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Running February 5th – February 15th 2009, PLEIADES THEATRE and HARBOURFRONT CENTRE present, as part of the WORLD STAGE FESTIVAL, one of India’s most celebrated works.

SHAKUNTALA is an opportunity for students and teachers to

discover a great Indian classic.
Student Matinees:
Tuesday February 10th and Wednesday February 11th at 12:30pm
There will be talk back sessions with the actors after each student matinee performance of Shakuntala.  Contact Lauren Brotman at Pleiades Theatre at 416.203.1227 or by email at outreach@pleiadestheatre.org
Pleiades Theatre would like to acknowledge the support of the Ontario Ministry of Culture and the Ministry of Education.
A WORD FROM THE DIRECTOR

Shakuntala is one of India’s most celebrated works of art.  Often seen as that country’s Oedipus Rex or Hamlet, it possesses an exalted position in the pantheon of Indian theatre.  Heralded in its day as a masterpiece of poetry, story-telling and character it also introduced psychological realism to the ancient Indian stage.

Although Shakuntala enjoyed a brief period of European exposure, particularly by German playwrights in the 18th and 19th centuries, it has since faded into relative obscurity in the west.  It is now known primarily by: scholars, theatre practitioners and those who have seen its many operatic adaptations.

Shakuntala’s lack of exposure in the West is not surprising.  For many years, India and its theatre have seemed inaccessible to western audiences.  Its particular dance-like acting style and Vedic spiritual messages have seemed foreign to many western audiences used to naturalism and secular stories. However, in this new millennium, as India and its culture are finding a stronger foothold in the West, many of its ideas, such as dharma and karma, are becoming better known and understood.  Toronto audiences are also becoming increasingly exposed to the theatrical traditions of the East and are learning that there is much to learn from, and love about, these distant cultures.  I believe Toronto audiences are finally ready to appreciate this great masterpiece of the Indian stage.

The intent of this production is to lead a Western audience into a world unexplored by many: the world of Ancient India.  Although we will honour many classical traditions, our goal is not to emphasize the differences between the East and the West, but to bridge this gap by finding points of convergence between our own theatrical traditions and theirs.  

I have directed Shakuntala once before, at York University, to great acclaim.  Using a multicultural cast, a new script of my own devising and translating many Indian theatrical traditions into a Western idiom, the production allowed our audiences to embrace many of the once alienating aspects of Indian theatre and see its beating heart for the first time.

With this new Pleiades Theatre production, I intend to continue the work I started over two years ago with a new cast, drawing on some of the finest actor-dancers in Toronto.
· Charles Roy

KALIDASA AND HIS WORK
An Indian poet and dramatist, Kalidasa lived sometime between, 170BCE and 634CE.  The first date is during the reign of Agnimitra, who was the second Shunga king and who was the hero of one of his dramas, and the second is from an the Aihole inscription of AD 634 which praises Kalidasa's poetic skills. Most scholars now associate him with the reign of Candra Gupta II who reigned c. 380-c. 415.

Little is certain about Kalidasa's life. According to legend, the poet was known for his beauty which brought him to the attention of a princess who married him. However, as legend has it, Kalidasa had grown up without much education, and the princess was ashamed of his ignorance and coarseness. A devoted worshipper of the goddess Kali (his name means literally Kali's slave), Kalidasa is said to have called upon his goddess for help and was rewarded with a sudden and extraordinary gift of wit. He is then said to have become the most brilliant of the "nine gems" at the court of the fabulous king Vikramaditya of Ujjain. Legend also has it that he was murdered by a courtesan in Sri Lanka during the reign of Kumaradasa.

Kalidasa's first surviving play, Malavikagnimitra or Malavika and Agnimitra tells the story of King Agnimitra, a ruler who falls in love with the picture of an exiled servant girl named Malavika. When the queen discovers her husbands passion for this girl, she becomes infuriated and has Malavika imprisoned, but as fate would have it, Malavika is in fact a true-born princess, thus legitimizing the affair.

Kalidasa's second play, generally considered his masterpiece, is Shakuntala, remarkable not only for it's beautiful love poetry, but also for its abundant humor which marks the play from beginning to end.

