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PLEIADES THEATRE presents:


DYING TO BE SICK (Le Malade imaginaire)


October 12 – November 4, 2007


at  The Theatre Centre


1087 Queen St. West at Dovercourt


(S.E. corner of Queen & Dovercourt)


Special Price Tickets for Students: $12  




BOX OFFICE:  416.872.1212
We do talk back sessions with the actors after each student matinee performance of Dying to be Sick. Call Pleiades Theatre at 416.203.1227.

A WORD FROM THE DIRECTOR

It is with great pleasure that I welcome you to Molière’s Dying to be Sick. In the next few pages, you will have the opportunity to discover this actor and playwright who, three-hundred and thirty-three years after his death, remains consistently revered not only by his countrymen but throughout the world. Even before his death, Molière was a larger-than-life personality. Fiery and temperamental, he was as infamous for his passion in life as he was famous for his venomous tongue when attacking the mediocrity, vanity, greed and hypocrisy that surrounded him. Molière’s target in Dying to be Sick is the medical profession of his day – the charlatans and pedants who, hiding behind a secret semantic code of Latin and Ancient Greek, sold the promise of wellbeing to the sick but rarely helped, let alone touched, their patients. This was a time when the medical establishment in France would not accept such “revolutionary” theories as the circulatory system and when “treatments” were limited almost exclusively to lengthy bloodlettings and the administration of enemas, or lavages. Molière’s own son died at a very young age after being bled by one these men. We like to think that things have changed in the past few hundred years. However, the cynic in me argues that Latin has simply been replaced by the imperviousness of technological-speak, that we have abandoned clysters only to take on colonic irrigations and that the medical establishment continues to retain its supreme authority over us. That being said, the relevance of Dying to be Sick goes beyond a simple critique of sustained pretensions of the medical profession. Like all great satirists, Molière has created a play in which the true subject of ridicule is ourselves. Why, Molière mordantly asks, do we surrender ourselves so willingly to “specialists”? In handing over all responsibility and control to his doctors, is Argan not abdicating any personal involvement in his own body? Is he not denying nature’s supremacy in matters of mortality? In Dying to be Sick, we are watching Argan spit, stammer and rage not at his loved ones but at his own ephemeral condition. It is this futile battle against time that fills the coffers of plastic surgeons and that empties the shelves of pharmacies everywhere. As we laugh at the irrationality and egotism of the hypochondriac, we are laughing at our own terror of sickness and death. Here lies Molière’s true genius: he allows us to laugh at what normally makes us cry. And that is why he is loved to this day. Bon spectacle!

Brendan Healy

A WORD FROM THE TRANSLATORS 

First and foremost, we have wanted to bring the ferocious vitality of Molière's 17th century French text to our new, Canadian translation. His use of language is remarkable for being graceful, yet robust and filled with action. You can almost apply a physical activity to every line. The action in Shakespeare's language is often interior: "To be, or not to be, /That is the question." is a man pondering the biggest question in life. In Molière, the action is direct and out front: "Mon Dieu! Gently. You launch straight into invective. Can we not discuss this reasonably, between us, without flying off the handle?" Molière was an unrivalled master in attaining this constant flow of action, which is found throughout his plays. This is not surprising because Molière was also a brilliant comic actor and he wrote most of his plays with himself as the central character. (Shakespeare was also an actor but a much lesser one, appearing occasionally and in fairly small roles in his plays.) So, this relentless energy from one crazy moment to the next, and which makes the plays so funny, is what we have tried to capture in our translation.

Another thing that makes this version of the play unique is the fact that we have retained elements of the original French. They blend right in with the English. It is only in Canada that we can do something like this because French is not nearly as foreign to our ears as it might be to say, an American or an Australian. Many English Canadians (indeed a growing number) actually speak French or are learning it. At the very least, we are used to hearing it. This means that in the translation, we can keep some of the true sound and feel of the original. Language is music that resonates from the souls of the people who speak it and character is the instrument that plays it. In doing our translation of Le Malade imaginaire into Dying to be Sick, we thought that keeping the play connected to its French-language origins would make it more fun for actors and audiences and would take us closer to heart of these characters and their way of being. 

