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ABSTRACT
The purpose of this project is to incite discussion through performance on issues that are
not often discussed in a public forum while remaining educationally relevant to children as well
as adults. The following thesis is a theatrical adaptation of Jacob and Wilhelm Grimm’s classic
fairytale, The Wolf and the Seven Kid Goats, as translated and edited by Maria Tratar in the 2004
Norton edition of The Annotated Brothers Grimm. It serves as both a comment on the Jerry
Sandusky events as well as a dramatic demonstration of Darkness to Light’s 7 Steps to
Protecting Our Children, A Guide for Responsible Adults (Darkness to Light 2007). The Wolf
and the Seven Kid Goats has been adapted to an approximately thirty minute long puppet show
tailored to the specific needs and intellectual capabilities of children, but remains accessible and
enjoyable for adults as well.
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INTRODUCTION
The original purpose of this creative project was to provide a response to the “Sandusky
Scandal” from the perspective of a socially conscious performing artist. In times of upheaval,
crisis, scandal, and/or the prosecution of an entire community, an opportunity is created for
performing artists to provide thoughtful and moving social commentary. As a theatre student at
Penn State I still believe it would be irresponsible of me not to use my unique set of skills to
comment on Penn State’s mired foray into accountability and child sexual abuse activism,
however, over the course of this academic year – as the proverbial dust began to settle – a greater
purpose for this project emerged. This project became an opportunity to create a performance for
children that allows the difficult issues of child abuse surface. Using child sexual abuse
prevention techniques from professional training (see appendix, fig. 1), this puppet show could
become an unprecedented educational tool that is accessible to children and helpful for their
teachers, parents, and guardians. It is my strong and sincere desire that this work is useful for the
inclusion of children in an ongoing campaign to raise awareness of child sexual abuse through
the use of theatre, while also providing a forum to discuss issue specifically with children.
This is a metaphorical retelling of Penn State’s story with the use of puppets through the
lens of the classic fairytale, The Wolf and the Seven Kid Goats, written by the great German
storytellers, Jacob and Wilhelm Grimm. Although this particular story was published in 1812
and told for years before the Grimm Brothers adapted it, it is remarkably relevant today and
applicable to the events that have occurred at Penn State. Despite its relevance, however, there
are no readily available existing theatrical adaptations of The Wolf and the Seven Kid Goats.
Therefore, I created my own original theatrical presentation adapted directly from the Grimm
Brother’s original fairytale. In order to make relevant relationships and relate their interaction to
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the “7 Steps,” I have added extra dialogue between all of the characters, however, when
developing this original script, very little of the storyline was changed. The only alterations to
the original fairytale story line occur in the dialogue between the kid goats and in the youngest
goat’s action to obtain assistance instead of hiding when the Wolf enters the goat house. The
extra kid goat dialogue has been added to highlight the work of the international, non-profit child
sexual abuse prevention organization, Darkness to Light, abbreviated in this thesis as DTL. A
full explanation of DTL’s influence on my project is provided in Chapter Two of this written
portion of my thesis, but it is important to note that DTL’s work is vital to the practical
application of my project in a classroom and/or other educational setting. The core of my project
is rooted in DTL’s 7 Steps to Protecting Our Children, A Guide for Responsible Adults. This
step-by-step program in “preventing, recognizing and reacting responsibly to child sexual abuse”
(Darkness to Light 2007) composes a significant part of a larger training program created and
developed by DTL called Stewards of Children (Sellars, 2007).
The physical puppet building and performance techniques in my production are based on
the work of the German master puppeteer, Matthias Kuchta, whom I met while interning at The
Wolf Trap Foundation for the Performing Arts’ Children’s Theatre-in-the-Woods in Vienna,
Virginia. With the help of a grant from the Schreyer Honors College, The College of Arts and
Architecture, and the School of Theatre I was able to study and perform with him in Northern
Germany over winter break. Mr. Kuchta’s influence on my work cannot be understated. In as
much as this project is designed to comment on the child sexual abuse that occurred at Penn
State and to connect with children in a loving and educational way, this project is also
foundational to my career as a professional puppeteer. As a direct result of my efforts to
complete this thesis, I had the unique opportunity to spend two weeks learning both the basic
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principles of puppetry and the sophisticated nuances of a professional puppeteer’s work, which
has been perfected over 30 years of experience. A brief history of puppetry and my investment in
the future of puppetry is discussed in Chapter One. My time with Mr. Kuchta in Germany
changed my life as a student and as a developing artist. It gave new meaning to my work in
theatre and instilled in me a deeper passion for puppetry. It also placed me within a community
and family of performers. With Mr. Kuchta’s mentorship I envision myself as a future puppeteer
in the exciting world of puppetry.
It should noted that over the course of my thesis process I have attempted to emulate the
style and techniques of Matthias Kuchta, but with over three hundred hours of puppet building in
the Penn State scenic design workshop I have begun to shape my own understanding of the
medium as a craftsman and as a performing artist. That being said, this production of The Wolf
and the Seven Kid Goats is my first work. Every puppet that I have created has been a learning
experience, a fact that is clearly reflected in the somewhat mixed quality of the puppets.
Nevertheless, I am proud of the aesthetic value of my production.
This show was conceived in August 2012. After I saw Matthias Kuchta perform during
my internship at Wolf Trap, I spoke with him about The Wolf and the Seven Kid Goats, and
decided that performing this show with puppets was exactly the way I wanted to use my voice in
response to the Sandusky scandal and my experiences as a Penn State student during that time.
As a starting point to my project, during the fall semester I wrote the script, designed the
puppets, applied for grants, and met with my advisors, Dr. Renée Kredell and Dr. Susan Russell
to discuss the educational worth of my project. It was through conversations with Dr. Kredell
that it was decided that the script needed to be connected to an existing curriculum that would
support the articulation of an educational framework to help the script work as a discussion
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starter and teaching tool. It was during this process that Dr. Russell, my honors advisor,
introduced me to the work of DTL. Over Thanksgiving break I began integrating DTL’s work
into my first draft of the script as seen in Chapter Two. It was also through conversations with
both Dr. Kredell and Dr. Russell that it became clear that a trip to Germany to study with Mr.
Kuchta was necessary. At this point I had already attempted to contact and work with several
American puppeteers but I had little success, however, Mr. Kuchta was immediately welcoming
and agreed to a two-week internship. While working with Mr. Kuchta, I refined my puppet
designs, modeling them after his large (about four feet tall) puppets with rods in the back of the
heads and shoulders to act as control mechanisms.
I began building puppets in January 2013 and worked an average of four hours in the
workshop every day until the third week in April for a total of approximately three hundred
hours of building. Each puppet was a challenge because I made everything from scratch. The
biggest hurdle was inventing my own ways of creating movable joints for ease and control of
movement. Mr. Kuchta’s puppet’s neck, arm, hip, and leg joints are specially made from
aluminum and plastic models based on prosthetic limb joints. My puppet’s joints are made from
old camera tripods and light fixtures. Fortunately for me, I have been able to construct
everything in my puppet show from primarily recycled material. Many pieces in the puppets I
found in dumpsters and in the scrap material bins at Penn State’s scenic design workshop. All of
the designs are original, however, I did use a puppet pattern (appendix fig. 28) created by puppet
builder, Pasha Romanowski (www.projectpuppet.com). I used this pattern for a template in order
to build the townspeople’s heads. All of the set pieces and characters were built at the Penn State
scenic design workshop. The construction work was completed over three and a half months and
the final piece was performed on April 26, 2013 during the School of Theatre’s Spring Festival.
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Chapter One
PUPPETRY: A BRIEF HISTORY AND PERFORMANCE INFLUENCES
Origin of Puppetry
It is difficult to pinpoint the exact birth date of puppetry, however, it is believed that
puppetry has grown alongside traditional theatre since the inception of storytelling in every
ancient culture around the world. This means that puppetry has been a human art form for
millennia. Indeed, man has been crafting images of himself since the very beginning. Two books
that present a history of puppetry are Cedric Flower and Alan Fortney’s wonderful book on
building puppets, Puppets, Methods and Materials, and Eileen Blumenthal’s Puppetry: A World
History. Blumenthal writes that, “we can reasonably begin the story of puppets sometime
between 30,000 and 21,000 B.C.E [...] when Cro-Magnon men or women carved tiny,
voluptuous figurines out of soft stone or the bones or tusks of animals” (11). Blumenthal goes on
to mention excavations in the Indus Valley in Pakistan that have turned up small terra-cotta cattle
from about 2400 B.C.E. with “articulated heads, legs, and tails.” Surely, these figures were
meant for more than sitting on the mantle. The earliest record of a puppet actually performing
comes from the Nile basin in a twentieth-century B.C.E. hieroglyphic text describing a
performance in which a walking statue represented a god, a fact that is supported by the presence
of movable figurines and sculptures in Egyptian tombs from that period.
Flower and Fortney compliment the work of Blumenthal and highlight some other key
flashpoints in the history of puppetry. In the fifth century B.C. E., Herodotus wrote of
marionette-like puppets, which were used in the Egyptian Festival of Osiris. A medieval
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European woodcut (with a Latin inscription) reveals two children playing with armed knights on
strings, and a 14th century German manuscript details two girls watching what appears to be a
puppet show (Flower 2-4). Puppetry, like all theatre, was banned in Europe for being ungodly
until it was used to tell religious themed stories. By the 15th century there were elaborate puppet
plays in churches all over in Europe. Often used to bring the nativity scene alive, a stringed
puppet became known as a “little Mary” or marionette (Flower 2).
Fortney and Flower also discuss puppetry in the East. Indian legend says that Adi Nat, the
“First Puppeteer” was born from the mouth of Brahmin, the Creator, and still today Kathputli
bhats, “wooden puppet performers,” perform the Mahabharata and the Ramayana (Flower 3)
Itinerant puppet performers traveled throughout the region that is now Korea, Eastern China, and
even into southeast Asia where rice famers developed water puppetry. Blumenthal includes this
about Chinese puppetry, “In China, puppets figure in several early legends. Around 1000 B.C.E.,
a performer condemned to death [...] was spared when shown to be a puppet, already not alive”
(21). Puppetry has been in Japan since prehistoric times. Indeed, puppetry has been a part of
Japanese religious rites for millennia. As early as 5000 B.C.E., clay servants looked after the
dead (Blumenthal 23). Japanese puppetry is dominated by the Bunraku theatre style, which I will
go into more detail about later.
Puppetry is also present in African culture (a fascinating mix of indigenous objects with
European influences). A few early writings document puppets in Africa as much as 700 years
ago. An Arab visited Mali in the 1300’s wrote about witnessing an artificial bird dance to a
poetry recitation (Blumenthal 28). Figures with story-telling abilities (articulated limbs etc.) are
even found in the indigenous cultures of South and North America. One interesting clue to
puppets in the Teotihuacan civilization in central Mexico is the presence of terra-cotta attendants
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with movable arms and legs in tombs much like those found in Egypt (Blumenthal 28). Needless
to say, puppetry in world history is about as established and widespread as farming.
In more recent history, puppetry has been used not only for entertainment and religious
rites, but also for everything from television commercials and drug rehabilitation projects to
reading and special education programs. Due to its association with children and its outward
simplicity in many societies, censoring bodies and unfriendly governments have overlooked it
while harshly persecuting other artists. During Nazi occupation, Czech puppeteers performed
seditionist shows for adult audiences right under the authorities noses (Dubska 2013). Even
today, the Syrian puppet scene is thriving despite the instability artists in that country experience
(Marrouch 2011). Throughout history and even today puppeteers (again, like traditional actors
and stage performers) have been both vilified and downtrodden to highly esteemed as skillful
artists and cultural treasures. Regardless of their status, however, they have continued to innovate
within the art form and produce work using a myriad of different methods.
There are many, many different styles of puppetry. There is the marionette puppet theatre
(i.e. Pinocchio), finger puppets/glove puppets and Chinese hand puppetry (i.e. Mister Roger’s
Neighborhood, Punch and Judy in Great Britain, and the Chinese master Chen Xi Huang), water
puppets (created by rice farmers in Vietnam and Cambodia), shadow puppets, body puppets (that
envelop the handler), large multiple person operated puppets, rod puppets, and puppetry’s more
avant-garde iteration, Object Theatre, which is the utilization of virtually any object – from a
spoon to a washing machine – to tell a story. Within each category there are variations and many
famous puppeteers have been ascribed to one particular style of puppetry or several. Puppetry
has continued to be innovated in the late 20th and early 21st centuries through artists like Julie
Taymor (The Lion King), Andres Bossard, Floriana Frassetto and Bernie Schürch
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(Mummenshanz), Adrian Kohler and Basil Jones (Handspring Puppet Company), and Basil
Twist (Rite of Spring) who blur the boundaries between puppetry and other theatrical storytelling
forms i.e. mask theatre, mime, and dance.

