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We accept the fact that the actor infuses his (sic] own voice, his
own body, his own gestures—in short his own interpretation—
into the words of the text. Is he not simply carrying ro its ultimate
manifestation whar each of us as readers of the text must do?
(Rosenbilatt, 1978, p. 13)

The combination of reading with dramatic interpreta-
tion—infusing text with the lively play of voice, body, and
gesture—is a notion that seems to hover in America’s literacy
education and goes in and out of focus depending on the
historical period (Robinson, Faraone, Hittleman, & Unruh,
1990). As Martin (1992) suggests, “perhaps at one time in
American history our country could afford schools that sev-
ered heads from hands and hearts,” but this is no longer the
case. Instead, she reminds us that schools should be places
where “mind and body, thought and action, reason and
emotion are all being educated” {pp. 86, 87). Yet, how do we
build a place in school where integration rather than separa-
tion is the norm? Rosenblatr's (1978) metaphor for the con-
nections between drama and reading can be a powerful
reminder of possibilities, for it invites us to establish new
connections among students’ textual experiences and the
social and imaginative worlds students create rogether.

In advocating classroom drama, we support literacy which
shifts meaning and control from teachers and texts to stu-
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dents and teachers who create meaning together as they
interpret, dramatize, and dialogue with texts. We regard lit-
eracy as much more than reading, writing and speaking, and
listening. Literacy is “reading the world” (Freire, 1972) and
“working the world” (Willinsky, 1990) as much as it is reading
or working a text. The classroom that uses drama for alterna-
tive modes of meaning making is a place where “students and
teachers can also be empowered to rethink the world-in-
progress and their place in it” (Apple, 1990, p. xii). [tis a place
that deliberately constructs and reconstructs spaces for learn-
ing that can include students’ muitiple social, cultural, and
expressive knowledge. Thus, drama educates for a freedom of
the imagination in which stdents of diverse cultural back-
grounds can connect with and transform texts in dramatic
interpretations and thereby “surpass the given and look at
things as if they could be otherwise” (Greene, 1988, p. 3).

This chapter is designed to serve as a map to places where
the integration of drama with literacy exists—places of the
heart, head, voice, and hand—all of which lie in the realm of
what Stanislavski (My Life in Art, cited in Cole & Chinoy,
1970) terms “the magic if™:

1 came to understand that creativeness begins from that moment
when in the soul and imagination of the actor there appears the



magical, creative {f ... that is, the imagined truth which the actor
can believe as sincerely and with greater enthusiasm than he
believes practical truth, just as the child believes in the existence
of its doli and of all life in it and around it. From the moment
of the appearance of if the actor passes from the plane of actual
reality into the plane of another life, created and imagined

by himself. Believing in this life, the actor can begin to create.
(pp. 494, 495)

Itis the notion of shifting planes and altering perspectives by
entering a conditional world that is important for players
reading, writing, or enacting a piece of literature or exposi-
tion. To be able to cast themselves in the space and time of
others, to walk between the pages of a book and imagine
“what would happen if ...,” not simply to mouth the lines
and mimic the motions, but to understand, create, and
convey meaning—this echoes Rosenblatt’s (1978) descrip-
tion of the “ultimate manifestation” that readers as well as
actors must do.

As children read and enacr their interpretations, they ex-
press not only the possible worlds of other characters in time
and space but the actual minds and imaginative possibilities
of their own reality. Writers, too, must be able to see their
work as more than “dummy runs” (Britton, 1972); as they
create stories, letters, documents, scientific or historical re-
ports they also engage in “social work” (Dyson, 1993). Writers
in schools use situations to complete both the official work of
the classroom and the unofficial work of negotiating their
social positions with teachers and peers. Drama experiences,
like children's play, can enable students to construct pur-
poses and audiences for their writing. Thus, they simulta-
neously accomplish the official work of the classroom
curriculum, while they move across perspectives and posi-
tions to “place” themselves in multiple social roles both
within and outside the world of the classroom.