The last of Kalidasa's surviving plays, Vikramorvashe or Urvashi Conquered by Valor, is more mystical than the earlier plays. This time, the king (Pururavas) falls in love with a celestial nymph named Urvashi. After writing her mortal suitor a love letter on a birch leaf, Urvashi returns to the heavens to perform in a celestial play. However, she is so smitten that she misses her cue and pronounces her lover's name during the performance. As a punishment for ruining the play, Urvashi is banished from heaven, but cursed to return the moment her human lover lays eyes on the child that she will bear him. After a series of mishaps, including Urvashi's temporary transformation into a vine, the curse is eventually lifted, and the lovers are allowed to remain together on Earth. Vikramorvashe is filled with poetic beauty and a fanciful humour that is reminiscent of Shakespeare's A Midsummer Night's Dream.

In addition to his plays, Kalidasa wrote two surviving epic poems Raghuvamsha ("Dynasty of Raghu") and Kumarasambhava ("Birth of the War God"), as well as the lyric "Meghaduta" ("Cloud Messenger"). He is generally considered to be the greatest Indian playwright of any epoch.
SANSKRIT
Sanskrit (संस्कृता वाक् saṃskṛtā vāk, for short संस्कृतम् saṃskṛtam) is a classical language of India, a liturgical language of Hinduism, Buddhism, Sikhism, Jainism, and one of the 23 official languages of India.

Its position in the cultures of South and Southeast Asia is akin to that of Latin and Greek in Europe and it has evolved into, as well as influenced, modern-day Indian languages. It appears in pre-Classical form as Vedic Sanskrit, with the language of the Rigveda being the oldest and most archaic stage preserved. Dating back to as early as 1500 BCE, Vedic Sanskrit is the earliest known Indo-Iranian language, and one of the earliest attested members of the Indo-European language family. 
The corpus of Sanskrit literature encompasses a rich tradition of poetry and drama as well as scientific, technical, philosophical and Hindu religious texts. Today, Sanskrit continues to be widely used as a ceremonial language in Hindu religious rituals in the forms of hymns and mantras. Spoken Sanskrit is still in use in a few traditional institutions in India, and there are some attempts at revival.

Sanskrit is a member of the Indo-Iranian sub-family of the Indo-European family of languages. It has the characteristic Satem sound changes associated with other members of Indo-Iranian.

The oldest surviving Sanskrit grammar is Pāṇini's Aṣṭādhyāyī ("Eight-Chapter Grammar") dating around the 4th century BCE. It is essentially a prescriptive grammar, i.e., an authority that defines (rather than describes) correct Sanskrit, although it contains descriptive parts, mostly to account for some Vedic forms that had already passed out of use in Pāṇini's time.

The term "Sanskrit" was not thought of as a specific language set apart from other languages, but rather as a particularly refined or perfected manner of speaking. Knowledge of Sanskrit was a marker of social class and educational attainment in ancient India and the language was taught mainly to members of the higher castes, through close analysis of Sanskrit grammarians such as Pāṇini. Sanskrit, as the learned language of Ancient India, thus existed alongside the Prakrits (vernaculars), which evolved into the Middle Indic dialects, and eventually into the contemporary modern Indo-Aryan languages
Classical Sanskrit
For nearly two thousand years, a cultural order existed that exerted influence across almost the entire sub-continent.  A significant form of post-Vedic Sanskrit is found in the Sanskrit of the Hindu Epics—the Ramayana and Mahabharata. The deviations from Pāṇini in the epics are generally considered to be on account of interference from Prakrits, or "innovations" and not because they are pre-Paninean. Traditional Sanskrit scholars call such deviations aarsha, or "of the rishis", the traditional title for the ancient authors. In some contexts there are also more "prakritisms" (borrowings from common speech) than in Classical Sanskrit proper. Finally, there is also a language referred to by scholars as "Buddhist Hybrid Sanskrit, which starts out from Buddhist prakrit texts and gradually evolved to various forms of Sanskrit, some more prakritized than the others. According to Tiwari (1955), there were four principal dialects of classical Sanskrit, viz., paścimottarī (Northwestern, also called Northern or Western), madhyadeśī (lit., middle country), pūrvi (Eastern) and dakṣiṇī (Southern, arose in the Classical period). The predecessors of the first three are even found in Vedic Brāhmaṇas, of which the first one was regarded as the purest (Kauṣītaki Brāhmaṇa, 7.6).
Wisdom Quote
Listen to the Exhortation of the Dawn!
Look to this Day!
For it is Life, the very Life of Life.
In its brief course lie all the 
Verities and Realities of your Existence.
The Bliss of Growth,
The Glory of Action,
The Splendor of Beauty;
For Yesterday is but a Dream,
And To-morrow is only a Vision;
But To-day well lived makes 
Every Yesterday a Dream of Happiness,
And every Tomorrow a Vision of Hope.
Look well therefore to this Day!
Such is the Salutation of the Dawn!

