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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: I Never Saw Another Butterfly 

 

 

 
Celeste Raspanti, Playwright 

 
Celeste Raspanti has had a long career in the theater as a director and producer, but especially as 

a playwright. Born to an Italian- immigrant father and Italian-American mother in 1928 Chicago, 
Raspanti first fell in love with writing after winning a high school essay contest in 1943. Before 
pursuing a career in writing, Raspanti spent time as both a nun and college professor. Now, she 

publishes articles in academic journals, and has published and produced many plays, both full-
length and one-act. I Never Saw Another Butterfly, based on the book of the same name, was her 

first produced play. She has written several other plays about the Holocaust, including No 
Fading Star and The Terezin Promise. 
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About the Source Material: I Never Saw Another Butterfly 

 

 
Some Introductory Notes from Playwright Celeste Raspanti, included in the 
published play: 

 
 From 1942 to 1945 over 15,000 Jewish children passed through Terezin, a former 
military garrison set up as a ghetto. It soon became a station, a stopping-off place, for hundreds 

of thousands on their way to the gas chambers of Auschwitz. When Terezin was liberated in May 
1945, only about one hundred children were alive to return to what was left of their lives, their 

homes and families. The story of those years at Terezin remains in drawings and poems collected 
and published in the book, I Never Saw Another Butterfly. 
 The appendix to I Never Saw Another Butterfly briefly notes the names of the children, 

the dates of their birth and transportation to Terezin. For most of the children whose work 
appears in the book, the brief biography ends, "perished at Auschwitz..." But one child, Raja 

Englanderova, "after the liberation, returned to Prague." This play is an imaginative creation of 
her story from documentary materials: poems, diaries, letters, journals, drawings and pictures.  
 

 
 

About the Book: 
 
 The book I Never Saw Another Butterfly was compiled after World War II by Czech art 

historian Hana Volavkova, the only curator of the Jewish Museum in Prague to survive the 
Holocaust. In the play, we hear Raja recite the title poem, "I Never Saw Another Butterfly"- the 

original poem, from which the book takes its name, was written by a young man named Pavel 
Friedmann. 
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Synopsis: I Never Saw Another Butterfly 

 
 

 The play opens with Raja stepping into a surrealist landscape, a representation of her 
memory and the stories of the lost children who didn't make it out of Terezin. She introduces 

herself before an otherworldly voice begins to list the children at Terezin, who all perished at 
Auschwitz- all, that is, except Raja. 
 We are transported back in time to Raja's arrival at Terezin when she was twelve years 

old. Irena, a woman who secretly teaches the children of the camp after losing her own daughter, 
helps Raja heal from her trauma, allowing Raja to speak and live again. During the healing 

process, Raja remembers her journey, including the last Sabbath day she spent at home with her 
family before being forced to move into the ghetto at Terezin. 
 After Raja reclaims her speech, she begins writing stories with Irena and the other 

children: we learn about this, as well as the atrocities committed against the children and their 
families, in an expressive sequence in which the children recite their writings together.  

 As time goes on in the ghetto, Raja's brother Pavel's number is soon called to be 
transferred. He decides he must hastily marry his beloved fiance, Irca, so they can stay together. 
The couple is married in a makeshift traditional Jewish ceremony in the camp that same day. 

 Raja ages inside the camp, losing her Mother, Father, Aunt, Brother, and Sister-in-Law 
by the time she is sixteen. Now all alone, Raja meets Honza, a boy around her age who is a 

leader in the boys' home. They take comfort in one another, and start a newspaper for the camp, 
which they publish and post around the barracks. Their partnership grows into a friendship, 
which eventually buds into a romance, until Honza's number is called, and he is taken away to 

Auschwitz. Soon after, Irena is also taken away, leaving Raja with only her grief and a pile of 
children's drawings and stories to be buried. 

 Raja is still alive when the camp is liberated, and eventually returns to Prague. But she is 
left forever with the memory of her time at Terezin, and of all the people she lost along the way. 
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Characters: I Never Saw Another Butterfly 

 

 
Raja Englanderova- The narrator of the story, a young Jewish woman from Prague, who returns 

to Prague after being forced into the ghetto at Terezin. She is one of very few survivors from this 
camp. 