We begin this chapter by discussing two kinds of class-
room drama—each of which encompasses a variety of spe-
cific dramatic forms—for commonalties and contrasts. We
then look at these two kinds across the body of dramatic
enactment. We first explore the heart and the head of drama,
combining them to emphasize their integration. We then
carry these concepts into the voice and ultimately the haad
to show how drama fuses emotion and intellect through
communicative channels and action. Throughout these sec-
tions, we emphasize Heathcote’s {(1984) notion of “framing.”
We suggest that children in drama not only try on particular
roles, but experience feelings of commitment and responsi-
bility to dramatic encounters as they interact with new per-
spectives.

KINDS OF DRAMA

Although drama appears in multiple forms, here we explore
two perspectives on drama— one which pays close attention
to the text on the page and one that emphasizes text as a
starting point for exploring meanings beyond the page. The
first entails dramatizing at the center of text and the second
involves dramatizing at the edges of text. Yet, rather than
dichotomize these two dramatic forms, we emphasize that
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both are art forms and both are learning processes. Hughes
(1991) has clarified that there is actually “a complex dialec-
tic” between “drama as an art form” and “drama as a learn-
ing process.” The first focuses on “actor/audience relation-
ship and the semiotics of performance” while the second
“accentuates the paradoxical nature of play in which the
child can be engaged in 2 fictional world while simulta-
neously reflecting upon its symbolic significance” (p. 1). He
goes on to say:

The debate, berween those supporting Drama as a learning me-
dium and those proclaiming the primacy of the art form, has led to
a wide variation in teaching practice. There are some who say 7
teach for art; others see the extension of human empathy as
essential. In Australia, the majority of educational Drama teachers
seem to view both concerns as important. (p. 1)

In this chapter, we take the relationship of drama with
written literary text—particularly the proximal distance be-
tween the two—to be a productive focus for understanding
drama and literacy education and research. Yet, like literary
genres which Fowler (1982) suggests are “not permanent
classes but ... families subject to change” (p. v), the lines
between different dramatic forms often blur. More important,
the distance between literary text and dramatic enactment
often works in accordion-like fashion—shrinking and stretch-
ing to meet the needs of the moment. Our point here is not to
set up definitive categories, but rather to look at two large
families of drama as they exist in classrooms today.

Dramatizing at the Center of Text

Dramatizing at the center of the text places the written piece
of literature or exposition at center stage. Children read,
interpret, and negotiate the enactment of text adhering (more
or less) to the characters, dialogue, and plot written on the
page. Even when written texts are adapted for various forms
of production, McCaslin (1990) suggests that playwrights
“must make every effort to retain the essential elements of the
source material so as not to disappoint or offend the audi-
ence” (p. 161). Many teachers rely on professional play-
wrights and published suggestions (Wills, 1989), while others
prefer to transform tradeboak texts with their children, enact-
ing particular scenes or transforming entire pieces for the
classroom siage. No matter who serves as playwright—teach-
ers, children, or professional playwrights—there is a sense of
remaining “true” to the text on the page.

There are multiple forms that emphasize dramatizing at
the center. Table 41-1 lists and defines three current forms:

Although Siks (1983) suggests that in story theatre “players
are guided to tell the story, to be true to its intent, rather than
to aim to elaborate, digress, or change its theme” (p. 48), her
description could apply to all three of the forms above. As
McCaslin (1990) explains, in all of these forms “the primary
virtue is the text” (p. 280).

Dramatizing at the Edges of Text

When dramatizing at the edges of text, the players do not
have a script, though a story may become a “narrative prop”
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TABLE 41-1. Dramatizing at the Center of Text

Story Theatre

In stary theatre, a narrator (usually the classroom teacher) tells or reads
a story with children seated in a semicircle. Siks (1983) tells us that
there are three basic rules to follow: (a) the rule of the theatre—in which
children take on character or scenic roles and move on stage to enact
a part and off to be an audience for other roles, (b} the rule of instant
action—the children must move the instant a role is called for and then
quickly exit, and (c) the rule of instant cooperation—since roles are not
assigned, children must cooperate to allow individuals to take on
specific parts, though at times, parts can be taken by more than one
player. This last rule also emphasizes the equal distribution of roles so
the play is not dominated by a few eager volunteers (p. 48).

