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Course Number: PAR 210
Course Title: Fundamentals of Theater & Performance
Department Name: Drama
College/School/Division Name: School of Humanities, Arts, and Design
Term: Fall/Spring
Course Credits: 3
Class Meeting Days: Asynchronous, at your own pace
Class Meeting Hours: Asynchronous, at your own pace
Course Website Address (Canvas): https://chaminade.instructure.com/courses/23253
 Instructor Name: Dr. Achilles Gacis, Ph.D. SAG-AFTRA
Email: achilles.gacis@chaminade.edu 
Phone: 808.539.9376
Office Location: 0nline
Office Hours: Mondays 9-10 am and by appointment
[bookmark: _heading=h.30j0zll]
University Course Catalog Description 
[bookmark: _heading=h.1fob9te]The student will prepare for the academic study of theatre. Students will be introduced into thematic and historical data on the development and execution of theatre. This course satisfies the Fine Arts general education requirement. Offered annually.

Course Overview 
Designed to give students an interdisciplinary experience in the study of theatre fundamentals from the perspective of active and integrative sources.  Students will explore the theory and practice of theatre fundamentals and develop the knowledge and skills for appreciation the development of the overall theatre experience.
Within the broad outline of the catalog description the student will engage their own understanding of the theatrical experience with actors, singers, writers, directors, stage technicians, historians, classical thespians, and critics as we explore how we can enjoy more meaningful participation in the understanding of the theatrical experience. Underlying this quest are the rich areas of study that incorporate the multi- faceted world of theatre.
The course is designed as being both reading and writing intensive and intellectually stimulating in terms of work to be done. Each chapter has a selection of post chapter questions that are to be done after the reading of the chapter for the week. The way to and through those exam questions of our exposure to the theatrical experience is by thoughtful and attentive reading and sorting out their meaning, setting down what you have read, interpreted, and thought about in clear and thoughtful prose in your essay question response(s)
[bookmark: _heading=h.3znysh7]Characteristics of Marianist Educational Values
· Educate for formation in faith.                                                                                                                                          Through theater and performance, the student will gain an understanding of how this is applicable in inspiring spiritual development and conveying important elements within the history and tradition of faith and its many forms of personal, corporate, and communal expression.
· Provide an integral quality education.                                                                                                                                   This course is designed to help students become aware of the various forms of theatrical expression in the world. Being aware that all peoples have an inherent need to express their culture and values through theater and performance helps the student realize the inherent importance of theater in their overall education.
· Educate in family spirit.                                                                                                                                            Service to others and the extension of oneself is a hallmark of expressing unconditional acceptance of others. Understanding the interdependency and cooperation needed to mount a theatrical production contributes to a unifying effort among a theatrical community that is both bonding and motivating.
· Educate for service, justice, and peace.                                                                                                                Understanding that through theater and performance, universally transcendent powerful themes, and messages of giving help towards others, fairness in all endeavors, and safety and serenity can be conveyed to all audiences in all cultures.
· [bookmark: _heading=h.2et92p0]Educate for adaptation and change.                                                                                                                                     This course will help students see how it is important to recognize the power of humanity to adapt and change in order to continue and thrive with the increasing demands each generation faces. 
Native Hawaiian Values
Education is an integral value in both Marianist and Native Hawaiian culture. Both recognize the transformative effect of a well-rounded, value-centered education on society, particularly in seeking justice for the marginalized, the forgotten, and the oppressed, always with an eye toward God (Ke Akua). This is reflected in the ‘Olelo No’eau (Hawaiian proverbs) and Marianist core beliefs:
1. Educate for Formation in Faith (Mana) E ola au i ke akua (ʻŌlelo Noʻeau 364) May I live by God
2. Provide an Integral, Quality Education (Na’auao) Lawe i ka maʻalea a kūʻonoʻono (ʻŌlelo  Noʻeau 1957) Acquire skill and make it deep
3. Educate in Family Spirit (‘Ohana) ʻIke aku, ʻike mai, kōkua aku kōkua mai; pela iho la ka nohana ʻohana (‘Ōlelo Noʻeau 1200) Recognize others, be recognized, help others, be helped; such is a family relationship
4. Educate for Service, Justice and Peace (Aloha) Ka lama kū o ka noʻeau (ʻŌlelo Noʻeau 1430) Education is the standing torch of wisdom
5. Educate for Adaptation and Change (Aina) ʻAʻohe pau ka ‘ike i ka hālau hoʻokahi (ʻŌlelo Noʻeau 203) All knowledge is not taught in the same school
[bookmark: _heading=h.qhzudshps2hc]
Learning Outcomes
By the end of the course, students will be able to: 

