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WHAT IS ARTS INTEGRATION?

A definition and checklist from The Kennedy Center’s Changing Education Through the Arts program.
Arts integration is an approach to teaching in which students construct and demonstrate understanding through an
art form. Students engage in a creative process which connects an art form and another subject area and meets evolving
objectives in both. Some educators confuse any effort to include the arts in their classroom with arts integration. While
all types of arts-based instruction are encouraged, it is helpful for educators to know when they are engaged in arts
integration. To achieve this awareness, an Arts Integration Checklist is provided. Educators answering “yes” to the items in
the Checklist can be assured that their approach to teaching is indeed integrated.

Approach to Teaching
• Are learning principles of Constructivism (actively built, experiential, evolving, collaborative, problem-solving, and
reflective) evident in my lesson?

Understanding
• Are the students engaged in constructing and demonstrating understanding as opposed to just memorizing and reciting
knowledge?

Art Form
• Are the students constructing and demonstrating their understandings through an art form?

Creative Process
• Are the students engaged in a process of creating something original as opposed to copying or parroting?
• Will the students revise their products?

Connects
• Does the art form connect to another part of the curriculum or a concern/need?
• Is the connection mutually reinforcing?

Evolving Objectives
• Are there objectives in both the art form and another part of the curriculum or a concern/need?
• Have the objectives evolved since the last time the students engaged with this subject matter?
For more thoughts about this subject and a wealth of
useful information (including lesson plans) go to:
http://artsedge.kennedy-center.org/educators.aspx
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Incorporating Learning Styles
Visual/Spatial - Students will be engaged by the on stage actors, set, and
props used to convey the message of the show.
Verbal/Linguistic - Students will be able to focus on the language of the
show and will be able to communicate the message of the show to peers and
teachers following the performance.
Logical/Mathematical - Students will use reasoning skills to predict and
analyze actions that take place during the show.
Bodily/Kinesthetic - Students will be able to perform their own
interpretations of adaptations of the show in class to their audience of
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peers.
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About Tom Stoppard
Author of The Real Inspector Hound
In a more than 50-year career, Tom Stoppard (1937-)
has established himself as perhaps England’s greatest
living playwright. The funny thing is, like many
previous members of the club, he’s not English at all.
Born to a secular Jewish family in Czechoslovakia,
the boy named Tomáš Straüssler spent his early
life as a war refugee, in flight from eastern Europe
to Singapore to India, where his widowed mother
married British Army Major Kenneth Stoppard.
Stoppard has credited this gifted English identity with
a deep but subtle sense of alienation. Most of the
characters in his plays have multiple identities, and he
favors the dramatic action of the metaphysical quest,
the search for meaning and identity in a world of
chaotic collisions.
After attending posh preparatory schools which he
detested, Stoppard left school at 17 to work as a
journalist. (He never attended university.) He moved
to London in the early 1960s, during which time
he wrote a series of intricate radio dramas and an
experimental novel, Lord Malquist and Mr. Moon
(1966). That same year, Stoppard broke through
to international acclaim with Rosencrantz and
Guildenstern Are Dead, which eventually transferred
to the National Theatre and a Broadway run, winning the Tony Award in 1968. Stoppard’s works over
the ensuing decade would be marked by formal daring and a formidable range of reference. Jumpers
(1972), for example, combines moral philosophy with a murder mystery, while Travesties (a Tony Award
winner in 1975) mashes up Tristan Tzara, James Joyce, and Vladimir Lenin with The Importance of Being
Earnest. (Lenin, of course, is Lady Bracknell.) At their best, these plays achieve the seemingly impossible,
reconciling the avant-garde breakthroughs of Beckett and Pirandello with the best of the English
tradition, including Shakespeare, Shaw, and Wilde.
In the late 70s and early 80s, Stoppard gravitated increasingly to political commentary, attacking Soviet
political repression in Every Good Boy Deserves Favor (1977), Professional Foul (1978), and Squaring
the Circle (1984). He won his third Tony in 1984 with The Real Thing, a work touching on themes of
adultery and self-deception. In the decades since, in works such as Arcadia (1993), The Invention of Love
(1997), and the multi-evening epic The Coast of Utopia (receiving his fourth Tony, in 2006), Stoppard has
increasingly synthesized moral passion with technical dazzle.
Stoppard is also a preeminent translator and adaptor, reintroducing works into the canon by authors
such as Nestroy, Molnár, Schnitzler, Havel, and Pirandello. He is an accomplished Hollywood screenwriter,
having won an Oscar for his contribution to Shakespeare in Love (1998) and a nomination for Brazil
(1985). Tales of his un-credited work as a script doctor are legendary. He was knighted in 1997, and
awarded the Order of Merit in 2000.
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About the characters

The Real Inspector Hound was written between 1961 and 1962 and premiered at the Criterion Theatre in
London on June 17, 1968. The play centers on a pair of theatre critics, Birdboot and Moon, who are
watching a performance of a play. While Moon grumbles about being the second-string theatre critic,
and Birdboot swoons over the leading actresses, the play they watch tells the story of the secluded
Muldoon Manor and the dangerous madman lurking outside.

Birdboot

A popular first-string theatre critic with a
reputation of wooing stage actresses.

Moon

A second-string theatre critic replacing
first-string critic Higgs.

The “play within the play” characters:

Mrs. Drudge

Simon Gascoyne

Cynthia

Felicity

Magnus

Real Inspector
Hound

The housekeeper at Muldoon Manor.

The widow of Lord Albert Muldoon, who
mysteriously disappeared ten years ago.
Secretly involved with Simon Gascoyne.

The half-brother of Lady Muldoon’s late
husband Lord Albert Muldoon, who is
visiting from Canada

A strange man who appears at
Muldoon Manor, who is in love with Cynthia.

A guest of Lady Muldoon. Formerly involved
with Simon Gascoyne.

