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CHAPTER I 

INTRODUCTION 

Oral interpretation has been referred to as the 

"process of stimulating a listener response. . . . " 

Listener response is an area which has been given minimal 

attention in interpretation. According to Reynolds, "The 

audience, composed of a group of listeners, is the one 

element in the process of oral interpretation which has 

received the least attention of scholarly writings in the 
2 

field." Narrative fiction, which portrays characters in 

action with each other, in conflict with themselves, and 

in conflict with the environment, provides a challenge to 

the reader attempting to stimulate a listener response 

intellectually and emotionally. Oral readers are often 

concerned with the following questions about the presenta

tional modes of delivering narrative selections: 
1. Should the reader vocally suggest the charac

ters and the action of a story in a highly 
dramatic manner to stimulate a listener 
response? 

2. Should the reader be vocally neutral using 
minimal suggestion and let the words of a 
story stimulate a listener response? 

The purpose of this study will be to determine if 

the presentational modes of taped narrative fiction effects 



listeners' cognitive cind affective responses to literary 

passages. 

The concept of listener response to varying presenta

tional modes of narrative literature is an area of investi

gation relevant to both the fields of listening and of oral 

interpretation. Both areas of communication deal with audi

ence responses to a message being delivered by a speaker or 

a reader. Likewise, listening behavior is a major focus of 

study in the field of educating the blind since the visually 

handicapped rely on the aural sense as the predominant means 

for educational and aesthetic development. The talking book 

program, for example, utilizes taped literature as the 

method for assisting the intellectual and artistic growth 

of the visually handicapped person. Therefore, the findings 

of this investigation should be pertinent to the areas of 

communication and the education of the blind. 

Related Research 

Research in listening behavior of narrative fiction 

and to different presentational modes suggests that type of 

material and speaker characteristics effect listeners' cog

nitive and affective responses. Several studies indicate 

that listening to literary material involves different 

behaviors than listening to scientific or technical mate-
3 

rials and that normal speaking rates contribute to higher 

comprehension of narrative material than faster speaking 



4 
rates. Good vocal quality and vocal variations in speak-

5 

ing and reading generate higher listener comprehension. 

These conclusions regarding type of material and speaker 

behavior suggest a need to investigate varying presenta

tional modes of a specific style of literary material. 

Cognitive responses to the 
presentational modes 

Specific studies dealing with cognitive responses to 

presentational modes of narrative fiction have investigated 

three modes: the neutral individual reading; the dramatic 

individual reading; and the group reading. However, the 

following studies utilize different labels for identifying 

these three presentational modes. Definitions of the pres

entational modes used in the present study appear in Chap

ter II. 

Woolbert recognizes the possibility of presentational 

modes effecting listener behavior. In his study, he iden

tifies eleven different presentational modes. Eight of 

the modes pertain to changes in specific vocal factors 

(time, pitch, intensity, and quality). The other three 

modes pertain to changes in all of the vocal factors. The 

first mode utilizing all four vocal attributes is the mono

tone reading. The speaker of the monotone reading has "no 

change in any of the four attributes." "Median change in 
7 

all attributes" refers to the mode using minimal changes 



in the voice and avoidance of extremes in any of the attri-

8 butes. "Extreme change in all four attributes" refers to 

the mode utilizing constant variation in all the vocal 

characteristics. Woolbert concludes that the use of extreme 

changes in all four attributes is favorable in terms of 

listener retentiveness and intellectual impression. 

Cognitive responses to the individual presentational 

modes has been investigated by Scott. Blind children's 

comprehension of a passage that is read in an "animated" 

style, similar to the reading of radio commercials with 

constant variations in the vocal characteristics, is com

pared with the children's comprehension of a passage that 

11 12 
is read in an "objective" style. The "objective" mode 

13 of reading is equivalent to Woolbert's "median" presen-

14 tational mode, while the "animated" style is similar to 

his "extreme" mode. Scott concludes that blind children's 

listening comprehension is significantly better when hear

ing the "animated" mode than when hearing the "objective" 

^ 16 mode. 

Lowenfeld investigates the differences in subjects' 

listening comprehension of a passage utilizing an individual 

reader and a passage utilizing a group of readers. The 

comprehension scores for the dramatized group reading are 

significantly lower than the scores for the individual read

ing. Lowenfeld suggests that the appearance of a new voice 

may be distracting to the listener. 



These studies, concerned with listeners' cognitive 

responses to the neutral and dramatic individual presenta

tional modes of narrative fiction, indicate that a dramatic 

presentational mode with constant vocal variations con

tributes to higher comprehension of a literary passage. 

However, when the listeners' comprehension of a passage 

presented in an individual mode is compared with a drama

tized group mode, the comprehension scores are significantly 

higher for the individual mode. The present study will 

compare the cognitive responses to the neutral individual 

mode with the cognitive responses to the dramatic individual 

mode. Also, the present study will compare the cognitive 

responses to the dramatic individual mode with the cogni

tive responses to the dramatic group mode. 

Affective responses to the 
presentational modes 

In terms of listeners' affective responses to varying 

presentational modes of narrative fiction, the talking book 

program's guidelines suggest that the readers utilize a 

neutral presentational mode. 

The reading of a story naturally calls for more 
color and variety than the reading, say, of a 
textbook. But while color and variety are essen
tial to fiction there is a tendency among 
readers to overdo things, particularly in the 
matter of dramatization. . . . don't try to play 
each character as if you were giving a play all 
by yourself. The parts should be played, if 
possible, but underplayed.1° 



However, Lowenfeld indicates that, in terms of affective 

preference, blind children significantly prefer the drama-

19 tized group mode over the individual mode. 

The present study replicates a portion of Lowenfeld's 

study examining listeners' preference for different presen

tational modes. In the Lowenfeld study, the comparison is 

made between the individual mode and the dramatic group 

mode. This study focuses on the listeners' affective 

preference between a neutral individual mode and a dramatic 

individual mode of reading narrative fiction. Differences 

between listeners' preferential choice of the dramatic 

individual and the dramatic group mode also will be examined. 

The findings regarding the differences among listeners' 

affective responses may be pertinent to the talking book 

program for the blind, insofar as these findings may suggest 

more effective approaches for recording literature. 

Subjects 

Several studies have examined the listening behavior 

of the secondary and elementary school student as well as 

the listening behavior of both blind and sighted subjects. 

Scott and Lowenfeld investigate the listening behavior of 

the elementary school student. However, evidence indicates 

that the listening skills of the elementary school student 

20 

are different from those of the secondary student. There

fore, the present study will investigate the listening 



behaviors of secondary school students. Scott and Lowen

feld use blind subjects in their experiment. However, 

studies utilizing blind subjects are pertinent to a study 

using sighted subjects as in the present study. Research 

comparing the listening skills of blind and sighted indi

viduals have determined that there is no significant dif

ference in cognitive and affective responses to a 

21 stimulus. Further, educators of the blind rely on the 

experiments and research conducted on sighted subjects for 

innovations and improvements in the visually handicapped's 

22 
listening skills. 

Oral interpretation per
spectives 

Although theorists in interpretation have not empiri

cally studied the effects of various presentational modes, 

23 

they have been concerned with the issue. Therefore, this 

thesis does not attempt to present an exhaustive account of 

the controversy among theorists concerning presentational 

modes. Included in this study are representative contem

porary authors' views about the neutral and dramatic modes 

and delivering narrative fiction on listening behavior. 

Parrish states: "The best contribution to apprecia

tion an interpreter can make, and sometimes the only one 

required, is to speak the words intelligently and let them 

work." Long justifies the use of a natural voice: 
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Most of us feel that we must somehow radically change 
our speech when we are performing for a group, thereby 
losing the ease and excitement of spontaneous conver
sation. . . . If we think about it even for a moment, 
we will recognize that the performance we like best 
and the performers we admire most bring the qualities 
of this unrestricted unself-conscious-natural-animation 
and enthusiasm of ordinary conversation into their 
performances.25 

However, Gieger suggests that the neutral reading may be 

misleading to the listener. 

. . . we may notice merely that one of the most mis
leading of all oral readings is the "neutral" one, 
the reading designed to let the listener "come to his 
own conclusions." The listener does that anyhow. 
Actually, by reading "neutrally" that which snarls 
and smiles (the complex of attitudes lying at the 
heart of the literary text), the reader probably 
suggests largely that all literature was written by 
the same listless author. The only difference in 
readings by the "neutral" reader is that he reads the 
"serious" unseriously and the "comic" uncomically.26 

Roloff suggests: "If any piece of literature reveals human 

behavior and action, the communicator of that action is an 

actor upon the literature or an actor in a drama descrip-

27 tively and definitionally." 

Objectives and Hypotheses 

Because of the discrepancies among empirical and 

theoretical studies concerning the listener responses to 

varying presentational modes of narrative fiction, this 

thesis attempts to meet the following objectives: 

1. To determine which presentational mode of taped 
narrative literature is cognitively most effec
tive for high school students. 



2. To determine which presentational mode of taped 
narrative literature is affectively most desir
able for high school students. 

Since the narrative form of writing is concerned with 

the behavior of individuals, this literary form is essen

tially dramatic in its action. Based upon the empirical 

studies in the education of the blind and in communication 

as well as the theoretical observations in the area of oral 

interpretation, the following hypotheses will be investi

gated: 

H,: Listeners' cognitive responses as measured 
by a comprehension test will be significantly 
higher for the dramatic mode than for the 
neutral mode. 

H^: Listeners' affective responses as measured 
by a preference scale will be significantly 
higher for the dramatic mode than for the 
neutral mode. 

Responses to the dramatic group presentational mode is also 

a concern in this study. Since the difference in the number 

of readers plus the difference in dramatization confounds 

comparisons between the neutral individual mode and the 

dramatic group mode, the dramatic group presentational mode 

will be compared only to the dramatic individual presenta

tional mode for the purpose of examining responses to 

several voices in a narrative reading. 

