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Sacramento Theatre Company 
 

Mission Statement 
 

 The Sacramento Theatre Company (STC) strives to be the leader in integrating professional 

theatre with theatre arts education. STC produces engaging professional theatre, provides exceptional 

theatre training, and uses theatre as a tool for educational engagement.  

 

Our History 
 

 The theatre was originally formed as the Sacramento Civic Repertory Theatre in 1942, an ad 

hoc troupe formed to entertain locally-stationed troops during World War II. On October 18, 1949, 

the Sacramento Civic Repertory Theatre acquired a space of its own with the opening of the Eaglet 

Theatre, named in honor of the Eagle, a Gold Rush-era theatre built largely of canvas that had stood 

on the city’s riverfront in the 1850s. The Eaglet Theatre eventually became the Main Stage of the not-

for-profit Sacramento Theatre Company, which evolved from a community theatre to professional 

theatre company in the 1980s. Now producing shows in three performance spaces, it is the oldest 

theatre company in Sacramento.  

  

 After five decades of use, the Main Stage was renovated as part of the H Street Theatre 

Complex Project. Features now include an expanded and modernized lobby and a Cabaret Stage for 

special performances. The facility also added expanded dressing rooms, laundry capabilities, and 

other equipment allowing the transformation of these performance spaces, used nine months of the 

year by STC, into backstage and administration places for three months each summer to be used by 

California Musical Theatre for Music Circus.  

 

 Sacramento Theatre Company can accommodate 292 patrons in the proscenium-style 

auditorium of its Main Stage, while the Pollock Stage offers a more intimate experience with only 87 

seats in a black box-style theatre. Both provide good acoustics and sight-lines. This professional, 

Equity theatre presents seven professional productions per season with a reputation for excellent 

stage adaptations of classic literature. Three annual productions in the Cabaret Stage, which seats 

100, round out the experience with high-quality Broadway musical revues.  

 

 The Young Professionals Conservatory, a training program for young theatre artists, was 

founded in 2003. The program, as well as the entire STC School of the Arts, is directed by Michele 

Hillen-Noufer.  

 

 

For further information about the Sacramento Theatre Company please visit us 

online:  

 

http://www.sactheatre.org 
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About the Playwright: Ira Marvin Levin 
 

 Ira Marvin Levin, novelist and playwright, was born in New York City in 1929 and spent 

most of his life in the city. From the young age of 15, he knew he wanted to be a writer, and he 

studied philosophy and English at Drake University and New York University. He graduated from 

NYU in 1950 and wrote his first novel soon after, when he was only 23. This thriller novel, titled “A 

Kiss Before Dying,” received rousing success and immediately became a bestseller, winning the 

Edgar Award for best first novel of 1953. The book was later adapted into two different films, once in 

1956 and again in 1991. Right after “A Kiss Before Dying” was published, Levin was drafted into the 

Army Signal Corps, where he wrote and made military training videos. After the army Levin first 

started writing for the stage with his first play “No Time For Sergeants,” which ran for over 700 

performances in 1955. This play was an adaptation of a novel by Mac Hyman and is famous for 

launching the career of actor Andy Griffith. In 1967, Rosemary’s Baby was published and this is one 

of Levin most well-known novels. It was turned into a film in 1968 and deals with Satanism in 

modern-day Manhattan. The film starred Mia Farrow and John Cassavettes.  

 

While none of Levin’s plays written after 1955 enjoyed success: none of them ran for longer 

than a week. That is, until he wrote “Deathtrap,” which was his greatest theatrical hit in 1978. It ran 

on Broadway for 1,809 performances before being adapted into a film starring Michael Cain and 

Christopher Reeve, making it the 37th-longest running play in Broadway history. It was also 

nominated for four Tony Awards in 1978, including Best Play, Best Director, Best Featured Actor, 

and Best Featured Actress. Levin is considered a major influence on the thriller genre, and he served 

on the council of the Dramatists Guild until his death in 2007.  
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Synopsis: Deathtrap 