A policeman leading the search for a madman
on the loose around Muldoon Manor.

Characters Named But Unseen (Mostly):

Puckridge

A third-string theatre critic whom Moon
often mocks.

Myrtle

Higgs

An absent first-string theatre critic for whom Moon
substitutes.

Birdboot’s wife, who, according to Birdboot, stayed home because the play was too much of a thriller.
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About the show
The Real Inspector Hound follows the story of two theater critics, Moon and Birdboot, as they
attend a play in London. Simultaneously, we trace the narrative arc of the theater critics and
the narrative arc of the murder mystery play that they are assigned to review. So, it is a playwithin-a-play. By the end of the play, the two narratives become entangled and are nearly
impossible to separate.
Moon is a second-string theater critic with a deep desire to become first-string. Birdboot, on
the other hand, is already well-known for his work. Although they are not equals in their field,
they both struggle quite a bit with personal grievances. Moon fears that his whole existence
is defined by Higgs, the first-string theater critic. Birdboot’s fear, on the other hand, is that
he has become better known for cheating on his wife than for producing great work. The
evening prior, for example, he had a rendezvous with one of the actresses in the play. He
tries to deny accusations of philandering, but as the play begins, he can’t resist falling for yet
another actress on stage.
The murder mystery — the play-within-a-play — is set at Muldoon Manor, a typical setting
for the detective genre. Nearby the Manor, a madman is on the loose. With a storm on the
horizon, the police — led by Inspector Hound — cannot get to the Manor. Unbeknownst to
the residents of the Manor, there is a dead body sprawled out across the floor of the drawing
room.
Early in the play, a man named Simon Gascoyne arrives at the Manor. Like Birdboot offstage,
he is involved in multiple affairs. He is in love with Cynthia Muldoon, the owner of Muldoon
Manor, but also had a recent rendezvous with Felicity Cunningham, Cynthia’s best friend who
happens to be at the Manor when Simon arrives. Also at the Manor is Mrs. Drudge (the maid),
and Magnus Muldoon, the half-brother of Cynthia’s long-lost husband, Albert.
Over a game of cards, the residents fight about their romantic engagements and speculate
about the identity of the madman. Simon is a primary suspect, although every resident seems
to threaten to kill another, with the exception of Mrs. Drudge.
Eventually, Inspector Hound arrives and together they discover the dead body on the floor.
Hound claims that it is Albert, Cynthia’s long-lost husband, but Cynthia denies it, bringing
into question the reliability of Hound’s information. As they scatter about Muldoon Manor to
investigate, Simon is shot to death. His death presents another mystery: who killed Simon and
why? This concludes the first act of the play.
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About the show cont.
Between acts, Moon and Birdboot continue their soliloquies from their seats in the audience.
Then a telephone onstage rings, and Moon, on an impulse, hops on-stage to pick it up. It
turns out to be Myrtle, Birdboot’s wife, calling to accuse Birdboot of philandering. Just as
Birdboot hangs up the phone, the play’s first scene restarts, with Birdboot standing in as Simon
Gascoyne. The characters repeat their lines as before, but Birdboot responds as himself. Like
Simon, Birdboot is eventually shot to death, but not before realizing that the original dead
body on the ground is none other than Higgs, the first-string critic that Moon is standing in for.
When Birdboot dies, Moon jumps onstage. Suddenly, he finds himself playing the role of
Inspector Hound. When he tries to return to his seat in the audience, he finds that the critics’
seats are filled by the original Simon and Hound. The play continues, with Moon/Hound trying
to solve multiple layers of crimes (the deaths of Higgs and Birdboot on one level of reality,
and the deaths of an unknown man and Simon within the play). Eventually, Magnus reveals
himself to have multiple identities. He is Albert (Cynthia’s long-lost husband) as well as the
real Inspector Hound. And Hound (played by Moon) is actually the madman, masquerading as
Inspector Hound.
Moon realizes that the man playing Magnus is none other than Puckeridge, the critic who is
third in command after Higgs and Moon. The whole play has been a scheme to kill off Higgs
and Moon so that
he could rise from
third- to first-string. So
even though Magnus/
Puckeridge brings
justice to the madman
in the play-within-aplay, at another level
of reality (outside the
play-within-a-play), he
is actually a murderer
on the loose. Magnus/
Puckeridge shoots
Moon, and Moon falls
to his death, saying,
“Puckeridge, you
cunning bastard.”
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After the show

Things to think and write about
After viewing the performance, discuss the following:
How does the presence of the body define this play?

What is Moon upset about throughout the play? Why?
How does the theme of “not seeing” relate to the work (in the setting and the
dramatic action)?
Why do Birdboot and Moon interject between scenes and how does this frame the
structure?
What surprises occurred in the play?
As critics, Birdboot and Moon consider themselves to be outside and above the
action of the play. How does their relationship with the play onstage change?
Who killed who and how did each character relate to each other?
What are some of the revelations that reflect the theme of disguise?
What is reality and what is not?

After viewing the performance, write a brief synopsis of the action
of the play. Then, ask yourself:
What effect does this play have on you?
(This can be either positive, negative, indifferent or some combination.)
What was the most memorable part of the production?
How did the rest of the audience seem to respond to the play?
How do the design elements (light, sound, costume, set design) all work together
to help tell the story?
Did the final moment of the play support the central theme?
Who was the most memorable character and why?
What was your favorite part of the play and why?
What were the lessons and themes of the play?

This is a whodunit, so...who did it?
9

Questions with the director
When you were choosing which play
to direct this season, what drew you
to The Real Inspector Hound? Is there
something about it in particular that
made this the right year to direct it?
I have loved “The Real Inspector Hound”
ever since I was first introduced to it
in college (I played “Felicity”; it was my
first time in a melodramatic role, and
I loved it!). One of our goals with the
Theatre compANY is to expose them to
many different kinds of plays and acting
styles. The playwright for this show, Tom
Stoppard, writes very witty and challenging
material, and we are excited to give the older members of our Theatre compANY
the opportunity to tackle a murder-mystery-farce!

