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Mission Statement

Our goal is to educate students to be competent and responsible oral communicators able to adapt to personal, public, and professional situations in appropriate and effective ways while sending and receiving verbal and nonverbal messages.
This is not meant to be the “ultimate” curriculum resource guide – this is a living document that will evolve and change to aid teachers at multiple levels:  from the first year teacher to the seasoned pro!  Please send suggested revisions, additions, activities, and resources to

Rozilyn Miller

University of Central Oklahoma

Department of Communication

100 N. University Drive

Edmond, OK  73034

(405) 974-5586 (office)

(405) 974-3879 (fax)
rozmiller@ucok.edu
ORAL INTERPRETATION
DEFINITION: “Interpretation is the process of studying and performing text.”  (Yordon, Roles in Interpretation, 2002). 

GOAL: This unit of study focuses on selecting, analyzing, adapting, and preparing worthwhile literature (prose, poetry and drama) for public performance and/or competition.  
NOTE TO THE TEACHER: Oral interpretation is a valuable activity to foster enjoyment of literature and to improve vocal expression which is desirable in speaking, debate, and theatre as well as in personal, public, and professional situations throughout life.  Oral interpretation units may be coordinated with English and literature classes to enhance the enjoyment of reading and literature.  After the initial development of skills, students can further enhance their oral interpretation abilities by participating in the Oklahoma Secondary School Activities Association (OSSAA) forensic events.  Students participating in OSSAA forensic tournaments should choose and develop material gauged as being appropriate by the OSSAA Rules and Regulations.

OBJECTIVES: Upon completion of this unit of study, the student will:

(1) Define oral interpretation.

(2) Distinguish the similarities and differences between oral interpretation and public speaking.

(3) Distinguish the similarities and differences between oral interpretation and acting.

(4) Define five common types of interpretation.

(5) Recognize forms of literature.

(6) Select worthwhile literature.

(7) Utilize the elements of audience analysis in choosing material.

(8) Analyze material.

(9) Cut material.

(10) Create an introduction.

(11) Prepare material.

(12) Practice the technical skills for interpretation delivery.

(13) Demonstrate mastery of the techniques necessary to communicate complete, accurate, and rich meaning from the printed page in actual public presentations.

(14) Evaluate oral interpretation presentations.

(15) Know and follow Oklahoma Secondary School Activities Association oral interpretation rules and regulations, if competition is desired.
(16) Practice appropriate tournament protocol and ethics.

Teachers that intend to participate in competitive interpretation events at tournaments should contact:

Oklahoma Secondary School Activities Association

Box 14590

Oklahoma City, OK  73113-0590

(405) 840-1116 (office)
(405) 840-9559 (fax)

http://www.ossaa.com

This office is responsible for governing competitive speech activities throughout Oklahoma.  They publish an annual OSSAA Speech/Debate: Regulations Manual that spells out guidelines for membership and the rules and regulations of the different events.  The manual is available online.
CONTENT OUTLINE

I. 
Oral interpretation is the analysis and the performance of text (literature) which requires three necessary components: text, performer and audience. (1)

A.  
Text includes the traditional concept of literature such as prose, poetry, and drama


in epic, lyric or dramatic modes, as well as nontraditional concepts of literature


such as letters, diaries, autobiography, interviews, oral history, personal narrative 


and conversation. (1)

B.
Similarities and differences exist between oral interpretation and public speaking.


(2)

1.  
Similarities include standing before an audience to share ideas/feelings and 

addressing the audience directly.

2.  
Differences usually include the following:

a.  
In interpretation, the interpreter is bound by the words of the text; 

uses another person’s words that may or may not reflect the 

interpreter’s true feelings and attitudes; and suggests other 

characters.




b. 
In public speaking, the speaker typically will use an 




extemporaneous delivery from an outline; will use original work 




that conveys the speaker’s attitude and feelings; and will remain 




her/himself.

C.  
Similarities and differences exist between oral interpretation and acting. (3)

1.  
Similarities include taking on the role of another and performing in front of 

an audience.

2.  
Differences usually include the following:

a.  
Interpretation utilizes all literary texts; maintains an offstage focus; 

may have script in hand; creates scene from the imagination; 

performs in a small room, close to the audience; uses minimal 

gesturing and movement; and may play many roles.

b.  
Acting in theatre utilizes only drama; uses onstage focus; does not 

hold script in hand; incorporates costumers, makeup and scenery; 

performs on stage separate from the audience; uses gesture and 

movement extensively; and generally plays only one role.

D.
Note to teacher:  In all cases of appearing in front of an audience (public speaking, acting, oral interpretation, etc.) communication apprehension may occur.  The teacher should go to great lengths to create a safe and accepting atmosphere to help all students who suffer from this apprehension.  Ice breakers are included in the activities that will follow. (2, 3)  Also, OSTCA has a curriculum resource guide for communication apprehension.

E.
Five common types of oral interpretation performances: (4, 5)
1.
Prose – any published worthwhile literature except poetry or drama.  Examples include selections from short stories, novels, autobiographies, diaries, etc.

2.
Poetry – any published worthwhile literature written in poetic form.    

3.
Dramatic Interpretation – any published worthwhile literature in which characters engage in dialogue throughout.  Examples include plays, screenplays, books, etc.

4.
Humorous Interpretation – any published worthwhile literature in which characters engage in dialogue throughout.  Examples include plays, screenplays, books, etc.

5.
Dramatic Duo Interpretation - any published worthwhile literature involving the portrayal of two or more characters presented by two individuals in which an offstage focus must be maintained.  Examples include plays, screenplays, books, etc.

II
Students should take great care in choosing a selection. (6)

A.  
Should read a wide range of relevant and meaningful literature.  (This statement 

assumes the inclusion of multicultural literature.)