· By Kalidasa
DESCRIPTION AND SYNOPSIS
A great Indian classic, written in the 5th century, Shakuntala (pron. sha-KOON-tala) is an epic love story, known and revered by South Asians the world over. It is about young lovers who meet in innocence, fall in love, are cruelly separated and eventually reunited in eternity. Pleiades Theatre’s production, in February, 2009 at Harbourfront Centre’s Fleck Dance Theatre (formerly the Premiere Dance Theatre), will feature a culturally diverse cast of eight actor/musicians, beautiful costumes and music, intricate choreography and exquisite lighting. 

Synopsis
While hunting deer, King Dushyanta finds himself in a sacred forest, where he meets Shakuntala, the beautiful daughter of a holy sage. It is love at first sight. They marry and soon she is expecting his child. The King is called back to court but promises to return to this blissful love and new family. He gives Shakuntala a ring as a pledge of his eternal devotion. Tragedy strikes when Shakuntala, pre-occupied, fails to pay homage to a cantankerous old holy man. He curses her, saying "The one who loves you best shall forget you!" Shakuntala's handmaids prevail upon him to mitigate the curse and he allows that upon sight of his token of love, the King's memory will be restored. Months pass and the King fails to reappear. Shakuntala bravely goes in search of him, but on her journey, while crossing a stream, the ring slips from her finger. When she arrives at the palace and is taken before the King, he refuses to acknowledge her, or the son she bears. He cruelly rejects her as an abuser of his royal generosity. In humiliation and despair, Shakuntala leaves.  The gods, taking pity on her plight, whisk her and her son off to a new home in the clouds. 

Much later, a fisherman is accused of stealing a ring with the King's insignia. He explains that it was found in a fish that he caught. When the King sees it, he instantly recalls his wife, Shakuntala.

Eventually, the King is called to heaven to fight celestial demons. The battle won, he again wanders into a divine forest. There, he encounters his beloved Shakuntala and their son, the Prince Bharata. Together, they form a trinity to bless the world: faith, treasure and piety. It is foretold that Bharata will rule the earth in noble wisdom while Dushyanta and Shakuntala are re-united in eternity.

THE PLAY

Written approximately 1600 years ago, Shakuntala is frequently ranked among the world’s greatest plays, along with such classics as Oedipus Rex and Hamlet. It is the crowning dramatic achievement of India’s classical period and has inspired millions of South Asians for centuries. Scenes from the play are illustrated on the walls of Angkor Wat and passages from the Sanskrit original are found in Hindu, Buddhist and even Muslim temples all over Asia.  It has been re-told in Yuan Dynasty dramas, Japanese No plays and even in Iranian peasant plays.  Throughout the East, Shakuntala is one of the classical masterworks against which all other plays are measured.

In the West, however, its significance is virtually unknown.  Here Kalidasa’s name is virtually unpronounceable (Kally-dah-sah or Kally-dash), let alone understood.  Historically, however, this was not always the case.   The first English translation of the play occurred in 1789, and word of the play spread quickly. It reached Germany shortly thereafter, where local translations began to fire the imagination of German artists and dramatists.  It enjoyed a brief period of underground influence, mainly as a literary work, becoming something of a cult favourite among European bohemians.  In fact, the greatest German writer, Goethe, cites Shakuntala as one of the primary structural inspirations for Faust. (Faust’s opening scene between the stage manager and actors is borrowed directly from Shakuntala.)  Unfortunately, its popularity did not last long in Europe and it fell out of fashion by the mid 19th century.  Short bursts of re-discovery have occurred over the last few decades, but not enough to re-awaken the public to this great classic.  Indeed, it has fallen into obscurity in the minds of most: an artistic relic from a long gone era.