1. Discuss the important elements theatre – the history, development, change, social applications, and artistic expressions.
2. Compare and contrast the commonalities and differences among various theatrical practices and traditions.
3. Understand some of the cultural responses using theatre to address global and social justice issues.
4. Express one’s own beliefs, feelings, and attitudes towards different artistic perspectives in correlation and contrast with those learned through the course in approaching the human quest for meaning through theatrical creativity and performance.
[bookmark: _heading=h.3dy6vkm]
Course Prerequisites
[bookmark: _heading=h.1t3h5sf]No prerequisite

Required Learning Materials 
This course uses McGraw Hill Connect 
Wilson, Edwin The Theatre Experience, 11e, McGraw-Hill Companies, 2009. (or 13ed. so please adjust reading your chapters accordingly ISBN 978-0-07-351427-7)
Course Website: https://chaminade.instructure.com/ 

Hardware Requirements: Canvas is accessible from both PC and Mac computers with a reliable internet connection.  You will also need to be able to access audio and video files.  Subsequently, you should have access to speakers or headphones that allow you to hear the audio.

Software Requirements:  You will need to have some ability to listen to audio in an mp3 format, watch videos in mp4 format, stream online videos, and read .pdf files. There are a number of free software online that can be downloaded for free.  If you need assistance with locating software please feel free to contact the Chaminade Help Desk at helpdesk@chaminade.edu or (808) 735-4855.

Technical Assistance for Canvas Users:
· Search for help on specific topics or get tips in Canvas Students
·  Live chat with Canvas Support for students
· Canvas Support Hotline for students:  +1-833-209-6111
· Watch this video to get you started 
· Online tutorials:  click on “Students” role to access tutorials
· Contact the Chaminade IT Helpdesk for technical issues:  helpdesk@chaminade.edu or call (808) 735-4855

Tutoring and Writing Services 
Chaminade is proud to offer free, one-on-one tutoring and writing assistance to all students. Tutoring and writing help is available on campus at Kōkua ʻIke: Center for Student Learning in a variety of subjects (including, but are not limited to: biology, chemistry, math, nursing, English, etc.) from trained Peer and Professional Tutors. Please check Kōkua ʻIke’s website (https://chaminade.edu/advising/kokua-ike/) for the latest times, list of drop-in hours, and information on scheduling an appointment. Free online tutoring is also available via TutorMe. Tutor Me can be accessed 24/7 from your Canvas account. Simply click Account – Notifications – TutorMe. For more information, please contact Kōkua ʻIke at tutoring@chaminade.edu or 808-739-8305.

[bookmark: _heading=h.4d34og8]Assessment 
Student’s work will be evaluated for:
· Knowledge of the subject matter from textbooks, videos, and research.
· Ability to apply the knowledge to understand current issues in society.
· Understand the subject matter from different viewpoints.
· Demonstration of the following 3 Core Competencies:
1. Written Communication	
2. Critical and Reflective Thinking
3. Information Literacy

[bookmark: _heading=h.2s8eyo1]Grading Scale
Letter grades are given in all courses except those conducted on a credit/no credit basis. Grades are calculated from the student’s daily work, class participation, and the final examination. They are interpreted as follows: 
A Outstanding scholarship and an unusual degree of intellectual initiative 
B Superior work done in a consistent and intellectual manner 
C Average grade indicating a competent grasp of subject matter 
D Inferior work of the lowest passing grade, not satisfactory for fulfillment of prerequisite course work 
F Failed to grasp the minimum subject matter; no credit given
[bookmark: _heading=h.17dp8vu]Your grade will be determined based upon the percentage of total points earned on chapter assignments and a final essay exam (290 possible points for the semester). There is no provision for doing extra or outside work to improve your grade.