Summary 

This thesis investigates listeners' cognitive and 

affective responses to three presentational modes of 
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narrative fiction: the neutral individual, the dramatic 

individual, and the dramatic group. Empirical and theoreti

cal studies in the areas of communication, of interpretation, 

and of educating the blind,suggest differences in listeners' 

cognitive and affective responses to different presenta

tional modes for fictional literature. Because narrative 

literature depicts characters in action, the literary genre 

is essentially dramatic; therefore, the hypothesis of this 

study is that the listeners' cognitive and affective 

responses will be significantly higher for the dramatic 

presentational mode than for the neutral presentational 

mode. A secondary purpose of this study is to investigate 

the listener responses to the dramatic group mode as sug

gested by Lowenfeld. 

Chapter II of this thesis presents the independent 

variables, dependent variables, and the construction of the 

stimulus materials for this investigation. Chapter III 

focuses on the methodology and analysis of the results of 

the experimental investigation. Chapter IV deals with the 

interpretation and discussion of the findings as well as 

providing implications for further research in this area. 
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CHAPTER II 

IDENTIFICATION OF VARIABLES 

This thesis investigates listeners' cognitive and 

affective responses to different presentational modes of 

literary selections. The following independent variables 

are considered: (1) the presentational modes; (2) the 

literary selections; and (3) the training and taping of 

the readers. The dependent variables consist of listeners' 

cognitive and affective responses. The purpose of this 

chapter is to present the definitions of presentational 

modes, criteria for selecting literary materials, and 

development of stimulus materials. 

Independent Variables 

Definitions of the presenta
tional modes 

As suggested by the theories of vocal delivery in 

oral interpretation and by the hypotheses of this thesis, 

three presentational modes are involved in this experi

ment: (1) neutral individual reading; (2) dramatic indivi

dual reading; and (3) dramatic group reading. The major 

difference among the presentational modes is the degree to 

which each reader(s) suggests the characters and the 

14 
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dramatic action of the passages and the number of voices 

delivering the passages. 

The neutral individual mode is that reading which 

utilizes one reader interpreting the story with only mini

mal suggestion in his voice. In this study, minimal sug

gestion means that the individual reader will attempt as 

little characterization and empathy as is possible and 

still have vocal variety. The neutral individual reading 

is not a monotone presentation. However, the reader reads 

the words in an objective manner, attempting to minimize 

the influence of his own attitudes and understanding of 

the story on his reading. This presentational mode attempts 

to make the words of the literary selection the major 

stimuli for listener response. 

The dramatic individual mode is that reading which 

utilizes one reader dramatizing the characters through sug

gestion with a high degree of empathy for the attitudes and 

action of the story. By dramatizing the characters, the 

individual reader attempts to suggest a specific voice. A 

high degree of empathy means that the reader does not merely 

read the words but is vocally more subjective in his inter

pretation of the literature. His dramatic vocal technique 

along with his understanding of the action work together to 

stimulate listener responses. The major difference between 

the dramatic and neutral readings is that the neutral 
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reading utilizes the words as the major stimuli while the 

dramatic reading utilizes both the voice and words as 

stimuli to elicit listener response. The dramatic group 

mode follows the vocal technique of the dramatic individual 

mode except that there is a specific reader for each of the 

major characters in the story. 

After the stories were recorded in each presentational 

mode, the modes were reviewed by raters not associated with 

the study. The purpose of the review was to operationalize 

the preceding definitions. Procedures for training and 

taping the readers in the three presentational modes will 

be discussed later in this chapter. 

Four graduate students listened to nine tapes. The 

reviewers were given the definitions for the neutral and 

dramatic reading to study before listening to the tapes. 

The definitions used by the reviewers appear in Appendix A. 

The tapes were presented in random order to avoid order 

effect in the reviewers' scaling of the presentational 

modes. After each tape, the reviewers were given 10 seven-

point semantic differential type scales of bipolar adjec

tives deemed synonymous with the terms neutral and dramatic. 

The bipolar adjectives were energetic-subdued, extreme-

moderate, intense-inert, level-varied, passive-active, 

objective-subjective, unexpressive-expressive, responsive-

unresponsive, interpretative-noninterpretative, and neutral-
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dramatic. A copy of the semantic scales appears in Appen

dix B. 

The scores were used to calculate the overall mean 

for each of the nine tapes. The results appear in Table 1. 

A score of 1 indicated extreme neutrality, while a score of 

7 indicated extreme dramatic treatment. 

TABLE 1 

GROUP MEANS FOR SELECTION AND MODE 

The Necklace The Open Window After Twenty Years 

Neutral 
Individual 2.85 2.9 3.025 

Dramatic 
Individual 5.2 5.425 5.25 

Dramatic 
Group 6.2 5.175 5.925 

A one-way analysis of variance determined that there 

was a significant difference among the treatment modes 

(F = 769.44). The summary of the analysis of variance fol

lows in Table 2. 
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TABLE 2 

SUMMARY OF ANALYSIS OF VARIANCE, REVIEWING SCALES 

Source SS df MS 

Treatments 13.85 2 6.925 769.44 <.05 
Within .55 6 .091 

Total 14.40 8 

*F95 (2,6) = 5.14 

The overall means for each of the modes of presentation 

were computed for comparison. The means follow in Table 3 

TABLE 3 

TREATMENT MEANS 

Neutral Dramatic Dramatic 
Individual Individual Group 

2.9 5.3 5.8 

The comparison of the means indicated that a significant 

difference existed between the neutral and the dramatic 

individual modes and the neutral individual and the dra

matic group modes. However, the results showed no signifi

cant difference between the dramatic individual and the 

dramatic group presentational modes, although the differ

ence was in the predicted direction. The reviewers' scores 
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suggested that the delivery technique for the neutral mode 

was significantly less dramatic than the dramatic mode. 

From the analysis of the reviewers' scores, the 

operational definitions of the three presentational modes 

are as follows: 

1. The neutral individual presentational mode is 
the reading with a reviewers' score below 3.5 
on the bipolar adjective scale. 

2. The dramatic individual presentational mode is 
the reading with a reviewers' score of above 
4.5 on the bipolar adjective scale. 

3. The dramatic group presentational mode is the 
reading with a reviewers' score of above 4.5 
on the bipolar adjective scale with more than 
one person reading the passage. 

Criteria for selection of the 
literary stimulus 

In this experiment, each group was to listen to all 

three presentational modes; therefore, three literary 

selections were chosen. In selecting the literary experi

ence, this writer attempted to choose three selections that 

were as similar as possible without using the same author 

or the same selection in order to increase generalizability 

of the findings. To narrow the selection possibilities and 

attain similar literary styles, the following criteria were 

established: (1) the selections should be narrative prose 

fiction; (2) the selections should present more than two 

characters but not more than five; (3) the selections should 
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be written in third person point of view; (4) the selections 

should be of approximately equal length; and (5) the selec

tions should be of equal level of language difficulty. 

The literary passages needed to reflect dramatic 

quality in order to test the listeners' comprehension and 

preference of the dramatic presentational mode. Narrative 

fiction depicts characters in conflict with one another, 

with themselves, and with the environment. As Coger stated: 

There is drama in character revelation—insight into 
a fellow human being that is revealed when the charac
ter comes into conflict with another, or with a factor 
of society, or even a conflict within himself as with 
his own conscience or his common sense.1 

The criterion that the stories have three or more 

characters stimulated the need for a variety of vocal sug

gestions on the part of the individual reader, particularly 

those characters of the same sex. Limiting the number of 

characters to five facilitated assigning a specific indi

vidual's voice to each character since the number of readers 

available for the group was limited. By utilizing only 

those stories that were third person point of view, the 

literary style was narrowed since narrative styles are 

written in first and third person point of view. 

The length of the selections was controlled so the 

cognitive and affective responses would not be influenced 

by varying lengths. Because this experiment was designed 

to be conducted in a 50 minute class period, the desired 
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length for each selection was 7 to 8 minutes. The degree 

of language difficulty of each selection was measured to 

control the differences in the listeners' cognitive and 

affective responses to the lexical diversity of the selec

tions. 

The following three stories met these criteria. They 

are "The Necklace" by Guy de Maupassant, "The Open Window" 

by Saki (H. H. Munro), and "After Twenty Years" by O. Henry 

(W. S. Porter). All three stories are narrative prose fic

tion and third person point of view. The stories also con

tained more than two characters for each selection: 

"The Necklace" — two female; two male 

"The Open Window" — two female; two male 

"After Twenty Years" — one female; three male 

Each of the readings was seven to eight minutes in 

length. "The Necklace" was cut to meet this criterion, 

while the other two selections did not require cutting. To 

determine the lengths of the selections, the stories were 

read aloud and timed with a stop watch. Also, the words in 

each selection were counted. The number of words ranged 

from 1227 to 1241 for the three selections. A chi square 

analysis conducted on the number of words for each selec

tion determined that the differences in the number of words 

was not significant. The chi square score of .12 indicated 

that the lengths of the selections were not significantly 
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different (X^^^ = 5.99, df = 2). The conclusion was that 

the length of the selections should not effect listener 

response. 

To determine the level of language difficulty, type-

token ratios, an index of lexical diversion commonly 

associated with language difficulty, were computed on each 

of the selections. The type-token ratio is the ratio of 

the number of different words (types) to the total number 
2 

of words (tokens) in a passage. The ratios ranged from 

.30 to .36. A chi square score of .1759 indicated that 

there was no significant difference in the lexical diver-
2 

sity of the selections (X ^^ = 5.99, df = 2). Thus, 

responses to selections should not be a function of dif

ferent levels of language difficulty. 

