequent)

A+ To entertain the community,
———Bs To challenge your community,
C. 7To entertain your student body,

s« To challenge your student body.

L

E, To develop participating students
as actors and/or technielans,

F. To developr students as persons
(personality).

G Other reasons (please specify)

PLEASE FEEL FREE 70 USE THE BACK OF THIS FORM TO COMMENRT
ON ANY PHASE OF DRAMA AT THE HIGH SCHOOL LEVEL.



APPENDIX C
MONTANA STATE UNIVERSITY

MissOULA. MONTANA

SCHOOL OF FINE ARTS

ART
DRAMA
MUsIC

Dear English Department Chairman:

Your completion and return to me of the enclosed questionnaires will be
the first step toward a study of High School Drama in the State of Montana. I
am conducting this study, under the supervision of the Department of Drama of
Montana State University, with the hope that when basic facts are collected,
tabulated, and examined, all of us interested in Drama may have the foundation
to meke recommendations which will help strengthen Drama education in our state,

As a teacher of English and a Director of plays for the past four years,
I have met many of you during our MEA conventions and Little Theater Festivals,
At thess meetings we all seem to agree that Drama education in Montana faces
serious obstacles, One of the major obstacles is that we most often work alone
without knowledge of what our fellow Montana Directors are doing or of the
problems with which they struggle or how they overcome these problems,

I have enclosed two questionnaires: (1) to be filled out by the English
Chairman or the Drama Instructor, and (2) to be filled out by the play
Director or Directors. I am sure that you realize that this is not an attempt
to single out either you or your program, The questionnaires are designed to
be objective and to consider total statistics as descriptive and suggestive
of our common problems and common needs in the state of Montana., I also
encourage you to add your own comments on the back of the questionnaires,

Your individual responses will help overcome any weaknesses in the question-
naires themselves and may often prove more valuable than the results of more
formal questions, When the study is completed the results will be made avail-
able to you for your information and use,

A stamped and addressed envelope is enclosed for your convenience.,

Thank you in advance,

Brrce

Bruce Cusker
Department of Drama

Enclosures
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MONTANA STATE UNIVERSITY IS A UNIT OF THE UNIVERSITY OF MONTANA, THE OTHER COMPONENT INSTITUTIONS OF WHICH ARE MONTANA STATE COLLEGE AT BOZE-

MAN, MONTANA SCHOOL OF MINES AT BUTTE, WESTERN MONTANA COLLEGE OF EDUCATION AT DILLON, EASTERN MONTANA COLLEGE OF EDUCATION
AT BILLINGS, AND NOCRTHERN MONTANA COLLEGE AT HAVRE

S 4



APPENDIX D
MONTANA STATE UNIVERSITY

MISSOULA
SCHOOL OF FINE ARTS
ART
DRAMA 2
DRAMA Januery, 1963

Dear FPrincipal:

4 research questionnaire sponsored by the Department
of Drama at Montana State University and entitled "An
Investigation Into the Drama Frogramgs, Theatre Plants, and
Froduction Attitudes in Montana High Schools for the
School Year 1962-63 was sent to your school two months
ago,

Thus far nearly 100 high schools have responded to
the project, However, we anticipste a greater percent-
ege of returns which will make our final snalysis more
complete, Since we have not yet received the questionnaire
sent to your school, we have enclosed a duplicate question-
naire, Fossibly the initial forms were misplaced or
misdirected,

Vould you please help us to complete our survey, and
indicate on the questlionnaire if you wish to receive a
personel copy of the results of the project, Thank you
for your cooperation and tinme,

Sincerely yours, .

Bruce Cusker
len Department of Drama

MONTANA STATE UNIVERSITY 1S A UNIT OF THE UNIVERSITY OF MONTANA, THE OTHER COMPONENT INSTITUTIONS OF WHICH ARE MONTANA STATE COLLEGE AT
BOZEMAN, MONTANA SCHOOL OF MINES AT BUTTE, WESTERN MONTANA COLLEGE OF EDUCATION AT DILLON, EASTERN MONTANA COLLEGE
OF EDUCATION AT BILLINGS, AND NORTHERN MONTANA COLLEGE AT HAVRE.

PE- e N



APPENDIX E

Vertenz Speech Bulletin Vele 26

PRACTICE SPEECH TOURNAMENTS

By action of the Board of Directors
of the Montana High School Association,
all practice speech meets must be held
on Saturdays onlye. School time on
school days may not be taken in Speech,
Music, Drama, etc, to attend practice
tournaments, However, students are
free to attend all practice meets sche=
duled on Saturdays.

DISTRICT AND STATE TOURNAMENTS

Both district and state speech meets
in Forensics and Drams mgy be held on .
two days, Friday and Saturday. The time
periods assigned by the Beard of Direc-
tors of the E.8. Association are:

District Speech & Drama Meets
A1l 8ix Districts—
Fri, & Sate, April 19 & 20, 1963

State Tournament & Festival
Only District Winners Attend—
Frie & Sate, May 24-25, 1963

Mo, 3 December 1962 page 2

BRUCE CUSKER CONDUCTS DRAMA SURVEY

Mr. Bruce Cusker, former Director of
Drama at Missoula Co. Hs S. and presently
doing graduate work at Montana State Uni-
versity, is conducting an investigation
of contemporary Dramatic Arts Programs,
Theater Plants, and production attitudes
of 189 high schools in Montana. He will
be sending each school a questionnaire
and he will appreciate the cooperation of
all drama directors in retuvrning the forw
as soon as convenisnt,

DEBATE PROPOSITION

"RECIPROCAL FREE TRADE
WITH NON-COMMUNIST NATIONS"

For use in the practice tournaments
in Montana until Dec. 30, the Montena
High School debate proposition will be:

"Resolved: That the United
States should adopt a policy
of reciprocal free trade

with non-commmnist nations,"

CONTEST PARLIAMENTARIANISM IS PUBLISHED

A booklet, Contest Parliamentarianism,
by Dr, Ralph Y, McGinnis and Prof. James
L. Owen, has been published recently at
Montana State University. It introduces
the Speech Teacher and students to a set
of rules for conducting a contest in par-
liamentary procedure., The booklet is
published by the Nationa League of Par-
liamentarians and may be procured from
that organization at 25¢ per copy by writ-
ing to the Speech Dept., Montana State
University, Missoula, Montana.

EXTEMPORANEQUS SPEAKING SUBJECTS
ANNOUNCED FOR 1962 ~ 1963

The 1962-63 general extemp subjects,
upon which the specific topics for dis-
trict and state tournaments will be
based, have been chosen as follous:

1, International Relations, 1962-63
2, Problems in American Education
3¢ The Fine Arts in American Culturs

DRAMA BY-LAWS IN THIS ISSUE

Pages 5 and 6 of this Bulletin contain
the By-Laws for the Drama Section of the
League., Drama directors are asked to
refer to pages 7 and 8 of the October,
1962 issue of the Bulletin for additional
matters on the One Act Play Festivals as
adopted by the Speech and Drama teachers
at their annual meeting last September 22.
11 questions regarding the Drama Divi-
sion of the League should be addressed:

Prof, Firman H, Brown
Drama Department
Montana State University
Missoula, Meontana

SEND IN YOUR MEMBERSHIP TODAY!

LEAGUE CONSTITUTION

Speech teachers and forensics coaches
who do not have a copy of the Montana He
Ss Speech League Constitution should
write to Dr. McGinnis, the League Direc-
tor, requesting a copy. The February is-
sue of the Bulletin will include a copy
of the League Constitution and By-laws

in Forensics,



APPENDIX P

PLAYS PRESENTED IN PIRST CLASS DISTRICTS,

1961-63

Antie Spring

Arms and The Man
Arsenlc and 014 Lace
Birthday of the Infanta
Boy and the Cart
Brigadoon

Charley's Aunt

Connecticut Yankee in
King Arthur's Court

Crueible

Death of & Salesman
Diary of Anne Frank
Fumed Osk

Glass Menagerie
Heat Lightning
Hello, Out There

Hope 1s the Thing with
Feathers

Ille

Importance of Being
Earnest

93

January Thaw

King and I, The

Liliom

Marriage Proposal, The
Midsummer Hight's Dream
Muslc Man, The

Night of January 16th
Pajama Game

Peg of My Heart

Plerre Pathelin

Pyramus snd Thisbe
Ramshackle Inn

Romanof and Jullet (3)
Rumplestiltskin
Sandhox, The

Seven Elsters

Sham

She &toops to Conguer
Taming of the Shrew, The
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Tea House of the August Moon
Time Out For Ginger

Wildeat

wWhere's Charlie?