Lastly, and this can be an interesting exercise for any student, we have tried to keep the rhythm of a line in our version as close as possible to that of Molière's. 


"Si vous avez le plaisir de quereller, il faut bien que, de mon côté, j'aye le plaisir 
de pleurer: chacun le sien, ce n'est pas trop. Ha!"


"If you can have the pleasure of bawling me out, I can have the pleasure of 
crying. To each his own, it's only fair. Ah!"

All of this is makes for a delightful challenge while at the same time, it teaches you a great deal about language! 

Adrienne Clarkson and John Van Burek 

THE PLAY

Dying to be Sick ( Le Malade imaginaire opens with Argan tallying up his monthly bills from his doctors and apothecaries. He spends a fortune on care, but it’s never enough! What’s more, he plans to marry off his daughter, Angélique, to the son of a doctor, even though the boy is a pompous fool. Argan’s servant Toinette, the only person in the household capable of standing up to him, steps in to object and their battle of wills is engaged. Angélique is secretly in love with a young man and Toinette sets out to help her attain her goal. Argan’s second wife and Angélique’s step-mother, Béline, is trying to have the girl put in a convent so that she can get her hands on the old man’s fortune. 

In Act II, Cléante, Angélique’s lover arrives disguised as her music teacher in order to get to see his beloved. Just then, Monsieur Diafoirus arrives with his son, Thomas, to meet his fiancée. In a terrific comic scene, Thomas pays court to poor, horrified Angélique, after which time Cléante improvises a charming story about his love for her, all right under Argan’s nose. The act ends with Argan bullying his youngest daughter, Louison, into spying on her sister, Angélique.

Act III opens with one of the great scenes in all of theatre: Béralde comes to visit in the hopes of making his brother see the light about his mad obsession with medicine. In the ensuing debate, the whole question of nature vs. nurture, of the role of medicine and of doctors, of man’s ability to see into the mysteries of human life, is raised and argued passionately. This scene culminates with Argan cursing that upstart playwright, Molière, for satirising doctors and people like himself who thrive on their care. (The great irony is that Molière played this part himself and that during the fourth performance, he collapsed and died later that night.) Toinette comes in, announcing the arrival of an itinerant doctor who wants to see Argan and here we have one of the greatest comic scenes in all of Molière. (It is an amazing third act!) In the end, Argan is made to see the machinations of his calculating wife and the honesty of Angélique’s love for him. The play ends happily with Cléante accepting to become a doctor if it will make Argan happy and, better still, in a big, comic ballet, with Argan becoming a doctor himself.

MOLIÈRE AND HIS TIME

The reign of Louis XIV

Molière lived mainly under the reign of Louis XIV, a monarch who left an indelible mark on France and fostered an unprecedented blossoming of culture and the arts. It is to Louis XIV, nicknamed the Sun King, that France owes the Château de Versailles, a palace he had built to relocate the court outside of Paris, in an attempt to decentralize power and neutralize the all-powerful nobility. A visit to Versailles later inspired Russia’s Peter the Great to build St Petersburg in the elegant French style. Under Louis XIV, magnificent castles and gardens sprang up all over France, but his long reign left the country impoverished by wars and the abuses of the ruling class.

At the royal court, music flourished with Lully, Couperin, Rameau and Glück who were among the pioneers of opera, a genre which was to dominate the musical world for generations hence.

Jean-Baptiste Poquelin, a.k.a. Molière

Molière’s birth date is not known but, according to official records, he was baptized on January 15, 1622. His father was a well-to-do cloth merchant in Paris. Young Jean-Baptiste got solid schooling from the Jesuits and prepared for a career as a lawyer. During his school days, he struck up an enduring friendship with the Prince de Conty, with whom he shared a love of theatre. Years later, the Prince would be among the first important backers of Molière’s troupe. Shortly after being accepted to the Bar, Jean-Baptiste met the Béjart family and chose to pursue a career in theatre, a passion to which he devoted the rest of his life.