B.
Should ask themselves the following questions when choosing material:


1.  
What topics are important to me?


2.  
What do I like?


3.
Will I be able to relate to this material?


4.
Will this challenge me?


5.
Will this material read well aloud?


6.
Is this material multidimensional?


7.
Is this material universal - will it appeal to a wide range of people?

C.
In choosing a prose selection, a first person piece is usually considered easier for 

students to effectively communicate, but the individual talent of the student should 

be the determining factor.

D.
In choosing poetry, the student can either choose one long poem or a collection of 

several poems with a central theme.  Students should choose poetry that reads well 

aloud and may want to avoid singsong rhyming poetry or work to break up the 

rhyming pattern.

E.
In choosing a dramatic interpretation, selecting a piece with dissimilar characters 

can make differentiation easier.

F.
In choosing a humorous interpretation, selecting a piece in good taste is important. 

Humorous interpretation lends itself to exaggeration, but must take care not to 

become offensive (see OSSAA Rules and Regulations).

G.
In choosing a dramatic duo interpretation, consider pieces that do not require 

extensive physical action as scripts must be held and movement is limited.

H.
The audience must also be taken into consideration when choosing material: (7)


1.
Is there a specific occasion?


2.
What is the composition of the audience?


3.
How many people?



4. 
What are the demographic factors: age, education, culture, 
occupation, economic status, religious affiliation, ethnicity, gender, etc.?



5.
What brings this group of people together?



6.
Is the selection appropriate for this audience?



7. 
If tournament competition is the goal, OSSAA rules and regulations must be followed and guidance must be provided by the teacher/coach.
III
The student will analyze the selection. (8)


A.
Look for important background information on the author or the selection.

B.
Find the author’s meaning and the student’s own personal meaning by using dramatistic analysis:


1.
Who is speaking?


2.
To whom is the speaker speaking?


3.
About what is the speaker speaking?


4.
When and where does the action take place?


5.
Why is the speaker speaking?


6.
What happens?

C.
Examine the plot structure of the selection.


1.
Exposition.


2.
Inciting incident.


3.
Conflict.


4.
Rising action.


5.
Climax.


6.
Falling action.


7.
Resolution.

D.
Analyze each character.


1.
What are the physical characteristics?


2.
What are the social characteristics?


3.
What are the psychological characteristics?


4.
What are the moral characteristics?


5.
What is the general nature of each character’s personality?


6.
What is each character’s life history and habits?


7.
What is each character’s attitude toward life?


8.
How does each character behave?


9.
How does each character’s behavior make us respond?
E.
Determine the emotional aspects.

1.
What is the mood or moods?


2.
How is it achieved?

F.
Examine the language of the selection.

1.
Increase vocabulary by analyzing the words to determine the meaning, keep in context, and check proper pronunciation.

2.
Look for possible dialects or other language clues that would influence the interpretation.


G.
Study the themes of the selection.


H.
Write a subtext for each character.



1.  
Subtext can be defined as the unspoken lines of the text, in other words reading between the lines.  


2.
Subtext is created by factoring all the above into context with the text.  

3.
If the student understands what is in the head of the character before the character speaks, a stronger more lifelike interpretation occurs.

IV
The student will cut material. (9)


A.  
Cut the material in terms of the student’s purpose.


B.
Retain the central idea, mood and emotional tone of the selection.

C.
Cut sections that serve exposition purposes.  This information can be quickly given in the introduction.

D.
Use one scene or a combination of important portions of several scenes.

E.
Complete scenes can be deleted if the cutting will still make sense.

F.
Cut minor characters as long as the cutting will still make sense.

G.
Sustain continuity.

H.
Eliminate anything that does not enhance the author’s intent.

I.
Eliminate unnecessary wording such as “she/he said” or descriptive adjectives that the student could illustrate nonverbally.

J.
Cut long descriptive passages.

K.
Have a clear structure with a beginning, a middle, and an end incorporating a plot structure with an inciting incident, conflict, raising action, climax, falling action and resolution.

L.
With the exception of the introduction, the cutting is usually stronger if it has an unbroken progression without the intrusion of narrated transitions.

M.
Needs to build to a climax.

N.
Powerful reversals within a scene strengthen a cutting.

O.
The cut material should flow smoothly.

P. 
Meet time limits.

1.  
Have students read through the material at the proper pace for the interpretation while cutting material, allowing for dramatic pauses, etc. 
2.
Keeping stop watches handy will help.
V.  
The student will create an introduction. (10)


A.  
Needs to grab the attention of the audience immediately.

B.
Needs to give the minimum amount of information necessary for the audience to understand the selection.

C.
Needs to establish the tone and mood.

D.
Must include the title and author.


E.
Include any biographical or background information that would be interesting or important for the audience to know.


F.
Should sound fresh and natural; avoid the use of cliché.


G.
Must be the original wording of the student.


H.
Design the introduction to meet the needs of the specific audience.


I.
Should be brief: 15-60 seconds.


J.
Maintain direct eye contact with audience while delivering the introduction.


K.
If playing multiple characters, generally each character is introduced.

L.
A popular format for the introduction includes starting with a brief “teaser” from the selection of no more than 60 seconds, then breaking to deliver the completely memorized introduction, then returning to the selection.


1.
“Teaser” is a section from the material that is being interpreted;  
however, it should not be repeated again after the introduction has             
been stated.

2.   
Should gain the attention of the audience.
3.   
Should set the tone for the selection.
VI
The student will prepare the material. (11)


A.  
Read the material aloud over and over and over.

B.
Mark the selection for changes in tempo, mood, intensity, phrasing, volume, character changes, pausing as deemed suitable by the character analysis.

C.
Sharpen observation powers and increase sensitivity to emotions.

D.
Think critically and creatively to strengthen imagination.

E.
Should have the material memorized to the point where the eye focus is away from the manuscript about 90% of the time.