You Can't Take It With You
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PLAYS PRESENTED IN SECOND CLASS DISTRICTS,

196163

Absent Minded Professor
And Hever Been Kissed
Angel Eireet

Anties of Andrew, The
Are We Dressing

Aarron 8lick Prom Pumpkin
Creek

Ask Any Girl (2)

Aunt Susie Shoots the
Works

Batchelor Father

Beef Stew

Birds and The Boys, The
Black Valise, The
Blithe Spirit

Bluebeard

Bonehead Case
Boardinghouse Reach
Books and Crooks

Boy Who Changed the World
Eye, Bye Birdie
Calamity Jane

Cannibal GQueen
Carnival Queen, The

Charley's aunt (3)
Cheaper By The Dozen
Come Out of the Closet
Connectlcut Yankee In
King Arthurts ?g?rt

Constable Jerry of
Fultons! Perry

Cup of Tea, A
Curious Savage (2)
Curtain Qoing UP (2)
Darling Girl

Date For Bobby Sox, A
Date With Judy, A
Dear Departed

Death snd Life of Larry
Renson

Death of the Hired Man
Diary of Anne Prank (3)

Doector In 8pite of Hime-
self, The

Elizabeth
Emperor Jones, The

Pall of the Fouse of
Usher

Fatherts Been To Mars
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Father Was a Housevife
Family Nobody Wanted, The
Pog

Footfalls

Fullers Fortune

Pumed Oak

Gentlemen Prefer Blondes
Ghosts Go West

Giant Stalirs, The

Girl Shy

Good Gracious Grandma
Good Housekeeping

Good Night Ladies
Grandmats Best Years (2)
grandma Pulls The String
Great Blg Door Step
Great Schtt

Great Smokles

Happy Hunting Ground
Happy Journey

Harvey (2)

Her Kissin' Cousin

High window (2)
Hillbilly Weddint

Hit The Road

Inherit The Wind
Innocent Deception
Jane Eyre

Jury Room

Just Duecky

King Richard IX1

Kind Lady

Ladies of the Mop
Last Flight Over
Lawyer Lincoln

Little Dog Lsughed (2)
Little Poxes

Little Miss Somebody |
Little Nell

Lock, Stock, and Lip-
stiak

Magic Touch

Maiden's Prayer
Mama's Getting Married
Man Called Feter, A

Man Who Ceme to Dinner,
The

Meny Laves of Doble
¢illis

Marrisge Propesal, The
Matchmaker
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Melody Jones

Millie the wonderful
Working Girl

Mississippl Legoend
Molly Morgan
Mountain Girl

More the Merrier
Mouse That Roured
Mrs. Plastor of Paris
My Pavorite Haunts
My Three Angels

Mystery of the MHouldy
Hanor

Mystery In the Library (2)
Mystery In the Ming Tree
Mystery, Kayhem, Murder
Hight of January 16th (&)
Robody Slept

Orvillets Big Date

Other You, The

Qur Hearts Jere Young
and Gay

out of Order

Pajema Game

Pajama Party
Pattern For Survival
Perfect 1diot (3)

Paople vs., Maxine Lowe,
The

Fick a Dilly

Ploneer Go Hone

Pride snd Prejudice
Rebel Without a Cause
Rest Agssured

Rocket In His Pocket (2)
Romanoff and Jullet
Room For the (Groom
Seared Stiff

Seary Hallow

fchene

ghoty The

81detracked

51lver Whistle

Spooks Allive

Stag Line

storm, The (2)

Sunday Costs Five Pesos
Swept Cff Her Feot
Tamny Tell Me True (3)
Thank's Awfully

This Way To Heaven

Teahouse of the August
Moon

Time Qut Por Ginger



Tomorrow the World
Trifles

True In West, The

Twelve Pound Look

Ugly American, The

We Shook the Family Tree
What a Life

who Dunit (3)

Widou's Plight

Wilbur Tekes His Medlcine
Wild About Harry

Worm Shall Equirm, The
You Cantt Beat The Drums
You Can't Take It wWith You
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PLAYS PRECENTED IN THIRD CLASS DISTRICTS,

196163

Adventures of Sherlock
Holmes

Arsenie and 014 Lace (2)
Atomle Blond

Belle of the West

Beyond the Door

Boarding House Reach, The

Commencenent

Campbells Are Coming
Cannibal Queen

Dark Rider, The

Deadly Ernest

Dino

Farmer's Daughter, The
For the Love of Pete
Gentlemen Prefer Blondes
Ghosts Qo West, The
Girl In The Room, The
Girl Next Door, The
Harvey

Heading Por A Wedding
Hello, Out There

Her Kissin' Cousin (2)

Here (Comes Charlie

Here Comes The Brides

1 Was A Teen-Age Dracula
Inner Willie

January Thaw

Just Ducky

Let Me Out of Here (2)
Life With wWillie

Little Dog Lavghed,
The (2)

Lock, Stock, and Lip-
stick

Lottery, The

Lute fong

Mollie Ot'Shaughnessey
Money Mad

Ko Boys Allowed

No More Homework

Nutt Family

Off the Track

Oh, Promlse Me

Other You, The (2)
Peace Corp Girls
Pure As The Driven Snow

Remarkable Inclident At
Carson's Corners
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Rocket In His Pocket, A (2)
Room For The Groom

Ruffles And Roller Skates
Shy Guy

Second Flddle

Secret, 10,000

Seventeen Is Awfully Young
Sidetracked

Spring Fever

Take Your Medicine

Terror In The Suburbs

They Went Thatawsy

Too Many Andersons

Travel Tea, The

Trysting Place, The (2)
Tune In On Terror

Whodunit?

who Killed Aunt Caroline?
Without Strings

Washingtons Slept Here, The
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PLAYS PRESENTED IN PRIVATE SCHOOLS,

1961-63

Aria de Capo

Billion Dollar Saint

Bird, The

Boor, The

Breaking of the Bread, The
Clown and His Cirocus

Pour On A Heath

Grandad Eteps Out

Great Scotts

Heads, He Burns

Here Come The Brides

Idols

If The Boys Wore Skirts
Ile

I'm A Fool

Inportance Of Being Earnest
John Brown's Body

Life With Pather

Many Moons
Matchmaker

Marriage Proposal
Merchant Of Venice
Minor Miracle

Miracle Worker
Music Man
O, Father

Qur Hearts Were Young
and Gay

our Town

Perfect Union
Pirates of Pinzance
Riders Tc The Sea

Snow White And The
Seven Dwarfs

80144 Gold Cedillac
Song At Scaffold
Spreading The News
Stones Cry Out, The

Thread That Runs So
True, The

Wonderful Town
Women Who Walt
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PREFACE

Since probably no two members of a
family will ever completely agree on
such a simple thing as how to scramble
an egg, one can expect little agreement
on so complex a thing as how to teach a
drama course in high school. This is not
a matter for regret, however; in fact
quite the opposite. Any teacher who has
so little imagination and “feel” for either
his subject or his students that he will
slavishly plough through another’s syl-
labus without changes or adaptation of
the general ideas to his specific circum-
stances is surely not worth much~partic-
ularly in so highly creative a field as
dramatics. Let us begin therefore by
fully understanding each other: This
suggested syllabus is not, was not meant
to be, and should never become a stand-
ardized blueprint or a definitive “last
word” on ‘the organization of the high-
school drama course. In the first place,
being a dramatics teacher himself, the
author is under no illusion that it is even
possible for one to have a last word with
any dramatics teacher—at least, one who
is worth his salt! And in the second
place, it is very likely also quite impos-
sible for anyone, however conscientious
or efficient, to follow this complete out-
line anyway.

