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Intent – staging scripts
This resource is a sample unit for Stage 6 (Year 11) Terms 1–2. It provides an example of one way to approach programming for some of the Drama 11–12 Syllabus (2025) content. In this unit, students engage with Scripts in practice, collaboratively exploring a variety of styles and approaches as they engage with and enact a diverse collection of scripted works.
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Description: through embodied and collaborative processes, students investigate a variety of styles and approaches as they engage with a collection of scripted works. They interpret and enact these works, exploring the contexts, purpose and conventions as represented in a stylistically, culturally and artistically diverse collection of scripted works. Students experiment with subtext, tension and the performance dynamic that occurs in the silences between characters, as they manipulate and communicate meaning and creative intent in performance.   
Students develop safe and collaborative processes as they create a shared directorial vision for shaping and staging a live class production of this collection of scripted works. They develop and apply performance skills and creative and critical processes as they consider how creative intention can be realised for an audience through experimentation with cohesive devised moments of transition and the intentional selection and manipulation of dramatic elements to enhance meaning.  
Duration: this unit is designed to be completed over a period of approximately 40 hours in Term 1 and 20 hours in the first 5 weeks of Term 2, but can be adapted to suit the school context.
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.
Focus areas: Forms and styles, Improvising and devising, Scripts in practice
Assessment: scripted work performance and creative intent extended response.
Consulted with: Arts organisation and practitioners, Teaching and learning advisors, and Aboriginal Education Advisor, Curriculum Implementation and Provisions.
Creation date: 18 September 2026
[bookmark: _Toc243389785]Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works 
DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Drama 11–12 Syllabus © NSW Education Standards Authority (NESA) for and on behalf of the Crown in right of the State of New South Wales, 2025.
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This sample unit aligns with the following support materials: 
Sample assessment task – ‘Intent – staging scripts’
Script booklet – ‘Listen to the silences: a collection of scenes for young people’
PowerPoint resource – ‘Intent – staging scripts’.
All documents associated with this resource can be found on the Drama 11–12 webpage of Planning, programming and assessing Creative Arts 
11–12.
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PowerPoint resource – ‘Intent – staging scripts’: this resource is designed as an essential companion document for the unit. It contains supplementary activities and examples and can be downloaded from the website and edited by the teacher.
Script booklet – ‘Listen to the silences: a collection of scenes for young people’: this resource contains the duologues/scenes referenced in the unit. It can be copied in whole or in part for students and should be used with associated learning activities. This collection of short scenes was commissioned by the department to supporting teachers to:
choose scripted works that connect to students’ interests, experiences and perspectives, and that provide meaningful opportunities for engagement and exploration
select scripted works that offer opportunities to explore diverse staging, conventions, approaches, forms and styles, and the exploration of characters or roles, relationships and dramatic situations
choose works that support students in generating their own artistic vision through acting, directing, design, scripting or film
provide scripts or excerpts that allow for experimentation with staging and performance, the elements of drama and the elements of production
provide material that encourages critical discussion and reflection on artistic, cultural, personal and social contexts.
ensure scripts are available in accessible forms for students who may need them.
Documenting dramatic processes: documenting the development of creative and critical ideas supports students to develop, refine and shape dramatic works. Through documentation, students strengthen their aesthetic knowledge and understanding, supporting their growth as dramatic practitioners. A variety of documentation forms are suggested for different activities in this unit. Teachers are best placed to decide on the form which this documentation should take in their classrooms. It is recommended that teachers establish the expectations and equipment needed for regular documentation in the first few lessons of Year 11 Drama. 
Formative assessment opportunities: formative assessment strategies are included in a pink box in this unit. Each of these suggestions presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. Each of the 9 Year 11 outcomes have been used to model a variety of approaches to formative assessment throughout the unit. All activities are suggestions only and can be adapted to suit individual school contexts and student need. Further advice can be found on the High-impact formative assessment webpage.
Differentiation and adjustments: suggested activities for High Potential Gifted learners and students requiring learning adjustments are included in a grey box in this unit. All activities can be further scaffolded to suit individual school contexts and student need. 
NESA teaching and learning support: effective interpretation and implementation of Drama 11–12 Syllabus (2025) content and outcomes requires teachers to understand and teach students about dramatic contexts, dramatic processes and dramatic elements. It is strongly recommended that teachers engage with the following NESA teaching and learning support documents prior to teaching this unit; Dramatic contexts: Drama 7–12, Dramatic processes: Drama 7–12, and Dramatic elements – Definitions and conventions: Drama 7–12.
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Teacher note: the Learning sequence 1 section of the PowerPoint resource – ‘Intent – staging scripts’, along with Jay’s Reflection by Chenoa Deemal and JORDAN by Bjorn Stewart from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 1. 
Learning intentions and success criteria have been provided on slide 1.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately 2 weeks.
Table 1 – Learning sequence 1 – understanding practitioners
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Forms and styles – making
Investigate the ways artistic, cultural, social and personal contexts shape creative choices in dramatic works
Experiment with dramatic processes in the creation and development of works
Forms and styles – performing
Experiment with the staging and performing of works and experiences with a range of dramatic processes, forms and styles
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – making
Collaborate safely and respectfully using agreed protocols, roles and responsibilities
Improvising and devising – critically reflecting
Use safe processes to share ideas and provide feedback as a maker, performer and audience member
Scripts in practice – making
Analyse the ways context, ideas, intentions, forms and styles shape creative choices in dramatic works
Scripts in practice – performing
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Apply the elements of production in live, recorded or hybrid performances as a performer or practitioner to realise creative intent
Scripts in practice – critically reflecting
· Reflect on the ways dramatic contexts and elements shape choices to realise creative intent
· Analyse how the elements of production heighten key moments and shape the dramatic journey in scripted works
· Evaluate how group and individual choices in scripted performances impact audience engagement
· Analyse the ways dramatic meaning is shaped by design, direction, writing and performance
	Learning intentions
We are learning to apply dramatic processes as we collaboratively explore the roles of dramatic practitioners and investigate how conventions, creative intent and contexts shape scripted works.
Success criteria
I can:
· identify and reflect on my role and goals as a dramatic practitioner
· understand and apply safe, collaborative, embodied and critical and creative processes
· interpret and use conventions of scripted works in embodied workshops and critical reflection
· analyse and reflect on how context and intention influence dramatic meaning in a variety of scripted works.
Activity 1.1 – What is a dramatic practitioner?
Teacher note: in the first lesson of Year 11 Drama, teachers should establish the course structure and learning expectations specific to their school context. This could include taking them through the course scope and sequence, reviewing assessment guidelines and setting up behavioural expectations and equipment requirements. Teachers are encouraged to approach this first week with a focus on the embodied, collaborative, safe, creative and critical processes fundamental to drama. A collection of appropriate warm-ups Activity 1.1 – suggested warm-ups have been provided in the Appendix, sections of this unit so that teachers can select those that best meet the learning needs, size and prior Drama experience of their specific class context. 
Welcome the class to Year 11 Drama and engage students in a Flocking warm-up below. 
Flocking: students form a group standing close together, all facing the same direction. One student leads the ensemble by initiating simple, continuous movements (walking, raising and lowering arms or swaying) while the group copies them exactly, moving as one unified ‘flock’. Encourage slow and controlled movements and gestures. When the group is confidently ‘flocking’, the teacher signals ‘change’ and the leader changes direction. The student now at the front becomes the new leader. As the ensemble becomes more connected and focused, they can rotate leaders automatically as the group turns and flows around the space. Variations can include adding movement qualities (sharp, smooth, heavy), changing levels or introducing sound. The exercise continues until all students have had a turn leading or the ensemble is moving seamlessly together. In larger classes, students may start in smaller groups and join into larger groups as they become more confident.
Teacher note: teachers may also choose to lead one or more of the embodied, collaborative warm-ups such as those provided in Activity 1.1 – suggested warm-ups.
Following the selected warm-up(s), read the learning intentions and success criteria on slide 1.1a with the class and define any unfamiliar vocabulary. 
Explain what a dramatic practitioner is using the clear, concise language, provided in the NESA definition on slide 1.1b. Access this slide, and read through the key responsibilities associated with the 4 practitioner roles; playwright, director, actor and designer. Prompt students to consider what skills, ideas and perspectives they might bring to each role. Record class responses on the slide.
Differentiation: students who engaged with dramatic practitioner roles in Stage 5 Drama, may benefit from responding to effective questioning to activate prior knowledge of the dramatic practitioners and their key roles developed through their study of the unit ‘Finding voice – crafting a play’. 
In small groups, guide students to interpret and represent each of the 4 practitioner roles as a tableau (freeze frame) to embody their conceptual understanding of the definitions provided. Conduct an efficient check for understanding by circulating around the class, observing these tableaux and asking clarifying questions about choices and intention as required. 
Direct students to the critical reflection prompt on slide 1.1b and facilitate a Think-Pair-Share activity. Actively facilitate the discussion, drawing out connections and clarifying misunderstandings.
Activity 1.2 – How do we become dramatic practitioners?
Teacher note: in the first 2 weeks of Year 11 Drama, students begin to develop their identities as dramatic practitioners by engaging as makers, performers, designers, directors and audiences. They investigate how scripted works communicate meaning and how context, dramatic conventions and practitioner choices shape this meaning. Teachers may find it useful to access Infographic – Dramatic processes (PDF 244 KB), Infographic – Dramatic contexts (PDF 235 KB) and Infographics – Dramatic elements (PDF 305 KB) to guide their unpacking of terminology on slides 1.2c to 1.2e.
Access slide 1.2a and explain that students learn and demonstrate their knowledge in Drama through the interrelated practices of making, performing and critically reflecting and that our learning is experiential and embodied. Read the descriptions of what students do when they make, perform and critically reflect in Drama.
Access slide 1.2b and explain why Drama students are referred to as dramatic practitioners. Encourage students to ask clarifying questions. Read the critical reflection prompt and actively facilitate class discussion in response to this prompt, drawing out connections and clarifying misunderstandings. For example, students may not recognise that they engaged in making in Activity 1.1. Clarify that working in small groups to form tableaux required students to create ideas, images and stories through embodiment and experimentation and that these are all elements of making in Drama.