A = 250-290 pts.
B = 200-249 pts.
C = 150-199 pts.
D = 100-149 pts.
F = 0-99 pts.
Chapter submissions = 19 Chapters: 10 pts. per chapter assignment.
Final Exam = 4 Essay topics to be addressed: 25 points per question
FINAL GRADE
A = 90-100%
B = 80-89%
C = 70-79%
D = 60-69%
F = 59% and below

[bookmark: _heading=h.3rdcrjn][bookmark: _heading=h.26in1rg]Course Policies 
[bookmark: _heading=h.lnxbz9]Course Approach
This course is utilizing a standard ten-week model. This model provides you with the convenience and ability to work at your own pace and complete assignments when it is convenient for you. You can work as fast as you want, meaning you can complete the course assignments well before the final exam during the finals week. This also affords time to redo any work if more time or help is needed between instructor and student.

Grades of "Incomplete"
Students who have more than three weeks of non-participation, fail to submit assignments or comply with other requirements, are advised to withdraw from the course in order to avoid a final course grade of “F.” Grades of “incomplete” will only be given in cases of documented extraordinary circumstances. It is the student’s responsibility to communicate with the instructor.

Writing Policy
Written assignments must be spell checked and grammar check prior to uploading onto the submission venue.

Instructor and Student Communication 
Questions for this course can be emailed to the instructor at achilles.gacis@chaminade.edu. Online and phone conferences can be arranged. Response time will take place up to three (3) days.

Disability Access 
[bookmark: _heading=h.44sinio]If you need individual accommodations to meet course outcomes because of a documented disability, please speak with me to discuss your needs as soon as possible so that we can ensure your full participation in class and fair assessment of your work. Students with special needs who meet criteria for the Americans with Disabilities Act (ADA) provisions must provide written documentation of the need for accommodations from Kōkua ʻIke: Center for Student Learning by the end of week three of the class, in order for instructors to plan accordingly. If a student would like to determine if they meet the criteria for accommodations, they should contact the Kōkua ʻIke Coordinator at (808) 739-8305 for further information (ada@chaminade.edu).

Title IX Compliance
Chaminade University of Honolulu recognizes the inherent dignity of all individuals and promotes respect for all people. Sexual misconduct, physical and/or psychological abuse will NOT be tolerated at CUH. If you have been the victim of sexual misconduct, physical and/or psychological abuse, we encourage you to report this matter promptly. As a faculty member, I am interested in promoting a safe and healthy environment, and should I learn of any sexual misconduct, physical and/or psychological abuse, I must report the matter to the Title IX Coordinator. If you or someone you know has been harassed or assaulted, you can find the appropriate resources by visiting Campus Ministry, the Dean of Students Office, the Counseling Center, or the Office for Compliance and Personnel Services.

Attendance Policy 
The following attendance policy is from the 2020-2021 Academic Catalog. 

Students are expected to attend regularly all courses for which they are registered. Student should notify their instructors when illness or other extenuating circumstances prevents them from attending class and make arrangements to complete missed assignments. Notification may be done by emailing the instructor’s Chaminade email address, calling the instructor’s campus extension, or by leaving a message with the instructor’s division office. It is the instructor’s prerogative to modify deadlines of course requirements accordingly. Any student who stops attending a course without officially withdrawing may receive a failing grade.

Students with disabilities who have obtained accommodations from the Chaminade University of Honolulu ADA Coordinator may be considered for an exception when the accommodation does not materially alter the attainment of the learning outcomes.

Federal regulations require continued attendance for continuing payment of financial aid. When illness or personal reasons necessitate continued absence, the student should communicate first with the instructor to review the options. Anyone who stops attending a course without official withdrawal may receive a failing grade or be withdrawn by the instructor at the instructor’s discretion.

Academic Conduct Policy
From the 2019-2020 Undergraduate Academic Catalog (p. 39):  
Any community must have a set of rules and standards of conduct by which it operates. At Chaminade, these standards are outlined so as to reflect both the Catholic, Marianist values of the institution and to honor and respect students as responsible adults. All alleged violations of the community standards are handled through an established student conduct process, outlined in the Student Handbook, and operated within the guidelines set to honor both students’ rights and campus values.

Students should conduct themselves in a manner that reflects the ideals of the University. This includes knowing and respecting the intent of rules, regulations, and/or policies presented in the Student Handbook, and realizing that students are subject to the University’s jurisdiction from the time of their admission until their enrollment has been formally terminated. Please refer to the Student Handbook for more details. A copy of the Student Handbook is available on the Chaminade website.