Readers Theatre

Readers theatre is "a form of group storytelling in which two or more
readers present a piece of literature by reading aloud from hand-held
scripts” (Robertson, 1990, p. 2). Children {a) read a story, (b) make
selective and analytical choices in transforming the story into a script
through social negotiation, (c) formulate, practice, and refine their
interpretations, (d) perform for an audience, and {e) evaluate their
performance (Shanklin & Rhodes. 1989). Readers theatre is often
defined by its emphasis on language; performances involve no use of
costumes or props; actors face the audience rather than each other;
characters are brought to life through choices in voice and minimal
gestures (Busching, 1981; Landy, 1982; Robertson, 1990; Sloyer, 1982).

Classroom Theatre

Classroom theatre is a blend of creative drama and readers theatre
that ultimately has much in common with regular theatre. Classroom
theatre takes and reshapes the best from both worlds—offering
children opportunities to {a) participate in theatre games to exercise
their voices and bodies as well as build concentration, and
(b) collaboratively produce theatrical interpretations of selected
scenes in published texts (Wolf, 1994, 1995). Children are encouraged
to think like actors, using the technical vocabulary of the theatre and
the strategies of those on the stage—marking their scripts to note body
mevement and intonation, arranging for a prompter if needed, and
running their lines repeatedly, though they can enact the final
performance with hand-held scripts.

(Heath & Branscombe, 1986) around which students and
teacher raise questions and enact possible situations. Rather
than providing students with words to interpret and enact,
the whole or parts of the narrative become a prop or “pre-
text” for creating a play world which intersects and interacts
with both the world of the story and the actual world of the
students. The pretext, as defined by Rogers and (’Neill
(1993), is the shared beginning point for wide-ranging ex-
plorations of human relations and interpretations. Students’
interpretive actions and discussions around the pretext
will be informed by their personal and social experiences,
their ideas of cultural norms and expectations, and the
imaginative power they bring to experiencing, rethinking
and transforming human dilemmas. Students’ interpreta-
tions and creations of texts arise through improvised en-
counters which enable them 10 explore the ambiguities and
possibilities of the text. Though at various points in the work
some students may watch as others show or demonstrate, no
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FIGURE 41-1 Features of Dramatizing at the Edges of Text

final performance is being prepared: the process is the
product. In a sense, by dramatizing at the edges of the texs,
children’s interpretive processes and perspectives, as well as
the teacher’s role in structuring those processes and per-
spectives are drawn into the center. As Heathcote (1984)
stresses, “When it comes to the interpretation of ideas it is
the child’s viewpoint which is important ... he [sic] is offer-
ing a viewpoint and in return the teacher may offer another
one” (p. 85).

Dramatizing at the edges of the text may take many forms
and be referred to by various names. The terms drama in
education and educational drama (Bolton, 1979; Heathcote,
1984) are used more generically. Story drama (Booth, 1985,
1994, 1995), narrative theatre (Edmiston, Enciso, & King,
1987), and process drama (O’Neill, 1991; O’'Toole, 1992) are
three other descriptive terms. These forms of drama are not
distinctive and in practice overlap. However, all of these
forms of drama are distinguished by their attention to pro-
cess and the teacher’s selection of and participation in en-
counters that may be actually evident in a text or only
implied.

As seen in Figure 41-1, the teacher may focus on one
encounter with children that is fairly close to the actual text.
The teacher may make dramatizing at the edges of the text
more complex in two ways: (1) increase the number of
encounters, and (2) rely less on encounters in the actual text
and more on his or her own aesthetic structuring of the
drama.