Explain that developing an understanding of the metalanguage of Drama is an important part of becoming a dramatic practitioner and that having a shared language supports effective collaboration and communication as well as helping students to critically reflect on their own learning in Drama. Access slides 1.2c to 1.2e and read through the metalanguage definitions, encouraging students to ask clarifying questions, including reading the syllabus definition of ‘intention’ and connecting this meaning to the term ‘creative intent’. For example, if intention is defined as ‘the purpose(s) in a dramatic work’ and create is defined as ‘develop and express insight, ideas or works in response to prior knowledge and new stimuli’, creative intent might be interpreted as the purpose of the works we create in Drama. Explain that ‘Creative intent refers to the rationale for creative choices and focuses on the reasoning behind the approach to making a project. Creative intent is concerned with ‘why’ dramatic meaning is being created in a particular way.’
Display Posters – Dramatic elements (PDF 505 KB), Poster – Dramatic processes (PDF 170 KB) and Poster – Dramatic contexts (PDF 161 KB) around the classroom as visual reminders to assist in retrieval of metalanguage placed throughout the unit. 
Differentiation activity: not all students have the same prior knowledge. For students who have already engaged in Stage 5 Drama, teachers may design effective questions to prompt retrieval of metalanguage and concepts such as dramatic processes, dramatic elements and dramatic contexts, before revealing the definitions on slides 1.2c and 1.2e. 
Organise students into pairs and ensure they have equipment for documenting their responses (this could be pen and paper, computer or audio note). Access slide 1.2f and read the first sentence-starter prompt. Model thinking aloud. For example, ‘When I am making dramatic works, I want to value other people’s perspectives and take creative risks.’ Use guided practice to collaboratively answer prompt 2 with the class. Possible responses might include, ‘As a performer I want to develop my vocal projection and timing.’ Support students to record their own responses to all the prompts on slide 1.2f and then share their responses with their partner.
Collect student responses and identify commonalities and opportunities for individual support and extension to guide the focus and adapt activities in this unit.
Activity 1.3 – What’s in a scripted work?
Teacher note: teachers should watch the Enacting script interviews: ‘Intent – staging scripts’ video – (8:40) as an introduction and inspiration for exploring the scripted works in this unit of work. Where appropriate, teachers may choose to share this video with students as a hook event for beginning to explore scripts in practice.
Support students make connections between their previous engagement with scripted works in Stage 5 English and/or Drama by retrieving and activating their prior knowledge of script conventions, including stage directions, dialogue, character names and punctuation. This could include using effective questioning such as:
What scripted works have you engaged with in English/Drama before?
What features of the pages of these scripts were different from a novel or poem?
Remember last lesson we learned that these ‘accepted practices or features that help define textual forms, creative forms, styles and meaning’ are known as ‘Dramatic conventions’. What are some conventions of scripted works?
Access slide 1.3a and unpack the script conventions and examples with students.
Explain that, in this unit, students will be exploring several short, scripted works called ‘Listen to the silences: a collection of scenes for young people’. Explain that, in each of these duologues, one character speaks and one character is unspeaking, but they are certainly not silent. It is in the ‘silences’ between characters that they will find opportunities to explore, interpret and enact scripted work conventions, subtext and characterisation, as they manipulate dramatic elements, shape dramatic journeys and engage their audiences.
Differentiation activity: before the teacher explains the purpose of the silent characters, some students may benefit from opportunities to predict why the convention of the silent character has been used in these duologues and how this may encourage creative possibilities.
Activity 1.4 – How do playwrights communicate creative intent?
Teacher note: before teaching this activity, teachers should engage with the information in Aboriginal and Torres Strait Islander Cultural and creative Practices in Drama section of the syllabus. Teachers are also encouraged to watch Playwright interview: ‘Intent – staging scripts’ video (9:38) to develop an understanding of the structure and purpose of ‘Listen to the silences: a collection of scenes for young people’, and gain insight into Challito Browne’s influences and intentions as a playwright. Where appropriate, teachers may choose to share sections of this video with students but should be aware that Browne references duologues that are not introduced until later in the unit.
Explain that the scenes in ‘Listen to the silences’ present diverse dramatic styles and conventions, perspectives, identities and ideas. Tell students that some of the playwrights have included notes regarding staging, casting and adaptation. 
Access slides 1.4a to 1.4e and lead the unpacking of each playwright’s note example with students. Explain that these notes provide guidance about the playwrights’ creative intent and offer clear protocols and permissions for exploring their works. The playwrights have been clear, generous and inclusive in their offers and their intentions should be respected by students as they explore and enact the works as dramatic practitioners. During this unpacking, highlight examples of safe processes, such as Bjorn Stewart’s notes on ‘Safety’ and ‘Respect’. Explicitly address Stewart’s identity-conscious casting notes to consider how the identity of a performer contributes to the dramatic meaning of their performance. On slide 1.4b, particularly highlight Chenoa Deemal’s ‘references to culture’ that can be recontextualised, and the way Deemal uses script convention of ‘underlined’ dialogue to communicate her creative intent. If appropriate, lead discussion on how this might be done in the context of a multicultural classroom. Unpack Challito Browne and Deemal’s permissions about the gender of characters. Model respect for the lived experiences of these makers and characters in unpacking these examples. Guide students to ‘assess the influences of dramatic practitioners’ in Stewart’s notes on ‘Easter Eggs’, Browne’s offer for students to ‘take ownership’ in interpreting and playing with his work, and Deemal’s use of ‘blank lines’ to encourage creative choices for actors and directors.
Following this unpacking, guide students to work in small groups to complete the playwright’s permission table presented on slide 1.4f. Groups may choose any of the playwrights and permissions explored in this activity. Circulate around the class, drawing out connections to the importance of safe and collaborative processes in interpreting the works of playwrights, and clarifying any misunderstandings about the creative intent of these permissions and parameters.
Conduct a quick ‘bus stop’ activity to check for understanding of conventions and intentions. Display the critical reflection prompt on slide 1.4f (How could you use your knowledge of script conventions to understand the playwright’s intention in other scripted works?) and direct students to discuss their response in small groups. Instruct 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 cannot repeat what someone else has said and once they have shared, they can get on the bus and return to their group.
Activity 1.5 – How do directors interpret creative intent?
Teacher note: this activity is sequenced to engage students in making and performing through an embodied, collaborative mirror exercise before they are then guided to make connections between the exercise and the use of mirroring in Jay’s Reflection by Chenoa Deemal. They are also introduced to new metalanguage before applying it to their critical reflection responses. 
Explain that students will engage in a mirror exercise designed to develop ensemble cohesion, heightened sensory awareness, focus, and embodied, non-verbal communication skills. Introduce the mirror exercise step-by-step, using teacher-directed practice to model each element clearly. First, define the spatial awareness: partners stand face-to-face, maintaining close but non-contact proximity, mimicking the relationship between a person and their reflection. Chunk the task into manageable parts by explicitly outlining the roles: Player A is the Leader, and Player B is the Reflection. Emphasise that no talking is permitted throughout the exercise.
Next, detail the movement parameters. The Leader’s movements must be slow, fluid and continuous, avoiding sudden or jerky motions to facilitate synchronisation. Inform students that all movements must remain within the peripheral vison of their partner, clarify that physical contact is not permitted.
Use sequencing to explain the role reversal process: upon a given signal such as a bell or clap, Player B becomes the Leader, and Player A becomes the Reflection, reinforcing offer and yield skills.
Once students have practised the standard mirror exercise, encourage the follower to exaggerate movements, gestures and emotive responses, which challenges the leader to maintain focus and responsiveness. Allow moments for the follower to momentarily break the reflection, for example by pretending to sneeze, and observe how the leader reacts, fostering spontaneity and dynamic interaction within the exercise. 
Explain to students that in Drama they will be routinely engaging in embodied activities and critically reflecting on their experiential learning, both verbally and in writing. Remind them that developing an understanding of the metalanguage of Drama is an important part of becoming a dramatic practitioner so that they can develop a shared language to collaborate with each other, interpret the works of others and demonstrate their knowledge and understanding in the course. Access slide 1.5a and explain that, in addition to the language they have already been using, they will be introduced to some more terminology this lesson. Read through the new metalanguage definitions, encouraging students to ask clarifying questions. Draw particular attention to dramatic styles, elements of production, directorial concept and aesthetic style. 
Prompt students to recall the role of the director by asking, ‘How do directors interpret the creative intent of a scripted work and work with designers?
If required, revise the key responsibilities of the director – the director interprets a scripted work and collaborates with performers and designers to intentionally shape how it is staged for an audience.
Access slide 1.5b, read Deemal’s stage direction and revise the definitions of interpret, dramatic styles and directorial concept. Lead a class discussion of the script, drawing connections between the mirror exercise and the directorial and performance possibilities suggested by the stage direction. 
Access slide 1.5c and lead an active viewing of ‘The Mirror’ by choreographer Travis Wall J.T. & Robert | Travis Wall - Contemporary - The Mirror | SYTYCD S13 [HD] (1:44). Explain that this dance routine was one of the influences that Deemal drew on as a reference in writing the opening stage direction in Jay’s Reflection. As students view the video, actively unpack concepts of abstract, narrative and expressive movement, symbol and non-realistic style that a director might draw on when interpreting Deema’s stage direction into embodied dramatic action. This could include explaining that Deemal’s script draws on a presentational acting style which sometimes acknowledges the audience through conventions, such as gaze, direct address, language or interaction to disrupt belief and/or include the audience in the imagined world created in the dramatic work
Instruct students to form pairs again to collaboratively interpret and embody the stage direction. Circulate around the class, responding to student need by encouraging students to experiment with style and expressive movement to develop and enact a directorial concept. Following this experimentation, invite 2 or 3 pairs to perform their moment for the class. Model effective critical reflection by highlighting examples of clear directorial concept, creative intent, script interpretation and/or audience engagement. 
 Differentiation activity: some students may benefit from the opportunity to extend their directorial concept by experimenting with and enacting the first few lines of Jay’s dialogue as they move or even performing the complete script of Jay’s Reflection by Chenoa Deemal.
Following these performances, scaffold student writing using guided practice to complete the table on slide 1.5d. Students use this scaffold to write a 4-sentence response to the critical reflection prompt: How did your directorial choices about staging the moment communicate dramatic meaning? Circulate around the class offering targeted support, including referring to the modelled scaffold and encouraging students to use the metalanguage of drama to explain their interpretation, creative choices and the intended meaning.
Activity 1.6 – How do designers enhance the creative intent of a scripted work?
Prompt students to recall the role of the designer by asking, ‘How do designers enhance the creative intent of a scripted work?’
