MC Middle School

Major Research Project


Middle School Drama Term 3

Major Research Project

The aim of this project is for you to recognise the significant role storytelling plays in a chosen culture. This assessment is focused on the Arts strand of Understanding the role of the Arts in Society.
Objectives:

· To develop effective research skills.

· To understand the significance of storytelling (as an Art) in the preservation of cultural values and beliefs.

· To build awareness of the different ways a variety of cultures have drawn on the Arts within their society over time.

· To recognise the historical connections between these stories and the values and practices of that culture today.

Your Research Project: 

The Significance of Storytelling.

In small groups (3-4) you will have chosen one of the 20 excerpt of a tale provided by me. You will use this tale as a foundation for your research project.

This project is divided into two sections:

Part 1: A group research project with individual research sections.

While you will work in small groups on one tale, each of you will research a different aspect of that tale as detailed below. It is important that you work collaboratively however, keeping each other informed about your findings and assisting each other through group discussion, because your individual research will be relevant to each other, and effective collaborative work will help bind your whole understanding of the tale.

You will however each hand in an individual, 300 word project report which specifically addresses your research area.

Your individual report will:

· Have your name and MS Group at the top right hand corner of every page.

· Attach an annotated copy of your story.

· Be between 300 – 500 words in length.

· Be neatly hand written or typed.

· Have every page numbered.

· Have a 3cm left margin on each page.

· Indicate your research element – please write the whole question at the beginning of your report.

· Clearly and thoroughly address the question. (Keep going back to the question as you write it to ensure you are on track and have not missed anything.)

· Be different from your other group members! While I acknowledge there will be similarities since some of your research will cross, your own words and research MUST be clear.

· [image: image2.wmf]Be submitted in class in week 7 (the first week of September). If you envision problems with this, I’m sure I will have heard from you by week 6!

Notice the check boxes here…. It may help to use them.

What to do…

There are 4 elements of this project that you can research. Each group member will choose one (different) element. You will need to collaborate to a certain extent, updating each other and working together to understand the ‘big picture’ of your tale: its origins, its meaning, its significance in its culture today, and its relevance (or not) to our Australian society today.

As a group:

Go to http://aaronshep.com/stories/ and search for the full version of your story. At this site you will find some basic information about when and where your story was first published and some links to further research. Use this information as a base for your research – for example:

If your story is Korean and written in the 1850, you would research Korean stories pertinent to that time and place, their purpose and origin, as well as how they are similar or different in Korea now, in terms of cultural values and practices.

DO NOT USE THIS SITE AS YOUR ONLY RESEARCH MATERIAL!

Group member 1:

You need to research the origins of your tale:

· Where and when did it originate?

· What was its purpose? How was it told? (Orally, through play, written?)

· Has the story been adapted over time? Can you find different versions of your tale?

You need to be very thorough in your research. Don’t just give facts and figures; take the time to really examine the origins of your tale. Consider things like the characters in the story – if there is a king for example, why a king? How is a king pertinent to the purpose of the story? Was there a king in place in the country of origin at the tale’s beginning? You need to clearly place the tale in its context.

Group member 2:

You will look at the story’s meaning and purpose in detail:

· What is its message?

· What symbolic and metaphoric objects / people / places / actions are used in the story, and what meanings are they trying to convey?

· Why were these useful symbols and metaphors for the time or purpose of the tale?

As part of your research, identify the value/s expressed in your chosen story - i.e., the character traits exhibited by the characters and whether these traits are admired or ridiculed; what the story implies about the responsibilities of an individual toward his or her community; what the story implies about authority figures and their power within society – are there others?

Group member 3:

You will focus on the links between the values expressed in the story, and the values evident in the time and place of its origin.

· Why was this story relevant in its time? 

· Is its meaning and cultural values still relevant in its culture today?

In performing this research, you should be aware that these stories come to us through a still vibrant oral tradition, which means that while they reflect the heritage of their respective cultures, they can also reflect the outlook and concerns that mark these cultures today – look for this in your research and comment on this in your report.