VII
The student will practice the technical skills for interpretation delivery. (12)

A.  
Demonstrate flexibility in the use of vocal factors such as breath control, volume, projection, stress, pitch, rate, pausing, quality, intensity, diction, pacing and vocal variation.

B.
Demonstrate skillful use of nonverbal communication such as facial expression, posture and movement of head, shoulders, arms, hands and bodily movement to suggest the actions in the selection.

C.
Eye focus helps to achieve character placement.


1. 
Open focus: when characters talk directly to the audience.

2.
Semi-closed focus: when characters talk to inanimate objects, muses, or a higher being.

3.
Closed focus: when characters speak to each other or when one speaker addresses a silent listener.

4.
Inner-closed focus: when characters talk to themselves.

5.
Students should choose the eye focus appropriate to the selection.

6.
If appropriate, all of these can be utilized within the same selection.

7.
Note:  Most oral interpretation textbooks will provide illustrations of the different types of eye focus which will provide a better understanding.
D.
Character placement (i.e. focal points) is helpful when more than one character is involved.


1.
Look immediately above audience members’ heads to place characters.


2. 
Angle eyes slightly down or up if a height difference between characters is necessary.


3.
If performing two characters, place them slightly to the left and right of center.

4.
If more than two characters, place the most important character in the center and place additional characters on either side.

5.
Advanced students may be able to differentiate the vocal characteristics and physicality of each character sufficiently to be able to keep all characters in a central placement.

6.
When choosing placement, consider the height of the character and in the case of duos, the height of each partner.  


E.  
Utilize effective rehearsal techniques to attain a polished delivery.

5. Read and re-read to ensure proper emphasis is given to author’s ideas, mood and spirit.

5. Use a conversational tone in the introduction.

5. Create characters as real people by distinct vocal and physical differentiation.

5. Practice using “slicks” (81/2" x 11" black construction paper backing with a plastic sleeve in which manuscript pages can be inserted) which hold the manuscript.  (See OSSAA rules for the events which require slicks and the events which require complete memorization.)
5. Practice in front of a mirror.

5. Audio and/or video record rehearsals and performances to self-critique.

VIII
The student will demonstrate mastery of the techniques necessary to communicate complete, accurate and rich meaning from the printed page in actual presentations. (13)


A.
Gain rapport with the audience.


B.
Make listeners think, see and feel what the student believes the author thought, saw and felt.

C.
Demonstrate by oral reading her/his sensitivity to the mood and feeling of the selection being read.

D.
Communicate vicarious experiences with feeling.

E.
Demonstrate skill in placing characters and focusing thought.

F.
Recreate vivid images from the printed page.

G.
Develop poise and self-confidence.

H.
Exhibit an awareness of appropriate personal appearance.

I.
Create a mood before the reading begins and sustain the mood after she/he finishes reading.

IX
The student will evaluate oral interpretation presentations. (14)


A.
Students benefit from the opportunity to evaluate presentations.


1.
Evaluate classmates.



2.
Attend forensic tournaments and evaluate competitors.



3.
Attend public performances of oral interpretation.


B.  
Students also benefit from doing self-evaluations.

C.
In evaluating, students need to specifically focus on being objective, specific, interpretation-centered, constructive, and encouraging.

X.
OSSAA sanctioned interpretation events currently include prose, poetry, dramatic interpretation, and humorous interpretation.  NFL competitions also include duo interpretation.  For specific information on the rules and regulations for these events, contact the specific organization. (15, 16)  Rules may change from year to year, so teachers must consult the most recent OSSAA rules and regulations in order to be current.  For a description of the oral interpretation OSSAA events according to the rules for 2002-2003, see the following information taken from the OSSAA website:  http://www.ossaa.com/partners/ossaa/non_athletic_activities/speech/sp_rule11.html
All violations of rules marked with an * are subject to the protest process which leads to disqualification.

Prose 

*1.  
This event is limited to students in grades nine and ten. 
2. 
The purpose of this contest is to stimulate the student to find the meaning of printed Prose and to communicate the meaning orally to her or his listeners. Participation in the contest should also assist a student to develop critical techniques in the evaluation of Prose. Oral interpretation of Prose is to convey subtleties of meaning of Prose and feeling through vocal control and must be from a novel, short story or essay. 
3. 
Gestures, if used at all, should be used sparingly. The interpreter is to get his effect primarily through vocal changes and changes in facial expressions. Character voices are acceptable; however, physical placement of characters (eye focus on other imaginary characters) is not allowed. Eye contact should be directed toward the audience. 
*4. 
Prose for the purpose of this contest is defined as any published material of literary merit except poetry or drama. 

5. 
The reader may edit or cut his material as she/he sees fit. 

*6. 
The book or manuscript must be in the hands of the reader. 

7. 
The time limit, including the introduction, is eight (8) minutes. 
*8. 
All performances must be void of profanity, vulgarity, nudity and obscenity. Use of these may result in lowered ranking or disqualification by the judges and the student and a protest filed with the tournament director.

Poetry

*1. 
This event is limited to students in grades 11 and 12. 
2. 
Each contestant is to give an introduction to her/his program. The purpose of the introduction is: (a) to arouse and stimulate the interest of the audience in what is to follow; (b) to reflect adequate understanding by the reader of the author and her/his works, particularly in the selection read; (c) to make the audience feel that the reader appreciates an opportunity to read to them, and that she/he has a real, lively, and enthusiastic interest in the selection. 
3. 
Gestures, if used at all, should be used sparingly. The interpreter is to get her/his effect primarily through vocal changes and changes in facial expressions. Character voices are acceptable, however, physical placement of characters (eye focus on other imaginary characters) is not allowed. Eye contact should be directed toward the audience. 

*4. 
Material used in the performance must be all published poetry. 

5. 
The reader may edit or cut her/his material as she/he sees fit. 

*6. 
The book or manuscript must be in the hands of the reader. 