If required, revise the key responsibilities of the designer – the designer shapes the visual, aural and atmospheric world of a performance to support meaning through manipulation of the elements of production.
Access slide 1.6a, read the stage direction and revise the definitions of creative intent, situation, moment and atmosphere. Remind students of Stewart’s identity-conscious casting notes and the importance of respecting the playwright’s intention and supporting culturally safe ways of exploring this work. Lead a discussion about the creative intent of the stage direction and the atmosphere and situation communicated by the opening moment.
Explain that they will be watching a recording of a moved reading of the duologue. Distribute class copies of JORDAN by Bjorn Stewart and access Moved reading: JORDAN by Bjorn Stewart – video (6:59) on slide 1.6b. Guide students to annotate their copies of the script as they watch, documenting points at which they might manipulate set, costume, lighting, props, sound of technologies to communicate ideas, feelings, images and stories to the audience. Select several students to share ideas at the end of the video and document these on slide 1.6c.
Organise students into small groups and instruct them to use their annotated script notes and the collaborative ideas on slide 1.6c to complete the scaffold and critical reflection prompt on slide 1.6d.
Differentiation activity: some students may benefit from the opportunity to use sketches, mood boards or recorded sound to complete the scaffold and respond to the critical reflection prompt on slide 1.6c.
Activity 1.7 – critically reflecting on dramatic practitioner experiences
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience.
Distribute the student responses to the prompts on slide 1.2f which were collected at the end of Activity 1.2. Ask students to choose their response to 2 prompts and support them to complete the critical reflection activity on slide 1.7, encouraging use of the drama terminology they have been learning about over the past 2 weeks.
Ask for volunteers to share their responses before collecting all new responses from the class along with their original prompt responses. Review the responses to formatively assess student’s progress towards demonstrating DR-11R-02 and use this assessment data to inform planning for providing student-specific feedback and support for skills development in this unit.
Differentiation activity: some students may benefit from the opportunity to use voice notes or a video diary to document their responses to these prompts. 
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Teacher note: the Learning sequence 2 section of the PowerPoint resource – ‘Intent – staging scripts’ and The Becoming by Eloise Snape from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’ should be used to support Learning sequence 2. 
Learning intentions and success criteria have been provided on slide 2.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately one week.
Table 2 – Learning sequence 2 – uncovering the journey
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works 
DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience
Content
Forms and styles – performing
Enact dramatic works using contexts, conventions, forms and styles to shape a dramatic journey
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – making
Experiment with dramatic elements to refine and shape the dramatic journey for audience engagement
Improvising and devising – critically reflecting
Discuss dramatic moments and creative choices and use individual and collaborative feedback to refine dramatic work
Scripts in practice – making
· Analyse the ways context, ideas, intentions, forms and styles shape creative choices in dramatic works 
· Apply dramatic elements in scripted scenes to engage audiences and shape meaning
· Document processes to support the making, realisation and development of dramatic works
Scripts in practice – performing
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Shape the dramatic journeys of characters through the actor–audience relationship to realise creative intent
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Scripts in practice – critically reflecting
Identify and evaluate the ways the elements of performance shape meaning in the staging of works
Analyse ways dramatic elements shape meaning in acting, design, playwriting or directing to enhance audience engagement
Evaluate how group and individual choices in scripted performances impact audience engagement
	Learning intention
We are learning to interpret and apply dramatic conventions and elements to create and perform engaging, scripted works that effectively communicate characterisation journeys.
Success criteria
I can:
· analyse and interpret context, character motivations and dramatic tension in scripted scenes
· collaborate safely and respectfully to experiment with dramatic elements to shape and perform a clear dramatic journey
· apply performance skills to embody characters and communicate their objectives and relationships in response to dramatic contexts
· reflect critically on my own and others’ performances, using feedback to evaluate how dramatic elements influence audience engagement and meaning.
Activity 2.1 – How do we uncover the situation?
Teacher note: before leading this activity, teachers should read and become familiar with the situation, structure and character journey in The Becoming by Eloise Snape. Teachers will need class copies of The Becoming by Eloise Snape for this activity.
Use the definitions on slide 2.1b to define the elements of drama; tension and situation. Read the script excerpt on slide 2.1c and prompt students to consider how Eloise Snape provides clues about the situation while creating tension for us as an audience. Effective prompts may include:
Who do we think this character is? What tells us that?
Who do we think they are speaking to? Why do you say that?
Is this scene taking place in the past, present or future? Why do you say that?
What do we know and what makes us want to know more?
Before investigating the whole script of The Becoming by Eloise Snape, lead a prediction strategy to further engage students in the scripted work and uncover their prior knowledge of script analysis. Read the script excerpt on slide 2.1d to the class. Based on the excerpt, ask students to predict what they think will happen in The Becoming and explain why. Document these predictions on the board and/or by annotating the script excerpt.
Distribute class copies and lead a guided reading of The Becoming by Eloise Snape. As they read, guide students to:
Observe what happens across the dramatic action of The Becoming and consider how this does or does not tally with their expectations and predictions.
Explain any dissonance between predictions and the observations using the metalanguage of Drama.
Teacher note: rather than focusing only on whether students predict correctly, analysing the quality of their explanations provides insight into their creative and critical thinking, their reasoning, and readiness for greater challenge. Some high potential learners may not always be noticed through recall-based questions but may demonstrate advanced reasoning when asked to explain unfamiliar situations, interpret evidence or revise their thinking based on observations. By examining students’ predictions and explanations, teachers can better understand how students apply dramatic knowledge, make connections between ideas and justify their thinking.
Explain that, over the next few lessons, students will be using their script analysis and performance skills to build and embody more complex characters. Access slide 2.1e and introduce dramatic practitioner Konstantin Stanislavski and the approach he designed to help actors create complexity and belief in characterisation. Explain that Stanislavski’s approach focuses on an acting style know as representational acting, which uses an imagined fourth wall between actors and audience. This can position the audience as outsiders to the dramatic action and build actor and audience belief in the imagined world of the dramatic work.
Differentiation: students who engaged in script analysis in Stage 5 Drama, may benefit from responding to effective questioning to activate prior knowledge of Stanislavski through their study of the unit ‘Crafting character – performing scripted works’. For example, use prompts that encourage students to make connections between Stanislavski’s approach to acting using evidence from script excerpts they have previously explored and enacted. 
Access slide 2.1f and lead a class discussion to uncover the given circumstances of the duologue. Questions to guide discussion could include:
What? In one sentence describe what happens in the scene. The sentence should encapsulate every line and action.
Who? Who is the speaking character? Who is the silent character? What do we know about their relationship with each other? How do we know it?
Where? Where is the scene set? (location, environment, imagined world) How does the setting influence the character’s actions and interactions? What details about the location are significant to understanding the scene?
When? When does the scene take place? (time of day, era) How does the playwright reveal the era and why is this important to the dramatic action and character development?
Why? Why are the characters in this situation? What motivates both character’s actions and decisions in this scene? Why doesn’t the older sister speak? Why might the playwright be telling us this story now?
Synthesise and record student responses to these questions on slide 2.1f. 
Differentiation: some students may benefit from engaging in deeper analysis and interpretation of the script which could be prompted with questions that require them to identify the script conventions more explicitly, such as: 
How do the characters interact with each other and the environment? 
How do we know that? 
How does the situation affect the emotions and behaviour of the characters? 
How do the past experiences of the character influence their current actions? 
How does the playwright manipulate the audience?
Display class responses documented on slide 2.1f. and direct students to work in pairs to annotate their copies of the script with this information, highlighting evidence of dialogue and stage directions that indicate each of the given circumstances. 
Activity 2.2 – How do we create a dramatic journey in a scripted work?
Explain that another way to create character complexity is by identifying character objectives or motivations and using these to create a character journey across the course of the dramatic action. Prompt students to recall the meaning of character objectives/motivations and dramatic journey. Provide a reminder of the definitions on slide 2.1b as required. 
Access slide 2.2a and use it to explain the dramatic journey of the dramatic action in The Becoming by Eloise Snape.
Access Moved reading: The Becoming by Eloise Snape – video (10:51) on slide 2.2b and guide students to annotate their copies of the script as they watch as an audience, documenting points in the dramatic journey where HATTIE’s motivations change. 
Access slide 2.2c and lead the class in completing HATTIE’s motivations (some suggestions are provided on the slide and can be altered), drawing on their script annotations to plot a clear character journey in relation to the dramatic action of the scene.
Activity 2.3 – How can we make the character journey more engaging for an audience?
In their pairs from Activity 2.1, support students to embody this character journey by using dynamics, clarity, energy and expression in voice and movement to interpret and communicate the situation of the scene and the tension created by what HATTIE and her older sister both want. Circulate around the class, responding to student need for support as needed.
Once students have experimented with embodying the scene, access slide 2.3a and introduce the 5 Pillars approach to workshopping a scripted scene. Explain that establishing these 5 pillars for the scene can heighten the stakes of the situation to make the scene more engaging for the audience and more fun for the actors to play. 
Access slide 2.3b and ask one student to read the excerpt for the class. Model putting the 5 pillars approach into practice by deciding on 5 possible pillars for the short excerpt on the slide. Responses might include:
By the end of this excerpt, HATTIE needs her sister to understand why she took the risk and activated the app.
By the end of this excerpt her sister needs HATTIE to realise she took an unnecessary risk.
If HATTIE doesn’t achieve her mission, her sister might stop listening and instead tell her parents about HATTIE’s risky behaviour.
HATTIE has realised that the future looks bleak.
HATTIE’s flaming chainsaw is that she is too afraid to go back and fix things without her sister. 
Ask the student to read the excerpt on slide 2.3b for the class again, this time with a scene partner and to embody the dramatic intention created by the 5 pillars. Provide feedback by unpacking the specific voice and movement choices and new dramatic meaning created by the 5 pillars approach. Explain that creating a dynamic of action and reaction between scene partners helps build a journey for the characters and audience. Let students know that, even in a monologue, it is important to establish this dynamic and clarify why a character is speaking and/or who they are speaking and responding to. This is a strategy they can use if they choose Individual Performance for their HSC Individual Project. 
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works. 
Display slide 2.3c and allow pairs time to collaboratively decide on their 5 pillars for the whole scene and begin to incorporate these into their performance of the scene. Circulate around the class, observing how students work in pairs to collaboratively interpret the scripted scene and decide on the 5 pillars for their characters and scene. As they are making, ask students questions about their creative choices and observe their embodied manipulation of character, situation and tension as they shape their performance work. Offer feedback and respond to student need for support while formatively assessing student’s progress towards demonstrating DR-11M-01. 