Find links between these values expressed in the story to the current cultural values or practices of the stories origin. 

Group member 4:

You will compare and contrast the values and cultural practices expressed in the story, to those found in our own society in Perth, Australia, in 2003.

· Identify the values in the tale and how these are revealed.

· Are these relevant to our own society? How or how do they differ?

· What changes would you make to the story in order to narrate the same values and morals in a way that would be recognised in our own society today? Consider characters, symbolic objects, metaphors, time and place, relationships… and others.

Stay focused on the morals and values of the original story. You are looking to adapt only the presentation or representation of these, not the values themselves. Be clear about the similarities and differences ‘then and there’ and ‘now and here’, and use examples from the story, your research on its historic context, and from your everyday life.

Due Date:

In Class, week 7 of term 3 (first week of September)

As an introduction to your research, and consideration of how the morals in parables, stories or fables are used through time and as a way of making a more modern point, you may like to review these sites:

Readings for Analysis, Discussion, & Illustration: 

Reading #1:    http://www.engl.niu.edu/kkeltz/103m57/example/frankl.html
 This link will lead you to an example of how one person used a true story and a parable, together, to explain why many German concentration camp prisoners did not attempt to manipulate circumstance in order to improve their chances of survival.  Instead, many prisoners felt they felt they were safer if they adopted a fatalistic attitude (i.e. they chose to let Fate determine whether they would live or die). 

Psychiatrist Victor E. Frankl, in his book Man’s Search for Meaning, uses a folktale to describe and explain his own fatalistic attitude while he was a prisoner in a Nazi concentration camp during World War II.  

Reading #2:    http://www.engl.niu.edu/kkeltz/103m57/example/weisel.html
 Nobel-prize winning author, Elie Wiesel, who is another concentration camp survivor also uses allegorical parable to describe and explain why he, as a writer, has made the choices he has made ever since World War II.  This link will lead you to the bit of a story that he uses just prior to beginning his novel, The Testament (New York: Summit Books, 1981).

Reading #3: http://www.engl.niu.edu/kkeltz/103m57/example/zinn.html
If Frankl and Wiesel use allegorical parable to describe and explain why they make the choices they do, others use allegory to describe the unjust behaviour of others.  In his revised and updated edition A People’s History of the United States 1492-Present (New York: HarperCollins Publishers, 1995. P134), historian Howard Zinn includes the following story to illustrate how badly the Creek Indians had been hurt by President Andrew Jackson’s policy of removal.

[image: image3.wmf]Part 2: Staging and performing your tale.

This is the fun part!

Now you get to take all the background knowledge you have gained in part 1 of this project, and use it to create an entertaining and meaningful performance. This is a collaborative process and you will be assessed as a whole group. You will be presenting your tale as a ‘Readers Theatre’ Performance using the following reader’s theatre guidelines. But first you need to script you story.

1. Scripting your play

Follow the scripting guidelines in Appendix B.

2. How to construct a readers theatre performance

What is reader’s theatre? 

Reader’s theatre is minimal theatre in support of literature and reading. There are many styles of reader’s theatre, but nearly all share these traits:

· No full memorization. Scripts are held during performance.

· No full costume. If used at all, costumes are partial and suggestive, or neutral and uniform.

· No full stage sets. If used at all, sets are simple and suggestive.

· Narration often forms the framework of dramatic presentation.

Reader’s theatre was developed as a convenient and effective means to present literary works in dramatic form. It relies on a team effort!

Reader’s theatre is a very effective not way to examine and perform multicultural literature.
Equipment you can use:

For reader’s theatre, you really need nothing but scripts. But a little basic equipment can add a lot. Here are some suggestions:

· Script binders. Sturdy ring binders are best. Whatever you use, make sure the pages turn easily. On stage, the binder may also become a prop, representing a book, a notepad, the surface of a table.