7. 
The time limit including the introduction is eight (8) minutes. 
*8. 
All performances must be void of profanity, vulgarity, nudity and obscenity. Use of these may result in lowered ranking or disqualification by the judges and the student and a protest filed with the tournament director.

Humorous Interpretation and Dramatic Interpretation 

*1. 
Dramatic and humorous interpretation are to be defined, for practical purpose of this contest, as material in which persons or characters other than, or in addition to, the author speak throughout. The material should have sufficient merit to justify careful study and preparation by the student. 

*2. 
Material must be from a single work of published worthwhile literature, using the same diction that the author has used in the original manuscript. (Materials taken from a recording will not be accepted.) 

*3. 
Additional wording may be added only for the purpose of introduction, transition, and conclusion. Transitions must be a vehicle for time or location change only. Total time of introduction, conclusion, and all transitions may not exceed 2 minutes. Authors wording may not be altered except to delete vulgarities and offensive language. 

4. 
The performance should include an introduction designed to prepare the audience favorably for the material to be presented. 

5. 
The maximum time including the introduction is not to exceed ten (10) minutes. 

*6. 
Properties shall not be used. There is to be a minimum of physical movement below the waist, and no adjustment of clothing. 

a) Examples NOT PERMlTTED: Kneeling on one or both knees, squatting, jumping, sitting down or lying down. 

b) Examples PERMITTED: Shifting weight on one or both feet, moving of one or both feet, slightly bending one or both knees, turning, and a minimum of walking. 

*7. 
A contestant must remain in a standing position. 

*8. 
This is a memorized event. Use of a script is prohibited. 

*9. 
A photocopy of the original published script must be available at Regionals and State. This photocopy must have all lines highlighted if they are to be performed. A typed copy of all transitions must also be available. Each separate transition must be numbered with the correct corresponding number placed in the script at the appropriate location. Penalty for failure to have available or follow proper form is disqualification.  

10. 
Prompting from the audience is not allowed; penalty is at judge discretion. 

*11. 
All performances must be void of profanity, vulgarity, nudity and obscenity. Use of these may result in lowered ranking or disqualification by the judges and a protest filed with the tournament director on the Protest Form.

Dramatic Duo Interpretation
Duo Interpretation is not an OSSAA officially sanctioned event, but several tournaments may offer the event as Duo Interpretation is a NFL event.  The February 1996 issue of The Rostrum contains an excellent article on “Duo Techniques” by Tony Figliola which can be found at http://debate.uvm.edu/NFL/rostrumlib/duofigliola0296.pdf.   For a description of Duo Interpretation according to the rules for the 2002 national NFL tournament, see the following from the 2002 National Tournament Manual found at http://debate.uvm.edu/NFL/nflnattourn1201.pdf
1.  
Must be memorized.

2.  
No physical objects or costumes allowed.

3.
Presentation shall not exceed 10 minutes.

4.
Selections shall be cuttings from published, printed novels, short stories, plays or poetry.  Recorded material that is not printed and published is prohibited.  A cutting must be from a single piece of literature.  Adaptations may be for purpose of continuity only.  

5.
Duo is performed with two people; each student may play one or more characters as long as performance responsibility in the cutting remains as balanced as possible.  If the selection is prose or poetry and contains narration, either or both of the performers may present the narration. 

6.  
During the presentation, the team must name the author and book or magazine from which the cutting was made.

7.  
Focus may be direct during the introduction (the performers may look at each other), but must be indirect (off-stage) during the performance itself.
ACTIVITIES AND STRATEGIES

1.  Warm-Ups (12)

Warm-ups are crucial in order for students to do their best.  The following “Quick and Easy Vocal Warm-Ups” are found on the following website:

http://sorrel.humboldt.edu/~jmf2/floss/vocal-warmups.html
ZOUNDS!
*Stretch and yawn; hold the ending “ah” sound; relax your throat and jaws

*chew the letter “N” on both sides of the mouth

*Shake out your face and lips, high and low

*Feel different parts of mouth and nasal passages vibrate with these different sounds:
MMMMMMMMMMMMMMMMMMMM....ZZZZZZZZZZZZZZZZZZZZZZZ

EEEEEEEEEEEEEEEEEEEEEEEEEEEEE....NNNNNNNNNNNNNNNNNNNN

VVVVVVVVVVVVVVVVVVVVVVVVV....ThThThThThThThThThThThThTh

Mum Mum Mum Mum Mum Mum Mum Mum Mum Mum Mum Mum Mum Mum

*open your mouth, eyes, and face as wide as you can on the last syllable of:
Mumula Mumula Mumula Mumula Mumula Mumula Mumula Mumula Mumula

SILLY PHRASES
*Each phrase features different difficult consonant combinations.  Start slow, over-articulating and then increase speed.
Red letter, yellow letter




Good blood, bad blood

Eleven benevolent elephants




Teaching ghosts to sing

The big, black-backed bumblebee



A critical cricket critic

Selfish shellfish





Really rural

Unique New York





The tip of the tongue, the lips, the teeth

To titillate your tastebuds, we’ve got these tasty tidbits

COGNATES
unvoiced:
PUH PUH PUH PUH PUH PUH PUH PUH

VOICED:
BUH BUH BUH BUH BUH BUH BUH BUH

unvoiced:
TUH TUH TUH TUH TUH TUH TUH TUH

VOICED:
DUH DUH DUH DUH DUH DUH DUH DUH

unvoiced:
KUH KUH KUH KUH KUH KUH KUH KUH

VOICED:
GUH GUH GUH GUH GUH GUH GUH GUH

TONGUE TWISTER!
*This long tongue twister contains many buzz sounds and difficult consonant combinations.  It is possible to say all in one breath if you use diaphragmatic breathing and carefully control the volume of air expelled.  Articulate every sound!
What a to-do to die today at a minute or two to two

a thing distinctly hard to say but harder still to do

for they’ll beat a tattoo at a quarter to two

a rat-ta tat-tat ta tat-tat ta to-to
and the dragon will come when he hears the drum

at a minute or two to two today, at a minute or two to two.