Let us discuss the possibilities—and
necessities—for adapting this outline. Im-
mediately upon reading it, one will real-
ize that few teachers would want to in-
clude all these suggested units; for many
classes, several of these units would be a
waste of time from several points of
view. Practically speaking, even in a
year's course devoted exclusively to
drama, one might find it difficult to get
all these units crowded into the sched-
ule. So, each teacher must choose for
himself those units that will best fit his
class and decide what they and he wish
to accomplish in the time available and
with the facilities at hand. Leaving out
portions or all of one or several units is
merely a matter of good teaching in the
best modern sense, just as it would be
equally wise often to include other sub-
ject matter that is not dealt with here.

Next, the units can be arranged in any
order; this particular arrangement is per-
haps a logical one, but other combina-
tions can be equally or even more logi-
cal. For example, many will see advan-
tages in combining units III and IV, or
units IV and VIII, or perhaps all three
of them. Again, the criticism unit (IX)
may be spread out over the entire course
and each phase of criticism and evalua-
tion taken up at the end of each of the
preceding units. And so on and on.

The individual units themselves can
be rearranged and shortened at will. To
be helpful to the greatest number, the
author tried to include just about every-
thing that might be desired by any
teacher; but squeezing everything in-
cluded here into one course would prob-
ably result in nightmares for everyone
concerned. Some of the units, such as
the one on writing, might be reserved for
challenging extra assignments for the
superior students.

Most syllabi of this type include well-
stated objectives that are to be attained
in each of the units of study. This syl-
labus omits them for two reasons: 1) be-
cause so many such objectives have been
published and are available to all that
it seemed unnecessary to go into them
again; and, more important, 2) because
too often it seems wiser for each teacher
to define his own objectives, preferably
with the aid of his class, and govern his
selection of material accordingly. Few
teachers have succeeded in cramming
down a student’s throat those things
for which he does not feel a need; and
surely good teaching will result more
readily when the teacher and class joint-
ly arrive at their own list of goals and the
methods of attaining them.

Bibliographies, though highly selec-
tive, are at the same time perhaps more
lengthy than necessary. This was done
so that teachers and students might have
an easier time of finding at least a few
useful books in the often limited libraries
available to them.



THE HIGH-SCHOOL DRAMA COURSE

I. PLANNING THE COURSE

What are the dramatic arts?

1. Theatre (drama, opera, musicals, re-
vues, etc.)

Dance

Movies

Television

Radio Drama

Interpretive Reading of Plays
Monodrama

NP U LN

(These investigations, whose ends are to
define, analyze, and compare the dramatic
art forms, may be carried on by a number
of methods: Individual reports; general
discussions; symposiums followed by open
forums; planned field trips to theatres,
movie houses, radio and TV studios, and
similar public performances; assigned lis-
tening and watching projects, followed by
discussions; films on the various phases of
the arts; records of plays and interpretive
reading of plays; classroom demonstrations,
by students, the teacher, or invited guests
and artists, of phases of these art forms;
assigned readings about these forms; or
the study of criticisms of either the blue-
prints of the performances (scripts, sce-
narios, prompt books, etc.) or the per-
formances themselves.)

What do these dramatic art forms have
in common?

1. Content: the story, the idea, the theme,
the script—in short, a dramatic sub-
ject matter.

2. Performers:

singers, etc.

Setting: a stage on which is created

the setting in which the performers

work; or a setting that exists only in
the imagination of the audience, such
as in radio drama or, often, in read-

ings of plays; or sometimes merely a

formal upadorned platform.

4. Techniques: that is, conventionalized
methods of presentation that any audi-
ence will accept as associated with
each specific form of dramatic art.

5. An Audience: in whose minds the
final phase of the performance occurs
when each spectator uses his imagi-
nation and mentally creates the total
eflect that has been aimed at in the
production.

actors, readers, dancers,
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What may a high-school course in drama
include?

1. Theatre Organization

2. Play Analysis

]

History of the Drama

Acting

Directing

Technical Production

History of the Theatre

Criticism of Theatrical Experiences
Writing for Theatre

What shall our course include?

Selections made by the teachers and stu-
dents according to predominant interests,
student level of comprehension, available
time, and technical facilities that can be
used for demonstration and experimenta-
tion.

WOND AL
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II. THEATRE ORGANIZATION

The most common personnel and their
duties: the.director, stage manager, design-
ers, technicians, actors, business manager,
press agent {or publicity director), house
manager.

Occasional personnel as found only in cer-
tain types of theatre presentations or in
specific levels of production: choreogra-
pher, musicians, conductor, singing coach,
producer, etc.

Assignments and Projects

1. Read and report on theatre organiza-
tion as a whole or on individuals who
are famous in their fields, such as
David Garrick the producer, Elia
Kazan the director, Jo Mielziner the
the designer, etc.

2. Discuss some of the famous actors
known to the majority: Sarah Siddons,
Sarah Bernhardt, Eleanora Duse, Co-
quelin, Talma, Edmund Kean, Edwin
Booth, Joseph Jefferson, the Barry-
mores, etc.

3. Interview available directors, techni-
cians, etc. in the community or college
theatre field.

4. Prepare a chart showing the duties
and the hierarchy of theatre personnel.

5. Make a scrapbook or a bulletin-board
display of famous representatives of
these areas.

6. Compare the amateur theatre organiza-
tion with the professional and justify
the differences.

7 Discuss the qualifications, backgrounds,
and training that are desirable for any
of these positions.
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IIL. PLAY ANALYSIS

Types of Plays

1.

2.
3.

4
5.
6
7

Comedy: such as She Stoops to Con-
quer, The Male Animal

Tragedy: Macbeth, All My Sons
Drama (according to the French defi-
nition, a serious play that does not
end in complete defeat for the pro-
tagonist): The Glass Menagerie, The
Cherry Orchard

Melodrama: Hernani, The Little Foxes,
The Drunkard

Farce: Of Thee I Sing, The Taming
of the Shrew, The Imaginary Invalid
Fantasy: A  Midsummer Night's
Dream, Blithe Spirit

Combinations of two or more of these
elements in the same play

Styles of Writing

ST~ W o

Classicism: Antigone, Medea (Jeffers)
Romanticism: Twelfth Night, Cyrano
de Bergerac

Realism: Born Yesterday, A Doll's
House, Beyond the Horizon
Expressionism: Beggar on Horseback,
Bury the Dead

Symbolism: Everyman, The Intruder
Combinations of two or more of these
elements in the same play

The Basic Ingredients of a Play

1.

Story: usually following the pattern
of exposition of the problems, rising
action, the climax, faﬁing action, the
conclusion (or denouement)

People: who are revealed by what
they say (dialogue) and what they do
(action)

Environment: locale, mood and atmos-
phere, period, etc.

Theme: the author’s purpose in writ-
ing the play

Elements That Are Applicable to Most

1.

Plays

Antecedent action: what the audience
needs to know about what went on
before the curtain rises.

Objectives of the protagonist, which
are always hindered by obstacles that
arise and thus result in conflict.

The building of tension and interest—
or suspense—through complications
and crises.

The obligatory scene which the plot
and course of events make necessary
because it contains the core of the
conflict or problem.

E. Assignments and Projects

1.

Read representative plays, such as
those suggested above or others that
are available. The same readings may
be assigned to all to facilitate discus-
sion, or different plays may be as-
signed to each pupil in order to cover
more ground., See W. J. Friederich
and Ruth A. Wilcox: Teaching Speech
in High Schools (Macmillan, 1953),
p. 282-283, for a suggested reading
ist of one-acts that are all in the
same anthology.
IHustrate the types and styles of drama
experienced on radio and TV and in
the movies; discuss and compare. Ar-
range for the entire class to see a
movie or a play or assign regular TV
watching or radio listening.
Have the class create their own plot
scenario according to the definition of
dramatic types agreed upon; for the
plot use any simple story. Or plot
The Three Bears as a comedy, a
tragedy, a melodrama, and a farce.
Find human interest stories in the
classroom or the school that seem to
suggest a specific type of drama, and
plot them out as such.
Conduct interpretive readings of scenes
from the more obvious styles of writ-
ing and compare their characteristics.
Or the teacher might read representa-
tive scenes or speeches illustrating the
differences; or some of the many good
recordings might be used.
Arrange a simple story, such as Jack
and the Beanstalk, to follow the pat-
tern of a play’s action from exposition
to conclusion.
Imagine several characters who have
specific problems, such as one might
find in a typical play, and demonstrate
how these problems might be re-
vealed to an audience through action
and through dialogue, or both at once.
Collect several provocative pictures
from magazines (illustrations of short
stories, photographs from LIFE, room
illustrations from THE AMERICAN
HowMeE, etc.) and try to imagine the
people whom one would meet in such
surroundings and how these environ-
ments would affect them. Create an
incident that would be in harmony
with the mood and locale suggested
by the pictuie.
Select several old adages, such as
“Honesty is the best policy,” and
imagine a brief dramatic episode that
a playwright might construct to illus-
trate each. Compare these with the
theses developed in the plays previ-
ously read; are they equally obvious,
clear-cut, simple?