This show is performed in two different eras. How you chose the time
periods that you set this play?
The first time period for the “main” play is the mid 1970’s. I chose the 70’s because
that is around the time when this play was first written by Tom Stoppard, and I
wanted to give a subtle reference to that. The second time period is for the “playwithin-a-play”, which we decided to set in the 1920’s. We did this for a couple of
reasons; one is because of the very specific “Art Deco” look of that time, which
we felt would really create a clear contrast between the 70’s world of the theatre
critics. Another reason is that the Theatre compANY has never produced a show
set in the 1920’s, and we thought it would be a good challenge for the design team
and students here at CSA.

What message or experience would you like the audience to take away
from this play?
My hope for our audience is that they laugh till their sides hurt, that they are
challenged to question stereotypes, and ultimately, that they feel just as absorbed
into the world of this play as the theatre critics are by the “play-within-a-play.”
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What

is
it??

The Real Inspector Hound is a Satirical Farce
featuring a Play Within A Play which Parodies
the Cliches of Agatha Christie’s Closed Circle &
Country-House Mysteries. It is often
considered an Absurdist piece of theatre and
explores themes of Existentialism.
...What does this mean?

Here’s some help from Miriam-Webster:
SATIRICAL: using humor to show that someone or something is foolish
FARCE: a funny play or movie about ridiculous situations and events
“PLAY WITHIN A PLAY”: a device where the real audience is watching a play that involves
other characters watching or putting on another play

PARODIES: a piece of art that imitates the style of someone or something else in an
amusing way

CLICHES: a phrase or expression that has been used so often in stories that it is no longer
original or interesting

AGATHA CHRISTIE: Agatha Christie was a popular English writer, whose creative twists on
whodunit-style mystery thrillers made her one of the world’s most read novelists

CLOSED-CIRCLE & COUNTRY-HOUSE MYSTERIES are a popular style of murder mystery
made famous by Agatha Christie. In these stories, outside circumstances prevent the
characters from leaving the scene of a crime

THEATRE OF THE ABSURD is drama using the abandonment of conventional dramatic

form to portray the futility of human struggle in a senseless world. Major exponents include
Samuel Beckett, Eugène Ionesco, and Harold Pinter.

EXISTENTIALISM is a chiefly 20th century philosophical movement embracing diverse

doctrines but centering on analysis of individual existence in an unfathomable universe
and the plight of the individual who must assume ultimate responsibility for acts of free will
without any certain knowledge of what is right or wrong, good or bad.
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Metaphor- a word or phrase that compares one

more words to know....

kind of object or idea used in place of another

THEATRICAL GLOSSARY

Monologue- a set of lines spoken by one person
either directly addressing the audience or another character

Acoustics- the total effect of sound in a theatre
Act- a division or unit of a theatre piece (where

Plot- the storyline of a play developed through
an unfolding of a series of events

one part begins and ends)

Producer- the person or organization that funds

Allusion- a statement that refers to something

the production

without mentioning it directly

Prologue- a speech often in verse addressed to

Antagonist- the character opposing the main
character of the play

the audience by an actor at the beginning of a
play

Artistic Director- the artistic leader of a

Prompter- the person who assists an actor by

theatre company

suggesting or saying the next words of a forgotten line

Aside- words spoken by an actor which are not

Proscenium- the boundary between the stage

"heard" by the other characters

and the audience in a conventional theatre

Blocking- an actor's movement around a set
Cast- the actors in a play
Casting- the process of choosing the actors for

Protagonist- the main character; the hero or
heroine

Denouement- the outcome of a complex se-

Run- the number of times a show is performed
Setting- the location of the play, indicated by

Dialogue- a reciprocal conversation between

Scene- a division of an act presenting

a play

the set designed by the set designer

quence of events

two or more persons; the speaking lines of a
script

continuous action in one place

Director- the person who leads a show; usually

tions of a play

Script- the text of the dialogue and stage direcSimile- comparing two unlike things that is of-

has the final say

ten introduced by like or as.

Downstage- the front of the stage; in the direc-

Soliloquy- long speech that a character in a

tion of the audience.

play makes to an audience and that reveals the
character's thoughts

Dramatist/Playwright- the author of a play
Epilogue- a final section or speech after the

Stage Directions- instruction in the text of a

main part of a play or musical composition

play, indicating the movement, position or tone
of an actor, or design

Green Room- a room in a theater or studio in

which performers can relax when they are not
performing

Stage Left- the side of the stage on the left

House- the theatre, the people in the theatre,

when facing the audience

Lighting Designer- the person who decides

when facing the audience

Stage Right- the side of the stage on the right

the audience

Staging- the blocking of actors on stage, done

where the lights should go, what color, and which
ones should be on at any particular time.

mostly by the director

Upstage- the rear part of a stage, away from the

Melodrama- suspenseful, plot-oriented drama
featuring all-good heroes, all-bad villains
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audience

