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CHAPTER 1 

INTRODUCTION 

The purpose of this thesis is to describe the creative 

steps involved in the production of The Wizard's Mistake, a 

script improvised by director, Jane D. Burgess, and a 

company of students ranging in age from fourteen to eighteen. 

The study will also answer the question: How viable a 

technique is improvisation in creating a script and a produc-

tion appropriate for various children's theatre performance 

situations? 

The major considerations of this study will be the 

creation of a script through improvisation, and the creation 

of an acting company for children's theatre that could com-

fortably deal with alternative scripts and a variety of 

audience spaces. A constant element in these two areas is 

the attempt to utilize and enhance the imagination of both 

audience and performer. 

This study will include a brief introductory chapter 

followed by chapter two which will describe the methodology 

of the director and explain the evolution of the scenario. 

The third chapter will be a transcription of the final 

script with colloquialisms of the actors deleted. This 

thesis will conclude with a summary evaluation of the methods 

used in creating the finished production of The Wizard's 

Mistake. 



The philosophy of children's theatre described in this 

thesis was developed by the director through participation 

in various children's theatre projects both as a director and 

as an actor. This is a personal philosophy developed for this 

particular thesis project and is not to be mistaken for one 

which should be used for all forms of children's theatre. 

Good scripts for children's theatre are often hard to 

find. Furthermore, once a script is found, the producing 

group frequently cannot afford to pay the royalties, 

especially if the run is to be of any length. A myriad of 

fairy tales and enchanted ideas exist that would make suit-

able plays for children if the director and production 

company had improvisational tools to transform them into 

scripts. In order to demonstrate the feasibility of impro-

vising a children's theatre script, the director planned to 

organize a group of actors, choose a story line from a fairy 

tale, and build a play script through improvisation. 

Building a play through improvisation would allow the 

company to pattern the play after their needs. The characters 

could be tailored to fit the talents of the actors, and the 

story could be as fresh and creative as the collective minds 

inventing it. 

Children make an unique audience. They are probably the 

only audience that will respond immediately to what an actor 

is doing on stage and will inform the actor directly whether 



he is boring or entrancing them. They are forthright in 

their reactions to actors, and they expect the actors to 

be straightforward with them. The actor, playing for a 

children's audience, must believe in what he is doing on 

stage. If the actors do not commit themselves fully to the 

performance, they cannot expect children to believe in the 

performance. It is not sufficient for an actor to give only 

a partial commitment to the play which actors frequently do 

when they play children's theatre. They feel they can work 

less hard and be satisfied with a mediocre performance 

because they are playing for children. 

It is unreasonable for actors to take children for 

granted. Actors who do are, in effect, cheating the children 

and themselves out of a gratifying theatrical experience. 

Children's theatre need not answer the problems of the world 

nor present a profound insight into life. Rather, it should 

entertain children, allowing them to escape skinned knees, big 

brothers, and making their beds for awhile. Child audiences 

are entitled to as tight and structured a performance as 

are adult audiences. However, while an adult might politely 

endure a poor performance, a child will not. 

Actors should never talk down or condescend to children. 

Although a child may have to tolerate inane conversation 

from friends and relatives, he certainly should not have to 

endure it from some stranger on a stage. In preparing a 



children's theatre script, actors should not search for 

words children can understand while deleting difficult words. 

Children do not want to have everything explained to them. 

Moreover, a plot should not be so simple that it cannot hold 

the audience's interest. Children are capable of understand-

ing more than is often expected of them. Since most child 

audiences are comprised of children of various ages, it is 

difficult to gear the play to a particular age group. Rather, 

the play should be universal enough to appeal even to the 

adults who bring their children. The younger audience 

members' failure to understand everything will not lessen 

their enjoyment of the overall play. 

In an improvisational play, it is important for the 

actors to be spontaneous and flexible so that they can 

maintain control of the audience's reactions. Controlling 

audience reaction is necessary, especially if the playing 

area is a park where there are many distractions such as 

traffic, ball games, and swimming pools and where the 

audience might become unruly. A flexible actor can deal 

with unusual or inappropriate audience responses and get 

back on the tract of the play or use the response to his 

own advantage. For example, the villain who is searching 

for the hero might rush up to the audience and demand to 

know which way the hero ran. Hopefully, the children will 

point in the wrong direction, away from the hero. If, 



however, they show him which way the hero actually went, the 

villain might say, "Ah, ha! Just as I thought, you're trying 

to trick me into going the wrong way. Obviously, he went this 

way." The villain can then proceed in the direction he 

originally should have gone. Suppose the villain has managed 

to trick the hero and is off to think of another dastardly 

deed. He pauses at the edge of the stage before he exits and 

a child grabs his pant leg and shouts, "I hate you!" The actor 

is in a rather difficult position. If he wrenches away, he 

risks hurting the child and facing an irate parent later. If 

he says something to embarrass the child, he risks losing his 

audience. He might, instead, bend down close to the child and 

say, "If you think that was bad, just wait until you see what 

I'm going to do next." He has neither dropped character nor 

caused the child to lose face. If the actors are successful 

in arousing the children to respond, then they must be able to 

effectively control those responses to fit the needs of the 

performance. 

Imagination plays an important role in children's 

theatre. There is no limit to the possibilities of imagina-

tion. The production may be limited by necessity in scenery 

and/or costumes, but imagination can more than make up for 

these shortcomings. Children will see in their mind's eye 

what the actor asks them to see as long as the actor apparently 

sees it with them. If he tells them he is in a dense forest 



and it is dark and rainy and cold and he cannot find his ay 

out, they will see the trees he is groping for and tell him 

about the stump he is about to fall over. They will accept 

whatever the actor does and because of this trust, it is 

often unimportant to have elaborate sets and props. It is 

better to use colorful and glittery costumes to catch the 

children's eyes and rely on imagination to supply the setting. 

This simplicity of scenery, made possible by the audience's 

imagination, is especially useful in touring, or in playing 

in unusual spaces, and in repertory when the same background 

must be used for several different plays. Flats representing 

an unspecified place can easily be used. They may be stone 

or brick intertwined with vines. They may be kaleidoscopic 

colors or balloon trees or blue sky and clouds. All that is 

required of scenery is to provide a frame for the playing 

area. 

In summary, committed actors using their imaginations 

on a simple set can create an exciting theatre experience 

for children. 



CHAPTER II 

METHODOLOGY AND EVOLUTION OF THE SCENARIO 

Children's theatre presents children with a 
product; creative dramatics involves them in 
a process. Some use the process of creative 
dramatics to develop a product, which is then 
presented to an audience. This technique is 
used by many in the adult theatre, who make 
heavy use of improvisational approaches to 
staging and writing plays.l 

Improvisation is a method of acting in which the actor 

creates characters and situations working from stimulus 

given by other actors rather than a written or prepared 

script. The actor acts and reacts as the character he has 

assumed would naturally do in such a situation. He follows 

natural instincts and speaks dialogue he invents as the 

situation warrants. He speaks his own words rather than a 

playwright's. This kind of acting can be observed in the 

natural play of children usually termed "let's pretend" or 

"make believe." There is no script for children to follow. 

They invent a situation and play it through until they either 

end it or abandon it in favor of another game. With actors, 

the premise is the same. They are given a character in a 

situation and they play it through using dialogue and action 

appropriate to their assumed characters. 

Moses Goldberg, Children's Theatre, A Philosophy and A 
Method (Englewood Cliffsl Prentice-Hall, Inc. , 1974) , pg. g" 
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Both creative dramatics and improvisation were to be 

utilized in the approach to creating a script for the produc-

tion of The VJizard's Mistake. From five years of experience, 

first as an actor and then as a director in The Red Balloon 

Players, a professional children's theatre in Memphis, Tennes 

see, the director was well acquainted with methods of using 

improvisational acting to evolve a script. Exercises involv-

ing creative dramatics with a group of actors help to create 

an open environment in which trust, commitment, imagination, 

and ensemble acting are the desired result. 