Performance Influences
I chose to work with rod puppets for my production because they can be self-supported
and stand by themselves on stage. They are also large enough to fill a performance space and yet
small enough to be manipulated by one performer in a one-person show. Since I chosen rod
puppetry I will highlight some of the major characteristics of this style and those who have
directly influenced my work.
Although some may choose to place it in a category of its own, Japanese Bunraku theatre
(founded in Osaka, Japan in 1684) is perhaps the most famous early form of rod puppetry. It has
been a tremendously successful and ubiquitous puppetry style in Japan. Indeed, with a repertoire
of twenty plays written by Japan’s greatest dramatist, Chikamatsu Monsaemon, puppetry is
preferred over human actors in Japan due to it’s ability to give a precise rendition of
Monsaemon’s dramatic intentions. The puppets in Monsaemon’s plays reach heights of four feet
and can require up to four people for their operation (Blumenthal 23). Bunraku is an incredibly
stylized form, which requires at least three puppeteers per puppet (one for the body/head, one for
the arms and one for the legs or any combination possible) giving each character incredible
dexterity and movement capabilities. Rod puppets are –when using a more generalized definition
– usually full-bodied and operated with the use of rods connected to some appendage. If no rod is
used, the puppet may be operated directed by the hand of the puppeteer. Rod puppets may or
may not have movable mouths. The most famous rod puppets with movable mouths are the
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“Muppets” created by Jim Henson. One might hear the Muppets defined as “glove puppets” or
“mitten head puppets,” but I contend that they are rod puppets due to their use of hand rods and a
handler’s control from below instead of from above. Interestingly enough, Jim Henson would
mention that an American puppeteer, Dick Meyer who performed with very simple figures with
rods attached to their feet, greatly influenced his work (Shaffer 2013).
It is difficult to be an American puppeteer and not be influenced by Jim Henson in some
way. His work with the Muppet Show and Sesame Street has become a part of the fabric of our
culture. His influence on my work is quite obvious aesthetically. When I decided to work with
fleece and foam, my puppets immediately began to look like Muppets, however, they have their
own look due to significant cross-pollinating of ideas from other puppeteers that I admire and
seek to emulate.
My puppet show is performed in Matthias Kuchta’s distinctive style that has the
following characteristics: it is a one-man show that requires audience interaction and direct
contact with the puppets by the puppeteer. My puppets and scenery are also purposefully simple
in an effort to help my audience focus on the story rather than be distracted by smoke and
mirrors. I also perform with Mr. Kuchta’s pacing; that is to say, I walk between the puppets in
full view of the audience with controlled movements, unlike a Punch and Judy show that is
characterized by sudden gestures and a physical, slapstick style. My measured tempo makes my
show more closely aligned with Mr. Kuchta’s work than anyone else; however, I have also
borrowed from the work of puppeteers that I met with in London, England to discuss my thesis.
Over spring break in March 2013 I had the privilege to take part in a number of workshops with
different puppeteers in London. Over the course of a week I met with Nick Barnes of Blind
Summit (a puppet company), Oliver Smart of Folded Feather (a puppet design and performance
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company), and Robin Guiver, a professional puppeteer and movement based performer in the
London area.
Each artist has greatly influenced my production through their own exemplary body of
work and their generous, practical and timely advice. Nick Barnes taught me a great deal about
design techniques and story conception. Mr. Barnes is highly sought after for his building
expertise. His company, Blind Summit, orchestrated the puppet work in the opening ceremonies
of the 2012 London Olympic Games.
Oliver Smart gave me a short workshop in puppetry basics that built upon the work that I
did with Matthias Kuchta and Nick Barnes. Mr. Smart specifically expanded my understanding
of the importance of breath, entity, and eye line match. His influence can be seen most clearly in
my design of the Wolf and the Old Mother Goat. The bodies of both characters are made out of
old coats that resemble fur. The idea to create these characters using recycled coats came to me
while Mr. Smart demonstrated puppetry techniques using his jacket. Mr. Smart has studied under
Ramon Rivero who designed puppets and animation for Peter Jackson in his early films and Lord
of the Rings. This fact has little significance to my work, but it is interesting to trace a puppet’s
lineage from mentor to mentor.
I specifically sought out Mr. Barnes and Mr. Smart because they both perform a type of
puppetry that is a combination of the Japanese Bunraku style and Object Theatre, which is as I
mentioned earlier, is a form of puppetry that uses any object to tell a story. Their instruction
deepened my understanding of animating objects for both telling a story and committing the
metaphysical act of infusing life into a quasi-sentient being, the philosophical basis for Object
Theatre. There are two main philosophies within a spectrum of approaches to puppetry
performance. In the first camp there are those – including puppeteers – that believe that puppets
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are merely tools or props that are used by actors to propel a story. In the second camp there those
who believe that puppets are innately valuable as performers and beings with or without a script.
Another way of putting it is that some believe that stories create puppets and others believe that
puppets create stories. Puppeteers like Mr. Barnes, Mr. Smart, and Mr. Kuchta use Object
Theatre to explore the theoretical and philosophical roots of puppetry because object theatre
purposefully plays with the idea of a puppet’s life and death. At its core puppetry straddles
mortality. A puppet show is a god-like process of animation, bringing what appears to be
inanimate – dead – and bringing it to life. As Blumenthal puts it, “Puppets’ fundamental genius
lies in their ability to come alive” (209) I contacted Mr. Barnes and Mr. Smart because the work
that I saw them do in online videos reminded me of the first puppet theatre company that I saw
truly exhibit the physical gift of life that a puppeteer can give to an object. The Argentinean
company, El Periferico de Objectos in their performance Zooedipous (1999) manipulated dead
chickens as puppets, and effectively pushed the boundaries between life and death. Many
companies and performers have explored the unique relationship that puppeteers and puppets
have, but I specifically remember seeing images of El Periferico de Objectos performing
Zooedipous (a picture of their work can be seen in Blumenthal’s Puppetry: A World History on
page 212). Object Theatre resonates with me as unique interaction between puppets and
puppeteers and the audiences suspending disbelief in the face of transfiguration. For this reason I
am inclined to be with those who believe that puppets are innately valuable as storytellers with or
without a script. Therefore I have focused a lot of my attention on capturing the essence of life in
my puppets, helping them to live in and with my script instead of by it and for it. I believe that
this is a more affecting means of storytelling, to which children readily relate. For The Wolf and
the Seven Kid Goats I use Matthias Kuchta’s style of rods attached to the back of the heads and
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shoulders of his puppets for ease of control and movement in a one-man show, but I intend to
explore more avant-garde forms of puppetry in future study.
The third puppeteer that I met with, Mr. Robin Guiver, gave me a better understanding of
the work of a freelance puppeteer in a major city. He has influenced my work by drawing
attention to physicality and focusing on organic movement. He explained his work as a
puppeteer with the internationally renowned Handspring Puppet Company (they work in several
different styles, but are famous for their use of cane as a building material). Handspring is
responsible for all of the puppetry that forms the core of the extremely successful Broadway
play, Warhorse. Through Mr. Guiver’s relationship with Handspring and Warhorse, he was able
to give me insight into a major company’s foundational philosophy. Handspring lists fourteen
principles of puppetry in their 2009 book entitled, Handspring Puppet Company, which I have
been very careful to infuse into my work and influence my growth as a puppeteer. I The
following is a copy of their principles, which informs my work as a puppeteer:
Handspring’s Principles of Puppetry (2009)
1.