Themes in The Real Inspector Hound
1. Breakdown of communication
Common to many absurdist works, the characters in The Real Inspector Hound struggle to convey their
thoughts and ideas to one another. The play features a series of dialogue between Moon and Birdboot, as
they watch the parlor mystery unfold from the critics’ seats in the audience. Yet these conversations aren't
so much dialogues as they are alternating soliloquies. Each critic vocalizes their personal grievances, fears,
jealousies, and passions without listening to the other. They get so wrapped up in their own thoughts that
each critic forgets the other is even there. Occasionally, the soliloquies appear to sync up, as if they are
truly conversing. But in fact they rarely talk to one another.
In the play-within-a-play, the miscommunication is of another sort, and it highlights Stoppard’s fascination
with wordplay. Often a phrase or piece of dialogue is loaded with double or triple meaning. Magnus, for
example, says he will “oil my gun,” which is slang for using the bathroom but could be taken literally in the
context of a murder mystery. During their game of bridge, the game’s parlance also seems to apply to their
side conversation about Simon’s affairs and the identity of the madman. It is often unclear what is truly
being said as a result.
The purpose of these miscommunications is two-fold. First, it produces a comedic effect. We laugh as
the characters mistake casual parlance for admissions of guilt, and vice versa. Stoppard’s clever way with
language gives the dialogue a quality of almost active entertainment.
But Stoppard's dialogue also targets a philosophical idea. Even among well-educated, well-spoken
individuals (theater critics, the wealthy characters at Muldoon Manor), it is nearly impossible to convey
one’s own thoughts and feelings to another in a way that feels precise. Words are too flimsy, too
interpretable, to express oneself without some change in meaning. As a result, there is a sense that, to at
least some extent, we are all confined to ourselves, doomed to a sort of loneliness that stems from the
difficulty of communicating with others.

2. Justice
In the parlor mystery, the characters want to bring justice to the madman on the loose. After all, he
murdered at least one, if not two or three, men. By the end, we learn that the real Inspector Hound
disguised himself as Magnus in order to trap the madman, who himself was masquerading as Inspector
Hound. Yet, at another level of reality, Magnus is played by Puckeridge, who uses the parlor mystery to
kill Higgs, Moon, and Birdboot so that he can become the first-string critic in the London theater scene.
In other words, bringing forth justice in the parlor mystery (killing the fake Inspector Hound, played by
Moon) is dispensed at the cost of creating an injustice outside of the parlor mystery (killing Moon, the
second-string critic). We never reach an equilibrium in which all of the good guys prevail over all of the bad
guys. There is a trade off of justice, and by the end, Puckeridge is still on the loose.
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3. Phoniness vs. Authenticity
The Real Inspector Hound satirizes theater critics. Even though Moon and Birdboot are supposed to be
watching and reviewing the play, they end up soliloquizing about their own grievances, even as the parlor
mystery runs. It seems they are hardly paying attention to the play. But then, in between acts, they offer
verbose and bombastic analyses about what they are watching. While doing so, they put on a ‘public voice.’
Stoppard seems to be satirizing the artificiality of theater reviews, bringing into question what value they
add to the art scene. They seem to be concerned mostly with status rather than providing a thoughtful
critique of the play. And of course, Birdboot leverages his ability to catapult female actresses into the
spotlight in order to get sexual favors.

4. Identity
As a murder mystery, The Real Inspector Hound plays with the identity of its characters. In the play-withina-play, each resident of Muldoon Manor suspects another of masquerading as a scared civilian to hide the
truth that he/she is a madman and murderer. The title itself suggests that Inspector Hound is not the man
he claims to be.
Stoppard’s play involves some questions of identity that are irresolvable. When Moon and Birdboot get
mixed up in the play onstage, they engage with the fictive characters as themselves. That is, even though
Birdboot stands in for Simon, he responds as Birdboot. The conflation of fiction and reality make it nearly
impossible to determine who is who at what time. Take, for instance, the part of the play when Birdboot/
Simon converse with Felicity. Felicity addresses Birdboot/Simon as ‘Simon,’ but Birdboot responds as
the London theater critic. He tells Felicity that he was mistaken in seeing her the evening prior. Is he
addressing Felicity or the actress that plays Felicity? Does the actress playing Felicity intend to load her
words with double meaning, so that they apply not just to her fictive relationship with Simon but also to
her real-life affair with Birdboot? The play never makes this clear.
The critics, too, have identity crises. Moon fears that his whole existence hinges on the absence of the firststring critic, Higgs. This fear is so severe that he fantasizes about Higgs’ death. He tries to reassure himself
that he is in fact his own person, that no one else could replace the tiny space he takes up in the world. But
he remains insecure throughout the play. Birdboot, meanwhile, vocalizes a different sort of identity crisis.
He has earned a reputation for philandering, which he is trying to bring under control in order to reaffirm
his professional respectability. But his identity is out of his control, as the rumors spread like wildfire.
The confusion of identities in the play serves a few important thematic functions. First, it reveals the way
that identity is shaped by external forces, often out of one's control. Moon’s identity is shaped by Higgs,
Birdboot’s by those spreading rumors about him. Second, it brings into question the very notion of a
singular identity. Are identities concrete or are they fluid, ephemeral, and unreliable? This plays supports
the latter. Magnus, for example, has a different identity depending on who is asked. To Cynthia, he is her
long-lost husband Albert. To the other residents, he is the hero who brought justice to the madman. To
Moon and Birdboot, he is the vengeful third-string critic. His identity is not one thing, but many.
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5. Repetition
Several scenes of the parlor mystery are repeated exactly as they were originally, with the sole exception
that Birdboot and Moon stand in for Simon and Hound. Repetition is a common element of absurdist
theater. Re-watching these scenes, we feel as if we are making no progress towards a resolution to the
murder mystery. The lines repeat, and the lighting is the same. Birdboot/Simon even suffers the same
fate as before — he is shot. What’s notable is that Birdboot and Moon participate, and their own personal
narratives match up with the narratives of the fictive characters they play. That is, Birdboot and Moon
respond to the play’s lines as themselves, but what they say fits right in. Is this merely coincidence? More
likely, it is a statement about the way in which all of our own personal narratives conform to standard
narrative arcs that involve common feelings of jealousy, fear, and passion, among others.