2. Warm Ups-Silly Faces (12)

The voice must be ready to perform before each competition or performance.  One can warm up by stretching the mouth very wide to produce a wide yawn and holding for ten seconds.  This gets the face muscle warmed up too.  The student should pretend to swallow a drink of water, without using water.  This will get the muscles in the students’ throats ready to perform.  Sticking ones tongue out and holding looks very funny but will get that mouth ready to perform

3.  Relaxation (12)

Before a performance, the body does better if it is relaxed.  Have the students go in a quiet and private room.  Have them stretch out and lay down on the four.  Then, tell them to close their eyes, place their finger underneath the rib cage (to feel the diaphragm), and breathe in through the nose for ten seconds and out for ten seconds.   You might play quiet music to set the tone.  Encourage them to visualize success. Afterwards, have them stretch.  

4.  Tongue Twisters (12)

For additional tongue twisters to use for articulation and warm-up exercises, go to the following website:
http://www.geocities.com/Athens/8136/tonguetwisters.html
5.  Round Robin (2, 3)  [Icebreaker Activity]

A group will form a wide circle around an imaginary camp fire.  One student will begin the camping trip by saying:  When I go camping I bring along …… a flashlight.  Each student will bring something along on this special trip but the catch is that each student must remember every item that each student wants to bring.  The second student will begin by saying “When I go camping I bring along….a sleeping bag and a flashlight.  The person who is at the end of this circle will have to remember every item that each student wanted to bring.

6.  Autobiography (2, 3)

Each student should prepare an autobiography of themselves to present in class.  The students will put their autobiography in their slicks as though this is the piece they will be presenting at competition.  The autobiography is to get the student use to handling the book with ease.  

7.  Hats! (2, 3)  [Icebreaker Activity]

The teacher will hand out strips of paper to each student.  The student will write down what they wanted to be when they grow up.  The teacher will then collect the pieces of paper and place in a hat.  The teacher will then draw out one piece of paper at a time and read out loud.  The class has to decide which student wrote that future occupation.  This is an easy game to start for the first week of school so that students can begin to get to know one another.

8.  Name Game (2, 3) [Adapted by Rozilyn Miller, Individual Events coach and Communication Education Coordinator at the University of Central Oklahoma – thanks to Peter Westerhoff from Oklahoma State University, Susan Laird from the University of Oklahoma, and “Nasty Nick” from Applied Speech at the University of Central Oklahoma for contributing various elements to this game.]
In any public speaking situation it helps the performer to know the audience.  This game is an icebreaker activity.  

a.  
Students must be a circle.  Have the students go around the room and introduce themselves by saying a descriptive adjective that begins with the same letter as their name, followed by their name, while doing an action that goes along with the descriptive word.  For example, “Amazing Amy.”  (Amy says this while doing jazz hands up in the air.)  Or “Peaceful Patrick.” ( Patrick says this while making a peace sign).  Caution:  Adjectives and actions must be classroom appropriate!
b.
Note:  It may be necessary to have students brainstorm their adjectives and actions before “officially” starting the game.

c.
Once the game has “officially” started, go around the room in a circle with a person saying their adjective, name, and doing their action.  The rest of the group will then repeat the descriptive word and name while doing the action. The next person goes, and the entire group repeats.  And so on and so on!  

d.
Once the first round is finished, do it a second time, but this time going in the opposite direction.  The group will repeat in unison after each person does their adjective, name, action.

e.
Note:  Students may not write down adjectives, names, actions.  This will be done from memory.

f.  
After completing two rounds, ask for a volunteer to go around the room and do the adjectives, names, actions from memory.  If they cannot remember, all they have to do is ask, and the person will tell them.
g.
After several people have gone and the accuracy has reached 100%, play musical chairs!  Everyone must move, and no one can sit next to anyone they sat next to previously.

h.
Continue playing until 100% accuracy is reached again, and then play musical chairs again.  No one may return to previous seats or sit next to previous people.  Run through this cycle several times.

i.
When almost everyone has gone, have people return to the original chairs and continue playing until everyone in the group has played.

j.
On a daily basis, have 2 people a day go around the room and identify everyone by adjective, name, and action!  Eventually, decrease the frequency of playing the game, but play it periodically throughout the semester.
9.  Play Reports (6)

Students can be assigned either oral or written play reports to get them to read plays for possible cuttings.

10.  Analyzing Material (8)

Have the entire class read the same brief piece of literature.  Break the class into groups.  Have each group do a dramatistic analysis, examine the plot structure, or do a character analysis.  After each group has finished, have each group orally share their findings with the rest of the class.  After each group has presented (and assuming there will be differences from group to group), discuss why each group could come up with different responses that could all be valid.

11.  How to Get Students to Analyze Selection in More Detail (8)

Good selections have several layers of complexity and feelings*.  Good interpreters will find these layers/feelings and bring them out.  Give students a clean copy of their selection and several different colors of highlighters.  Have students use the highlighters to color code the feelings in the selection.  This will give them a visual reminder to portray the multitude of feelings in the selection.  

*Feelings, emotions, meanings, etc.  The idea is to get the students to empathize with a character or characters and avoid playing an entire selection in one or two emotions.

12.  Biographies (8)
Have students write the life story of the character(s) they are portraying.

13.  Ancestors [Character Analysis] (8)

Each student will bring a picture of someone in their family, preferably a grandparent or a great aunt.  This student will do a family background on this relative.  The student then will make up a dramatic interpretation situation for this character.  The student then will perform their dramatic interpretation for the class following all guidelines for dramatic interpretation.  This activity would be great to use during the dramatic interpretation lesson and before students learn to cut their own piece of work from a literary genre

14.  Putting Characters “On Trial!” (8)

Have students briefly explain the play and the character they are portraying to the class.  The class then will ask questions of the student that the student will have to answer in character vocally and physically.