10. Invent ways in which an author may



F.

reveal antecedent action in the course
of a play. Compare with the methods
used by the authors of the plays read.

11. After the teacher gives the class an
objective of an imaginary character,
let each student think up one or more
obstacles that might hinder the pro-
tagonist from realizing his objective
and might result in conflict. Discuss
what types of plays these conflicts
would be most likely to engender.

12. In stories, such as the ones above,
which have been previously discussed,
plot the obligatory scene of each.
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IV. HISTORY OF THE DRAMA

Primitive origins of the theatre in dance,
chanting, and story-telling pantomime:
compare with the American Indian.
Oriental theatre: The Liitle Clay Cart,
The Chalk Circle, Lady Precious Stream,
Sotoba Komachi.

1. The Noh play, Kabuki theatre, the
shadow play.

Greek theatre: Agamemnon,
Medea, The Clouds.

1. Thespis, Aeschylus, Sophocles, Eurip-
ides, Aristophanes, contest-festivals,
the dithyramb, the unities, the tril-
ogy, the satyr play, the chorus.

Roman theatre: The Brothers, The Men-

agechmi, Phormio, Medea.

Oedipus,

1. Plautus, Terence, Seneca, mimes,
spectacles and the circus, Greek in-
fluences.

Medieval theatre: Everyman, Adam, the
English cycles, The Farce of M. Pierre
Patelin.

1. Hrosvitha, the tropes, guilds, festivals,
mystery play, miracle play, morality
play, autos, interludes.

Renaissance theatre: Gammer Gurton's

Needle, Dr. Faustus, The Sheep Well.

1. Commedia dell’ Arte, Lope de Vega,
Calderon, Marlowe, Cardinal Riche-
licu, opera, pastorals.

G.

H.

Elizabethan theatre: Shakespeare, The
Shoemakers’ Holiday, Volpone, The Duch-
ess of Malfi.

1. Chronicle play, romantic comedy,
masque, and the lesser Elizabethan
writers, such as Webster and Mas-
singer.

Restoration theatre: The Country Wife,

All for Love, The Way of the World.

1. Heroic tragedy, comedy of manners,
Wycherley, Dryden, Congreve, Cib-
ber’s Short View.

French Neo-Classic theatre:

Phedre, Tartuffe.

1. Corneille, Moliere, Racine, Richelieu’s
influence, the unities.

Eighteenth Century theatre: The Beggar’s

Opera, She Stoops to Conquer, The Rivals,

The Barber of Seville, The Fan, Minna

von Barnhelm.

1. Sentimental comedy, light opera,
domestic tragedy, Holberg, Voltaire,
Beaumarchais, Goldoni, Goldsmith,
Sheridan, Lessing, Goethe, Schiller.

Nineteenth Century theatre: The Inspector

General, Arms and the Man, Enemy of the

People, The Weavers, The Importance of

Being Earnest.

1. The romantics, comic opera, Scribe,
Zola, Ibsen, Strindberg, Wilde, Shaw,
Gordon Craig.

Twentieth Century theatre: St. Joan,

Street Scene, Winterset, Beyond the Hori-

zon, Waiting for Lefty, Riders to the Sea,

Death of a Salesman.

1. Chekhov, Barrie, Synge, O’Casey,
Coward, Maugham, Eliot, Fry,
O’Neill, Anderson, Odets, Hellman,
Williams, Miller.

Assignments and Projects

1. Read and discuss the background of

the various periods, the prominent

writers (such as those mentioned
above), and the important milestones
in the development of the drama.

Interview students who play the roles

of the world’s great dramatists and

discuss their ideas and techniques.

3. Read aloud scenes from great plays
(such as those suggested above and
others) in the manner of the Drama
Quartet; use students, teacher, vis-
itors, or recordings.

4. Compare scenes of similar intent and
subject matter from plays of the vari-
ous periods; for example, scenes con-
cerning the rearing of children, the
facing of war, patriotism, death, etc.
Preferably read them aloud or act
them out. Discuss differences of ideol-
ogy and treatment.

5. Compure forms and principles of tech-
nique, such as the use of poetic or
conversational dialogue, the use of the
chorus or a character fulfilling the
same duties, the complexity of plots
and subplots, stage directions, shifting
of scencs and locales, purposes of the
various dramatic forms (such as the

The Cid,
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10.
11.

masque for court entertainments, the
autos for religious observances, etc.),
the changes of subject matter, and
50 omn.

Make scrapbooks or bulletin-board
chspAays of the lives of great writers,
various productions of their plays,
criticisms and evaluations of their
contributions to the history of drama,
the sociclogical aspects of their age,
and so on. Or divide the class into
groups and conduct cooperative inves-
tigations along the same lines.

“Cast” the plays with favorite modern
actors and defend the choices through
character analysis of the role and of
the actor as a person and technician.
Trace the influences of one period or
writer upon subsequent periods or
writers in regard to characterization,
structure, choice of subject matter, at-
titude, use of action and dialogue, etc.
Trace the recurring rise and fall of
religious influence on the various pe-
riods of drama.

Keep a dictionary of terms and names
that apply to the theatre.

Plan a field trip to a movie or play
or tune in on a radio or TV version of
a good play; discuss.

N. Blbhography
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0. Audlo-Vlsual Aids

Especially good films for this unit are
available from Brandon Films, 200
W. 57th St, N. Y, 19; and Stanley
Bomar Co., 513 W. 166th St., N. Y.
32. Write for catalogues.

Good records for this unit are avail-
able at Theatre Masterworks, 30
Rockfeller Plaza, N. Y. 20; Columbia
Records, 1473 Barnum Ave., Bridge-
port, Conn.; and Decca Records, 50
W. 57th St., N. Y. 19.

V. ACTING

A. Development of Bodily Response

1.

Exercises that will call attention to

and improve:

a, General posture

b. Energy of bodily response: for ex-
ample, contract the energies needed
for throwing a soft-ball, lifting a

weight, washing windows, cold-
creaming the face, cle'mmg a tie,
and erasing with art gum.

¢. Control of bodily response: for
example, study the control used in
sketching a picture, carrying a full
cup of tea, doing calisthenics, danc-
}in%x the waltz, and planning a stage

t.

d. P%ecision and definiteness of bod-
ily response: pantomime darning a
sock, picking cherries, doing a
chemistry experiment, changing a
tire, typing, driving a car, dusting
a shelf of china, playing the piano.

e. Relaxation of bodily response: pan-
tomime fishing on a hot July after-
noon, arranging a bowl of roses,
eating a late Sunday-morning
breakfast.

f. Grace of bodily response: attempt
to express the rhythm of musical
records, not with any concrete
realistic pantomime but just in an
abstract physical way.

g. Expressions of emotions and atti-
tudes through bodily response: use
the same musical records and this
time attempt to express their emo-
tional affects; or pantomime the
various ramifications of such basic
emotions as anger, hate, grief, joy,
ete., without reference to a specific
character.

Exercises that will develop the sense
of bodily response of a specific char-
acter and personality:

a. Observe as many different people
as possible and then reproduce any
characteristics they may have that
show their age, mental attitudes,
occupation, nationalities, disposi-
tions, health, etc.

b. Create imaginary characters of your
own and pantomime their physical
behavior as you would expect it to
be revealed in a simple situation,
such as reading the newspaper, get-
ting out of a car, making a cup o
coffee, making-up the face, select-
ing food in a cafeteria, using the
telephone, etc.