There are many forms that emphasize dramatizing at the
edge of text. Table 41-2 lists and defines three current forms,
although it is important to remember that the lines between
these kinds of dramatizing are often blurred. These ap-
proaches to drama, particularly process drama, may seem to
require considerable skills and knowledge related to
theatre and playwriting. Although “doing drama” in these
ways may seem daunting, very rich, accessible drama experi-
ences can be created with reference to some widely known
conventions and principles of sociodramatic play. The follow-
ing touchstones may be useful to a beginning drama and
literacy educator:

(1) The source for creating dramatic images and encoun-
ters is as limitless as the whole array of theatrical and film



TABLE 41-2. Dramatizing at the Edges of Text

Story Drama

Story dramas (Booth, 1995) are generally very focused on a single
encounter or several brief encounters that are elaborated on and
interpreted over time. As teachers work in this way, they use the text as
a basis for determining which characters will be encountered, what
problems inherent in the story are of concern, and what decisions and
actions need to be taken. The players, in turn, interpret the story in
ways which are meaningful to them—an interpretation which may
ignore subtle details of the story or alter the story in substantive ways
{e.g., changing the ending). Although their personal interpretations are
elicited, players are also working within a shared social context. Thus,
the story becomes a pretext to involve the children in ways of negotiat-
ing and dealing with imagining alternative possibilities beyond those in
the text as well as those which they encounter in their actual lives.

Narrative Theatre

In narrative theatre {Edmiston et al., 1987), the teacher also relies on
the text. and may actually read from it. He or she does so initially to
guide students’ actions and interpretations of the words of the charac-
ters or narrator in a story. However, in narrative theatre, students may
beinvolved in numerous encounters covering the full chronology of the
story while the teacher or students read excerpts from the text to set
the scene or, as in readers theatre, devise possible interpretations of a
character’s meaning. Narrative theatre could be located at the mid-
point of the continua in Figure 41-1. Dramatic encounters will be
shaped by both the text and the teacher. The characters and the
author's words can be used, as well as the students’ own writings and
interpretations. The teacher will both structure encounters and partici-
pate inimaginary interactions with the students. The students could be
engaged in encounters implied by the circumstances of the story but
also in encounters imagined by the students and teacher.

Process Drama

Process drama relies more on the teacher's knowledge of aesthetic
structuring through improvisation and the use of theatrical and film
processes and conventions in order to create multiple and carefully
sequenced ways of creating dramatic art with students (O’Neill, 1991,
1994). As with story drama and narrative theatre the teacher can enter
into the fictional world of a text. The text can provide them with an
initial dilemma or situation. However, the original text will scon be
supplemented by the texts which arise among students and teacher as
they interact (Enciso & Edmiston, in press). It is not that a text is absent
from this approach to dramatizing, instead it is "under construction.”

conventions (e.g., tableaux, dreams, mutltiple ‘selves’ speak-
ing across time and space, etc.). Nearly every film uses
time shifts, overheard conversations, or setting changes.
Teachers who begin to pay attention to the ways in which
filmmakers and theatre directors create situations or en-
counters among characters may try these out with students
asthey read, interpret, and write texts. A number of excellent
publications are also available that fully describe a series
of drama encouanters and/or describe theatrical and film
conventions that can be used in drama (Bolton, 1992; Mor-
gan & Saxton, 1987; Neelands, 1990; O’Neill & Lambert,
1983; O'Neill, Lambert, Linnell, & Warr-Wood, 1976,
O'Toole & Haseman, 1988; Swartz, 1988; Tarlington &
Verriour, 1991).
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(2) Following the readingofa story or some part ofastory,
drama can begin with the simple invitation, “Let’s imagine
that. ...” Just as children often initiate play by entering into
an imaginary situation from a book and assign themselves and
their friends various roles (Wolf & Heath, 1992), so also
students in supportive classrooms will adopt imaginary per-
spectives. Students’ involvement in these encounters is often
generated and guided by the features of play that have always
attracted children: They are invited to “be a head taller”
(Vygotsky, 1978), to imagine themselves as participants in a
world where they have power to make choices, to take action,
and to interpret circumstances. In drama, adults and students
speak and interact together with the understanding that the
students have an urgent responsibility to find out, make
decisions, or interpret data. As in play, students are thinking
through situations while they are in the midst of them, as
participants who have the authority to act. They are not
talking about what they would do if they were a certain
character——they are doing it and finding out what it means
to be in a situation and experience the consequences of
actions.