15.  Improv (8)

The student will take on the character in their piece.  Audience members will take on the role of strangers meeting this character for the first time.  The student will answer questions in the manner, in which, the character would answer.  Each “skit” should not last more than five minutes so that other students in the class can play the role of their character.  

16.  Diaries (8)

A student should prepare a diary for their character.  The student can put actual dates and times.  Each entry should be a “day in the life” of that character.  This is a way the students can analyze their character.  What is the character thinking of Monday?  How would that character react to a speeding ticket on Wednesday?  

17.  Tones of Voice (8)

The teacher should make out a list of tones of voices used in everyday life.  

A. Mad

B. Sad

C. Happy

D. Flirtatious

E. Cocky

The teacher then will assign a phrase to a group of students.  The students will then go through each emotion saying out loud the phrase that was assign to their group.  Example:  Pass the peas….please. (in a mad, sad, happy voice)

18.  Find a Theme (8, 9, 10)

Students will be given various selections of poems.  They will read and find a common theme that runs through them all.  Then, they will write an introduction for the grouping.  

19. Binder as a Prop (8, 12)
Small black binders are often used to hold scripts in Dramatic Duo.  (College level competition utilizes the use of black binders over slicks.)  If students will be using the binders, the following exercise is beneficial.  Each student will use her/his binder in this game.  They will stand up.  Every time the teacher blows the whistle, (s)he will yell out a character.  The students will figure out how to use the binder as a prop that would add to the characterization of the character that the teacher yelled.

20.  Cutting Material (9)

Present the class with a brief piece of literature that can be cut.  After the students have read the literature several times, either have them cut it on their own or in small groups.  Their goal is to cut 60 seconds from the selection, and they will have to defend their cutting choices.  After everyone is finished, have the students share their cutting decisions and rationale orally with the entire class.  From looking at the different cuts students made, discussion can center on the varying purposes in cutting.

21.  Cutting Material (9)

Encourage students to “build” their selection instead of cutting it by having them choose their favorite six or seven minutes of the script and then building on to that scene from either earlier or later sections.

22.  Cutting Material (9)

Once students have chosen their selection and done a preliminary cut, have them apply the plot structure to analyze if their cutting has a clear beginning, middle and end.

23.  Creating Introductions (10)
With the same selection as above, have students write introductions individually or in groups.  Have the students read the varying introductions aloud.  Analyze which components of an effective introduction are being included in each.

24.  Getting Students to “See” their Characters as Real People (12)

Students who play multiple characters may search through magazines and find pictures of people who look like their images of their characters.  They can then tape these pictures to the wall to focus on while practicing.  If students are talented artists, they can draw their own representations of their characters; they may also draw characters for others based on verbal descriptions.

25.  Encouraging Students to Communicate with their Faces and Bodies Instead of Relying on Just their Voices (12)

Have students face the four walls of the classroom and spread out as much as possible.  Have students “perform” their event to the wall without speaking.  Tell students that the goal is for the teacher to be able to tell where the student is in the script just by observing their faces and bodies.  Tell students that their nonverbal time must come close to their verbal time.

26.  How to Practice and Work with 20 Students who are all working at Different Levels and on Different Pieces at Once (12)

Have students face the four walls of the classroom and spread out as much as possible.  Have students deliver their selection to the wall as the teacher walks around observing.  This insures students are practicing, forces them to focus and concentrate, and allows the teacher to observe and correct errors in technique before they become habits.  The teacher can also hear portions of performance and give on the spot direction.  Students doing characters using imaginary focal points can draw the focal points on a blackboard to prevent overshifting of character placement.  An additional benefit of this exercise is that the teacher can time everyone at once and have students compare their times from day to day.

27.  Mirror, Mirror on the Wall (12)

Put up mirrors all around the room.  Have the students watch themselves in the mirror while they are performing the piece.  Have student critique themselves on areas that they need to improve.  

28.  Preparing the Material (11,12)

Once the student has cut the material and written the introduction for their individual piece, divide the class into pairs and scatter them around the room.  Each student will perform in front of their partner to work on tempo, mood, intensity, phrasing, volume, characterization, pausing, breath control, pitch, diction, pacing and vocal variation.  (This will also build concentration with having to focus while many students are performing simultaneously.)  Partners will give each other suggestions to improve or ideas to try.  Students should be strongly encouraged to experiment with a variety of ways to get the interpretation across to an audience.

29.  Cement Charades (12) 

This activity will give students practice of limiting lower body movement during performance.  As in normal charades, the student is given an animal, a famous person, a movie, etc to act out, so the audience can guess who or what the student is interpreting.  In cement charades, the student cannot move his/her lower body (waist down).  (S)he should imagine that their lower body has been cemented to the floor.  The acting student has to interpret their character only using their upper body without speaking or moving lower body.
30.  Mum’s the Word (12)

Divide your students in groups of two’s.  One student will be Student A; the other will be Student B.  Student A will be given a problem that Student B has to figure out.  Student A can only say the word, “mum.” (S)he has to communicate the problem with facial expression and vocal intonation and expression.   Once Student B has figured out Student A’s problem, Student B will be given a problem, follows the same guidelines as Student A, and tries to get Student A to figure out his/her problem.

31. Children’s Literature (7-13)

Students will interpret a children’s book.  They will use the same techniques and skills used to interpret a piece for contest.  Once they polish the children’s book, see if you can let them visit and perform in front of an elementary class.  They will learn how to adapt to children audience and learn the basic skills of oral interpretation. 

32.  Practicing Technical Skills (12)

Video tape the students as they perform, then have them watch and evaluate their performances.  Remember the old adage: a picture is worth a thousand words!