In preparing for the auditions and rehearsals, the 

director was particularly concerned with planning a program 

of exercises which would facilitate the ensemble effect so 

necessary for improvisational acting. For the audition 

period, the director intended to begin with warm-ups and 

large group exercises to put the actors at ease and get them 

on their feet. The next step would be small group exercises 

which would center on character and situation development 

as well as clarity of movement and dialogue. During these 

exercises, the director would observe not only how well the 

exercises were executed, but also the interplay among the 

actors. This would enable the director to cast those actors 

who exhibited the most potential for ensemble acting. Once 

the director had selected the cast, this same format would 

be used in greater detail during the rehearsal period. 



The next major step was to determine which elements 

should be included in the structure of the play in order to 

make it successful for a child audience. One of the most 

important elements considered was physical action. Some-

thing physical needs to be happening all the time. Even in 

scenes of exposition, children need to see something happen-

ing. Slapstick comedy, as in Saturday morning cartoons, 

entrances children. Therefore, the director included scenes 

in which an actor took a tumble or was knocked down accidently 

by another. The most vigorous action came in a chase scene 

fashioned after the Keystone Cops. Chase scenes are easy to 

stage as long as the timing is carefully worked out. One 

rule is applicable. Never at any time during the chase should 

the stage be left empty. Someone must be running through at 

all times. 

A second element to be included was a villain. The 

villain can be as mean and rotten as he cares to make himself 

as long as he reforms at the end. The best children's plays 

end happily-ever-after, and they cannot if the villain remains 

wicked. 

Magical happenings were to be the third element of 

consideration. Witches and wizards and fairies and enchanted 

beings lend themselves to all sorts of wonderful imaginings. 

They can cause confusion and they can right wrongs. Most 

children and children-at-heart know that sometimes situations 
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occur that can only be solved by magic. 

The fourth element to be included was song and dance. 

Music is an easy way to warm the audience and get them in the 

mood for the play. Actors need some sort of warm-up period 

anyway, and music is the most soothing and the quickest way 

to proceed. Music makes a good transition not only into the 

play but from scene to scene as well. A song and dance also 

should conclude the play. Singing leaves the audience happy 

and, hopefully, humming the tune on the way out of the theatre. 

The final element the director desired in the script was 

participation from the children on a controlled basis. The 

actors should talk to the children, asking questions, relating 

events, and asking for their help. The audience area should 

also be made part of the acting space, with actors running 

through the children or hiding among them. In this way, the 

children become part of the play and yet can be controlled 

by the actors. 

Having formulated the basic ideas of the play and its 

structure, the director proceeded to gather a cast. The 

original idea was to use college students. They would have 

been experienced in performance and improvisational techniques 

and, particularly in the execution of comic timing. However, 

because of scheduling difficulties and the number of actors 

required to fill the roles of the theatre season at Texas 

Tech, the director elected to use students from Monterey High 
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School. 

The initial meeting for preliminary auditions was held 

on April 12, 1979. Thirteen students came. After warm-ups, 

exercises began with each actor facing the walls and thinking 

of an animal he wished to become. He imagined the animal's 

characteristic movements. Then he began acting as that 

animal. Actors were given a situation in which to use the 

animals they created. It is after hours at a zoo. All the 

animals meet in the hospitality room to wind down after a 

hard day's work. When each actor felt he was ready, he 

joined the group. The actors were stiff and almost afraid 

to begin at first, and indeed, some of them never did join 

the group. 

The second exercise asked the actors to imitate animals 

in a pet store. Again, the actors utilized animal movements 

and improvised dialogue. Then they were asked to keep the 

strongest animal characteristics and develop human characters 

around them. This time the situation was a cocktail party 

in which they invented dialogue and pantomimed eating and 

drinking. Because it became difficult to watch and hear what 

they all were doing, all but two or three in a group were 

instructed to freeze. Those two or three continued their 

play until focus moved on to another group. 

In each exercise, several things happened. Because the 

actors were unfamiliar with this kind of improvising, they 

ran out of dialogue quickly. Also, there was always one 
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person who was antagonistic to the rest of the group, which 

caused the action to end in a stalemate. It was as if the 

actors were all circling each other warily, waiting for the 

other to make the first move. 

Because the actors seemed uncomfortable with pantomime, 

the director decided to work on some basic pantomime exercises. 

Each person was asked to find a space. They were told that 

they each had a spoon, a fork, a plate, and a glass or cup in 

front of them. They visualized the placement of these utensils 

Then, they were asked to pick up the glass and drink. One 

person was singled out and asked what she was drinking. She 

did not know. Next, they picked up the forks and plates. 

They were asked to explain what they were eating, what kind 

of plates they had, the weight and length of their forks. 

They used the spoons to stir something in the glasses, drank 

again, picked up utensils from where they had been put down, 

and chewed and swallowed. The purpose was to get them to 

recall the feel and taste of actual objects without those 

objects being there. 

The last exercise was a group pantomime. They pretended 

to be on a picnic. Through pantomime alone, they had to show 

exactly what they were eating and drinking and the activities 

they would engage in on a picnic. They moved slowly but were 

much more aware of what they were doing and where they were 

placing items. 
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On the second day of auditions, Friday, April 13, only 

eight of the original group returned. Since these were the 

ones who appeared to be really interested, they were selected 

to do the play. Because of the antagonistic nature noticed 

in the first meeting, the director sought to create a more 

relaxed environment in which the actors could work comfort-

ably. Exercises began with pantomimes again. Several of 

the actors said they had gone home and practiced using the 

real object and then pantomimed it. Exercises began with 

simple pantomimes of lifting heavy objects and passing them 

to a partner. Then they selected an object, established 

what it was, and handed it to their partners, at which point 

it could become something different. Next, they again did 

group pantomimes. One person thought of an activity and 

began pantomiming it. As soon as the activity was established, 

each person fould something he could add and joined in. They 

washed a car, cleaned a kitchen, and performed an operation. 

The director then began an exercise which sought to 

build relationships. In the next series of improvisations, 

the group chose partners and each pair was given a short 

situation to improvise. The following situations were used: 

1. A king and queen are worried about their daughter 

who is not married and does not care. 

2. Jack is told by his mother he must sell his 

favorite cow for money to buy food. 
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3. The miller tells his daughter she must go to the 

king to spin straw into gold. 

4. Cinderella cannot go to the ball until the appear-

ance of her fairy godfather. 

5. Prince Charming must wake Sleeping Beauty with a 

kiss, but finds she is not the fair maiden he had 

been promised. 

6. The Queen must try to guess Rumplestiltskin's name. 

7. Cinderella and her stepmother discuss the ball the 

morning after. 

During these exercises, the actors created a great deal of 

unnecessary dialogue in an attempt to make jokes. However, 

the jokes failed because the dialogue did not pertain to the 

situation. Also, as each person's personality began to 

emerge, the type of role with which each would become most 

comfortable became evident. 

The next exercise involved soliloquies to the audience. 

The characters used were Little Red Riding Hood, Cinderella, 

Jack, Goldilocks, the Pied Piper, the Tortoise, Rumplestilt-

skin, and Snow White. Most of the speeches were rambling; 

the questions asked the children sparked responses which led 

the actor away from his original intent. While each perf^rmed, 

the other actors became the audience. This was tried three 

times. Actors concentrated on conciseness and control. By 

the third time through the exercise, the actors were not 
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mincing words, and the questions they asked were rhetorical 

or easily answered by yes or no. At this point, the director 

stressed the importance of not talking down to the audience, 

but being honest. 

The last exercise was designed to begin building each 

actor's trust in his fellow actors. The director created an 

obstacle course. The actors were paired off, and one of the 

pair was blindfolded. By only touching fingertips, the 

sighted ones led the others around, through, over, and under 

the course. There were no verbal commands although there 

was a great deal of giggling. 

On Saturday, April 14, the group continued some trust 

exercises. All of the actors got in a small, tight circle 

with one person in the center. That person shut his eyes 

and remained stiff. He fell toward one part of the circle 

and was caught by the others who gently pushed him to another 

part of the circle. This worked well with some of the actors, 

but others were afraid they would be dropped and kept trying 

to catch themselves. This lack of trust only made it more 

difficult for the rest of the group to control their movements 

The mirror exercise was used next. The actors paired up 

with one person becoming the leader and the other following 

his movements. Every few minutes, they switched leaders 

and finally tried to move without a leader. Then each pair 

joined another pair, and finally the groups became one, all 
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trying to feel the movements of the others without anyone 

really leading. To work on ensemble playing, the director 

then divided the actors into two groups of four and gave 

them situations to improvise. They improvised scenes from 

The Wizard of Oz, Rumplestiltskin, The Brementown Musicians, 

and Robin Hood. True relationships and conciseness of 

dialogue and movement were stressed. 

