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A Biography of Alexandre Dumas 
Alexandre Dumas was born in 1802 to Marie Louise Labouret and General Thomas-

Alexandre Davy de la Pailleterie. The General worked under Napoleon, attaining the highest 
rank of any black man in a European army at that time. 
Therefore, Alexandre Dumas was one-quarter black; 
his father was one-half black, and his grandfather was a 
black man born in the French colony of Haiti. Later in 
his life, Alexandre Dumas would retort to racists by 
saying,  

“My father was a mulatto, my grandfather was a 
Negro, and my great-grandfather a monkey. You see, Sir, my 
family starts where yours ends.” 
 Dumas’ father died when he was three. Suddenly, 
Dumas’ family was plunged into acute financial 
distress. Dumas’ mother scraped together what 
schooling she could for him, including fencing. Fencing 
became a passion that would sustain him throughout 
the rest of his life. He also read prolifically.  

When Dumas was 14 he started working as the 
errand clerk at an attorney’s office, learning to prepare 
a contract and process payments. He eventually became 
a legal clerk but knew that he was destined for 
something more exciting than the law. His big chance 
came when he met the moderately successful librettist 
Adolphe Ribbing de Leuven; the two wrote farces 
together. However, nobody was interested in their 

farces. It was time for Dumas to move on.  
At 21, Dumas made his way to Paris. He called upon friends of his father, hoping to get 

a position that paid him well. One of his father’s friends eventually gave him a post as a 
secretary to the Duc d’Orleans. Now more or less financially secure, Dumas reconnected with 
Ribbing de Leuven and the two began to write for the theater again. Dumas also wrote poetry. 
Between these two writing efforts, Dumas’ career slowly started to take off. He was also able to 
climb his way into society through seducing women who would take him to the highly 
popular salons in Paris, where high-class Parisians hobnobbed about literature and the arts. It 
is worth noting that though Dumas eventually married actress Ida Farrier, they had a 
childless marriage; the pére part of Dumas’ title refers to the seven or so children he had out of 
wedlock.  

The more Dumas wrote, the more popular he became; the height 
of his career was The Three Musketeers, which he published in 1844.  The 
Three Musketeers was loosely based on The Memoirs of M. d’Artagnan, 
combined with elements of the Memoirs of Madame de Motteville and 
the Histoirettes of Tallemant de Reaux. Dumas picked out the exciting 
elements of each source to create his bombastic novel, and even made up 
characters such as Milady. Additionally, Dumas moved d’Artagnan back 
in time so that his hero would live in the time of Louis XIII. He then 
published the novel serially (in episodes) in the newspaper.   

Dumas died in 1870 in his sleep.  

Fun Fact! 
Dumas was originally paid by 

the line, so he stretched his 
character’s dialogue to earn 

more money. 
“What was there in it?” 
“A letter addressed to 

Monsieur de Treville, captain of 
the Musketeers.” 

“Indeed!” 
“Exactly as I have the honor 

to tell your Excellency.” 
 

Figure 1 Dumas in 1855 (age 53) 
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An Interview with Megan Monaghan Rivas 

What drew you to adapt The Three Musketeers? 
 
It’s a very exciting story that embodies in its heroic characters many of the values that I hold 
as a person, so it was a thrilling story to spend essentially a year and a half of my life with, and 
to share with the students and the audiences here in the School of Drama. But it wasn’t 
originally my plan to adapt The Three Musketeers at all. The original plan was that the School 
of Drama wanted to do The Three Musketeers and I looked for, and found, all of the existing 
dramatic adaptations of the book- many of which are good, but none of which could use as 
many fabulous women as we had in this cast. People who are familiar with the novel know 
that Dumas really made three and a half good female characters. Milady’s a great character, 
Constance is a great character, the Queen is a great character, and then there’s Milady’s maid, 
who is half a great character. She’s not in our play. But some other wonderful female 
characters did come to be in our play when, having run out of options among the existing 
adaptations, I said to the director, “Or I could write you one.” And from “or I could write you 
one” came this adaptation.  
 