C. Repeat the exercises of pantomim-
ing the emotions of anger and grief,
this time as you think your imag-
inary character might express them
with both the body and the face.

d. Create a simple incident or plot
that would show your imaginary
character in several responses to
a serjes of different stimuli, such as
a woman planning to go to see her
married daughter and at the last
minute getting a telegram inform-
ing her not to come; or a man who
has to see a business associate
about a troublesome problem and
then hears that the entire matter
has already been cleared up to his
complete satisfaction.



Exercises that will develop the give-
and-take of group inter-reactions and
responses:

a. Observe as many groups of people
as you can and try to catalogue
the basic reactions and accepted
conventions of group communica-
tion and response.

b. Enact simple incidents from liter-
ature or history that involve only
two people, such as Simple Simon
meeting the pieman or the meet-
ing of Stanley and Livingston.

c. Re-enact the situations that you
find in the morning newspaper,
keeping the cast to two or three.

d. Create your own simple plots for
brief scenes that involve two peo-
ple and see whether the class can
easily understand the situation
without being told about the in-
cident beforehand.

e. Let one person begin to pantomime
a situation that a second, who is
not in on the plot, must respond
to spontaneously.

f. Gradually add a person or two
until large group scenes are in
progress, such as a meeting of the
kitchen committee of the Ladies
Aid Society or a formal afternoon
tea.

Exercises that will establish accepted

techniques of stage movement:

a. Execution of stage crosses

turns

. Entering and exiting

. Sitting, standing, kneeling

. Handling of common stage proper-

ties, such as a tea cup, opening a
letter, using doors, smoking

e. Falling, dueling, fighting, fainting

f. Eating and drinking

¢. Embracing, kissing

h. Sobbing, laughing

and
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B. Devel;)pment of Vocal Response

Exercises that will call attention to

and improve:

a. General aspects of the voice of
each pupil; for example, recording
the voices and discussing the fac-
tors of pitch, quality, rate, rhythm,
variety, and vividness.

b. Specific weaknesses of individual
voices; for example, assigning in-
dividual exercises that will aid
breath control, proper placement of
pitch, improvement of quality,
rate; or trying group exercises—
such as choral reading—that will
help all to improve their rhythm,
rate, and variety through the me-
dium of expressing simple poems,
such as “Oh, how I love to go up
in a swing” or “Gone are the days
whe,r} my heart was young and

gay.

c¢. The interpretive powers of the
voice; for example, reading aloud
simple pieces that will require viv-
idness of expression, use of pause,

~1

plus any or all of the factors al-
ready mentioned, such as “On the

' first day of Christmas,” The Daf-
fodils, or Lord Randall. Radio
scripts are also useful.

d. Diction; for example, study the
various basic voweF sounds, learn-
ing how to read the pronunciation
symbols in a dictionary; keep a pro-
nunciation list of words frequently
garbled in the classroom; drill on
clear enunciation with such prac-
tice materials as the patter songs
from Gilbert and Sullivan; and
read simple prose and some of the
specially prepared paragraphs used
to test radio announcers.

Exercises that will emphasize the

necessity of the actor to- correllate his

voice with his body so that the audi-
ence will hear what it sees:

a. Repeat some of those exercise used
in the pantomimes and add a few
vocal responses to the bodily re-
sponses.

b. Select some simple phrase, such as
“Is that what you really think?”
and create several incidents in
which this phrase is the culmina-
tion of the physical reactions which
precede it; practice them until the
voice harmonizes with the panto-
mime and the mood of the scene.

c. Construct a simple scenario, ala the
Commedia dell” Arte, and let small
groups ad-lib or improvize the lines
until they ring true.

d. Select simple scenes from dramatic
literature and combine pantomime
and voice to produce the proper
interpretation.

e. Improvize short scenes that will
emphasize the vocal weaknesses of
the individuals participating and
practice them until some improve-
ment is shown.

f. Listen and analyze some of the
many good recordings of poetry,
prose, and drama readings.

C. The foundations upon which good acting

is

1.

built:

Knowledge of stage terminology: com-
mon directions concerning the stage
itself, actinfg, the script, and theatre
in general: for example, upstage, right-
center, topping, throwing away a line,
block, cover, plant, steal, etc, Demon-
strate as many of them as possible.
The necessity of concentration, based
upon complete attention and good lis-
tening; exercises and demonstrations,
such as improvizations which put a
premium upon listening.

The necessity of observation of people
and life; exercises, such as assembling
a collection of items which might be:
used by a certain person (cosmetics,
a book, an article or two of clothing,
sample of handwriting, etc.) and hav-
ing the class deduce the character,
write a brief biography of her, and,



later, create a scene for her; or repro-
ducing the characteristics of a type-
person observed from life, such as a
shy eighth grader, a tired mother, a
fussy librarian, etc.

The necessity of cultivating the imag-
ination; exercises, such as imagining
what Jack the Giant-Killer would be
like at the age of 40, 60, 80, and
creating a scene revealing the imag-
ined details; or creating a scene
around three or four apparently un-
related words, such as “dog, rainbow,
raspberries, and piano”; or reading a
simple outline ofp a scene and work-
}ng out four different possible endings
or it.

The necessity of emphasizing the chief
aspects of the character, the scene,
and the lines; exercises from real plays
for study and actual experimentation.
The sustaining of a role through use
of the above characteristics and proper
application of bodily inner-tension.

The process of creating a role on the
stage:

2.

The study of the play itself; its period,
theme, style, mood, conflict, etc.

The study of the specific role: physi-
cal, mental, emotional, and socia
characteristics of the character; try
composing the biography of the char-
acter’s early life before the play’s
events.

The relation of the role to the play
as a whole: the function of the char-
acter in the play, his motivation, his
inter-relationships with the other char-
acters, etc.

The techniques of creating the char-
acter for an audience: selection of the
bodily and vocal characteristics of the
character, experimentation with busi-
ness and movement, developing the
interpretation of the lines from both
the intellectual and emotional points
of view, and setting the timing and
rhythm, etc.

The refinement and projection of the
selected details of the characterization,
with special attention to problems of
memorization of ‘lines, cue-pick-up,
tempo, visual and auditory responses,
ensemble work, etc.

Assignments and Projects

Analyze the acting performances in
plays, movies, and TV, trying to dis-
cover, first of all, the basic conception
of the roles, the motivations employed,
and the techniques selected to express
the thoughts and feelings; then, later,
trying to see how these all fit together
in a total characterization.

Discuss the types of actors one usually
finds on the stage and try to decide
what characteristics classify them as
one type or another; compare with
types of actors in the class.

3. Report on the biographies of famous

actors, especially those which explain
their craftmanship, such as Magar-

5.
6.
Bibl
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shack’s Stanislovsky: A Life or Arm-
strong’s Fanny Kemble: A Passionate
Victorian,

Investigate the changes in acting
styles through the centuries and try
to explain them.

Gain as much experience as possible
by acting in scenes, one-act plays, etc.
Discuss the actor’s code of behavior
and his relationship with his director.
iography
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Harper, 1949.
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Visual Aids

1.

The
1.

Fun

Films on acting from General Motors
and Yale University.

VI. DIRECTING

function of the director:

Selecting the play: according to bud-
get, stage facilities, available actors,
audience level, variety and worth of
total program for a year or several
years.

Casting the play: methods of casting.
Master-minding the total production:
choosing the style of production, de-
signing of all phases, organizing of
crews and staff, etc.

Directing the play

Coordinating the public performances:
advising or directing the business, ad-
vertising, house arrangements, music,
ete.

damentals of directing a play:
Setting the overall tone and purpose
of the author.

Blocking the movement and business,
arranging the prompt book: the plan-
ning of the stage pictwres and the
general pattern of movement.

Guiding the interpretation of the
play: establishing the meaning of the
play and the individual speeches, set-
ting the emotional key of the play
and the characters, providing motiva-
tion, building characterization, and
securing vocal and visual projection.
Setting the pace: tempo and timing,
variety.

Harmonizing all phases of the pro-
duction when they are finally put to-
gether.
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Using proper rehearsal procedures
throughout the work period.

C. Exercises in teaching students to direct

plays:
1.

1o

5.
6.

Work out a prompt book for a scene,
having all the class contribute sugges-
tions at first and then gradually select
those that work best.