As Canada’s growing South Asian population can attest, however, Shakuntala still has tremendous cultural significance. In much the same way Hamlet has been woven into Western culture, so too has Shakuntala in India.  Its themes and poetry have inspired countless books, plays and films.  Indian school-children are as familiar with this timeless fable as Canadian children are with stories from the Bible or the Brothers Grimm.  Its poetry and story have truly become inseparable from Indian culture and identity. 

Oddly, it has never received a professional production in Toronto and, as far as we can tell, it has yet to receive one in the rest of Canada, either.  How could a play that is at the cultural foundation for over half of the world’s population remain completely unknown in Canada?

South Asians have become firmly entrenched in Canadian life, and have joyously contributed to Canada’s wonderful multicultural mosaic.  Canadians of European heritage are now being exposed to musicals, songs, videos and films centering on Indian ideas and aesthetics to great success.  Increasingly, Western audiences are embracing the richness of South Asian art and as a result, it is beginning to lose its cultural ‘otherness’.  This ‘otherness’, as Europeans in the 18th and 19th centuries knew, is little more than a cosmetic difference.  Truly timeless works of art, of which Shakuntala is certainly one, can transcend culture and speak to our very humanity and can enrich our lives, just as it has done in Asia for 1600 years. 
THEMES and MOTIFS in SHAKUNTALA
·  Love
·   Nature
·   Forgiveness vs Revenge
·   Fate
·   Human Behaviour vs Responsibility of the Gods

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

PRE SHOW ACTIVITIES AND RESEARCH

In Canada, we know very little about the ancient history of India and yet, it is one of the richest, most complex and still-vibrant cultures of the world.  Let’s do a bit of research into this world that has become such a great contributor to our Canadian society and culture.  
Kalidasa lived sometime between the reign of Agnimitra, the second Shunga king (c. 170 BC) and the Aihole inscription of AD 634. Most scholars now associate him with the reign of Candra Gupta II (reigned c. 380-c. 415).

1. Find some significant developments that took place during Candra Gupta’s reign. 

A. Political events

B. Cultural events

2. Find a time in Canada, in our history that may parallel these developments. 

3. In the story, while hunting deer, King Dushyanta finds himself in a sacred forest, where he meets Shakuntala, the beautiful daughter of a holy sage. Find illustrations that could represent the gardens.  Make a presentation to the class.
4. Find illustrations that may suggest how people lived in Kalidasa’s time. Look at the clothes, the hair. Describe them and make comments.

5. Without special effects to convey thunder and lightning, actors of the time would rely on facial and bodily expressions to communicate meaning.  What was the name of the gesture language that was commonly used.  Give an example of a classical Indian dance style, and Indian naturalistic, realistic movement.  

6. Shakuntala herself represents various forms of Nature.  Using examples from the play, describe how Shakuntala is nature personified.  

POST SHOW ACTIVITIES

1. Discuss the play and the production.

2. Besides text, what other theatrical elements were used in this production?

3. Give an example in the production where music was used to convey emotions.
4. What character did you identify with and why?
5. The structure of the play parallels very much with fairy tales of the western world.  In what ways does it do this?
6. Overtly spiritual in flavour, but not overtly religious, Shakuntala beautifully dramatizes characters caught between their spiritual selves and their moral selves, all with some of the most passionate poetry in world theatre.  Identity some of this poetry.
7. Prepare an oral or written review of the play.
8. Taking another fairy tale, dramatize the story while incorporating some of the theatrical techniques used in Shakuntala.

QUOTES FROM THE PLAY

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

An exchange between Vidusaka and King:
King: Fast work, this stiffness of yours.

Vidusaka: What!  You poke me in the eye yourself, and then ask me why it’s watering?

King: I don’t follow you.