For further information, please refer to the Student Handbook which is linked annually on the following webpage: https://chaminade.edu/current-students/ 

Credit Hour Policy
The unit of semester credit is defined as university-level credit that is awarded for the completion of coursework. One credit hour reflects the amount of work represented in the intended learning outcomes and verified by evidence of student achievement for those learning outcomes. Each credit hour earned at Chaminade University should result in 45 hours of engagement. This equates to one hour of classroom or direct faculty instruction and a minimum of two hours of out-of-class student work each week for approximately fifteen weeks for one semester, 10 week term, or equivalent amount of work over a different amount of time. Direct instructor engagement and out-of-class work result in total student engagement time of 45 hours for one credit. 

The minimum 45 hours of engagement per credit hour can be satisfied in fully online, internship, or other specialized courses through several means, including (a) regular online instruction or interaction with the faculty member and fellow students and (b) academic engagement through extensive reading, research, online discussion, online quizzes or exams; instruction, collaborative group work, internships, laboratory work, practical, studio work, and preparation of papers, presentations, or other forms of assessment. This policy is in accordance with federal regulations and regional accrediting agencies.

Course Schedule 
1st Week Coursewide Content p.3
Chapter 1: Experiencing Today’s Global Diverse Theatre: A Preview 
1. Wilson states that "taken in its broadest sense, theatre is everywhere around us." Describe instances of theatre being around us.
2. Most of us had our first dramatic storytelling experiences with forms other than theatre. Describe one of your first storytelling experiences that were not theatre.
3. In the past century, theatre has been challenged by numerous other forms of entertainment for attention. In the face of so many economic and convenience challenges to live theatre, how has theatre endured and thrived?
4. A significant difference between theatre and other popular entertainment forms is that theatre is live. How does Walter Kerr, a drama critic, describe the bond between the audience and the performer? Do you agree with Kerr's description? Why? Why not?
5. Describe the transitory nature of theatre and the other performing arts and how they are different from literature and the visual arts.
6. Based on the Chapter 1 section The Universal Impulse Toward Theatre: Ceremonies and Rituals, describe a ritual in your own life and how theatre is intertwined into the event.
2nd Week  Chapter 2: The Audience: Its Role and Imagination 
1. Wilson states that a live audience is an essential element of theatre and that the live contact between audience and performer sets theatre apart from film, television, and other forms of media. Explain the role of an audience in the theatre and why a theatre audience differs from that of film and television. How does a live audience affect a theatrical performance, and how does a theatrical performance affect its live audience?
2. Wilson describes how audiences differ in their makeups and experiences. If it is true that every audience for a play is different than the one before, what are some of the factors that cause this phenomenon? Using specific examples, describe how one play can be viewed by many audiences in different ways.
3. Describe the nature of aesthetic distance and why it is so important for the audience.
4. While theatre artists must employ their imaginations when presenting a theatrical event, audiences must also have a keen sense of imagination if they are to be a part of the world of a play. What are some of the dramatic tools used to capture the imagination of the audience? Give some specific examples of plays that employ those tools.
5. Describe in detail the differences between realistic and nonrealistic theatre. How do realism and nonrealism affect the audience's theatrical experience?
6. Theatre, whether it is realistic or nonrealistic, is not the same as everyday life. Recently a new movement has developed called either "theatre of fact," "fact-based theatre," or docudrama. Describe this new form and give an example from live theatre, film, or television.
3rd Week Chapter 3: Background and Expectations of the Audience
1. Wilson suggests that a play from the past can be best understood by present-day audiences if the audience has some knowledge of the culture of the past. Explain this concept in more detail, using specific examples. Is there ever a situation when this may not be the case?