Divide the class into teams of two and
assign each to direct the other in a
brief monodrama.

Expand some of the previously dis-
cussed practice scenes in acting into
brief scripts involving two people; di-
rect them in or out of class.

Direct short scenes from good plays
previously read.

Sclect and cast several plays for a
one-act program.

Direct these scenes to whatever degree
of finish is feasible.

D. Evaluate these class projects by discussion
or written reviews.

E. Theoretical Assignments and Projects:
1

2.

¥. Bibl
1.

2.

Discuss the director-actor relationship.
Set up a year’s program for your
school, observing budget of costs, fa-
cilities, talent, and all the factors
previously discussed.

Set up a model rehearsal schedule for
a one-act play and for a long play.
Set up the committees for a good pro-
duction and discuss their responsibili-
ties.

Discuss the qualifications for a good
director.

Compare the amateur and professional
methods of directing; can you justify
each?

Compare the various methods of well-
known directors.

Investigate the history of the rise of
the director and learn some of the im-
portant contributors to that history:
David Garrick, Duke of Saxe-Mein-
ingen, Shaw, Stanislavsky, David Be-
lasco, Harold Clurman, Elia Kazan,
ete.

iography

Bailey, Howard, The ABC’s of Play
Producing. McKay, 1955.

Bradwell, Eric, Play Production for
Amateurs. Allen and Unwin (dis-
tributed in this country by Macmil-
lan), 1952.

Dean, Alexander, The Fundamentals
of Play Directing. Farrar and Rine-
hart, 1941.

Dietrich, John, Play Direction. Pren-
tice Hall, 1958.

VII. TECHNICAL PRODUCTION
A. Scenery Design and Execution

)

The styles of scenery design: Realisin,

suggestive realism, stylization, theat-

ricalism, expressionism, constructivism,

formalisin.

The function of the designer:

a. To interpret the play through
locale.

b. To interpret the play’s mood by
use of line, mass, and color.

¢. To make the production technically
possible and to work around ob-
vious limitations: shifting, budget,
materials, time, labor;, equipment,
ete.

d. To meet the author’s and director’s
practical demands of a working
setting.

The process of designing scenery:

. Uses of a floor plan

. Uses of the sketch or the model

. Uses of working drawings

. Supervising the construction

. Assembling the set

. Working with the lighting, cos-
tuming, and properties chairmen
or, in the amateur theater, often
doing part or all of these jobs as
well,

Types of scenery:

a. Curtains, drapery sets, backdrops,
ete.

b. Screens, or post and screen com-
binations

c. Flats and profile pieces

d. Plastic units

Elements of scenery design:

a. {_..ine: psychological connotations of
ine.

b. Color: psychological connotations
of color and theory of color har-
mony.

¢. Mass: psychology connotations of
mass.

Principles of scene design:

a. Unity with variety

b. Empbhasis, through placement, light,
color, size, etc.

c¢. Balance: symmetrical and asym-
metrical

O A0 o P

The rendering of designs:

a. Drawing a floor plan to scale.

b. Sketching the setting in perspec-
tive: showing line and mass, vari-
ety and unity, emphasis and bal-
ance.

¢. Making a model: showing line and
mass.

d. Painting the sketch or model:
showing color, by use of water-
colors, colored chalk or pencils,
crayons, etc.

e. Executing working drawings in
scale with all necessary building
directions.

The execution of the designs:

a. Building flats, plain and with open-
ings.

b. Building three-dimensional ele-
ments to support weight: platforms,
steps, rocks, etc.

¢. Building two-dimensional scene
pieces: cut-outs, ground rows,
backdrops, etc.

d. Building three-dimensional plastic
units: doors, windows, trees, col-
ummns, fireplaces, etc.
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Painting the scenery:

a.

b.
c.

Mixing scene paint: color harmony
repeated.

Priming the flats.

Painting: stippling, sponging, spray-
ing, spattering, dry brushing, roll-
ing, etc.

. Special painting effects: stenciling,

paneling, wood and stone effects,
pictorial backdrops, etc.

10. Assembling, shifting, and striking the
set.

B. Lighting

The functions of lighting:

1.

a.

b.

C.

To illuminate the stage

To emphasize important actors and
scenery elements

To show mood and atmosphere of
the scene or play

d. To suggest nature

The properties of light, all control-
lable by the designer and electrician:

a.

b.

Intensity and amount: controlled by
the number of units used and some
types of dimmers.

Color: controlled by color media,
such as gelatin, glass filters, cine-
bex, transpara, colored lamps, etc.

. Distribution: controlled by the di-

rection of the beams and the place-
ment of the units.

The kinds of light used on the stage:

a.

b,

C.

General lighting, obtained by floods
and strips
Specific lighting, obtained by spots
Special effects, obtained by projec-
tors and other types of lighting
equipment

Basic principles of stage lighting:

a.

. Light-colored gelatins,

Cross lighting: having a warm light
from one side of the person and
a cool light from the other.

. Comedy is usually more effective

in intense warm light.

. Tragedy is usually more effective

in subdued cool light.

Colors of sets, costumes, and make-
up absorb light of the same color
and are enhanced.

. Colors of sets, costumes, and make-

up are deadened or darkened by
light of a complementary color.

. Primary colors of light are slightly

different from those of pigment:
red, green, and blue.

such as
daylight blue and pink, special lav-
endar, and straw, affect colors on
the stage less than other gelatins
and are most useful on small stages
with limited equipment.

5. Making a light plot for a set:

a.

It indicates the source of light on
the set itself and the location of the
lighting equipment.

b. It shows the emphasis given to the

C.

acting areas by light.
It keeps direct light off the walls
of the set as much as possible.
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d.

e.

It keeps the lighting of back-
grounds and backings less bright
than the acting areas.

It indicates any directions the work-
ers need to know to facilitate their
duties.

6. Making a light cue-sheet for a play
(sometimes on a special sheet and
sometimes right in the prompt book).
C. Costuming

The sociological and environmental
influences on costumes through the
ages: social status, politics, religious
and moral beliefs, occupation, climate,
educational and ideological concepts,
hero worship, availability of materials,
ete.

1.

The function of costuming on the
stage:
a. Shows atmosphere of the play as

€.

f.

a whole; harmonizes with the style
of production as a whole.

. Shows specifics of each character:

age, mood, nationality, taste, etc.

. Shows development of each char-

acter during the play.

. Shows influences of the environ-

ment upon each character: his eco-
nomic status, occupation, moral at-
titude, regional influences, disposi-
tion, class consciousness, etc.
Decorates the stage when a formal
setting is used.

Psychologically aids the actors to
play their roles better.

The elements of costuming:

a.

Line: the psychological connota-
tions of straight, vertical, horizontal,
curved, diagonal, jagged lines.

. Color: the psychological connota-

tions of hues, tints and shades
(values), and grayness (intensity)
of colors.

- ¢. Silhouette (same as mass in scen-

ery): the period-look, the essence
of a costume’s style.

The designing of costumes in color.
The execution of costume designs:

a.

b.
c

d.

Taking measurements and making
or using patterns

Materials and their effects

Sewing rules

Dyeing materials

Use and making of accessories

€.
8. Effects of light on costumes.
keup
The functions of makeup:

D. Me
1.

a.

b.

C.

To combat lights and distances

To complement the style of pro-
duction as a whole

To reflect the characters’ environ-
ment: age, health, occupation, class
status, moral attitude, period fads,
personal taste, etc.

. To reflect heredity: family resem-

blances, personal defects or pecul-
iarities, nationality

. To fulfill the demands of the script:

regional characteristics, actual his-
torical personages, script demands
for certain physical characteristics
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f. To show the development or change
of the characters during the play

g. Psychologically to aid the actor to
portray his role

The principles of makeup:

a. Principle of light and shadow as
seen in nature and on the structure
of the face

b. Principles of human anatomy: bone
structure that protrudes, flesh that
receded, gives, and sags

¢. Principles of color: colors lighter
than the base (highlights), colors
darker than the base (lowlights),
rouge that emphasizes and attracts
attention as highlights do—unless
lighting darkens it into a lowlight

Makeup materials:

. Greases, oils, creams

. Bases

. Liner colors and rouges

. Powders

. Frequently used special materials:
crepe hair, spirit gum, hair whiten-
er, masque, nose putty, collodion,
glycerine, etc.