· Smocks. These give the readers a team look, yet are also neutral—so readers can easily change character in the minds of the audience. The smock can be a simple rectangle of cloth with a head hole, fastened together at the sides. ‘Theatre Blacks’ (i.e. everyone dressed all in black) is also a good idea – maybe using a simple dress item to distinguish character – a scarf, hat, belt, or prop.

· Chair-height stools. These are your most useful props. For some stories, you won’t need any; for others, you may need one for each reader on stage. They must be solid enough to stand on!
· High stools. One or two should be enough. These too should be solid enough for standing.

· Portable screens. These are strictly optional, but they’re fun to use if they’re handy. They provide an alternative for entrances and exits and for some special effects.

· Small props. These can sometimes add nice touches—as when a Pied Piper has a tin whistle to play.

Script Handling

The trick with scripts is to handle them so they can be referred to easily but don’t seriously restrict movement or distract the audience. The script is held by one hand only, leaving the other hand free for acting. For a relaxed grip, the binder spine can simply lie in the palm. If readers are moving around a lot, they can instead grip the binder’s top edge. Part of the binder rests against the upturned forearm.

Right-handers hold a script with their left hand, left-handers with their right. But sometimes a reader may have to switch hands, if a particular hand is needed for stage action, or if looking at the script turns the reader too far from the audience.

Though readers don’t need to memorize, they should know their lines and cues well enough so they can look up from their scripts about half the time. When they do look down, it’s only with the eyes, keeping the head straight up.

You will have to be flexible about script handling. A character who has to look upward for much of a scene may have to memorize part of the script. A narrator who has a long speech may have to run a free hand along the edge to keep the place. A reader who will have no free hand when a page must be turned can place that page backward in the binder to get two pages facing.

The “Set”

You don’t construct sets for reader’s theatre—but you can suggest them. The narrator’s (if you have a narrator) descriptions are brought to life by the readers’ movements and mime. If a reader opens a door, we see it. If readers hang ornaments on a Christmas tree, we know right where it is.

Stools are among your chief aids for suggesting sets, as well as being practical props. Three short stools in a semicircle can be a dining room. Two short stools close by each other can be a bench in a park, or a roof ridge atop a house. A single high stool can be a throne room. A high stool with a short stool next to it can be a tree to climb, or a mountain. An area with no stools can be anything at all!

As in theatre, you start designing your “set” by figuring out what locations your script calls for. Then you position those locations on your stage in whatever arrangement works and looks best. Look for ease of reader movement, stage balance, and openness to the audience.

Readers can move to different stage areas for different scenes. Or they can stay in the same area and you can “change the set.” Or the set can move to them! For instance, a reader could move from room to room in a house just by walking in place, climbing some stairs, and opening some doors—all without moving an inch.

Reader Movement

After designing your “set,” decide where your readers will start and where they will go. 

Drawing a series of movement diagrams can help you spot problems, save time during rehearsal, and jog your memory the next time you use the script. In one simple diagram system, circles are low stools, double circles are high stools, crosses are readers, and arrows show movement.

A sample of a movement diagram is attached in Appendix A.
To go “offstage,” a reader doesn’t need to actually leave the area but can instead go BTA—“back to audience.” This indicates to the audience that the reader is out of the picture. If sitting on a stool, the reader can usually just turn around on it. If standing, the reader should also get out of the way by moving toward the back of the stage. Narrators seldom go BTA, even if they’re not reading for a while.

In regular theatre, the curtain or the lights coming down indicates a “scene change”—a jump in time and/or place. In reader’s theatre, this change is shown by some kind of break in movement. For instance, the readers can all “freeze” in place like statues. Or they can turn BTA, freeze, and then come back in. Or they can freeze, and then cross the stage for the next scene. If one scene in the story flows smoothly into the next, without a jump, you may not need a break at all.

Mime and Sound Effects

Whatever action is described in the script, readers should try either to do it or else to suggest it through mime. If someone is eating, we should see the fork carried to the mouth. If someone is hanging in the air, we should see the arm pulled tight by the floating balloon. If someone is racing a horse, we should see the galloping hooves.