By the time the group met on Monday, April 16, the 

director had selected the story to dramatize. It would 

loosely follow the story of King Midas and the Golden Touch. 

Originally, the director had intended to give the story idea 

to the actors, and, with them, decide on the individual 

scenes and the most appropriate order for them. However, 

because of the limited rehearsal time involved, the director 

outlined the entire scenario, scene by scene. That Monday, 

the group began working on scenes from the scenario in 

random order. Next, the director divided the actors into 

two groups, and they worked on creating a song with which to 

begin or end the show. The final exercise was again the 

obstacle course to build trust. 

On Tuesday, the director cast the show and explained 

the plot according to the scenes which had been outlined in 

the scenario. The actors were excited and eager to begin 

work. The director divided the actors into groups according 

to character relationships and each group was given some time 
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to prepare its scene. The groups returned and performed 

for each other after receiving criticism, the scenes were 

reworked. The remainder of the week was spent in working 

on the scenes in this manner. When the actors felt each 

scene had been fully explored, they repeated it several 

times to set the action and dialogue and then wrote it 

down. At the end of each rehearsal, the director took the 

finished scenes and polished the dialogue. The next day, 

the group rehearsed the scenes again with the revisions. 

By the end of the week, the script was completed. The 

second week, the rehearsals focused on polishing and 

refining the characterizations and actions. 

Since the play was scheduled to be performed at the 

Lubbock Arts Festival and the actors were unable to see the 

stage area in advance, the director decided to minimize the 

set and make the costumes the visual focal point of the 

production. Therefore, the set consisted of five flats 

placed in a wing and drop configuration, creating three 

entrances on each side. In keeping with the simplified view 

of the set, very few props and only one set piece-- a bench 

were used. 

Against this uncomplicated setting, the costumes, 

selected from the stock of previous Texas Tech productions, 

became the major visual aspect of the production. Becky 

Ross, an undergraduate theatre major, did an extraordinary 



18 

job of rebuilding the costumes, adding trim, glitter, and 

flowers to make them appropriate for the production. 

The performances were given at 4:30 on Friday, April 27; 

12:00 and 7:00 Saturday, April 28; and 3:00 Sunday, April 29. 

The area allocated for all performances for children was in 

the Exhibit Hall of the Lubbock Civic Center. On one side 

was a stage where other performances were being held; one 

side had a food concession; and one side was a crafts area 

for children. There were also many exhibit booths around the 

hall. The noise from the other areas was almost insurmountable 

At the Friday performance, the children were crowded around 

the stage on the floor, and they could barely hear even 

though the actors were projecting as loudly as they could. 

After that performance, the children's performance area was 

moved to a private room away from the main stream of the fair. 

The remaining performances went well. 



CHAPTER III 
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CAST OF CHARACTERS 

OPHELIA, a student fairy, very calm and levelheaded 

OCTAVIA, a student fairy, OPHELIA's sister, scatterbrained 
but spirited 

OLIVER, the King's wizard, well-meaning, but a bumbler 

QUEEN HONOR, Queen of The Kingdom 

KING HORACE, King of The Kingdom 

LUCINDA, the Princess in love with BERNIE 

BERNIE/REGINALD, the royal gardener 

DUCHESS PRUDENCE, QUEEN HONOR's sister 

The play takes place in different parts of The Kingdom ruled 
by King Horace. 
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Octavia! Octavia! 

OPHELIA 
(Enter stage left through the 
audience.) 

Ophelia! Ophelia! 

OCTAVIA 
(Enter stage right through 
the audience.) 

OPHELIA 
(To the Children.) 

Have you seen my sister? She looks just like me. She 
carries a wand just like mine. Octavia! 

OCTAVIA 
(To the Children.) 

Have you seen a little plump fairy like me? With a wand? 
Ophelia! 

Oh, there you are! 

BOTH 
(Seeing each other.) 

OPHELIA 
Have you found a project for us to do yet? 

OCTAVIA 
Well, I have been looking through this book of Great Fairy 
and Wizard Tricks of Centuries Past and I think I have 
found the perfect project. 

OPHELIA 
Tell me 

OCTAVIA 
We turn all the grass in the Kingdom red for five days. 
That is time enough for all the teachers to see it. 

OPHELIA 
But Octavia, our brother, Oliver, did that for his graduation 
proj ect. 

OCTAVIA 
I thought it sounded familiar. OK, how about this? We make 
it rain ice cream? 

OPHELIA 
No, Oliver did that for the Princess' twelfth birthday. 
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OCTAVIA 
Shucks, Ophelia. That is all I could come up with. Every-
thing else in this book was too hard. 

OPHELIA 
Everything else in that book has already been done. That is 
why it is in that book. We have to come up with our own 
original idea. Something no one else has done before. And 
we had better think fast. Graduation is in two days and if 
we do not have a project--twelve years of school down the 
drain and no fairy wings for us. 

OCTAVIA 
(Lamenting, becoming gloomier 
at each thought.) 

And all our fairy friends will graduate without us. And 
Oliver will be so ashamed of us. And we will have to leave 
the Kingdom in disgrace. And there we will be, wandering 
lost and... 

OPHELIA 
Oh, stop, Octavia. I am losing all hope of ever getting out 
of schooi. 

OCTAVIA 
Oh, no, Ophelia. You cannot do that. 

(She begins singing to the 
tune of High Hopes.) 

WHEN YOU'VE GOT A PROJECT THAT'S DUE, 
AND YOU CAN'T THINK OF ANYTHING NEW, 
YOU MIGHT THINK IT'S TIME TO CRY 
BOO-HOO. 

OPHELIA 
NO! SOMEHOW WE'LL PULL THROUGH. 

BOTH 
'CAUSE WE'VE GOT HIGH HOPES. 
WE'VE GOT HIGH HOPES 
WE'VE GOT HIGH APPLE PIE IN THE SKY 
HOPES. 

OPHELIA 
SO WHEN THE TIME IS GETTING LATE. 

OCTAVIA 
YOU DON'T WANT TO WAIT. 
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BOTH 
FIND A PROJECT TO DO. 
AND WE WILL PASS WITH FLYING COLORS. 
YEAH, WE WILL PASS WITH FLYING COLORS. 
YEAH, WE WILL PASS WITH FLYING COLORS. 
OH, YEAH. 

OCTAVIA 
Oh, Ophelia, I feel so much better. Oliver will be proud of 
us after all. And we can walk with our heads held high. 
And we will get our wings. 

OPHELIA 
Octavia, that is it! Why did we not think of that sooner? 

OCTAVIA 
What? What are you talking about? 

OPHELIA 
We will go to Oliver, of course. He knows all sorts of 
spells and enchantments. He will help us. He is the King's 
Wizard. He is the best wizard in the whole Kingdom. 

OCTAVIA 
He is the only wizard in the whole Kingdom. 

OPHELIA 
Oh, come on. 

(She drags Octavia out after 
her.) 

(The Wizard, Oliver, comes 
running on frantically, look-
ing over his shoulder. He 
stops abruptly at the edge of 
the stage. He is very nervous.) 

OLIVER 
Oh, stones! Have you seen him? Is he still after me? King 
Horace, oh, he is very angry with me. I was supposed to 
change red apples into golden ones but, great granite, I 
goofed. I said the wrong spell and changed the apples into 
dragons. And now he is really mad. Will you hide me? 

OPHELIA-
OCTAVIA 
(Off-stage) 

Oliver! Oliver, where are you! 
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OLIVER 
Oh, someone is coming. Hide me. Quickly, please. 

(He runs into the audience 
and crouches down behind 
some children.) 

OPHELIA-
OCTAVIA 
(They come running out from 
the backstage.) 

Oliver! Oliver! Have you seen our brother, the Wizard? He 
is supposed to be here somewhere. 

OLIVER 
(He pops up from the audience 
and comes onstage.) 

Great granite, you gave me a scare. I thought it was the King 
But it is only you. How are you, dear sisters? 