Three basic types of makeups:

a. Straight: juvenile usually, but ac-
tually any makeup that is the age
of the actor himself

b. Middle age, making the actor
younger or older than his own age

c. Old age, making the actor older
than his own age

Corrective makeup: to change for the
better such aspects of the actor’s fea-
tures as placement, size, and depth
of the eyes, shape of the eyebrows,
size or shape of the nose, size of the
lips, width of the face or broadness
of the cheeks, protruding or receding
jaws and chins, etc.

Special makeup problems:

a. Beards, mustaches, sideburns, un-

shaven look

Makeup of large areas of the body

Build-ups of nose putty or cotton

Scars, welts, black eyes

e. Sweat, dirt, blood

Kinds of makeup materials:

a. Stick bases

b. Tube greasepaints

c. Panchromatic bases

The effects of lights on makeup

perties and Sound Effects

The function of properties:

a. To dress the stage: to decorate it
and show locale and period.

b. To interpret the play: show mood,
style of production, background of
characters who inhabit that locale

(their interests, tastes, financial sta-
tus, etc.)

c. To aid in characterization.

d. To aid movement and business,
fulfilling demands of both author
and director.

Running the props for the show:

a. Making, borrowing, renting, or buy-
ing props

b. Care of properties

® a0 o'

b.
c.
d.
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c. Property charts and plots

d. Backstage organization and shifting

The making of special props, such as

papier mache decorations or hand

props

Sources of sound effects:

a. Recordings, bought or home-made

b. Tapes, home-made

¢. Machines, electrical devices, and
special gadgets \

d. On-the-spot production of sounds
by the crew

F. Assignments and Projects:
1.

10.
11.

Study pictures of plays to ascertain
the employment of different styles of
design and types of scenery.

Report on works about and by famous
designers, such as Inigo Jones, Gordon
Craig, Adolph Appia, David Belasco,
Robert Edmond Jones, Jo Mielziner,
etc.

Select any play read thus far and dis-
cuss how a designer could help re-
enforce its production.

Select a play already read or one to
be produced and make a scale floor
plan of it.

Make a colored sketch or model of it.
Make the working drawings of its
units.

Roughly sketch the same set in three
different styles of design; or discuss
the differences there would be among
them.

Demonstrate the psychological conno-
tations of lines by quickly drawing
any lines that come to your mind the
moment the teacher mentions such
emotions as grief, joy, anger, peace,
etc. Repeat and this time suggest the
color you think of.

Build a flat, regular size or miniature
in exact scale; or at least inspect a
well-built flat.

Mix some scene paint, in any quan-
tity but in the right proportions.
Paint the flat, practicing the various
methods of scene painting.

Work out a color chart (using poster
paint that can be accurately meas-
ured), showing the basic hue, such as
red, then at least four tints (4 parts
red to one part white, 4 parts red to
two parts white, etc.) and four shades
(do the same with red and black),
and lastly at least four degrees of
intensity (four parts red to one part
green, four parts red to two parts
green, ete.).

Work out a shifting plot for a play
already designed.

Study the use of light in the pictures
used in No. 1.

Using the plays from exercise No. 4,
show how lights should be used to
interpret it.

Work out a light plot for this play.
Inspect the lighting system of a well-
equipped stage.

By bringing a spotlight and colored
media to class, show the effects of



27.
28.

29.

30.

81.
32.
38.
34.

35.
36.

37.
38.

G. Bibl
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2.
3.

colored lights on various colors of
materials and greasepaints.

Using the plays of No. 4, discuss
how costumes could help to iater-
pret if.

Compare the ways one might costume
Cinderella as a tragedy, as a romantic
comedy, and a theatrical farce.
Compare the psychological connota-
tions of line, color, and silhouette
(mass) as they occur in costumes and
scenery.

Design the costumes for the plays in
No. 4.

Make up swatch books of various
types and colors of costume materials
and discuss their usability and assets.
Make at least one period costume for
the department wardrobe if none is
needed for an actual production.
Dress some dolls in period costumes
and discuss the chief characteristics of
the outstanding periods.

Model some period clothes or depart-
ment costumes and discuss the art of
wearing a costume and handling its
accessories.

Make a scrapbook of pictures of pe-
riod costumes.

Using the plays in No. 4, discuss how
makeup would aid the production,
especially in your auditorium.

Make a scrapbook of interesting por-
traits of people which illustrate the
principles of makeup.

Using crayons and paper, experiment
with drawing cubes, cylinders, etc.,
and show how the sharp and rounded
edges differ in the way they take
light from various angles. Show how
these same principles apply to the
anatomy of the face and the applica-
tion of makeup.

Demonstrate makeup materials and
uses.

Make up yourself and others as often
as possible.

Work out a makeup chart for the
plays in No. 4; practice the makeups.
Make a prop chart for the same plays.
Make special props for departmental
use, such as a fire log, ornate papier
mache picture frame, set of “copper”
ale mugs from tin cans and electric
cable, etc.

Make a prompt book or a cue-sheet
for the sound effects needed in the
plays in No. 4.

Construct a wind and rain machine, a
thundersheet, etc.

Tape your own sound effects, using
the entire class, of crowd noises, cheer-
ing at a game, a parade, etc.
iography

Barton, Lucy, Historic Costume for
the Stage and Screen. Baker, 1938.
Cass, Carl, Make-Up for the Stage.
NTS, 1949.

Cooper, Charles, and Paul Camp, De-
signing the Play. Appleton-Century-
Crofts, 1942,

12

4. Cornberg, Sol, and Emanuel Gebauer,
A Stage Crew Handbook. WHarper,
1941,

5. Corson, Richard, Stage Mcke-Up.
Crofts, 1949.

6. Friederich, W. J., The Styles of Scen-
ery Design. NTS, 1951.

7. Friederich, W. J., and John Fraser,
Scenery Design for the Amateur Stage.
Macmillan, 1950.

8. Gassner, John, Producing the Play.
Dryden, Rev., 1958.

9. Hake, Herbert, Here’s How! Row,
Peterson, 1942,

10. Healy, Daty, Dress the Show. Row,
Peterson, 1948.

11. Jones, L. A., Scenic Design and Model
Building. Baker, 1939.

12. Knapp, Jack, Lighting the Stage with
Home-made Equipment. Baker, 1933.

13, McCandless, Stanley, A Method of
Lighting the Stage. Theatre Arts,
1940.

14. McCandless, Stanley, A Syllabus for
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Scene Design. Houghton, MifHlin,
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19. Rubin, J. E., Stage Lighting for High
School Theatres. NTS, 1951.

20. Selden, Samuel, and Hunton Sellman,
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22. Smith, Milton, The Book of Play Pro-
duction. Appleton-Century-Crofts,
Rev., 1948.
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H. Visual Aids
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VIII. HISTORY OF THE THEATRE

A. The Greek Theatre

1. The Stage:
a. Scenery
b. Lighting

Mechanisms and Effects: periakti,
eccyclema, mechane, etc.
Technicians and backstage organi-
zation

C.

d



"

r5
=

APE

*
Fo
b¥s

2. The Actor:

a. Costuming

b. Make-up: masks, symbolization

c. Style of acting

d. Training and status
3. The Auditorium
4. The Audience
Using a general outline similar to the
above, discuss the following periods (in-
cluded are a few examples of some of
the points that might be brought out in
the various periods):
Roman Theatre
Oriental Theatre
Medieval church and market-place
theatres: pageants
Renaissance theatres of Italy and
Spain: introduction of artificial light-
ing and picture-frame stage, painted
perspective scenery
Elizabethan Theatre: Globe and Swan
Theatres, organized repertory com-
panies, inner and outer stages, educa-
tional producing iroupes, closing of
the theaters in 1642
Folk theatres of Italy, Spain, Ger-
many, France
Restoration and Eighteenth Century
Theatres: introduction of actresses,
opening of theatres in 18€0, star sys-
tem
Neo-classic and Eighteenth Century
French Theatres: tennis court adap-
tations, Moliere’s company
Nineteenth Century Theatre: introduc-
tion of electric lights, Appia, box sets
Theatres of realism: Moscow Art
Theatre, Theatre Libre, Abbey Thea-
tre, etc.
Modern theatre: Provincetown Thea-
tre, Theatre Guild, Little Theatre
Movement, Federal Theatre Project,

B P

10.