 
Father- Raja's father, a former teacher who is forced out of his job and into manual labor before 
being transported to the ghetto at Terezin and later to Auschwitz 

 
Mother- Raja's mother, who does her best to protect her children and who values survival over 

all else 
 
Aunt Vera- Raja's aunt, up to date on the current political happenings 

 
Pavel- Raja's brother, who, before being sent to the ghetto at Terezin and later to Auschwitz, is a 

radical protestor and loud opponent to the Third Reich 
 
Erika- Raja's non-Jewish neighbor and friend 

 
Irena Synkova- a teacher at Terezin, determined to care for and inspire hope in the children of 

the camp 
 
Renka- Irena's assistant 

 
Irca- Pavel's fiancé 
 

Honza- a young man with whom Raja develops a friendship, and later something more than 
friendship, while at Terezin 

 
Rabbi- the Rabbi at Terezin 
 

The Children of Terezin- the forgotten voices, the lost children, the creators of the stories 
 

Loudspeaker- a relentless voice. an interruption.  
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Excerpts from A Life Abbreviated* 
 

By Lawrence Henley 
 

 
 History’s lessons are often sobering, and many are difficult to examine. Painful the raw 

truth may be, but if we’re to learn from tragedy and avert the same errors in the future, we must 
look at them squarely in the present. Carefully, and sometimes sorrowfully, we observe tragic 
eras and how they came to pass. 

 Mercifully, a redeeming quality often surfaces when examining the past’s cruel realities: 
while doing so we often uncover surprises worthy of joy and celebration. Embedded amid 

history’s most bitter chapters are examples of amazing courage and indomitable human spirit, 
embodied by those who struggled to maintain dignity in the face of victimization. In these 
tender, yet powerful episodic writings, like those of Holocaust victim Anne Frank, we are 

reminded that the best side of our nature and spirit can endure even the coarsest depths of 
humanity.  

 From the mid-eighteenth century until the 1930s, life for Jews in German and Austrian 
society had been, for the most part, comfortable and prosperous. There was also a cultural 
renaissance during that time, owing much to influential Jewish artists and scholars such as Felix 

Mendelssohn, Albert Einstein, Max Reinhardt, Franz Kafka, and Sigmund Freud. ...Unhappily, 
by 1933 a sickening degree of intolerance and anti-Semitism spawned by Adolf Hitler’s National 

Socialist movement had taken root in the Germanic republics. As fear and hate became 
pervasive, many proactive families were left little choice but to flee their homes... 
 ...the year 1939 brought a series of invasions (“Blitzkriegs”) of weaker European 

neighbors by Hitler. ...Gradually, life for Jews throughout Nazi-dominated countries was tightly 
restricted: first, by the steady enactment of activity and movement restrictions; next with 
mandatory registration for people of Jewish descent; and lastly the affixing of garish yellow stars 

to outer clothing. These actions, of course, were merely precursors to the Nazi’s unthinkable 
“solution” to the “Jewish question.” Slowly, trains to transit and death camps began to roll, 

followed by the likely extermination of their Jewish riders. During this time, Jewish families 
residing in Europe had tough decisions to make, all with life or death implications. 
 Although the promise of countless young Jewish people were removed from this world 

prematurely, through their writings, their spirits have been immortalized and set free. 
 

 
 
 

 
 

 
 
 

 
 

 
*used with permission from the Utah Shakespeare Festival (bard.org) 
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Where Fiction Meets Fact: Imagining Terezin 
 

By Anna Miles 
 

  
 As Raspanti relates, her play is an "imaginative creation"- that is, a fictional story 

imagined based on the drawings, stories, and poems of the lost children of Terezin. So, while the 
play captures the internal and emotional truth of what might have occurred within the ghetto's 
walls, several of the actual facts have been altered. 

