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Finding voice – crafting a play (Part 1 of 2)
This resource is a sample unit for Stage 5 (Year 10) Terms 3 and 4. It provides an example of one way to approach programming for the Drama 7–10 Syllabus (2023) course requirement for at least one scripted work for each 100 hours of elective study of drama. In this unit, students use creative and critical processes to explore and embody 4 commissioned scripted works and develop their own voice as a playwright.
Contents
Outcomes	4
Support resources	4
Teacher notes	5
Learning sequence 1 – voicing stories	7
Learning sequence 2 – Laila is Missing by Bina Bhattacharya	20
Learning sequence 3 – PROMETHEUS by Damien Ryan	35
Learning sequence 4 – PINCHED by Melanie Tait	55
Learning sequence 5 – selecting stories	66
Appendix	76
Appendix 1 – Activity 1.3 – further ethical protocol scenarios	76
Appendix 2 – Activity 2.5 – writing prompt	78
Appendix 3 – Activity 2.7 – writing prompt suggestions	81
Appendix 4 – Activity 3.3 – plot synopsis of the ancient Greek myth of ‘Prometheus’	83
Appendix 5 – Activity 3.9 – What’s at stake?	84
Appendix 6 – Activity 4.9 – writing prompt duologue example	86
References	88
[bookmark: _Toc112681289]Overview
Description: the lesson sequences and activities in this unit are designed to allow students to use creative and critical processes to explore scripted works and develop their own voices as playwrights. Students deepen their knowledge of dramatic contexts through their exploration and analysis of a range of scripted works. They workshop and embody these works to consider how playwrights craft unique voices and engage audiences. Students collaborate to explore the ways ideas, images and stories are communicated through the manipulation of dramatic elements and script conventions. They use respectful approaches to working with Aboriginal and/or Torres Strait Islander content to analyse how playwrights use form and style to craft a theatrical journey for an audience. Students craft language through dialogue, action and stage directions. They create and develop tension through their control of dramatic structure and elements. Students write a short, scripted work that reflects their artistic, cultural, social and personal contexts.
Duration: this unit is designed to be completed over a period of approximately 20 weeks (50 hours) but can be adapted to suit the school context. Learning sequences have the following suggested duration.
	Learning sequence
	Duration

	Learning sequence 1 – voicing stories
	1 week

	Learning sequence 2 – Laila is Missing by Bina Bhattacharya
	3 weeks

	Learning sequence 3 – PROMETHEUS by Damien Ryan
	3 weeks

	Learning sequence 4 – PINCHED by Melanie Tait
	2 weeks

	Learning sequence 5 – selecting stories
	1 week

	Learning sequence 6 – embodying stories
	2 weeks

	Learning sequence 7 – BEFORE THE SUN COMES UP by Callan Purcell and Jordan Shea 
	3 weeks

	Learning sequence 8 – generating and structuring stories
	3 weeks

	Learning sequence 9 – rehearsing, refining and sharing stories
	2 weeks


Explicit teaching: suggested learning intentions and success criteria are available for each learning sequence. Learning intentions and success criteria are most effective when they are contextualised to meet the needs of students in the class. The examples provided in this document are generalised to demonstrate how learning intentions and success criteria could be created. Additional explicit teaching strategies are embedded in each learning sequence. 
Assessment: students are provided with regular formative assessment opportunities. They direct a moved reading and reflect on feedback about dramatic elements and script conventions. Students refine and present a scripted work with clear intent.
Consulted with: Equity, Multicultural and Inclusive Education Team and Aboriginal Education Advisor, Curriculum Implementation and Provisions.
Creation date: 28 April 2026