Why we relate to puppets: The act of giving a puppet life is one of great effort. Their inert

state is one of death. Life comes with movement. As human beings we relate to this on a very
primal level – that inertia is death, but the effort required for life is hard and painful, and fraught
with the difficulties of our physical form. Like the puppet, we must constantly strive to overcome
our corporeal limitations, and defy death through living, to overcome inertia, and bring life
through movement.
2.

How the puppet thinks: In stillness the audience read/project thoughts on to the puppet.

Dynamic stillness allows us to fill their minds with our own understanding of story, of life.
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3.

Awareness of natural dynamics. Usually over cheating towards what ‘feels’ good for the

puppeteer. How do these dynamics, through the lens of the puppet and puppeteers reveal
humanity to the audience?
4.

Devotional State: physical discomfort of the puppeteer is part of the working at the highest

level in puppetry. To ignore the pain and perform a varied and refined level of movement and
emotion, one must cultivate a level of devotion to the work. Sometimes this becomes a trance
like state.
5.

Eye and eye line: constantly vigilant that the angle of the eye line is appropriate. The

audience perceives exactly where the puppet is looking. Also, always watch your puppet. Never
abandon it by making eye contact with the audience, or looking for too long at the puppet to
which they are talking or reacting to.
6.

Breath: You must breathe. As must your puppet breathe. Breath is the emotional indicator

of the puppet to the audience and your fellow performers.
7.

Puppeteer and puppet physicality: never allow the intensity of the puppeteer to overwhelm

the performance of the puppet.
8.

Micromovement: audiences see the tiniest movements on stage, your movement as

puppeteer, and your puppet’s movement. Audiences read all movement – intentional and
unintentional. Eliminate the parasitical movement. All unintentional movement is noise, and will
interfere with storytelling.
9.

Passing the Ball: the act of deliberately SEIZING dramatic focus, and sending it away.

This is a discipline – directing the audience’s eye to what is the focus in any moment.
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10. Gesture: Hold extensions. Do not apologize. Allow all audience to see it. Let each action
complete. These are the corners that are easily cut. Full stops create structure to movement. They
are vital.
11. Rhythm: Avoid repetitive rhythms, especially walking and breathing. Avoid picking up the
rhythms of your fellow performers.
12. Speed: Suit scale to speed. It is easy to make fast moves with a small puppet, but it will
need to slow down to be perceived as human size.
13. Touch: allow the audience to feel how the world touches the puppet, and the puppet touches
the world. When the puppet touches another, the audience feel this in their own fingers...
attention to all contact must be given to overcome the clumsiness of the materials.
14. Movement is thought. Incarnate.
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Chapter Two
DARKNESS TO LIGHT (DTL) AND THE 7 STEPS TO PROTECTING OUR
CHILDREN
Child Sexual Abuse Background
Although the sexual abuse incidents at Penn State may have seemed unbelievable and
unprecedented to many of those with connections to the university, to those living in the
surrounding area, and even to the nation at large, child sexual abuse is neither uncommon nor is
it restricted to specific neighborhoods or community groups. The fact is, child sexual abuse is a
deeply entrenched problem in the United States. According to the Center for Disease Control’s
Adverse Childhood Experiences Study (1998) and DTL’s (2007) combined research material:
one in four girls and one in six boys are sexually abused before their 18th birthdays, one in five
children are sexually solicited while on the Internet, the median age for reported sexual abuse is
9 years old, 30-40% of children are abused by family members and as many as 60% are abused
by people the family trusts. Clearly, child sexual abuse is devastatingly common. The trouble is,
most victims never report the abuse that they experience. Society is rarely aware of the events
and only sees the devastating consequences of child sexual abuse on the health of survivors: 7080% of sexual abuse survivors report excessive drug and alcohol use, young girls who are abused
are more likely to develop eating disorders as adolescents, more than 60% of teen first
pregnancies are preceded by experiences of molestation, rape, or attempted rape, and
approximately 40% of sex offenders report sexual abuse as children. One study shows that
among male survivors, 50% have suicidal thoughts and more than 20% attempt suicide (Waldrop
875).
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Darkness to Light Background
Within the child sexual abuse landscape DTL stands as a leading national, non-profit
organization, “that seeks to protect children from sexual abuse by placing responsibility squarely
on adult shoulders...[by]...educating adults to prevent, recognize, and react responsibly to child
sexual abuse” (DTL 2007). DTL has been very successful in spreading their message through
community partnerships and short training programs that can be administered by representatives
anywhere around the country. I took part in their training program, Stewards of Children, on
February 11, 2013, (see appendix, fig. 1) and found it extremely beneficial and practical as a
means of combating child sexual abuse. The training program includes a brief overview of the
history of recorded abuse, first-hand accounts of abuse, as well as a step-by-step guide to
prevention that is easy to understand and remember. DTL’s seven-step approach in dealing with
child sexual abuse is called, 7 Steps to Protecting Our Children, (Darkness to Light 3-13
2007). The steps are as follows:
1. Learn the facts and understand the risks.
2. Minimize opportunity.
3. Talk about it.
4. Stay alert.
5. Make a plan.
6. Act on suspicions.
7. Get involved.
These seven steps have been easily integrated to my script for The Wolf and the Seven
Kid Goats. I have included them in the show as signposts that define the actions taking place on
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stage. In order to make them as simple to understand as possible and aide in their retention, I
have altered the language. The seven steps in my production are listed in bold below with the
original DTL steps in italics:
1. Know Facts. Learn the facts and understand the risks.
2. Lower Risk. Minimize opportunity.
3. Talk. Talk about it.
4. Stay Alert. Stay alert.
5. Make a Plan. Make a plan.
6. Say No. Act on suspicions.
7. Help Others. Get involved.
Although DTL targets adults for their educational programs, I believe that with these
slight alterations children can also use these seven steps to help them learn how to identify abuse
situations. What better way to expose children to new perceptions and warn them of potential
dangers than by imbedding key concepts into material that is designed with their sensibilities in
mind? My production is a jumping off point for teachers, parents, and guardians of children to
begin a conversation about sexual abuse. Many caregivers avoid this topic due to its frightening
and revolting nature, however, studies show that educational programs about child sexual abuse
that are directed towards children are not only understood by children, but also “promote
disclosure, lead to less self-blame, and can even lower rates of victimization” (Finkelhor 643).
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Identification of Placement for Integration of the “7 Steps”
In an effort to make the fairy tale more available for the creation of discussion, I have
created all of the kid goat dialogue, tailoring it to the DTL steps. The following excerpts are the
locations in the storyline of my script adaptation of the fairy tale that I identified as places to
integrate the “7 Steps.” In the original story of The Wolf and the Seven Kid Goats there is
virtually no dialogue between the young goats. In fact, they say very little. All of the following
excerpts are sections of dialogue between the kid goats. These original additions to the fairy tale
are necessary both as a means of integrating the “7 Steps” and as a way of connecting to the
children in the audience and attempting to tell the story from a more child-centric point of view.
In the original fairytale the reader follows the wolf’s perspective for most of the story. The
following excerpts show how I have modified the fairy tale in order to focus more attention on
the kid goats:

Introductions/Opening Scene, Mother Goat exits.
The Goats huddle together in the house:
DTL Lesson #1 Learn the facts. Understand the risks: Realities – not trusts – should
influence decisions
Goat 1 addresses the siblings, reminding them of Mother Goat’s warnings. He names the
two defining characteristics of the wolf (dark gray paws and coarse voice) and encourages his
compatriots to remain vigilant.
DTL Lesson #2 Minimize opportunity: Eliminating or reducing one-adult/one-child situations
dramatically lowers the risk of sexual abuse for children.
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Goat 2 also steps forward and reiterates the realities that the goats would face should the
wolf enter the home. In order to reduce the risk or intrusion, she places a stool in front of the
door, which prohibits the door from opening.
[Cut to Wolf. The Wolf makes his first attempt to enter the goat’s house.]
DTL Lesson #3 Talk about it: Children often keep abuse a secret, but talking openly about it
can break down barriers.
When the Wolf tries to enter, Goat 3 and Goat 4 ask the audience if the Wolf is their
mother. After receiving a response (hopefully a resounding “no”), they discuss the reasoning
behind their refusal to let the Wolf enter: the stranger at the door has a coarse voice. They also
decide to tell Mother Goat when she gets back that a stranger has visited.
DTL Lesson #4 Stay Alert: Don’t expect obvious signs when a child is being sexually abused.
Goat 3 and Goat 4 make all of the other goats pledge to stay vigilant. As an extra
precaution they elect the youngest goat to serve as a look out.
[Cut to Wolf. The Wolf interacts with the audience, goes to the Grocer’s store, gets his
chalk, and changes his voice]
DTL Lesson #5 Make a plan: Learn where to go, whom to call and how to react.
Goats 5 and 6 lead a discussion. They decide on hiding places should the Wolf get in.
They also nominate the youngest goat to go get help in the event of an emergency.
[The Wolf knocks on the door a second time]
DTL Lesson #6 Act on Suspicions: The future well-being of a child is at stake
When the Wolf tries to enter for the second time, Goat 5 and Goat 6 ask the audience if
the Wolf is their mother. After receiving a response (hopefully a resounding “no”), they discuss
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the reasoning behind their refusal to let the Wolf enter: the youngest goat spots the stranger’s
dark gray paws.
[The Wolf storms off. He interacts with audience, goes to Baker and Miller, and returns
to the goat house a third time]
When the Wolf comes back again, the goats listen for the coarse voice and check the
stranger’s paws. They do not see past the Wolf’s disguises and they let him in (because
sometimes even the most vigilant little kid goats make mistakes). When the kid goats realize
their mistake, they immediately execute their plan. The youngest goat runs to get Mother Goat
and the other goats hide. The story continues as scripted until the very end when Lesson #7 is
presented.
DTL Lesson #7 Get Involved: Volunteer and financially support organizations that fight the
tragedy of child sexual abuse.
It was decided thenceforth by Mother Goat, the Baker, the Miller and the Grocer that they would
band together to watch out for bad apples like the Wolf.

Implementation
The previous section is an explanation of the integration of each step from Darkness to Light’s
program into my puppet show. The following pages show the implementation of the “7 Steps” in
the exact lines of dialogue that correspond to each step as they were written in their first draft.

DTL Lesson #1 Learn the facts. Understand the risks: Realities – not trusts – should
influence decisions
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Narrator
After the Old Mother Goat had closed the door and walked into the woods, the oldest kid
goat, Gilbert, turned to his brothers and sisters and said:
Goat 1
Well, you heard Mom, but let’s go over the facts. If we want lunch, Mom has to go into
the woods and get it. We have to stay here and wait for her. We shouldn’t open the door
unless Mother knocks on it because there is a big, bad wolf in the woods that will try to
trick us and eat us. We will know that it is the wolf by his coarse voice and his dark gray
paws.

DTL Lesson #2 Minimize opportunity: Eliminating or reducing one-adult/one-child situations
dramatically lowers the risk of sexual abuse for children.
Narrator
Just then, Greta, the second oldest kid goat, spoke up.
Goat 2
That’s right! Lets listen for that coarse voice and keep an eye out for those black paws. If
the wolf gets in, he will surely eat all of us. Let’s reduce the risk of getting eaten by the
wolf by placing this stool in front of the door. Mehhh mehhh She moves a stool under the
door and runs back to the group, which is huddled in the middle of the goat house.

DTL Lesson #3 Talk about it: Children often keep abuse a secret, but talking openly about it
can break down barriers.
After the wolf calls out to the kid goats and tries to enter...
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Goats 3 & 4
It’s our mother! Wait....is that our mother??
Audience response
No? You’re right!
Goat 3
That couldn’t be our mother.
Goat 4
That stranger has a coarse voice.
Goats 3 & 4
It’s the wolf! It’s the wolf!
Goat 3
We should tell Mother when she gets home that the wolf tried to trick us

DTL Lesson #4 Stay Alert: Don’t expect obvious signs when a child is being sexually abused.
Goat 4
And we must stay alert! Keep your ear’s pricked and your eyes peeled!!
Goat 3
I nominate Egbert, the youngest goat, to be a look out!
Goat 4
Good idea! Egbert, you take the first watch. I want you to stand on that stool and look out
for the wolf.
Egbert
Ay, Ay!
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DTL Lesson #5 Make a plan: Learn where to go, whom to call and how to react.
Narrator
Before the wolf returns to the goats’ house for a second attempt to eat the goats, Goats 5
& 6 discuss where to hide.
Goat 5
Ok. It’s a good thing that we know what to listen for and what to look for, we have a
stool in front of the door, and we have a look out, but just in case the wolf still gets in we
need to have a plan.
Goat 6
That’s right. In the event of an emergency we must know what to do.
Goat 5
Everyone should pick a place to hide.
Goat 1 & 6
We’ll hide in the kitchen!
Goats 2 & 3
We’ll hide in the bedroom!
Goat 4
I’ll hide in the watering can.
Goat 5
I’ll hide in the Grandfather clock. Egbert, you must run and get help. If the wolf gets in,
find Mother and tell her what has happened.
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Egbert
Ay, ay!