2. Different types of theatre (i.e., Broadway, Regional, University) produce different expectations for the audience. Describe some of the different types of theatre and their audience expectations, and give some explanations as to why they might differ. For example, why does a Broadway audience expect something different than a University theatre audience expects?
3. Many theatres are devoted to the experiences and interests of specific groups of people. Discuss why such theatres might be valuable to members of those groups. What might be the effect on people if the stories and images they encountered in the theatre did not include the people and experiences that were familiar to them? If the representation of these experiences is separated from the experiences of other groups, does this weaken the connections among groups of people? If you are not a member of a particular group, would you be inclined to go to such a theatre? Why or why not?
4. Artists are sometimes described as being antisocial, subversive, enemies of the state, or of common morality. Discuss contemporary examples of such artists. What do people object to in their art? Do the stories we tell and the images we share affect the people who see them? In what way? Should our society be concerned about the stories and images that are being produced? To what extent is the control of artistic production in our society's best interests?
5. Women's roles in theatre have changed throughout history. Discuss how women were involved in theatre in ancient Greece and during the Elizabethan period in England. Compare that experience with women's roles in theatre today.
6. Hispanic theatre in the United States is divided into three groups: Chicano, Cuban American, and Puerto Rican or Nuyorican. How does each address the experiences of Hispanics living in this country?
4th Week Chapter 4: The Critic and The Audience 
1. There are two meanings for the word "criticize." What are the two meanings and which is most appropriate when appraising a theatre event?
2. Imagine that you are a theatre critic judging a performance. Explain in detail the critical criteria you would use to make your assessment. Use specific examples to explain each criterion.
3. Describe the difference between descriptive and prescriptive criticism and give examples of each.
4. What is an audience member's relationship to a reviewer or critic? Just because a critic dislikes a performance, is the audience supposed to automatically dislike it too? Explain using specific examples.
5. What might be some of the advantages and disadvantages of reading reviews and criticisms before going to a performance? How might it affect the way you experience the performance? Is there any reason to read criticism after a performance?
5th Week Chapter 5: Stage Spaces 
1. According to Wilson, the "atmosphere and environment" of a stage space plays an integral role in the theatrical event itself. Describe how; be specific.
2. Throughout history, there have been four basic stage-to-audience arrangements: proscenium, thrust, arena, and created or found space. Describe in detail each of these types of spaces and how they affect the nature of the performance and the experience of the audience.
3. In Chapter 2, Wilson discusses the effect that the spectators' expectations have on the way the performance is experienced. How might this apply to the theatre space itself? Does an audience expect to have certain kinds of experiences depending on the type of theatre, its location, its size, and its decoration?
4. Factors other than theatre architecture can affect an audience member's perception of the performance space and, in turn, a theatrical event—how the audience member enters the space, for example. Describe ways in which an audience member might be influenced or affected by things other than the theatre architecture.
6th Week Chapter 6: Acting: Offstage and in the Past 
1. Describe some of the ways people "act" in everyday life. How does acting in life differ from acting on the stage?
2. What are some of the physical and vocal demands of the classical actor? How does acting "back then" differ from acting "here and now?"
3. In previous chapters, you learned that an audience and a critic must understand the past in order to understand the performance of a play from the past. How does this idea apply to actors and acting? Explain using specific examples.
4. Do you agree or disagree that acting is a very difficult job, requiring rigorous training? Defend your opinion using specific examples.
5. While today actors seem to be revered, attitudes toward them can be ambiguous. Discuss instances in which actors have become involved in politics or political action. How have people responded?
6. Over the history of theatre, the status of the performer has changed. Describe what those changes were and how they shaped the performer's status today.