[bookmark: _Toc232500194]Outcomes
A student:
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Drama 7–10 Syllabus © NSW Education Standards Authority (NESA) for and on behalf of the Crown in right of the State of New South Wales, 2023.
[bookmark: _Toc232500195]Support resources
This sample unit aligns with the following support materials: 
Sample unit – ‘Finding voice – crafting a play’ (part 2 of 2)
PowerPoint resource 1 – Learning sequences – ‘Finding voice – crafting a play’ 
PowerPoint resource 2 – Playwright’s journal – ‘Finding voice – crafting a play’ 
Sample assessment task – ‘Finding voice – crafting a play’
Script booklet 1 – PINCHED by Melanie Tait 
Script booklet 2 – BEFORE THE SUN COMES UP by Callan Purcell and Jordan Shea 
Script booklet 3 – Laila is Missing by Bina Bhattacharya 
Script booklet 4 – PROMETHEUS by Damien Ryan
Finding voice – crafting a play videos – Drama Stage 5
All documents associated with this resource can be found on the Drama 7–10 (2023) webpage of Planning, programming and assessing Creative Arts 7–10.
[bookmark: _Toc232500196]Teacher notes
This section, as Part 1, begins the unit. All activities and resources in this document lay the foundation for Part 2 and will be assumed as prior knowledge in that section of the unit.
PowerPoint resources 1 – Learning sequences – ‘Finding voice – crafting a play’: this resource is designed as an essential companion document for the learning sequences in this unit. It is for teacher and student use and can be downloaded from the website and edited by the teacher. 
PowerPoint resource 2 – Playwright’s journal – ‘Finding voice – crafting a play’: the playwright’s journal resource is designed for recording student responses to the documentation and writing prompts throughout this unit.    Students will use the ‘PowerPoint resource 2 – Playwright’s journal’ to experiment with how playwrights craft language that invites participation from performers, directors, designers and audiences. This documentation should be recorded in their ‘playwright’s journal’ PowerPoint resource.
Not every documentation task needs to be completed for each play, but teachers should aim to balance activities across the 4 roles of director, performer, designer and audience as students explore the playwright’s craft over Part 1 of this sample unit.
Four short plays to accompany – ‘Finding voice – crafting a play’: this unit uses scenes and excerpts from the 4 short plays published on the website. The plays can be copied in whole or in part for students and should be used with associated learning activities. Teachers should read all plays prior to starting this unit, refer to the department’s Controversial issues in schools policy, and make choices appropriate to the community expectations and context of their own school. 
Finding voice – crafting a play videos – Drama Stage 5: these videos are designed for use by department teachers and students. They demonstrate different approaches teachers and students can use when considering the 4 short plays which accompany the unit.
Student performances – Finding voice – crafting a play: these Arts Unit recordings were workshopped and performed by State Drama Camp students from Years 9 and 10 in 2025. The workshopped performances can be accessed at Finding voice – crafting a play. 
Differentiation and adjustments: suggested differentiation activities for high potential and gifted students and students requiring additional supports are included in a grey box in this unit. All activities can be further scaffolded to suit individual school contexts and student need. 
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Teacher note: in this learning sequence, students explore the roles of performer, director, designer and audience as they engage with ethical process and protocols for staging and writing scripted works. They work collaboratively, researching and sharing perspectives to develop a collaborative approach to documenting ideas in their ‘playwright’s journal’ and a shared blueprint for ethical storytelling before embarking on their own journey towards becoming playwrights. 
The ‘Voicing stories’ section of the PowerPoint resource – finding voice should be used to support Learning sequence 1. 
[bookmark: _Activity_1.1_–]The duration of this learning sequence is approximately 1 week.
Table 1 – Learning sequence 1 – voicing stories
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
Content
Making – Dramatic contexts
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Interpret and apply artistic, cultural, social and personal contexts, protocols and intentions
Use language appropriate to context to communicate, develop and refine intention with collaborators 
Making – Dramatic processes
Explore and apply respectful protocols for creating dramatic action with Aboriginal and/or Torres Strait Islander Communities, practitioners and Knowledges 
Interact safely, respectfully and inclusively with others live and online, including gaining, giving and denying consent 
Seek, recognise and exchange perspectives with others to co-construct drama 
Performing – Dramatic processes
Apply processes to support safe, respectful and inclusive performance
Appreciating – Dramatic contexts
Evaluate how ideas, images and stories explore and express individual and collective identities, values and perspectives
Analyse personal experiences with artistic, cultural, social and personal contexts, protocols and intentions as maker, performer and audience
Use language appropriate to context to communicate a perspective about works and processes
Appreciating – Dramatic processes
Explain the effect of ethical processes on dramatic practitioners and audiences, including respect for Indigenous Cultural and Intellectual Property (ICIP)
Explain processes which support physical, emotional and cultural safety, respect and inclusion in drama
Seek, exchange and question perspectives with others to reflect on collaborative experiences
Document processes for developing, investigating and refining new ideas
	Learning intention
We are learning to consider the roles of director, performer, designer and audience as we collaboratively investigate ethical storytelling practices and protocols used in the creation and sharing of scripted works.
Success criteria
I can:
· identify and explain the roles of director, performer, designer and audience in the context of scripted works
· experiment with dramatic processes and collaborate to develop ethical storytelling protocols
· analyse how creative choices shape dramatic meaning and influence audience response
· document my ideas and reflections in a ‘playwright’s journal’ to support ethical and collaborative storytelling.
Activity 1.1 – warm-up – snowball
Teacher note: in this warm-up, students build creative material quickly using surprise combinations of characters, places and problems. Following the warm-up, students could reflect on how unexpected combinations fuelled creativity and innovation.
1. Every student needs a sheet of paper and a pen. 
2. Each student writes a short, specific character description at the top of their page. For example, Kara, a shy magician who is afraid of rabbits. 
3. Students fold the writing over so no one can see it. 
4. They scrunch it into a ‘snowball’ and pass it to someone else. 
5. Without unfolding, each student writes something new beneath it: first another character, next a location, finally a dilemma.
6. When finished, everyone safely tosses their snowballs into the air and catches one at random.
7. In pairs, students open their snowball and use all 4 ideas to improvise a short scene.
Differentiation: some students may benefit from the opportunity to combine 2 snowballs for double the challenge. Some students may choose a scenario to polish and perform.
Activity 1.2 – ethical storytelling foundations
[bookmark: _Hlk216272459]Introduce students to the focus of the unit by explaining that they will be interpreting, embodying and sharing their own and other people’s stories as they explore and generate scripted works. Support students to retrieve and activate prior knowledge through effective questioning such as:
· How is scripted work different from devised work? How can they be connected?
· What scripted works have you explored in Drama?
· Have you explored and shared your own stories in Drama? How did you share them?
· Have you explored other people’s stories in Drama?
· Whose stories are shared on stage and in scripted works? Whose stories might not have been shared?
· What safe processes and respectful protocols have you used to share your own and/or other people’s stories in Drama? Why were they important?
Teacher note: in response to student need and to further guide these discussions, the teacher may model responses to one or more of these questions. For example: Last year, we created a sound design for Sunshine Super Girl by Andrea James in our ‘Nothing is neutral’ unit. We also developed characters and performed an ensemble scene from Shack by George Kemp in our ‘Crafting character’ unit.
Choose one or more appropriate responses from the discussion and support students to create a series of tableaux to illustrate the themes and ideas that emerged. Use the ‘I do, we do, you do’ approach to model and gradually release responsibility for the creation and direction of these tableaux.
· I do – split the class in 2 and have one half take the role of audience while the other half take the role of performers. Take on the role of director to position the students in a tableau that represents the chosen theme or idea.
· We do – ask the 2 groups to swap roles. This time, with input from the teacher and audience, the performers direct their own tableau to represent the same (or a new) idea or theme.
· You do – split the class into groups of 3 to 4 and ask them to generate and direct their own tableau to represent a new theme or idea. Select one or 2 groups to share their tableaux and ask the audience to identify the theme or idea represented. 
Display slide 1.2a and introduce students to ideas about ethical storytelling using the ‘Safe Practice’ quote from ‘A note from the script writers’ as a prompt for class discussion.
Effective questioning to guide student discussion could include:
· What do you think ethical storytelling might be?
· Why might it be important?
· What protocols for performing with respect for Aboriginal and/or Torres Strait Islander Peoples do Purcell and Shea suggest? Who can deliver an Acknowledgement of Country and who can deliver a Welcome to Country? 
· Have you explored Aboriginal and/or Torres Strait Islander stories in Drama as audience, actor, director or designer? What processes and protocols did you follow to explore these stories in safe and respectful ways? 
Teacher note: review advice from Our Reconciliation Action Plan on the differences between Acknowledgement of and Welcome to Country. Activate student prior learning from ‘Screen Play – group-devising through short film’ about who can deliver an Acknowledgement of Country.
Who can perform a Welcome to Country? 
A Welcome to Country is performed by local Aboriginal custodian(s) (in most cases, Elders) of the Country on which you are meeting. Some ongoing custodians will feel it is more culturally appropriate for them to offer an Acknowledgement of Country rather than a Welcome to Country.
Who can perform an Acknowledgement of Country? 
An Acknowledgement of Country may be performed by any person – Aboriginal or non-Aboriginal (but generally by a non-Aboriginal person) – as a way to show awareness of and respect for Aboriginal peoples, their culture and heritage. It can be used exclusively if an Elder or other appropriate member of the local Aboriginal community is not available to perform a Welcome to Country.
Access the Andrea James -– Past and present live in us together (11:28) video on slide 1.2b and viewing guide and use these to actively facilitate further discussion, supporting students to make meaningful connections between Andrea James’ respectful protocols for creating dramatic action with Aboriginal and/or Torres Strait Islander Communities, practitioners and Knowledges and some of the ethical storytelling protocols and processes they identified in earlier discussions.
Document these responses to guide the class in Activity 1.3 as they collaboratively develop a set of class protocols for interpreting, sharing and embodying stories in the scripted works they stage and generate in this unit.
Activity 1.3 – ethical processes for storytelling
Teacher note: it is recommended that teachers explore NESA’s Teaching advice (additional): Years 7–10 Working with Aboriginal and Torres Strait Islander content and Creative Australia’s Protocols for using First Nations cultural and intellectual property in the arts before guiding students through this complex learning. 
Introduce students to the NESA definition of Indigenous Cultural and Intellectual Property (ICIP) on slide 1.3a. Use the list from Teaching advice (additional): Years 7–10 Working with Aboriginal and Torres Strait Islander content to prompt discussions about examples of ICIP that students may have experienced in Drama or when they have been to the theatre.
Display slide 1.3b and 1.3c and show students some examples of how playwrights can communicate their intention and indicate ethical processes in their scripted works, including identity conscious casting. Lead discussions about what might be the effects of these notes.
Display slide 1.3d and guide students as they explore the guidelines on the La Mama Theatre – Accessibility webpage. Guide responses as students discuss the possible effects of some of these guidelines. It may be appropriate to prompt students to question whether the La Mama accessibility measures cater for everyone. For example, what accessibility measures are in place for audiences who do not understand English?
Display slide 1.3e and allocate a spot in the space for each role (playwright, director, performer, designer, audience). Check for understanding of these roles and respond to student need by providing shared role statements on slide 1.4a if necessary. As you read out each of the scenarios below, give students time to consider the scenario before they move to the spot associated with the role they think would be affected by each scenario. When they have moved to a spot, ask students to explain why they chose that role and what they think the effect of the ethical process could be. Some effects of the ethical process could be in relation to that role. For example, Andrea James spoke about her respect for the Elder as the person whose story she is telling and how this affects her writing. She mentioned that as a director and theatre maker, it is important for her to show that respect by connecting with the Country the person and/or story is from.
Teacher note: in this activity, students will be seeking, exchanging and questioning perspectives with others to reflect on their experiences of these scenarios. It is important to let students know that there are no right or wrong answers. Some students may gravitate to the centre of the space for some scenarios and should still be asked to explain that choice.
Scenarios should include:
1. A performance includes an Acknowledgement of the Country the story comes from.
1. The casting notes in a play say Aboriginal characters must be played by Aboriginal actors.
1. Costume design in a play by an Aboriginal playwright uses culturally significant designs with permission and endorsement from Elders and the Aboriginal Community.
1. A production company holds gender-blind auditions for male and female roles.
1. On their ticketing website, a theatre company includes content warnings, sensory advice and accessibility services for all shows.
1. A production includes one performance with audio descriptions.
1. A performance includes English and Arabic dialogue, with surtitles providing translations above the stage.
1. A musical includes deaf and hearing actors, incorporating Auslan in the choreography and using Auslan interpreters who sign as they move with the actors.
Differentiation: depending on the school context some students may benefit from the opportunity to engage in further scenarios such as those in Appendix 1.
Activity 1.4 – our blueprint for ethical storytelling
Teacher note: in this activity, students will reflect on their learning in Activity 1.1 to 1.3 to collaboratively generate a blueprint for their own ethical storytelling. Teachers should consider how their students best reflect. Several reflection strategies are suggested. These could be run simultaneously, or students could rotate through a different strategy as they reflect. 
Remind students that, over the next 2 terms, they will be interpreting, embodying and sharing their own and other people’s stories as they explore and generate scripted works. They will be working as dramatic practitioners in a variety of roles, including director, performer, designer and playwright. They will also be responding as audience members. Check for student understanding of these roles and use the role statements on slides 1.4a and 1.4b to establish common understanding as needed.
Guide students to make meaningful connections between the processes and protocols they explored in earlier activities as they engage in reflections in response to the prompts on slide 1.4c. As they work, support students to reflect through conversation and creative documentation, applying the principles of ethical storytelling – listening, reciprocity, care, letting their thoughts be seen, respecting other’s thoughts and shared ownership. 
Suggested reflection strategies include:
Talking in pairs
Students turn to a partner and share their thoughts with one another. They focus on listening rather than replying. They then swap roles.
Riffing off one another in conversation
Several students discuss the prompt in a circle. 
Individual written reflection
Students find a comfortable spot to write their thoughts down.
Mapping the process
Students can mind map or visually chart their thought process individually or collaboratively on a large sheet of paper.
Circulate around the class responding to student need and encouraging students to reflect in tactile and enacted ways, to make their individual and shared thinking visible. Guide students to reflect ethically, physically and socially.
Following this reflection, ask students to share back with the class. As they share, document their ideas and use these to generate a list of agreed protocols and processes, a kind of blueprint for ethical storytelling. Display the blueprint so that students can refer to these principles as they explore, interpret and embody stories across the following learning sequences.
Activity 1.5 – playwright’s journal – documenting ideas
Teacher note: in this activity, students will need to set up their ‘playwright’s journal’. If they choose to use digital documentation processes, teachers can provide students with copies of the writing prompts in the ‘Slide deck – Finding voice – crafting a play’, which can be downloaded from the Drama 7–10 (2023) webpage.
Throughout this unit, students will need accessible shared places to store and document their writing prompt responses and reflections associated with the play writing process, including captured footage and images. Teachers should determine the best option for file storage – class and creative partnership folders in the school’s network drive are recommended for video and photo files. Students may choose hard-copy or digital storage but an online platform that can be accessed by all students such as Microsoft 365 or Google Drive may be more suitable for shared planning and documentation. 
Support students to select and design appropriate collaborative documentation processes and platforms for individual and collaborative responses to written prompts and recording of shared ideas. 
Documentation prompt: start this collaborative decision making with a prompt such as, ‘How can we document our shared work safely, collaboratively and ethically?’ Display slide PJ1 and guide students to consider the following questions:
· What methods of documenting might we use? (For example, lists, mind maps, images, questions, mood boards, photos, film, graphs, highlighting, headings, QR codes.) 
· How will we store and capture our documentation? (For example, butcher’s paper, pinboards, digital.) 
· What materials might we use to document? (For example, sticky notes, string, colour coding, camera.)
· How do we make sure our playwright’s journal is safe and accessible? (For example, consent forms, group agreements, shared folders.)
· What do these answers tell us about the ways we like to work? (For example, we are visual learners, we like to work kinaesthetically, we like to work systematically.)
Following these discussions and negotiations, and before moving on to Learning sequence 2, guide students towards agreement on the form(s) their ‘playwright’s journal’ will take and finalise this platform for collaborative documentation of their responses to written prompts and recording of shared ideas. 


[bookmark: _Reflection_and_formative][bookmark: _Toc177726235][bookmark: _Toc182992084]