  
 The play opens with Sidney Bruhl, a washed-up playwright, reading the description of a play 

aloud to his wife, Myra- a play that sounds remarkably similar to the play the characters themselves 

are in. The play Sidney reads is also called “Deathtrap,” and is also a thriller with one set and five 

characters. Sidney admits to his wife that he has not written this new play, which will surely be a 

commercial success. Sidney has been blocked in his writing and has experiences a series of recent 

flops, and this play instead has been written by Sidney’s student, Clifford Anderson. Sidney’s recent 

failures have resulted in financial troubles for Myra and himself. Sidney makes joking inferences that 

he might kill Clifford in order to steal his script, but Myra suggests instead that Sidney propose to 

collaborate with Clifford. Sidney telephones Clifford and invites him over that same evening, in order 

to give Clifford some notes on the manuscript.  

 That evening, Sidney and Clifford arrive back in Sidney’s den, after Sidney picked up 

Clifford from the train station. After Sidney confirms with Clifford that no photocopies of the script 

exist, Clifford respectfully declines Sidney’s offer to help with his script. Upon receiving this news, 

Sidney tricks Clifford into putting on a pair of antique handcuffs. This escalates into Sidney choking 

Clifford with a wire, killing him and horrifying Myra. Sidney convinces Myra to help him hide 

Clifford’s body, and the scene ends with the two of them dragging Clifford’s body out of the den. 

 When Sidney returns after getting rid of Clifford’s body, a psychic, Helga ten Dorp, comes to 

the door. She recounts visions she’s had of pain coming from the Bruhl home- but Sidney is relieved 

when the visions she talks about do not seem to be about Clifford’s murder. After Helga leaves, Myra 

admits to Sidney that she had been hoping all along that he would follow through with his plan to kill 

Clifford and steal his play. Suddenly Clifford, covered in dirt, emerges from behind the draperies and 

beats Sidney to death. Clifford then attacks Myra, who dies of a heart attack from her fright.  

 It is then that we learn that Clifford and Sidney had actually constructed this elaborate plan to 

kill Myra and make it look like a natural death, and neither one of the men are dead.  

 Act 2 opens two weeks later- Clifford writes away on his new manuscript, but Sidney is still 

unable to write. After having his suspicions raised by his lawyer, Sidney secretly reads Clifford’s new 

play, and discovers that it’s based exactly on their plan to cause Myra’s heart attack. The play, of 

course, is also titled “Deathtrap.” When Sidney confronts Clifford, Clifford threatens to write the play 

whether Sidney likes it or not. When Clifford suggests they work on the play together and split the 

royalties, Sidney agrees. 

 Later, when Clifford is alone, Helga returns to the house. When Sidney come home and after 

Clifford goes to bed, Helga warns Sidney that Clifford will attack him. Clifford hears this happening, 

and he and Sidney pay her predictions little mind. Sidney convinces Clifford to act out some new 

scenes Sidney has written to “see if they’re believable”- a plot on Sidney’s part to kill Clifford to 

prevent him from writing the play, but staging it to look like Clifford attacked first, thus making the 

murder look like self defense. Clifford, however, has put blanks in Sidney’s gun and forces Sidney to 

handcuff himself to a chair, with plans to steal Sidney’s ideas for the end of the play. Sidney then 

escapes the chair and shoots Clifford with a crossbow. While Sidney attempts to call the police, 

Clifford pulls the arrow out of his body and stabs Sidney with it, and both men die.  

 The final scene opens with Helga telling Porter (Sidney’s lawyer), the true events of the three 

deaths. Helga and Porter decide that the story would make an excellent play- a one-set, five-character 

play called “Deathtrap.” But they quickly begin arguing over who will receive the rewards from this 

new play, and the action ends with the two of them circling one another menacingly. 
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Characters: Deathtrap 

 
 

Sidney Bruhl- a washed-up, has-been playwright, who was once very successful but hasn't had a hit 

in many years 

 

Myra Bruhl- Sidney's wife, who is encouraging of his career and has been supporting them 

financially for the past few years 

 

Clifford Andersen- a student of Sidney's, also a playwright 

 

Helga ten Dorp- a mysterious psychic who has visions of the future 

 

Porter Milgrim- Sidney's lawyer  
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An Intro to "Meta-Theater" 

 

 Deathtrap uses a device called “meta-theatricality.” Meta theater is theater that is self-aware: 

namely, theater that knows it’s theater, and which comments on and engages with that awareness in 

order to further enhance the storytelling.  