Tell us what’s special about your adaptation.  
 
Fabulous women! (laughs) The adaptation was tailor-made for the school of drama and for 
this particular group of artists. In a regular theater situation, you know the play and then you 
go find the actors. But in this play’s case we knew exactly the population of actors who would 
eventually be in this production. We knew that there would be 8 men and 6 women who 
would be in The Three Musketeers, and one of the values we hold as a school is that every 

student will have good opportunities to do their work. So in this 
play, I had the challenge and the opportunity to make good 
individual roles and collections of roles for each of the fourteen 
actors in our company. 
Three Musketeers as a novel has a huge population of characters, so 
it actually became a bit of an algebra problem figuring out how to 
tell the story with only fourteen actors. We knew that we were 
going to transform some of Dumas’ characters into women and we 
knew we didn’t want to have women actors playing male 
characters, doing a gender masquerade. We actually wanted to 
reconceive certain characters from the Dumas novel as women 
from the ground up, so identifying which of those Dumas 
characters would be thus reconceived was an early part of the 
work on the adaptation. The next part was writing an adaptation 

that was very faithful to Dumas’ plot, and discovering that it wasn’t as compelling, given our 
current political climate, as creating an adaptation that had a partly invented plot, populated 
by Dumas’ familiar characters (even though some of them had been reconceived as women).  
 
Midway through the pre-production process, there was the presidential election. How did that change 
the script? 
The presidential election really became a referendum for American society on our values, and 
discovering the deep clefts between the values held by different parts of our population was a 

Fun Fact! 
The “historical” logic behind 

women participating fully in our 
play is that so many people had 
died in the Black Plague (1300s) 
and the 100 Year’s War (ended 
1543) that women had to go to 
work in order to keep society 

running, á la Rosie the Riveter. 
When the population started to 

recover, the women simply never 
went back to the home. 
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very trying experience for our nation and for many of us as individuals. On the day after the 
election, the scenic designer, the director, and I had each independently been thinking about 
how our production of The Three Musketeers could answer the needs of our fellow citizens at 
this moment in time. It didn’t require all that much changing of the text, but that experience 
invited us to focus more closely on: what values are expressed? what do the people in The 
Three Musketeers live and die for that parallels we are experiencing now? and to deliberately 
highlight this experience with all the theatrical languages that are available to us. Not just the 
language of the text, but also the language of performance, the language of design, even the 
language of time: what lines are allowed hang in the air? What visual images do the director, 
performers and designers create that tell us that we’re not just hearing the story of mostly 
imaginary French people in 1625, we’re also hearing our own story right now? And we get to 
decide what kind of story that is.  
 
What was the production process like for you? 
 
This project was launched in the winter of 2015 into 2016, and I spent the better part of the 
winter and spring digesting the novel, and writing a first draft of the play that was really close 
to what the novel did (although if you tried to put the whole novel on stage, you’d be there for 
days, so it was a much - compressed version, as every playwright who tries to tackle The Three 
Musketeers has to do). Then I got to hear that draft in a reading, aloud, with most of the actors 
who are in the actual cast. Over the summer, as everybody scattered to the four winds, I was 
revising the text based on what I’d learned in that spring reading. I got to hear the play again 
in the fall, more revisions through the fall semester, and we started rehearsing this production 
near the end of February of 2017. So roughly 12 months after I started writing it we started 
rehearsing this production.  
The rehearsal process was about five weeks long. It included several weeks of working 
without costumes, without lights, but we often had sound in the rehearsal room because 
coordinating the action with the music is a really important part of the artistic impact of this 
production, and, of course, lots and lots of time practicing the sword fights! In the last ten days 
or so before our first performance, that’s when the rest of the theatrical languages came in. 
The process was one of accretion and expansion from the nebulous things happening in my 
imagination all the way out to the vast physical reality of this theatrical performance.  
 
What’s your favorite part of the play? 
 
We’re having this interview while we’re still in rehearsal, so the true answer is I don’t know 
yet. The best is yet to come! 
 