The stories had two other similarities though they 

were not criteria for selection. All three passages which 

utilized surprise endings were period pieces of the late 

nineteenth and early twentieth century. These stylistic 

similarities provided control over the potential selection 

effect on listener responses to different presentational 

mode. The three stories appear in Appendix C. 
Training and taping of the 
readers 

The third independent variable was the training of 

the readers(s) and taping the presentational modes. The 
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dramatic individual and dramatic group presentational modes 

needed to present the stories with similar interpretations. 

To control this variable, one male reader read all the 

individual modes and participated in the group mode. 

Another control was to use the same group members to read 

the group tapes and to assist in the analysis of the 

stories. 

The decision to use a male reader was based on the 

listening study by Scott. Although Scott tested blind 

listeners, his results indicated that listeners' com.prehen-

sion was better when listening to a low-pitch voice. The 

comprehension was better, though not significantly, for the 
3 

male low-pitch than the female low-pitch. 

Since one of the selections had three male characters 

and the other two stories had two female characters, the 

number of group participants was set at five readers. All 

the group members were undergraduates at Texas Tech Univer

sity Complex. Three of the group members were currently 

enrolled in one or more undergraduate courses in oral 

interpretation. One group member had no course in oral 

interpretation but was active in radio broadcasting at 

Texas Tech University Complex. The fifth group member had 

completed two undergraduate courses in oral interpretation 

and was active in the drama department at Texas Tech Uni

versity Complex. 
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Each selection was taped in each of the three modes making 

a total of nine tapes. The recordings were made through 

cooperation with the Texas Tech University Complex radio 

station (KTXT), utilizing the studio and audio facilities 

of the station. 

Because the selections were taped, the readers prac

ticed working with a microphone and tape recording. The 

dramatic group mode was recorded twice before the final 

recording. This writer believed that pre-exposure proved 

to be an assistance in stimulating the readers' concentra

tion in their reading and in avoiding any distracting 

noises during the final recording. 

The group assisted the individual reader by listening 

and criticizing his delivery of the neutral and dramatic 

individual presentational modes. The group listened par

ticularly to the dramatic individual mode for the similari

ties of intent and characterization that were interpreted in 

the dramatic group presentational mode. 

Summary 

The independent variables were controlled in order to 

test the effects of the presentational modes on the listen

ers' cognitive and affective responses to narrative fiction. 

Criteria for selecting the literary passages were estab

lished so that the three selections were as similar as pos

sible without using the same story or the same author. The 
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readers practiced and assisted the individual reader in 

controlling the interpretation and delivery of the selec

tions and the reviewers indicated that the taped stimulus 

materials were effectively standardized for the testing 

situation. With these variables controlled, the effects 

of the dependent variables should result from the different 

presentational modes. 

Dependent Variables 

The dependent variables in this study are the lis

teners' cognitive and affective responses to the three 

presentational modes. To measure these responses, two 

tests were constructed. The cognitive test is an objective 

comprehension test. The affective test is a set of stan-

card scales. The description of these instruments follows. 

Cognitive test 

The lecture comprehension subtest of the Brown-Carlsen 

Listening Comprehension Test was used as a guide for the 

construction of the cognitive testing instrument. The 

Brown-Carlsen Test utilizes multiple choice questions with 

five choice responses. The five possibility format was 

selected as the method of testing to use since the Brown-

Carlsen has been suggested as a reliable and valid listen-

ing test. 
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After the literary stimuli were selected, a list of 

questions and their answers were constructed. These ques

tions concerned the details of each passage. Eighty ques

tions were in the initial test. Four foils were developed 

for each question according to the following criteria: 

(1) at least one foil was a similar answer and (2) one 

foil was completely opposite from the correct answer. 

The initial test was given without the stimulus mate

rials to nine graduate students. The purpose of this 

presentation was to eliminate any questions that presented 

too much information about the answer within the question. 

The individual scores were corrected for guessing and no 

individual received a total score which was significantly 

greater than chance. Each individual question total was 

analyzed and the questions with a greater than chance fre

quency (p < .05) of correct answers were eliminated making 

a test of 72 items, 3 subtests containing 24 items each. 

Based on the analysis of the test scores and the elimina

tion of eight questions, the inference was drawn that the 

questions did not present enough information to contaminate 

posttest results. 

To determine the internal reliability of the test, 

the 72 item test with the stimulus materials included was 

given to seventy-three undergraduates at Texas Tech Uni

versity. Data from these subjects provided the input for 
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reliability estimates. The number of correct answers for 

each question was ranked and an odd-even reliability cor

relation was computed on the scores. The internal reli

ability score for the entire test was .9989. This estimate 

suggested that the test measured a common element of lis

tening behavior and was internally reliable. Since the 

experiment was designed to be conducted in a 50 minute class 

period, the 72 items were divided in half making a test of 

36 items, 3 subtests containing 12 items each. 

Inspection of the 36 items in the comprehension test 

suggested that the test measured subjects' ability to lis

ten to details. These specific details were concerned with 

objects, names, attitudes, activities, and quantities 

revealed within the passages. Appendix D contains a copy 

of the final test used in this study. 

Affective test 

To measure the listeners' affective responses in a 

manner that could be analyzed statistically, a preference 

scale was developed. The listener response was measured in 

terms of responses to the presentational modes and the 

literary selections. The purpose for the development of 

an evaluative test for both modes and selections was to 

determine if preference was attributed to the mode or to 

the literary passage. 
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The affective test was divided into two parts: Part 

One measured the responses to all the selections and modes, 

and Part Two measured the specific preference for one selec

tion and mode. For ease of presentation in the 50 minute 

time limit, two 5 point standard scales were designed for 

Part One of the affective test. The five point standard 

scale contained 5 letter grades, A to E, with A representing 

superior and E, poor. The letter grade format was used 

since most of the high school students were familiar with 

the letter form of grading. The familiarity of the raters 

with the letter form of grading facilitated presentation of 
•7 

the affective test. An odd-even reliability correlation 

was conducted on both the selection and mode scales. The 

reliability scores were .9988 and .9989 for selections and 

modes respectively. These estimates suggested that the 

affective scales were measuring similar elements and were 

reliable instruments for this experiment. Part Two of the 

affective test consisted of two questions asking the sub

jects to select the presentational mode and the literary 

passage they liked best. The listeners were forced to make 

a specific preferential choice regarding presentational 

mode and selection in Part Two of the affective scale. A 

copy of this evaluative instrument appears in Appendix E. 
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Summary 

The detailed construction and analysis of the cogni

tive and affective measures attempted to develop reliable 

test instruments which measure listener responses. The 

cognitive responses are inferred from the scores on the com

prehension test. The affective responses are inferred from 

the subjective grades each listener provides for selection 

and mode. These instruments provide an index to listeners' 

cognitive and affective responses. 



31 

END NOTES 

Leslie Irene Coger, "Theatre for Oral Interpreters," 
The Speech Teacher, 22 (November 1963), 324. 

2 
George A. Miller, Language and Communication (New 

York: McGraw-Hill Book Company, Inc., 1951), p. 122. 
3 
W. G. A. Scott, "A Study of the Effects of Voice 

Characteristics in the Listening Comprehension of Blind 
School Children," Thesis University of Oregon, 1953. 

4 
F. D. Johnson and K. Frandsen, "Administering the 

Brown-Carlsen Listening Comprehension Test," Journal of 
Communication, 13 (March 1963), 38-45. 

5 
James I. Brown and G. Robert Carlsen. The Brown-

Carlsen Listening Comprehension Test (Yonkers-on Hudson 
N. Y.: World Book Co., 1955). 

David Magnusson. Test Theory, trans. Hunter Mabon 
(Reading, Mass.: Addison-Wesley Publishing Co., 1966), 
226-231. 

7 
Phillip Emmert and William D. Brooks, Methods of 

Research in Communication (Boston: Houghton Mifflin Co., 
1970), pp. 215-216. 



CHAPTER III 

EXPERIMENTAL INVESTIGATION 

Methodology 

Subjects 

A sample population of high school students was used 

in this experiment. Six classes that included students of 

grades 10-12 and ages 15-18 were chosen for the sample. 

A high school in Lubbock, Texas granted permission to use 

its facilities. The classes chosen were speech communica

tion, drama, and journalism fundamentals courses. Each 

of these three classes had two sections of fundamentals 

courses which allowed for a counterbalanced experimental 

design. 

Ninety students (40 male, 50 female) participated in 

this experiment. Fifty-four of the students were sophomores, 

twenty-two were juniors, and fourteen were seniors. The 

ages of the subjects ranged from 15 to 18 years. 

Procedure 

The order of presentation of the selections allowed 

for a 3 X 3 latin square design with repeated measures. 

Two classes (a total of 30 students) formed Group 1, two 

classes (a total of 30 students) formed Group 2, and two 

32 
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classes (a total of 30 students) formed Group 3. The sub

jects received the following test materials indicated in 

Table 4. 

Group 1 
(n = 30) 

Group 2 
(n = 30) 

Group 3 
(n = 30) 

TABLE 4 

DISTRIBUTION OF TEST MATERIALS 

Neutral 
Individual 

Selection 1 

Selection 3 

Selection 2 

Dramatic 
Individual 

Selection 2 

Selection 1 

Selection 3 

Dramatic 
Group 

Selection 3 

Selection 2 

Selection 1 

Order of presentation was rotated to prevent any 

order effects of the materials. 