6. Reality vs. Illusion
By the end of the play, reality and fiction conflate and entangle. Moon and Birdboot are literally caught
up in the parlor mystery that they are supposed to be reviewing, standing-in for the characters Simon
Gascoyne and Inspector Hound. Meanwhile, the original Simon and Hound sit in the critics' seats. Are we
to understand that the actors playing Simon and Hound are sitting in the critics' seats, or are we supposed
to believe that the fictive characters Simon and Hound are actually in those seats? Moreover, when Moon
and Birdboot respond to lines of the play as themselves, are the other actors aware that fiction and reality
are conflating? Are they, too, referring to their lives offstage? Part of the play’s ingenuity is to never resolve
these troubling questions.
In some sense, the play’s conflation of reality and fiction closes a traditional gap between reader (or
audience) and work. Typically, a reader’s role is to empathize with the characters, to try to feel what they
feel. Here, however, the characters literally enter the fictive world that they are watching. They interact with
the characters as their real selves.
What is the real difference between being on stage and offstage? Stoppard’s play suggests that the
differences aren’t all that great. In some sense, we are all playing a character when we interact with other
people in our daily lives. We question our identities and try to make sense of the narrative arc of our lives.
The stage is just a mirror of the audience.
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7. Absurdism
The Real Inspector Hound belongs to the Theater of the Absurd. Works in this genre tend to express a
belief in the meaninglessness of human existence in a comical way. Logical construction gives way to
irrationality. Characteristics of these plays include: “broad comedy, [...] mixed with horrific or tragic images;
characters caught in hopeless situations forced to do repetitive or meaningless actions; dialogue full of
clichés, wordplay, and nonsense; plots that are cyclical or absurdly expansive; either a parody or dismissal
of realism and the concept of the “well-made play.” (Wikipedia)
Stoppard’s play encompasses most of these characteristics. It is a comedy about a series of grotesque
murders that take place both onstage and offstage. Scenes repeat, and the critics — who were able to
predict the series of crimes from their seats in the audience — find themselves caught off guard when they
are actually participating in the play itself. The dialogue is full of wordplay that leads to miscommunication.
And finally, the play is a parody of the most famous parlor mystery of the time, Agatha Christie’s The
Mousetrap.
Perhaps the element of the play that most belongs to the theater of the absurd is the notion that order
is never restored to the universe. Sure, in the play-within-a-play, the madman is caught and the chaos
resolves. But in the theater scene of London, the world inhabited by Moon and Birdboot, chaos abounds.
By the end of the play the real murderer is on the loose and no detective is on the scene to solve it.
One function of this disorderly universe is to mirror the way the world really works. There is no doubt that
one of the main appeals of traditional parlor mysteries is that everything becomes neat and tidy at the
end. These stories are a reprieve from a world where murders go unsolved and life itself remains a mystery.
Stoppard’s play forces the audience to face reality: life is messy and the universe is chaotic. Happy endings
are a farce.
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exploring melodrama
excercise: An Introduction to melodrama
Materials:

Photos of Stock Characters
Large Post-Its
Markers

“What is Melodrama?”
1. The facilitator will ask students if they know what the term “melodramatic” means and record answers on a
large post-it.
2. From the definition of melodramatic the facilitator will ask for what a “Melodrama” could include and record
those answers.
3. The facilitator will thank the class for their input and then share that the class will be exploring Melodrama,
and over the course of the week will be putting together the pieces to create their own definition of “What is
Melodrama.”

“Introducing Stock Characters”
1. The facilitator will inform students that the first part of Melodrama that will be explored is the type of
characters that typically are a part of the genre.
2. The facilitator will divide students into 4 groups, and each group will be exploring one of the major stock
characters present in melodrama including, “The Hero,” “The Villain,” “The Damsel,” “The Sidekick.”
3. Each group will receive a sealed envelope with pictures of their “stock character” in many different forms.
The facilitator will instruct them to look at these images and write down words and phrases that come to
mind on a large post-it. Each group will then rotate to the next large post-it and add to the list or check-off
what they agree with. The groups will
rotate around until they return to their original images and look at all input from the class on their individual
group.
4. The facilitator will ask students to take these words and come up with a title for their “stock character.” With
this title in mind students will be invited to circle the top 5 words or phrases on their post-it and create a
tableau of their stock character inspired by these choices.
5. Each group will share a tableau and the name.
6. The facilitator will ask students to look at the tableau and to look at the words on the large post-it and see if
they can see a connection between the characteristics identified and the character created.

Debrief:
The facilitator will circle the students up to review:
1. What is melodrama?
2. Who are the stock characters in melodrama?
3. What are some stories that come to mind that might be considered
melodramatic?
4. Do these stock characters still exist in any genres/forms today?
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exploring melodrama
excercise: exaggerated acting - The acting style of melodrama
Materials:

Slips of paper with phrases (one for each student, examples below):
o Wait!			
o Go away.		
o Look out!		
o Hooray! 		

o Stop!			
o I surrender.		
o Oh no!		
o This is exhausting.

o Who me?		
o Please, I’m begging you.
o The horror.		
o Who are you?
o I did it!		
o Did you hear that?
			

Sound and Movement Pyramid:
1. The facilitator will introduce the idea of universal gestures that appear in melodrama and share that these
gestures were able to create a universal exaggerated set of emotion.
2. In order to introduce the gestures that melodrama naturally calls for students will explore how these
gestures are already in their bodies.
3. Six students are called on to create a pyramid. They will each select a slip of paper that will have an
overdramatic phrase on it, such as "Oh, the horror," or "He's getting away!"
4. The facilitator will ask students to close their eyes or bring them into soft focus and explain that the
person at the head of the pyramid will be saying the phrase on the paper as they naturally would gesticulate
it. All of the students behind them will then in unison repeat the statements and do their own movements,
in unison.
5. After the six students have rotated through the class will discuss what they experienced.