 Meta-theatricality can take many forms. It could appear in the form of direct address to the 

audience, any acknowledgement by the character in the play of knowing the audience is there, any 

acknowledgement by the characters that they’re aware they’re being played by actors, plays-within-

plays (when a play is performed or rehearsed within the larger play), or just generally, any theater 

that’s about theater- that references the making of theater, that takes place in a theater, etc. Deathtrap 

uses a combination of these different kinds of meta theater to comment on the nature of theater, 

writing, and the nature of an artist’s obsession with fame and success.  

 And that’s the element that connects all these different ways of using meta-theater: meta-

theater is almost always used as a way to critique or challenge the form of theater in a specific way- 

or, it could be challenging the ways in which human beings often put on performances in their real 

life, blurring the lines between reality and theater. Deathtrap uses the genre to highlight the absurdity 

of it’s characters’ behavior; while the characters themselves don’t know they’re in a play, the fact that 

the audience knows allows us to see that the actions the characters take are as over-the-top as the 

actions in a theatrical melodrama, and, by extension, to then think about the moments of real-life 

theater and melodrama we’ve experienced in our own lives.  

 Now that you know a little more about meta-theater, what are some other points Levin makes 

about theater and/or humanity using this device? Can you think of other movies, TV shows, books, or 

plays that use “meta” as part of their storytelling? 
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An Intro to the "Thriller Genre" 

 

 

 The “thriller” genre is perhaps one of the most easily explainable genres, because the 

description is right in the name. When it all comes down to it, the primary qualification for a thriller - 

whether it be a movie, tv show, play, or piece of literature - is that it must, well, thrill. A thriller is a 

visceral, feelings based genre: you’ll recognize a good thriller when watching it fills you with 

heightened sense of suspense and anxiety, and when you find yourself “on the edge of your seat,” as 

the saying goes. Alfred Hitchcock once described “suspense” as the phenomenon that occurs when 

the audience believes something bad will happen, but realize that they are powerless to intervene or 

stop that bad thing from happening. Thrillers play on two opposing human emotions: the desire and 

hope that things will turn out alright in the end, and the fear that they will not. But besides this 

experiential characteristic of the genre, there are some other specific elements that can be broken 

down to describe what goes into creating a classic thriller.  

 The first of these elements is “hidden information”- thrillers often rely on plot twists and 

cliffhangers to build the sense of anxiety and suspense that distinguish them from other genres. In 

order to keep the audience always guessing, wondering what comes next, the thriller will often 

mislead them and establish an expectation, only to subvert that expectation in a climactic moment. 

Thrillers also often use a villain-drive plot to move the story forward. This means that the most action 

comes from a protagonist having to overcome a series of obstacles put forth by the villain. Other 

common motifs in many thrillers, in particular two subsets of the thriller genre, crime thriller and 

psychological thriller, include revenge, murder, plot twists, obsession, and mind games.  

 Since tension is key to creating a good thriller, these stories often take place in settings that 

feel confined and claustrophobic, that evoke a sense that the characters are trapped and can’t easily 

escape. These confined spaces are most often positioned in everyday settings like the suburbs or the 

city, making the pressure-cooker of terror even more horrifying, because it exists in our very own 

world.  

 But as with all forms of art and literature, rules are meant to be broken- many thrillers use 

only some of these elements, or none at all. Because when it comes down to it, the only real way to 

recognize a thriller is by the way you feel when you’re watching it: anxious, hopeful, afraid, and 

delighted.  
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Glossary of Unfamiliar Terms: Deathtrap 

 
Angel Street: a 1941 play by Patrick Hamilton, known most popularly by the name of its American 

film adaptation “Gaslight.” In the play, a husband tries to convince his wife that she’s insane. We get 

the modern term “gaslighting” from the American movie title. 