While circulating, choose one or more pairs to perform for the class.
Support students to act as respectful and receptive audience members as the selected groups perform for the class.
Activity 2.4 – critically reflecting on dramatic journey
Facilitate a brief discussion in response to the class performance/s of The Becoming. Discussion prompts could include:
What does the structure of a script tell us about the dramatic journey? Can you give an example of this from The Becoming?
What tools can actors use to help them develop characterisation in a scripted scene?
How can actors communicate a character journey to the audience? Can you give an example from the performance of The Becoming we have watched?
How could truthful or complex characterisation impact a scene partner?
What choices might actors make to shape a complex and truthful character? What makes you say that?
Display slide 2.4 and use it to scaffold and model a written paragraph in response to the question:
‘In future, when you perform scripted works, how might you build characterisation and communicate a dramatic journey to the audience?’
Support students to handwrite an individual response to the question, drawing on the class discussion responses. 




[bookmark: _Toc243389790]Learning sequence 3 – underlying meaning
Teacher note: the Learning sequence 3 section of the PowerPoint resource – ‘Intent – staging scripts and The Becoming by Eloise Snape and Existential Ideations of Catastrophic Circumstances by Challito Browne from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’ should be used to support Learning sequence 3. 
Learning intentions and success criteria have been provided on slide 3.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately one week.
Table 3 – Learning sequence 3 – underlying meaning
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Scripts in practice – making
· Create a concept that uses dramatic elements to shape meaning in a scripted work
· Integrate acting, design and direction to a scripted work to structure a dramatic journey and realise creative intent
· Apply dramatic elements in scripted scenes to engage audiences and shape meaning
Scripts in practice – performing
Enact scripted works by applying dramatic elements and conventions to realise a directorial concept
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Scripts in practice – critically reflecting
Assess the influence of directorial concepts in the ways dramatic processes and elements are applied in scripted works
Analyse the ways dramatic meaning is shaped by design, direction, writing and performance
	Learning intention
We are learning to create, interpret and manipulate dramatic elements and ideas to shape dramatic meaning and engage audiences in scripted works.
Success criteria
I can:
· develop a concept that uses dramatic elements to shape dramatic meaning in a scripted work
· integrate acting, design and direction to structure a dramatic journey and realise creative intent
· embody dramatic elements and conventions, and interpret subtext in performance to communicate a directorial concept 
· reflect on and analyse how dramatic processes, and production and performance choices shape meaning and audience engagement.
Teacher note: before leading this activity, teachers should read and become familiar with the dramatic context, playwright intentions and dramatic meaning of Existential Ideations of Catastrophic Circumstances by Challito Browne. To assist with this, teachers are encouraged to rewatch Playwright interview: ‘Intent – staging scripts’ – video (9:38) and may choose to show the interview to students. Teachers will need class copies of Existential Ideations of Catastrophic Circumstances for this activity.
Activity 3.1 – In what context?
Revise the definitions of dramatic contexts and creative intent on slide 1.2c and slide 1.4a. Explain that students will be analysing and investigating the ways contexts and intentions can shape creative choice in The Becoming and a new scripted work, Existential Ideations of Catastrophic Circumstances by Challito Browne. Access slide 3.1b and read the excerpt from Browne’s Playwright interview: ‘Intent – staging scripts’ – video (9:38). Explain that Existential Ideations of Catastrophic Circumstance was written in response to The Becoming and gives voice to the silent older sister character in Snape’s duologue.
Distribute class copies of Existential Ideations of Catastrophic Circumstances by Challito Browne. 
Access Moved reading: Existential Ideations of Catastrophic Circumstances by Challito Browne – video (10:16) on slide 3.1c and guide students to annotate their copies of the script as they watch, documenting references or connections between The Becoming and this new duologue that they might notice as audience members. These might include:
stage direction – ‘SAM has created a grand gesture of sibling love.’
SAM refers to waiting for ‘little sister’
refers to her by name – ‘Saying no to the idea of Hattie being born’
implied reference to HATTIE accessing the app against SAM’s advice – ‘Perfect example: Yesterday she shares her climate-change existential crisis with me. I shoulder that crippling weight for her...’
imagined dialogue between SAM and HATTIE about metaphoric room cleaning
implied love and concern for HATTIE – ‘I should probably go and check on her. She had a rough day yesterday.’
Activity 3.2 – How does context shape dramatic meaning?
Teacher note: for this activity, students will need their copies of The Becoming. Suggested script evidence has been provided in the speaking notes on slide 3.2a and slide 3.2b.
Access slide 3.2a, revise the definition of dramatic meaning and ask students to provide evidence from the script to support each of the contextual clues provided on the slide. Ask students if they discovered any others and add these to the slide.
Briefly revisit The Becoming by Eloise Snape and ensure all students have their copies of the script. Working in small groups of 2 to 5, allow students 10 minutes to highlight everything that HATTIE tells us about SAM. 
Display slide 3.2b and ask students to provide evidence from their highlighted scripts to support each of the contextual clues provided on the slide. Ask students if they discovered any others and add these to the slide.
Lead a whole class written or verbal critical reflection in response to the following prompts: 
How has your understanding of the context and intention of Existential Ideations of Catastrophic Circumstances by Challito Browne changed or enhanced the dramatic meaning of The Becoming by Eloise Snape?
If you were playing SAM in The Becoming, how could this new knowledge help you to be a more effective scene partner?
Activity 3.3 – What’s the subtext?
Access slide 3.3 and revise the definition of subtext. Support students to interpret and workshop the subtext one of the script excerpts by completing these steps:
1. form groups of 2
choose the script excerpt for either HATTIE or SAM
analyse the subtext of the speaking character (what is implied but not directly stated) in this moment
imagine what the silent character in the scene is thinking in this moment (even though they don’t speak and may try to hide their response from the other character)
workshop the moment using the elements of performance, dynamics, clarity, energy and expression in voice and movement, to communicate the dramatic meaning of the subtext to the audience
consider how the relationship and physical dynamics between the 2 characters can help to further clarify the subtext of the moment.
Circulate around the class, observing how students work in with their scene partners to collaboratively interpret the subtext of the moment and experiment with ways to embody dramatic meaning.
Ask each pair to join another pair and share their workshopped moment. Instruct them not to reveal their subtext before they perform. At the end of each performance, each pair should ask their audience to identify the subtext and ask, ‘what makes you think that?’. Performers can then reveal their chosen subtext and intended dramatic meaning.
Activity 3.4 – How can the elements of production enhance dramatic meaning?
Teacher note: teacher can prepare to lead the discussion at the start of this activity by revisiting Posters – Dramatic elements (PDF 505 KB) or NESA’s Dramatic elements – Definitions and conventions: Drama 7–12.
Prompt students to retrieve the elements of production and the key responsibilities of the designer. Prompts might include:
Who can tell me one of the 6 elements of production? 
How might a designer use the elements of production to communicate dramatic meaning to an audience?
Differentiation activity: some students may benefit from teacher revising the key responsibilities of the designer from Learning sequence 1. The designer shapes the visual, aural and atmospheric world of a performance to support meaning through manipulation of the elements of production. Teachers could also revise the elements of production if needed – set, costume, lighting, props, sound and technologies.
Access slide 3.4 and revise the definition of aesthetic style. Read through the script excerpts on the slide, explaining that the highlighted phrases in blue indicate opportunities for a designer to interpret scripted work and shape the visual, aural and atmospheric world of the duologue performance by manipulating the set, costume, lighting, props, sound and technologies design to support dramatic meaning.
Lead a class discussion to brainstorm how a designer might use simple elements of production to enact each of the blue highlighted phrases.
Activity 3.5 – How can directorial concept and transitions create dramatic meaning?
Access slide 3.5, revise the definition of directorial concept and introduce transition as new Drama terminology. Explain that students will be working in groups of 3 to develop a directorial/design concept and enact the end of The Becoming and the beginning of Existential Ideations of Catastrophic Circumstances, including manipulating the elements of drama, production and performance to create a clear transition between the 2 duologues. 
Differentiation activity: some students may benefit from developing a concept for the whole duologue but workshopping and enacting on the final and first moments. Other students may benefit from the challenge of performing both duologues in their entirety. Teachers are best placed to determine the length of the scripted works to be enacted, based on their specific school context. 
Facilitate an embodied workshop of both duologues. First, divide the class into groups of 3. Explain that all groups will be workshopping a moved reading of both duologues and that they should:
collaboratively develop a directorial and design concept for their performance 
cast the same person as ‘SAM’ in both scenes
perform The Becoming first, then Existential Ideations of Catastrophic Circumstances
experiment with and choose a way to transition from the final moment of The Becoming into the first moment of Existential Ideations of Catastrophic Circumstances
act as director when they are not performing in the scene.
As students experiment with staging The Becoming and Existential Ideations of Catastrophic Circumstances, circulate around the class encouraging them to play with the dramatic elements and consider the ways their knowledge of the context, ideas, intentions and style of one duologue influences their interpretation of the other and shapes their creative choices. Remind students that they may draw on ideas and discoveries from their experimentation and exploration of these duologues in earlier activities.
Differentiation: some students may also benefit from working in groups of 2 or 4. In this case, teachers could encourage students to explore how symbolic costume or performance choices could be used to signal to the audience that SAM is the silent character in The Becoming and that she has created the ‘grand gesture of sibling love’ for HATTIE.
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works. 
Students perform the end of Snape’s duologue and their transition into the opening moment of Browne’s duologue for the class. Following each performance, ask students questions about their creative choices in selecting and applying specific dramatic elements to communicate their concept to the audience. Formatively assess student responses to evaluate their progress towards demonstrating DR-11M-03. 
Activity 3.6 – critically reflecting on dramatic meaning
Access slide 3.6 and lead a whole class discussion in response to the prompts. Document students’ responses to the critical reflection prompts on the board, encouraging students to incorporate the metalanguage of Drama wherever appropriate. Allow students to refer to this documentation as they write their own response to the question on the slide. 




[bookmark: _Toc243389791]Learning sequence 4 – unspoken dialogue
Teacher note: the Learning sequence 4 section of the PowerPoint resource – ‘Intent – staging scripts’, along with Like the Moon by Challito Browne and Not the Moon by James Elazzi from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 4. 
Learning intentions and success criteria have been provided on slide 4.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately one week.