DEBRIEF:
1. What surprised you about this activity?
2. What did you notice was similar/different about the gestures?
3. How did the words create universal gestures when exaggerated?
4. What connections do you see to the genre, melodrama?
5. How do these gestures influence the acting style of this genre?
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exploring satire
excercise: satire study with shrek
Because students are typically familiar with the characteristics of fairy tales, the movie
Shrek, which satirizes fairy tale traditions, serves as an introduction to satirical techniques.
Students begin by viewing a scene from the movie and examining the ways in which it
departs from typical fairy tales. They are then introduced to the four techniques of satire:
exaggeration, incongruity, reversal, and parody, and identify these techniques in the clip
from Shrek. Students next select a fairy tale to satirize and share their finished stories with
the class or small groups.
Before class begins, cue the clip from Shrek, which begins at 51:20 and ends at 53:20 on both the DVD and VHS
versions of the movie. The clip depicts the capture of Princess Fiona by Robin Hood, who mistakenly thinks
that the Princess has been taken against her will by the ogre, Shrek. After "rescuing" the princess, Robin Hood
and his Merry Men pause to introduce themselves by performing a ridiculous song and dance number. In the
middle of the routine, Princess Fiona screams, "That's enough!" and single handedly attacks and subdues Robin
Hood and all of his Merry Men.
When students enter the room, have the following brainstorming question ready for them to respond to in their
reader response notebooks or journals:

"What makes a fairy tale a fairy tale? What are the characteristics of the genre?"
After students have had a few minutes to gather ideas, open discussion by inviting students to share their
characteristics with the class. List their ideas on the board or on chart paper so that you collect a class list.
Once students have shared their ideas, read back over the list and make any revisions or additions. If desired,
you might group similar characteristics together (e.g., descriptions of the hero, characteristics of the setting).
Set up the film clip by explaining that you will show a segment from Shrek, which satirizes fairy tales by
departing from the typical fairy tale characteristics in humorous ways.
Introduce the following definition of satire to the students:

Satire: A literary work that ridicules its subject through the

use of techniques such as exaggeration, reversal, incongruity,
and/or parody in order to make a comment or criticism about it.
Show the clip and ask students to pay attention to elements from
the clip that depart from the typical characteristics of fairy tales.
Be sure that the list of fairy tale characteristics that the class has
brainstormed is posted in a place where students can refer to it
while watching the clip.
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Once you've shown the clip, give students a minute or two to gather their list of details from the movie that depart
from the typical fairy tale.
Ask students to share their observations from the movie clip, and list the details on a new sheet of chart paper or a
cleared section of the board.
Once students have shared their ideas, read back over the list and make any revisions or additions.
Place the original list of fairy tale characteristics beside the list of observations from the movie clip and ask students
to make connections between the two lists. Allow students to associate freely, without worrying about naming any
of the connections unless the additional information is a natural addition to the discussion.

Introduce definitions for four techniques of satire:
Exaggeration

To enlarge, increase, or represent something beyond normal bounds so that it becomes ridiculous
and its faults can be seen.

Incongruity

To present things that are out of place or are absurd in relation to its surroundings.

Reversal

To present the opposite of the normal order (e.g., the order of events, hierarchical order).

Parody

To imitate the techniques and/or style of some person, place, or thing.
Referring to their notes, ask students to identify at least one example from the clip for each of the four techniques of
satire. You can ask students to work individually or in small groups.
If desired, show the clip again, to help students review the events that take place with these four satirical
techniques in mind.
After students have gathered their examples from they clip, gather the students as a full group and ask them to
share their responses. Possible answers include the following:

Exaggeration

Princess Fiona fights and
successfully defeats Robin
Hood and all of his Merry
Men without any help and
without any weapons.

Incongruity

Princess Fiona uses her
ponytail to deliver a
knockout punch to one
of the Merry Men. While
frozen in a mid-air
martial arts kick, Princess
Fiona pauses to fix her
disheveled hair before
knocking out two of the
Merry Men.

Reversal

The roles of the hero and
the damsel in distress have
been reversed. In this clip,
it is Princess Fiona, the
rescuee, who fights and
defeats the foe.
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Parody

The fight scene is an
exaggerated imitation of
the martial arts style and
special effects used in
movies such as The Matrix
and Crouching Tiger, Hidden
Dragon.

Ask students to identify the primary comment or criticism about society that is being made by the satirical
techniques in this clip from Shrek. Students might respond in one of these ways:

The traditional story of the knight
rescuing the damsel-in-distress is not
a realistic depiction of the roles filled
by men and women in modern society.

Current Hollywood action movies
like The Matrix have become
ridiculous because they are too
focused on special effects.

If students have difficulty identifying the satirical commentary, you might ask them what the underlying lesson or
unwritten moral is in the story.
Close the discussion by explaining that in the next sessions, students will write satirical versions of fairy tales (or
scenes from fairy tales) themselves.
For homework, ask students to choose a fairy tale that they'd like to satirize. Students should read the tale and be
completely familiar with it before the next session. If possible, students should print out a copy of the story for
reference as they write.
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Radio broadcast of the 1920’s
Students will complete research about various topics of the 1920’s and 1930’s. They will then
compile this information and write a script for a radio show about these topics as if it were
being broadcast in that era. Students will then record, edit, and add sound effects to the show
using computer software.

Materials

music from the 1920’s
audio recordings of radio broadcasts from
the 1920’s and 1930’s
microphones
Sony Sound Forge Audio Studio software
access to the Internet
age appropriate U.S. history textbook

Readiness Activity

Play clips from radio shows and music CD’s.
Ask students how they obtain information today.
Then ask follow up questions, “How do you think people received information in the 1920’s?”
“Do you think the information people received was that fast before the 1920’s?”
“How did people find out about information before theradio?”
“Why do you think the radio was this important?”
These questions will lead into me telling the
students “It is important to understand how the
invention and use of the radio impacted our lives
today.” I think it is important that as a class we
look into the beginning of the radio and people
used it then, and its impact on our society now.