OCTAVIA 
Oliver, we need your help. 

OPHELIA 
We need a project... 

OLIVER 
(Steeped in his own problem.) 

The King is really mad at me this time. I really messed up. 

OPHELIA 
(Stops pacing to listen.) 

Why? What did you do? 

OLIVER 
Well, you know how greedy the King is. I thought I could 
please him by giving him golden apples. 

OPHELIA 
That does not sound so bad. 

OLIVER 
I took ordinary red apples and I cast a spell on them to make 
them golden. 

OPHELIA-
OCTAVIA 

And? 
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OLIVER 
And instead of saying: 

Apples of red 
Big and bold 
Saith the wizard 
Turn to gold. 

as I was supposed to, I skipped a line 
in my book and said: 

Apples of red 
Saith the wizard 
Each of you turn 
Into a lizard. 

And they became dragons. Big fire-breathing dragons. And, 
great granite, one of them singed the King's robes. 

OPHELIA 
Oh, Oliver. That is terrible. 

OCTAVIA 
Yes, but, Oliver, we have a problem, too, and you are the only 
one who can help us. 

OLIVER 
(Overlapping.) 

So now I have a problem. I have to get back into the King's 
good graces. 

OCTAVIA-
OLIVER 

and I/we don't know what to do. 

OPHELIA 
(Has had enough of Octavia.) 

Octavia, sit down. 
(She does.) 

Oliver, look into that big book of yours. You should be able 
to finíi something there. 

OLIVER 
All right. 

(He rifles through.) 
Here is one. How to turn rabbits into silver knights. 

OCTAVIA 
Oh, neat. 

OLIVER 
No. How about this. How to change rivers into Coca Cola? 

OCTAVIA 
Super! 
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OLIVER 
No, the King is a Pepper. Oh, here is the very one. How to 
give the golden touch. That is it! I will make everything 
the King touches turn to gold. 

OCTAVIA 
I do not know. That sounds hard. 

OPHELIA 
Oliver, are you sure you can do that? 

OLIVER 
Of course. Come with me and you can watch a master wizard 
at work. Tonight just before the big ball, I will give King 
Horace the golden touch. He will be so pleased, he will 
probably give me a handsome reward. 

OPHELIA 
Oliver, this time, just to be on the safe side, memorize the 
spell. 

OLIVER 
Never fear, sister dear 
The eyes of Oliver 
Will not stray far...from the page 

(He exits.) 

OPHELIA 
Come along, Octavia. We are going to watch a master wizard 
at work. 

OCTAVIA 
Either that or we will watch the royal headsman at work. 

Octavia! 
OPHELIA 

(She takes Octavia's hand and 
drags her out.) 

(Lucinda enters pulling petals 
off a daisy.) 

LUCINDA 
He loves me. He loves me not. 
He loves me. He loves me not. 

Lucinda! Where are you? 

HONOR 
(Off-stage.) 
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LUCINDA 

HONOR 
(Enters. She is rather nervous.) 

Oh, there you are, dear. Lucinda, sit down, dear. I want to 
speak with you. Are you comfortable? 

LUCINDA 
Yes, thank you. 

HONOR 
How does your ball gown fit? Is it the right color? 

LUCINDA 
(Puzzled.) 

Yes, it is perfect. 

HONOR 
Good. I want everything to be perfect for tonight. It's a 
special occasion. 

LUCINDA 
Oh? Is it someone's birthday? 

HONOR 
No, dear. 

LUCINDA 
It is your anniversary. I'm sorry. I forgot. 

HONOR 
No, no, it is not my anniversary. It is your engagement 
party. 

LUCINDA 
(Surprised.) 

What? But, Mother, how did you know? 

HONOR 
Lucinda, I have known ever since you were a baby. 

LUCINDA 
You have? 

HONOR 
Of course. You were promised to Duke Reginald when you were 
born. 
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Who? 

Duke Reginald. 

My sister's son. 

He is to be your husband 

LUCINDA 

(She stares, unblinking, at 
her mother.) 

HONOR 

(No response.) 

(Still no response.) 

(She snaps her fingers in 
Lucinda's face.) 

LUCINDA 
(Waking up.) 

But I do not know him! I do not want to marry him! 

HONOR 
Oh, do not worry, dear. You will learn to love him. Besides, 
he is your father's choice and he will be bringing lots of 
land and money into the family. 

LUCINDA 
(Becoming angry as she real-
izes the seriousness of her 
situation.) 

I do not care about land and money. I want to be happy. I 
will not marry him! 

HONOR 
Oh, dear. You do not have much choice. Princesses do not 
have any say in these matters. You will have to marry him. 

LUCINDA 
(Really angry.) 

I do not want to. I do not love him. I love Bernie. 

HONOR 
(Not listening.) 

I am sure you will learn to love him. He is such a nice boy. 
(She begins singing to the 
tune of Can Do.) 

I'VE GOT A MAN FOR YOU 
HIS EYES ARE CRYSTAL BLUE. 
HE'S REALLY TALL. 
IN FACT, HE'S SIX FOOT TWO. 
FOR YOU, FOR YOU. 
THIS MAN IS THE ONE FOR YOU 
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BUT MOTHER, DEAR. 
YOU DON'T SEEM TO HEAR. 
I ALREADY GOT MY MAN 
HE'S REALLY NEAR 
YOU DON'T HAVE TO PLAN 
ALREADY GOT MY MAN 
IT'S BERNIE FROM THE GARDEN 
BERNIE. 

LUCINDA 
(Singing.) 

REGINALD. 
HONOR 

BERNIE. 
LUCINDA 

REGINALD. 
HONOR 

I'M GOING TO MARRY MY BERNIE. 

LUCINDA 
(Singing simultaneously with 
Honor.) 

HONOR 
YOU'RE GOING TO MARRY REGINALD. 
So you see, dear, you have nothing to worry about. Every-
thing is arranged. We will have another little talk later. 

(She runs off.) 

(Bernie enters with a pot of 
flowers and his gardening 
tools. He whistles as he 
works, then sees the 
audience.) 

BERNIE 
Oh, hello. My name is Bernie. I am the royal gardener, as 
you might have guessed. I am very good, I have been at it 
for four years now. Do not ask me what I did before that, 
because I do not know myself. Four years ago the King's men 
found me on the ground in the woods. They told me that some 
one had thrown a big rock at me and hit me right here. 
(Indicates his head.) I had the biggest knot on my head for 
the longest time. I could not remember who I was, where I 
was going or where I had come from. So I stayed here and 
became the gardener. They called me Bernie. It is not a 
bad name but I wish I knew what my real name was. Anyway, 
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the King likes me. He is really impressed with my work. 
And I have made a really special friend. Can you guess who? 
The Princess. She is not only beautiful, but she is nice too, 
She comes to the garden to tell me her problems and I give 
her advice. She thinks I am smart. For a Princess, though, 
she does not seem very happy. You would think that a 
Princess would be popular, having as much money and prestige 
as she does. But I guess money is not everything, even if 
you are a Princess. 

(Lucinda enters crying.) 

Lucinda, what is the matter? 

LUCINDA 
Oh, Bernie, I have the worst news. My mother just told me 
that the ball tonight is to announce my engagement to Duke 
Reginald. 

BERNIE 
Who? 

LUCINDA 
My aunt's son. I have been promised to him since I was a 
baby. Oh, Bernie, what am I going to do? 

BERNIE 
be that bad. Your father Cheer up, Lucinda. It cannot 

would not make you marry someone you do not love. You are 
important to him. He will want you to be happy. Here. 
Look at these beautiful flowers. They are marigolds. I 
grew them especially for your father because he loves gold 
so much. 

Oh, Bernie. 

LUCINDA 
(She sobs again.) 

BERNIE 
What did I say 

LUCINDA 
Bernie, Duke Reginald is my father's choice. He is bringing 
lots of wealth to my father--money and land. That is what 
is important to him. But it is not important to me--happiness 
is. 

BERNIE 
You just put a smile on that pretty face, Lucinda. 
think of some way out of this. Do not worry. 
things will be better. 

We will 
Tomorrow 
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LUCINDA 
You do not seem to understand the seriousness of our situation, 
Bernie. Tomorrow is the wedding. 