Table 4 – Learning sequence 4 – unspoken dialogue
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11R-02 analyses dramatic processes through reflection on experiences as a maker, performer and audience
Content
Forms and styles – making
Experiment with dramatic processes in the creation and development of works
Forms and styles – performing
Apply improvisation processes and performance approaches influenced by significant practitioners, forms and styles
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – critically reflecting
Discuss dramatic moments and creative choices and use individual and collaborative feedback to refine dramatic work
Scripts in practice – making
Create a concept that uses dramatic elements to shape meaning in a scripted work
Document processes to support the making, realisation and development of dramatic works
Scripts in practice – performing
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Scripts in practice – critically reflecting
· Reflect on the ways dramatic contexts and elements shape choices to realise creative intent
· Analyse the ways dramatic meaning is shaped by design, direction, writing and performance
	Learning intention
We are learning to experiment with and apply character motivations and given circumstances to communicate characterisation without words through movement and gesture.
Success criteria
I can:
· experiment with improvising and embodied processes to develop meaning and convey intent without relying on dialogue
· apply movement and gesture influenced by dramatic practitioner approaches to embody characters and convey intent through dynamics and expression
· interpret, perform and critically reflect on dramatic works to refine my works by making thoughtful character choices about identity, motivation and relationships.
Activity 4.1 – beyond the mirror
Teacher note: this activity builds on mirror activity in Learning Sequence 1.
Activate prior learning by prompting students to recall the mirror exercise from Activity 1.5. Effective prompts could include:
Who can recall an exercise we have done that required you to move in unison with a scene partner, copying the way they moved?
That’s right, the mirror exercise. What do you remember about the skills you needed to complete that exercise? 
Guide students to answers such as focus, collaboration, silence and physical control. 
Access slide 4.1b and read the slide to introduce students to dramatic practitioner, Viola Spolin. Explain that Spolin developed the mirror exercise as a foundational warm-up for acting, 
Re-establish the roles established in Activity 1.5: Player A is the leader and Player B is the reflection. Partners stand face-to-face, maintaining close but non-contact proximity and mimicking the relationship between a person and their reflection. As in the previous exercise, emphasise that the reflection must remain focused on their partner and respond physically rather than verbally. All movements must remain within the peripheral vision of their partner, and physical contact is not permitted.
Use the familiar sequencing to reinforce role reversal: upon a given signal, such as a bell or clap, Player B becomes the leader and Player A becomes the reflection. This continues to develop Spolin's principle of give and take, requiring students to offer ideas, accept what is presented by their scene partner and remain responsive in the moment. Support students who have not engaged in improvisation before by explaining key terminology offer, accept and extend. Define making an offer as any action or dialogue that creates or advances a scene. To accept an offer is to acknowledge and advance that offer. To extend an offer is to take it and make it the focus of the scene.
Introduce a more complex variation in which the leader may use short verbal prompts while the reflection remains completely silent. The reflection cannot answer the words directly, but must respond through movement, gesture, facial expression, posture or changes in physical energy.
For example, the leader might use one or more of the phrases below:
Are you afraid? 
Come closer. 
Don't move. 
What happened? 
I don't believe you. 
Leave. 
Help me. 
Explain that the reflection must react to the verbal offer and make a physical offer in response, while the Leader responds by continuing the interaction through either movement or another short verbal prompt. This prevents the exercise from becoming simply mimicking and shifts the focus towards spontaneous physical improvisation.
Guide students to gradually increase the complexity by allowing the verbal prompts to create a developing relationship or situation. For example, the leader might begin with a neutral prompt, while subsequent prompts introduce changing emotions, status or circumstances. For instance, a sequence could move from ‘Are you okay?’ to ‘Why are you lying to me?’ and finally ‘Don't leave me.’ The reflection must communicate the changing circumstances entirely without words.
Explain the connection between this variation connects and Spolin's emphasis on responding truthfully to the immediate problem of the exercise. Rather than planning a character or rehearsing a sequence of reactions, actors must focus on their scene partner, accept each new verbal offer and solve the problem physically in the moment. The exercise therefore develops the capacity to communicate character, relationship and dramatic meaning through spontaneous, embodied responses rather than dialogue alone.
Activity 4.2 – motivation and given circumstance
Teacher note: this activity draws on the knowledge and skills in script analysis and characterisation students developed in Learning sequence 2. 
Begin by activating students’ prior knowledge (APK) of character motivation and given circumstances developed in Learning sequence 2. Prompt students to reconsider some of the questions they have encountered about character, for example: Why are the characters in this situation? What motivates both character’s actions and decisions in this scene? How do the past experiences of the character influence their current actions?
Explain that this activity focuses on the silent characters in the scenes in ‘Listen to the silences’, some of which they have already explored. Tell students there are 3 questions they will answer for the silent character in this activity:
· Who am I?
· What just happened?
· What do I want? 
Reference students’ prior knowledge that they may have in character analysis and developing dramatic action. Prompt students to recall the 5 pillars approach established in Activity 2.3:
Speaker mission: By the end of this scene, I need you to …
Listener mission: By the end of this scene, I need you to …
Cost: What is at stake if I don’t get what I want/achieve my mission? 
Why now?: What has happened before this moment to spark this scene?
Flaming chainsaws: What makes the given circumstances more interesting or challenging for me?
Introduce the first question of the activity, ‘Who am I?’, by describing to students how to define who a character is. Provide clear examples, such as professions (mechanic, banker), relationships (friend, sibling), or personality types (perfectionist, risk-taker), and clarify the difference between these aspects and emotions.
Continue by presenting the second question, ‘What just happened?’, and explain how immediate circumstance provides context and informs character behaviour. Give concrete examples of situational events, like ‘I lost my wallet,’ ‘My pet hamster just died,’ or ‘I was told I have lost my job.’ Highlight the importance of dramatic context, referencing earlier class activities, such as Activity 2.1, where students considered questions such as ‘Where is the scene set?’, ‘When does the scene take place?’ and ‘Explain how these events serve as catalysts for character action’. 
Move to the third question, ‘What do I want?’, and define the concept of objective within dramatic performance. Model how objectives should be active and purposeful, such as ‘I want to feel safe,’ ‘I want to escape’ or ‘I want to be alone’, rather than passive emotions ‘I want to be made safe’, ‘I want this to stop’ or ‘I want them to go away’. Reference prior script and improvisation preparation, reinforcing the role of objective in dramatic structure.
Prepare students for the activity by demonstrating how all 3 questions must be communicated non-verbally. Use examples highlighting body language, gesture, posture and facial expression. Scaffold students’ understanding by breaking down these techniques and discussing strategies for clear, expressive physical performance.
Guide students through the silent acting encounter where two characters meet at a bus stop. Given circumstances for the setting of the scene are provided on slide 4.2. Ask student to first complete this task in pairs before sharing with the audience.
Offer constructive feedback focusing on dramatic intention, clarity and ensemble interaction. Conclude the lesson by facilitating reflective discussion. Ask students to evaluate how effectively they used physical techniques to express identity, circumstance and objective. 
Activity 4.3 – symbolism
Teacher note: teachers may use other examples of dramatic works which have obvious use of symbolism to support student understanding. The short film The Black Hole references a black hole, and this motif is continued in the poem read by Robin at the start Like the Moon by Challito Browne. 
Explain that in this activity, students will explore symbol, which is an element of Drama. Access slide 4.3 and explain symbolism is a common tool used to convey deeper meanings, themes, and emotions beyond literal dialogue or action. Teachers can support students understanding by unpacking the slide with a ‘think-aloud’, for example: 
‘Symbol is a powerful tool that dramatic practitioners use to engage an audience by adding layers of meaning to a performance. By incorporating objects, actions, characters, images or sounds that represent deeper ideas, emotions or themes, theatre makers create connections that resonate beyond the literal. This approach invites the audience to interpret and feel the underlying messages not only on a conscious level but also subconsciously, making the experience more immersive and thought-provoking. A recurring sound or a specific prop might subtly remind an audience of a character’s inner conflict, deepening their emotional involvement and encouraging them to engage actively with the storytelling experience.’
Activate prior knowledge (APK) by asking students to recall moments in previous duologue readings or performances where objects, colours or gestures represented something more significant than their face value. For example, this might include the ‘THE MIRROR REFLECTION’ dance sequence in Jay’s Reflection, the ‘large metal box – the Outdoor Barbecue’ in JORDAN, the repeated use of the word ‘red’ in The Becoming or the ‘grand gesture of sibling love’ in Existential Ideations of Catastrophic Circumstances. Explain that symbolism allows playwrights and performers to communicate complex ideas in a non-literal or abstract way, enriching the audience’s experience.
Ask students to consider the objects on the right of the slide and ask them to voice suggestions as to their symbolic meaning. Guide them to suggest that the moon on stage may not just be a prop or lighting effect – it can represent mystery, change, or longing, and might reflect a character’s internal state or the atmosphere of a scene. A blue liquid oozing across the ground could be a powerful visual symbol of sadness, corruption or poison affecting the characters or the world of the play. Finally, a romantic poem written on a note and given or found by a character can speak to hidden feelings, vulnerability or the hope and tension in a romantic relationship, without those feelings being directly spoken.
As a class, watch the short film The Black Hole (2:34). Explain that the black hole in the short film The Black Hole operates as both a literal and symbolic device. Physically, a black hole in space has an enormous gravitational pull that draws matter towards it. The film uses this idea to represent the character being increasingly drawn towards temptation and greed. As the character discovers that the black hole allows them to access things that would normally be out of reach, their desire for more grows. The black hole therefore becomes a metaphor for uncontrolled greed which will ultimately lead to self-destruction. Explain to the students that this meaning is realised without dialogue. After watching, ask students to reflect in pairs on the following questions. 
1. Were the meaning and intent of the film clear without dialogue?
What did they hear apart from dialogue?
What did they notice visually when there was no dialogue?
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning.
· Begin by asking students to remain silent and to focus on non-verbal communication.
· Distribute one sheet of paper to each student.
· Give students 2 minutes to creatively transform the sheet of paper into a new object or symbol (for example, the moon in the sky, a rocket to the stars or an original creation). Encourage them to think critically about how their transformation might convey an idea or emotion.
· Allow students 5 minutes to silently experiment with their transformed object, exploring its dramatic possibilities through movement, gesture and facial expression. Circulate, observe and provide feedback to support students in using these elements to deepen the meaning and intention behind their creation.