(3) Students may adopt and shift perspectives as a group
rather than as individual actors. For example, children can
imagine they are the parents of children who live near Red
Riding Hood’s family and are concerned about Little Red
Riding Hood’s late return from her grandmother’s house.
They can also shift perspectives to test out possible meanings
or thematic directions implied by the story. For example, if
they shift to the perspective of wolves’ parents, they entertain
a completely different view of ‘wolfish’ behavior than that
portrayed in the folktale. Having taken both parental views
(and other possible perspectives related to the story), stu-
dents are in a position to advise community members on
safety or animal-buman coexistence.

(4) Teachers enter the drama world and adopt positions
alongside or in opposition to the students. Evaluative state-
ments and questions are raised as possibilities that can be
considered rather than regarded as authoritative judgments
that must be accepted. In the scenario described above, for
example, the teacher could adopt the position of a forest
ranger who raises questions about the students’ proposed
standards for safety or planned education of young animals
and humans. The teacher could shift to another perspective,
such as an editor of the local newspaper who sends the
students/reporters to conduct interviews about safety prac-
tices.

(5) In a drama world the teacher can always place herself
in a position of relative (and often fictional) incompetence.
She needs their help or she needs to know something from
them. She can become very inept; for example, she could
represent Red Riding Hood's parent who has no idea how to
track wolves. In addition, the students can often be cast as
“experts” so that they interact from positions of strength and
competence. Students could be expert planners who create a
wildlife refuge. They could be journalists who are expert at
writing for a newspaper or creating a newspaper layout. The
teacher can still “teach” but now she can do so indirectly and
in response to students’ needs. Extended uses of this strategy,
called “mantle of the expert” by Dorothy Heathcote, are
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described in Bolton (1992), Heathcote and Bolton (1995),
Heathcote and Herbert (1985), and Wagner (1985).

DRAMA WORLDS

Blurred and at times extinguished by standardized expecta-
tions for response, Rosenblatt’s (1978) image of reader as
active interpreter through multiple channels of communica-
tion is more often a metaphor for reading than a reality. Yet,
dramatizing at the center and at the edges of the text creates
places that bring the vision to actuality. These places exist in
the hearts, heads, voices, and hands of children and their
teachers as they interpret and integrate the texts on the page
and the texts of their lives.

Places of the Heart and Head

Rather than separate intellect from affect, drama, like life,
weaves the two together—integrating mind and emotion
within the experience and action of specific situations. As
Dewey (1934) noted, the arts are experienced intellectually,
emotionally, and consciously in 2 “union of sense, need,
impulse and action” (p. 25). Vygotsky ( 1986) also emphasized
this union by suggesting that thought is not individual and
detached, bur socially and emotionally constructed:

Thought is not begotten by thought; it is engendered by motiva-
tion, i.e., by our desires and needs, our interests and emotions.
Behind every thought there is an affective-volitional tendency,
which holds the answer to the last “why" in the analysis of
thinking. A true and full understanding of another’s thought is
possible only when we understand its affective-volitional basis
(p. 252).

Many of Vygotsky’s examples of the emotional motivation
behind thought come from his discussions of the dramatic
interpretation of literature. Vygotsky's interest in theatre was
one that began in childhood and extended throughout his
life. As Vygotsky’s sister explained, “I don’t think there was
any period in his life when he did not think or write about the
theatre” (Levitin, 1982, cited in Wertsch, 1985, p. 4). Leaning
on the work of Constantin Stanislavski, actor and artistic
director of the Moscow Art Theatre, Vygotsky suggests that
underneath the written or spoken text lies the subtext of
thought and emotion. An understanding of the subtext or the
“inner life” of the text is critical to actors in the thearre
(Stanislavski, 1961). They need not only deliver lines on stage,
but also create hypothetical affective worlds of their charac-
ters off stage by negotiating among actors, for the “full per-
son” has to interact with other characters/players. The
collaborative and often conditional nature of the construction
of meaning brings actors away from the isolated roles of fixed
characters. Instead, they must play off each other's
roles, listen to the sounds of other’s emotional subtexts, and
respond to meert or question interpretations.