33.  Keeping Material Fresh (12)

Students have a tendency to become “bored” with material they have been practicing for several weeks.  One way to keep the material fresh is to have the students switch selections and read each other’s material aloud.  A student may hear something new in the piece that she/he hadn’t considered.  Also, tell students to read their material for enjoyment instead of performance.  Request that they “find something new” in it.

34.  Projection (12)

Each student must learn to project his/her voice in a clear and precise manner.  The students will learn how to use their diaphragm but placing their fist under their rib cage and using their diaphragm to speak.  Each student will be given a sentence to practice.  Make sure that each would is pronounced in a slow fashion so that the student can feel each breath under their fist.  The fist must move up and down.  This will indicate that the student is using their diaphragm instead of their voice box. 

35.  Demonstrating Mastery of Interpretation Techniques (13)

Students should be given many opportunities to perform: in class, in front of the school and the community, and perhaps in competitions.  Performing in front of an audience is essential to the mastery of effective interpretation skills.

36.  Evaluating Oral Interpretation (14)

Students can benefit from evaluating other students in class, in addition to doing self-evaluations based on audio or videotapes.  The OSSAA evaluation forms are valuable to use.

37.  Evaluating Oral Interpretation (14)

Have the students watch past winners of competitive tournaments.  Stress that they should not copy past performers, but use past winners as springboard to feed new creativity.
39.  Service Project (15, 16)

Have students find a need in the community that needs to be addressed.  Find pieces of literature that persuade and inform an audience to fix or change that needs and adapt themselves to oral interpretation. (Each student can have her/his own subject.  Examples include tolerance, advocacy, equality, encouragement, etc.)  Have the students cut, analyze, and polish the collection, and then find places in the community where the pieces could be performed.  Oral interpretation can change a person’s view and/or perspective, which leads to change. This activity can show the students the power of literature with interpretation can change lives for the better.

38.  Competition (15, 16)

Competition can further enhance and improve interpretation abilities.  The OSSAA and the National Forensic League sponsor competitive tournaments.

A good acting textbook will provide a wide variety of activities that would be extremely beneficial for oral interpretation.

RESOURCES FOR ORAL INTERPRETATION

Oral Interpretation Textbooks

            Bacon, Wallace A.  The Art of Interpretation, 2nd ed.  (New York:  Holt, Rinehart and Winston, INC, 1972.)

Lee, Charlotte and Timothy Gura.  Oral Interpretation, 10th ed. (Boston: Houghton Mifflin, 2001.)

Naegelin, Lanny.  Getting Started in Oral Interpretation. (Lincolnwood, IL: National Textbook Co., 1993.) [This text is inexpensive and excellent for beginners.]

Robinette, Dan and Scrivner, Louise M.  A Guide to Oral Interpretation, 2nd ed. (Indianapolis:  Bobbs-Merrill Educational Publishing, 1980.)

Woolbert, Charles Henry.  The Art of Interpretative Speech:  Principles and Practice, 5th ed. (New York:  Appleton-Century-Crofts, 1968.)

Yordon, Judy E.  Roles in Interpretation, 5th edition. (Boston:  McGraw-Hill, 2002.)

Useful Books
Avery, Wayne, & Webb, Linda.  Mastering Competitive Individual Events.  Topeka, KS: Clark Publishing, 1997.

Blunt, Jerry.  Stage Dialects.  San Francisco: Chandler Publishing Co., 1967. [This is an oldie, but goodie, and has dialect tapes to accompany the book.]

Kopf, Ginny.  The Dialect Handbook.  Orlando, FL: Voiceprint Publishing, 1997. [This one identifies television series and films with specific dialects.]

Mayer, Lyle.  Fundamentals of Voice and Articulation, 12th ed.  Boston: McGraw Hill, 1999.

Mobley, Jonnie Patricia.  Play Production Today, 5th ed.  Lincoln, IL: National Textbook Co., 1996. [Excellent source for acting exercises to use as interpretation activities.]

Spolin, Viola.  Theatre Games for Rehearsal: A Director’s Handbook. Evanston, IL: Northwestern University Press, 1985.

The following literary sources are useful for finding potential material:
(1)
Short Story Index

(2)
Masterpieces of World Literature in Digest Form

(3)
Granger’s Index to Poetry

(4)
Play Index
(5)
Ottemiller’s Index to Plays
(6)
Speech Index
(7)
Essay and General Literature Index
A multitude of anthologies exist for prose, poetry and drama in libraries and bookstores.

High school forensic associations:
(1) National Forensic League

125 Watson Street

Ripon, WI   54971-0038

(920) 748-6206

http://debate.uvm.edu/nfl.html

(Videotapes are available from the National Forensic League)

The May 1998 issue of The Rostrum (Volume 72, Number 9) published by the National

Forensic League features a series of articles focusing on competitive tournament events

including prose, poetry, impromptu speaking, and expository speaking.  The Rostrum is published 10 times yearly and is an excellent source of information and potential sources.

(2) 
National Federation Interscholastic Speech and Debate Association


P. O. Box 690


Indianapolis, IN  46206


(317) 972-6900 


http://www.nfhs.org/

(3) 
CDE

P.O. Box Z

Taos, NM  87571

(505) 751-0514

http://www.cdedebate.com
The following publishing company has books for a variety of forensic activities:

Clark Publishing/Perfection Learning
1000 North Second Avenue, P. O. Box 500

Logan, IA  51546-0500

(800) 831-4190
http://www.perfectionlearning.com/clark/
Sources for play scripts:
(1) Stage and Screen is a book-of-the-month club that features plays, screenplays, and other

books potentially of use to oral interpretation.  Generally, they offer a certain number of free or reduced cost books as an introductory promotion.  Plays come in a hardback version and are typically sell for $10.99 - $15.99 each (sometimes less expensive if you order the two featured selections for that particular month).