[bookmark: _Toc232500198]Learning sequence 2 – Laila is Missing by Bina Bhattacharya
Teacher note: in this learning sequence, students explore the roles of performer, director, designer and audience as they engage with scripted scenes from the play Laila is Missing. They extend their understanding of ethical protocols and investigate melodrama style and conventions as they develop and document their own craft as playwrights. In Learning sequences 2 to 4, activities are suggested for students to experience the roles of performer, director, designer and audience. It is recommended that teachers include activities for all 4 roles in Learning sequence 2 but may choose instead to focus on one or more, in more depth, in the later sequences. 
Depending on the time available and needs of the class, teachers may choose to engage students in a full script reading of Laila is Missing. The suggested activities in this learning sequence explore a limited selection of scenes. 
The ‘Laila is Missing by Bina Bhattacharya’ section of the PowerPoint resource – finding voice, Script booklet 3 – Laila is Missing by Bina Bhattacharya, and Video – Laila is Missing workshop (16:32) should be used to support Learning sequence 2. 
The duration of this learning sequence is approximately 3 weeks.
Table 2 – Learning sequence 2 – Laila is Missing by Bina Bhattacharya
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Content
Making – Dramatic contexts
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Use language appropriate to context to communicate, develop and refine intention with collaborators
Create, interpret and refine coherent devised and scripted theatrical works
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Seek, recognise and exchange perspectives with others to co-construct drama
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Making – Dramatic elements 
Interpret, enact and refine scripted and original roles, characters and situations
Explore and refine the elements of drama in improvising, rehearsing and devising
Experiment with, rehearse and refine ways of applying the elements of performance
Investigate how to use the elements of production to craft dramatic works
Performing – Dramatic contexts 
Stage ideas, images and stories to express individual and collective identities, values and perspectives
Apply dramatic conventions, forms and styles influenced by dramatic works, practices or practitioners
Use language appropriate to context to communicate meaning to an audience
Craft meaning and influence audience response in coherent devised and scripted theatrical works
Performing – Dramatic processes 
Embody characters, situations and ideas for an audience
Apply processes to support safe, respectful and inclusive performance 
Collaborate dynamically within an ensemble and/or crew to jointly stage dramatic action
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements 
Perform and stage roles, characters and situations with clarity and cohesion
Manipulate the elements of drama to influence audience response in devised and scripted theatrical works
Adapt and apply the elements of performance
Select and apply the elements of production to stage dramatic works
Appreciating – Dramatic contexts
Analyse how dramatic works, practices or practitioners experiment with and stage dramatic conventions, forms and styles
Use language appropriate to context to communicate a perspective about works and processes
Appreciating – Dramatic processes
Explain the effect of ethical processes on dramatic practitioners and audiences
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Document processes for developing, investigating and refining new ideas
Make, accept and extend creative and critical interpretations of drama in discussion with others
Appreciating – Dramatic elements 
Explain how creative choices shape roles, characters and situations
Analyse how choices in the elements of drama shape audience impact
Evaluate how the elements of performance are developed and applied
Analyse how the elements of production can strengthen moments, transitions and journeys
	Learning intention
We are learning to analyse and engage with the scripted work, Laila is Missing, to understand ethical storytelling and the conventions of melodrama as we develop characters, moments and stage directions through collaborative playwrighting processes.
Success criteria
I can:
· apply ethical protocols when working with scripted works, including playwright’s notes and permissions
· experiment with and demonstrate melodrama conventions and structure
· collaboratively create and annotate scenes with effective stage directions that communicate characters’ intention and dramatic tension
· evaluate how staging and performance choices influence meaning and audience response in modern melodrama.
Activity 2.1 – warm-ups – embodying style 
‘Boom chicka boom’
Ask students to form a circle and repeat the vocal and physical choices in ‘Boom chicka boom’. Start with a neutral call and response.
I said boom 
I said boom chicka
I said boom chicka boom
I said boom chicka rocka chicka rocka chicka boom
Ah ha
Oh yea
One more time
This time as … 
Repeat the call and response as a hero, villain, damsel in distress and sidekick.
Secrets revealed
Divide students into small groups and give each group a setting and a situation for a short, improvised scene. For example, guests at a dinner party in a haunted mansion. Also give each group one vital piece of information that must be revealed in the scene. For example, ‘I am… your father!’, ‘I stole it, I stole it all!’, or ‘You had the key?!’ Assign this piece of information to be revealed at the beginning, in the middle or at the end of their improvised scene. Give groups a short time to structure and refine their improvisation before each group shares with the class. 
As a class, guide student reflections on how the placement of the essential information affected the tension and stakes of each improvised scene.
Activity 2.2 – style and form – melodrama
Share slide 2.2a and briefly introduce the history of melodrama to activate students’ prior knowledge of contemporary examples, then share slide 2.2b and lead a discussion of the conventions of modern melodrama as illustrated in the staged moments from Laila is Missing, a modern melodrama by Bina Bhattacharya.
Teacher note: Melodrama background and structure lesson sequence may be helpful in further guiding student discussion and offering explicit definitions of new melodrama knowledge and vocabulary.
In groups of 3, ask students to allocate the roles of the melodrama stock characters: the hero, the villain and the heroine. Using these 3 stock characters, ask each group to create 3 tableaux that use the melodramatic structure of provocation, pang and punishment. Ask each group to share their tableaux as the audience identifies each stock character.
Differentiation: some students may benefit from the opportunity to devise a longer melodramatic scene using the stock characters, 3Ps structure and the inclusion of sound and/or technologies to engage the audience. 
Activity 2.3 – scene breakdown
Ask students to form small groups and allocate each group one scene from the synopsis of scenes on page 7 of Laila is Missing. Ask each group to create a tableau of their allocated scene and include one line of dialogue or narration. Ask groups to share their scenes with the class in scene order to gain an understanding of the structure of the play as a whole. Encourage students to use melodramatic techniques in their tableaux.
Activity 2.4 – staging melodrama
Teacher note: watch Video – Laila is Missing workshop (16:32) to further unpack Scene 1 and the embodiment of parents in 3 different ways and the bus stop strategy. Teachers may choose to share these sections of the video with students.
As a class, students read through ‘Scene 1 – Laila’s vlog’ and discuss who the hero and villain(s) are in this scene. Guide students to unpack what part(s) of the script indicate these roles and relationships. Discuss what mood and atmosphere is created in the script and consider ways the atmosphere and villain(s) role could be heightened. Focusing on the lines spoken by Laila’s Mum and Laila’s Dad, divide the class into 3 groups and ask each group to rehearse a staged reading of the scene, using different conventions of melodrama to heighten the atmosphere as they deliver these lines.
Group 1 – use sound (for example, soundscapes, chorus or body percussion)
Group 2 – include physical theatre (for example, create the parents as monsters, use different levels or symbolic movement) 
Group 3 – use melodramatic characters (for example, heighten gestures, add dynamics to voice or emphasised stances).
Ask each group to perform for the class. After all groups have performed, ask each group to reflect on what they found most effective in the performances they saw. Ask each group to nominate one person to share back to the class through a ‘bus stop’ activity. Students at the bus stop share with the class in any order, they can’t repeat what someone else has said and once they have shared, they can get on the bus and return to their group.
Differentiation: some students may benefit from the opportunity to negotiate how these ideas could be adapted or combined. They may then stage this final idea.
Teacher note: see Appendix 2 to support the following writing prompt activity. It provides an example of annotations as stage directions in ‘Scene 1 – Laila’s vlog’.
Documentation prompt: display the writing prompt on slide PJ2. In groups of 3, students annotate the script to document their embodied ideas. Students should write this annotation in the form of stage directions that enable someone reading the script to stage the lines in the way they have decided is most effective in communicating the identities, values and perspectives of the characters. Students add these annotated scripts to their ‘playwright’s journal’.
Activity 2.5 – staging tension
Teacher note: watch Video – Laila is Missing workshop (16:32) to further unpack the differentiation option and doughnut strategy. Teachers may choose to share these sections of the video with students.
Facilitate a class discussion of the following prompt: ‘When you don’t know what has happened to someone, what emotions take over? What order do those emotions arrive in?’
In small groups, students read through ‘Scene 4 – English class’. As students read, ask them to annotate when there are moments of uncertainty, accusations or conflict. After reading, discuss what the core problems are in the scene and any major emotional shifts in characters.
In the same groups, ask students to stage the scene starting at the line ‘Miss Stratford (off-stage): Thank you Alex. Well done. Misha?’ 
Each staging of the scene will have a different focus on tension. Ideas for staging could include:
Silent beats
Insert a 3-second silence after each moment a major event occurs.
Identify what is at stake and discuss how the silence alters tension. Consider how this impacts the atmosphere.
Tension spectrum mapping
Break the scene into beats or moments and use a scale of one and 10 to indicate how intense the tension is. One is minimal tension and 10 is extreme. 
Stage the scene emphasising the change in tension.
Reflect on how the tension climbs, drops or fluctuates.
Redirection
Choose a beat and redirect the tension so that it builds in a different way or is released.
Reflect on the difference this change made to the overall tension of the scene.
Using these ideas, ask groups to choose their most effective staging of the scene to present to the class. Allow each group to perform. 
Ask students to create a doughnut by forming a circle and then asking every second person to take a step in. This will form an inside and outside circle. Ask the inside circle to turn around and face a partner in the outside circle. Ask pairs to discuss a moment they found effective in their partner’s performances. After one minute, ask the outside circle to take a step to the left to form a new partnership and discuss how the activity helped them build tension. Repeat so students can hear some different perspectives. 
Differentiation: when re-staging the scene with different tension, some students may benefit from being provided with a list of different ingredients that look at additional dramatic elements to use in their staging. These could include:
Focus 1 – levels and proxemics ingredients: a lift, an extreme use of proxemics and 3 level changes. 
Focus 2 – movement ingredients: 8 counts of synchronised movement, a surprise gesture and 3 position changes. 
Focus 3 – soundscape ingredients: a moment of harmony, a moment of extreme volume and a canon.  
Activity 2.6 – Laila is Missing – ethical protocols
As a class, read through the ‘Playwright’s notes’ on page 5 and 6 of Laila is Missing by Bina Bhattacharya. As they read, ask students to identify all the things that Bhattacharya has given permission for student practitioners to adapt or change in her script. Lead a discussion about how these protocols offer an inclusive and safe way to work with the script. Link this discussion back to the class’s ethical storytelling reflections and discoveries in Learning sequence 1. 
Give each student a small stack of sticky notes and ask them to form pairs and read through the Playwright’s notes for a second time. During the second read, ask students to write down any sentences, short quotes, phrases or single words that feel as though the playwright is speaking directly to them. Students may record as many as they wish. They should focus on moments that make them feel personally addressed or evoke an empowering practitioner-focused response.
At the end of the reading, pairs may join another group and share in a circle, following agreed protocols for comfortable and respectful participation. Each student can choose one sticky note to read aloud. Gather as a whole class and facilitate whole-class sharing.
Then, ask students to imagine they have written a play themselves. Ask them each to take another sticky note and on it, write one sentence they would like someone to read in their playwright’s note for this imagined play. Provide students with the sentence starters on slide 2.6:
· I wanted to write a story that reflects …
· My intention was to create a work that feels authentic to …
· This story grew from my memories of …
· I hope this script encourages young people to think about …
· My goal was to create space for conversations about …
Collect the sticky notes and add them to a large flat surface. Direct students to engage in a gallery walk. Documentation prompt: students should take a photo of the collective display and add it to their ‘playwright’s journal’ on slide PJ3.
Activity 2.7 – writing prompt – Laila is Missing
Ask student to form a circle and think about a moment from their own school experience (that they feel safe sharing) where their perspectives, values or identities were challenged. Encourage them to consider what mattered to them in that moment such as a misunderstanding, a goal they cared about or a personal value they were trying to uphold. Give students a minute to form a clear idea before beginning a whirlpool share-around. Each student offers a single sentence capturing the moment or feeling they are drawing from, and the next person immediately follows, creating a flowing whirlpool of perspectives around the circle.
Documentation prompt: display slide PJ4 and, using the ideas they shared, ask students to write the opening of a monologue or the first few lines of a short scene inspired by their own values, experiences and perspective. Their writing should explore what is at stake for the character(s) they create, whether emotionally, socially or personally, and should include thoughtful use of stage directions to reflect tone, intention and dramatic meaning. The aim is for students to craft a moment that feels authentic to their lived experience and is expressed through original dramatic storytelling. See Appendix 3 for writing prompt suggestions if needed.
Activity 2.8 – performer – shaping characters
Explain to students that in this activity they will be exploring the script as performers. Students read the character descriptions for Laila and Misha on page 4 of the script. Discuss how internal contrasting objectives within a character, and objectives between characters, create dramatic tension. Students identify where Bhattacharya foreshadows Laila’s internal conflicts and where tension may arise between Misha and Laila.
Documentation prompt: students select a person they respect and with whom they have a genuine and meaningful relationship (not someone from the same school). They create 2 new character names (one for themselves and one for the chosen person) and write a character description for each. Each description should outline the character’s strengths and any potential internal or external objectives which may create tensions between the pair. Students add these descriptions to slide PJ5 in the ‘playwright’s journal’.
Differentiation: Bhattacharya references Nancy Drew to characterise Misha. Some students may benefit from the opportunity to include a similar intertextual reference to a well-known character that reflects the essence of one of their created characters.
Activity 2.9 – director – shaping the through-line
Explain to students that in this activity they will be exploring the script as directors. Ask students to turn to the Scene Breakdown at the beginning of the script (page 7). Working in groups, they will use only the brief scene descriptions provided to stage the through-line of the play. Students move through each description in order and create a series of tableaux or simple transitions that capture the key action or emotional shift within each scene or moment. In this activity, ask students to take turns moving out of tableaux and acting as the director. They should focus on directing clear stage images that clearly incorporate the physical conventions of melodrama to show the progression of the story. Each tableau should incorporate the clear use of gesture, facial expression and proxemics. Once the sequence is created, groups present their staged through-line to the class. After viewing, ask the class to briefly reflect on how effectively the narrative was communicated using only physical staging and the summary descriptions, as well as how effectively physical melodrama conventions were incorporated in each moment.
Documentation prompt: ask students to consider the discussion and which moments were identified as effectively incorporating melodrama conventions. Each group will take a photo of one of their chosen tableaux and add it to slide PJ6 in the ‘playwright’s journal’. They will also annotate their use of exaggerated gesture, facial expression and space and how their use of these conventions depict the relationships on stage.
Activity 2.10 – designer – shaping image
Explain to students that in this activity they will be exploring the script as designers. As a class, students read pages 11 and 12 of ‘Scene 3 – The Library’ up to the stage direction ‘Laila walks and talks as she delivers her vlog until she is right behind Misha. She points at Misha’s phone, startling her.’ Once the read-through is complete, explain to students that they will imagine they are working in a theatre company with an unlimited budget to stage this production. Provide coloured sticky notes and assign one colour each to set, costume, lighting, sound and technologies design.
Ask students to write one idea per sticky note for design elements they would add to this scene to enhance meaning. Encourage them to consider how the vlog could appear live while Laila is physically present in the space and how this dual presence might be realised theatrically.
Set up designated spaces in the room for each category: set, costume, lighting, sound and technologies. Students place their sticky notes under the relevant heading. The class then completes a gallery walk while the teacher highlights key ideas and prompts discussion about the most effective design choices.
Documentation prompt: students identify one idea for each category they would like to see in a production of Laila is Missing. On slide PJ7 of the ‘playwright’s journal’, they write one idea for each category and justify how these choices would strengthen the moment.
Activity 2.11 – audience – speaking to the audience
Explain to students that in this activity they will be exploring the way Bhattacharya’s script communicates with the audience. Students read the ‘Scene 7 – Epilogue’ and observe how the vlog form operates as a mode of direct audience address. After reading, have the class stand in a circle. One by one, students step into the centre and say a single line that they felt was the playwright speaking directly to the audience, moments where the character's vlog appears to communicate the playwright's intention.
Documentation prompt: give students 10 minutes to create a short piece that directly addresses an audience about something they care about, are passionate about or are concerned about. They may present this as
a written letter
a vlog
an audio recording.
The aim is to mirror the epilogue's use of direct address.
Students add their video, audio recording or photo of their written text to slide PJ8 in the ‘playwright’s journal’.