· Allow 5 minutes for each student to devise a 20–30 second scene which demonstrates how their transformation of the paper conveys an idea or emotion.
· Have the class form a circle. Invite each student to present their transformed object, demonstrating the symbolic meaning through their physicality.
· After each presentation, facilitate a brief peer discussion or self-reflection focusing on how effectively the dramatic processes of exploring, improvising and devising were used to generate and refine meaning. Encourage students to articulate their creative choices and consider alternative ways to adapt their performance for greater impact.
Activity 4.4 – Like the Moon by Challito Browne
Teacher note: before teaching this activity, it is recommended that teachers view Moved reading: Like the Moon by Challito Browne – video (7:21). Teachers may choose to share the entirety or sections of this video with students.
Teachers may also wish to re-engage with Playwright interview: ‘Intent – staging scripts’– video (9:38) to develop an understanding of the structure and purpose of ‘Listen to the silences: a collection of scenes for young people’, and gain insight into Challito Browne’s influences and intentions as a playwright. 
Teachers will need class copies of Like the Moon by Challito Browne for this activity.
Distribute class copies of Like the Moon by Challito Browne. Read ‘A Note from the Playwright’. Note Browne’s phrase ‘I encourage the performer to play with the staging.’ and lead a brief discussion with students about this statement drawing on their prior knowledge of dramatic contexts and the ethics of respecting the voice of the playwright. Prompt questions might include:
Why is it important to think about when and where a play was written when we perform it?
What does it mean to respect the playwright’s voice, and why should we try to do this when working with their play?
Ask students to form a circle, turn to face a partner and form pairs. Explain that, in each pair one student will take on the character Robin and the other will read the stage directions and consider the role of Charlie. Ask students to read through the script and stage directions aloud in their pairs.
Following this cold reading ask students to return to the circle formation. Lead a discussion around choices students may make when presenting this duologue. Some questions students may consider include:
Where and when does this conversation take place?
What is the relationship between Robin and Charlie?
Does the relationship between Robin and Charlie change during the duologue?
In their pairs, ask student to annotate the scripts they have been given to document this discussion. For example, highlighting moments where the relationship between characters changes. Continuing this annotation on their scripts, ask each student to identify ‘Who am I?’, ‘What just happened?’ and ‘What do I want?’ for the character they are playing.
Guide each pair to rehearse and prepare a short extract from Like the Moon by Challito Browne which demonstrates how they have answered these given circumstance questions. Refer to slide 4.4a to support students with a guided example of the task. Circulate the class and ensure that each pair is effectively using the silent character to clarify intent for the audience. Ask each pair to share the extract with the class.
Teacher note: in previous learning sequences, students will have seen definitions displayed on ‘The metalanguage of Drama’ slides. At this point in the unit, teachers may begin gradual release of responsibility by prompting students to either retrieve definitions from previous learning, or to collaboratively develop appropriate definitions for new terms with teacher guidance. Suggested responses are displayed in the notes for each slide. 
Access slide 4.4b and support students to activate prior knowledge and define the terminology on the slide. After individually defining each term, ask students to collaboratively define the terms and place their definitions on the slide. Suggested definitions of terms are:
Motivation: (What drives the silent character? What are their goals or reasons for their presence and silence?)
Circumstance: (What is the situation or context surrounding the silent character?)
Symbol: (What does the silent character represent or stand for within the duologue? What other symbols are present?)
Gesture: (What physical movements or expressions does the silent character use to communicate?)
Access slide 4.4c and support students to continue to develop their vocabulary of drama verbs by defining the verbs on the slide. Support students to contextualise their definitions to experiences they have had in Drama. Then ask students to collaboratively define the terms and place their definitions on the slide. Suggested definitions of terms are:
Amplify – to make something stronger or more noticeable
Underscore – to highlight or emphasise something
Articulate – to express or explain clearly
Manifest – to show, reveal or demonstrate clearly
Access slide 4.4d. Support students to develop sentences based on the instructions on the slide reflecting on the scenes they enacted in the previous activity. They will need to use the terminology they have defined and an associated verb (Amplify, Underscore, Articulate, Manifest) to explain how the silent character’s role or presence is made clear or important.
Access slide 4.4e. To support students to develop their sentences into paragraphs, begin by asking them to use the analytical sentence they have constructed about how a dramatic convention communicates meaning. Guide them to add a specific example from their experience of staging the duologue, describing exactly what occurred in the performance. Finally, support them to explain what this example reveals about the character, such as their relationships, emotions, motivations or intentions.
Circulate around the class and support students to develop their paragraph using this model to scaffold the writing process. 
Ask students to share their paragraph with a peer. After reading each other’s work, guide each pair to reflect on their peer’s paragraph using the questions on slide 4.4f as a guide. Ask each student to annotate their own paragraph after receiving the feedback given by their peer.
Activity 4.5 – shifting styles
Teacher note: teachers may wish to activate students’ prior knowledge of dramatic styles developed in Activity 1.5 and Activity 2.1 to check their understanding prior to this activity.
Begin the activity by activating prior knowledge of presentational acting style which they encountered in Activity 1.5 where an actor acknowledges the audience through conventions, such as gaze, direct address or interaction, as well as Stanislavski’s approach in Activity 2.1 which focused on representational acting, using an imagined fourth wall between actors and audience. 
Ask students in pairs to re-read Like the Moon from the opening line to the line ‘Forget it’ and identify the shift in style from the end of the poem to the beginning of the dialogue. Explain that this is a stylistic shift from poetic melodrama to naturalistic realism. Begin by outlining melodrama, a style characterised by heightened emotion, exaggerated actions and evocative imagery designed to elicit intense audience responses. Reference specific lines from the poem, such as ‘We revolved around their lunar orbit. / It was compulsion. Impulse. Desire …’ and ’Ran into its arms like a loyal, black dog, / starved of its master, desperate for love.’ Explain that these examples use vivid metaphors, dramatic imagery and emotional language to create a sense of the grandeur and depth of emotion.
Contrast this with realism, a style that aims to reflect everyday life with authentic dialogue and natural reactions. Refer students to the conversational lines: ‘How sick is that?’ and ‘I don’t usually read stuff like that. Like that long. Like that’s pretty long. But I dunno, I just started reading it and I couldn’t stop.’ Explain that these lines strip away the poetic devices in favour of colloquial language, hesitations and honest admissions, grounding the scene in the reality of how young people interact.
Access slide 4.5 and read the excerpt from Challito Browne’s interview. Lead a class discussion about the choices the playwright suggests in staging the shift in style, notably ‘doing something really grand and large, and you have the luxury of doing nothing at all’. Ask students to visualise the differences between the 2 options and to volunteer thoughts on how the choices may change an audience’s perception of the characters and their motivations.
Explain that students will now experiment with how this shift might be staged, largely focusing on Browne’s first suggestion. For the poem, suggest stylised physicality, expressive vocal delivery and atmospheric lighting to heighten the melodramatic mood. When moving into the dialogue, shift to more subdued body language, naturalistic speech patterns and everyday staging to reflect realism. Encourage students to consider how the silent character might respond to this change: during the poem, are they equally evocative in their response to the melodrama, or are they confused or even awkward in this moment, in contrast to Robin? How can they control the stylistic shift Robin moves between poetry and dialogue; considering timing, rhythm, pause, tone and proxemics? Guide students to rehearse and experiment with staging these shifts, ensuring the emotional journey of the scene is clear to the audience.
Activity 4.6 – Not the Moon by James Elazzi
Teacher note: in this activity teachers will need to access Moved reading: Like the Moon by Challito Browne – video (7:21). Teachers will need printed copies of Not the Moon by James Elazzi from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’ for this activity.
Begin the activity by accessing slide 4.6a and viewing Moved reading: Like the Moon by Challito Browne – video (7:21).
Introduce students to the next dramatic work, Not the Moon by James Elazzi and explain that this work is a response to Like the Moon by Challito Browne. Access slide 4.6b and view a quote from Challito Browne explaining his response to his first reading of Not the Moon by James Elazzi. 
Support students to see that the character of CHARLIE is present in both duologues, and that the note that CHARLIE hands to SANI at the beginning of the Not the Moon is the same poem that Robin read to CHARLIE in Like the Moon. Access slide 4.6c and support students to see that the dialogue on the left is from the end of the duologue Like the Moon, whereas the dialogue on the right is from the start of the duologue Not the Moon. 
Students work in groups of 3 to devise a transition scene between the 2 duologues, focusing on the key prop – the note that contains the poem Robin has written. This transition should smoothly support Robin’s exit and Sani’s entrance, and suggest any change of location needed in the story. Access slide 4.6d to support students in developing the transition. After devising the transition, groups pair up with another group to share approaches and discuss how each group used the note to connect the scenes. 
 Distribute class copies of Not the Moon by James Elazzi.
 Check for understanding by asking students questions such as
What do we know about the character CHARLIE from Like the Moon, the duologue we explored in our last activity?
What do we know about the poem that Robin read CHARLIE in Like the Moon?
What choices were we given about CHARLIE’s response to the poem in Like the Moon?
Ask 2 students to volunteer to read the duologue Not the Moon by James Elazzi as a cold reading to the class. 
Lead a discussion with the class considering the character of SANI. Ask students to consider what they have garnered from listening to Not the Moon by James Elazzi, and their experience from enacting Like the Moon by Challito Browne. Support student discussion using the prompts based on the questions they considered in Activity 5.2:
Who am I? For example, Who is SANI? Are they a friend? Are they a parent? Are they in school?
What just happened? For example, how long has SANI been waiting for the bus? Did SANI see ROBIN? Did SANI drop the blue Slushy?
What do I want? For example, does SANI want to go home? Does SANI want to comfort CHARLIE? Does SANI want to get away from CHARLIE?
Invite students to return to their pairs and to experiment with a moved reading of Not the Moon by James Elazzi, considering the character, given circumstance and motivation of SANI. Encourage students to try multiple interpretations of the character to intentionally create meaning and respect the intent of the playwright. Circulate around the class and support students to intentionally use symbols, movement, gesture and expression to express meaning.
Following this experimental phase, invite some of the pairs to present a moment from their experimentation that represented their intent. 
Support the class to reflect on each performed moment in a class discussion. Effective sentence starter prompts can be found on slide 4.6e. 
Following the discussion, ask students to reflect as pairs using own annotations on the script they have used for this lesson. 
Questions for reflection may include:
Were the choices we made regarding SANI’s character, given circumstances and motivations clearly communicated to the audience?