What do you hope audiences take away from the performance? 
 
I hope that they take courage in their hearts. I hope that they take renewed belief in their 
ability to change the world for the better, however they see the better to be. That wearing your 
heart on your sleeve, being proud of your biggest emotions, and striving to care not just in 
feeling but in practice – care in action for those who are weaker than you, those who need 
your protection, those whom you believe in or who you believe are being wronged… If we 
were all a little bit more of a Musketeer, the world would be a better place.  
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The History You Need to Know 
 To understand 1625, we have to travel all the way back to 1517, when Martin Luther first 
nailed his 95 Theses to a church door. Those 95 Theses were a persuasive attack against the 
Catholic Church, which at the time was essentially the sole religion in mainland Europe. 
Suddenly, the Catholic Church and its followers, Catholics, found themselves floundering in 
an unfamiliar world where Roman Catholicism was no longer the only path to heaven. Wars 
of Religion spread across the European continent as Catholics and Protestants struggled to 
assert their power. The first Religious Wars we’re concerned with were the Wars of Religion 

in France, which started in 1562.  
 
 One of the most important players in the French Wars of Religion was 
the Duke of Guise (Figure 1) who used his status in the ruling Catholic 
majority to kill Protestants whenever he came across them. Eventually, King 
Charles IX issued an Edict forcing an uneasy, armed truce between the 
Protestants and the Catholics. He was backed up by two nobles: the 
Protestant Duke of Coligny and Protestant Henri of Navarre (Figure 2). The 
Duke of Guise hated both of those men, so on August 4th, 1572, the Duke of 
Guise assassinated the Duke of Coligny, which sparked the 
Saint Bartholomew’s Day Massacre (Figure 3). Over 10,000 

Protestants died that day, killed by Catholics. This caused 
Protestants to either convert to Catholicism out of terror or to 

flee France. There was an uneasy, tense truce as both sides waited for someone 
to make a move. 
 
 Eventually, enough people died that Henri of Navarre was in line for the 
throne. He was crowned King Henri IV of France in 1589. His first order of 
business was to ride all around France and reunite his splintered nation. 
However, the “Catholic territory” of Paris would not let the Protestant King into 
the city unless he converted to Catholicism. Henri fought them for four long 
years, but finally, in 1593 he capitulated, famously saying, “Paris is well worth a 
Mass.” In 1598, Henri IV issued the Edict of Nantes, which separated the church 
from the state and gave Protestants basic rights such as the right to assembly. 
This caused renewed tension between Catholics and Protestants.  

 
 In 1601, the future King Louis XIII was 
born. His mother, the shrewd Marie de Medici, 
was determined to secure a very Catholic 
alliance for the troubled France. She looked to 
the Holy Roman Empire for a bride for her son. 
Therefore, Louis XIII and Anne of Austria were 
married when they were both just 14. Ten years 
and four miscarriages later, we have our play -  
full of religious tension and distrust.  
 
 
 

 

Figure 2 The Duke of Guise 

Figure 2  Henri of Navarre 

Figure 3 The St. Bartholomew's Day Massacre 



 7 

Our Production 
 When we started this process, Andrew Smith, the director, became very interested in 
two major facets of what he saw in Megan Monaghan Rivas’ adaptation. He saw the 
production through an action-adventure lens.  

 That meant:  
1. We wanted to access the audience’s excitement through constant action flowing 

throughout the set 
2. We wanted to remove the frills of 1625 and expose the life underneath.  
3. We wanted the audience to see living with passion, optimism, and bravery as 

realistic courses of action.  
 

Some of the inspiration Smith drew from included…  
Baz Luhrmann’s body of work Mad Max: Fury Road 

  
 You can see the structure this style of the show as we pivot through each act and during 
the fights.  
 