Treatment A: 

"The Necklace"—Neutral Individual 
"The Open Window"—Dramatic Individual 
"After Twenty Years"—Dramatic Group 

Treatment B: 

"The Open Window"—Dramatic Group 
"After Twenty Years"—Neutral Individual 
"The Necklace"—Dramatic Individual 

Treatment C: 

"After Twenty Years"—Dramatic Individual 
"The Necklace"—Dramatic Group 
"The Open Window"—Neutral Individual 
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Each group was given identical instructions at the 

beginning of the testing situation. The subjects were 

asked to give their name, age, grade, and sex on the answer 

sheet that was provided. The experimenter explained that 

the purpose of the test was to measure the subjects' ability 

to listen to and comprehend oral readings. The subjects 

were told that they would hear three oral readings, and that 

following each oral reading, the experimenter would read a 

set of multiple choice questions. The subjects were told 

to listen to all the answers and then circle the appropriate 

letter on the answer sheet which identified the BEST answer. 

A copy of the instructions appears in Appendix D. Before 

the selections began, the subjects listened to a taped sen

tence to be certain that all subjects could hear the record

ings clearly. 

After listening to all three selections and complet

ing the comprehension test, the subjects were asked to fill 

out the preference scales. Again, the subjects were asked 

to give their name, grade, age and sex. The experimenter 

explained to the subjects that they were to grade the 

presentational modes or how the stories were read and to 

grade the selections or how much they liked the stories. 

Data analysis 

Data from the comprehension test and the grades on 

the preference scales constituted the scores for analysis. 
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The 3 x 3 analysis of latin squares with repeated measures 

was conducted three times: once for the comprehension 

scores; once for the presentational mode grades; and once 

for the selection grades. These analyses were conducted to 

determine if listeners' cognitive and affective responses 

were influenced by the varying presentational modes and 

selections. Table 5 represents a structural explanation of 

the analysis procedure. 

B 

1 

2 

3 

DATA 

1 

^1^1 

^1^2 

^1^3 

TABLE 5 

ANALYSIS MODEL 

2 

^ 2 ^ 

^2^2 

^2^3 

3 

^3^1 

^3^2 

^3^3 

A 

A. Presentational Modes 

a^: neutral individual 

a^: dramatic individual 

a-: dramatic group 

B: Selections 

b,: "The Necklace" 

b^: "The Open Window" 

b-.: "After Twenty 
^ Years" 

The data analysis model symbolically represents the two 

research hypotheses in the following manner: 
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^1• ^1^1 ^2^1 Listeners' cognitive responses 
as measured by the compre-

a b a b hension test will be higher 
1 2 2 2 for the dramatic mode than for 

the neutral mode. 

^2 * ^1^1 ^2^1 Listeners' affective responses 
as measured by the preference 

^ ]3 ^ ĵ  scales will be higher for the 
1 2 2 2 dramatic mode than for the 

^I'^s ^2^^ 
neutral mode. 

The dramatic group presentational mode is not part of the 

research hypotheses but is involved in the analysis of the 

comprehension data and the preference data. 

With thirty subjects per cell, the model for the 

analysis of latin squares with repeated measures appears in 

Table 6. 

In order to reject the null hypotheses that the 

dramatic presentational mode was equal to the neutral pres

entational mode in comprehension and preference, an F value 

greater than 3.05 within the subjects was necessary. In 

order for the results to be significant to reject the null 

hypothesis that the groups were from equal populations, an 

F value of greater than 3.10 between the subjects was neces

sary. In the event that significant F values were obtained, 

posttests were conducted to test specific differences des

cribed in the research hypotheses. 
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TABLE 6 

A MODEL FOR ANALYSIS OF LATIN SQUARES WITH REPEATED MEASURES 

Source of Variation df 

Between Subjects* 89 

Groups 2 
Subjects within groups 87 

Within Subjects** 180 

A Selections 2 
B Modes 2 

(AB)' Interaction between 2 
Selections and Modes 

Error (within) 174 

Total 269 

*F^^ (2,87) = 3.10 

**Fg^ (2,174) = 3.05 

Results 

Comprehension 

The analysis of the comprehension scores revealed no 

significant between group variance. The within variance 

also was not significant. No significant interaction 

effect was found to exist between the selection and mode. 

The analysis of latin squares summary of the comprehension 

scores appears in Table 7. 
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TABLE 7 

SUMMARY OF ANALYSIS OF LATIN SQUARES, COMPREHENSION 

Source ss df MS 

Between Ss* 

^^°^PS 23.585 2 11.7925 1.2422 > .05 
Ss within groups 824.545 87 

Within 

A 
B 

(AB) ' 
Error 

Ss* 

5.83 
6.363 
3.318 

386.489 

180 

2 
2 
2 

174 

2.9150 
3.1815 
1.6590 
2.2212 

1.3132 
1.4323 
0.7468 

A
A

A
 

.05 

.05 

.05 

Total 1250.13 269 

*Fg^ (2,87) = 3.10 

**Fg^ (2,174) = 3.05 

Examination of the means of each cell revealed the 

similarity in the scores on the comprehension test. The 

means appear in Table 8. 

TABLE 8 

GROUP MEANS, COMPREHENSION 

Neutral Dramatic Dramatic 
Individual Individual Group 

Selection 1 8.50 9.10 8.06 

Selection 2 8.45 8.36 8.93 

Selection 3 8.60 8.40 7.76 
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Preference for selection 

The letter grades for each selection were converted 

into T scores, or numerical grades. A score of 63 was 

superior, while a score of 30 was poor. 

The analysis of latin squares of the selection grades 

revealed a significant difference in two areas (p < .05). 

There was a significant difference in selection preference 

due to the presentational mode. There was also a signifi

cant difference in selection preference due to the different 

selections. No significant subject interaction and no sig

nificant between group variance occurred. A summary of the 

analysis of latin squares for the selection preference 

appears in Table 9. 

The Scheffe test of significance between effect means 

was utilized on the group means. The comparison of the 

means revealed that selection 1 (The Necklace) was not 

significantly different from selection 2 (The Open Window). 

However, selection 3 (After Twenty Years) was significantly 

preferred over selection 1 and selection 2. The group mean 

scores for selection preference appear in Table 10. Means 

with common subscripts are significantly different (p < .05, 

/ = 2.4023). A grade of 53 on the standard scale repre

sented an excellent selection. Selection 3 was the closest 

mean to the excellent rating according to the subjects. A 

grade of 44 on the standard scale represented a good 
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selection. Selections 1 and 2 were between the good and 

excellent ratings according to the subjects. 

TABLE 9 

SUMMARY OF ANALYSIS OF LATIN SQUARES, SELECTION PREFERENCE 

Source SS df MS 

Between Ss* 

Groups 36.7667 2 18.3833 0.1524 > .05 
Ss within groups 10,491.7900 87 120.5952 

Within Ss** 180 

A 627.3667 2 163.6833 3.8402 < .05 
B 353.4467 2 176.7233 4.1462 < .05 
(AB)' 107.0260 2 53.5130 1.2555 >.05 
Error 7,416.2600 174 42.6227 

Total 19,032.7567 269 

*F^5 (2,87) = 3.10 

**Fg^ (2,174) = 3.05 

TABLE 10 

GROUPS MEANS, SELECTION PREFERENCE 

Selection Selection Selection 
1 2 3 

49.19^ 48.662, 52.105 , 
a b ab 
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Preference for presentational 
modes 

The letter grades for the presentational modes were 

converted into T scores, or numerical grades. A score of 

64 is superior, while a score of 32 is poor. 

The analysis of latin squares conducted on the presen

tational mode grades revealed a significant difference due 

to the different modes. There was no significant subject 

interaction between modes and selections and no significant 

between group variance occurred. The summary of the analy

sis of latin squares appears in Table 11. 

TABLE 11 

SUMMARY 

Source 

OF ANALYSIS OF LATIN 

SS 

SQUARES, 

df 

, PRESENTATIONAL 

MS F 

MODES 

P 

Between Ss 89 

Groups 
Ss within 

Within Ss 

A 
B 
(AB) ' 
Error 

groups 
298.4161 

6,690.6000 

1,017.4461 
1,232.7461 

174.2178 
14,545.4400 

2 
87 

180 

2 
2 
2 

174 

149.2080 

508.7230 
616.3730 
87.1089 
83.6117 

1.9402 

6.0843 
7.3718 
1.0418 

> 

< 

< 

> 

.05 

.05 

.05 

.05 

Total 23,961.8661 269 

*F^^ (2,87) = 3.10 

**Fg5 (2,174) = 3.05 
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To determine significant differences between presen

tational modes, the group means for the presentational modes 

were analyzed by the Scheffe test. The analysis indicated 

that there was no significant difference between the neutral 

and the dramatic individual mode. There was a significant 

difference between the dramatic individual and the dramatic 

group mode. The group means appear in Table 12. Means with 

common subscripts are significantly different (p < .05, 

/ = 3.3646). The neutral individual and the dramatic 

individual presentational modes were preferred about equally 

by the subjects. The dramatic individual presentational 

mode was significantly preferred over the dramatic group 

mode. A score of 44 indicated a good reading on the rating 

scale. 

TABLE 12 

GROUP MEANS , PRESENTATIONAL MODES 

Neutral 
Individual 

50.865 

Dramatic 
Individual 

51.250 a 

Dramatic 
Group 

46.600 a 

Summary 

Reviewing the data collected. Hypothesis 1, that is, 

listeners' cognitive responses as measured by the compre

hension test will be higher for the dramatic mode than for 
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the neutral mode, was not supported by this investigation. 

The comprehension scores for each subtest were not signi

ficantly different. Hypothesis 2, that is, listeners' 

affective responses as measured by the preference scales 

will be higher for the dramatic mode than for the neutral 

mode, was not supported by this investigation. The subjects 

preferred both the neutral individual and dramatic indi

vidual presentational modes about equally. However, sig

nificant results were obtained from the listeners' affective 

responses to the dramatic individual mode and the dramatic 

group mode. The subjects indicated a significant preference 

toward the dramatic individual mode over the dramatic group 

mode. 

Significant results were obtained in the area of 

selection preference. The subjects preferred selection 3 

(After Twenty Years) over selections 1 and 2. 