BERNIE 
Then we had better think fast. 

(Both begin pacing, going 
through the motions of hard 
thinking.) 

I know. You could pretend you are sick. Then you could not 
get married tomorrow. 

LUCINDA 
(Thinks about it for a moment, 
then rejects it.) 

No, I would just have to get married when I got well. 

BERNIE 
Right, they would just postpone it until later. 

LUCINDA 
I know! We will dress one of my ladies in my dress and veil 
and she can marry Reginald. 

BERNIE 
No. That would never fool your parents. Nobody is as short 
as you are--or as pretty. 

LUCINDA 
Well, then I will just run away! 

BERNIE 
You cannot do that. The guards are always watching you. 
They would follow you and bring you back. Besides, I could 
not let you run away alone. 

LUCINDA 
You mean you would come with me? Oh, Bernie, you are terrific. 
Why could you not be Reginald? I would marry you in a minute. 

BERNIE 
You would? Really? Then let us do it, Lucinda. We will run 
away together and get married. Right after the ball starts, 
you could meet me in the garden. It will be so crowded and 
they will all be having such a good time, they will never 
miss us. We would get a least an hour's head start. 

HONOR 
(Off-stage.) 

Lucinda! 
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I have to go 
ball starts. 

LUCINDA 
But I will meet you here shortly after the 

(She blows him a kiss and they 
both exit in opposite direc-
tions.) 

(King Horace backs onto the 
stage. He is hiding something 
under his robe and acting as 
if he is afraid he will be 
caught. He checks all the 
entrances. Satisfied he is 
alone, he brings out a bag 
full of gold. He starts when 
he sees the audience.) 

HORACE 
Oh! I did not see you. You frightened me. I thought I was 
alone. This is the first chance I have had to be alone all 
day. All the hustle and bustle about the ball tonight and 
the wizard and his dragons. Queen Honor is upstairs getting 
ready for tonight. Finally, I have time to myself to count 
my latest taxes. I love money. 

Five, ten, fifteen. 
(Counts.) 

Horace! 

HONOR 
(She has crept in during 
Horace's speech and stands 
over him unseen.) 

Now look what you made me do. 

HORACE 
(Jumps up spilling money.) 

Where did you get that money? 

Taxes. 

How much is there? 

Five hundred dollars 

HONOR 

HORACE 

HONOR 

HORACE 

HONOR 
(Snatching the bag from 
Horace's hands.) 
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Good. That is just enough for the florist bill. Horace, I 
want to talk to you. Sit down, dear. Horace, it seems we 
have a few tiny problems to solve before tonight. 

HORACE 
So, what else is new? 

HONOR 
Well, the oven is on the fritz, the caterers just arrived 
five minutes ago, Lucinda does not want to get married, the 
musicians lost their music... 

HORACE 
Wait, wait, wait! What did you say? 

HONOR 
Well, the oven is on the fritz. 

HORACE 
After that. 

HONOR 
The caterers just arrived five minutes ago. 

HORACE 
After that. 

HONOR 
The musicians lost their music. 

HORACE 
You skipped one. 

HONOR 
Lucinda does not want to get married. 

HORACE 
What? Why does she not want to get married? 

HONOR 
Well, she says she is afraid to marry the young Duke Reginald. 
She says she does not know him. Suppose she does not like him? 

HORACE 
What is not to like? He is bringing lots of money and land 
to this marriage. 

HONOR 
I know that and you know that but Lucinda does not care about 
that. She says if you love her, you will not make her marry 
him. 
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HORACE 
Of course, I love her. She is my only daughter. But we can-
not call off the wedding now. The Duke and his mother are 
on their way here now. Talk to her. You are her mother. 

HONOR 
I did talk to her. It did no good. You talk to her. She is 
your daughter. 

HORACE 
(Suddenly getting nervous.) 

I cannot...I have to...I have to change my robes. She will 
just have to marry him. She will learn to love him. Just 
as I did you, my dear. 

(He exits quickly.) 

Honor? 

Prudence! My sister! 

How was your trip? 

Long. 

How are you? 

Fine. How is the King? 

Oh, fine. How is your son? 

Oh, he is fine...I guess. 

DUCHESS 
(Enters nervously.) 

HONOR 

(They embrace.) 

DUCHESS 

HONOR 

DUCHESS 

HONOR 

DUCHESS 

HONOR 
Well, he is probably just nervous. Lucinda is nervous, too 
Weddings tend to make people nervous. 

DUCHESS 
Yes, weddings can bring up problems, can they not? Small 
problems and big problems. Honor, how are you at solving 
problems? 

HONOR 
Well, I do my best. 
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DUCHESS 
Good. Then have a seat. Have I got a problem for you. 
Suppose that there was a large wedding planned and there was 
a bride a lot like Lucinda and a groom a lot like Reginald. 
And the day before the wedding the bridegroom's mother came 
to you and said... I CANNOT FIND MY SON! 

HONOR 
What? 

DUCHESS 
I cannot find Reginald. 

HONOR 
What do you mean you cannot find Reginald? 

DUCHESS 
I cannot find Reginald. Four years ago we sent Reginald here 
to the castle to meet Lucinda and he never came home. Did he 
make it to the castle? 

No! 

Are you sure? 

HONOR 

DUCHESS 

HONOR 
Well, of course, I am sure. Why did you not tell me this 
before? 

DUCHESS 
We kept hoping we would find him by now. 

HONOR-
DUCHESS 

What are we going to do? 

HONOR 
You will have to tell the King. 

DUCHESS 
Me? He is your husband, you tell him. 

HONOR 
But it is your son who is lost. You tell him. 

(Horace enters.) 

Here he comes. 
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DUCHESS 
Good luck, dear. 

(Exits.) 

HONOR 
Oh, there you are, dear. You had better sit down. I have 
some news for you. 

HORACE 
Not now. The wizard told me to meet him here. He has some-
thing wonderful to show me. It will have to wait. 

HONOR 
Yes, dear. It will have to wait. 

LUCINDA 
(Enters.) 

I heard the wizard has something to show you, Father. What 
is it? 

HONOR 
We do not know, dear. 

HORACE 
That is what we are waiting for. 

(Octavia and Ophelia enter, 
take up their positions, and 
blow imaginary trumpets. 
Oliver enters ceremoniously.) 

OLIVER 
King Horace, I know you are angry but I have a spell that 
will make you happy forever. 

HORACE 
It had better make me happy forever. 

OLIVER 
What do you love more than anything else in the world? 

HORACE 
Money. Especially gold. 

OLIVER 
That is it! And I have the power to give you the touch of 
gold. 

HORACE 
Then let us get on with it. 
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OLIVER 
Fold your hands. I, Oliver, the cutest, wisest, most wonder-
ful, and only wizard in the Kingdom, do now with the permis-
sion of the Great World-Wide Wizard Orlandeago (my union), 
dare to cast a spell on the strong, kingdom-guiding hands of 
the great golden and most gullible King Horace. Are you 
ready? 

(King Horace nods his head.) 
These kingly hands, I do unfold. In order to give the touch 
of gold. The spirits wise, 

(He notices a bee begin buzz-
ing around his head.) 

The spirits old. Give to the King the touch of... 

OCTAVIA 
The bee! The bee! Get it off your nose! 

OLIVER 

Oh, stones! Leave me alone. You are ruining my spell. 
(He stops abruptly, realizing 
his wand is touching the 
King's hands. It dawns on 
him what has happened.) 

HORACE 
Is it done? Give me something to touch. 

BERNIE 
(Has entered with his basket 
of marigolds.) 

By your orders, King Horace. I have bred these marigolds 
especially for you. Do you approve? 

(Horace takes a flower from the 
pot. It is stone.) 

HORACE 
It is not gold! It is stone! You nincompoop! Look what 
you have done. Wait until I get my hands on you. 

(King Horace chases Oliver out. 
The others follow. Oliver runs 
on another way followed by 
Octavia and Ophelia. He trips 
and they attempt to pull him 
up. He resists.) 

OLIVER 
Oh, no! I am so sorry, King Horace. It was a mistake. I 
did not mean to give you the stone touch. 
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OPHELIA 

OLIVER 
Oh, Ophelia, Octavia. I thought you were the King. 