The key word here is “suggest,” because the movements are often far from realistic. For instance, it’s hard to take off a coat realistically when one hand holds a script. Readers quickly learn to sleep sitting up, with their heads bent to the side. And walking in place is a reader’s favourite mode of travel.

Though formal mime techniques aren’t required, they do add polish to a performance. It’s always good to draw on proven tricks for walking in place, climbing up or down stairs or ropes or ladders, lifting or pulling heavy objects, flying, falling, and so on. Look for library books on mime, or invite a local mime to conduct a workshop.

Part of successful group mime is being aware of the invisible. If a stool is meant to be a chair at a table, make sure no one walks through the table! Even a door that’s invisible shouldn’t shift position as different people pass through it. If two characters look at a picture on the wall, they will hopefully agree where it is!

Sounds in the story too should be added where possible—explosions, wind, bees, roosters, whatever. To help the illusion, this is usually handled by readers who are BTA.

Focus

Focus refers to where the readers are looking. Most of the time, it’s simple: 

· Narrators use audience focus—they look straight at the audience. 

· Characters use on-stage focus—they look at whomever they’re talking to, just as in plays or real life.

· But sometimes you may want characters to use off-stage focus. The readers imagine a screen facing them, as wide as the stage, set up at the front edge of the audience. On this screen they imagine a mirror image of all the readers. Then instead of talking straight to each other, they talk to each other’s image. If you prefer, you can “move” the screen farther from the readers.

Offstage Focus
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The most important use of off-stage focus is to help create illusions of distance or height. Two characters on the same stage but using off-stage focus can shout and wave at each other as if a mile apart. If one looks upward and one looks downward, you have a midget talking to a giant, or a woman in a window talking to a man in the street.

Characters can at times also use audience focus, addressing comments directly to the audience. They might also use this focus if the audience is drawn into the story—as might happen, for instance, if the audience suddenly becomes a hill completely covered with cats.

Beginnings and Endings

One reader should introduce the story with at least the title and the author. Beyond that, something can be said about the story, about the author, or about the performance. Just don’t give away the plot!

After the introduction, the readers wait to begin until they’re all in place and frozen and the audience is quiet.

At the end, the last words are spoken slowly and with rhythm, so the audience knows the story is over. Everyone recognizes the ending “hap-pily ev-er af-ter.” But the same effect can be achieved with almost any words by reading them in a “slow three.”

When the story is finished, the readers freeze for a long moment to break the action. Then they close their scripts, face the audience, and bow all together. You may want to assign one reader to lead this closing sequence.

Beginnings and endings should be rehearsed along with the story so they’ll go smoothly.

Preparing to perform

Here are instructions you can follow—individually or in a group—to prepare your scripts and get familiar with your parts.

Highlight your speeches in your copy of the script. Mark only words you will speak—not role tags or stage directions. (Yellow non-fluorescent marker is best.)

Underline words that tell about anything you’ll need to act out—words in either the stage directions or other readers’ speeches. If you’re given extra stage directions later, write them in the margin with pencil.

Read through your part silently. If there are words you’re not sure of, look them up in a dictionary. If there are words you must remember to stress, underline them. If there are places you’ll need to pause, mark them with a couple of slashes, //. (For instance, you may have to pause so the audience will know there’s a change of scene or time in the story.)

Read through your part out loud. If you’re a character, think about how that character would sound. Should you try a funny voice? How would the character feel about what’s happening in the story? Can you speak as if you were feeling that?

Get up and read through the script again, trying out faces and actions. Would your character stand or move a special way? Can you do that? If possible, do all this in front of a mirror.

Rehearsing

Here are some pointers you should remember both in rehearsal and performance.

· Hold your script at a steady height, but make sure it doesn’t hide your face. If there’s anyone in the audience you can’t see, your script is too high.

· While you speak, try to look up often, not just at your script. When you do look at it, move just your eyes and keep your head up.