 For example, the children were taught by Austrian artist Frederika "Friedl" Dicker-
Brandeis, rather than the fictional Irena Synkova. Friedl came to Terezin along with her husband, 

and as far as we can tell, had no children. Her devotion to secretly teaching the children of the 
camp came from a passion for education, art, and creativity, rather than from a motherly sense of 
duty- before being sent to Terezin, and later to Auschwitz, she wrote: "I remember thinking in 

school how I would grow up and would protect my students from unpleasant impressions, from 
uncertainty, from scrappy learning... Today only one thing seems important — to rouse the 

desire towards creative work, to make it a habit, and to teach how to overcome difficulties that 
are insignificant in comparison with the goal to which you are striving. " While this quote was not 
about her future students in the ghetto, it certainly demonstrates her personal values, and how 

they contributed to her decision to teach the children in secret. So while the facts may technically 
be skewed, Raspanti accurately conveys both Friedl's commitment to the children, and their 

dependence upon her. 
 Another notable variance is the omission of the historical player Willia Groag, who 
played a large role in preserving the poems and drawings from Terezin along with Raja. Groag 

was a chemist and teacher who managed the Girls' Home with Raja, who committed himself to 
comforting the girls in his care: he told stories to the scared children when they couldn't sleep, 
and every night, he checked each bunk to make sure no one was missing. In August 1945, 

months after liberation, Raja brought Friedl's suitcases to Groag, which she had been personally 
hiding. After taking the suitcases, it was Groag who returned the suitcases to the Jewish 

community in Prague. They were put in storage and stayed there for ten years, before they were 
rediscovered and preserved. 
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Timeline of Events 

 

 
The beginning of I Never Saw Another Butterfly includes a brief timeline of important events 
leading up to the confinement at Terezin: here these events are listed, as well as other important 
events leading up to and including the time of the play. 

 
 

January 30, 1933: Adolf Hitler becomes Chancellor of Germany and his Nazi Party, or the 
Third Reich, takes control 
 

March 5, 1939: German Wehrmacht (the armed forces of Nazi Germany) enters Prague 
 

September 1, 1939: Germany invades Poland, marking the beginning of World War II  
 
September 3, 1939:  France and Great Britain declare war on Germany. 

 
December 1, 1939: Jewish children excluded from state elementary schools 

 
May 10-June 22, 1940: Germany uses blitzkrieg (rapid air strikes) to take over a vast portion of 
western Europe  

 
June 14, 1940: Auschwitz concentration camp set up 

 
September 27, 1941: Reinhard Heydrich (a high-ranking SS officer often called the "architect of 
the Holocaust") orders mass deportation of Jews and establishes Terezin as a Jewish ghetto 

 
October 16, 1941: The first transports leave Prague for Terezin, many of whom were children 

 
June 6, 1944: D-day and the Normandy invasion, during which the Allied forces (Britain, the 
Soviet Union, and the US) invade France and push back the Germans 

 
August 25, 1944: Paris liberated from German/Nazi control 

 
December 16, 1944: The Germans attack at the Battle of the Bulge but lose to the Allies, sealing 
the fate of the German army 

 
April 30. 1945: Adolf Hitler, realizing Germany has lost the war, commits suicide  

 
May 2, 1945: The complex at Terezin is taken over by the International Red Cross; the SS 
guards flee the camp within two days 

 
May 7, 1945: Germany officially surrenders to the Allies. 

 
May 9, 1945: Terezin is liberated by the Soviet Army 

https://www.ducksters.com/geography/country/poland_history_timeline.php
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The Traditional Jewish Wedding 
 
 
 

 In the play, Raja's brother Pavel and his fiancee Irca get married while at Terezin, so that 
they can stay together when they are transported. The Rabbi performs a traditional Jewish 

wedding for the couple. Here is an overview of what a traditional Jewish wedding ceremony 
might look like- accounting, of course, for variations between different Jewish denominations, 
communities, and cultural time periods: 

 
 

 

1.) The Signing of the Marriage Contract 
 

This step occurs before the wedding ceremony begins: by signing the marriage contract, or, the 
ketubah, the chatan (or, groom) agrees to be bound by its terms, which outline the chatan's 

obligations to the kallah (or, bride), usually including things like food, clothing, and marital 
relations. The chatan signs the document in front of two witnesses, who then also sign the 
ketubah. It is traditional for the ketubah to be read aloud under the chuppah during the ceremony. 