In line with the preceding results, three general 

statements can be drawn from the analysis: 

1. Listener comprehension is not affected by 
varying presentational modes. 

2. Listener preference is affected by the number 
of readers interpreting a literary selection. 

3. Listener preference is affected by the literary 
selection. 
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CHAPTER IV 

DISCUSSION 

Introduction 

The objective of this investigation was to determine 

if the presentational mode of taped narrative fiction 

effected listeners' cognitive and affective responses to 

literary passages. Specifically, this study attempted to 

examine listeners' comprehension and preference of passages 

presented in the neutral individual and dramatic individual 

presentational modes. A secondary purpose of this study 

was to examine listeners' cognitive and affective responses 

to the dramatic individual and the dramatic group presenta

tional modes. 

Initial interest in this study was stimulated by 

empirical research concerning talking books for the blind 

and theoretical issues in the area of oral interpretation. 

Woolbert, Scott, and Lowenfeld suggest that listeners 

responded differently to literary material presented in 

various modes. However, theorists in oral interpretation 

disagree over the degree of vocal variation a reader should 

attempt and how the reader's delivery effects listener 

response. 

45 
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Hypothesis I 

The first hypothesis that listeners' cognitive 

responses as measured by the comprehension test will be 

higher for the dramatic mode than for the neutral mode was 

not supported by this investigation. The listeners' mean 

scores for each selection were similar for each presenta

tional mode. These findings failed to substantiate the 

results of the Woolbert, Scott, and Lowenfeld studies. 

Woolbert and Scott determined that listeners respond with 

higher comprehension scores when the stimulus material was 

read in a dramatic mode, or a reading with constant vari

ations in the voice. Although Lowenfeld found that lis

teners' comprehension decreased when listening to a 

dramatized group, the present study suggests that, in terms 

of eliciting higher listener comprehension, the presenta

tional mode is not the determining factor. 

Hypothesis II 

The second hypothesis that listeners' affective 

responses as measured by the preference scales will be 

higher for the dramatic mode than for the neutral mode was 

not supported by this investigation. In terms of listeners' 

preference grades between the neutral and dramatic indi

vidual presentational modes, the listeners responded about 

equally for both modes. The higher degree of vocal 
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variation in the dramatic mode appears to have no effect on 

listener behavior. 

Measures of listeners' affective behavior did yield 

significant differences between the dramatic individual and 

dramatic group presentational mode. The listeners preferred 

the dramatic individual mode over the dramatic group mode. 

This finding contradicted Lowenfeld's conclusion that the 

dramatized group was more preferred by listeners. The 

results of this investigation suggest that different voices 

may be a distracting factor in listeners' affective response 

to a literary text. 

The literary selections chosen for this study appeared 

to have an effect on listeners' affective preference. 

"After Twenty Years" by O. Henry was most preferred by the 

listeners. However, the selection preference did not affect 

listeners' responses to different modes. "After Twenty 

Years" was presented in all three modes and in a different 

order for each of the three groups. This finding suggests 

that subjects may prefer a selection for its language and 

dramatic action with minimal need for a high degree of 

vocal variety of the characters and action of the story. 

Relationship between comprehen
sion and preference scores 

A question concerning the relationship between the 

listeners' cognitive and affective responses arose from 
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the findings of this study. Evidence exists that the cogni

tive understanding of a story may influence the emotional 

appreciation of the story. Likewise, the emotional appre

ciation of the story may influence understanding of the 

story. For example. Brooks, Bahn, and Okey state: 

As we come to understand the literature, we come to 
appreciate it. As we gain a sense of appreciation for 
a piece of literature, we may gain insight into its 
content or, at least, we may gain motivation for the 
study of its parts. On the other hand, it needs to 
be recognized that it is possible to appreciate with
out understanding. Nevertheless, the combined response 
(when favorable to the assumed intent of the stimulus) 
should prove more rewarding to the oral interpreter 
and to the listener.1 

The correlation between retention and appreciation is fur

ther suggested by Armstrong and Brandes: 

. . . oral interpretation is much concerned with the 
reaction between retention and appreciation. Initially, 
the extent to which oral reading conveys content must 
be established in detail. Subsequently, the correla
tion between the retention of content and acceleration 
in appreciation will show the extent to which the com
munication of the content of a selection contributes 
to its sympathetic reception.2 

In other words, if the reading is vividly and effectively 

communicated, the listener should be able to comprehend 

the details and action of the story. Therefore, the com

prehension of the content should increase the subjects' 

appreciation of the literature. However, retention and 

appreciation may, or may not, be related. Rather, the mutual 

response, cognitively and affectively, may be more valuable 

to the listener. 
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To determine whether or not there was a relationship 

between listeners' cognitive and affective responses to a 

selection, a Pearson correlation was conducted on the com

prehension scores, the selection preference grades, and 

the presentational mode grades. The correlation coeffi

cients for the cognitive and affective responses indicated 

a negligible relationship between comprehension and prefer

ence for mode and selection. The largest degree of rela

tionship between variables occurred between the preference 

grades for selection and presentational mode (r = .6137). 

The correlation coefficients for comprehension, selection, 

and mode appear in Table 13. The coefficient of determina

tion concerning the magnitude of the correlation revealed 

only a small proportion of relationship or common variance 

between the mode and selection grades and a negligible 

degree of relationship between comprehension and selection 

preference grades. The coefficients of determination appear 

in Table 14. 

TABLE 13 

CORRELATION COEFFICIENTS FOR COMPREHENSION, 
SELECTION, AND MODE 

Selection Mode 

Comprehension 0.2276 0.1909 

Selection 0.6137 

;i • -
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TABLE 14 

COEFFICIENTS OF DETERMINATION 

Selection Mode 

Comprehension 0.0518 0.0364 

Selection 0.3766 

The smallest degree of relationship was between the compre

hension of a selection and the presentational mode. This 

finding suggests that the understanding of a selection is 

not influenced by the manner in which the passage is read. 

Therefore, the conclusion can be drawn that the content 

does not influence affective preference or appreciation and 

that appreciation of a selection does not effect understand

ing. In other words, one may understand a story without 

appreciating and one may affectively respond to a selection 

without understanding the content. 

General conclusions 

The results of this investigation differed from 

previous empirical studies concerning listeners' cognitive 

and affective responses to different presentational modes. 

Differences in the designs of the Woolbert, Scott, and 

Lowenfeld studies may account for the contradictory find

ings in this study. These studies, including the present 

one, differ in length of the passages, number of readers 
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delivering the passages, number of passages, and types of 

passages. 

Woolbert's study utilized several stories by the same 

author. The reader stopped reading after twenty minutes 

whether the story was completed or not. The subjects heard 

two stories and were not tested for comprehension until five 

days after hearing the materials. The present study 

utilized three complete stories approximately seven to eight 

minutes in length. The subjects were tested immediately 

after each passage was presented. 

Scott's major purpose in his study was to examine 

listener responses to varying pitch characteristics. Four 

readers read the passages. In the present study, specific 

vocal characteristics were not under investigation; there

fore, one reader read all the individual modes and parti

cipated in a major portion of the group tapes. The use of 

the same reader was assumed to control voice characteris

tics. 

Scott and Lowenfeld used a large number of stories 

in their investigations. Scott used 40 paragraphs from the 

Iowa Silent Reading Test. After each paragraph, the sub

jects answered three multiple choice questions. Lowenfeld 

used 24 passages. The subjects were asked to respond to 

8 to 10 multiple choice questions after each passage. The 

present study used three stories with the subjects respond

ing to 12 multiple choice questions after each passage. 
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Lowenfeld's purpose was to compare braille and talking 

book reading. Lowenfeld examined four presentational modes: 

(1) braille reading, (2) talking book straight reading, 

(3) talking book reading with sound effects, and (4) talking 

book dramatized reading. Four different literary styles 

were read in each presentational mode: (1) simple stories, 

(2) informative material, (3) descriptive passages, and 

(4) stories with emotional appeal. The present study 

examined the effect of three presentational modes of one 

literary style, narrative fiction, on listener behavior. 

Therefore, selection effect was controlled. 

The present study counterbalanced the groups and the 

modes. Further, the selections were rotated to prevent 

order effects. The Woolbert and Lowenfeld studies did not 

report the order of presentation. Also, the present study 

utilized analysis of latin squares with repeated measures, 

rather than a simple comparison of the means, as the statis

tical test for assessing differences. 

The differences in design of the previous studies 

from the present investigation may account for the differ

ences in results. For example, utilizing three stories 

rather than 24 or 40 passages, as well as length differences 

of the selections, may influence the amount of subject 

fatigue which in turn may affect subject's comprehension. 

Likewise, comprehension may vary when one reader reads the 
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stimulus materials rather than several individual readers 

reading the stimulus materials. Immediate response to a 

comprehension test may account for differences in comprehen

sion scores. The differences in design of the Scott and 

Lowenfeld studies resulted from different purposes. In 

both of these studies, the effect of the presentational 

mode on listening behavior was a secondary purpose of the 

investigations. However, the present study was specifically 

designed to test the listeners' cognitive and affective 

responses to different presentational modes of one literary 

style. 

This study examined the listeners' cognitive and 

affective responses to different presentational modes of 

narrative fiction. The findings of this investigation sug

gest that listeners' cognitive responses are not influenced 

by selection or presentational mode and that the listeners 

prefer an individual reader rather than a group of readers. 

Also, selection preference is not attributable to the 

manner in which the passage was read. These findings in 

conjunction with the correlation conducted on the cognitive 

and affective responses tend to suggest that comprehension 

and aesthetic preference of a selection by listeners are not 

related. 
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Suggestions for further study 

This present study failed to support the hypothesis 

that the dramatic presentational mode elicits higher com

prehension scores and preference grades than the neutral 

presentational mode. However, several implications for 

further research in this area are suggested. 