· Talk slowly. Speak each syllable clearly.

· Talk loud! You have to be heard by the little old deaf lady in the back row.

· Talk with feeling. Audiences love a ham!

· Stand and sit straight. Keep your hands and feet still, if they’re doing nothing useful!

· If you’re moving around, face the audience as much as you can. When rehearsing, always think about where the audience will be.

· Characters, remember to be your character even when you’re not speaking.

· Narrators, make sure you give the characters enough time for their actions.

Performing

In your groups, consider how you will handle the “what-ifs...”

· … the audience laughs?

Stop speaking until they can hear you again.
· … someone talks in the audience?
Don’t pay attention.
· … someone walks into the room?
Don’t look.
· … you make a mistake?

Pretend it was right.
· … you drop something?

Try to leave it at least till the audience is looking       somewhere else.

· … a reader forgets to read?

Wait – then if it’s clear they are not going to remember, see if you can read their part instead, or make something up, or maybe just skip over it. But don’t whisper to the reader!
· … a reader falls on their rear end?
Pretend they didn’t and keep on keeping on!
Sourced with permission at http://www.aaronshep.com/rt/Tips2.pdf
Appendix A

Movement Diagram

Appendix B

Scripting Guideline

Follow these steps to accurately and effectively script your play.

1. As a group, read the story and decide where your story should be divided into acts.
· You should have at least 3 acts, which clearly divide the story into a beginning, middle and end – indicate this on a copy of your story.

2. Determine and list your characters.

· You may need to adjust your characters slightly due to your group numbers.

· Write a brief description of each character – consider looks, personality, social position, age, and relationship to other characters.

· Decide if you are going to use a narrator.

3. Working on each act at a time, highlight any speaking parts. 

· These will be evident because they are in quotation marks in your story, or signified by something like…the prince SAID…

· Be creative though – you may like to create speaking parts where they are not initially obvious, eg: you might turn a sentence which reads…Peter was worried that he’d be late… into a speaking part by Peter such as “Oh me oh my, I’m going to be late!”

· Establish what (if any) narration will be used.

4. In a different colour or manner, highlight actors stage directions: movement or emotive cues such as ‘quietly’ or ‘rushing’ or ‘surprised’ or ‘hesitantly’ or ‘pointing at David’ or ‘David enters’ etc.

5. In a different colour or manner, highlight set and sound descriptions.

· Try to keep settings to a minimum – adjusting your story slightly if necessary.

· Think about what sound effects will be practically possible during performance.

6. Write it up!

· Use the following page format.

Cinderella Wormwood

Act One

The Wormwoods’ house. Cinderella is scrubbing the floor and she stops to wipe her forehead. At that moment Frumpella and Whinella ENTER.

Frumpella:
(to Whinella, staring accusingly at Cinderella) Did you see that? She wasn’t doing her work!

Whinella:
(pointing at Cinderella and calling in a whiny voice) Mother, Mother! Cinderella wasn’t doing her work.

Frumpella:
You’re in trouble now Cinderella. Mother doesn’t like lazy servants.

Whinella:
(shaking her head) No she doesn’t. And we caught you.

Frumpella:
(glaring at Whinella) I caught her!

Whinella:
(Indignantly) Well I was there too, I could have caught her.

Frumpella:
(pushing Whinella) Could not!

Whinella:
(pushing back) Could too!

Frumpella: 
(louder) Could NOT!

Mrs Wormwood ENTERS

Mrs Wormwood:
Frumpella! Whinella! Quiet!

The sisters are quiet but stick their tongues out behind their mother’s back.

Stage and set directions in italics or different colour if hand written.





Character names in Bold or underlined if hand written.





Tab space between Characters and speech or prompts.





Actor prompts in italics and brackets.





Actor’s lines in normal text





Stage directions in italics, centered, and new line. Different colour if hand written.








Enter or Exit prompts in capitals. 








Tracy Veale-Chan
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