 
 

2.) The Bridal Canopy 
 
The wedding ceremony begins and is usually conducted under a bridal or wedding canopy called 

a "Chuppah," which symbolizes the new home that the couple will build together as a married 
couple. 

 
 

3.) The Covering of the Bride 
 
Ashkenazi Jews customarily cover the bride's face and say a prayer for her based on the words of 

Rebecca in Genesis 24:60 before the ceremony in a ritual called the "badeken" in Yidish. One 
reason for the custon is to remind the Jewish people of Laban's tricking Jacob into marrying 
Leah before Rachel by covering Leah's face with a veil. The veil also symbolizes the bride's 

internal beauty and the groom's love for that over her superficial and transient physical beauty.  
 

 

4.) The Unterfirers 
 
In many communities, both mothers escort the bride to the chuppah while both fathers escort the 
groom. 

 
 

5.) The Circling of the Groom 
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Traditionally, at the beginning of the ceremony the bride walks around the groom in a circle 
either three or seven times upon arriving at the Chuppah. Three times around can symbolize the 

three virtues of marriage (righteousness, justice, and loving kindness), while seven times comes 
from the Biblical concept that seven equals perfection or completeness. 

 

 
6.) The Seven Blessings 
 
Traditionally, the Seven Blessings, or the Sheva Brachot, blessings are told by the Rabbi before 

the presenting of the ring to the bride, including a blessing over wine, and the betrothal blessing, 
specified in the Talmud. After the blessings, the bride and groom both taste the wine- we see this 

step specifically in Pavel and Irca's wedding in I Never Saw Another Butterfly. 
 
 

7.) The Presentation of the Ring 
 
After the blessings, the groom presents the bride with a ring- in the play, Pavel's mother gives 
him her wedding ring to present to Irca during the ceremony. After giving the bride the ring and 
placing it on her right index finger, the groom recites: "Behold, you are consecrated to me with 

this ring according to the law of Moses and Israel," as Pavel does in the play. 
 

 

8.) The Breaking of the Glass 
 
Another tradition we see in I Never Saw Another Butterfly is "the breaking of the glass," in 
which the groom breaks a glass with his right foot and the guests yell "mazel tov!" meaning 

"congratulations!" As is written in the stage directions of the play, this custom "is intended to 
temper the joy of the occasion by reminding those present of the destruction of the Temple in 

Jerusalem and of other calamities that befell the Jewish people." 
 
 

9.) The Ceremonial Dances 
 

After the ceremony, several important dances are often performed in front of the seated couple. 
These can include: 
 

The Krenzl, in which the bride's mother is crowned with a wreath of flowers as her daughters 
dance around her (traditionally at the wedding of the mother's last unwed daughter). 

The Mizinke, a dance for the parents of the bride or groom when their last child is wed. 

The "Horah," a Middle Eastern/Israeli style dance. 

https://en.wikipedia.org/wiki/Hora_(dance)#Israeli_Horah
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The gladdening of the bride, in which guests dance around the bride, and can include the use 
of "shtick"—silly items such as signs, banners, costumes, confetti, and jump ropes made of 
table napkins. 

The Mitzvah tantz, in which family members and honored rabbis are invited to dance in front 
of the bride (or sometimes with the bride in the case of a father or grandfather), often holding 

a gartel, and then dancing with the groom. At the end the bride and groom dance together 
themselves. 

 
 

10.) Birkat Hamazon 
 

After the celebratory meal, Birkat Hamazon, or, grace after meals is recited, followed by the 
sheva brachot and the blessing over wine in which two glasses of wine are poured into a third 

glass to be mized together, symbolizing the creation.  
 
 

 
 

 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://en.wikipedia.org/wiki/Mitzvah_tantz
https://en.wikipedia.org/wiki/Gartel
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The Meaning of Music 

 
 Music is often lauded as "the universal human language," something that unites all of us 
on a deeply human level- and rightly so. In I Never Saw Another Butterfly, Raja tells the 

audience about their obsession with the music from the children's opera Ludvik, their multiple 
performances of the opera, and the extent to which it healed them and helped them through the 

nightmare that was the war. She says, "The transports carried the children away to die -- new 
children took their empty places but Ludvik stayed and the children found strength and courage 
in playing their parts in it." 