Vidusaka: Ah, friend!  Does the reed bend by itself, or does the current push it?

King: The current, of course.

Vidusaka: For me, you are the current.

King: How so?

Vidusaka: Because you’re neglecting affairs of state to live the life of a woodman in a hole like this.  The truth is, my joints have been shaken apart - I’ve been crippled by this endless wild-beast chase.  So be nice to me, won’t you, and give it a rest - just for a day?

King: Well, that’s a matter of opinion... 

What does this little scene say about their relationship?

The King upon entering the hermitage:
King:   Here’s the entrance to the hermitage.  I’ll go in.

So still a place, yet now this vein throbs in my arm,

An omen of some woman’s charm.

In an ashram?  Destiny

Is fixed, and all doors open onto what must be.

Here the King makes reference to destiny.  Discuss the Hindu notion of fate versus the Western notion of freedom of choice.
Another exchange between the King and Vidusaka:
Vidusaka: For a man who’s overdosed on dates, the sourness of the tamarind has its attractions - and you, having gorged yourself on beautiful women, want this girl.

King: You can only talk like that because you haven’t seen her.

Vidusaka: Well, she must be very special indeed to get you so excited.

King: Friend, I can only ask this:


Did the great Creator first draw her in a masterpiece,


And then touch life into his art?


As we do with prayer to our ivory sculptures of Gods?


Her presence reveals purity and beauty in all.


With her in it, the world becomes ivory,


White, clean and sublime.


She is the creation to end creation,


The sculpture, that reveals the art in the creator himself.


I pray to her, my Goddess, as I long for others to pray to me.


She is beauty without fault or flaw.


But if I am the one


Destined to enjoy her,


Is still unclear.


I am forever the outsider, looking on the divine,


But never being one with it.

Vidusaka: In that case, my lord, you must rescue her quickly, before she falls into the hands of some smooth ascetic.

King: Her father isn’t here.  I’d have to ask his permission.

Vidusaka: Can you tell anything from the way she looks at you?

King: Hermit girls are by their nature very modest.  Still:


As I tried to catch her eye, she dropped her gaze,


And smiled,


As though at something else.


So love’s impulse, modestly restrained,


Turned below the surface,


Part silhouette, part flame

Vidusaka: Did you expect her to jump into your lap the moment she laid eyes on you.

King: No, but as she was setting off with her friends, she very nearly - with all due modesty - revealed the strength of her feelings.


In going just a pace or two she lagged


Behind - that delicate girl - for no clear reason,


Claiming she’d cut her foot on a spike of darbha.


Then, ‘freeing’ her sari - though hardly snagged - 


From tangled branches, she turned in my direction


And gazed with what seemed like passion.

Vidusaka: If you aren’t careful, you’ll turn this ashram into a harem.

King: The trouble is they all know me now.  I wonder how I might manage to slip in unnoticed...

Vidusaka: What special excuse do kings need?  Just walk in and order them to give up a sixth of their wild rice in tax.

King: Don’t be foolish.  The tax these ascetics pay is of quite another kind, and much more valuable than mountains of pearls.  The taxes we collect come and go, but their tax is their prayer and penance - things that are imperishable.
And a later exchange between the King and Chamberlain:
A king can’t put off his duty.  He may have hardly risen from his judgement seat - and I don’t like disturbing him again - but there are these pupils of Kanva who have just arrived.  There’s no rest for those who rule the world.  So I must do my duty, too.  here’s His majesty:


Like the bull elephant that leads its herd 


Through the midday heat, then halts beneath a tree,


This lord is wearied by the constant care


His subjects need, and seeks a place to rest.

Victory!  Victory to your majesty!  Some forest ascetics have arrived from the foothills of the Himalayas with a message from Sage Kanva.  They’ve brought women with them, too.  Now your majesty will have to work it all out.

King: They’re messengers?  From Kanva?

Chamberlain: They are indeed.

King; In that case, please tell the Priest that he should welcome these hermitage-dwellers with the proper Vedic rites, and then bring them to me himself.  

Chamberlain: As Your majesty commands. 

King: Raivatuka, lead the way to the fire sanctuary.

Doorkeeper: This way, my lord.