For Dorothy Heathcote (1980}, the dramatic intersection
of heart and head occurs when children in classrooms learn
to “read implications”—to discover the meanings which lie

behind words, meanings which affect the lives of human
beings. She dramatizes predominately at the edges of texts, as
children create characters, scenes, and interactions which
will be structured by the teacher and may be structured bya
text. Heathcote pioneered the strategy of “teacher-in-role” —
the practice of teacher structuring from within the drama by
participating in fictional encounters alongside the students.
Johnson and O'Neill (1984) explain Heathcote's position:
“...the teacher, as the most mature member of the group, has
not merely a right but a responsibility to intervene, since
learning is the product of intervention” (p. 12).

In order to help children and their teachers learn to listen
to and talk with implication, Heathcote and Horda (1980) led
teachers and upper elementary school studenss in a variety of
interpretations surrounding Percy Bysshe Shelley’s famous
sonnet Ozymandias—a tale of a tyrant’s power and his lost
civilization. In one activity, the children constructed 2 mu-
seum with waxworks that captured events they believed
would “show the slow fall of the dynasty of Ozymandias to the
strangers who finally conquered” (p. 13). The children then
explained their exhibits to museum visitors:

Ch. 1 (As Ozymandias) I see the ships on the horizon and I know
deep within my heart that the end has come.

(The attacker) With pride I hold this dagger in my hand to
kill the King of Kings, Ozymandias King of Kings.
(servant of the King) Oh the agony that  could not save my
king. (p. 22)

Ch.2

Ch.3

The words the children used reveal mental states which
are much dependent on emotional interpretation. As
Ozymandias, the child uses the words “deep within my heart”
to suggest that although the mental leap from ships on the
horizon to certain doom is-a feat of cognitive problem solving,
it is sparked by a highly intuitive emotional reaction. The
artacker holds his dagger “with pride” transforming a viclent
act into a moment of intense patriotism for his own country.
And the servant does not distantly discuss the events that
occurred after the King's death, but the “agony” that he felt. As
Heathcote suggests,

Auttudes shape happenings, and events are their result. Each
event, which is the result of attitudes, creates another shift in
attitude (either by change or by refusal to change) and so creates
another event. So the story is what we find we have made, as a
result of the seesawing between attitude producing action, and
action changing attitude (p. 5).

Thus, the stories of Ozymandias that these children made
highlight both the emotional motivation of thought and their
effect on other people. People in their events stress what
Vygotsky (1986) calls “the personal needs and interests, the
inclinations and impulses, of the thinker” (p. 10).

Yet, the intersection of head and heart is more intriguing
when we consider not only individual motivations, but what
happens when the motivations of one meet those of another.
One can easily imagine the scene between Ozymandias, his
attacker, and his protective servant. Lovers are not the only
characters on the stage or in life who are “star crossed,” for
intentions conflict and/or merge through events, solidifying



or transforming subsequent attitudes. Still, the issue here is
not whether Ozymandias and his attacker could ever agree,
but whether the children in these encounters can see
another’s point of view. Through the revelation of their highly
emotional motivations, can players hear the implications of
the others’ lines? Heathcote believes that they can for “the
point of view we have in life often cannot be changed, but in
play and art we can adapt different ways of involving ourselves
in the occasion” (pp. 4, 5).

A more recent study of drama and reading was developed
by jeffrey Wilhelm (1994, in press) for his 6th grade ‘resistant’
readers, who tended to read only for explicitly stated or plot
information. In an effort to enable his students to recognize
their authorial power relative to literature, he involved them
in improvisations of brief episodes from The Incredible Jour-
ney (Burnford, 1961). Students spoke as if they were charac-
ters, crearing responses that were replete with implications,
innuendo, and possible motivations. They explored meanings
implied by the text and, at the same time, began to reinvent
the meaning of reading. As one boy stated, “If you're not
there, in the story, you're not even reading.”

Whether working at the edges or at the center of text,
children learn to read and enact implications. In a study of
text-centered classroom theatre (Wolf, 1993, 1994), one
group of children prepared a production of Tikki Tikki
Tembo (Mosel, 1968)—the story of two brothers who unwit-
tingly take turns falling into the local well. Because of the
brevity of his name, Chang is quickly rescued, though he is
long-suffering for the accident of birth crder which relegates
him to secondary status. However, “Tikki tikki tembo-—no sa
rembo~chari bari ruchi-pip peri pembo” lies long at the
bottom of the well while Chang rushes about in an effort to
save him and simultaneously speak his brother’s great long
name with reverence. A key implication of this text is the
relationship between Chang and his mother—for she gives
Chang little credit and much grief as she dotes on her oldest
son.