1. Examination of four presentational modes (neutral 
individual, dramatic individual, neutral group, 
and dramatic group) in terms of listeners' cog
nitive and affective responses. An investigation 
in this area would study further the differences 
between the neutral and dramatic reading and the 
individual and group reading. 

2. Examination of the listeners' affective responses 
to different presentational modes with no investi
gation of the listeners' cognitive responses. 

3. Investation of the listeners' cognitive and affec
tive responses to different presentational modes 
and correlation with individual subject factors, 
such as, age, sex, I. Q., and reading ability. 
An investigation in this area should determine 
what presentational mode is effective for differ
ent groups. 

4. Further investigation of the relationship between 
the listeners' cognitive and affective responses 
to given literary styles. 
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END NOTES 

Keith Brooks, Eugene Bahn, L. LaMont Okey, The Com
municative Act of Oral Interpretation, 1st ed. (Boston: 
Allyn and Bacon, Inc., 1967), p. 45. 

2 
Chloe Armstrong and Paul D. Brandes, The Oral Inter

pretation of Literature (New York: McGraw-Hill Book Com-
pany, Inc., 1963), p. 314. 
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Dramatic 

Neutral 

Definitions 

The stories utilizing this mode of presentation 
are suggestive in the following ways: 

1. Each character has a particular vocal quality, 
rate, volume, and pitch that assists the lis
tener to create a vivid image of the charac
ters. 

2. The emotions and conflicts in the story are 
read intensely by the reader(s) in order to 
create an empathic response within the lis
tener toward the intent of the story. 

3. The selections are read with a high degree of 
variety in the voice. 

The stories utilizing this mode of presentation 
have minimal suggestion in the following ways: 

1. The characters do not have a particular vocal 
quality, rate, volume, and pitch; thereby 
allowing the listener to create his own image 
of the characters. 

The emotions and conflicts in the story are 
read objectively to allow the listener to 
determine the interpretation and intent -̂  
the story. 

of 

The selections are read with a minimal degree 
of variety in the voice. 
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Selection # 

Energetic 

Extreme 

Intense 

Level 

Passive 

Objective 

Unexpressive 

Responsive 

; ? ; ; ; ; 

' ; ; ; ; ; 

. . . . . . 

• . . . . • 

. . . . . . 

. . . . . . 

. . . . . . 

. . . . . . 

Subdued 

Moderate 

Inert 

Varied 

Active 

Subjective 

Expressive 

Unresponsive 

Interpre
tative 

Noninterpre-
tative 

Neutral Dramatic 
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The Necklace 

Guy de Maupassant* 

She was one of those pretty and charming girls born, 
as though fate had blundered over her, into a family of 
artisans. 

Her tastes were simple because she had never been able 
to afford any other, but she was as unhappy as though she 
had married beneath her. 

She had no clothes, no jewels. And these were the 
only things she loved. She had longed so eagerly to be 
wildly attractive and sought after. 

One evening her husband came home holding a large 
envelope in his hand. 

"Here's something for you," he said. 

Swiftly she tore the paper and drew out a printed card 
on which were these words—"The Minister of Education and 
Madame Ramponneau request the pleasure of the company of 
Monsieur and Madame Loisel at the Ministry on the evening 
of Monday, January the 18th." 

Instead of being delighted, she flung the invitation 
across the table. 

"What do you want me to do with this?" 

"Why darling, I thought you'd be pleased. This is a 
great occasion." 

She looked at him out of furious eyes, and said impa
tiently— 

"And what am I to wear at such an affair?" 

"Why the dress you go to the theatre in." 

*A Pocket Book of Short Stories: American, English, and 
Continental Masterpieces. Ed. Edmund Speare. New 
York: Washington Square Press, 1969, pp. 268-276. 
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He stopped, stupefied and utterly at a loss when he 
saw that his wife was beginning to cry. 

"What's the matter with you?" 

"Nothing. Only I haven't a dress and so I can't go 
to this party." 

"Look here, Mathilde. What would be the cost of a 
suitable dress?" 

She thought for several seconds. 

"I don't know exactly but I think I could do it on 
four hundred francs." 

• He grew slightly pale, for this was exactly the amount 
he had been saving for a gun, intending to get a little 
shooting next summer. 

Nevertheless he said—"Very well. I'll give you four 
hundred francs. But try and get a really nice dress with 
the money." 

The day of the party drew near, and Madame Louisel 
seemed sad. One evening her husband said to her--"What's 
the matter with you? You've been very odd for the last 
three days." 

"I'm utterly miserable at not having any jewels. I 
would almost rather not go to the party." 

"How stupid you are!" exclaimed her husband. "Go and 
see Madame Forestier and ask her to lend you some jewels." 

"I never thought of it." 

Next day she went to see her friend and told her her 
trouble. 

Madame Forestier went to her dressing-table, took up 
a large box and brought it to Madame Loisel, and opened it. 

"Choose, my dear." 

She tried the effect of the jewels before the mirror, 
unable to make up her mind to leave them. 

Suddenly she discovered, in a black satin case, a 
superb diamond necklace. She fastened it around her neck 
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and remained in ecstasy at the sight of herself. Then, 
with hestitation, she asked— 

"Could you lend me this, just this alone?" 

"Yes, of course." 

She flung herself on her friend's breast, embraced her 
frenziedly and went away with her treasure. 

The day of the party arrived. Madame Loisel was the 
prettiest woman present, elegant, graceful and quite above 
herself with happiness. She danced madly, ecstatically, 
drunk with pleasure. 

She left about four o'clock in the morning. Since 
midnight her husband had been dozing in a deserted little 
room, in company with three other men whose wives were 
having a good time. 

He threw over her shoulders the garments he had brought 
for them to go home in, modest everyday clothes, whose poor
ness clashed with the beauty of the ball dress. She was 
conscious of this and was anxious to hurry. 

When they were out in the street, they could not find 
a cab; they began to look for one, shouting at the drivers 
whom they saw passing in the distance. At last they found 
one of those nightprowling carriages which are only to be 
seen in Paris after dark. 

It brought them to their door, and sadly they walked 
up to their own apartment. 

She took off the garments in which she had wrapped her 
shoulders so as to set herself in all her glory before the 
mirror. But suddenly she uttered a cry. The necklace was 
no longer around her neck! 

They searched in the folds of her dress, in the folds 
of the coat, in the pockets, everywhere. They could not 
find it. 

"Are you sure that you still had it on when you came 
away from the ball?" he asked. 

"Yes, I touched it in the hall at the Ministry." 

"I'll go over all the ground we walked," he said, "and 
I can find it." see if I can 
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And he went out. She remained in her evening clothes, 
lacking strength to get into bed. 

Her husband returned about seven. He had found 
nothing. 

By the end of a week they had lost all hope. 

Loisel, who had aged five years, declared: 

"We must see about replacing the diamonds." 

Next day they took the box which had held the necklace 
and went to the jewellers' whose name was inside. 

"It was not I who sold this necklace, madame; I must 
have merely supplied the clasp." 

Then they went from jeweller to jeweller, searching 
for another necklace like the first. 

In a shop at the Palais-Royal they found a string of 
diamonds which seemed to them exactly like the one they were 
looking for. It was worth forty thousand francs. 

Loisel possessed eighteen thousand francs left to him 
by his father. He intended to borrow the rest, getting a 
thousand from one man, five hundred from another. He gave 
notes of hand, entered into ruinous agreements. 

Madame Loisel took back the necklace to Madame 
Forestier. 

She did not, as her friend had feared, open the case. 
If she had noticed the substitution, what would she have 
thought? Would she not have taken her for a thief? 

Madame Loisel came to know the ghastly life of abject 
poverty. Right from the start she played her part heroi
cally. This fearful debt must be paid off. She would pay 
it. The servant was dismissed. They changed their apart
ment; they took a garret under the roof. She came to know 
the heavy work of the house. 

Every month notes had to be paid off, others to renew, 
time to be gained. 

At the end of ten years everything was paid off. 
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Madame Loisel looked old now. She had become like 
all the other strong, hard, coarse women of poor households. 
Her hair was badly done, her skirts were awry. 

What would have happened if she had never lost those 
jewels? How strange life is. How little is needed to ruin 
or to save. 

One Sunday, as she had gone for a walk along the 
Champs-Elysees to freshen herself after the labours of the 
week, she caught sight suddenly of Madame Forestier. 

Should she speak to her? Yes, certainly. And now 
that she had paid she would tell her all. Why not? 

She went up to her. "Good morning, Jeanne." 

The other did not recognize her, and was surprised at 
being thus familiarly addressed by a poor woman. "But . . . 
Madame . . . I don't know . . . you must be making a mis
take." 

"No . . . I am Mathilde Loisel." 

Her friend uttered a cry. "Oh! . . . My poor Mathilde. 
How you have changed! . . . " 

"Yes, I've had some hard times since I saw you last, 
and many sorrows . . . and all on your account." 

"On my account! . . . How was that?" 

"You remember that diamond necklace you lent me for 
the ball at the Ministry?" 

"Yes." 

"Well, I lost it." 

"How could you. Why, you brought it back." 

"I bought you another just like it and for the last 
ten years we have been paying for it." 

Madame Forestier had halted. "You say you bought a 
diamond necklace to replace mine?" 

"Yes, you hadn't noticed? They were very much alike." 

Madame Forestier, deeply moved, said: "Oh, my poor 
Malthilde! Mine was imitation. It was worth at the very 
most only 500 francs. 
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The Open Window 

Saki* 

"My aunt will be down presently, Mr. Nuttel," said a 
very self-possessed young lady of fifteen; "in the mean
time you must try and put up with me." 