Smith was also drawn to the ideals of being a Musketeer. Specifically, he found the show 
politically relevant, especially after the election of America’s 45th President. It was important 
to him that this show:  

1. Portrayed women as full participants at all levels of society, as the script 
dictated 

2. Eliminated the audience’s possible doubt about the necessity of love and 
honor 

3. Was a story about doing something to right a wrong 
4. And was a challenge to the political, social, and emotional status quo 

 
Especially since Alexandre Dumas was ¼ black, we strove to empower our leads of 

color throughout the rehearsal process, embracing their input into script choices. 
Additionally, we made sure all kinds of women were portrayed in this show- evil, good, 
strong, momentarily weak, and of all classes. Above all, the characters in this show believe that 
they can make a difference by doing what’s right. These elements will become apparent as you 
watch the show. 
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A Guide to the Costumes, by Costume Designer Marla Parker 
 
 
 
 

 
 
 

 
 

Design Statement 
The raw, accelerated, and courageous environment 

of this production will activate the audience’s 
passion for being alive with open-hearted 

optimism and bravery. 
 

“This dress is based on a real dress worn by 
Queen Anne of Austria, but she wasn’t the 
first person to own it. The dress was passed 
down from Queen of France to Queen of 
France, and it becomes more than a dress- 
it becomes a symbol of the monarchy of 
France. The shape of the stomacher 
(middle part of the bodice) is reminiscent of 
a fleur-de-lis, the symbol of the monarchy 
in France. It lends itself nicely to our Queen 
who rejects a life with Buckingham in favor 
of service to her subjects. She wears the 
dress to remind herself, and to remind 
Buckingham, that she’s part of something 
that’s bigger than just her own happiness.”  

“Treville’s design provided the blueprint 
for all the Musketeer uniforms. I was really 
looking for a way to update the traditional 
Musketeer uniform into this world that is 
more accelerated, more advanced than the 
historical 1625. Using a large graphic print 
in fabrics that nod to the period was a good 
compromise for us. We were also looking 
for a way to keep the character of Treville 
looking as large as possible next to these 
very tall male actors, and giving her the 
lighter color makes her appear bigger.” 

Figure 3 Queen Anne 

Figure 2 Captain Treville 
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“Aramis is our female Musketeer. What I 
did was look at a lot of ladies’ tailored 
garments in the period and compare and 
contrast them with the men’s equivalent, 
and come to a compromise. Her breeches 
are not as voluminous as some of the men’s 
breeches. Her jacket has more of a nipped-
in waist and fits her form, but it’s feminine 
in a way that’s super functional and allows 
Aramis to address who she is. And then the 
ornamentation and the fabric treatment we 
did on the jacket helps it to look more like 
parchment and helps it to look more like an 
expression of the inside of Aramis’ mind.” 

“Milady is designed after a snake and also 
sort of a chameleon. She’s able to change 
her role to suit her needs. This dress is a 
particularly anachronistic color for 1625 but 
it connotes poison and toxicity. I really 
wanted to give her something that was 
going to have her stand out from everyone 
else that was in this world. To make that 
make sense, we ended up toning down the 
color a little bit, but we also punched up the 
color in a lot of the people who are around 
her, so she wouldn’t appear to be too out of 
place. “ 

Figure 4 Aramis 

Figure 5 Milady 
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An Interview with Mike Rossmy 
How did you become a fight choreographer?  
 
After I earned my Master’s Degree my first few professional acting jobs were at a Shakespeare 
theatre. I actually didn't have any stage combat experience when I started out, but when I 
began doing it, something just clicked. It felt as natural as breathing. The resident fight 
director there must have seen that I had an aptitude and love for the work, because he very 
quickly took me under his wing and began mentoring me. I mastered the skills over the years, 
eventually assisting him on shows and then finally, branched out on my own. 
 