 In Ludvik, the evil carpenter clearly serves as a stand in for Hitler; in playing the opera, 
the children are able to play out a drama in which they are able to defeat the dictator who has 

destroyed their lives. In addition to Ludvik, another opera was famously performed at Terezin: 
Brundibar, a forty minute composition composed by Hans Krasa, with lyrics by Adolf 
Hoffmeister, in 1938. Brundibar's score was smuggled into the camp at Terezin in July 1943- 

while there, Krasa re-orchestrated the opera so that it could be played by the instrumentalists 
available within the camp. This new version, written only for Terezin, was first performed in 

September 23, 1943, in the Magdeburg barracks. 
 The Nazis filmed a performance of the opera as well as presented a live performance of 
the show at the inspection of Terezin by the International Red Cross in September of 1944, using 

it as propaganda to distract from how horrific the ghettos and camps truly were. The opera was 
performed in Terezin fifty-five times before the artists kept at the camps began getting 

transferred to Auschwitz and other death camps in October of 1944.  
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A Memory Play 

 
By Anna Miles 

 
  

 In her production notes for the play I Never Saw Another Butterfly, playwright Celeste 
Raspanti writes, "This is basically a memory play, narrated by Raja. The actions she remembers, 
the sounds she hears, take on a reality for her- and for the audience." As we know, the play 

version of I Never Saw Another Butterfly is an adaptation of the poetry and art book compilation 
of the same name. This book cannot be considered a rigid historical account of events, nor a 

"memoir," which is defined as “a biography written from personal knowledge,” despite being a 
collection of primary sources. By labeling her theatrical adaptation a "memory play," rather than, 
say, a "historical" or "memoir" play, Raspanti honors the book's subjectivity and the subjectivity 

of memory itself, placing value on the internal and emotional lived experiences of the human 
beings sent through Terezin, rather than only on the facts of those experiences.  

 The term “memory play” was coined by Tennessee Williams in the production notes of 
his 1944 play The Glass Menagerie, in which he says, “being a memory play, The Glass 
Menagerie can be presented with unusual freedom of convention.” Since then, the term has come 

to refer to a play in which a main character narrates the events of the play, which come from that 
character’s memory. Other examples of memory plays include Landscape and Betrayal by 

Harold Pinter, Dancing at Lughnasa by Friel, and Da by Hugh Leonard. 
 The most notable difference between Pinter’s plays and Williams’ play is that in Pinter’s, 
often multiple characters recite their own separate versions of the past. I Never Saw Another 

Butterfly most closely aligns with the Williams model, in that we see events only through the 
eyes of one character: Raja. The Pinter device of demonstrating conflicting accounts of the 

memories is effective in showing the inherent fallibility of human memory- we’ve all heard the 
saying, “there are two sides to every story.” But of course, in reality, there are an infinite number 
of sides to every story, an infinite number of experiences, and including as many as possible can 

add a depth and richness to those narratives. 
 But there's a reason Raspanti follows the Williams single-narrator style; and the reason is 

heart-breaking. Raja was one of very few children to survive, and the only survivor listed in the 
book. There is no one else left to tell their side of the story: all that exists is her, and the 
drawings. Her, and the poems. We see the story unfold piecemeal, as Raja and the world struggle 

to piece together the painful events of the past. The human beings were robbed of their lives. 
Thus the narratives were robbed of their infinite number of sides- though, of course, they cannot 

be robbed of their own richness and depth. 
 Unlike memoir and historical accounts, memory plays are not bound to the rigid 
expectations of factual narrative- while I Never Saw Another Butterfly draws upon true events 

and first-hand verbatim accounts to show the horror of those events, the play takes advantage of 
the “unusual freedom of convention” which is characteristic to memory plays. An ensemble of 

Jewish children, as well as Raja herself, speak in poetry, in diary entries, in stories. The play 
creates a world of expression in order to show a world of real crimes against humanity- as the 
children in the play, under Irena's guidance, and the children in the real camp, under Friedl's 

guidance, turn to creative expression to cope with the horrors of their realities, so does the 
audience digest these horrors through the lens of that same creative expression. 