With Madeleine Béjart, Molère signed, in 1643 the founding act for the Illustre Théâtre. The first years of activity of the troupe were far from successful and Molière even spent time in jail for debt in 1645. Then, the Illustre Théâtre garnered support from the Prince de Conty and left for a country-wide tour which lasted twelve years. This tour marked the debut of Molière’s writing career. The troupe became increasingly successful with new plays mixing comedy from commedia dell’arte (the traditional form of Italian comedy, where actors improvise their lines and the acting is very physical) with contemporary subjects. Molière’s troupe settled in Paris with a far-reaching reputation for comedy, and immediately triumphed with Les Précieuses ridicules. From this point on, Molière and his troupe had the support of the King’s brother and they would eventually be backed by the King himself.

In 1662, Molière married Armande Béjart, the young sister (or daughter? The truth was never established) of Madeleine. He was twenty years her senior. The troupe settled at the Palais-Royal, where it remained in residence until Molière’s death in 1673. L’École des Femmes was another resounding success and Molière received the first pension ever provided by a king to an actor. But Molière’s good fortune fostered jealousy, namely among actors of a rival troupe, L’Hôtel de Bourgogne. This company specialised in tragedy, which was considered a far more noble genre, whereas comedy was regarded as entertainment for the masses. Fortunately, the King liked Molière’s plays. In 1665, his troupe became La Troupe du Roi, (The King’s Company) and received a comfortable stipend. However, royal support did not prevent the banning of Tartuffe in 1664, after one performance. The King’s mother and powerful religious groups had a great deal of influence and the play was only performed again in 1669, at which time it broke all box-office records. By then, Molière was sick with a pulmonary disease, probably tuberculosis. In 1673, he fell ill again, and, during the fourth performance of Le Malade imaginaire, he collapsed. He died at home hours later, not on stage, as legend would have it.

The King intervened to ensure that Molière had a proper burial. This was required because he had not renounced his life as an actor before a priest, as the Church dictated, and therefore he had been excommunicated. Molière was buried at night in a plot reserved for still-born babies who had died unbaptized.

Very little is known about Molière, even though his name has become synonymous with the French language. People who speak French, speak «la langue de Molière», just as the French refer to English as «la langue de Shakespeare».

Molière left behind virtually no written documents, not even manuscripts of his plays. But we do know that he was an extraordinary comic actor as well as a remarkable company manager.

He wrote to entertain, to make audiences laugh, not to flatter the arbiters of taste. Today, Molière’s plays are alive, his work, immortal. The Bourgeois Gentleman, Les Précieuses ridicules, Tartuffe,The Misanthrope, The Miser, Dying to be Sick are known and performed all over the world. They present eternal types : snobs, religious fanatics, savants, everyone is taken to task. Molière’s plays have a freshness, a spontaneity which still surprise audiences today. But, above all, they bring laughter. Molière knew how to laugh at himself and others.

In Molière’s days, acting was not regarded as a legitimate profession. Actors were excluded from communion, along with «usurers, sorcerers, magicians…and other sinners» as categorized by the Rituel du diocèse de Paris. 

Nevertheless, theatre was a favourite pastime for Parisians and courtiers. Several troupes enjoyed great renown : l’Hôtel de Bourgogne, le Théâtre du Marais, two companies specializing in tragedy, Les italiens who continued the commedia dell’arte tradition and l’Opéra, inaugurated in 1671. It is estimated that 10 to 15 companies were touring throughout the country.

After Molière’s death, La troupe du Marais merged with Molière’s troupe and later joined les Grands Comédiens. In 1680, they became la Comédie Française, the only company of actors subsidized by the King and still active today.

In Molière’s days, the written press did not exist. There were no reviews, no media coverage. Theatre troupes were very dependent on their audiences and susceptible to word of mouth. Molière had the insight to promote comedy while the taste for tragedy was waning and he was brilliant enough to write his own plays, texts that were custom-made for his actors and himself. Like Shakespeare, Molière wrote profusely and with astounding ease. There was only one master copy of the play and each actor had his or her lines written out, with nothing but the preceding cue. Also, the texts became public domain as soon as they were published.

Molière’s genius has been well established and it has overshadowed many a lesser playwright of his time. But among contemporaries of note, Pierre Corneille and Jean Racine, two tragic authors, were very successful and are still performed regularly at la Comédie Française and all over the world. But in French-language theatre, Molière is far and away the greatest and most popular playwright.