DTL Lesson #6 Act on Suspicions: The future well-being of a child is at stake
After the wolf returns a second time...
Goats 5 & 6
It’s our mother! Wait....is that our mother??
Audience response
No?
Egbert
You’re right! I see dark gray paws!
Goat 5
Whew! That was a close call. I’m glad you saw those dark gray paws, Egbert.
When the wolf returns a third time...
Goats 4 & 5
That sounds like our mother!
Egbert
I don’t see any dark gray paws!
Goats 2 & 3
Disregarding any outcries from the audience
It’s our mother! It’s our mother!
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Narrator
The little kid goats let the wolf in because sometimes even the most well behaved little
kid goats make mistakes.
Goats
It ‘s not our mother! Hide!
Egbert
I’ll go get help!
DTL Lesson #7 Get Involved: Volunteer and financially support organizations that fight the
tragedy of child sexual abuse.
Narrator
It was decided thenceforth by Mother Goat, the Baker, the Miller and the Grocer that they
would band together to watch out for bad apples like the Wolf.

Finalization
The following excerpts are the final versions of the kid goat dialogue as they appear in
the finalized script. After several rewrites, it was decided that the language should be simplified
for clarity, comprehension and recall. One prominent change is the use of the identifier “deep,
wolfy voice” instead of “coarse voice.” This change was made to aide in comprehension as
coarse may not be in a five-to-seven-year-old’s vocabulary. It is also more fun to say. Ideally the
signs will be placed on an easel or perhaps displayed by a musician prior to each scene.
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Post the first sign: DTL Lesson #1 Adaptation: Know Facts
After the Old Mother Goat had closed the door and walked into the woods, the oldest kid
goat, Gilbert, turned to his brothers and sisters and said:
Goat 1
Well, you heard Mom. There is a big, bad wolf in the woods that wants to eat us. We will
know that it is the wolf by his deep, wolfy voice and his dark gray paws.

Post the second sign: DTL Lesson #2 Adaptation: Lower Risk
Narrator
Just then, Greta, the second oldest kid goat, spoke up.
Goat 2
That’s right! Lets listen for the deep, wolfy voice and keep an eye out for dark gray paws.
Let’s put this stool in front of the door. Mehhh mehhh She moves a stool under the door
and runs back to the group, which is huddle in the middle of the goat house.

Post the third sign: DTL Lesson #3 Adaptation: Talk
Wolf
Speaking in deep, wolfy voice: Hellooo boys and girls...do you like me? (No) Well, I
don’t like you either!
Did someone say something about seven little kid goats? Sounds like seven little
sandwiches to me. Hmmmm delicious! Sniff, Sniff...do you smell that? Smells like little
goats...yumm
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Walk over to the goat door.
I’ll pretend I’m their mother and they’ll let me in!
Hello! Open the door, my dear children! It’s your mother. I brought presents!
Goats 3 & 4
It’s our mother! Wait....is that our mother??
Audience response
No? You’re right!
Goat 3
That couldn’t be our mother.
Goat 4
That stranger has a deep, wolfy voice.
Goats 3 & 4
It’s the wolf! It’s the wolf!
Goats
Don’t think that you can fool us! You’re not our mother. She has a sweet, lovely voice,
and your voice is deep and wolfy. You must be the wolf.
Goat 3
We should tell Mother when she gets home that the wolf tried to trick us.

Post the fourth sign: DTL Lesson #4 Adaptation: Stay Alert
Goat 4
Keep your ear’s pricked and your eyes peeled!! That means listen and look!
Goat 3
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Egbert, you be a look out!
Goat 4
Good idea! Egbert, you look! Stand on that stool and look out for the wolf.
Egbert
Ay! Ay!

Post the fifth sign: DTL Lesson #5 Adaptation: Make a Plan
Narrator
Before the wolf came back to the goats’ house for a second time, the goats discuss where
to hide.
Goat 5
We need to have a plan in case the Wolf gets in.
Goat 6
That’s right. We must know what to do in an emergency.
Goat 5
Everyone should pick a place to hide.
Goat 1 & 6
We’ll hide in the kitchen!
Goats 2 & 3
We’ll hide in the bedroom!
Goat 4
I’ll hide under the rug.
Goat 5
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I’ll hide in the Grandfather clock. Egbert, if the wolf gets in, find Mother and tell her
what has happened.
Egbert
Ay! Ay!

Post the sixth sign: DTL Lesson #6 Adaptation: Say No
Wolf
Open the door, dear children. Mother’s back, and she has brought something nice for
each of you.
Goats 5 & 6
(To the audience) Is that our mother? It sounds like our mother. Should we open the
door?
Audience response
No?
Egbert
You’re right! I see dark gray paws!
Goat 5
Whew! That was a close call. I’m glad you saw those dark gray paws, Egbert.
Goats
Don’t think that you can fool us! Our mother doesn’t have a dark gray paw like that one.
You must be the wolf! NO. We will not let you in.
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Post the seventh sign: DTL Lesson #7 Adaptation: Help Others
Narrator
From that day onward Mother Goat, the Baker, the Miller, and the Grocer agreed to
watch out for bad apples like the Wolf. They would all work together to help little goats
and their parents stop big bad wolves.
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Chapter Three

THE WOLF AND THE SEVEN KID GOATS1
(Age Range: 5 – 7 yr olds)

Introduction on April 26, 2013 performance:
Good evening ladies and gentlemen, the following puppet show has been developed as a
comment on the Sandusky Scandal as well as an educational tool to prevent child sexual abuse
by using material created by a national, non-profit child sexual abuse prevention organization
called Darkness to Light. Darkness to Light teaches a step-by-step plan called the 7 Steps to
Protecting Our Children, A Guide for Responsible Adults. These “7 Steps” are for “Preventing,
Recognizing, and Reacting Responsibly to Child Sexual Abuse.” You will see these “7 Steps”
illustrated in the action tonight. Before an action from a child’s point of view is taken that
illustrates a step, a simplified version of the Darkness to Light step will be posted. This explains
the large cards that you will see throughout the show. Please enjoy this production and play
along as much as you feel comfortable. Audience participation is essential. And now, lets begin.

1

Adaptation of Grimm’s fairytale The Wolf and the Seven Kid Goats by Mark Blashford 2013,
Schreyer Honors College, in partial fulfillment of the requirements for a baccalaureate degree in
Theatre with honors in Theatre
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This puppet show uses large puppets (about four feet tall) with dowel rods in the back of
their heads and shoulders as control mechanisms. The kid goats are just simple stuffed goats
constructed out of terry cloth. At the start of the show the Old Mother Goats, the Grocer, Baker,
Miller, and Wolf are all on stage with pillowcases over their heads. The seven kid goats are
behind a small door with a large window that sits next to a grandfather clock. The clock and
door are upstage and combined with a stool on a small area rug that together make up the goats’
house. The Old Mother Goat is just stage right of the door on the same plane. The Grocer stands
about two feet away from the grandfather clock stage left on the same plane. In front of the
Grocer is a small counter with fruit listed on the front. The reverse of this counter is painted to
be the goats’ well for later in the story. Stage left of the Grocer is the Baker sitting on the floor
with loaves of bread in front of him. Stage left of the Baker is the Miller lying on sacks of flour.
Upstage of the Miller is the Wolf resting on a stand with his back turned to the audience. As each
character is introduced their hoods are removed until the entire cast is revealed at the
conclusion of the introductions. Each puppet remains on stage until they are moved offstage
later in the performance. If once chooses to perform in this same style and use a piano, guitar,
cello or some other instrument for incidental music, the musician(s) should be placed stage left if
the puppeteer is right-handed and stage right if the puppeteer is left-handed. See Appendix for
pictures and sketches.
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Narrator
Opening introductions: Point out masking tape line that encircles playing area.
Before I tell you a story I need to explain something. There is a wolf in this story, but do
not be afraid. He is not allowed to cross this line. Do you see this line? Point to masking
tape line. He agreed to stay on this side of the line as long as you stay on that side of the
line. Now, if I give you permission to cross this line you may, but Mr. Wolf is scared of
children so he made me promise to make this deal with you. Will you stay on that side of
the line? Good. Mr. Wolf will stay on this side.