 By embracing the conventions of the "memory play," I Never Saw Another Butterfly 
prioritizes subjective human experience over objective historical fact, ultimately reminding us 
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that all of the terrors and cruelty of the past (and present) cannot be told without honoring the 
deep, personal, human toll these terrors caused, and continue to cause. Because while the 

numbers and the facts and the history matters, the people, and their pain, always matters more.  
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Activity: Write Your Own Story 

 
 

As we learn from both the book and the play versions of I Never Saw Another 
Butterfly, writing, both creatively and in diary form, as well as drawing and other 
forms of art can be immensely helpful ways to survive and overcome immense 

hardship, even something as horrific as the Holocaust.  
 

Think of a time in your life in which you faced a hardship, or struggled to 
overcome something difficult. Write a poem, story, diary entry, or draw a picture 

about this struggle. Then, write about how you feel after creating something based 
on the event. Did it change the way you feel about it? How or how not? Why do 

you think that is? 
 

 
 

 
 

 
 
 

 
 

 
 

 
 

 
 

 
 

 
 
 

 
 

 
 

 



18 
 

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

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   

 
 
 

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? 

Process Component: Interpret 

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. 

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 

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  
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   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. 

c. With prompting 

and supports 

describe how 

personal emotions 

and choices 

compare to the 

emotions and 

choices of 

characters in 

dramatic play or 

c. With prompting 

and supports 

describe how 

personal emotions 

and choices 

compare to the 

emotions and 

choices of 

characters in 

dramatic play or a 

c. Explain or 

use text and 

pictures to 

describe how 

personal 

emotions and 

choices 

compare to the 

emotions and 

choices of 

characters in a 

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  
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a guided drama 

experience. 

guided drama 

experience. 

guided 

drama 

experience. 

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 

 

California Reading Standards in Literature: 

 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  

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. 

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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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.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

Theatre Etiquette 
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-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. 

 
 

 
 
 

 

Additional Resources 
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Butterflies in the Ghetto: Stories of the Artists of Terezin Concentration Camp 
https://www.butterfliesintheghetto.com/?page_id=2 

 
Recording of Brundibar, the Children's Opera performed at Terezin 

https://www.radio.cz/en/section/music/encore-the-terezin-ghetto-childrens-opera-brundibar- in-a-
new-english-recording 
 

PDF of the book I Never Saw Another Butterfly from the Holocaust Center Seattle 

https://www.holocaustcenterseattle.org/images/Education/I%20Never%20Saw%20Another%20

Butterfly%20Packet%20of%20Readings.pdf 
 
PDF of the poem I Never Saw Another Butterfly 

https://www.edu.gov.mb.ca/k12/cur/socstud/foundation_gr6/blms/6-2-4b.pdf 
 

The Theresienstadt Concentration Camp at Terezin 

https://encyclopedia.ushmm.org/content/en/article/theresienstadt 
 

The History of Terezin 

http://www.terezin.org/the-history-of-terezin 

 
The Holocaust: A Historical Overview 

https://www.knesset.gov.il/shoah/eng/ehashoah.htm 

  

 

https://www.butterfliesintheghetto.com/?page_id=2
https://www.radio.cz/en/section/music/encore-the-terezin-ghetto-childrens-opera-brundibar-in-a-new-english-recording
https://www.radio.cz/en/section/music/encore-the-terezin-ghetto-childrens-opera-brundibar-in-a-new-english-recording
https://www.holocaustcenterseattle.org/images/Education/I%20Never%20Saw%20Another%20Butterfly%20Packet%20of%20Readings.pdf
https://www.holocaustcenterseattle.org/images/Education/I%20Never%20Saw%20Another%20Butterfly%20Packet%20of%20Readings.pdf
https://www.edu.gov.mb.ca/k12/cur/socstud/foundation_gr6/blms/6-2-4b.pdf
https://encyclopedia.ushmm.org/content/en/article/theresienstadt
http://www.terezin.org/the-history-of-terezin
https://www.knesset.gov.il/shoah/eng/ehashoah.htm