King; All beings are happy once they’ve gratified their desires, except for kings, who must be satisfied with dissatisfaction, for:


Absolute power corrodes itself,


Just maintaining the realm exhausts,


The royal parasol fatigues


Without support.

Discuss the issue of human behaviour versus the responsibility of the gods.
An early exchange between the King and the Charioteer:
King: Charioteer, whip up the horses!  Let’s purify ourselves with the sight of this holy hermitage.

Charioteer: As your lordship commands.

King: If we hadn’t been told, it would be obvious we’re on the outskirts of the hermitage’s ascetic-groves.

Charioteer: How?

King: Don’t you see, my friend?  Here


Are grains near the tree roots,


Dropped from the beaks of wild parrots.


Fruit lies rotting, with no one to pick it.


The deer graze nonchalantly at our strange chariot.


Water has dripped


From the fringes of bark garments to make


New paths from the river, or from some lake.

Charioteer: It’s all as you say.

King: We mustn’t disturb the inhabitants of the ascetic’s grove.  Stop the chariot, and I’ll get down here.

Charioteer: Your Majesty.

King: Charioteer,  all men should look modest and humble when they enter such a holy grove –

Is it truly possible to escape the harsh realities of life by taking refuge in a sacred and idyllic place like the ascetic’s grove.  
The final scene between the King and Shakuntala:
King: Ah, it is the lady Sakuntala!

Sakuntala: He doesn’t look like my husband.  Who is this who dares to pollute my son with his touch, in spite of his amulet?

Boy: Mamma, this stranger is calling me his son!

King: Sakuntala, that cruelty I practised on you has come full circle, since now it is I who need to be recognized by you.

Sakuntala: Heart, be calm, be consoled.  My bitter fate has turned compassionate.  It is indeed my husband.

King: Sakuntala, 


Memory breaks my black delusion:


Beautiful as pure ivory,


You stand before me.

Sakuntala: Victory, victory to my noble husb-

King: Beautiful lady,


Choked by tears you couldn’t say it,


But the victory is mine-


For in looking on your pale


Unpainted lips, I have at last


Recalled your face.

Boy: Mamma, who is he?

Sakuntala: Ask what shares you have in fate, my child.

King: Let the pain of my rejection


Pass from your heart.


I was deluded, blocked by the dark


From my own good fortune,


Blind as the man who tore at his neck,


Believing his garland a snake.

Sakuntala: Arise my husband!  I must have done something terrible in a previous life, and was punished for it at just that time.  If not, why would your gentle heart have hardened towards me?  But how did you remember this woman whose portion is pain?

King: I’ll tell you, but first let me pull this barb of sorrow from my heart.


Deluded I once ignored


A tear that smudged


Your quivering lip.


Now let me wipe away its sister


Trembling on your lash,


And with it my remorse.

Sakuntala: This is the ring!

King: And when it was recovered, my memory recovered, too.

Sakuntala: I acted unfaithfullly - at the very time I needed to convince my husband, it went missing.

King: Then let this vine take this flower back as a sign of her reunion with spring.  We are now one.  My world is your world and your world is finally mine.

Sakuntala: I don’t trust it now.   You wear it, my lord.

Matali: Congratulations, my lord!  Reunited with your wife, and able to gaze on your little son’s face.  Come now, Majesty,  Lord Marica has granted you an interview.

King: Sakuntala, bring our son.  I should like the three of us to see Marica together.

Sakuntala: I am embarrassed to go before my elders in my husband’s company.

King: But you should, when the occasion is so joyful.  Come... come.

Discuss the notion of Love and Forgiveness in the play.
SAMPLE LESSON PLAN

Objective: The objective of this lesson plan is to have students reflect on the play that they have seen at the Fleck Dance Theatre 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 forward. 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, for their classmates, their scenes without language. 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 Kalidasa worked as a playwright.

Possible Extensions:

Have students compare a monologue from one of Shakespeare’s plays to one in Shakuntala. Is there a quantitative difference in action words? What about the use of metaphors.  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

2007 Dying to be Sick, Molière, translated by John Van Burek and Adrienne Clarkson, English Language world premiere.
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