What steps do you take to choreograph a fight? And how does an actor learn it? (“actor as athlete”)  
 
It starts with a lot of prep work. The first thing I do is read the script and take notes. Then I 
meet with the director to talk about what their ideas for the show are. As a member of the 
director's team it's my job to channel my ideas for the fights through the filter of the director’s 
vision.  My next step is to go back to the script and read it with the director’s notes in mind. I'll 
also do some research into the historical and contemporary significance of the play 
itself. What were the styles of combat and weaponry during that period? In what way do these 
things relate to the version of the story we are about to tell?  
Once all of that homework is done, I can basically become a kid again. I close my eyes 
and start daydreaming about some specifics about the fights.  
By the time I get to rehearsal I have a bunch of possible ideas to draw from, but no set 
choreography. It's important to organically tailor every fight to the specific actors I am 
working with. Theatre at its best is collaborative. Stage combat should be no exception. When 
the actors show up they've also done their homework, so they come armed with character 
choices, ideas and impulses that I would never have thought of. I start creating the fights 
based in part off of what the actors bring to the rehearsal as well as my and the directors ideas. 
That way the fights develop truthfully, organically, and fit seamlessly into the arc of the show. 
 
How does the actor learn it? Rehearse. Rehearse. Rehearse. Just like other types of movement, 
fight choreography is non-verbal storytelling. The only way to become fluent in it is 
practice.  Once the actors are given their choreography, we spend a bit of time every day 
working on it; slowly refining and adjusting the fights so they stay safe but look as real and 
exciting as possible.    
 
How was choreographing this show different than choreographing other shows you’ve worked on?  
 
I think that the main difference is the sheer scope of the show. It's such a massive adventure. 
The action is woven into the fabric of the story and is a driving force to its progress and 
character development in ways that you seldom get to explore in other shows. The greatest 
joy of this show is also its greatest challenge: How to make all of those fights stay interesting 
and new? Hopefully we did that here! 
When you think of a Musketeer, the first image that pops into your head is that of an 
amazing sword fighter. Consequently, we really got to pull out all of the stops on this one and 
strove to make each fight grow and become bigger and hopefully more fun than the last. 
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What are your next projects?  
 
Right now, in addition to Three Musketeers, I'm doing some work on a few other exciting 
projects. I am fight directing a production of the Kristoffer Diaz play, The Elaborate Entrance of 
Chad Deity, at the Asolo Rep in Sarasota Florida; and also working on productions of Noises 
Off, Shakespeare's Titus Andronicus, and Romeo and Juliet. Up next I'll be performing 
in Cyrano at the Metropolitan Opera, Shakespeare's As You Like it and the Ken Ludwig Three 
Musketeers at The Pennsylvania Shakespeare Festival.  After that, I'll be doing the movement 
and fights for Lettice and Lovage, Appropriate, and Romeo and Juliet.	
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Theatre Etiquette 

We are so excited that you are here for our production! If students in your class have not been 
to the theater before, please remind them of the items on this list.  

• Arrive early. If you are late, you may have to wait in the lobby until an appropriate time for 
seating. Latecomers disturb performers and audience members, so it is best to arrive about 30 
minutes prior to showtime. 

• Take care of any needs, as you should not leave your seat until intermission or end of 
performance. 

• Be seated in the assigned seat, to not cause confusion to other patrons. 
• Silence all cell phones. Not only is it embarrassing if it goes off, but it breaks the mood for 

audience members!  
• Flash photography inside the theater is never permitted – it is a distraction and danger to 

performers. 
• Refrain from talking during the show.  
• Always wait until the actors take their final bows before leaving, and exit when the show is 

over. 
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Theme: Honor 
To the nobility in 1625, nothing was more important than honor. One’s reputation 

could seal or break a marriage pact, help someone get more land or riches, or even get them 
exiled. The way to make sure that you were always in a good position was to take good care of 
your honor. In the case of the Musketeers, this usually meant fighting for your honor, or on 
behalf of someone else’s honor.  