7th Week Chapter 7: Stage Acting Today 
1. Today, most spectators are familiar primarily with television and film actors and acting. Acting for the theatre has unique challenges. Describe some of the differences between screen acting and stage acting.
2. You are an aspiring actor and want to audition for an Off-Broadway play. Describe the audition process you must go through, and, assuming you get the part, what process you must go through in order to get to opening night.
3. Define the basic elements of Constantin Stanislavski's approach to realistic acting.
4. Following Stanislavski, several alternative approaches developed. Describe the different approaches and compare them to Stanislavski's.
5. While anyone can stand on a stage and recite lines, those who wish to make acting their profession must go through intensive training in order to hone their craft. Describe some of the ways actors train their bodies and minds for the discipline of acting.
8th Week Chapter 8: The Director and the Producer 
1. At various times during the history of theatre, different theatre artists have assumed some of the responsibilities that we would assign to a modern-day director. Over the course of history, how did the role of the theatre director evolve? Trace the historical evolution of the modern-day director. Who were the major names and what were some of the major events that led to the contemporary director?
2. Although when we watch a performance, we connect most directly with the actors and the environment, behind the performance is the work of another creative person—the director. While theatre is created by many different people, the director is the center of those collaborators. What are the responsibilities of a director? Use specific examples.
3. What is a director's concept? What is a controlling image? Using Shakespeare's Hamlet, develop a brief director's concept and a controlling image for the play.
4. What role does the dramaturg serve in a theatrical production? How does the dramaturg aid in the director's work? Describe and provide detail.
5. What is an "auteur director" and how does the "auteur director" differ from a typical director? Provide names of specific "auteur directors" and other examples in your answer.
6. Describe how the director works with the design team to create the physical environment for a production.
7. Compare the roles of director, performer, and producer with roles in business or other arts. For instance, is there a job in a corporation that is similar to that of the director? Is there such a job in a symphony orchestra? Discuss the other roles in these terms as well.
9th Week Chapter 9: Creating the World of the Play 
1. In this chapter, the point of view of both playwright and society are discussed as holding relevance to theatre. The outlook of society provides the backdrop for any production. What are some social factors that might affect modern audiences? How does the current world view shape theatre?
2. What problems surface when we attempt to categorize plays and other theatrical works or place them into a specific genre? Draw from film and television as well as theatre to show examples of the difficulties and benefits of labeling dramatic works.
3. Describe the difference between story and plot. Use an example from a play or historical event to illustrate the concepts.
4. Many times, playwrights use historical events as the basis for their plays. Discuss how the playwright's personal viewpoint might affect the way she presents the story.
5. An essential element of dramatic structure is conflict. Wilson goes so far as to call conflict the "crucible of drama." In terms of playwriting, what is conflict, and why is conflict important?
6. It is suggested that the conflict and structural rules of drama are much like those found in games or in sports. Give examples of when this is true. What are some situations when drama is not like a game or a sporting contest?
Chapter 10: Dramatic Forms: Climactic, episodic, and Others 
1. Although many dramatic forms have developed over the history of theatre, two basic forms have predominated—climactic and episodic. What are the benefits and drawbacks of each of the structures? What sorts of stories would be best suited for each structure?
2. Wilson describes "ritual" and "pattern" as being alternatives to climactic and episodic dramatic forms. Describe the two forms and detail how they are employed as dramatic structures. Compare the two forms to climactic and episodic forms. What are some examples of plays that use ritual and/or pattern?
3. Some theatre companies have employed their own random structures, or even no structure, in the creation of dramatic performance. With that in mind, explore the nature of structure and how important or unimportant it is to the theatrical experience. Does an audience need traditional structure in order to follow the event? If a play lacks a recognizable structure, will the audience create one for itself?
4. Musicals consist of several different elements put together. In the context of a musical, examine the characteristics of an episodic structure and discuss how music, singing, and dance add elements that can be used to enhance the episodic structure.
5. In what structure would a typical joke be told? Why is this structure best?
10th Week Chapter 11: Dramatic Characters 
1. Two types of characters, among many, are "extraordinary characters" and "representative characters." Describe similarities and differences between the two character types. Be specific.
2. Stock characters have been a part of theatre performance as far back as Italy's Commedia dell'arte. Are there stock characters on television and in film today? What shows or films are they in? Describe why they are stock characters.
3. Starting in ancient Greece, the character of a chorus has played an important role in theatre. Describe the function of a chorus and give specific examples of plays that use a chorus. Is a chorus different than a narrator? Why? Why not?
4. Considering a play or film you have seen, identify the protagonist and the antagonist. Describe the difference between the two. What is the function of the juxtaposition of these two characters in the dramatic structure? Does the antagonist have to be mean or bad? Why do you think this?