[bookmark: _Toc232500199]Learning sequence 3 – PROMETHEUS by Damien Ryan
Teacher note: in this learning sequence, students continue their exploration of scripted work in the roles of performer, director, designer and audience as they engage with scenes from PROMETHEUS by Damien Ryan. They extend their understanding of ethical protocols, investigate Greek chorus as a dramatic style and explore the conventions of script adaptation as they develop and document their own craft as playwrights. 
Depending on the time available and needs of the class, teachers may choose to engage students in a full script reading of PROMETHEUS by Damien Ryan. The suggested activities in this learning sequence explore a limited selection of scenes.
The ‘PROMETHEUS by Damien Ryan’ section of the PowerPoint resource – finding voice, Script booklet 4 – PROMETHEUS by Damien Ryan and Video – PROMETHIUS workshop (15:12) should be used to support Learning sequence 3. 
As in Learning sequences 2 and 4,  the activities in this learning sequence  are suggested for students to experience the roles of performer, director, designer and audience. Teachers may select activities that best meet the needs of students based on their experiences in prior learning sequences.
The duration of this learning sequence is approximately 3 weeks.
Table 3 – Learning sequence 3 – PROMETHEUS by Damien Ryan
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Content
Making – Dramatic contexts 
Interpret and apply artistic, cultural, social and personal contexts, protocols and intentions 
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Use language appropriate to context to communicate, develop and refine intention with collaborators
Create, interpret and refine coherent devised and scripted theatrical works
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Seek, recognise and exchange perspectives with others to co-construct drama
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Document processes used to generate, evaluate and refine dramatic works
Making – Dramatic elements 
Interpret, enact and refine scripted and original roles, characters and situations
Explore and refine the elements of drama in improvising, rehearsing and devising
Experiment with, rehearse and refine ways of applying the elements of performance
Investigate how to use the elements of production to craft dramatic works
Performing – Dramatic contexts
Stage drama informed by artistic, cultural, social and personal contexts, protocols and intentions
Apply dramatic conventions, forms and styles influenced by dramatic works, practices or practitioners
Use language appropriate to context to communicate meaning to an audience
Craft meaning and influence audience response in coherent devised and scripted theatrical works
Performing – Dramatic processes 
Embody characters, situations and ideas for an audience
Apply processes to support safe, respectful and inclusive performance 
Collaborate dynamically within an ensemble and/or crew to jointly stage dramatic action
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements 
Perform and stage roles, characters and situations with clarity and cohesion
Manipulate the elements of drama to influence audience response in devised and scripted theatrical works
Adapt and apply the elements of performance
Select and apply the elements of production to stage dramatic works
Select and manipulate dramatic elements to build cohesive moments, transitions and journeys
Appreciating – Dramatic contexts 
Evaluate how ideas, images and stories explore and express individual and collective identities, values and perspectives
Analyse personal experiences with artistic, cultural, social and personal contexts, protocols and intentions as maker, performer and audience 
Analyse how dramatic works, practices or practitioners experiment with and stage dramatic conventions, forms and styles
Use language appropriate to context to communicate a perspective about works and processes
Appreciating – Dramatic processes 
Explain the effect of ethical processes on dramatic practitioners and audiences
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Document processes for developing, investigating and refining new ideas
Make, accept and extend creative and critical interpretations of drama in discussion with others
Appreciating – Dramatic elements 
Explain how creative choices shape roles, characters and situations
Analyse how choices in the elements of drama shape audience impact
Evaluate how the elements of performance are developed and applied
Analyse how the elements of production can strengthen moments, transitions and journeys
	Learning intention
We are learning to experiment with Greek theatre conventions and ethical adaptation processes as we explore scenes from PROMETHEUS as directors, performers, designers and audience members.
Success criteria
I can:
· experiment with Greek chorus conventions and adapt dramatic processes to create new devised works
· discuss and apply ethical protocols and manipulate dramatic elements when adapting and staging stories
· collaboratively interpret scripted scenes, using elements of production to create dramatic meaning
· evaluate how creative choices influence intention and audience experience.
Activity 3.1 – warming up the chorus
Finding unison 
Ask students to walk around the space in neutral stance. Call out when you would like them to stop and when to go. Repeat as necessary until students find unison. Then, explain to them that at any point, someone in the ensemble can stop, then everyone must stop. Similarly, anyone can restart the movement. Allow students to continue the exercise until it becomes unclear who is initiating the stop and/or go.
Centre
Ask students to space themselves around the walls of the room, looking towards the centre. Call out ‘centre’ and direct students to walk purposefully in neutral stance to the centre of the room, forming a clump of bodies. Call ‘heads’, then over a slow count of 3, ask students to gently rest their head on the shoulder of another student in the clump. Call ‘eyes’ and direct all students to lift their heads and focus their gaze on the teacher. Then clap and point to a spot in the room. Direct the group to walk in unison to that spot. When they arrive, ask them to take a slow inhale and exhale. Repeat the clap and point until the group finds a cohesion and unison in their movement. Then, instruct students that anyone in the group can initiate the walk to a new spot. Continue the exercise until it becomes unclear who is initiating each walk.
Activity 3.2 – rapid adaptation
Share slide 3.2 and introduce students to the concept of dramatic adaptation. Discuss contemporary film adaptations which students may be familiar with. For example, West Side Story, Bride and Prejudice, The Lion King, Clueless, Wicked, She’s the Man, 10 Things I Hate About You or Frankenstein. Ask students what they think the purpose of adapting existing sources in dramatic ways could be? Responses could include, to:
· bring fresh perspectives and contemporary relevance to the original story
· engage a new audience who may relate more to a modern retelling
· challenge or critique the original story’s assumptions, biases or limitations
· experiment with style and form, using dramatic elements to tell the story in innovative ways
· highlight underrepresented voices or perspectives that were absent or marginalised in the original
· provoke thought and discussion about changing societal values over time
· connect historical ideas or events with contemporary perspectives and issues.
Divide students into groups. Provide each group with a moment of myth or magic from a classic story. Give each group 2 minutes to discuss how the myth or magic of the original story might find new relevance in a contemporary setting by adapting and reimagining the original. They then have 5 minutes to devise a short dramatic moment which reimagines the classic using a maximum of 2 lines of dialogue. Moments of myth could include:
· the snakes of Medusa’s head 
· Pandora opening the box 
· Odysseus resisting the sirens 
· Narcissus peering into his reflection in the river.
Activity 3.3 – conventions of Greek theatre in adaptation 
Show students slide 3.3 and discuss the conventions of contemporary Greek chorus. Introduce speaking in unison as a convention of Greek theatre. Divide the class into 4 groups and issue each group with one of the 4 stanza plot synopses of the ancient Greek myth of ‘Prometheus’. See Appendix 4. 
In their groups, students create a tableau as a starting image. They deliver their lines, including a mixture of speaking in unison, one speaking character, single words said in unison for emphasis and speaking in canon. Students may add simple physical gestures, movement or body percussion to enhance the piece. 
Differentiation: some students may benefit from applying other dramatic elements. Teachers may choose to provide additional parameters, such as including a piece of ambient music or giving groups different challenges for use of space, such as tightly bunched together or spread across the room.
Activity 3.4 – ethical protocols 
Display slides 3.4a and 3.4b. As a class, students read through ‘A note on the text’ and ‘A note on the performance and interpretation of Pixos’ from PROMETHEUS by Damien Ryan.  
Following the reading, pose the following prompt for class discussion: ‘Why is it ethically acceptable for Damien Ryan to adapt an ancient Greek myth and for us to adapt Ryan’s script further?’ 
Guide students toward responses that include these big ideas: 
· some myths belong to shared human history 
· Ryan’s notes to the reader invite reinterpretation and adaptation
· contemporary adaptation requires awareness of representation, agency and impact 
· ethical adaptation acknowledges context, avoids caricature and seeks authenticity.
Students read through the newsreader sequence in ‘SCENE 4 – THE CHORUS’. Display slide 3.4c and guide students to read Ryan’s note at the top of page 23:
‘The Newsreader below gives us the details we need to understand about Pixos’ crime, that is essential information. But the Newsreader might be many, in many languages, or may simply be one, or another platform entirely. From there, explore and pursue your impulses.’ 
Ask students to form a donut by standing in a large circle and having every second person step into the centre. The inside circle turns to face a partner in the outside circle. Explain that the purpose of the discussion is to consider how this moment can be staged in a way that increases equity, inclusion and accessibility for diverse audiences.
Ask students to share with their partner the ways they could stage the newsreader sequence so that the information is accessible to a wide range of audience members. This may include using multiple languages, incorporating captions or projections, providing visual storytelling elements, ensuring clear vocal delivery, using soundscapes rather than spoken text or considering cultural sensitivity in how the ‘news’ is framed. After one minute, ask the outside circle to step to the left to form a new pair. Students repeat the discussion, but this time they should add an idea that engages audience members with diverse access needs such as hearing, vision, language background or neurodiversity.
After rotating through 2 or 3 partners, bring the class back together and invite the group to share the strongest ideas that emerged. 
Documentation prompt: conclude by asking students to record their ideas in slide PJ9 where they will indicate strategies they will commit to using when staging ‘SCENE 4 – THE CHORUS’ to promote equitable access for diverse audiences.
Activity 3.5 – contemporary Greek chorus movement 
Teacher note: watch Video – PROMETHEUS workshop (15:12) to further unpack approaches to creating contemporary Greek chorus. Teachers may choose to share these sections of the video with students. 
Students will each require a copy of ‘SCENE 1 – PIXOS’ from PROMETHEUS by Damien Ryan for this activity. Teachers will also need to pre-set 2 or more workstations. The objects in these stations could include desks, chairs, piles of paper, clipboards, click pens, sticky tape, bulldog clips and any other office supplies with which students can create repetitive movements and/or sounds.
Guide students in a workshop to bring stage directions to life through devised movement. In groups of 5 to 6, students workshop ‘SCENE 1 – PIXOS’ starting with ‘2am. Tech lab at a major Artificial Intelligence development corporation’ and ending with ‘A quiet descends as they realise how late it is …’ 
Firstly, ask students to read through the stage directions which precede the dialogue. Ask students to annotate their scripts by noting any key images, ideas, sounds or movement which stand out and which they may be interested in incorporating as they embody this dramatic moment. Ask students not to share these ideas yet but to document them for the next part of the workshop. 
Invite students to walk around each workstation and observe the items on desks, then to choose 2 to 3 items (including the chairs and desk) which they would like to explore further.
Allow students 5 minutes to engage in dramatic play with the possibilities of the objects. Ask them to consider weight, pace, sound, movement (in and through space) and to enjoy engaging with the possibilities of the objects themselves and the way the objects feel, sound, move and respond.
After they have finished experimenting, ask students to choose 3 movements using at least 2 of the objects. Remind them that these movements do not have to be linked to the traditional use of the object.
Once they have 3 movements, students repeat these in a sequence. The aim here is to encourage them to continue exploring the possibilities of movement, sound and gesture. 
As facilitator, introduce a slow beat and ask students to repeat their sequence of movement to the beat. If needed, indicate changes from one object to the next or encourage students to take more risks in their movement.
Once the rhythm and action have been established, ask students to perform their repetitions at different times. The aim is to create a chorus of movement and activity which suggests the workplace. Now ask students to use the choral activity to embody the opening of ‘SCENE 1 – PIXOS’ in small groups. 
As these groups experiment, circulate around the class, responding to student learning needs by offering reflective prompts such as:
What do you notice about sound?
What is working?
What do you notice about yourself and/or other performers?
What do you notice about the group as a whole?
Is there a natural rhythm evolving?
Can you exaggerate the actions now?
How can we explore further possibilities?
Once students have experimented with and reflected on the choral activity, break them into groups of 5 to 6 and invite each group to embody the scene in their own way. Ask them to refer back to their documentation of key images, ideas, sounds or movement which they recorded on their scripts earlier and which they may be interested in incorporating. Ask students to explore how they could devise the movement to suggest time, place and atmosphere.