 

Carbon Copies: a way to make copies prior to the existence of computers, printers, and copy 

machines. To make a copy of a page from a typewriter, one would use a waxy type of paper called 

carbon paper placed in between two regular sheets of paper. When put through a typewriter, the 

typewriter would strike the paper hard enough to print on both the regular paper and the softer carbon 

paper, resulting in two copies of the same page. 

 

Dial ‘M’ For Murder: a murder mystery play by Frederick Knott about a wife framed for murder, 

and most well known by the movie adaptation by Alfred Hitchcock 

 

George C. Scott, Trish VanDevere, Liv Ullman: famous 1970s movie actors; Scott and VanDevere 

were married and often appeared in movies together 

 

The Magic Show: a Broadway musical starring magician Dough Henning which ran for four years in 

the 1970s 

 

The Merv Griffin Show: a popular talk show which ran from 1962 until 1986 

 

Sleuth: a popular comedy thriller play by Anthony Shaffer which was very popular about a famous 

mystery writer luring his wife’s lover into a complicated web of games and puzzles. This play served 

as the inspiration for Deathtrap. 

 

Theatre Verite: a joking play on words, referencing the film genre “cinema verite” in which real life 

is documented in real time 

 

The Pan Alley: a group of NYC songwriters and music publishers in the late 19th and early 20th 

centuries who had major influence on the dominant popular music in the United States at that time.  

 

Peter Hurkos: a famous Dutch psychic who claimed he solved crimes using his psychic powers 

 

Qwertyuiop: the letters at the top of a typewriter 

 

Reverend Sun Myung Moon: the religious leader of the Unification Church, which was often 

regarded as a cult, with its members being referred to as “moonies.” The cult was most famous for 

conducting huge group weddings of arranged marriages 

 

Smith-Corona: the most popular brand of American typewriters 

 

Xerox Machine: a name for a copy machine- Xerox was the first company to create a commercially 

successful version of the copy machine in 1959, although they didn’t become standard and widely 

available until the 1980s 
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Study Guide Questions: Deathtrap 

 

 

1.) How does the play create suspense, and what specific elements help to make the 

twists really surprising? 

 

2.) Name one major theme of Deathtrap, and discuss what details from the play relate 

to and comment on that theme. 

 

3.) Why do you think Levin included the last scene with Helga and Porter, instead of 

ending it with the climactic second-to-last scene? 

 

4.) Based on the above overview of the thriller genre, list some of the genre’s 

characteristic elements that you notice being used in Deathtrap.  

 

5.) Parts of Deathtrap, especially Sidney’s string of unsuccessful plays, are 

autobiographical elements from Levin’s own life. How could you turn parts of your 

life into a thriller?  
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Study Guide Questions: Engage With the Play 

 
By Anna Miles 

 
Take charge of your theatre-going experience and make it your own by asking yourself questions 

before, during, and after watching a play. 

 

Questions to ask before the play: 

 

        If you HAVE read the play: 

 

How did you envision the set, or the visual world of the play, while reading? 

 

How did you imagine the characters looked while reading the play? 

 

What themes did you notice repeating throughout the play? 

 

What images jumped out at you while reading the play? 

 

How would you describe the central theme of the play in one sentence? 

 

        If you HAVEN'T read the play: 

 

Do you know anything about the play? If so, what do you know? 

 

        In General: 

 

When you think about "theatre," what impressions come to mind? What does "theatre" mean to you? 

 

What do you expect your experience to be when you watch a play? Do you expect to be bored? 

Excited? Engaged? Curious? Angry? Tired? 

 

 

 

Questions to ask after the play: 

 

        If you READ THE PLAY BEFORE SEEING IT: 

 

How did the production set differ from what you had imagined while reading the play? How was it 

similar? How did these changes affect your understanding of the story? 

 

Did the characters look different from how you envisioned them looking while reading the play? Did 

they sound different? Act differently? How did these changes affect your understanding and opinion 

of each character? How did these changes affect your understanding of the overall story? 



12 
 

 

How did the themes and images you noticed while reading translate to performance? Did the same 

themes and images jump out at you? Did you notice new ones? 

 

Did this particular production seem to have the same central theme, or a different central theme from 

the one you discovered while reading? What elements of the staging, acting, or design helped convey 

the theme? 