Were the choices we made regarding SANI’s character appropriate and meaningful responses to CHARLIE’s dialogue?
Were the choices we made regarding SANI’s character give us greater insight into the dramatic journey of the characters in Like the Moon?
Ask students to think about their work in this activity and identify one moment in which they discovered how movement, gesture or physical expression can communicate meaning without dialogue. Guide students to form a circle and each share their identified moment with the class.




[bookmark: _Toc243389792]Learning sequence 5 – uncomfortable silence
Teacher note: the Learning sequence 5 section of the PowerPoint resource – ‘Intent – staging scripts’, along with Fixing the Object by Sarah Wilson and The Cut by Eloise Snape from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 5. 
Learning intentions and success criteria have been provided on slide 5.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately one week.
Table 5 – Learning sequence 5 – uncomfortable silence
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Forms and styles – performing
Apply improvisation processes and performance approaches influenced by significant practitioners, forms and styles
Experiment with the staging and performing of works and experiences with a range of dramatic processes, forms and styles
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – performing
Control appropriate performance skills to communicate characters, roles, relationships and dramatic meaning
Improvising and devising – critically reflecting
Discuss dramatic moments and creative choices and use individual and collaborative feedback to refine dramatic work
Scripts in practice – making
Analyse the ways context, ideas, intentions, forms and styles shape creative choices in dramatic works
Apply dramatic elements in scripted scenes to engage audiences and shape meaning 
Scripts in practice – performing
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Scripts in practice – critically reflecting
Identify and evaluate the ways the elements of performance shape meaning in the staging of works

	Learning intention
We are learning to manipulate pauses and silence to stage scripted works that effectively engage audiences and communicate dramatic meaning.
Success criteria
I can:
· experiment with and enact performance approaches influenced by significant practitioners, forms and styles 
· control and adapt performance skills to communicate characters, relationships and dramatic meaning through subtext, tension and characterisation
· reflect on my creative and performance choices, using feedback to analyse and refine how dramatic elements shape meaning and audience engagement in scripted works.
Activity 5.1 – the purpose of the pause
Teacher note: this activity supports students to explore the way playwright Harold Pinter manipulated pauses as a convention of scripted work. 
Explain that students will be exploring the ways playwrights use punctuation, specifically pauses, to convey dramatic meaning. First, define the key term: a pause is an intentional interruption of speech or action during a performance. Explain that, in theatre, which relies heavily on speech and physical actions, a pause can be a powerful tool. Tell students that, for our purposes, they should consider a pause as a deliberate silence or still moment created by the actor or director to add meaning or emotional depth to the scene.
To help support student understanding, access slide 5.1b and ask students to consider examples and non-examples of pauses in performance. Activate prior knowledge by supporting students to recall encountering pauses in the duologues they explored when considering subtext in Activity 3.3. Explain that pauses often give room for subtext to be communicated to the audience or to a scene partner. Remind students that they may have observed pauses during improvisation or scripted scenes, where a thoughtful silence added emotional weight or created suspense.
Explain that the term ‘beat’ is used in theatre when referring to momentary pauses in dialogue. A beat usually marks a moment when something changes, such as a shift in emotion, intention or direction, for a character or within the dramatic action. Beats help actors and directors break down a scene into manageable parts, making it easier to understand character motivations and the flow of the dramatic journey.
For example, in a conversation between 2 characters, a beat might occur when one character suddenly changes the subject, reacts emotionally or makes a decision. 
Guide students through slide 5.1c to model how pauses can be used effectively on stage. 
Explain that in this activity, students will explore pauses as an important dramatic device, used extensively by influential British playwright, Harold Pinter. Access slide 5.1d and explain that Pinter is well-known for his strategic use of pauses in his plays. So much so that it has become known as ‘the Pinter pause’.
Access slide 5.1e and explain that on left of the slide is a short excerpt from Pinter’s play The Birthday Party which demonstrates his use of pause, and on the right of the slide is an excerpt from The Cut by Eloise Snape. Support students to analyse Snape’s excerpt and how her writing implies pauses. For example, short sentences, single word sentences, ellipses, rhetorical questions and a ‘beat’. Explain to students that the ways in which playwrights indicate pauses and beats will be unpacked further in this learning sequence. Ask students to form pairs and experiment with the use of the beat in the excerpt from The Cut by Eloise Snape. Encourage students to manipulate the inferred silences in the dialogue to create subtext. Invite each pair to share one effective manipulation of beat in this dialogue with the class.
Access slide 5.1f and support students to activate prior knowledge by collaboratively formulating definitions for the terminology on the slide. Guide the class to an agreed definition and document this on the slide. Explain to students that they will complete the example section of this slide after they have explored the duologues in this learning sequence. Suggested definitions are:
Pause – a deliberate stop or moment of silence during a performance, used to create emphasis, build tension or allow the audience to absorb what has just been said or done.
Timing – the precise control of when an actor delivers lines or performs actions, essential for creating rhythm, comedic effect or dramatic impact.
Hesitation – a brief moment where a character appears uncertain or reluctant to speak or act, often revealing internal conflict or emotion.
Beat – a small unit of action or a moment in dialogue that marks a shift in emotion, thought or intention, helping to shape the flow and dramatic journey of a scene.
Activity 5.2 – inferring a pause
Teacher note: before teaching this activity, it is recommended that teachers view Moved reading: Fixing the Object by Sarah Wilson – video (6:02). An excerpt from the moved reading is shown to students in this activity. 
Access slide 5.2 and explain that students will be viewing an excerpt from a new duologue, Fixing the Object by Sarah Wilson. Activate prior knowledge of the previous duologues students have explored, reminding them of the convention to have one character remain silent. Explain that students will have an opportunity to further explore the context of this duologue, however, for the purpose of this exercise they are to use what only they see on the slide. Note that there is no use of the word ‘pause’ in this extract, so students will need to make inferences as to what may constitute a pause, for example in Fixing the Object by Sarah Wilson we see use of punctuation such as ‘…’, ‘/ !?’ and ‘????? / ...’
View an extract from Moved reading: Fixing the Object by Sarah Wilson – video (from 2:13–2:38). Support students to identify how the actors in the video used pauses to infer meaning. For example, the character Alex used the pause to remember when Sasha’s laptop died in English. 
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works.
Return to slide 5.2 and remind students that the pauses marked by punctuation in the excerpt are not simply moments of silence; they provide opportunities to create subtext, uncertainty and tension between the characters. In pairs, students rehearse the extract, experimenting with the length, placement and quality of the pauses, while considering what each character may be thinking or withholding from the other.
Ask students to work in pairs to develop 2 contrasting versions of the script excerpt. In the first, they should minimise the pauses to reduce tension and create a more conversational interaction. In the second, they should deliberately manipulate the pauses to heighten tension, allowing the audience to infer meaning that is not expressed through dialogue. Students should consider questions such as: 
· What does SASHA want ALEX to understand? 
· What might SASHA be reluctant to say? 
· What does ALEX’s silence communicate? 
· What does the audience begin to suspect because of the pause?
Invite pairs to perform their 2 versions for the class. Following each performance, ask students questions about their creative choices in selecting and applying pauses to intentionally engage the audience. Formatively assess student enactment and responses to evaluate their progress towards demonstrating DR-11P-03. 
Activity 5.3 – Fixing the Object by Sarah Wilson and The Cut by Eloise Snape
Teacher note: before teaching this activity, it is recommended that teachers view Moved reading: The Cut by Eloise Snape – video (6:16) and Moved reading: Fixing the Object by Sarah Wilson – video (6:02). Teachers may choose to share the entirety or sections of these videos with students. Teachers will need printed copies of Fixing the Object by Sarah Wilson and The Cut by Eloise Snape for this activity.
Divide the class in half and distribute Fixing the Object by Sarah Wilson (Group A) to half the class and The Cut by Eloise Snape (Group B) to the other half. In these groupings, ask students to form pairs and conduct a cold reading of the duologue they have been given.
While Group B is completing this cold reading, gather Group A and display slide 5.3a. Ask students to consider some of the script conventions they may notice in Wilson’s Fixing the Object, not only using punctuation to infer a pause, but the use of other conventions to indicate the rhythm and pace of the dialogue and character interactions. Guide students to discuss each example and then collaboratively document these responses in the third column of the slide. Once this is completed, Group A returns to completing their cold reading in pairs, while Group B completes the same activity by accessing slide 5.3b to examine similar script conventions used by Snape in The Cut. 
Following the cold reading, ask each pair to join another pair who have been working on a different duologue, then, in these groups of 4, support students to have a brief discussion applying the learning from earlier in the unit to the duologue they have read, including consideration of dramatic meaning, context, subtext and character motivations. 
Ask students to consider any similarities they have noted in the dialogue in the 2 duologues. Remind students that, like Like the Moon and Not the Moon, these duologues are connected. The Cut by Eloise Snape was written as a response to Fixing the Object by Sarah Wilson. View slide 5.3c which includes the excerpts of the final moment of each duologue. Guide students to identify any commonalities, these might include the reference to ‘fixing’, the use of pause, or the final moments including symbolic physical action. 
Ask students to return to the groups of 4 they were in earlier, and experiment with manipulating both excerpts from the scene to highlight any commonalities they see. Ask each group of 4 to share their experimentation with the class, either through discussion or through a brief staging of either excerpt or both excerpts together.
Extension activity: allow the groups to now consider both duologues in entirety and pick a short excerpt from either duologue which could be interpreted differently if the pauses in the excerpt are manipulated. Allow students 10 minutes to prepare these excerpts, encourage them to experiment as a group of 4 considering the possibilities they have just worked with. Ask each group of 4 to now present both excerpts to the class.
Activity 5.4 – reflecting on our use of pause
Revisit slide 5.1f with students and ask them to annotate each term on the slide with an example of how each convention was manipulated in their enacted excerpt in their experiential learning. Circulate around the class and check for understanding by assessing if students can clearly define the differences between each term through their selection of examples. 
Access slide 5.4a. and support the class to define the following verbs and repeat the same documenting process as they have done with previous verbs. Definitions of these verbs could include:
Illuminate – to use performance choices to clarify or highlight important emotions, ideas or relationships for the audience.
Heighten – to build up or intensify emotion, tension or dramatic action in a scene.
Imply – to communicate meaning, intention or mood indirectly through gestures, expression or subtext.
Resonate – to evoke a meaningful or emotional response in the audience. 