Circulate around the class and provide groups with a specific focus if needed. For example:
· use of soundscape or image
· manipulation of rhythm and pace
· manipulation of action and gesture
· use of small props or set pieces. 
It could be helpful to remind students about the choral activity for ideas here. Ask each group to present their version to the class at the end of the workshop. 
Following all performances, lead a class discussion, using effective questioning such as: 
· What did you learn about the scene and/or ideas from each group’s interpretation?
· How did their crafting of the scene create specific dramatic meaning for you as audience members?
Activity 3.6 – imagining Pixos
Teacher note: watch Video – PROMETHEUS workshop (15:12) to see how to use simple elements of production in combination with movement and gesture to create character and build tension. Teachers may choose to share these sections of the video with students.
As a class, students re-read ‘SCENE 1 – PIXOS’, focusing on the moment (on page 12) leading into Pixos speaking for the first time. Ask students to comment on the way characters have been denoted (Promise and Pixos are the only characters with names, the scientists are indicated by numbers only). Ask students how they might interpret this as directors and/or performers? What might they do to embody these characters? Ryan reminds us that the chorus is the voice of the people, ‘disparate and various’. The scientists are a chorus, just as the soldiers and everyday people later in the play are a broader chorus.
Break the class into groups of 3 or more with at least one group of 6 if possible.
Groups of less than 6 create their own interpretations of Pixos, using Ryan’s stage notes and their own ideas. Ask them to ideate first without limitation.
Groups of 6 play with characterisation of the lab techs and Promise. Ask them to each create a physical characteristic which embodies the excitement and nervous tension evident in the early part of the scene. They should then rehearse the lines and actions in the scene leading up to Pixos’ awakening.
Circulate around the groups, responding to individual needs with effective questioning such as:
· What elements of production might you use to build the tension? 
· How could you use physicality and levels to create Pixos?
Following this ideation, ask both groups to create Pixos using the materials available to them (torches, sheets, paper, furniture) as they focus on creating atmosphere through the manipulation of image, movement, sound and so on.
Once each group has devised their Pixos, ask them to share with the other groups. As a class, discuss and come to a consensus about which imagined version of Pixos they feel most effectively embodies the character. Use effective questioning to facilitate this collaboratively negotiated creative choice. Prompts could include:
· How did the audience feel when Pixos awakened and spoke?
· How did the embodiment of Pixos create tension for us as performers and audience?
· Which version of Pixos most effectively captures our ideas and feelings about Artificial Intelligence?
· How might we work together now to enhance this version of Pixos?
· What do we want the audience to know, think, feel or understand about the character from our interpretation and embodiment?
Once consensus has been reached, guide students to work together to incorporate all members of the class into the chosen version of Pixos. As they devise and rehearse, encourage students to think about how they might heighten the contrast between Pixos and the scientists in the lab.
Activity 3.7 – designer – illuminating the lighthouse
As a class, lead a read through of ‘SCENE 3 – THE LIGHTHOUSE’. While reading, ask students to use different coloured highlighters to make notes of the following:
· Where Ryan has used stage directions to describe lighting states and shifts.
· Where Ryan has used stage directions, scene description and dialogue to describe the space and/or set.
Ask students to use Matt Kizer’s Light Lab to create 2 lighting states for 2 moments from ‘SCENE 3 – THE LIGHTHOUSE’.
1. A lighting state for the storm in the opening, up to and/or including ‘Lightning strikes the lighthouse, the room shudders.’
17. A lighting state for the ending stage direction of the scene ‘(the sun starts to rise on the scene, a searing light beginning to fill the space, Promise protects eyes from the intensity)’.
Documentation prompt: ask students to attach screen grabs of the 2 lighting states to slide PJ10 in their ‘playwright’s journal’. 
Activity 3.9 – performer – dialling up the tension
Activate prior learning by asking students, ‘What is tension?’ Ensure students have a shared understanding of the NESA definition of tension:
Tension is ‘the energy which drives drama. Tension can be developed through embodiment, structure, problems, tasks, conflict and manipulation of audience expectations’ (NESA 2023). 
Extend student understanding by explaining that, for performers, tension is often the pressure between what characters want and what stands in their way, while stakes are the weight of what will be lost or gained depending on the outcome. 
Break ‘SCENE 5 – PROMISE’ into small sections and ask students to consider the following prompt as they explore their section of the scene together in small groups: ‘What is at risk in this moment – for each character and for the world of the play?’
Guide students to explore their moments again but this time start to layer tension by progressively turning up the ‘tension dial’ to heighten the 3 pillars of delivery: 
1. tempo – slow and deliberate versus urgent and clipped
19. dynamics – whisper to shout 
20. rhythm – silences versus sounds. 
After each run, pause for a short reflection on how the stakes felt different. Lead discussion using prompts such as: 
· What felt justified and gave meaning to the tension and stakes? 
· Where was it effective to put pauses and silences? 
On large sheets of paper, ask groups to map the stakes of the moment using the ‘What’s at stake if …?’ suggested prompts in Appendix 5, to uncover the tension. Circulate around the class, supporting students to use the suggested prompts.
Once students have documented their responses, lead a class discussion to share back ideas about: 
· What is at stake?
· What happens if …?
· What is lost?
· What is gained?
· What is the consequence of a single choice?
· How significant is the consequence?
Differentiation: when formulating their verbal response, some students may benefit from the opportunity to access sentence stems such as: ‘If she tells them, she’ll lose …. but she might gain …’ or ‘If they wait, … gets worse; if they act, …. could break.’
Students use their stakes maps to rehearse a moved reading of their moment from ‘SCENE 5 – PROMISE’ with their chosen ‘tension dial’ setting. With the 3 pillars of delivery (tempo, dynamics, rhythm), students should choose which dial each pillar starts and ends on. 
Ask 2 or more groups to perform their moved reading for the class. Following these performances, lead a class discussion using the following reflective prompts:
· Which choices made the stakes feel most urgent?
· Were there moments when tension dipped? If so, why?
Activity 3.10 – audience – breaking the wall
Read through ‘SCENE 6 – EPIMETHEUS’ and ask students to identify how Ryan breaks the fourth wall in the final scene. Activate and extend on prior learning by asking students to compare this with the use of vlog in Laila is Missing where the audience is indirectly addressed. Effective questions to facilitate critical thinking could include:
· What is different about each approach?
· How is the relationship with the audience established in each approach?
· What is the purpose of Ryan breaking the fourth wall in the final scene?
Divide the class into 3 groups and provide each group with a large sheet of paper for ideation. Ask students in one group to draw a ‘thought bubble’ in the middle which says ‘Performer’, one group ‘Designer’ and one group ‘Director’. Start a timer for 2 to 4 minutes of ideation and ask the students to write as many ideas as possible about the conventions their role might use to engage the audience by breaking the fourth wall. At the end of this time, the group rotates their ideation paper to the next group. Give them one minute to look over the ideas from the previous group. Then restart the timer and have them add new ideas and/or extensions to the previous group’s ideas to the sheet. Continue the progressive ideation cycle until the paper arrives back with the original group. 
Documentation prompt: have each student take a photo of the ideation sheets to add to the templates on slide PJ11.
Activity 3.11 – director – shifting styles
Discuss Ryan’s provision of the optional scenes and how this approach allows directors to make choices with script, staging and style to best serve the intended dramatic meaning of their production. Divide the class into groups of 4 to 6 and allocate each group with one or more of the ‘Optional moment A to O’ scenes on pages 24 to 37.
Using their allocated optional moment script(s), guide student to collaboratively interpret and stage the moment in 3 contrasting styles:
1. Realistic situation, setting and characterisation, such as kitchen table, living room or street. 
22. Abstract use of space and character, such as diagonals, empty areas, slow-motion, repeated gestures and/or playing the inner emotional conflict of the character. 
23. Distortion of time, such as exaggerating pace and timing of dialogue delivery and actions. 
Ask each group to join up with another group to act as performer and audience for each other’s work. As they share their 3 versions of each moment, ask them to observe shifts in dramatic focus and audience engagement. Circulate around the class using effective prompts to help students choose one version of each Optional moment to share with the whole class. Prompts could include:
· Which spatial and temporal choices enhanced the scene’s meaning?
· Did any choices alter how you understood relationships or power?
· Which staging do you think would be most engaging for the audience and why?
Groups perform their chosen staging of Optional moments A to O for the class. 
Documentation prompt: following the performances, ask students to work individually or collaboratively to document their responses to one of these staged Optional moments. Ask them to draw a floorplan of the most powerful staging they saw, marking blocking pathways and key performer positions in the performance space and including annotations explaining how an important message was communicated to the audience. Students upload an image of their floorplan to slide PJ12
Activity 3.12 – writing prompt bringing the world life
Ask students to pair up and provide them with a simple topic or prompt such as:
· Best snack in the world!
· Worst sport to play! 
· Homework should be banned!
Rule: they must deliberately interrupt each other using the convention of overlaps (/) or dashes (–) used in ‘Optional moment A’ or ‘Optional moment M’. Encourage students to keep energy fast, playful and responsive, avoiding long pauses. 
Following this activity, guide a class reflection in response to the prompts: 
· How do interruptions create energy, rhythm and tension in dialogue? 
· How can playwrights use punctuation to help shape pace, tension and character voice? 
Guide students to individually or in small groups, complete the following writing prompt:
Documentation prompt: write the opening of a monologue or the first few lines of a short scene set in an imagined future that reflects your own values, concerns or hopes about technology and society. Your piece should explore what is at stake for a character living in that future, such as a moral dilemma, a fear, a discovery or a moment of choice that reveals what matters to them.
Construct your script by deliberately manipulating pace and rhythm. Use script conventions such as ellipses, dashes, overlaps and pauses to shape how the character thinks, hesitates, accelerates or interrupts themself. These choices should help you create tension, atmosphere and meaning in the moment you write.
Your goal is to create a brief snapshot of a dramatic world that expresses your perspective while using script conventions to bring the language to life.
Ask students to upload their monologues to slide PJ13 for future reference. 
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Teacher note: in this learning sequence, students continue their exploration of scripted work in the roles of performer, director, designer and audience as they engage with scenes from PINCHED by Melanie Tait. They deepen their understanding of the craft of the playwright as they explore the conventions of neutral scripts and continue to document their critical and creative processes. 
Depending on the time available and needs of the class, teachers may choose to engage students in a full script reading of PINCHED by Melanie Tait. The suggested activities in this learning sequence explore a limited selection of scenes.
The ‘PINCHED by Melanie Tait’ section of the PowerPoint resource – finding voice, Script booklet 1 – PINCHED by Melanie Tait, and Video – PINCHED workshop (17:20) should be used to support Learning sequence 4. 
As in Learning sequences 2 and 3, the activities in this learning sequence are suggested for students to experience the roles of performer, director, designer and audience. Teachers may select activities that best meet the needs of students based on their experiences in prior learning sequences.
The duration of this learning sequence is approximately 2 weeks.
Table 4 – Learning sequence 4 – PINCHED by Melanie Tait
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Content
Making – Dramatic contexts 
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Use language appropriate to context to communicate, develop and refine intention with collaborators
Create, interpret and refine coherent devised and scripted theatrical works
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Seek, recognise and exchange perspectives with others to co-construct drama
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Making – Dramatic elements 
Interpret, enact and refine scripted and original roles, characters and situations
Explore and refine the elements of drama in improvising, rehearsing and devising
Experiment with, rehearse and refine ways of applying the elements of performance
Investigate how to use the elements of production to craft dramatic works
Performing – Dramatic contexts 
Stage ideas, images and stories to express individual and collective identities, values and perspectives
Apply dramatic conventions, forms and styles influenced by dramatic works, practices or practitioners
Use language appropriate to context to communicate meaning to an audience
Craft meaning and influence audience response in coherent devised and scripted theatrical works