OCTAVIA 
Oliver, what did you have to do a stupid thing like that 
for? 

OPHELIA 
It is all right, Oliver. You just need to memorize your 
lines. 

OCTAVIA 
He needs new glasses. 

OLIVER 
Just as I was saying the last and most important line a bee 
flew on my nose. Oh, I am not a very good wizard. I should 
have let King Horace touch me and turn me to stone. 

OCTAVIA 
Oh, knock it off, Oliver. Just try to find the counter-
spell. 

OPHELIA 
You are a good wizard, Oliver. Look in your book. You 
found the spell there. Surely you can find the counter-
spell. 

OLIVER 
All right. I will look. 

(Opens book.) 
Golden touch. 

OCTAVIA 
You had better look under stone touch. 

OLIVER 
Right. Stone touch. No, there is nothing here. 

BERNIE 
(Off-stage.) 

Lucinda! Lucinda! 

OLIVER 
Someone is coming. We had better hide. 

OCTAVIA 
Ophelia, quickly become a statue with me. 

(She does.) 
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BERNIE 
Lucinda? Not here yet. I will wait. 

(He sits down on the bench, then 
wanders over to the statue.) 

LUCINDA 
(Enters, looks around.) 

Bernie? Are you here yet? It is so dark. 

Over here by the statue. 

What statue? 

Oh, there you are. 

Did anyone see you leave? 

BERNIE 

LUCINDA 

(Finds him.) 

BERNIE 

LUCINDA 
I do not think so. They were all busy having a good time. 

BERNIE 
Then let us go. 

LUCINDA 
Wait, Bernie. Are you sure we are doing the right thing? 

BERNIE 
Do you want to marry Duke Reginald? 

LUCINDA 
No! 

BERNIE 
Then running away is the only answer. Our happiness is more 
important than your father's money. Oh, do not worry, 
Lucinda, everything will be all right. Your father will 
forgive you in time. 

LUCINDA 
I hope so. Where are we going? 

BERNIE 
I know a wood cutter who lives in the woods. We will go there 
f irst. 

(They run off. Oliver comes 
out of hiding. Ophelia and 
Octavia break their pose.) 



40 

OLIVER 
They are running away. We have to stop them. I have to tell 
King Horace. 

No, Oliver, you cannot. 
OPHELIA 

OLIVER 
It is the only way I can get back into the King's good graces 

(Exits.) 

OCTAVIA 
We have to help Lucinda and Bernie escape. 

(Ophelia and Octavia exit. 
Oliver, Horace, and Honor 
run out from up left.) 

OLIVER 
They went that way, Sire. 

Well, let us go after them 

Have you seen them? 

They went this way 

HORACE 

(The three exit down right. 
Lucinda and Bernie enter up 
right following one another 
Bernie looks back and does 
not see Lucinda exit down 
left. He exits up left. 
Ophelia enters down right. 
Octavia enters center left. 
They cross at center.) 

OCTAVIA 

OPHELIA 
(Pointing off right.) 

(Ophelia exits down right; 
Octavia exits down left. 
Horace enters up left and 
exits down right. Honor 
hurries after him. The 
Duchess runs after her.) 

DUCHESS 
Honor? What are we chasing? 
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Bernie? 

(She exits down right. Bernie 
enters down left. Lucinda 
enters center right. They run 
past each other.) 

LUCINDA 

Lucinda? 
BERNIE 

Which way did they go? 

(They grab hands and exit up 
left. Oliver enters up right 
and runs to the audience.) 

OLIVER 

(He exits down right. Lucinda 
and Bernie enter up right and 
run to center. Bernie starts 
to go right, Lucinda starts 
to go left. They see the 
fairies coming and run into 
the audience. Octavia enters 
center right, Ophelia enters 
center left. Oliver enters up 
right. They collide at center, 
spinning each other in a 
circle and out the way they 
came in. Horace enters down 
left and comes to the edge of 
the stage.) 

Where are 
them this 

they? 
time. 

I demand to 
HORACE 

know. Never mind. I will get 

(He hides behind the bench. 
Lucinda and Bernie enter up 
left. They cross to center. 
Horace jumps out and grabs 
them. They turn to stone. 
Octavia and Ophelia run on 
center left and stop. Honor 
enters up right and stops. 
Oliver runs down right and 
stops. All react to the 
stone statues of Lucinda and 
Bernie. Oliver begins 
backing out.) 
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HORACE 
Wait just a minute, Wizard. Look what you made me do. This 
is all your fault. You made me turn my daughter into a stone 
You had better do something. 

OLIVER 
I cannot. I do not have a counter-spell. 

We will do something. 

Well, do it then. 

OCTAVIA-
OPHELIA 

HORACE 

OCTAVIA 
This is not Oliver's fault. It is your fault. If you had 
not been so greedy, he would not have tried to give you 
the golden touch. If you had not promised Lucinda to 
Reginald, none of this would have happened. Lucinda loves 
Bernie and unless you let them get married, we will not 
change them back. 

HORACE 
Let Lucinda marry a gardener? Never! 

OCTAVIA 
Those are your choices. You had better think about it. 

HORACE 
OK, OK. It is not much of a choice. I promise.* Now 
change them back. 

OCTAVIA-
OPHELIA 
(To the children.) 

Do you want us to change them back? All right, then. You 
have to help us by counting to three. Ready? One, two, 
three. 

(They twirl back to Lucinda 
and Bernie. They sprinkle 
fairy dust and wave their 
wands.) 

Two hearts in love we do set free. 
From stone to human_ you will be. 

(Lucinda and Bernie move. 
There is general rejoicing 
The Duchess runs on out of 
breath.) 
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DUCHESS 
Honor, will you please tell me what is going on? 

(She turns and sees Bernie and 
throws herself into his arms.) 

Reginald! Reginald! My long lost son! 

BERNIE 
I am not Reginald. I am Bernie, the gardener. 

DUCHESS 
No, you are my son, Reginald. Four years ago we sent you here 
to meet Lucinda. 

(To Honor.) 
I thought you said he never made it. 

HORACE 
Well, if this is Reginald, I give them my blessing. 

LUCINDA 
Well, if this is Reginald, I will marry him. 

OPHELIA-
OCTAVIA 

Hooray! Now we can graduate from fairy school and get our 
wings. 

(The company begins singing 
to the tune of Happy Gang.) 

ALL 
WE'RE THE HAPPY GANG. 
HAPPY AS CAN BE. 

THE KING HAS GOT HIS GOLD 
AND THE PRINCESS HAS ME. 

BERNIE 

OPHELIA-
OCTAVIA 

WIZARD'S HAPPY, TOO. 
HE'S AS GOOD AS NEW. 
HE NO LONGER MESSES UP, 
WITH THINGS HE HAS TO DO. 

FAIRIES ARE HAPPY, TOO. 
THEY NOW HAVE THEIR WINGS 
THEY NO LONGER WORRY. 
ALL THEY DO IS SING. 

OLIVER 



HONOR-
HORACE 

DUCHESS LOST HER SON. 
FOUR LONG YEARS AGO. 
SHE IS GLAD TO SEE HER SON 
WITH THE PRINCESS JOINED AT LAST. 

ALL 
SO, WE'RE THE HAPPY GANG. 
HAPPY AS CAN BE. 
WE'RE GLAD YOU CAME TO SEE US JOIN 
OUR HAPPY FAMILY. 

THE END 



CHAPTER IV 

EVALUATION OF THE PRODUCTION 

The evaluation committee consisted of Dr. Richard A. 

Weaver, director of theatre; Mr. Ronald Schulz, associate 

professor; Miss Nancy Steele, the theatre costumer; and 

Mona Brooks, children's theatre consultant. The following 

is a transcription of the taped evaluation session. 

Dr. Richard A. Weaver: Will you describe your project 

for Mr. Schulz and Miss Steele? 

Jane Burgess: My project was to build a script for 

children's theatre production through improvisation. 

Mr. Ronald Schulz: Was it designed for a particular 

age range? 

Burgess: No, sir, not really. I have worked with 

plays in the parks before, in which the audience was com-

posed of very small children, an intermediate group, and 

adults. Our group tried to aim in the middle with parts to 

interest the younger people and parts to interest the older 

ones as well. 