MEDICINE IN MOLIÈRE’S TIME

In the 17th century, knowledge of the functions of the body was rudimentary and medicine consisted mainly in purportedly altering «humours» in the system. The idea of humours came from a Greek physician called Galen.  He thought that the body was ruled by four humours, or fluids, which determined one’s personality and ability to react to various diseases.

Unlike apothecaries and surgeons, who were long relegated to a secondary role in health care, les médecins, doctors, were a highly respected and priviledged class in Molière’s days. Trained at the prestigious Faculté de Médecine, in the tradition of the ancient Greeks, doctors were chiefly academics given to debating their cases and many prided themselves on not taking into account discoveries of modern times, such as the circulation of blood in the body. The discovery, made by William Harvey (1578-1657), a British doctor, was disregarded, if not scorned, for a long time by many French practitioners, although, by Molière’s time, the idea had been accepted by most of the medical body. This makes Thomas Diafoirus and his father’s stance on the question even more ridiculous : they adamantly hang on to notions passed on since antiquity and are proud to do so.

«But of all things, that which pleases me most, and that in which he follows my example, is that he clings tenaciously to the opinions of the ancients, and that not once has he fallen for understanding, not even listening to, the reasonings and the experiments, the so-called discoveries of our time, touching upon the circulation of blood and other opinions of the same ilk.»

La saignée, bloodletting and lavement (laver = to wash) a lavage, were universal remedies at the time. People were being bled for anything from toothache to persistent fever and every household had a «clystère», an apparatus used to irrigate the intestinal tract and relieve congestion, often caused by too much rich food.

At the beginning of the play, Argan calculates what he owes the apothecary as he counts dozens of blood lettings and lavages. 

«So, that means that this month, I have had one, two, three, four, five, six, seven and eight medications; plus one, two, three, four, five, six, seven, eight, nine, ten, eleven, twelve lavages; whereas last month, there were twelve medications and twenty lavages. No wonder I’m not feeling as well this month as I did last.» 

Very little was known about hygiene in those days as well. People did not wash, clothes were not washed and perfume was used profusely to conceal body odour. When King Louis XIV was very old and very sick, doctors recommended a bath as a last resort. At the court in Versailles, there were no washrooms : the courtiers used stairwells as toilets and the whole castle had to be evacuated on a regular basis for cleaning purposes.

THEMES IN DYING TO BE SICK
·  The role of medicine
·   Common sense versus obsessive behaviour
·   Authenticity versus pretentiousness
·   Parent/children relationships

·   Marriage and what values it should represent

The activities proposed here have been prepared in accordance with the Guidelines of the Ministry of Education of Ontario

PRE SHOW ACTIVITIES AND RESEARCH

Molière was born in 1622.

Versailles was built in 1632.

Molière lived at the height of the reign of Louis XIV.

1. Find some significant developments that took place during Louis XIV’s long reign. 

A. Political events

B. Cultural events

2. What was happening in Canada at that time? 

3. Find illustrations of the Château de Versailles and its gardens. Make a presentation to the class.

4. Find illustrations of people who lived in Molière’s time. Look at the clothes, the hair. Describe them and make comments.

5. Molière included ballet and music in several of his plays to make them more entertaining. How would you imagine an evening gathering at the theatre or at court in those days? What would people do to entertain themselves?

POST SHOW ACTIVITIES

1. Discuss the play and the production.

2. What was your favourite comic situation?

3. Comment on Molière’s comic genius in this play.

4. Did you find Argan pitiful? Ridiculous? Menacing? When and why?

5. What character did you identify with and why?
6. Earlier in this study guide it was noted that each line of the play is written with action in mind. Identify three scenes in the play that work to propel the plot and to bring out the comedy. 
7. Prepare an oral or written review of the play.
QUOTES FROM THE PLAY

Here are some quotes from Dying to be Sick. Using these, explain how they relate to the themes outlined above and answer the questions attached to them.

Argan and Toinette

TOINETTE: If you can have the pleasure of bawling me out, I can have the pleasure of crying: to each his own. It’s only fair. Ah!

ARGAN: All right, all right, that will do. Take this stuff away, you fool, take it away. (Argan gets up out of his chair.) My lavage this morning, was it successful?