Now where was I? Did I say good evening? No? I am so sorry! I will start over. Good
evening, boys and girls! And now I will you the story of
THE WOLF AND THE SEVEN KID GOATS
Narrator
First, let me introduce our characters tonight:
First we meet the Old Mother Goat:
Old Mother Goat
bee, bee, bee, bee ,bee hmmhmmm Mother goat tidies up her home with a broom, waters
a flower etc.
Narrator
And her Seven Kid Goats:
Goats
beh, beh, bah, baih, Beeeh, beckk, behh Just point to them in the “backyard” behind the
door and grandfather clock.
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Narrator
Next we meet the Grocer:
Grocer
Apples, bananas! All fresh! Fruits and vegetables! All fresh! Carrots! Broccoli!
Narrator
Next to his shop, lives the Baker:
Baker
Halloooo (sniffle). Come get your fresh bread! Just made this morning (bang, bang –
‘fresh’ bread is hard as a rock). Whole-wheat, pumpernickel, French!
Narrator
And at the end of the street lives the Miller:
Miller
Who’s there? Oh. A customer? Hello. I am very tired...fresh flour (pats the flour and
makes a large cloud of dust). YAWN now goodnight. I’m tired. Let me go to sleep.
Goodnight.
Narrator
And finally The Wolf
(Wolf does a slow turn)...we’ll learn more about him later.
Our story begins on a beautiful spring day at the home of Old Mother Goat.
Once upon a time there was an old mother goat that lived with her seven little kid goats.
Old Mother Goat
meh, meh, meh... oh dear, oh dear! When will these kids clean up after themselves? tsk
tsk. (she brushes the floor of her home).

35

Narrator
One day all the little kid goats ran into the house from the backyard where they were
playing.
Goats
Mother! Mother! We are hungry! We are hungry! Please get us something to eat, Mother!
Yes! It’s lunchtime! I want mac and cheese!!!!
Narrator
Hearing her little kid goats, the old mother goat decided to go into the woods for food.
She called the kids around her and said:
Old Mother Goat
Ok. I hear you. Now dear children, I’m going off into the woods. Be careful! Watch out
for the big, bad wolf. If he gets into this house, he’ll gobble you up. Mr. Wolf is tricky
and will disguise himself. You will know it is the Wolf from his deep, wolfy voice and
dark gray paws.
Goats
You can count on us! Don’t worry. We won’t let the Wolf in.
Old Mother Goat
Good. I’ll be back soon. (She kisses each goat on the head) I love you all.
Narrator
And with that the mother made a goat noise (Blehhhh) and left for the woods.
After the Old Mother Goat had closed the door and walked into the woods, the oldest kid
goat, Gilbert, turned to his brothers and sisters and said:
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Goat 1
Well, you heard Mom, There is a big, bad wolf in the woods that wants to eat us. We will
know that it is the wolf by his deep, wolfy voice and his dark gray paws.
Post the first sign:
Lesson #1 Know Facts
Narrator
Just then, Greta, the second oldest kid goat, spoke up.
Goat 2
That’s right! Lets listen for the deep, wolfy voice and keep an eye out for dark gray paws.
Let’s put this stool in front of the door. Mehhh mehhh She moves a stool under the door
and runs back to the group, which is huddled in the middle of the goat house.
Post the second sign:
Lesson #2 Lower Risk
Now walk over to the wolf. Slowly turn....
Wolf
Speaking in deep, wolfy voice: Hellooo boys and girls...do you like me? (No) Well, I
don’t like you either!
Did someone say something about seven little kid goats? Sounds like seven little
sandwiches to me. Hmmmm delicious! Sniff, Sniff...do you smell that? Smells like little
goats...yumm
Walk over to the goat door.
I’ll pretend I’m their mother and they’ll let me in!
Hello! Open the door, my dear children! It’s your mother. I brought presents!
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Goats 3 & 4
It’s our mother! Wait....is that our mother??
Audience response
No? You’re right!
Goat 3
That couldn’t be our mother.
Goat 4
That stranger has a deep, wolfy voice.
Goats 3 & 4
It’s the wolf! It’s the wolf!
Goats
Don’t think that you can fool us! You’re not our mother. She has a sweet, lovely voice,
and your voice is deep and wolfy. You must be the wolf.
Goat 3
We should tell Mother when she gets home that the wolf tried to trick us.
Post the third sign:
Lesson #3 Talk
Goat 4
Keep your ear’s pricked and your eyes peeled!! That means listen and look!
Goat 3
Egbert, you be a look out!
Goat 4
Good idea! Egbert, you look! Stand on that stool and look out for the wolf.
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Egbert
Ay, Ay!
Post the fourth sign:
Lesson #4 Stay Alert.
Wolf
Oh shucks! (Wolf temper tantrum) What can I do? What can I do? There must be a way
to get into that house...hmmmm deep, wolfy voice they said...hmmm I need to make my
voice softer and higher. How can I make my voice softer and higher?
Grocer! Oh Grocer!
Grocer
Apples, bananas! All fresh! Fruits and vegetables! All fresh! Carrots! Broccoli!
Wolf
Do you have chalk? I must have chalk immediately.
Grocer
Uh, yes. Yes I do. Here is a piece of chalk. I will sell it to you for one dollar...no wait.
With the economy the way it is, gas prices, kids in school...I’ll sell it for a $1.50.
Wolf
What would you say if I borrowed it? (The wolf runs away with the chalk)
Grocer
Wait! Wait! Oh no! Thief! Baker! Oh Baker! Someone just came to my shop and stole a
piece of chalk from me!
Baker
That was the wolf. Of course he stole a piece of chalk from you. That’s what he does.
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Grocer
That was the wolf?! Oh no! I do not like that. I do not like that at all. I’m going home!
I’m not playing anymore!! (The grocer is taken offstage)
Baker
Humph. Coward. The Grocer was a chicken. I won’t run away. If that wolf comes to my
shop, I will give a good slap in the nose! That wolf won’t get any of my dough. Huh uh!