Honor was based on the Four Cardinal Virtues: Prudence, Temperance, Justice, and 
Courage. A nobleperson acquired honor by demonstrating these values, as well as the 
chivalric values: Valor, Generosity, Loyalty, and Prowess. Someone who demonstrated these 
values was called an “honnête homme”, whose qualities included:  

o Moderate in all things 
o Has qualities of good judgement 
o Always learning 
o Knows how to choose his friends 
o Will not tolerate abuse of himself or of those dear to him 
o Has a good heart 
o Grateful for the monarch because the monarch ensures order 
o Has nobility of feeling 
o Is passionate 
o Is in love like a crazy man, but not a fool 

Honor was a physical, demonstrable measure of worth in 1625. Noblepeople were so 
dedicated to the truth and justice that lying was considered an act of cowardice. For example, 
if a Lady A was caught slandering Lord B, Lady A could be challenged to a duel to rectify the 
insult to Lord B’s honor. If Lord B won, then his honor would be restored, and Lady A’s entire 
house would suffer because of the shame.  

While watching the play: 

1. Keep track of the mentions of “honor” in the play. When is it mentioned? By whom? 
Why is it important to these characters? 

2. Figure out who you think has the most honor at the end of the play. 

Discussion Questions:  

1. How has the modern concept of honor changed from the 1625 definition? 
2. Have you ever seen someone demonstrate honor? If so, who and when? 
3. How highly do you value honor in your life? 
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Theme: Trust 
1625 was a very politically tense time. It was difficult to know who to trust, as nations 

balanced on the brink of war. Conflict approached France on two fronts:  
1. The Hapsburg Front 
This is the conflict that the King calls Richelieu 
and Treville to advise him on in I.3. The Holy 
Roman Empire (i.e. Hapsburg Austria and 
Spain) was looking to add more land to their 
empire, as well as stamp out Protestantism in 
Europe. Though Louis XIII had married a 
Hapsburg, Anne of Austria (who really came 
from Spain), it didn’t stop the Hapsburgs from 
looking longingly on France’s fertile farmland. 
Additionally, with France’s history of religious 
conflict, the Hapsburgs desperately wanted to 
get rid of all the Protestants within France’s 
borders so they could impose a Catholic peace 
throughout Europe.  
2. The English Front 
England and France had historically hated one 
another, almost on principle. By 1625, there 
had also been several recent events that 
increased the tension between the two nations. 
France was a Catholic nation and England was 
a Protestant nation. Additionally, King Louis 
XIII’s sister, Henrietta Maria, had married 

Charles I in 1615; however, Charles did not follow through on his promise to provide France 
ships upon his marriage. Since the greatest English power was at sea, this left France 
vulnerable and King Louis XIII very angry. Essentially, he had given up his sister for nothing. 
On top of all this, Buckingham had carried out a scandalous flirtation with Louis XIII’s own 
wife!  

This delicate situation required lots of careful thinking about how to proceed. This is 
what we see in I.3 when the King calls his trusted advisors to him. Obviously, Treville and 
Richelieu have very different ideas about who to trust. The King in turn must decide who to 
trust- for his own good, and for the good of his nation.  

We also see the three Musketeers deciding whether to trust d’Artagnan, Constance 
deciding to entrust d’Artagnan with recovering the Queen’s jewels, the Queen deciding to 
trust Constance, and Treville deciding to trust in her Musketeers.  

Discussion Questions:  

1. What would you do if you were Louis XIII?  
2. Who do you trust? Why do you trust them?  
3. Who do these characters trust? Why do they trust them? 

Figure 1 Map of Europe around 1625 
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Who are you in 1625? 
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Glossary 

In order of appearance:  

Angelus bells The bells that called Catholics to prayer at the beginning and end of 
the day. 

Treason the act of betraying one’s country. This can take many forms, but a 
few common ones are:  
-levying war against one’s own country 
-“adhering” to a country’s enemies (e.g. passing military secrets) 
-conspiring to murder one’s own rulers 

Gascony a region in the south of France, traditionally farming country. 
Powder keg a barrel of gunpowder (highly explosive) 
Hercules a Greek demigod forced to undergo 12 labors by the goddess Hera. 

He fought 12 formidable foes and was then able to become an 
immortal and we welcomed into the god’s realm, Olympus. 

Valkyrie a female helping spirit of the Norse God Odin. Their primary job is to 
bear the spirits of dead warriors to the Norse afterlife. They were 
good fighters themselves.  