Framton Nuttel endeavored to say the correct something 
which should duly flatter the niece of the moment without 
unduly discounting the aunt that was to come. Privately he 
doubted more than ever whether these formal visits on a 
succession of total strangers would do much towards helping 
the nerve cure which he was supposed to be undergoing. 

"I know how it will be," his sister had said when he 
was preparing to migrate to this rural retreat; "you will 
bury yourself down there and not speak to a living soul, 
and your nerves will be worse than ever from moping. I 
shall just give you letters of introduction to all the 
people I know there. Some of them, as far as I can remember, 
were quite nice." 

Framton wondered whether Mrs. Sappleton, the lady to 
whom he was presenting one of the letters of introduction, 
came into the nice division. 

"Do you know many of the people round here?" asked 
the niece, when she judged that they had had sufficient 
silent communion. 

"Hardly a soul," said Framton. "My sister was stay
ing here, at the rectory, you know, some four years ago, 
and she gave me letters of introduction to some of the 
people here." 

He made the last statement in a tone of distinct 
regret. 

"Then you know practically nothing about my aunt?" 
pursued the self-possessed young lady. 

*Short Story Masterpieces. Eds. Robert Penn Warren and 
Albert Erskine. New York: Dell Publishing Company, 
Inc., 1954, pp. 346-50. 
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"Only her name and address," admitted the caller. He 
was wondering whether Mrs. Sappleton was in the married or 
widowed state. An undefinable something about the room 
seemed to suggest masculine habitation. 

"Her great tragedy happened just three years ago," 
said the child; "that would be since your sister's time." 

"Her tragedy?" asked Framton; somehow in this restful 
country spot tragedies seemed out of place. 

"You may wonder why we keep that window wide open on 
an October afternoon," said the niece, indicating a large 
French window that opened to a lawn. 

"It is quite warm for the time of the year," said 
Framton; "but has that window got anything to do with the 
tragedy?" 

"Out through that window, three years ago to a day, 
her husband and her two young brothers went off for their 
day's shooting. They never came back. In crossing the 
moor to their favourite snipe-shooting ground they were all 
three engulfed in a treacherous piece of bog. It had been 
that dreadful wet summer, you know, and places that were 
safe in other years gave way suddenly without warning. 
Their bodies were never recovered. That was the dreadful 
part of it." Here the child's voice lost its self-possessed 
note and became falteringly human. "Poor aunt always thinks 
that they will come back some day, they and the little brown 
spaniel that was lost with them, and walk in at that window 
just as they used to do. That is why the window is kept 
open every evening till it is quite dusk. Poor dear aunt, 
she has often told me how they went out, her husband with 
his white waterproof coat over his arm, and Ronnie, her 
youngest brother, singing, 'Bertie, why do you bound?' as 
he always did to tease her, because she said it got on her. 
nerves. Do you know, sometimes on still, quiet evenings 
like this, I almost get a creepy feeling that they will walk 
in through that window—" 

She broke off with a little shudder. It was a relief 
to Framton when the aunt bustled into the room with a whirl 
of apologies for being late in making her appearance. 

"I hope Vera has been amusing you?" she said. 

"She has been very interesting," said Framton. 
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"I hope you don't mind the open window," said Mrs. 
Sappleton briskly; "my husband and brothers will be home 
directly from shooting and they always come in this way. 
They've been out for snipe in the marshes today, so they'll 
make a fine mess over my poor carpets. So like you menfolk, 
isn't it?" 

She rattled on cheerfully about the shooting and 
the scarcity of birds, and the prospects for duck in the 
winter. To Framton it was all purely horrible. He made a 
desperate but only partially successful effort to turn the 
talk on to a less ghastly topic; he was conscious that his 
hostess was giving him only a fragment of her attention, and 
her eyes were constantly straying past him to the open win
dow and lawn beyond. It was certainly an unfortunate coin
cidence that he should have paid his visit on this tragic 
anniversary. 

"The doctors agree in ordering me complete rest, an 
absence of mental excitement, and avoidance of anything in 
the nature of violent physical exercise," announced Framton, 
who laboured under the tolerable widespread delusion that 
total strangers and chance acquaintances are hungry for the 
least detail of one's ailments and infirmities, their cause 
and cure. "On the matter of diet they are not so much in 
agreement" he continued. 

"No?" said Mrs. Sappleton, in a voice which only 
replaced a yawn at the last moment. Then she suddenly 
brightened into alert attention—but not to what Framton was 
saying. 

"Here they are at last!" she cried. "Just in time for 
tea, and don't they look as if they were muddy up to the 
eyes!" 

Framton shivered slightly and turned towards the 
niece with a look intended to convey sympathetic comprehen
sion. The child was staring out through the open window 
with dazed horror in her eyes. In a chill shock of nameless 
fear Framton swung round in his seat and looked in the same 
direction. 

In the deepening twilight three figures were walking 
across the lawn towards the window; they all carried guns 
under their arms, and one of them was additionally burdened 
with a white coat hung over his shoulders. A tired brown 
spaniel kept close at their heels. Noiselessly they neared 
the house, and a hoarse young voice chanted out of the dusk: 
"I said, Bertie, why do you bound?" 
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Framton grabbed wildly at his stick and hat; the hall-
door, the gravel-^drive, and the front gate were dimly noted 
states in his headlong retreat. A cyclist coming along the 
road had to run into the hedge to avoid imminent collision. 

"Here we are, my dear," said the bearer of the white 
machintosh coming in through the window; "fairly muddy, but 
most of it's dry. Who was that who bolted out as we came 
up' .?" 

A most extraordinary man, a Mr. Nuttel," said Mrs. 
Sappleton; "could only talk about his illnesses, and dashed 
off without a word of good-bye or apology when you arrived. 
One would think he had seen a ghost." 

"I expect it was the spaniel," said the niece calmly; 
"he told me he had a horror of dogs. He had once been 
hunted into a cemetery somewhere on the banks of the Ganges 
by a pack of pariah dogs, and had to spend the night in a 
newly dug grave with the creatures snarling and grinning, 
and foaming just above him. Enough to make anyone lose their 
nerve." 

Romance at short notice was her speciality. 
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After Twenty Years 

O. Henry* 

The policeman on the beat moved up the avenue impres
sively. The impressiveness was habitual and not for show, 
for spectators were few. The time was barely 10 o'clock at 
night, but chilly gusts of wind with a taste of rain in 
them had well nigh depeopled the streets. 

Trying doors as he went, twirling his club with many 
intricate and artful movements, turning now and then to 
cast his watchful eye adown the pacific thoroughfare, the 
officer, with his stalwart form and slight swagger, made a 
fine picture of a guardian of the peace. The vicinity was 
one that kept early hours. Now and then one might see the 
lights of a cigar store or of an all-night lunch counter; 
but the majority of the doors belonged to business places 
that had long since been closed. 

When about midway of a certain block the policeman 
suddenly slowed his walk. In the doorway of a darkened 
hardware store a man leaned, with an unlighted cigar in his 
mouth. As the policeman walked up to him the man spoke up 
quickly. 

"It's all right, officer," he said reassuringly. "I'm 
just waiting for a friend. It's an appointment made twenty 
years ago. Sounds a little funny to you, doesn't it? Well, 
I'll explain if you'd like to make certain it's all 
straight. About that long ago there used to be a restaurant 
where this store stands—'Big Joe' Brady's restaurant." 

"Until five years ago," said the policeman. "It was 
torn down then." 

The man in the doorway struck a match and lit his 
cigar. The light showed a pale, square-jawed face with keen 
eyes, and a little white scar near his right eyebrow. His 
scarfpin was a large diamond oddly set. 

*0. Henry: The Four Million and Other Stories with intro
duction by Lucy Mabry Fitzpatrick. New York: Airmont 
Publishing Company, Inc., 1963, pp. 129-32. 
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"Twenty years ago to-night," said the man, "I dined 
here at 'Big Joe' Brady's with Jimmy Wells, my best chum, 
and the finest chap in the world. He and I were raised here 
in New York, just like two brothers, together. I was 
eighteen and Jimmy was twenty. The next morning I was to 
start for the West to make my fortune. You couldn't have 
dragged Jimmy out of New York; he thought it was the only 
place on earth. Well, we agreed that night that we would 
meet here again exactly twenty years from that date and 
time, no matter what our conditions might be or from what 
distance we had to come. We figured that in twenty years 
each of us ought to have our destiny worked out and our 
fortunes made, whatever they were going to be." 

"It sounds pretty interesting," said the policeman. 
"Rather a long time between meets, though, it seems to m.e. 
Haven't you heard from your friend since you left?" 

"Well, yes, for a time we corresponded," said the 
other. "But after a year or two we lost track of each 
other. You see, the West is a pretty big proposition, and 
I kept hustling around it pretty lively. But I know Jimmy 
will meet here if he's alive, for he always was the truest, 
stanchest old champ in the world. He'll never forget. I 
came a thousand miles to stand in this door to-night, and 
it's worth it if my old partner turns up." 

The waiting man pulled out a handsome watch, the lids 
of it were set with small diamonds. 

"Three minutes to ten," he announced. "It was exactly 
ten o'clock when we parted here at the restaurant door." 

"Did pretty well out West, didn't you?" 

"You bet' I hope Jimmy has done half as well. He was 
a kind of plodder, though, good fellow as he was. I've had 
to compete with some of the sharpest wits going to get my 
pile. A man gets in a groove in̂ N̂ew York. It takes the 
West to put a razor-edge on him." 

The policeman twirled his club and took a step or two. 

"I'll be on my way. Hope your friend comes around all 
right. Going to call time on him sharp?" 

"I should say not!" said the other. I'll give him 
half an hour at least. If Jimmy is alive on earth he'll be 
here by that time. So long, officer." 
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"Good-night, sir," said the policeman, passing on 
along his beat, trying doors as he went. 