TOINETTE: Your lavage?

ARGAN: Yes. Did I have a lot of bile?

TOINETTE: Good Lord, that’s not my business; we’ll let monsieur Fleurant stick his nose in that; he gets paid for it.

ARGAN: Well, tell them to prepare my bouillon, I’m supposed to have another one, later on.

TOINETTE: That monsieur Fleurant, and your monsieur Purgon, they’re having a field day with your poor body; they’ve found a gold mine in you; I’ve a good mind to ask them what sickness you could possibly have to warrant all these remedies. 

ARGAN: Shut up, ignoramus! Who are you to question the orders of the medical profession? 

What does this little scene say about their relationship?

Argan speaks of his plan to have his daughter, Angélique, marry Thomas Diafoirus, the son of a doctor

TOINETTE: Mon Dieu! Gently. You launch straight into invective. Can we not discuss this reasonably, between us, without flying off the handle? There now, let us speak calmly. What, if you please, is your reason for such a marriage?

ARGAN: My reason is, that finding myself in poor health and as sick as I am, I want to give myself a son-in-law and some allies who are doctors, so that I might count on their good support in combatting my illness, and to have in my family a source for the remedies that I require, and to be sure that I have no less for my consultations and my prescriptions.

TOINETTE: Eh bien, now there is a reason, and isn't it better to speak calmly in this? But monsieur, honestly now; are you really sick?

ARGAN: What? Am I sick? You devil! Am I sick? The nerve! 

What is Argan’s real motive here?

Another exchange between Argan and Toinette

ARGAN: Where are we? The nerve, for a hussy of a servant to talk this way to her master? 

TOINETTE: When a master has no idea what he’s doing, a level-headed servant has every right to straighten him out.

ARGAN (running after Toinette): Ah! The insolence! I’ll knock you silly!

TOINETTE (running from him): It’s my duty to oppose anything that might dishonour you.

ARGAN (angrily chasing her around his chair, his stick in hand.) Come here, come here, I’ll teach you to talk back!

TOINETTE (running and escaping to the opposite side of the chair from Argan): I am making sure, as I should, that you don’t do anything stupid.

What is Toinette referring to here?

Monsieur Diafoirus introduces his son Thomas

MONSIEUR DIAFOIRUS: Monsieur, it is not because I am his father; but I can tell you that I have reason to be pleased with him, and that all those who encounter him, speak of him as a boy who has not an ounce of malice in him. He never had much in the way of imagination, nor that spark of wit that we see in some people; but that is why I have always felt this augured well for his judgement, a much needed quality in the exercise of our art. When he was a child, he was never sharp or alert. He always appeared docile, inert and taciturn, never saying a word, never playing at the foolish games other children play. We had all the trouble in the world teaching him to read; and he was a full nine years old, he still didn’t know his alphabet. Bon, I told myself: the late-blooming trees are those that bear the best fruit. 

Rephrase what Diafoirus says in your own words.

Béralde, Argan’s brother voices his opinion about medicine and doctors :

BÉRALDE: Is there any chance that you might be under the spell of your apothecaries and your doctors, and that you choose to be sick in spite of everyone, and of nature herself?

ARGAN: What exactly do you mean, mon frère?

BÉRALDE: I mean, mon frère, I have never seen a man who is less sick than you, and I could not ask for a better constituion than yours. The clearest sign you are in excellent health and you have a body which functions perfectly well, is that with all the treatments you’ve been getting, you have not yet managed to destroy your body's natural equilibrium, and you’ve not yet dropped dead from all the medications they’ve been having you take. 

ARGAN: But don’t you know, mon frère, that this is what preserves me; and that monsieur Purgon says I would indeed succumb, were I to go but three days without his care? 

Comment these opposing points of view.

Argan and Béralde’s views on medicine :

ARGAN: But still, mon frère, there are people who are no less wise and capable than you; and clearly, in matters of illness, everyone has recourse to doctors.

BÉRALDE: That is a sign of human weakness, and not of the truth of their art.

ARGAN: But obviously doctors believe in the truth of their art because they apply it to themselves.