11.

ete.

C. Assignments and Projects

1. Compare photographs of the theatre
buildings and stage settings of the
various periods.
Make models of some of the outstand-
ing period theatres.
Design a simple setting as it would
have been done in several theatres of
different countries and ages.
Make special reports on phases of the
development of the theatre, such as
lighting, the proscenium arch, audi-
ence accommodations, etc.
Report on the comparison of tech-
nicians’ responsibilities and theories
in the various ages.
Trace the theory of stage costuming
through the ages; do the same with
makeup.
By cooperative investigation, find out
about the theatre audiences of the
several periods: their makeup, inter-
ests, purposes, influences upon play-
wrights and actors, etc,
Play a scene from a classical play as
it might be blocked in a Greek thea-
tre, an Elizabethan theatre, an oriental
theatre, at a medieval fair, and in a
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modern theatre; try to emphasize the
changes the physical stage would
make in the planning and acting of
the scene.

9. Investigate the evolution of acting
styles; try producing the same scene
in a variety of styles.

10. List some of the outstanding influ-

ences the physical theatres had upon
the playwright’s techniques in the sev-
eral eras.

D. Bibliography
1.

F.

Ballet, A. H., History of the Theatre
to 1914. NTS, 1955,

2. Nicoll, Allardyce, The Development
of the Theatre. Harcourt, Brace, 1946,

3. Simonson, Lee, The Stage Is Set.
Dover, 1946.

4. Simonson, Lee, The Art of Scenic De-
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1. Blum, Daniel, A Pictorial History of
the American Theatre, 1900-1950.
Greenberg, 1950.
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5. Film on The Globe Playhouse. Uni-

versity of California.

IX. CRITICISM OF THEATRICAL
EXPERIENCES

Review the principles of good dramatic
writing, acting, and production studied
thus far,

Through class discussion, formulate a
“score card” for judging a good dramatic
production.

If possible, take a field trip to a play, or
see a good movie or TV version of a play
and have each student evaluate it accord-
ing to the score card. In class compare
the individual score cards and discuss their
differences. Are differences always due to
lack of taste or knowledge or good judg-
ment? Does the evaluator’s personal defi-
nition of the purpose of the theatre in
general and the play in particular have a
bearing on his final evaluation of it in
performance? Make a composite rating by
averaging all class ratings; compare the
vesult with the teacher’s judgment.

Study reviews by professional critics in
newspapers and magazines or in antholo-
gies of collected reviews, such as those
listed in the bibliography. Try to enumer-
ate the various criteria each critic uses an
estimate the amount of importance they
attach to each standard. Compare with the
class’ list of criteria.

Compare favorable and unfavorable re-
views of a modern play and try to evalu-
ate the criteria each critic used in arriving
at his final judgment. Can you explain—
or justify—the differences?

Apply these professional criteria to a pro-
duction in your school and discuss the re-
sults. Is it always fair to do this?
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Write a literary review of the play the

class saw, using the original score cards

and all subsequent class discussion of

them.
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X. WRITING A STUDENT PLAY

Through class discussion decide on the
purpose of the playlet to be written: to
dramatize an important event in the his-
tory of the school or community, to empha-
size national book week, to explore the
problem of the shy student who enters
school at mid-term, to satirize students’
attempts at avoiding school work, etc.
What type of play is the most logical
one to handle this theme?

Discuss the possible objectives the protag-
onist might have, what obstacles will in-
terfere with these objectives, and what
conflict will result. What will the climax
be? The conclusion? Will the selection of
the climax and conclusion influence the
type of play it turns out to be?

Decide what characters will be needed to
tell this story and define their functions
in the play. At least partially begin to ex-
plore their personalities. Will their char-
acteristics influence the type of play it
becomes, or is it the other way round?

Let each student write an outline scenario
of the play; compare these in class and
decide which is best and why.

Let each student or selected congenial
groups work out the first rough draft of
dialogue. Read aloud in class; criticize;
rework. If possible, try using the same
subject matter for different types of plays
and compare their differences.

Rework one or all the scripts, according
to whatever plan seems desirable, until
fairly actable scripts are obtained and can
be put into production—to whatever de-
gree of polish seems desirable.
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Play Production Theory and Prac-
tice. Lippincott, 1952.

5. Heffner, Hubert, Selden and Sellman,
Modern Theatre Practice. Crofts, 3rd
Ed., 1946.

6. Smith, Milton, The Book of Play Pro-
duction. Appleton-Century-Crofts,
Rev., 1948.

7. Whiting, Frank, An Introduction to the
Theatre. Harper, 1954.

D. Biblio%raphies of Audio-Visual Aids
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Film Strips and Film Slides for Use
in Teaching Theatre, EDUCATIONAL
THEATRE JourNaL, Oct., 1949.

2. Records for Use in Teaching of Dra-
matics. AETA.
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ing of Theatre, EDUCATIONAL THEATRE
Journar, Dec., 1950.



One Last Word

In answer to the frequent questions con-
cerning the prerequisites or age levels
which are desirable for students electing
a dramatics course, there is, of course,
no more definite answer than to any-
thing else that deals with the hundreds
of variances of the human being. A
drama course may be-and is, in many
places—taught successfully at any level
from the eighth grade to the twelfth;
naturally, the material must be adjusted
to the age, intelligence, and experience
of each class. Probably the most effec-
tive work is done at the eleventh or
twelfth grade level, as is to be expected.

Students who have had courses allied
with dramatics will naturally be a de-
cided asset and make life easier for the
teacher. Get it, if you can! But if you
can’t, a good job may be done just the
same. Good courses that are useful as
prerequisites are those in general speech,
oral interpretation, and dance, and radio
courses that emphasize script reading
and acting. Oftentimes courses in art,
shop, and home economics—even physics
—will also prove an asset in several
phases of a dramatics course. Actual ex-
perience in theatre outside the classroom,
however, is equally good and sometimes
even better.

‘Perhaps the most agonized questions
concern the problem of evaluating the
work done in a dramatics course. There
are, of course, several somewhat objec-
tive devices which will help the teacher
to arrive at a grade—such as academic
tests on theory and background and
principles, reports or papers on outside
readings, contributions to practical proj-
ects, such as bulletin-board displays,
written reports on field trips or watch-
ing assignments, completion of special
projects, etc.—but in the long run a
really creative dramatics course will
probably put much or even most of its
emphasis upon assignments which can
be graded only in a subjective manner,
such as laboratory performances in act-
ing, directing, and writing and contribu-
tions to class discussions.

In such cases, it is the author’s firm
belief, the necessarily subjective evalua-
tion is more nearly accurate, helpful,
and fair when grading charts or score
sheets are used for each student. This
is particularly true when the teacher is
careful to thoroughly explain the chart
to be used and the emphasis he intends
to place on a specific phase of the prob-
lem for each assignment and to make
the checks as meaningful as possible by
adding personal explanations of his rea-
sons for the marks and his suggestions
for improvement. Such charts can be
found in many books, several of which
are listed in the bibliography, or, prefer-
ably, can be made up by each teacher
on the basis of class discussions.

One more important aspect of a dra-
matics course needs to be evaluated,
however, and that is the social attitude
manifested by the students. Few courses
can be more significant than dramatics
in the teaching of proper social attitudes,
such as cooperation, acceptance of re-
sponsibility, initiative, and development
of the learning attitude in general. If
these are worth being among the im-
portant objectives of a dramatics course
—and virtually all authorities in the field
rate them very highly in this respect—
then they are also worth pointing out to
the student and. evaluating for his guid-
ance. Such evaluations, subjective again
though they be, may quite legitimately
be averaged in with a final grade. They
may also be given to each student in a
private conference, if time allows; or
they may be revealed to him periodically
by handing him a linear rating scale that
indicates the teacher’s judgment of the
student’s standing in such matters as, for
example, his cooperation with teacher
and class in the one-act play program,
and so on. Frequent presentations
should encourage the pupil to try to
improve these qualities and also enable
him to see whether or wvot he is .
succeeding.
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