5. What does the term "contrasting characters" mean? Using specific examples, explain how these characters function in a play and why contrast is important.
Chapter 12: Tragedy and Other Serious Drama 
1. There are four types or genres of serious drama. Describe each and cite a play and/or a playwright that is indicative of each genre. If necessary, you may use examples from television and film to provide further examples.
2. Wilson describes melodrama using the genres of film and television as examples. Using the characteristics of the form described in the chapter, select a film or television show that exhibits all five traits of melodrama. Provide a rationale for your choice.
3. Tragedy examines the most basic questions regarding human existence. Given that, does our contemporary world still crave tragedy in the traditional sense? What criteria must be followed to create a tragedy for the 21stcentury?
4. What events from history—recent and more distant—might be used as subject matter for writing a traditional tragedy, a modern tragedy, or a heroic drama? Why are these events suitable? Discuss the characters and events in terms of the characteristics of each genre.
11th Week 27 Chapter 13: Comedy and Tragicomedy 
1. Wilson describes six forms of comedy: farce, burlesque, satire, domestic comedy, comedy of manners, and comedy of ideas. Identify a film, play, or television show for each form of comedy. Explain your selections. What is the rationale for your choices?
2. Explain why typically serious subjects (e.g., pain and death) are not considered serious in comedy.
3. Wilson provides several examples of the three characteristics of comedy that are examined in the chapter. Which of the three characteristics do you find most entertaining and why? Describe a film or television show that has one of the characteristics.
4. Earlier in the text, Wilson describes two basic comic situations: an eccentric person in a normal society, and a normal person in a ridiculous society. Recalling theatrical productions, films, or television shows you have seen, give an example of each. Does one of the comic situations seem more common in today's society? If so, does that reflect our society? How?
5. There are many Shakespearean tragedies that have comedy in them, for instance, the Gravedigger Scene from Hamlet, but are not tragicomedies. What makes a tragicomedy different from a tragedy with comedy in it, or a comedy with tragedy in it?
Chapter 14: Scenery 
1. As was discovered with acting, there are parallels between theatre and life. For example, there are similarities between stage acting and acting in real life. There are also parallels between theatrical design and the environments we encounter in our everyday experiences. Describe in detail two occurrences of theatrical design you have encountered recently.
2. What is the role of the scene designer? As you form your answer, consider their artistic and practical duties. How does the scenic designer contribute to the world of the play?
3. Describe the differences between nonrealistic and realistic scenery. Why would a designer choose to use one over the other? What types of plays are best suited for realistic scenery? In which would you use nonrealistic? Why?
4. How has the use of CAD in theatre changed how designers work?
5. What are the basic steps in the scenic design process?
6. Design is a collaborative process. Who are the scenic designer's major collaborators?
7. Describe the term "kinetic stage" as it was used by the Czech scene designer Josef Svoboda.
8. Designers have been described as giving life to the ideas of the playwright and the director. How might a scenic designer give life to ideas?
12th Week Chapter 15: Stage Costumes
Do the clothes we wear in everyday life help identify us? Detail how they indicate things such as station in life, occupation, or a sense of formality.
1. Like the scenic designer, the costume designer has several objectives. What are they and how do they serve the production?
2. What are the costume designer's resources? Discuss how those resources might be used to reinforce or aid in the understanding of a character onstage. For instance, if you wanted to give the impression of an intensely evil character, what colors might you use? What line? Which fabric? To what extent are these choices based on stereotypes? Is it acceptable to use stereotypes for artistic purposes?
3. Discuss how the costume designer realizes his objectives through process. For example, how does he indicate style? Period? Locale? Status and personality? Character relationships?
4. Makeup is a part of the costume and is therefore part of the costume designer's work. How do the following have an impact on the development of character: make-up, hair, and wigs? Do masks change the way an actor presents a character? If yes, how; if no, why not?
5. Why is color one of the most important tools for a costume designer? Discuss how color conveys messages, themes, and symbolic references to an audience.
6. A costume must meet a performer's needs onstage. For instance, it must be flexible and durable if the performer has a sword fight during the course of the play. List other activities performers may be required to do that would affect the way costumes are designed.
Chapter 16: Lighting and Sound 
1. Light can be used to establish a scene's mood. Discuss how this can be achieved. What lighting would you use in the following situations: an interrogation, a romantic dinner, a child's birthday party, a funeral, an evening of television? Explain your rationale for each choice.
2. Swiss scenic designer Adolphe Appia wrote, "Light is to the production what music is to the score: the expressive element in opposition to the literal signs; and, like music, light can express only what belongs to the inner essence of all vision's vision." Gordon Craig also spoke of "painting with light." What did the two designers mean by these statements? Have you seen a theatre performance, film, or television show that reflected these ideas? Describe the experience in detail.
3. Czech designer Josef Svoboda experimented with projected images. Describe his work with projections and why it is important. Have you seen a production that utilized projected images? From your perspective, was the production effective? Why? Why not?