BÉRALDE: That’s because there are some who have, themselves, fallen into the common error, though they still benefit from it; there are others who benefit from it, without being mistaken. Votre monsieur Purgon, for example, there’s no confusion there; he is pure doctor, from head to toe; a man who believes in his rules more than a mathematical equation, and who would hold it a crime to even think to examine them; who sees nothing obscure in medecine, nothing doubtful, nothing difficult; and who, with peremptory refusal, unflinching confidence, brutality towards reason and common sense, distributes willy-nilly, purges and bloodlettings, without questioning a thing. You must not hold it against him, whatever he might do for you: it is with with the best intentions in the world that he will send you packing; and in killing you, he will only do what he has done to his to his wife, to his children and if need be, what he will do to himself.

……

BÉRALDE: Moi, mon frère, it’s not worth the effort for me to fight the medical profession; and everyone, to his risk or good fortune, can believe whatever he likes. What I say here is between you and me; and on this subject, I should have liked only to deliver you a bit from the errors of your ways, and just to cheer you up, to take you to see one of those comedies by Molière. 

ARGAN: He’s an impudent scoundrel, your Molière, with his comedies! And I say he’s got a nerve to make fun of honest people like doctors!

BÉRALDE: It’s not doctors he makes fun of, but the folly of medecine.

ARGAN: What right does he have, to meddle in regulating medecine? He is an idiot, an impertinent swine, to make a mockery of consultations and prescriptions, to be attacking the corps of doctors, to go and put on his stage such fine and venerable people. 

BÉRALDE: What do you want him to put on stage, but the diverse professions of men? We see there everyday princes and kings who are no less worthy than doctors.

ARGAN: By Heaven, no! If I were a doctor, I’d get my revenge on his impertinence; and the day he got sick, I’d let him die, I wouldn’t lift a finger to help him. He could whine and snivel all he liked, I wouldn’t prescribe him the slightest little blood-letting, not the slightest little lavage; and I’d tell him “Die! Die! that will teach you to sneer at our profession!”

BÉRALDE: You seem to be quite angry with him.

ARGAN: Oui. He’s dead wrong; and if the doctors are wise, they’ll do as I say. 

Is Béralde telling us what Molière himself thinks of medicine and doctors?

How?

SAMPLE LESSON PLAN

Objective: The objective of this lesson plan is to have students reflect on the play that they have seen at the Young Centre and engage with the text as performers themselves.

Curriculum Expectations:

TH1.01 - describe character development within a particular acting theory;

TH1.02 - describe how specific genres, settings, and periods influence character development; 

CR1.06 - apply a set of specific criteria in the selection of plays, scenes, or dramatic forms for presentation;

CR1.07 - research either a historical or contemporary style of theatre before creating and presenting a theatre piece in that style;

Activity #1

Students will be asked to identify three scenes in the text that work to propel the action further. When they have done so, their next task will be to identify all of the action words / verbs in the text (or possible sentences that require action). Once students have effectively “mined” the text, their next task is to create a physical vocabulary of the scenes to be performed without any sounds or language. A physical vocabulary requires the student to attach a physical gesture to each action word. As a group, students will perform their scenes without language for their classmates. The audience will then try to identify the scene from the play that is being performed; therefore the more detailed and specific the physical vocabulary is, the easier it will be for the audience to identify the series of scenes.

Culminating Activity:

Have students now bring the action and the language together to perform their scenes. By incorporating a physical vocabulary into the text of the play students will gain a deeper understanding of how Molière worked as a playwright.

Possible Extensions:

Have students compare a monologue from one of Shakespeare’s plays to one in Dying to be Sick. Is there a quantitative difference in action words? Analyse the results.

*NOTE*

The teacher can also choose the scenes that groups will be working on ahead of time in order to avoid overlapping. 