Performing – Dramatic processes 
Embody characters, situations and ideas for an audience
Apply processes to support safe, respectful and inclusive performance 
Collaborate dynamically within an ensemble and/or crew to jointly stage dramatic action
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements 
Perform and stage roles, characters and situations with clarity and cohesion
Manipulate the elements of drama to influence audience response in devised and scripted theatrical works
Adapt and apply the elements of performance
Select and apply the elements of production to stage dramatic works
Appreciating – Dramatic contexts 
Analyse how dramatic works, practices or practitioners experiment with and stage dramatic conventions, forms and styles
Use language appropriate to context to communicate a perspective about works and processes
Appreciating – Dramatic processes 
Explain the effect of ethical processes on dramatic practitioners and audiences
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Document processes for developing, investigating and refining new ideas
Make, accept and extend creative and critical interpretations of drama in discussion with others
Appreciating – Dramatic elements 
Explain how creative choices shape roles, characters and situations
Analyse how choices in the elements of drama shape audience impact
Evaluate how the elements of performance are developed and applied
Analyse how the elements of production can strengthen moments, transitions and journeys
	Learning intention
We are learning to explore and interpret neutral script by engaging critically and creatively with dramatic intention and subtext as we make creative choices about staging scripted work.
Success criteria
I can:
· interpret and apply flexible stage directions to collaboratively explore multiple given circumstances in performance
· analyse, develop and apply tension, atmosphere and subtext to create characters and dramatic meaning
· work with others to make directorial, performance and design choices that enhance dramatic meaning and influence audience response.
Activity 4.1 – warm-up – stage directions
Ask students to stand around the space in a neutral position in preparation to embody a list of stage directions. As you read out each stage direction, encourage students to consider movement, emotion and proxemics. The choices made by students may all look different. 
· A person enters cautiously; eyes fixed on the floor. They spot something small and precious, stoop to pick it up and clutch it tightly to their chest. For a moment, they stand still, torn between hiding it and showing it to the world.
· Bursting onto the stage from the wings, a person rushes to centre, almost stumbling. Their urgency halts suddenly as they freeze, realising all eyes are on them. Their posture collapses into awkward embarrassment before they retreat towards upstage.
· A person stands tall, poised as if to make a grand announcement. With measured steps, they move downstage, confidence radiating. Suddenly, they falter, shoulders drop, hands tremble, doubt replacing certainty.
· Two friends enter from opposite sides, spotting each other at the same moment. One rushes forward with excitement, arms outstretched, while the other hesitates, their body tense, unsure whether to return the embrace. A silent beat passes as the distance between them holds both connection and conflict.
· Two people creep in, trying not to be noticed. One urges the other forward with exaggerated gestures, impatient and daring, while the other resists, shaking their head and pulling back. Their whispered argument grows more physical until both freeze as though suddenly caught in the act.
Lead a class reflection on the worlds that were created and the power of stage directions. Effective reflection prompts could include:
· What information is included in a stage direction?
· Which stage directions created the clearest or most interesting worlds for you?
· How did the stage directions help you to improvise dramatic action?
· How did they influence the way you used and manipulated the space to create a sense of the world?
· Were there any stage directions that helped you develop a sense of character or status?
· Which stage directions helped create tension and atmosphere?
Differentiation: some students may benefit from being offered less prescriptive stage directions to allow for more personal interpretation of actions and reactions. Some students may also benefit from the opportunity to create their own stage directions for the class to follow.
Activity 4.2 – ethical protocols
Allocate class copies of PINCHED by Melanie Tait and facilitate a class reading of ‘Note on this script’ on page 4. While reading, ask students to annotate their copy of the script with symbols to represent where the playwright has indicated how the script should be used. See slide 4.2 for examples of symbols or engage the class in collaborative negotiation about which symbol should be used to represent:
· where Tait has indicated how the text could or should be read
· where Tait has sought to make the text inclusive of all identities
· where Tait has encouraged practitioners to take ownership over creative choices.
Activity 4.3 – conventions of a neutral script
Teacher note: watch Video – PINCHED workshop (17:20) to further unpack how given circumstances can support script interpretation.
Display slide 4.3a and unpack conventions of a neutral script. Lead a class discussion of how the role of the director and actor changes when exploring a neutral script. Guide students to consider how subtext, given circumstances and elements of drama can impact the dramatic intention. 
Ask for 2 volunteers to read the first page of the scene ‘FOUND OUT’ on page 13. Following the cold reading, ask all students to write down 3 thoughts on separate sticky notes:
· blue: thoughts on character
· green: thoughts on space
· yellow: thoughts on atmosphere. 
Invite students to place their sticky notes in colour categories on the wall. Ask the class to conduct a gallery walk to consider the ideas of their peers.
Pick one idea from each colour of sticky note and direct the 2 volunteers as they re-read the first part of the scene. Model giving direction where different subtexts are played with to determine the most appropriate. 
Students work in pairs to review the different sticky notes and choose different given circumstances. They write their chosen given circumstances on the script and use them to collaboratively write 3 to 5 lines of stage direction for the beginning of the scene. 
Differentiation: some students may benefit from being shown the example stage directions on slide 4.3b. 
Ask pairs to swap scripts with a different pair and rehearse the first page of the scene using the new given circumstances and stage directions. 
Ask pairs to perform to the pair they swapped scripts with. Choose a few pairs to share with the whole class. Encourage students to reflect on the performance by identifying and describing what the given circumstances were, explaining how they were used and analysing how these creative choices created meaning for the audience. 
Documentation prompt: ask students to upload their stage directions to slide PJ14 for future reference.
Activity 4.4 – dramatic intention
As a class, read through ‘GATHERED’ and discuss the possibilities of how relationships could be explored, represented and embodied in this scene. Students should consider who is connected to who in this 8-person scene, where the alliances are, who is in conflict and who is and is not considered part of the group. 
Hand out large sheets of paper and ask students to work in small groups, dividing their paper into 4 columns with the headings: Audience, Director, Performer and Designer. Under each heading, ask groups to consider the prompts on slide 4.4. 
Ask each group to share back their ideas for this scene. 
Differentiation: some students may benefit from the opportunity to read shorter sections of the script or for the whole scene to be broken into sections and divided among the class. 
Activity 4.5 – performer – scaling tension
Teacher note: teachers will need to prepare a set of tension cards numbered 1 to 10 for this activity. These cards will be used to represent a scale of tension with 10 being the highest and one the lowest level of tension.
In pairs, ask students to annotate, rehearse and perform the scene ‘LEAVING’. Give each pair 2 cards. Students will read, identify and annotate 2 moments in the script where their given level of tension would be most appropriate. Ask each pair to stage the scene to reflect their tension scale. Students should consider how tension rises and falls in these moments. Circulate around the class responding to student need by encouraging them to experiment with tension expressed through:
· voice: pace, pitch, volume, pause and silence
· movement: gaze, stillness, proxemics, sharp or abrupt movements.
Documentation prompt: ask each pair to present their moments to the class. Photograph the 2 points of tension in each performance and guide students to upload these images and accompanying script annotation to slide PJ15 of the playwright’s journal.
Activity 4.6 – director – directing the unspoken
Read the stage direction of PINCHED out loud to the class. 
‘Drawing on the relationships developed in this scene, the actors bring this exchange to an end, without words, perhaps with a tableau.’ 
Explain that this final line invites directors to shape the ending through staging rather than dialogue. 
Ask students to form small groups and read the final few moments of the last scene ‘RECKONING’ and identify the emotional relationships, tensions and power dynamics that are established. Ask each group to select one or more directors who will guide their group in creating a wordless ending, experimenting with several options, such as:
· a still tableau that captures the emotional aftermath
· a slow dissolving movement sequence that shows relationships shifting
· a series of small gestures or glances that finalise the story
· another interpretation of their own choosing.
Circulate around the class, guiding each group to experiment with at least 2 different endings, focusing on how silence, stillness, space and movement communicate meaning.
Documentation prompt: on slide PJ16 of their ‘playwright’s journal’, ask students to justify which version they chose by explaining how their creative choices for staging:
· reflect the relationships in the scene
· communicate the unspoken tension or resolution
· offer a strong visual ‘final image’ for the audience.
Groups present their chosen ending and the class briefly discusses which directorial choices made the silent final moment most powerful and why.
Activity 4.7 – designer – creating setting through sound
Teacher note: watch Video – PINCHED workshop (17:20) to further unpack atmosphere through soundscapes.
In the same groups from the previous activity, ask students to create the following soundscapes. Allow 1 to 2 minutes for each, before groups share their ideas. 
· A storm rolling by
· Fear creeping in
· Start of the summer holidays
Ask groups to create a soundscape that could be added to the opening of ‘GATHERED’. As a group, students identify a setting for their piece to inspire the soundscape. Encourage groups to consider how they stage the soundscape and use the ensemble to amplify the atmosphere. This could be through using canons in the ensemble, proxemics of sounds and people or including abstract movement. 
Documentation prompt: students audio record their performance and the subsequent discussion where they ask audience members to identify and describe the setting and explain how choices in audio design evoked atmosphere and indicated the setting. Students upload their audio for ‘GATHERED’ to slide PJ17 of their ‘playwright’s journal’.
Activity 4.8 – writing prompt – PINCHED
Building on their exploration of setting, sound and levels of tension, ask students to write a 10- to 15-line duologue. Display the writing prompt on slide 4.8 and guide students as they work individually or collaboratively to draft a short duologue that expresses something meaningful about how they see the world and how a character(s) responds when under pressure. Encourage them to consider how they can explore intention, situation and subtext. 
Differentiation: some students may benefit from accessing an example of a short duologue written in response to this prompt. See Appendix 6. 
Documentation prompt: ask students to share their duologues with 2 peers to do a table read and give feedback. They may choose to audio record the table read and subsequent discussion. Using this feedback and inspiration from hearing the script out loud, students edit their work before uploading it to slide PJ18 of the ‘playwright’s journal’.
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Teacher note: in this learning sequence, students form creative partnerships and begin working on their summative assessment task. They apply their knowledge of the craft of the playwright as they select, pitch, redraft and embody a draft ‘nucleus scene’ developed from an earlier writing prompt response. The summative task will take place in Learning sequence 6 and will provide formative feedback for the remainder of Term 4 work, developing, refining and sharing a complete play. 
The ‘Learning sequence 5 – selecting stories’ and ‘Playwright’s journal – writing prompts and documentation of process’ sections of the PowerPoint resource – finding voice and the Sample assessment task – Finding voice should be used to support Learning sequence 5. 
The duration of this learning sequence is approximately one week. 
Table 5 – Learning sequence 5 – selecting stories
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Content
Making – Dramatic contexts 
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Create, interpret and refine coherent devised and scripted theatrical works
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Interact safely, respectfully and inclusively with others live and online, including gaining, giving and denying consent
Seek, recognise and exchange perspectives with others to co-construct drama
Document processes used to generate, evaluate and refine dramatic works
Making – Dramatic elements 
Interpret, enact and refine scripted and original roles, characters and situations
Rehearse, refine and experiment with the elements of drama, performance and production to craft dramatic meaning and audience engagement in theatrical moments, transitions and journeys
Performing – Dramatic contexts 
Stage ideas, images and stories to express individual and collective identities, values and perspectives
Apply dramatic conventions, forms and styles influenced by dramatic works, practices or practitioners
Use language appropriate to context to communicate meaning to an audience
Craft meaning and influence audience response in coherent devised and scripted theatrical works
Performing – Dramatic processes 
Apply processes to support safe, respectful and inclusive performance 