Schulz: I asked because in the performance I observed 

the audience seemed to be all very small children. I was 

impressed by how attentive they were even in those adverse 

circumstances where you gave the first performance. I had 
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heard that one divides scripts according to the age group of 

the audience. I wondered whether your script was supposed to 

appeal to a particular group. The story itself seemed to me 

a bit mature for the age of the children that I saw so fas-

cinated by it. That is not an adverse criticism, but rather 

a comment on the effectiveness with which you produced it. 

Burgess: One thing I was worried about was that the 

play was too wordy. There was too much explanation rather 

than action. I did not discover this fact until I began to 

put the scenes together. If we had had more time, I would 

have padded the scenes and made them flow better. 

Schulz: I agree although I feel you had enough action 

to hold that particular audience. Their involvement was 

rather delightful, I thought, during the chase. I'm glad 

you included that part where they participated and answered 

the questions. 

Burgess: I had hoped they would have participated more 

from the beginning. That is the reason I had the fairies 

come in from the audience. I wanted the children to know 

we expected them to answer. However, they did not get 

involved until the chase scene started. Again, if we had 

had more time, I probably could have gotten my actors to 

play with the audience more. 

Schulz: Your script was completely improvised, right? 

Burgess: Yes. 
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Schulz: Did you ever write it down? 

Burgess: Yes, we did. Once the scenes were finally 

set, the actors wrote down their dialogue. When they gave 

me the dialogue, I took out the extraneous words such as "oh" 

and "well" and tried to make it cleaner and smoother. 

Schulz: It seemed to be a much tighter performance than 

most I have seen that have begun with improvisation. 

Miss Nancy Steele: I was very impressed that the physi-

cal action kept the children's attention, yet when the actors 

were talking, the children listened so closely and attentively 

That usually doesn't happen in children's theatre. I saw 

the production twice and I saw two different reactions. 

Mostly, I saw a very positive reaction from the parents which 

meant that they were paying attention, following the story 

line, and were quite caught up in it as were the children. 

I found that quite delightful. 

Schulz: I was more caught up in watching the audience's 

reaction to the play, but I was impressed by the fact that it 

had a good solid form and was not loose. 

Steele: The second time I saw it, there were more 

parents there and they were all mesmerized. How do you feel 

the visual presentation added to your production? 

Burgess: We did not have sets, so we had to do every-

thing through costumes. I think the children were fasci-

nated by the bright costumes and the wizard with his long 
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hair and beard. 

Schulz: I thought that it must be the costumes that 

caught up those very small children. 

Steele: I liked the total look of the people, the hair, 

the beards, the softness of the makeup. Nothing was overdone, 

yet it captured the characters so nicely. I was very pleased 

with what you did with the whole visual aspect. 

Schulz: Who were your actors and where did you get them? 

Were they college students or high school students, or both? 

Burgess: I had two college students. The rest were 

from Monterey High School. 

Schulz: I thought you had a good performance from them. 

Burgess: I felt that they did a very good job consider-

ing the fact that they knew little about improvisational 

acting when we began. We started with exercises to get them 

working and thinking together. Then we improvised scenes 

from other fairy tales and children's stories. I had to 

suggest more to them than I would have had to do if they were 

experienced in improvisational acting. However, in the two 

weeks we had to rehearse, they quickly understood what I 

wanted and worked hard to give that to me. I was very proud 

of the work they did. 

Schulz: Of the things that have been said, your idea 

that you needed more physical action and less talk seemed to 

me the greatest area for improvement. 
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Burgess: I knew we needed action during the entire 

rehearsal period. However, I was not aware of the lack of 

action until we put all the scenes together. By that time, 

it was too late to do anything about it. 

Schulz: The chase worked so wonderfully well. 

Burgess: That is the sort of thing I wish we had been 

able to incorporate earlier. 

Weaver: Did you miss the scenery element? 

Burgess: No. 

Steele: I don't think that the audience did either. 

The props that were brought were sufficient. Anything any-

one needed, they carried out with them. The audience 

accepted that. 

Schulz: You were working in such a compact space that 

scenery did not seem to be needed or appropriate. I think 

it was wise to avoid elaborate scenery. 

Steele: Was the scenery furnished by the Civic Center? 

Burgess: The flats I used in the first production were 

ones the Civic Center had used on the large stage in the 

Exhibit Hall. 

Schulz: They really did not do much except provide 

some masking. They were hardly scenery. 

Steele: The second production had a different type. 

Burgess: The second production I used the Winnie The 

Pooh flats. In the room that we were moved to, there was 
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no stage area at all. We built our entrances using all the 

scenery that was available. All of the children's produc-

tions used the same scenery. 

Schulz: The scenery you had in the production I saw 

was really contributing nothing other than masking. 

Burgess: The Winnie The Pooh flats were also just mask-

ing except that they were painted like a forest. Since this 

play could take place anywhere, they worked. 

Schulz: I would think this play would work well in the 

round. 

Weaver: One of the original objectives was to create 

a play that would play any place. 

Burgess: I was worried at first about the time element 

of the play. I did not want a play longer than forty minutes. 

However, when the play turned out to be only twenty-five 

minutes long, I was worried that it would be too short. I 

realized once we began performing that twenty-five minutes 

was as long as the children could sit still because of all 

the other activity around the fair. 

Schulz: The age those tiny tots were I'm surprised 

you sustained their interest that long. Their span o£ 

interest is really very short. 

Burgess: That is why action is so important to a 

children's play. 

Weaver: Nancy, since you saw the play in two different 
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places, how would you react to it? Does it seem that Jane 

has succeeded in creating a play that could tour? 

Steele: Yes. The staging caused certain problems that 

she conquered each time. The way the flats were arranged in 

the second room gave her different entrances and exits that 

I thought were more effective. I thought that the trees also 

added to the production because there was some color to the 

set. 

Schulz: Was there more space in the second production? 

Steele: Not in terms of staging and certainly not in 

terms of room for the audience to sit. 

Schulz: The chase might have been enhanced if you had 

a little more space and a few more places for them to go. 

Mona Brooks: Perhaps they could have gone out into the 

audience. 

Burgess: Originally, the actors did run into the 

audience. However, once we got into the theatre, I told 

them not to because the stage had a scalloped edge and I was 

afraid the ladies would trip over their long skirts. The 

wizard fell when he tried to jump over it and run into the 

audience to hide. I told the actors to be careful and to 

compensate for it the best they could. Of course, it was 

the first time they had seen the stage. I felt they did 

very well considering their inexperience. 

Steele: The second time I saw the production, an un-
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fortunate thing happened. It was not posted that the group 

was going to appear and we were afraid that there would not 

be a full audience. However, people saw Jane going in with 

her cast and immediately turned around and came back into 

the room to watch. Also, when the cast arrived, they had 

all of fifteen minutes to get dressed, put on makeup, and 

appear on a stage that they had never performed on before. I 

was quite taken with them. They did a wonderful job, walking 

in cold and performing. 

Weaver: In the second performance was the audience re-

action more immediate in the first part? In the production 

that the three of us saw there was that terrible noise drown-

ing out the first few minutes of the play. 

Steele: The second production had everyone's attention 

from the beginning, because we were not competing with any-

thing in the other area. I had trouble listening in the 

first production because of the outer area competition. The 

second production was isolated. The audience immediately 

heard the lines, reacted, and was caught up. I would say 

the second production was very successful. 

Schulz: Yes, although I think for what you were trying 

to do, it was fortunate to have had that first situation. 

You wanted a play that you could do anywhere. The adverse 

circumstances were probably very good for your objective. 

Steele: The performance held those children so well 
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that first show. Everyone was mesmerized. Participation 

from the audience was very good both times. 

Brooks: The time I saw it, a magician had been on just 

before Jane's group. He had used people from the audience 

and had gotten great response from them. By the time Jane's 

group was ready to perform, the audience was warmed up and 

ready to respond to her cast. 

Schulz: That is interesting. Years ago, I used to see 

some of Winifred Ward's productions in Evanston and she had 

a gimmick. She had somebody dressed up as a penguin who came 

out and talked to the audience first. I suppose that was for 

the purpose of getting them warmed up. 