 

Did they play gain or lose anything in performance? Did you enjoy reading it more, or watching it? 

 

        If you DIDN'T READ THE PLAY BEFORE SEEING IT: 

 

How did the play live up to your expectations? Did it turn out the way you thought it would? Was 

your knowledge of the play correct? 

 

Were you able to follow the story? 

 

Which part of the story did you most respond to? What themes and images jumped out at you? 

 

Which character did you most relate to? Why? 

 

        In General: 

 

How did this production change or confirm your original impressions of "theatre"? 

 

How did your experience watching the play differ from how you expected it would go? 

 

In your own words, how would you summarize the plot of the play? How is the plot different from 

the story, or the thematic implications, in the play? 

 

Did you feel the story was relevant to your life? How and why? 

 

Did you feel the story said something about our society, or about the world at large? If so, what? 

 

Do you feel this story is an important one to tell and keep telling? How and why? 

 

What kind of stories do you most respond to? 
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California State Standards 

  
Giving students the chance to experience live theater at the Sacramento Theatre Company not only 

gives them the chance to enrich their understanding of literature, humanity, and the world, but also 

includes the added benefit of fulfilling several of California's State Standards for Education, 

including: 

 

California Arts Standards in Theater: 
 

RESPONDING—Anchor Standard 7: Perceive and analyze artistic work. 

Enduring Understanding: Theatre artists reflect to understand the impact of drama processes and 

theatre experiences. 

Essential Question: How do theatre artists comprehend the essence of drama processes and theatre 

experiences? 

Process Component: Reflect 

 

 

 

 

 

 

 

PK.TH:Re7 K.TH:Re7 1.TH:Re7 2.TH:Re7 3.TH:Re7 4.TH:Re7 5.TH:Re7 

With 

prompting and 

supports, recall 

an emotional 

response in 

dramatic play 

or a guided 

drama 

experience. 

With 

prompting and 

supports, 

express an 

emotional 

response to 

characters in 

dramatic play 

or a guided 

drama 

experience. 

Recall choices 

made in a 

guided drama 

experience. 

Recognize 

when artistic 

choices are 

made in a 

guided drama 

experience. 

Understand and 

discuss why 

artistic choices 

are made in a 

drama/theatre 

work. 

Identify artistic 

choices made 

in a 

drama/theatre 

work through 

participation 

and 

observation. 

Explain 

personal 

reactions to 

artistic choices 

made in a 

drama/theatre 

work through 

participation 

and 

observation. 
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6.TH:Re7 7.TH:Re7 8.TH:Re7 Prof.TH:Re7 Acc.TH:Re7 Adv.TH:Re7 

Describe and 

record personal 

reactions to artistic 

choices in a 

drama/theatre 

work. 

Compare recorded 

personal and peer 

reactions to artistic 

choices in a 

drama/ theatre 

work. 

Apply appropriate 

criteria to the 

evaluation of 

artistic choices in 

a drama/theatre 

work. 

Respond to what is 

seen, felt, and 

heard in a 

drama/theatre 

work to develop 

criteria for artistic 

choices. 

Demonstrate an 

understanding of 

multiple 

interpretations of 

artistic criteria and 

how each might be 

used to influence 

future artistic 

choices of a 

drama/theatre 

work. 

Use historical and 

cultural context 

to structure and 

justify personal 

responses to a 

drama/theatre 

work. 
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RESPONDING—Anchor Standard 8: Interpret intent and meaning in artistic work. 

Enduring Understanding: Theatre artists’ interpretations of drama/theatre work are influenced by 

personal experiences, culture, and aesthetics. 

Essential Question: How can the same work of art communicate different messages to different 

people? 