4. What impact has technology had on the development of lighting design? Wilson points to lighting as the last of the visual elements to evolve. With the recent technological advances in lighting, what can a lighting designer accomplish in a dramatic work?
5. Find a painting. Examine how light functions within the painting. How does light focus your attention? How does it create mood? Does it tell you practical information such as the time of day and season? How is color used? Is intensity of light important? Be certain to include the name of the painting and the artist in your discussion. If possible, provide a copy of the painting as well.
6. A sound designer works to create an environment that surrounds and informs the audience. Stop and close your eyes for a few minutes. Just listen to the environment that you are in. Write down what you hear and then explain what that information conveys to you. How would you recreate the environment you are in as a theatrical design? Would you add underscoring? Would you select certain sounds to be more prominent while others might be eliminated or changed? Explain your theatrical design in detail.
7. Discuss the differences between motivated sounds and environmental sounds. Could the same sound effect be a motivated sound in one context, and an environmental sound in another context? Explain.
13th Week Chapter 17: Global Theatre 
1. Examine the images from the Prague Quadrennial. Do they reflect diversity in world theatre design? Why is diversity important to theatre? How is diversity reflected in performance?
2. In the 21stcentury, the world has undergone significant changes—the tragedy of war, terrorists attacks, instantaneous information, and 24-hour connections. What role can the arts in general, and theatre specifically, serve to help us understand this changing landscape?
3. Asian theatre has both a traditional and a modern branch. Choose one country in the region and describe how one has influenced the other and how both have been influenced by outside forces (cultural influences from the West, for example).
4. Peter Brook is an English director who has made significant changes in the landscape of theatre. Who were his influences? Who has he influenced? How did he change the face of theatre? What other European directors affected the character of theatre? How?
5. Select one of the regions discussed in the chapter and trace its theatrical roots and history. Discuss, in detail, what impact that ethnicity or gender group has had on the American theatre. Did you find the performance activities in one region interesting? Why?
14th Week Chapter 18: Musical Theatre 
1. Why are the following musicals important to the development of the American musical: Showboat, Oklahoma!, and Hair. Provide details of how each is significant.
2. Consider MTV and the music video as extensions of musical theatre. Can any comparisons be made? Do music videos tell stories? Are they dramatic? Take a position either for or against the music video as musical theatre. Defend your stance in detail.
3. Film also has a rich tradition of musicals, often taking musicals from live theatre onto the silver screen. Recently, Chicago and The Phantom of the Opera have brought music and dance to film. If you have seen these or other film musicals, discuss how the musical functions on the screen as opposed to on the stage.
4. In addition to musicals being adapted for film, some very popular contemporary musicals have been based on movies, The Producers, for example. Have you seen a film that would transfer well to the live musical form? Why do you think this is true?
5. How does opera differ from musical theatre? What historical ties exist between these two forms?
6. Are there certain emotions or actions that are best expressed in music or dance? Make a list.
15th Week Chapter 19: Contemporary American Theatre 
1. Many countries have "national theatres" that are highly subsidized by the federal government. While the United States has the National Endowment for the Arts that provides funding to arts organizations around the country, there is no theatre designated as a "national theatre." Do you think there should be? In your opinion, why is there not a national theatre? Would having a national theatre be good or bad? Why do you hold this opinion?
2. The National Endowment for the Arts has been criticized and its funding has been cut for its support of controversial works of art, including theatre. Do you think the government should use tax money to fund works that are critical of governmental leaders, religion, or social conditions? Why do you hold those views? Are your views shared by your friends? Do you know anyone who has a view that is different from yours? What is your opinion of his or her views?
3. Many countries ban theatre or allow only heavily censored productions. Why might a country repress an art form such as theatre? What dangers does theatre pose? Why does theatre receive so little political attention in America? Does such repression in other countries indicate a higher level of respect for the power of theatre?
4. Many different theatre companies—feminist, gay and lesbian, political, Hispanic, African American—perform plays throughout the country. Would you attend a performance by such a minority company? Detail why or why not.
5. Wilson discusses performance art in this chapter. Have you ever seen a piece of this type of work? What makes performance art different from traditional theatre? Why does Wilson include this type of work in discussions of diversity?
6. While there is a history of political theatre going back to Aristophanes, there are many who feel that politics and art do not mix, or at the very least, that politics have a negative influence on the value of art. Do you agree? Is theatre an effective or ineffective way to make a political point?
7. Why might theatre be important to groups who have traditionally been discriminated against? What power does theatre have that might be attractive to groups trying to increase a sense of unity and support in a community?
Last Week: Study period and FINAL EXAM.
Have a great semester!
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