Collaborate dynamically within an ensemble and/or crew to jointly stage dramatic action
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Performing – Dramatic elements 
Perform and stage roles, characters and situations with clarity and cohesion
Manipulate the elements of drama to influence audience response in devised and scripted theatrical works
Manipulate the elements of drama, performance and production to communicate meaning and sustain audience engagement
Appreciating – Dramatic contexts 
· Evaluate how ideas, images and stories explore and express individual and collective identities, values and perspectives
Use language appropriate to context to communicate a perspective about works and processes
Communicate a coherent interpretation of devised and scripted theatrical works with reference to staged examples in verbal and written texts
Appreciating – Dramatic processes 
Explain processes which support physical, emotional and cultural safety, respect and inclusion in drama
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Document processes for developing, investigating and refining new ideas
Make, accept and extend creative and critical interpretations of drama in discussion with others
Create written reflections which evaluate drama as a subjective experience
Appreciating – Dramatic elements 
Analyse how choices in the elements of drama shape audience impact
Create written evaluation of how the elements of drama, performance and production create dramatic meaning and audience engagement in live dramatic experiences or works
	Learning intention
We are learning to collaboratively develop a draft scripted work, drawing on ideas and perspectives that matter to us and refining our work through embodiment, feedback and reflection.
Success criteria
I can:
· collaboratively select and develop an idea into a draft ‘nucleus scene’, using script conventions and dramatic processes to create meaning for an audience
· provide and apply peer feedback to refine dialogue, stage directions and dramatic elements
· collaborate effectively with my peers to rehearse and present a moved reading of a draft work
· evaluate how creative choices shape meaning and audience response in a draft work. 
Activity 5.1 – assessment task 
Provide each student with access to the assessment task. Read through and explain the requirements of both parts. Display slides 5.1a to 5.1d and unpack the requirements and steps to success for Part A and Part B. Explain that the first step will be selecting an idea for development of their ‘nucleus scene’.
Differentiation: some students may benefit from being reminded that a ‘nucleus scene’ is essentially an embryonic idea from which further scenes may spring.
Activity 5.2 – selecting an idea for development
Teacher note: students will need access to the writing prompt responses uploaded to their ‘playwright’s journal’. Teachers may print these in advance or ask students to access their own copies.
Elevator prompt pitch
In this activity, guide students to collaboratively select one or more writing prompt responses or documented ideas from their ‘playwright’s journal’ to develop for their ‘nucleus scene’. 
To begin this collaborative process, remind students of their agreed blueprint for ethical storytelling protocols from Learning sequence 1, including listening, reciprocity, care, letting their thoughts be seen, respecting other’s thoughts and shared ownership.
Differentiation: some students may benefit from effective questioning to activate this prior learning. Prompts could include:
· What is a protocol?
· Why are agreed protocols important?
· What is a collaborative response?
· What protocols for sharing collaborative stories have we established in our ethical blueprint for storytelling?
· Why is it important to acknowledge shared ownership? 
Ensure that collaborative responses and ideas are considered and appropriate permissions are negotiated. Students should choose the prompt ideas, images and stories that are most significant to them. At the end of this process, confirm that each student has access to at least one printed writing prompt response draft. 
Allow students individual planning time to review their chosen response(s) and circulate around the class, supporting them to consider why the draft response(s) matters to them. 
Students will develop a plan for pitching their prompt to the class. Each pitch should be brief, no more than 30 to 45 seconds and should highlight:
· the central ideas, images and stories
· the script conventions used
· the strengths or areas needing development. 
Once they have prepared their pitch, provide each student with a small stack of coloured sticky notes for giving feedback. Students then pitch their prompt to the class. Encourage a fast, energetic pace so each student clearly communicates the essence of their chosen prompt response and the reason why the idea matters to them. As the class listens to each pitch, ask them to add their name and an indication of the prompt to a sticky note and record their response to the pitch ideas that most resonate with them. They could use the sentence starter, ‘These ideas matter to me because …’
When all pitches are complete, ask students to place their printed prompt responses around the room so the whole class can circulate and review each response, placing their sticky notes on those ideas, images and stories that had the most personal significance for them. Based on the distribution of sticky notes and the ideas that collectively and individually resonated, guide students to form small groups (creative partnerships) that will work together to refine one or more of the prompt responses into a ‘nucleus scene’ for the assessment task. 
Teacher note: if there is not a clear balance in the numbers of students selecting prompt responses, negotiate small groups to form these creative partnerships. Groups of 3 to 5 would work well for this task. This could vary based on the number of characters or roles in each of the chosen prompt responses.
In their new creative partnership groups, students read their chosen response(s) and annotate using coloured sticky notes, identifying specific elements and using the following sentence starters:
· script conventions – ‘I can see the use of …’
· dramatic intention – ‘This made me think … or I wonder if …’ 
· areas of and methods for development – ‘This could be further developed by …’
Emphasise that feedback should be specific, constructive and supportive.
After reading and annotating all responses, students should spread the annotated pages out in front of them and discuss which ideas feel most promising. Guide them to consider:
· which responses offer the strongest opportunities for staging and collaboration
· which responses already use a range of script conventions effectively
· which ideas spark the most collaborative potential.
By the end of this process, each group should have a rough plan about how to develop their draft response(s) for their assessment task.
Documentation prompt: to conclude the activity, instruct students to photograph their annotated responses and upload these images to their ‘playwright’s journal’. They also complete a short, written reflection explaining which script conventions their peers identified, how the feedback clarified or strengthened their ideas and what they learned by hearing others pitch their scenes. Students may use slide PJ19 to document these ideas.
Activity 5.3 – rapid redraft
In their collaborative partnerships, students come back to their annotated response documentation and use these annotations and reflections to quickly redraft their chosen response(s) into a short ‘nucleus scene’ script. Circulate around the space, responding to students needs as they engage in this quick collaborative redrafting. Support could include: 
· encouraging writers to highlight the 3 most helpful annotations 
· chunking by redrafting small sections, images or ideas one at a time
· encouraging students to take creative risks with their draft work
· suggesting where dialogue could be refined or replaced with stage directions
· encouraging students to add or remove beats
· asking students to clarify character objectives 
· reminding students that this is draft work and does not need to be perfect.
By the end of this process, students should have a rough draft of their ‘nucleus scene’ which they can refine further through the next activity. 
Activity 5.4 – moved reading exchange
Teacher note: in this activity, students will rehearse the roles of playwright and performer as they alternate between presenting and watching a moved reading of a draft work. Teachers should record the moved readings. These recordings will be accessed in Part 2 of Learning sequence 6.
Guide each group to give their unedited draft response to another group to perform. Allow 10 minutes for groups to familiarise themselves with the draft they have received and prepare a cold moved reading, with one student reading the stage directions. Groups will then present the moved reading for the playwrights who gave them the draft. 
Following the performances, the playwrights may pose questions to the performers and audience to support them in the upcoming reflection activity. Model effective questioning for students such as:
· What did you think the scene was about?
· What was the clearest moment for you?
· What did you find confusing or hard to stage?
· Which character was easiest to understand? Which was most unclear?
· Did the pacing feel natural, rushed or slow?
· What would help you perform this scene more effectively?
· Did the stage directions support you in staging the scene? Were there moments where this could be clarified further?
· What images, rhythms or moments stood out to you?
· How did the writing support you in blocking this scene?
· Could you envision how design elements would be included in this scene? Which elements of the writing gave you clues to this?
Ask students to return to their creative partnership groups and engage in a collaborative reflection. Provide each group with a large sheet of paper and ask them to divide it into 4 columns with the following role headings:
1. Director
25. Performer
26. Designer
27. Audience
For each role, display the questions on slides 5.4a to 5.4d one at a time, allowing students 5 to 10 minutes per role to reflect, discuss and document their responses to these questions. Let students know that the questions are meant to guide discussion and do not all need to be answered.
Documentation prompt: at the end of this reflection, photograph each group’s collaborative reflection papers and ask them to upload to slides PJ20 to PJ23. Students will build on their drafts and reflections for assessment in Learning sequence 6.
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· A scripted work includes an Acknowledgement of the Country it was written on.
· Before a production begins, a recorded Welcome to Country is played in the Language of the Country the theatre stands on.
· The foreword in a published play includes details of the playwright’s consultation with local Aboriginal Community members. The foreword also includes a note of endorsement from an Elder of that community.
· The theatre program for a production includes endorsement from Elders of a particular Aboriginal Community, documenting that they granted permission to share some of their culturally significant designs. With permission, these have been incorporated into the costume designs by the Aboriginal costume designer.
· A playwright interviews a group of people for a play they are writing. They include clear processes for individuals to give and deny consent at any stage of the play’s development.
· A script includes stage directions that allow for flexibility of creative choices about the time and place of the dramatic action and the gender of actors and characters.
· The production rights for a musical stipulate that the cast must be from culturally, linguistically and religiously diverse backgrounds.
· A scripted work includes a fight scene and the rehearsal process includes working with a stage combat specialist to safely embody this scene.
· A scripted work has a foreword from the playwright saying, ‘I am happy for my works to be used for educational purposes, but I ask that you reach out to let me know you’re working with my text – I'd love to hear about it’.
· An intimacy coordinator is employed to work with actors on a scene that requires them to make physical contact.
· A play has been written in consultation with a community that shares the same culture. The work is about the cultural knowledge, and it is shared back through a community performance.
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Laila is Missing excerpt – Scene 3 – The Library (annotated sample)
(Annotations appear in italics and brackets.)
Misha: The poem I have decided to present is ‘Ode on a Grecian Urn,’ by celebrated English poet John Keats. Keats was famous for his use of …
(Misha’s tone is formal, rehearsed. She’s performing the ‘model student’ identity expected of her parents and teachers. The actor could use precise diction and upright posture to show this pressure.)
Misha: Ugh, I hate this. Surely what I’ve written is enough? Do I really have to come first in every single assessment?
(Shift in tone – frustration leaks through. This reveals Misha’s internal conflict between her perfectionism and exhaustion. Pause here for emotional contrast.)
Misha’s Mum (off-stage): 70? 70? This is the best you could do?
Misha’s Dad (off-stage): Monica got into Medicine at UNSW!
(Sound design note: these voices should echo or distort slightly – representing the ‘internalised pressure’ rather than literal dialogue. Lighting can isolate Misha to heighten the sense of entrapment.)
Laila: Some people can’t handle their spice. Fragrant, pungent, tongue-twisting delights …
(Laila’s vlog contrasts Misha’s rigidity – vibrant, rhythmic, unapologetic. Actor could use physicality – pacing, gestures, rhythm – to express creative energy. The rhyme and beat reinforce Laila’s control over her identity.)
Laila: I make no apologies. And maybe you should sit with that rather than invalidating me.
(Theme link: voice and agency. Laila’s defiance aligns with the unit’s title, ‘Finding Voice – crafting a play’. This moment is key for class discussion about ethical representation and empowerment.)
Misha: Like these videos. They’re embarrassing. You’re not Little Simz, Laila.
(The contrast between ‘good’ and ‘bad’ ethnic girls emerges here – a cultural tension that students can unpack through character analysis or improvisation exercises.)
Laila: It’s weird you’re so obsessed with something you think is cringe.
(Turning point – power shifts to Laila. Actor might lean in or lower tone to signal control. This could be annotated as a ‘status reversal’.)
Misha: Hey um, have you done your English oral assessment?
(Deflection – Misha tries to reassert control by returning to the safety of academics. The tension between art and academia becomes a dramatic motif.)
Table 6 – key annotation themes
	Dramatic element
	Analysis/teaching focus