   PK.TH:Re8 K.TH:Re8 1.TH:Re8 2.TH:Re8 3.TH:Re8 4.TH:Re8 5.TH:Re8 

 a. With 

prompting      and 

supports,   explore 

preferences in 

dramatic play, 

guided drama 

experience or 

age-appropriate 

theatre 

performance. 

a. With prompting 

and supports, 

identify 

preferences in 

dramatic play, a 

guided drama 

experience or age-

appropriate theatre 

performance. 

a. Explain 

preferences 

and emotions 

in a guided 

drama 

experience or 

age-

appropriate 

theatre 

performance. 

a. Explain how 

personal 

preferences and 

emotions affect 

an observer’s 

response in a 

guided drama 

experience or 

age-appropriate 

theatre 

performance. 

a. Consider 

multiple 

personal 

experiences 

when 

participating in 

or observing a 

drama/theatre 

work. 

a. Compare and 

contrast multiple 

personal 

experiences when 

participating in or 

observing a 

drama/theatre 

work. 

a. Justify  

responses based  

on personal  

experiences  

when  

participating  

in or observing a 

drama/theatre  

work. 

b. With prompting 

and supports, 

name and describe 

characters in 

dramatic play or 

a guided drama 

experience. 

b. With prompting 

and supports, name 

and describe 

settings in 

dramatic play or a 

guided drama 

experience. 

b. Identify 

causes of 

character 

actions in a 

guided 

drama 

experience. 

b. Identify 

causes and 

consequences of 

character actions 

in a guided 

drama 

experience. 

b. Consider 

multiple ways 

to develop a 

character using 

physical 

characteristics 

and prop or 

costume design 

choices that 

reflect cultural 

perspectives in 

drama/theatre 

work. 

b. Compare and 

contrast the 

qualities of 

characters in a 

drama/theatre 

work through 

physical 

characteristics 

and prop or 

costume design 

choices that 

reflect cultural 

contexts. 

b. Explain  

responses to  

characters based  

on cultural  

contexts when  

participating in  

or observing  

drama/theatre  

work. 
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Process Component: Interpret 

c. With prompting 

and supports 

describe how 

personal emotions 

and choices 

compare to the 

emotions and 

choices of 

characters in 

dramatic play or 

a guided drama 

experience. 

c. With prompting 

and supports 

describe how 

personal emotions 

and choices 

compare to the 

emotions and 

choices of 

characters in 

dramatic play or a 

guided drama 

experience. 

c. Explain or 

use text and 

pictures to 

describe how 

personal 

emotions and 

choices 

compare to the 

emotions and 

choices of 

characters in a 

guided 

drama 

experience. 

c. Explain or use 

text and pictures 

to describe how 

others’ emotions 

and choices may 

compare to the 

emotions and 

choices of 

characters in a 

guided drama 

experience. 

c. Examine 

how 

connections are 

made between 

oneself and a 

character’s 

emotions in 

drama/theatre 

work. 

c. Identify and 

discuss 

physiological 

changes 

connected to 

emotions in 

drama/ theatre 

work. 

c. Investigate  

the effects of  

emotions on  

posture, gesture,  

breathing, and  

vocal intonation  

in a  

drama/theatre  

work. 
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RESPONDING—Anchor Standard 9: Apply criteria to evaluate artistic work. 

Enduring Understanding: Theatre artists apply criteria to understand, explore, and assess drama 

and theatre work. 

Essential Question: How do analysis and synthesis impact the theatre artist’s process and audience’s 

perspectives? 

Process Component: Evaluate 

 PK.TH:Re9 K.TH:Re9 1.TH:Re9 2.TH:Re9 3.TH:Re9 4.TH:Re9 5.TH:Re9 

a.     With  

        

prompting a    

and           

supports, di  

scuss and 

make 

decisions 

about 

dramatic 

play or a 

guided 

drama 

experience. 

a. With 

prompting and 

supports, 

discuss and 

make 

decisions with 

others in 

dramatic 

play or a 

guided 

drama 

experience. 

a. Build on 

others’ ideas in 

a guided 

drama 

experience. 

a. Collaborate 

on a scene in a 

guided drama 

experience. 

a. Understand 

how and why 

groups evaluate 

drama/theatre 

work. 

a. Develop and 

implement a 

plan to evaluate 

drama/theatre 

work. 

a. Develop 

multiple 

criteria to 

evaluate 

drama/theatre 

work. 

n/a n/a b. Compare 

and contrast 

the experiences 

of characters in 

a guided 

drama 

experience. 