Activities
Begin with whole group instruction on various
events in the 1920’s/1930’s. Students use an
outline or guided reading sheet to gather
information from their textbooks. Upon
completion of this, students
will work in small groups (3-4) and will receive
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one decade and a list of suggested topics within that decade. They will then decide which topics
to cover and begin gathering information on those. Through their research they should also add in
several new events that they learn about.
With the information, they will begin writing a radio broadcast. They must first decide on the
format of the show and what type of stories to include (i.e. news story, interview, commercial, etc.).
Upon completion of the script, students will be instructed how to record their shows using the
software. *Each group will have recording time as well as editing time. During their editing
time, they will work on adding sound effects, music, and creativity for the broadcast.

Culminating Activity
Each radio broadcast will be played in the class, as other students take notes on the presentations
using a worksheet created by the group members. Time will be allotted for questions and critique.
Students will complete a written quiz on material covered in the broadcasts.
Broadcasts can be published on the school website.
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5TH GRADE INDIANA STATE STANDARDS
READING: Literature
There are three key areas found in the Reading: Literature section for grades K-5: Key Ideas and Textual Support, Structural Elements and Organization, and Connection of Ideas. By demonstrating the skills listed in each section, students
should be able to meet the Learning Outcome for Reading: Literature.
Learning Outcome
5.RL.1 		
		

Read and comprehend a variety of literature within a range of complexity appropriate for grades 4-5. By 		
the end of grade 5, students interact with texts proficiently and independently.

Key Ideas and Textual Support
5.RL.2.1 Quote accurately from a text when explaining what a text says explicitly and when drawing inferences from the
text.
5.RL.2.2 Determine a theme of a story, play, or poem from details in the text, including how characters respond to challenges or how the speaker in a poem reflects upon a topic; summarize the text.
5.RL.2.3 Describe two or more characters, settings, or events in a story or play, drawing on specific details in the text,
and how they impact the plot.
Structural Elements and Organization
5.RL.3.1 Explain how a series of chapters, scenes, or stanzas fits together to provide the overall structure of a particular
story, play, or poem.
5.RL.3.2 Describe how a narrator’s or speaker’s point of view influences how events are portrayed.
Synthesis and Connection of Ideas
5.RL.4.1 Analyze how visual and multimedia presentations and representations can enhance the meaning of a text.
5.RL.4.2 Compare and contrast stories in the same genre on their approaches to similar themes and topics.

READING: Vocabulary
There are two key areas found in the Reading: Vocabulary section for grades K-5: Vocabulary Building and Vocabulary
in Literature and Nonfiction Texts. By demonstrating the skills listed in each section, students should be able to meet the
Learning Outcome for Reading: Vocabulary.
Learning Outcome
5.RV.1 Build and use accurately general academic and content-specific words and phrases.
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5th Grade Indiana State Standards cont.
Vocabulary Building
5.RV.2.1 Select and apply context clues (e.g., word, phrase, sentence, and paragraph clues) and text features to determine the meanings of unknown words.
5.RV.2.2 Identify relationships among words, including multiple meanings, synonyms and antonyms, homographs,
metaphors, similes, and analogies.

Vocabulary in Literature and Nonfiction Texts
5.RV.3.1 Determine how words and phrases provide meaning to works of literature, including imagery, symbolism, and
figurative language (e.g., similes, metaphors, hyperbole, or allusion).

WRITING
There are five key areas found in the Writing section for grades K-5: Handwriting, Writing Genres, the Writing Process,
the Research Process, and Conventions of Standard English. By demonstrating the skills listed in each section, students
should be able to meet the Learning Outcome for Writing.
Learning Outcome
5.W.1 Write routinely over a variety of time frames and for a range of discipline-specific tasks, purposes, and audiences;
apply reading standards to support reflection and response to literature and nonfiction texts.
5.W.3.3 Write narrative compositions in a variety of forms that –
• Develop the exposition (e.g., describe the setting, establish the situation, introduce the narrator and/or characters).
• Develop an event sequence (e.g., conflict, climax, resolution) that unfolds naturally, connecting ideas and events using
transitions.
• Use narrative techniques, such as dialogue, description, and pacing to develop experiences and events or show the
responses of characters to situations.
• Use precise and expressive vocabulary and figurative language for effect.
• Provide an ending that follows from the narrated experiences or events.
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6TH GRADE INDIANA STATE STANDARDS
READING: Literature
There are three key areas found in the Reading: Literature section for grades 6-12: Key Ideas and Textual Support,
Structural Elements and Organization, and Synthesis and Connection of Ideas. By demonstrating the skills listed in each
section, students should be able to meet the Learning Outcome for Reading: Literature.
Learning Outcome
6.RL.1 Read a variety of literature within a range of complexity appropriate for grades 6-8. By the end of grade 6,
students interact with texts proficiently and independently at the low end of the range and with scaffolding as needed at
the high end of the range.
Key Ideas and Textual Support
6.RL.2.1 Cite textual evidence to support analysis of what a text says explicitly as well as inferences drawn from the text.
6.RL.2.2 Determine how a theme or central idea of a work of literature is conveyed through particular details; provide a
detailed, objective summary of the text.
6.RL.2.3 Explain how a plot unfolds in a series of episodes as well as how the characters respond or change as the
narrative advances and moves toward a resolution.
Structural Elements and Organization
6.RL.3.1 Analyze how a particular sentence, chapter, scene, or stanza fits into the overall structure of a work of literature
and contributes to the development of the theme, characterization, setting, or plot.
6.RL.3.2 Explain how an author develops the point of view of the narrator or speaker in a work of literature and how the
narrator or speaker impacts the mood, tone, and meaning of a text.
Synthesis and Connection of Ideas
6.RL.4.1 Compare and contrast the experience of reading a story, play, or poem with listening to or viewing an audio,
video, or live version of the text, including contrasting what they “see” and “hear” when reading the text with what they
perceive when they listen or watch.