Burgess: I toyed with the idea of using clowns to sing 

songs with the children before the production began. Then 

they would be ready to respond when the fairies appeared. 

Brooks: It is almost impossible to do a participation 

show without a warm-up group. 

Weaver: I thought that was what the fairies were. 

Burgess: I should have had them talk more directly 

with the audience. 

Schulz: They probably could have improvised more there. 

Weaver: I want to discuss the script more specifically. 

Do you suppose the lack of early reaction from the children 

was a flaw in the script or something that the actors were 

not able to do? 
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Burgess: I think the lack of reaction stemmed from 

both a flaw in the script and the inexperience of my actors. 

We had written in places where the audience could react but 

they were places where a yes or no answer would suffice. 

We should have given the children a chance for a more emo-

tional reaction and we should have let them know sooner that 

we expected them to answer. I talked about drawing reaction 

from the audience and my actors understood the concept. 

However, they were too inexperienced to actually accomplish 

it. 

Brooks: Did you do exercises? 

Burgess: Yes, we did. Unfortunately, they had never 

worked with children before, so they didn't know what to 

expect. 

Weaver: After the first experience, did your actors do 

a better job? 

Burgess: I think so. They were more confident. Most 

of the reactions they received just happened rather than the 

actors causing them to happen. 

Steele: The difference in the first and second produc-

tions I saw was really marvelous. In the first, the fairies 

seemed a little stiff and awkward. In the second, they were 

sitting down with the children smiling and warmly talking to 

them. I think the fairies came a long way in their dealings 

with the children. 
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Burgess: I think they could have gotten better if we 

had more time. 

Weaver: Let's describe the difficulties you had and 

their effect on the script. You set out to improvise the 

script and you were running out of time. If you had had 

several more weeks, would you have written the script at a 

different time? 

Burgess: Yes, we would have played more with it. We 

would have worked the scenes in different ways to discover 

the best way. We would have found transitions to make the 

action flow smoother and perhaps we would have padded the 

scenes more with action. 

Weaver: Writing the script was a response to running 

short on time. 

Burgess: I set a time limit for myself. The script 

had to be finished by the end of the first week. We polished 

the action during the second week. 

Weaver: How did you get the script? Did you tape 

record the actors? 

Burgess: They wrote it down. We would rehearse a 

scene enough times to set the dialogue. Then the actors 

would write it down. When I received the scene, I rewrote 

it. 

Weaver: How many times did you perform the play? 

Burgess: We performed four times. The first perform-
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ance was in the Children's Theatre in the Exhibit Hall. The 

other three performances were in the isolated room. 

Weaver: The other room was more successful? 

Burgess: Yes, I think so. 

Weaver: Why? 

Burgess: There was not as much competition to contend 

with. 

Weaver: In improvising the script, did you consciously 

look for a beginning, a middle, and an end? 

Burgess: Yes. I had the play outlined in a scenario 

exactly as I wanted it. 

Weaver: When did you do that? 

Burgess: As soon as I decided on a story line. 

Weaver: At what point did you communicate the story to 

your actors? 

Burgess: I waited until the middle of the first week. 

We needed that time to get to know each other and to learn 

something about improvisational acting. 

Weaver: Did you have your actors do any research? Did 

they all study a version of the Midas story? 

Burgess: No. 

Weaver: This script is their adaptation of the Midas 

story based on their memory? 

Burgess: I told them briefly about the King Midas story 

and then I told them how we were going to change it. 
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Weaver: Given ample time, would you still have given 

them a scenario at a certain stage of the rehearsal? 

Burgess: Yes, because my actors were inexperienced at 

improvising. I felt that giving them a scenario was the 

easiest way to expedite action. However, if the actors had 

thought of better ideas during the rehearsal process, we 

would have explored those. 

Weaver: In your rehearsals, did you work mainly on 

character relationships or were you looking for action? 

Burgess: We worked on both through the script-writing 

process and concentrated on making the relationships con-

sistent during the polishing rehearsals. 

Weaver: Mr. Schulz said he thought the script was tight 

for an improvised script. I think it was too. It was well 

tied together. It appeared to me that the two things you 

did that gave it that unity was making out the scenario and 

then writing the script. Do you think another group of 

actors could take any story and do the same thing? 

Burgess: I think so. 

Weaver: If you had the time and another performance 

date in the future, with the same actors, and you were going 

to continue to perfect this play, what would your next step 

be? 

Burgess: We would work on expanding the script and the 

actor's relationship with the audience. 
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Weaver: Would you do that with the typewriter or would 

you take the script back to the actors and improvise those 

scenes? 

Burgess: We would improvise. 

Weaver: If a director wanted to recreate your production, 

would you advise him to take your script and produce it as a 

one-act play, or to use the script as an outline and improvise 

new dialogue and action? 

Burgess: I would advise the director to start with an 

idea and build the play from there. The dialogue we used 

fit the actors. Other actors might express the same idea 

differently. 

Weaver: In developing the characters, did you give each 

actor unlimited latitude or did you guide each in the type 

of character you wanted him to be? 

Burgess: At the beginning, each actor did what he wanted 

to. As we rehearsed, I began to mold their characters. 

Weaver: You let them decide who was good and evil? 

Burgess: The only evil character we had was the King 

and he was evil because of his greed. We had to build his 

character stronger than it was originally. 

Weaver: What is your evaluation of the project? 

Burgess: For what I was trying to accomplish, I feel 

that it worked. 

Weaver: There was one other objective that was not 
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your original objective when we first discussed your thesis 

project. That objective was where you produced it. Did 

that objective enter into your rehearsal process? 

Burgess: Yes, I tried to stress flexibility to my 

actors. We did not know in advance what our playing space 

would be like and I wanted them to be prepared to make changes 

at the last minute. 

Weaver: The rehearsal process might have been a little 

different if we had gone ahead with the original idea and 

produced the play in the outdoor theatre at the museum? 

Burgess: Yes, because we would have known exactly what 

the space was going to be. We would have been able to plan 

for entrances and exits and probably more work in the audience 

Weaver: Was the ultimate result of this change positive 

or negative? 

Burgess: I think it was positive. I wanted the actors 

to be able to be comfortable performing the play anywhere. 

Weaver: I think that as a project, the play was success-

ful, especially given some of the problems under which it 

was produced. As a script the play was a success. It was 

a tight script for starting from improvisation, but then 

your two steps were the key. Anyone who enters into this 

kind of project should remember those two steps led to some 

success with the play. The actors had a tightly outlined 

scenario to follow and finally a script to rely upon. 



CHAPTER V 

CONCLUSION 

The two goals the director set out to accomplish with 

this project were to create a play through improvisation 

and to create a play that could be performed anywhere. 

These goals were successfully achieved. However, there 

were other elements of the performance that could have been 

improved. The basic problem was a shortage of time. Having 

only two weeks of rehearsal caused the sacrifice of certain 

details of the performance. There was not enough time to 

concentrate on everything. Two ideas that were covered in 

the evaluation with the faculty were lack of sufficient 

action throughout the play and lack of audience response at 

the beginning. Another problem the actors had was with 

concentration. They did not seem to be constantly concen-

trating on what was happening in the world of the play. 

Perhaps they were distracted by the audience being so close 

to them. Believability was strained because of lack of 

concentration. Frequently the characters became shallow and 

one-dimensional. Even though completely developed characters 

were not written into the play, each actor was expected to 

create his character in his own mind and thus bring as much 

life as possible to the character on stage. Despite these 
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problems, the audiences enjoyed the play. After each perform 

ance, children from the audience ran to the actors to touch 

their costumes and to talk with them. The children were 

especially in awe of the wizard who appeared so formidable 

in his long hair and beard. On the other hand, they espec-

ially liked the two fairies, perhaps because, while they 

were childlike themselves, they never condescended to the 

children in the audience. 

The project was successful for the actors. They had 

never worked improvisationally before, nor had they worked 

in such close contact with an audience. Both experiences 

enriched them as actors. 

The project was also a success for the director. The 

two processes that the director learned were key factors in 

minimizing problems during the rehearsal period was exten-

sive planning prior to rehearsal and budgeting the time 

allotted for rehearsals. In subsequent productions involv-

ing improvisational acting, the same pitfalls may be avoided 

because of the knowledge gained from this experience. 
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