Two of the children who worked on this production ex-
plored the emotions behind the actions in their journals.
Henry, who played Chang, wrote, “I am an unwanted boy. 1
act smart.” This brief but telling description captures the
cyclical nature of attitudes shaping action and action con-
structing attitudes. Chang is unloved and “unwanted” so he
attempts to capture his mother's attention by “act[ing)
smart.” From the many discussions that surrounded this pro-
duction, Henry let it be known that he well understood how
children could be ignored and perhaps abused. In one inter-
pretation of the scene, the mother was supposed to yell loudly
at Chang, “Tiresome child, what are you trying to say?” After
shrinking away from the intense eye gaze and loud shouts of
his “mother,” Henry stopped the scene explaining, “Cause |
have enough of that at home.” Perhaps because all the players
could appreciate Henry’s position, they offered a substitute
for menacing violence with a world-weary voice of a mother
burdened with daily duties as well as an incessantly tiresome
boy jabbering at her side.

Inhis own journal entry, Bobby (who played the “mother”)
reflected on the nature of unwanted boys, but he wrote from
the parental point of view expressing the overall disappoint-
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ment that became the essence of his character:

Have you rea|d] Tiki tiki tebo? No then I will tell you all abawt it.
it is abawt a mother and two boys in cinu [China] the two boys
wer stopied {stupid) din’t lisin to thary {their] Mother thay [they]
are lucke thay are alive.

He supplemented his words with an illustration of himself as
parent looming over his two sons floating in the well. The
words that appear in the bubble extending from his mouth are
“1 told yoo so.” Never a part of the original script, these four
words capture the tiredly bitter denunciation of two disobedi-
ent sons, and are reflective of the analytical conversation of
the mind and heart. To get inside another character, speak her
speech and think her thoughts, Bobby attempted to explain
action through intention. The mother had a hard life, taking
care of two relatively disobedient sons. Bobby did not see her
anger directed at Chang as much as at her “favorite son” Tikki
Tikki Tembo who proved to be just as disobedient when he
too tumbled into the well.

As the production progressed, the boys decided to change
the “mother” into a “father” and Bobby was able to under-
stand the parental perspective even more by thinking about
his own father:

Bobby: Well, ... just because like if you're a father and your
favorite son is like on a baseball team ... and you
expect him to do very, very good ... and you tell him
like [deep voice] “Okay, now go and strike out this guy
and make a big home run” [normal voice] and— you
don’t and it gets him really upset and he's like [deep
voice] “you coulda done better than that.” [Returning
to the story] He' s my most honored son and he does
almost whatever I tell him 10 do and [then] he dis-
obeys me and he goes in and he nearly DROWNS
himself. So you know.

Soyou're /irritated./

/That. Ya./Ya. Just like my father sometimes.

Shelby:
Bobby:

Bobby’s choices reveal the disappointment of a father whose
instructions were ignored. As Bobby explained his reasoning,
he moved in and out of the role of the character through
pronoun shifts, speaking as both character (“He’s my most
honored son and he does almost whatever 7 tell him to do™)
and as self (“Just like my father sometimes”). Shifting from the
textual scene to a hypothetical and metaphorical situation
(“like if you're a father and your favorite son is kike on a
baseball team”) allowed Bobby to enter into the thoughts and
emotions of his character—to analyze and to feel the irritation
of a father whose son had let him down.

When shifting into the character’s world, children’s analy-
ses often fall into the hypothetical realm as they justify their
decisions based on details they notice in illustration or word,
on understandings they have about similar characters in real
life, and on their own motivations and intentions. In the
world of drama, children may or may not identify with the
character, but they come to believe in the possibility of their
character. They construct a narrative world for their charac-
ters, imbuing them with intentions. motivations, and reason-
ing that is often not explicit on the page. The performance is
only the surface level; through their decisions the children