READING: Vocabulary
There are two key areas found in the Reading: Vocabulary section for grades 6-12: Vocabulary Building and Vocabulary
in Literature and Nonfiction Texts. By demonstrating the skills listed in each section, students should be able to meet the
Learning Outcome for Reading: Vocabulary.
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6th Grade Indiana State Standards cont.
Learning Outcome
6.RV.1 Acquire and use accurately grade-level appropriate general academic and content-specific words and phrases;
gather vocabulary knowledge when considering a word or phrase important to comprehension or expression.

Vocabulary Building
6.RV.2.1 Use context to determine or clarify the meaning of words and phrases.
Vocabulary in Literature and Nonfiction Texts
6.RV.3.1 Determine the meaning of words and phrases as they are used in works of literature, including figurative and
connotative meanings; analyze the impact of a specific word choice on meaning and tone.
6.RV.3.3 Interpret figures of speech (e.g., personification) in context.

WRITING
There are four key areas found in the Writing section for grades 6-12: Writing Genres, the Writing Process, the Research
Process, and Conventions of Standard English. By demonstrating the skills listed in each section, students should be able
to meet the Learning Outcome for Writing.
Learning Outcome
6.W.1 Write routinely over a variety of time frames for a range of tasks, purposes, and audiences; apply reading
standards to support analysis, reflection, and research by drawing evidence from literature and nonfiction texts.
6.W.3.3 Write narrative compositions in a variety of forms that –
• Engage and orient the reader by developing an exposition (e.g., describe the setting, establish the situation, and introduce the narrator and/or characters).
• Organize an event sequence (e.g., conflict, climax, resolution) that unfolds naturally and logically, using a variety of
transition words, phrases, and clauses to convey sequence and signal shifts from one time frame or setting to another.
• Use narrative techniques, such as dialogue, pacing, and description, to develop experiences, events, and/or characters.
• Use precise words and phrases, relevant descriptive details, and sensory language to convey experiences and events.
• Provide an ending that follows from the narrated experiences or events.
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Putting It Together

the collaboration of Theatre
Putting on a show is a little like building a big machine – hundreds of small parts must be put together
piece by piece to bring a story to life on stage. Most of the work must be completed long before opening
night. Mounting a musical at The Community School of the Arts requires many different people to work
together. At The Community School of the Arts, the artistic director and the Theatre compANY directors
choose the scripts that they think
will make the best season. The
artistic director then assigns a
director, choreographer and a team
of designers for each show.
these specialized artists have
specific jobs to do.
The director is the leader. He/she
makes most of the decisions about
the play and often spends months
before rehearsals begin meeting
with designers and thinking about
his or her vision for the show.
The music director is in charge of
the singing and instrumental music.
Some musicals may require a small
accompaniment of piano and drums,
while others involve an entire orchestra. The choreographer creates all the movement and dancing.
These three artists will work very closely to make sure the acting, singing and dancing all come together
effectively. Meanwhile, the set designer, costume designer, lighting designer and sound designer are reading
the script and talking with the director about how the musical will look and sound. These designers have
assistants and crews to help them build, paint, sew and set up all of the show’s material and technological
elements. While the director and other compANY directors hold auditions to find the right actors for the
part, the marketing and public relations department of CSA are busy creating posters and other marketing
materials to get the word out about the show and to help the box office sell tickets. The administrative
staff helps each of these departments. The actors may go through three or four auditions before finally
being chosen to be in the cast. Once selected, each cast member must learn his/her lines, songs and dances.
Actors in the csa theatre company have only one week of rehearsals on stage before the show opens, and
one to three rehearsals on stage with the orchestra. In this short amount of time, they must get used to
their costumes, make-up and props. Hundreds of hours and thousands of dollars later, the ushers have
seated the audience, the lights have dimmed, and the hard work of the cast, crew and staff is about to turn
into theatrical magic.
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THEATRE ETIQUETTE
Seeing a musical presented by the community school of the arts is a unique and exciting experience. All
the members of the production, both cast and crew, work hard to give you a great show. As an audience
member, you also have an important job. You must help the performers give their best performance
possible. You can do this by practicing these rules of theatre etiquette:
• Do laugh when the performance is funny.
• Do applaud when the performance is over. Applause is how you say “Thank you” to the performer. The
actors will bow as you applaud. That is how they say “Thank you for coming.”
• Do stand and applaud if you thought the show was outstanding.
• Don’t forget to turn off your cell phone. A ringing or buzzing phone can be very distracting. It can
also be embarrassing for you if it is your phone that is disrupting the show!
• Don’t text during the performance.
• Make sure to visit the restroom before the production begins.
• Don’t speak or whisper during the performance...whispering is still speaking, so only in an emergency
should whispering occur.
• Remember that the Overture (introductory music) in musical theatre is part of the performance, so
remain silent when the show begins.
• Don’t take pictures during the performance. It can be very distracting to the actors and it can result
in an accident.
• Don’t put your feet up on the seats or kick the seat in front of you.
• Do remain in your seat for the entire performance. If you must leave, exit during intermission. In an
emergency, calmly walk toward the nearest exit.
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Misson

The Community School of the Arts provides arts educations and
enrichment with excellence and fiscal responsibility. By making the arts
available to all people, the Community School of the Arts is dedicated to
serving the community through opportunities for creative expression.

Vision

Igniting a community of potential through arts and creativity.

Our Values

Community • Accessibility • Diversity • Innovation • Excellence

Who we serve

Dreamers • Creators • Performers

Serving artists of all ages throughout North-Central Indiana

What we do

Sng • Draw • Act • Dance • Compose • Sculpt • Perform
Providing opportunities to explore creativity through arts education

Where we are located

Beautiful downtown Marion on the square
Community School of the Arts • 305 S. Adams Street • Marion, IN 46952
765-662-6263 • info@csa-marion.com

www.csa-marion.com
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