Back to the Wolf beside the goat house
Wolf
Hahaha. That silly Grocer. Now that I have this chalk I will make my voice as sweet as
the Old Mother Goat’s. Don’t try this at home kids. (Swallows chalk)
Lalalalalaaaaaaaaahhhhh Now I sound sweet!
Narrator
Before the wolf came back to the goats’ house for a second time, the goats discuss where
to hide.
Goat 5
We need to have a plan in case the Wolf gets in.
Goat 6
That’s right. We must know what to do in an emergency.
Goat 5
Everyone should pick a place to hide.
Goat 1 & 6
We’ll hide in the kitchen!
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Goats 2 & 3
We’ll hide in the bedroom!
Goat 4
I’ll hide under the rug.
Goat 5
I’ll hide in the Grandfather clock. Egbert, if the wolf gets in, find Mother and tell her
what has happened.
Egbert
Ay, ay!
Post the fifth sign:
Lesson #5 Make a plan.
Narrator
Just then the wolf knocked at the door and sang out:
Wolf
Open the door, dear children. Mother’s back, and she has brought something nice for
each of you.
Goats 5 & 6
(To the audience) Is that our mother? It sounds like our mother. Should we open the
door?
Audience response
No?
Egbert
You’re right! I see dark gray paws!
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Goat 5
Whew! That was a close call. I’m glad you saw those dark gray paws, Egbert.
Goats
Don’t think that you can fool us! Our mother doesn’t have a dark gray paw like that one.
You must be the wolf!
Post the sixth sign:
Lesson #6 Say No
Wolf
Ah! Shucks! (Wolf temper tantrum) I need white paws! What can I do to have white
paws like mother goat?
Baker. Baker!
Baker
Oh! Hello Mr. Wolf. Yes Mr. Wolf. Get your fresh bread Mr. Wolf! Made this morning!
Whole-wheat, French, pumpernickel! Just don’t hurt me!
Wolf
I want dough. Put dough on my paw.
Baker
Yes. Yes. Dough on my paw! (Puts dough on his own hand)
Wolf
No. Silly! Dough on MY paw. Not YOUR paw!
Baker
Oh! How silly of me! Yes. Yes. Dough on your paw.
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Wolf
hahaha (evil laugh). Perfect!
Baker
ahhhh!! I’m going home to my mommy! Mommy!!! (Give the baker to someone in the
audience)
Wolf
Miller! Miller! Sprinkle some flour on my paw.
Miller
Who’s there? Oh. A customer? Hello. I am very tired...fresh flour (pats the flour and
makes a large cloud of dust. Baby powder works well). YAWN now goodnight. I’m tired.
Let me go to sleep. Take whatever you want. Goodnight.
Wolf
Don’t mind if I do!
Narrator
The Wolf sprinkled the Miller’s flour on his paws and went back to the goats’ house.
Wolf
Open the door, dear children. Mother’s back, and she’s brought something from the
woods for each of you.
Goats
(To the audience) Is that our mother? It sounds like our mother. Should we open the
door?
Goats 4 & 5
That sounds like our mother!
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Egbert
I don’t see any dark gray paws!
Goats 2 & 3
Disregarding any outcries from the audience
It’s our mother! It’s our mother!
Narrator
The little kid goats let the wolf in because sometimes little kid goats make mistakes.
Goats
It ‘s not our mother! Hide!
Egbert
I’ll go get help!
Narrator
The seven little kid goats ran to hide as fast as they could. One hid under the rug, two hid
in the bedroom, two more hid in the kitchen, and one hid in the grandfather clock. The
only goat left was the littlest, youngest goat. With an eek (eek!) he ran to get the old
mother goat. The wolf had no trouble finding them and he ate them up one by one.
The wolf enters and plays a hid-and-seek game with all of the goats. Detach mouth and
open throat for easy consumption of goats and for God’s sake, ham it up!
Wolf
Hmmmm yum. Now how many goats have I eaten? Hmmm let me count...(count the
bumps in the Wolf’s stomach). Huh, have I missed one? No bother. I’ll just have to find
the last little one later. He better not tell anyone! I’m going to take a nap.
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Narrator
The Wolf found a soft spot in Mother Goat’s front yard next to her well under a great big
oak tree.
Flip Grocer’s counter around to turn it into a well. Place “tree” nearby.
Not much later the Old Mother Goat and the little goat, Egbert, returned home from the
woods. What a sight met their eyes! The front door was wide open – everything had been
turned upside down. The house was a mess.
Old Mother Goat
Greta? Gregory? Gustof? Gertrude? Garfield?
What has happened?
Egbert
We were tricked! We let the Wolf in.
Old Mother Goat
Hmmm I see. There is the Wolf in my front yard sleeping. Go get my scissors – the BIG
ones – and my needle and thread. Hurry! We don’t want Mr. Wolf to wake up!
Narrator
The littlest and youngest goat ran and got his mother’s giant scissors, her needle, and her
thread. (Go get the scissors, needle and thread)
Old Mother Goat
Singing a little tune doo, doo, doo. I’ll just cut right here and right here...There we go!
Goats
Yeehaw! We are free!
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Old Mother Goat
Now my little kids. Run and hide! Hide yourselves!
Narrator
The little kids ran into the woods and found the most quiet and patient bushes... and just
so you know, fairytale bushes don’t say anything they just raise their hands silently. Go
find “bushes” and give goats to the crowd.
Old Mother Goat
Now I’ll just sew this back up. I’ll put in some of these stones. One...two...three...(grab
some hard bread from the Baker) four, five, six, and seven. Time for me to hide too! The
mother goat hides in the kitchen.
Narrator
The Old Mother Goat sewed Mr. Wolf so carefully that he didn’t notice a thing.
Wolf
Dum, dum, dee dum...yummy goats...
Narrator
When the Wolf woke up he got back on his feet. The stones in his belly made him very,
very thirsty so he went to the well to drink.
Wolf
I am so thirsty! What is the rumbling and tumbling in my stomach?
Narrator
When he got to the well, he leaned over to get a drink, but the stones in his stomach made
him lose him so heavy that he fell into the well and couldn’t get out.
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The Old Mother Goat went back into the yard and saw that the wolf could not get out
ever again.
Old Mother Goat
Now that’s better. Little kids! Little kids! The wolf is gone! The wolf is gone!
Narrator
Hearing their mother, all of the little kid goats came to her and gathered around the well.
Come here! Come here!
They were so happy that they got their mother, and they all danced for joy around the
well.
All Goats
Yay for Egbert! He told our mother and we got the wolf! Yay for Egbert!!!
Narrator
From that day onward Mother Goat, the Baker, the Miller, and the Grocer agreed to
watch out for bad apples like the Wolf. They would all work together to help little goats
and their parents stop big bad wolves.
Post the seventh sign:
Lesson #7 Help Others

THE END
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Chapter Four
FINAL THOUGHTS
My first idea for a thesis project was to create a television show for children that explored
difficult topics with puppets. For the better part of a year I wrestled with this idea, confident that
puppetry was the right medium, but afraid to commit to the idea without an educational
framework or professional guidance. Then the Sandusky case rocked Penn State’s campus, so I
began this particular project with the intention of making a political statement; invested in
finding a way to contribute to the issues brought forward by the Sandusky case. It was important
to me to make an impression, leave a mark, and do something quintessentially “artistic”, safely
within the realm of activism. Whether or not I have done that I am not sure, but through the
process of academic inquiry I have found that a new integrity has come to my work. Puppetry
inspired me as a means of opening up a dialogue and connecting with children over difficult
issues, but I was afraid to invest in this idea at first. Instead of pursuing an educational
production using puppetry, I pinned my project on an activist framework set up by a traumatic
Penn State event. That original direction for the project was not without worth, however, once
my project was exposed to Darkness to Light’s “7 Steps” and informed by my experience in
Germany it took on a new purpose that extended beyond activism.
When writing the script I found that the Grimm Brother’s characters informed the
dialogue through the richness of their personality. The Wolf and the Seven Kid Goats has all of
the components of a classic fairytale. Fundamentally it is a story about good vs. evil with all the
archetypical players: the villain, the hero, the innocent, and the blundering comic relief.
Although it is an over two hundred year old story it is tremendously relevant – an astonishing
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characteristic of a classic fairy tale – because it encapsulates human experiences that transcend
time and culture, even paralleling events like the Sandusky case. In this story there are innocent
characters that are preyed upon by a powerful predator that will do everything in his power to
trick them. There are characters that could do the right thing and put an end to his work, but they
decide not to intervene. Instead, they help him. On the other side of the coin the characters that
are being preyed upon may have been able to keep the predator at bay had they been given the
right tools. In the end, like so many stories including Penn State’s story, it takes the strength of
one to stand up to a reign of terror, but it takes the combined efforts of an entire community to
set things right and keep them that way. It is important to be reminded of these classic stories.
They can be educational just by helping us to reflect and approach new situations thoughtfully,
and yet even with the power of The Wolf and the Seven Kid Goat’s Old World wisdom, I knew
that puppets are only empowered by the generosity of the perceiving audience and I needed a
way of accessing the truths imbedded in the Grimm fairy tale. When I was exposed to Darkness
to Light and the 7 Steps to Protecting Our Children the script took on another voice, one that I
knew could inform audiences by giving specific names to each educational moment in the story.
With a simplified version of the material developed by Darkness to Light it became clear that my
project had instructional weight, particularly for child audiences, who connect well with puppets
and are apt to listen to what they have to say. With the inherent instructional value of The Wolf
and the Seven Kid Goats combined with the “7 Steps” I couldn’t imagine a better art form to use
to start a conversation with children about child sexual abuse.
When I began working on this project, I knew relatively very little about puppetry. I
thought I knew quite a bit – the basics anyway – but through connecting with puppeteers around
the world and building my own puppets, truly immersing myself in puppetry, I quickly learned
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two things. First, I learned that the world of puppetry is as vast and layered as any art form,
requiring incredible skill on a professional level while still being accessible to anyone, including
an amateur like me. The second thing that I learned was that I want to study and perform
puppetry for the rest of my life. I have found tremendous joy working in this medium. My
experience in Germany was rich and fruitful. It validated my desire to work with puppets in my
future career as a theatre artist. When working with Matthias Kuchta I saw that my thesis project
could be instructional and entertaining. Perhaps most importantly, I saw that children really
could connect to my work on stage because they really do listen to a puppet’s voice. I saw the
phenomenon of child to puppet interaction every day while working in Germany. I wrote in my
journal, “...a child will look a puppet directly in the eye and answer anything. The best moments
are when a child kisses Snow White, when everyone claps for a volunteer, and when the entire
audience screams for a puppet not to do something.” The young audiences that I witnessed in
Germany watching Matthias Kuchta work all became entranced at some point during his
performances. It was an unforgettable experience to watch an entire show without
comprehending a single word of script and yet understand every single moment just by watching
the audience.
Inspired and rejuvenated by my experiences in Germany and emboldened by the support
that I had from Darkness to Light, an international child sexual abuse prevention organization, I
began the spring semester with renewed energy. Over the course of three and half months I
worked in the Penn State scenic design shop designing and building my puppets, emulating the
work I saw in Germany and allowing myself to learn as I worked. It was not an easy process, but
it was tremendously rewarding to bring my show into being. While I worked, I learned carpentry,
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carving, and sewing skills as well as model drafting and back planning. I successfully completed
the construction phase on April 19th 2013, seven days from my performance.