A quatrain in ballad 
stanzas 

a verse stanza that consists of two lines in ballad meter, usually 
printed as a four-line stanza with a rhyme scheme of abcb 

Cock of the walk a man who is too confident and thinks he is better than anyone else 
Odysseus and the 
Cyclops 

In this myth, the Greek hero Odysseus and his men become trapped 
by the Cyclops. Odysseus tricks the Cyclops, telling it his name is “no 
one”. Then Odysseus blinds the Cyclops. The Cyclops calls for help 
and its brothers ask who is attacking it, it says “no one” and therefore 
Odysseus and his men can escape. 

Trousseau the personal possessions of a bride including house linens 
Fleur-de-lis (tr: flower of the lily) the symbol of the monarchy of France. It also 

symbolizes perfection, light, and life. 
blackguard blackguard: a rude or unscrupulous person; 

originally a collective noun referring to the lowest menials in court 
Family Bible  a large Bible with pages to record marriages, births, and deaths 
Pastoral of, relating to, or composed of shepherds or herdsmen; of, 

relating to, or characteristic of the clergy 
Man of the cloth member of the clergy and a spiritual leader of the Christian Church 
Shepherd’s crook staff with a hook at one end used by shepherds 
viscount title of nobility; ranks immediately below a count, or earl, and above 

a baron 
In flagrante delicto in an act of sexual misconduct 
sot a habitual drunkard 
doughty Persistent and powerful 
Aphrodite Greek goddess of love, beauty and eternal youth; most known for 

her overwhelming beauty 
Descartes A French philosopher, mathematician, and scientist. Credited as the 

“father of modern philosophy.” 
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Requiem aeternam 
dona eis, Domine. Et 
lux perpetua luceat 
eis. 

“Eternal rest, give to them, O Lord, and let perpetual light shine 
upon them.”; Latin text from a Requiem Mass: offered for the 
repose of the soul or souls of one or more deceased persons 

heretical of or relating to adherence to a religious opinion contrary to 
church doctrine 

temper in blacksmithing, to make metal stronger and more resilient 
vigilante a self-appointed doer of justice; person or group who takes it 

upon themselves to suppress or punish crime 

Maps 

Gascony 
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The Act II Journey 
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Post-Performance Discussion Questions 

- Which parts of the show were most exciting to you, and why? 
- What were the central ideas you identified in the show? 
- How does d’Artagnan change and grow over the course of the play? 
- How does the Queen and Constance’s relationship change over the course of the play? 
- What kind of interaction do Cardinal Richelieu, Treville, and the King have? Who do 

you think “won” the first debate with the King?  
- What was Cardinal Richelieu’s plan? Did it get carried out?  
- How does Cardinal Richelieu’s treatment of women within the play differ from the 

Musketeers’ treatment of women? 
- How did the underscoring of music affect your interpretation of the action-adventure 

genre? 
- What were the different ways that Milady exercised her power? 
- Can you draw parallels between certain aspects of the show and the current political 

world? 
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Educational Standards 

Standard - CC.1.2.11-12.A 
(1) Determine and analyze the relationship between two or 
more central ideas of a text, including the development and 
interaction of the central ideas; provide an objective summary of 
the text. 

Standard - CC.1.3.9-10.C 
(1) Analyze how complex characters develop over the course 
of a text, interact with other characters, and advance the plot or 
develop the theme. 

Standard - CC.1.3.11-12.A 
(1) Determine and analyze the relationship between two or 
more themes or central ideas of a text, including the 
development and interaction of the themes; provide an objective 
summary of the text. 

Standard - CC.1.3.11-12.C 
(1) Analyze the impact of the author’s choices regarding how 
to develop and relate elements of a story or drama. 

Standard - CC.1.3.11-12.D 
(1) Evaluate how an author’s point of view or purpose shapes 
the content and style of a text. 

 
Standard - CC.1.3.11-12.E 

(1) Evaluate the structure of texts including how specific 
sentences, paragraphs and larger portions of the texts relate to 
each other and the whole. 