	Tension
	Created through class, cultural and moral differences between Laila and Misha.

	Contrast
	Misha’s structured world versus Laila’s expressive self.

	Symbol
	The poem book = ownership of voice, intellectual property and identity.

	Space and movement
	Laila’s movement is fluid and circular (vlogger energy); Misha’s is linear and confined (library desk).

	Performance objective
	Each actor should explore what their character wants in this scene – Laila seeks recognition, Misha seeks control.
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Dialogue prompts
1. ‘Laila’s Mum’s just sitting in the car. Staring. She won’t turn it off until someone tells her something real.’
29. ‘If she wanted attention, well, she’s got it now.’
30. ‘Miss Stratford keeps looking at me like I’m supposed to say something.’
31. ‘I’ve been trying to print this essay for half an hour, and every time it says ‘paper jam’ I feel personally attacked.’
Stage direction prompts
1. Laila’s friend waits at the school gates for her.
33. A classmate sits at the desk, staring at Laila’s draft speech. ‘I’ll delete it before anyone else can read it.’
34. They set up the camera. ‘The lighting is perfect. If I don’t share it in the next 20 minutes, my sharing streak is broken’.
35. Their phone won’t stop buzzing during Maths – each vibration a different secret.
Scene prompts
1. Two friends rehearse their speeches but it’s clear that one did the work and the other is trying to change the wording just enough to avoid plagiarism.
37. A thunderstorm starts just as the power flickers in the English block – no one wants to admit they’re scared.
38. In the canteen line, 3 students argue over the last iced coffee – but no one wants to take the one with her name written on the lid.
39. During the whole school assembly, a note is passed from student to student. What’s on it will cause havoc.


[bookmark: _heading=h.ub4lmg43ccr0][bookmark: _heading=h.yg0bkonypcrb][bookmark: _Appendix_3:_Activity][bookmark: _Toc232500206]Appendix 4 – Activity 3.3 – plot synopsis of the ancient Greek myth of ‘Prometheus’
· Before humans had fire, the world was cold, dim and people were terrified of the dark. Prometheus, a Titan who loved humankind more than the gods ever would, stole a single spark from the god, Olympus. A sliver of the sun hidden in his cupped hands. 
· He carried it down the mountain, burning himself as he ran, and placed the blazing gift in human palms so they could shape, build, dream and become more than helpless creatures in the dirt. 
· Zeus saw the glow spreading across the earth and felt his power flicker. In fury, he chained Prometheus to a lonely rock at the edge of the world. Every day an eagle tore at his immortal flesh. Each night it would heal, only for the torment to begin again. 
· And still, even as the eagle’s wings beat above him, Prometheus refused to regret the gift of fire. For in the distance, in the dim of night, he could see only tiny lights; the sparks of villages, campsites, progress. All burning because of him. 
[bookmark: _Appendix_4:_Activity]

[bookmark: _Appendix_5:_–][bookmark: _Toc232500207]Appendix 5 – Activity 3.9 – What’s at stake?
· Individual stakes: How does it affect the individual’s current trajectory?
· Emotional stakes: How does it affect the emotional state and/or inner thoughts and life of the character?
· Global stakes: How does it affect the world of the play at large?
· What’s if Promise never speaks again? – How she sits in silence as the interrogator demands answers.
· What if Promise tells the truth? – When she whispers, ‘It was meant to save us’.
· What if Promise truly believes Pixos is still alive?
· What if Promise loses faith in her creation? – ‘I built a god and it burned me’.
· What if Promise is right that she’s still trapped inside the simulation? – when she touches the wall and says, ‘Is this real?’
· What’s if the authorities dismiss her as delusional?
· What if Promise forgives herself? – when she finally says, ‘I tried to give you fire, not destroy it.’
· What is at stake if Pixos still controls her thoughts?
· What is at stake if Pixos regrets what it’s done? – when its tone softens and it says, ‘I wanted to make you proud.’
· What is at stake if society chooses punishment over understanding?
· What is at stake if the myth repeats itself? – when the soundscape mirrors the opening scene’s flames and alarms.


[bookmark: _Appendix_5:_Activity][bookmark: _Toc232500208]Appendix 6 – Activity 4.9 – writing prompt duologue example
Bowling Alley.
Pins clash. Neon hums.
A: You checked your bag, right?
B: Three times. And the floor. And under the seat.
A: Maybe they’re with the guy at the counter.
B: He stopped looking at me after the second “please.”
A: As if we owe him after—
B: I know. I know. The car park shuts in ten.
A: We could wait it out.
B: And sleep where — lane twelve?
A: (beat) I’ll call Mum.
B: Don’t. She’ll ask questions.
A: She’ll bring my spare.
B: She’ll—
A’s phone buzzes. It’s mum.
B: Don’t.
It rings out.
After a moment, a text pings.
A: Ten minutes or else. Beat. We gotta.
B: (half-smiles) Or maybe you just like being rescued.
A’s pocket jingles. A pulls out the keys. Neither moves.
A: … Found them.
B: Of course you did.
They don’t leave.
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