Post Performance Reflection
My first thought after performing this puppet show was, wow, I think that actually
worked. During the week leading up to my performance on April 26, 2013, I held my breath and
crossed my fingers as I shuttled my show from the scenic design workshop to my apartment in
State College to the Theatre Building on campus every day to fix pieces and rehearse in the
space. After the first rehearsal, I realized that I needed to build several more props and repair two
puppets that would require reinforcing pieces in order to withstand the physical abuse they would
take during the course of the show and the traveling from venue to venue. My thesis advisor,
Renée Kredell and I worked out several issues in the script and talked through both design and
staging details. We discovered that in order for the audience to follow the action on stage, I had
to treat each event in the show like a page in a picture book rather than an animated clip. If the
audience could see the show as a picture book, they would be willing to wait for me to “turn the
page” by running between characters and locations in the story. This concept was further
developed when I introduced the piano styling of Tim Hanson, a graduate student in musical
direction at Penn State.
Adding an underscore and sound effects to the show made an enormous difference in the
overall quality of the puppet show experience. The piano not only smoothed out all of the
transitions between the different locations on stage, it also became a thirteenth character by
communicating with both the audience and the puppets. The piano also gave each Darkness to
Light lesson its own sound effect. Thanks to Tim Hanson, the audience had auditory cues that
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supported and emphasized everything in the fairytale. We worked well together from the very
beginning of our short collaboration. Tim understood the pacing, the tone, and the overall flavor
of the show as soon as I showed him a tape of one of my rehearsals. Together we worked out
several key musical moments in the production on the day of the performance, adding an entirely
new dimension to the piece.
Another key component to the success of this production was the audience itself. I felt the
show take on an entirely new and dynamic energy once an audience entered into the story.
Throughout the rehearsal process I was worried that the audience may not understand the main
messages of the story and never enter into a dialogue with the show, but to my relief the
audience became full participants in the action. In order for The Wolf and the Seven Kid Goats to
be an effective educational tool, its audience must be actively engaged. It is important that the
audience yell at all of the puppets: cheering for the little kid goats and booing the wolf.
Thankfully this is exactly what happened during my performance. Luckily for me there were also
two children in the audience that were actively engaged in the action (as well as quite
entertaining in their own right). The positive presence of these children was tremendously
validating and further secured the outright success of the production.
I could not be happier with the outcome of this honors thesis. Although my
ultimate goals for this project have shifted and changed throughout the process, I am proud of the
final product as an artistic expression and validated educational tool. The success of this project
has reinvigorated me as an educator and theatrical artist. It has also deepened my desire to pursue
puppeteering. When I first stepped on to stage for this performance, I suddenly felt myself in the
shoes of my mentor, Matthias Kuchta. I saw my puppet show from his perspective as a performer
and reconnected with my acting impulses in front of a responsive audience. It was good to be
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reminded that – at its core –puppetry is pure entertainment. I became particularly aware on stage
that I am a novice puppeteer. I have much to learn and I made many mistakes during my
performance, but luckily the audience was very forgiving. I believe that audiences want puppets
to come alive and they want to connect with them. This gives me a renewed dedication to
perform and to teach with puppets.
This show spoke to the difficult issue of child sexual abuse and the audience responded
positively. Puppetry is an excellent conduit through which performers can address many issues,
but this particular show effectively brought abuse and predation into a public forum in a kind and
subtle way. For these reason – above all others – I plan to continue to explore the world of
puppetry and to pursue a career that combines both puppetry and education. It is my hope that
this honors thesis is only the beginning of a long and fruitful exploration of the puppetry medium
in a world that is still in need of educational practices that resonate with children.
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APPENDIX
The following pages include a budget proposal and a sampling of images that chart my
progress and show the various building techniques that I used in order to complete a total of
twelve puppets for the show. I have also included a Certificate of Attendance of Darkness to
Light’s Stewards of Children training program, a chart of the section of the tour that I took with
Matthias Kuchta and some images of my experience in Germany.

BUDGET PROPOSAL
This is the original budget that I created in October 2012. After securing a space in the
Penn State Scenic design shop and receiving several grants, every dollar amount on this chart
changed. The total cost of the project excluding the cost of airfare to Germany and London is
less than $300, a much lower number than I anticipated. I initially planned to purchase all of my
supplies, however, I decided after beginning construction that I wanted to use recycled materials
wherever possible. I am happy to say that my project is primarily made up of recycled materials.
The proposal is just one example of the evolution of my project.
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Original Budget for The Wolf and the Seven Kid Goats*

Puppet/Prop
Mother Goat
The Wolf
The Miller
The Grocer
The Baker
Goat 1
Goat 2
Goat 3
Goat 4
Goat 5
Goat 6
Goat 7
Grandfather Clock
Kitchen Door
Table
Grocer Counter/Well
Flour Sacks
Stones/bread

Cost
$81
$142
$88
$88
$88
$10
$10
$10
$10
$10
$10
$10
$15
$12
$10
$20
$10
$10
$634

Needles & Thread
Hot glue

$20
$20

Flight to Germany

$1,200

Total

$1,874

Materials and Cost
Antron Fleece = $16.25/yd.
Reticulated Foam = $33.50 per 16X36 in sheet at ½” thickness
Black faux fur (fabrics.com) =$20.98/yd
Wholesale 9 oz. Terry Cloth (wholesalefabricstore.com)= $69.00/ 12yd bolt
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Character Cost Breakdown
The Grocer, Baker, Miller will each require:
• approx. 1.5 yds. of fleece ($24.38)
• a 16X36” piece of foam ($33.50)
• 2 yds. of light weight fabric (~$15)
• $15 for eyes and hair.
Their total cost is approximately $87.88 x 3 = $263.64
The Wolf will require:
• approx. 4 yds. of black faux fur ($83.92)
• a 16X36” piece of foam ($33.50)
• about $25 for eyes, teeth, and a full body zipper
His total cost is approximately $142.42.
The Mother Goat will require:
• approx. 3 yds of Terry Cloth ($17.25)
• a 16X36” piece of foam ($33.50)
• 2 yds. of light weight fabric (~$15)
• $15 for eyes and hair.
Her total cost is $80.75.
The Kid Goats will require:
• Terry Cloth from the 12yd bolt ($51.75) and recycled gym towels.
• Assorted buttons etc. approximately $15.
Total cost for Kids = $66.75.
Note: Wood frames will be constructed from scrap wood in the scene shop without
additional cost to the project in order to construct the grocer’s stand that turns into a well, the
kitchen door, small table, and grandfather clock. The door will require a doorknob and the clock
will require additional fixtures. This additional cost should not exceed $50.
The stones and bread will be constructed out of construction foam and the flour sacks
will be simple sewn bags, which will cost no more that $10.
*The final cost of my production did not exceed a total of $300 through the repurposing
of materials in the Penn State scene shop and recycling found materials.
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Figure 1. Certificate of Attendance of Darkness to Light’s Stewards of Children Training program
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Figure 2. Tour dates, times and locations in Germany with Matthias Kuchta
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Figure 3. Matthias Kuchta’s woodworking shop
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Figure 4. Matthias Kuchta’s puppets
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Figure 5. Matthias Kuchta’s workshop
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Figure 5. Matthias Kuchta’s touring show (Snow White) during my internship
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Figure 6. Matthias Kuchta’s The Wolf and the Seven Kid Goats
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Figure 7. Matthias Kuchta in performance
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Figure 8. Matthias Kuchta and the author (Mark Blashford) after a show
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Figure 9. Goat pattern
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Figure 10. Building kid goats in the workshop
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Figure 11. The Grocer head pattern
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Figure 12. The Grocer’s arms
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Figure 13. The Grocer
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Figure 14. Constructing the Baker’s neck
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Figure 15. The Baker
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Figure 16. The Wolf’s neck and spine
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Figure 17. The Wolf’s head
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Figure 18. The Mother Goat’s head and neck
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Figure 19. The Mother Goat’s head and neck joined
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Figure 20. The Mother Goat’s head, neck, and body (back view with rods)
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Figure 21. The Mother Goat’s head, neck, and body (front view)
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Figure 22. The door to the goat’s home

79

Figure 23. An early drawing of the goat home
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Figure 24. An early drawing of the complete set
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Figure 25. An early sketch of the Wolf
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Figure 26. The Wolf control mechanism and arm attachments
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Figure 27. The Baker body construction
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Figure 28. Puppet pattern from projectpuppet.com
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Figure 29. The Baker
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Figure 20. The Miller
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Figure 31. The Grocer
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Figure 32. The Wolf
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Figure 33. The Old Mother Goat and her seven kid goats
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Figure 34. Piano drop, “The Woods”
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Figure 35. The entire set in rehearsal
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Figure 36. The author (Mark Blashford) after the show on April 26, 2013
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