b. Describe 

how characters 

respond to 

challenges in a 

guided drama 

experience. 

b. Evaluate and 

analyze problems 

and situations in a 

drama/theatre 

work from an 

audience 

perspective. 

b. Analyze and 

evaluate 

characters’ 

choices in a 

drama/theatre 

work from an 

audience 

perspective. 

b. Analyze and 

evaluate a 

character’s 

circumstances 

in a 

drama/theatre 

work from an 

audience 

perspective. 
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California Reading Standards in Literature: 
 

Standards in Integration of Knowledge and Ideas for grades 6-12: Integrate and evaluate content 

presented in diverse media and formats, including visually and quantitatively, as well as in words. 

Grade 6 students: Compare and contrast the experience of reading a story, drama, or poem to 

listening to or viewing an audio, video, or live version of the text, including contrasting what they 

“see” and “hear” when reading the text to what they perceive when they listen or watch.  

 

Grade 7 students: Compare and contrast a written story, drama, or poem to its audio, filmed, staged, 

or multimedia version, analyzing the effects of techniques unique to each medium (e.g., lighting, 

sound, color, or camera focus and angles in a film).  

 

Grade 8 students: Analyze the extent to which a filmed or live production of a story or drama stays 

faithful to or departs from the text or script, evaluating the choices made by the director or actors. 

 

Grade 9-10 students: Analyze the representation of a subject or a key scene in two different artistic 

mediums, including what is emphasized or absent in each treatment.  

 

Grade 11-12 students: Analyze multiple interpretations of a story, drama, or poem (e.g., recorded or 

live production of a play or recorded novel or poetry), evaluating how each version interprets the 

source text. (Include at least one play by Shakespeare and one play by an American dramatist.) 

 

 

 

 

 

 

 

 

 

 

n/a n/a c. Identify 

props and 

costumes that 

might be used 

in a guided 

drama 

experience. 

c. Use a prop 

or costume in a 

guided drama 

experience to 

describe 

characters, 

settings, or 

events. 

c. Consider and 

analyze technical 

theatre elements 

from multiple 

drama/theatre 

works. 

c. Explore how 

technical 

theatre 

elements may 

support a theme 

or idea in a 

drama/theatre 

work. 

c. Assess how 

technical 

theatre 

elements 

represent the 

theme of a 

drama/theatre 

work. 
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Theatre Etiquette 

  
-Arrive at the theater on time.  

 

-Visit the restroom before the performance begins.  

 

-Turn off your cell phone. Do not speak on the phone or text during the performance.  

 

-Pay attention to announcements that are made prior to the show about the rules of the theater you are 

attending and the location of the fire exits.  

 

-Don't speak during the performance unless you are encouraged by the performers to participate.  

 

-Remember that the Overture (introductory music) in musical theater is part of the performance, so be 

quiet when it begins.  

 

-Do not take pictures during the performance. It can be very distracting to the actors and can cause a 

mishap. It can also be a violation of an actor's contract.  

 

-Remain in your seat for the entire performance. If you must leave, exit during intermission. In an 

emergency, wait for an appropriate break in the show. It is rude to get up in the middle of a quiet 

moment.  

 

-Do not eat or drink in the theater. 

 

 -Do not put your feet up on the seats or balcony and do not kick the seat in front of you.  

 

-Don't put or throw anything on the stage.  

 

-Do laugh when the performance is funny.  

 

-Do applaud when it is appropriate during the performance.  

 

-Do applaud when the performance is over... this tells the performers and crew that you appreciate 

their work.  

 

-Stand and applaud if you really thought the show was great (a standing ovation).  

 

-Do not whistle, stomp your feet, or scream out to the performers except for a Bravo or Brava. 
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Additional Resources 
 
 

Ira Levin’s Obituary in The Telegraph:  
https://www.telegraph.co.uk/news/obituaries/1569375/Ira-Levin.html  
 

“Ira Levin” on NNDB: 
 http://www.nndb.com/people/424/000044292/  
 

“Deathtrap” on Turner Classic Movies Online  
http://www.tcm.com/this-month/article/1095252%7C0/Deathtrap.html  

 

 