Stage and Screen

Member Service Center

6550 E. 30th Street

P.O. Box 6325

Indianapolis, IN   46206-6325

(317) 541-8920

http://www.stagenscreen.com/
(The next three are catalog companies for plays and other performance oriented books.

Scripts run $5.25 and up for soft cover books.)

(2)  
Baker’s Plays

PO Box 699222

1445 Hancock Street

Quincy, MA 02269-9222

(617) 745-0805

http://www.bakersplays.com/
(3) Dramatists Play Service, Inc.

440 Park Avenue South

New York, NY   10016

(212) 683-8960

http://www.dramatists.com/
(4) Samuel French, Inc.




Samuel French, Inc.

45 West 25th Street - Dept. W


7623 Sunset Blvd. - Dept. W

New York, NY   10010



Hollywood, CA   90046

(212) 206-8990




(323) 876-0570

http://www.samuelfrench.com/
(5)
Meriwether Publishing Ltd.

     
885 Elkton Drive

          
Colorado Springs, CO 80907

          
(800) 937-5297

          
Customer Service:  (719) 594-4422

          
http://www.meriwetherpublishing.com/
Meriwether specializes in musicals and plays, monologues, and sketches for secondary 
school, community theatre, and church performances.
(6)  
Music Theatre International

         
421 West 54th Street

         
New York, NY 10019

        
(212) 541-4684

       
 http://www.mtishows.com/
Music Theatre International features classic and contemporary Broadway musicals.  This includes youth musicals and author approved packages that are abridged for secondary schools.
(7)     
Mysteries by Moushey, Inc.

          
P.O. Box 3593

          
Kent, OH 44240

          
(330) 678-3893

 (330) 434-9376 (fax)
         
 http://www.mysteriesbymoushey.com/
         
 Mysteries by Moushey offers interactive mystery scripts and production packages.  Plot
Summaries are available online, and most scripts are considered appropriate for high school audiences, with adaptation by the playwright possible upon request.

(8) Rodgers and Hammerstein Theatre Library

229 West 28th Street, 11th floor

New York, NY 10001

(800) 400-8160

fax:  (212) 268-1245

http://www.rnh.com
Rodgers and Hammerstein includes classic Broadway musicals, from the works of Rodgers and Hammerstein to Andrew Lloyd Webber, plus other shows.  They also offer fairy-tale musicals for young audiences and revues.

(9) USA Plays for Kids

Drury University

900 North Benton Avenue

Springfield, MO 65802

(417) 873-7430

fax:  (417) 873-7250

http://www.usaplays4kids.cjb.net/

A literacy and creativity project of Drury University, USA Plays for Kids provides information on playwrights who focus on K-12 scripts.

(10) Pioneer Drama Service, Inc

P.O. Box 4267

Englewood, CO 80155

(303) 779-4035

fax: (303) 779-4315

http://www.pioneerdrama.com/

Pioneer Drama Service offers new plays and musical and participation plays and holiday

Scripts for school groups and other theatres.
(11) 
New plays Incorporated

P.O. Box 5074

Charlottesville, VA 22905

(804) 979-2777

fax:  (804) 984-2230
http://www.newplaysforchildren.com/

New Plays is a small but reputable publisher devoted primarily to plays for young audiences.  Many are based on familiar fairy tales, but their scripts are more innovative and better constructed than other published adaptations of the same source material.
(12)
Anchorage Press Plays

P.O. Box 2901

            Louisville, KY 40201

            (502) 583-2288

            fax:  (502) 583-2281

http://www.applays.com/

(13)     I. E. Clark

         
P.O. Box 246

         
Schulenburg, TX 78956

         
(979) 743-3232

         
fax:  (979) 743-4765

http://www.ieclark.com/
(14)     Direct Plays

          
NuComm Marketing

          
80 King Street, 3rd Floor

          
St. Catharines, ON
          
Canada L2R 7G1

          
(877) 305-1569

https://www.directplays.com/
(15)
Art Books 
http:www.art-books.com 
This is the “Amazon” of theatre scripts.  It has a wide range of performing art books plus you can find rare and used scripts.

The following companies sell screenplays: (Caution: screenplays may be more expensive than play scripts.)

(1) Book City

6627 Hollywood Blvd.

Hollywood, CA 90028

(323) 466-2525

http://www.hollywoodbookcity.com/

(2) Script Shack
http://www.scriptshack.com/
(3) The Script Shop

2221 Peachtree Road NE, Suite D-452

Atlanta, GA   30309

(770) 234-4000

http://www.scriptshop.com/
The following company provides a variety of sources dealing with performance:
Stagestep

2000 Hamilton Street, Suite C200

Philadelphia, PA   19130

(800) 523-0960

http://www.stagestep.com/
Information abounds on the Internet!  There is a website with a tremendous amount of information related to oral interpretation: activities, lecture notes, syllabi, descriptions of assignments, evaluation forms, warm-up exercises, etc.  Go to the following website which will link to several other websites:  http://sorrel.humboldt.edu/~jmf2/floss/108sched.html
Amergin Press 
http://amergin.net 
This website gives information on oral interpretation for younger students.  It gives short stories to dramatize and full length plays written and designed for children.  It is a perfect resource for Service Learning project discussed in Activity #29.

Teaching Communication Resources
Communication Teacher [published by the National Communication Association and available through Oklahoma Speech Theatre Communication Association membership]

National Communication Association

1765 N. Street N.W.

Washington, D.C. 20036

(202) 464-4622

(202) 464-4600 (fax)

http://www.natcom.org/
Oklahoma Speech Theatre Communication Association (OSTCA)

Curriculum Resources guides available on OSTCA website, sponsored by Faye Mangrum at Southeastern Oklahoma State University.

http://www.sosu.edu/faculty/fmangrum/ostca/ostca.htm

[Note: The companies and websites listed in this curriculum guide were current as of July 18, 2002.]
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