There was now a fine, cold drizzle falling, and the 
wind had risen from its uncertain puffs into a steady blow. 
The few foot passengers astir in that quarter hurried dis
mally and silently along with coat collars turned high. 

About twenty minutes he waited, and then a tall man 
in a long overcoat, with collar turned up to his ears, 
hurried across from the opposite side of the street. He 
went directly to the waiting man. 

"Is that you. Bob?" he asked doubtfully. 

"Is that you Jimmy Wells?" cried the man in the door. 

"Bless my heart!" exclaimed the new arrival, grasping 
both the other's hands with his own. "It's Bob, sure as 
fate. I was certain I'd find you here if you were still in 
existence. Well, well, well!—twenty years is a long time. 
The old restaurant's gone. Bob; I wish it had lasted, so we 
could have had another dinner there. How has the West 
treated you, old man?" 

"Bully; it has given me everything I asked it for. 
You've changed lots, Jimmy. I never thought you were so 
tall by two or three inches." 

"Oh, I grew a bit after I was twenty." 

•*Doing well in New York, Jimmy?" 

"Moderately. I have a position in one of the city 
departments. Come on. Bob; we'll go around to a place I 
know of, and have a good long talk about old times." 

The two men started up the street, arm in arm. The 
man from the West, his egotism enlarged by success, was 
beginning to outline the history of his career. The other, 
submerged in his overcoat, listened with interest. 

At the corner stood a drug store, brilliant with 
electric lights. When they came into this glare each of 
them turned simultaneously to gaze upon the other's face. 

The man from the West stopped suddenly and released 
his arm. 
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"You're not Jimmy Wells," he snapped. "Twenty years 
is a long time, but not long enough to change a man's nose 
from a Roman to a pug." 

"It sometimes changes a good man into a bad one," said 
the tall man. "You've been under arrest for ten minutes, 
'Silky Bob.' Chicago thinks you may have dropped over our 
way and wires us she wants to have a chat with you. Going 
quietly, are you? That's sensible. Now, before we go to 
the station here's a note I was asked to hand to you. You 
may read it here at the window. It's from Patrolman Wells." 

The man from the West unfolded the little piece of 
paper handed him. His hand was steady when he began to 
read, but it trembled a little by the time he had finished. 
The note was rather short. 

Bob: I was at the appointed place on time. When you 
struck the match to light your cigar, I saw it was the face 
of the man wanted in Chicago. Somehow I couldn't do it 
myself, so I went around and got a plain clothes man to do 
the job. 

JIMMY 
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The purpose of this test is to measure your ability 

to listen to and comprehend oral readings. You are now 

being given answer sheets for this test. Please fill in 

your name on the top line. Identify your grade in school 

on the second line as Sophomore, Junior, or Senior. On the 

next line,give your age. On the fourth line, indicate your 

sex with the letter M or F. 

If you cannot hear me clearly, please raise your hand. 

This test consists of three oral readings. Following 

each reading will be a set of multiple choice questions. 

I will read each question and the choices only once. After 

I have read the five answers, circle the appropriate letter 

on the answer sheet which you feel identifies the BEST 

answer to the question. I will read the number for each 

question before I read the question. Do not change your 

answer once I have gone on to the next question. In the 

event that you need to change an answer, erase your first 

answer completely. 

"The Necklace" 

1. Madame Loisel was born into what kind of family? 

a. educators d. artisans 

b. laborers e. peasants 

c. ministers 
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2. What was the date of the party? 

a. January 8th d. January 18th 

b. December 31st e. story doesn't say 

c. June 18th 

3. What was Madame Loisel's reaction to the invitation? 

a. envy d. pleasure 

b. fury e. pride 

c. sorrow 

4. What was Madame Loisel's first name? 

a. Marie d. Bridgette 

b. Cherri e. Jeanne 

c. Mathilde 

5. How much money did Madame Loisel ask for to buy herself 
a new party dress? 

a. 40 francs d. 4 thousand francs 

b. 100 francs e. 1 thousand francs 

c. 400 francs 

6. What had Madame Loisel's husband been saving the money 
for? 

a. a vacation d. a new home 

b. a necklace e. story does not say 

c. a hunting gun 
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7. What was Madame Loisel's initial reaction to all the 
jewelry? 

a. greed d. sadness 

b. indecision e. repulsion 

c. joy 

8. What was Madame Loisel's attitude during the ball? 

a. drunk with pleasure d. totally bored 

b. embarrassed e. full of insecurity 

c. mildly happy 

9. At what shop did the Loisels find a necklace similar 
to the one lost? 

a. Palais-Royale d. Ramponneau's 

b. Champs-Elysees e. Joyaux-de-Paris 

c. Arch de Triumph 

10. How much money did Loisel possess to pay for the 
necklace? 

a. 8 thousand francs d. 18 hundred francs 

b. 18 thousand francs e. none 

c. 10 thousand francs 

11. When the Loisels moved to save money, where did they 
live? 

a. in a garret d. in a carriage house 

b. in a basement e. in a smaller apartment 

c. in a ghetto 
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12. How much did the original diamond necklace cost? 

a. 40 thousand francs d. 500 francs 

b. 1 thousand francs e. 400 francs 

c. 50 francs 

"The Open Window" 

13. What was the relationship of Vera to the lady in the 
story? 

a. daughter d. niece 

b. cousin e. neighbor 

c. sister 

14. What had Nuttel's sister given him before he went to 
the country? 

a. letters of introduction d. a walking stick 

b. a farewell kiss e. a farewell letter 

c. a lecture on manners 

15. What was the name of the lady Mr. Nuttel visited? 

a. Mrs. Sappleton d. Mrs. Forrester 

b. Mrs. Simpson e. Mrs. Chamberlain 

c. Mrs. Framton 

16. According to Vera, how did Mrs. Sappleton's family 
disappear? 

A. they fell in a bog d. they drowned in a 
swamp 

B. they were shot in the woods 
e. they starved in the 

C. they got lost in a fog " forest 
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17. What term best describes Mrs. Sappleton when she makes 
her appearance? 

a. antisocial 

b. cold 

c. sociable 

d. humorous 

e. aloof 

18. What area of cure did all of Nuttel's doctors agree on? 

a. diet ^^ medication 

b. increased exercise e. complete rest 

c. climate 

19. On what did Mr. N u t t e l ' s doc tors disagree? 

a. e x e r c i s e 

b. complete rest 

c. medication 

d. diet 

e. climate 

20. Who walked through the open window? 

a. her husband and 
brothers 

b. ghosts 

c. husband and neighbors 

d. husband and sons 

e. her husband, brothers 
and a spaniel 

21. What term best describes Mrs. Sappleton after Nuttel's 
departure? 

a. relief 

b. horror 

c. compassion 

d. bewilderment 

e. tolerance 
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22. What reason did Vera give her aunt for Mr. Nuttel's 
abrupt departure? 

a. he was frightened d. he was late 
of dogs 

e. he needed exercise 
b. he had seen a ghost 

c. he felt ill 

23. According to Vera, where had Mr. Nuttel gone to escape? 

a. the quiet country d. a chilly cave 

b. a marshy bog e. a newly dug grave 

c. an old abandoned 
church 

24. What term describes the author's attitude toward Vera? 

a. romantic d. childish 

b. spiteful e. realistic 

c. charming 

"After Twenty Years" 

25. What was the policeman's name? 

a. Bob Wells d. Bob Brady 

b. Jimmy Wells e. story doesn't say 

c. Jimmy Brady 

26. What term describes how the policeman walked his beat? 

a. dogmatically d. officially 

b. cautiously e. complacently 

c. impressively 
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27. At what time of night did the story take place? 

a. 11:00 d. 9:00 

b. 10:00 e. 8:00 

c. 12:00 

28. What kind of stores were still open? 

a. hardware store and a lunch counter 

b. drug store and a hardware store 

c. lounge and cigar store 

d. department store and a lunch counter 

e. cigar store and a lunch counter 

29. Where did the two friend's eat at their last meeting? 

a. Diamond Jim Brady's d. Pappa John's 

b. Little Joe's e. Bruno's 

c. Big Joe Brady's 

30. The story takes place on the streets of what city? 

a. Chicago d. San Francisco 

b. New York e. London 

c. Boston 

31. How old was the man in the doorway when he left the 
city? 

a. 20 years old d. 21 years old 

b. 19 years old e. 25 years old 

c. 18 years old 
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32. The man in the doorway considered his friend to be 

a. a best chum d. an enemy 

b. a favorite brother e. a good fighter 

c. a rival 

33. What term best describes the plain clothes officer's 
initial reaction toward the man in the doorway? 

a. casual d. cautious 

b. happy e. affectionate 

c. indifferent 

34. The man in the doorway's friend was supposed to have 
what kind of nose? 

a. pug d. Roman 

b. Greek e. big 

c. pointed 

35. When did Jimmy Wells recognize the man in the doorway? 

a. when the man in the doorway stepped in the light. 

b. when the man in the doorway struck a match 

c. when Jimmy lit a cigar 

d. when they stopped in a drug store 

e. When the man in the doorway walked away 

36. What was the name of the plain clothes officer? 

a. Jimmy Wells d. Bob Wells 

b. Bob Brady e. story doesn't say 

c. Joe Brady 
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Name: 

Grade: 

Age: 

Sex: 

Circle the letter which best describes your opinion 

A = Superior 

B = Excellent 

C = Good 

D = Fair 

E = Poor 

Grade each selection 

#1 

#2 

#3 

A 

A 

A 

B 

B 

B 

C 

C 

C 

D 

D 

D 

E 

E 

E 

Grade each Mode of Presentation: 

#1 

#2 

#3 

B 

B 

B 

E 

E 

E 

Circle the story you liked best. 

#1 #2 #3 

Circle the Mode of Presentation you liked best 

#1 #2 #3 