Evaluation Rubrics for Study Questions and Activities

	Learning Expectations
	Task Specific Criteria
	Level 1
(50-59%)
	Level 2
(60-69%)
	Level 3
(70-79%)
	Level 4
(80-100%)

	CR2.01  tasks and interrelated responsibilities of individuals in creation of theatre
	- meeting obligations
	- met limited number of obligations
	- met some obligations
	- met considerable number of obligations
	- always or almost always met obligations

	
	
	
	
	
	

	CR1.01 create and develop a character, using a classical  style of characterization
	- creation of character
	- creates on a superficial level (mechanical)
	- creates with some degree of competency (some fluidity)
	- creates with a considerable degree of competency (fluid)
	- creates with a high degree of competence (artistry)

	CR1.04 reinterpret characters, using notes in subsequent rehearsals and performances
	- flexibility in using conventions taking notes from peers and director
	- has frequent difficulty changing to meet new circumstances
	- has difficulty changing to meet new circumstances sometimes
	- has difficulty changing to meet new circumstances rarely
	- has no difficulty changing to meet new circumstances

	CR2.02  responsibility of members of ensemble to develop, communicate the intended meaning or theme
	- synthesizes previous reflection into the work
	- demonstrates limited ability to synthesize previous reflection into the work with difficulty
	- demonstrates some ability to synthesize previous reflection into the work to some degree
	- demonstrates considerable ability to synthesize previous reflection into the work to a considerable degree
	- demonstrates superior ability to synthesize previous reflection into the work to a high degree


	Learning Expectations
	Task Specific Criteria
	Level 1
(50-59%)
	Level 2
(60-69%)
	Level 3
(70-79%)
	Level 4
(80-100%)

	CR1.02 convey character through the effective use of voice and movement techniques
	- voice is clear and audible
	- demonstrates limited ability to use voice to portray character
	- demonstrates some ability to use voice to portray character
	- demonstrates considerable ability to use voice to portray character
	- demonstrates a high degree of ability to use voice to portray character

	CR1.02  effective use of movement techniques
	- movement enhances meaning
	- demonstrates limited ability to use movement to enhance meaning
	- demonstrates some ability to use movement to enhance meaning
	- demonstrates considerable ability to use movement to enhance meaning
	- demonstrates a high degree of ability to use movement to enhance meaning

	CR1.06 - apply a set of specific criteria in the process of creating scenes, or dramatic forms for presentation
	- integrates distinct style characteristics into presentation
	- integrates characteristics of the style of theatre with a limited 
degree of effectiveness
	- integrates characteristics of the style of theatre with some 
degree of effectiveness
	- integrates characteristics of the style of theatre with a considerable degree of effectiveness
	- integrates characteristics of the style of theatre with a high degree of effectiveness


PLEIADES THEATRE

 Pleiades Theatre produces plays from the Canadian and international repertoires. With excellence the hallmark of our work, our mandate is to celebrate different cultures in the world through plays that originate in languages other than English. We present these in modern, Canadian translations and innovative productions. New or classical, they are selected for their entertainment value and because they introduce writers and styles not widely known to Toronto audiences. We maintain a special tie to the French language and its literature, which broadens our access to material from other cultures in the world. Also, through training, workshops and outreach, we make a concerted effort to ensure that the creative process of theatre is accessible to young people of various cultural backgrounds. We do this through our bilingual educational program, Speak the Speech! This work is integral to our operation and our philosophy.

Production History
1997 Marcel Pursued by the Hounds, Michel Tremblay, translated by John Van Burek and Bill Glassco, in co-production with Tarragon Theatre; world premiere in English

1998 The Government Guy (adapted from Gogol), Michel Tremblay, translated by John Van Burek, in a French-English co-production with Théâtre français de Toronto; a world premiere in English

2000 The Game of Love and Chance, Marivaux, translated by John Van Burek

2001 The Triumph of Love, Marivaux, translated by John Van Burek; Canadian premiere in English

2002 Counterfeit Secrets, Marivaux, translated by John Van Burek, Canadian premiere in English

2003 Heart of a Dog, Mikhaïl Bulgakov, translated and adapted by Anne Nenarokoff, in an English-French co-production with Théâtre français de Toronto, a world premiere in English

2004 Beaux Gestes & Beautiful Deeds, Marie-Lynn Hammond, a bilingual play with music

2005 The Seven Days of Simon Labrosse, Carole Fréchette, translated by John Murrell, a joint production with the Montreal Young Company, in honour of the late Bill Glassco

 2005 The Amorous Servant, Carlo Goldoni, translated by John Van Burek, English language world premiere

2006 Hosanna, Michel Tremblay, translated by John Van Burek and Bill Glassco
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