Access slide 5.4b and read each sentence starter aloud, modelling how to use Drama terminology and descriptive verbs. Support students to use these sentence starters to write analytical or topic sentences, reflecting on the moments they enacted in Activity 5.3.
Access slide 5.4c and guide students to write a structured paragraph using the instructions on the slide.
Conclude the activity by asking some students to share their paragraphs with the class. Ask students to consider one of the scripted scenes they explored during the unit and identify one specific performance choice they made involving pause, timing, hesitation or beats.


[bookmark: _Toc243389793]Learning sequence 6 – unfamiliar audience 
Teacher note: the Learning sequence 6 section of the PowerPoint resource – ‘Intent – staging scripts’, along with JORDAN by Bjorn Stewart and A BETTER RIPLEY by Sarah Wilson from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 6.
Learning intentions and success criteria have been provided on slide 6.1a and can be displayed and reviewed in each lesson as required.
Activities in this learning sequence include the suggested use of music to enhance dramatic meaning. Teachers can access audio from any suitable or familiar platform. Teachers may substitute the suggested audio with any similar audio tracks they are familiar with.
The suggested duration of this learning sequence is approximately one week.
Table 6 – Learning sequence 6 – unfamiliar audience
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works 
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Forms and styles – making
Interpret the ways that dramatic meaning is shaped using dramatic forms and styles
Select dramatic forms and elements of production to shape the dramatic journey and engage audiences
Forms and styles – performing
Apply improvisation processes and performance approaches influenced by significant practitioners, forms and styles
Experiment with the staging and performing of works and experiences with a range of dramatic processes, forms and styles
Enact dramatic works using the elements of drama to engage audiences and communicate meaning
Forms and styles – critically reflecting
Explain the influences, intentions and innovations of dramatic practitioners and how these shape forms and styles
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – making
Experiment with dramatic elements to refine and shape the dramatic journey for audience engagement
Create and shape dramatic forms, styles and elements for audience engagement
Improvising and devising – performing
Apply blocking, proxemics, transitions and stage space to refine and focus intentional dramatic action to shape meaning and audience engagement
Scripts in practice – making
Analyse the ways context, ideas, intentions, forms and styles shape creative choices in dramatic works
Integrate acting, design and direction to a scripted work to structure a dramatic journey and realise creative intent
Apply dramatic elements in scripted scenes to engage audiences and shape meaning
Integrate elements of production with a directorial concept and creative choices to realise interpretations of selected moments
Scripts in practice – performing
Stage dramatic works adapting the aesthetic styles and elements of production
Shape the dramatic journeys of characters through the actor–audience relationship to realise creative intent
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Apply the elements of production in live, recorded or hybrid performances as a performer or practitioner to realise creative intent
Scripts in practice – critically reflecting
Analyse how the elements of production heighten key moments and shape the dramatic journey in scripted works
Evaluate how group and individual choices in scripted performances impact audience engagement
	Learning intention
We are learning to interpret and apply dramatic elements and forms to shape performance choices that engage and influence audience understanding and experience.
Success criteria
I can:
· interpret and select stage and audience configuration, and elements of production to shape the dramatic journey and engage audiences
· experiment with staging, space and proxemics to communicate meaning and enhance audience engagement in different performance spaces 
· analyse and reflect on the actor-audience relationship to guide creative choices about the integration of acting, design and direction in scripted works to realise creative intent.
Activity 6.1 – What does the audience know?
Teacher note: prior to teaching this activity, teachers are encouraged to read NESA’s syllabus advice on Aboriginal and Torres Strait Islander Cultural and creative Practices in Drama including, ‘Students engage with Aboriginal and Torres Strait Islander works in ways that respect Cultural protocols and integrity. This includes understanding the importance of permissions, Cultural ownership, Indigenous Cultural and Intellectual Property (ICIP) and respectful representation when studying or performing these works.’
Students were introduced to JORDAN by Bjorn Stewart in Learning sequence 1. Teachers should revisit key considerations related to this dramatic work including ‘Important notes from the playwright’, particularly the notes on casting, which states, ‘Jordan should be played by an Aboriginal person. Ripley should be played by a White-Australian person.’
Based on their specific class context, teachers should establish culturally safe ways of exploring the duologue, while respecting the playwright’s integrity and protocols regarding identity-conscious casting. 
Teachers will need printed copies of JORDAN by Bjorn Stewart for this activity.
Distribute copies of JORDAN by Bjorn Stewart and activate prior learning by prompting students to recall the situation, character relationship and access slide 6.1b to re-read Stewart’s ‘Important notes from the playwright’. Highlight the notes on casting and then read Stewart’s note on ‘Easter Eggs’. Ask students what they think Stewart’s use of the term ‘Easter Eggs’ means here and guide them to responses that might include:
Hints or surprises that have been deliberately hidden in the duologue.
A good surprise when we find it!
Information we may need to search or hunt for.
Small gifts of information scattered around the duologue.
We may need to be on the lookout as they may be hard to see.
Explain that as they are exploring JORDAN, they investigate how different audiences may construct different meanings from the same dramatic moment. Tell students that Bjorn Stewart is an Aboriginal playwright from Western Yalanji and Wemba-Wemba, and many of the ‘Easter Eggs’ in JORDAN, provide opportunities for practitioners and audiences to consider how this work reflects historical and social change and invites reflection on Cultural identity, resilience and continuity. Tell students that, along with references to Aboriginal histories and Culture, Stewart’s ‘Easter Eggs’ also provide references to films and other media that students may recognise. 
Ask students to form groups of 3 and read through the duologue without embodying the characters. Display slide 6.1c and unpack the complete examples provided. Allow students to annotate their scripts as they interpret the duologue and uncover more of Stewart’s ‘Easter Eggs’.
Metaphors that reference history, film or media that they may discover may include:
the duologue’s setting, ‘BBQ Area’, which suggest a reference to Julian Pringle’s 1986 short film Babakiueria: ‘This strange and fascinating people’, which satirises first contact through a truth-telling lens.
Jordan’s description of the alien abductors as, ‘Their skin was pale. Almost translucent. Like ghosts.’, which acts as a metaphor for first contact and colonisation.
the character name and duologue title, ‘Jordan’, could be seen as a nod to the influence of American writer and director Jordan Peele. Peele is known for storytelling about race and identity that combines horror, science fiction and satire. These are thematic and stylistic influences that may be identified in Stewart’s duologue.
Guide students to share what they discovered and model synthesising these ideas by adding them to the table on slide 6.1c where appropriate. As students contribute their discoveries and interpretations, use these responses to prompt students to consider how dramatic meaning is influenced by the knowledge and experiences an audience brings with them. This could include prompting students to consider how an audience might interpret the opening moments of JORDAN, particularly the significance of the BBQ Area or Jordan’s fear about the black cars. Would the audience see them as threatening vehicles? Would they recognise the symbolic or historical meaning of the 2 metaphors? How might an awareness of Jordan's Aboriginal identity and Ripley's White-Australian identity influence the audience’s interpretation of the scene? Would they recognise the references to science fiction films?
Emphasise that the meaning of a performance is influenced by the diverse contextual knowledge and understanding the audience brings to the performance. For example, knowing that Jordan is Aboriginal and Ripley is White-Australian, and understanding truth-telling principles, might mean the broader metaphor of colonisation and invasion is clearer to the audience.
Explain to students that, as dramatic practitioners, we need to consider audience experience as we create dramatic meaning. We can make creative choices to support our creative intent but ultimately, audiences may have different interpretations and multiple interpretations can co-exist. 
Activity 6.2 – What does the audience sense?
Teacher note: in this activity, teachers will need to access an audio recording of Camille Saint-Saëns – Danse Macabre or substitute this with their choice of audio track. 
Teachers will need printed copies of A BETTER RIPLEY by Sarah Wilson for this activity. The script excerpt on slide 6.2c should be printed on A3 paper.
Begin by explaining to students that they are now going to experiment with using music to enhance dramatic meaning. Access slide 6.2a and view Enacting script interviews: ‘Intent – staging scripts’ – video (8:40). Following this viewing, draw students’ attention to the 2 interview quotes on the slide. Ask students to consider these 2 perspectives as they engage in the activity
Designate the performance space for students. Tell them they will be entering the designated space as though they are already part of a busy train station. Tell students that, throughout this activity, there must be no talking, sound effects or music. Explain that when they are asked to enter the space, they must each select a specific location within the station and establish a unique character using physicality, pace, focus and action. Once a character is established, students will remain in the scene and continue their chosen character actions. As each new student enters, guide them to add their own character, making a deliberate choice to bring something new and different to the station, rather than simply copying someone else’s actions. Continue this process until all students are in the space and the station is fully developed. 
Differentiation activity: some students may benefit from modelling or side-coaching with suggested characters. Suggestions might include:
· someone waiting anxiously for the train
· a passenger trying to fix a broken suitcase
· a parent trying to keep track of a child 
· a person carrying too many shopping bags 
· someone arguing silently on their phone 
· a security guard watching the station.
Allow the scene to evolve naturally for approximately 2 minutes, with all students maintaining their chosen character actions. At the end of the 2-minute period, instruct students to freeze in place, holding their positions and expressions for 5 to 10-seconds.
As teacher, model an audience response, as you move about the frozen image considering:
What moments stood out to an audience? 
Which characters were clear to the audience? 
Did you notice any relationships forming? 
Did the scene appear to have a particular purpose or dramatic intention?
Ask students to form a circle and play the first 2 minutes of Camille Saint-Saëns – Danse Macabre.
After listening, ask students:
What physical qualities did the music suggest? 
What kinds of characters could exist inside this music? 
Did it make you imagine a particular time, place or event? 
After returning students to their previous starting position, explain that they will repeat the same activity, but this time the music will be part of the dramatic world and should influence their choices. Play the same 2-minute section of music as the students enter the space one at a time. Encourage them to consider how the music affects pace, whether their character moves differently, if their character’s intention has changed, and whether the music suggests that something is about to happen. Emphasise that students should remain responsive to what is developing in the scene rather than following a predetermined storyline. As before, no talking is allowed, and at the end of the 2 minutes, students will freeze in place.
Ask students to form a circle. Lead a discussion with students on how the music influenced the dramatic meaning. Prompt them to think about how the music shaped the characters’ physicality, pace and intention throughout the performance. 
Access slide 6.2b and ask students to identify how the ideas of the practitioner on the slide, Antonin Artaud, were inferred in the discussion they just had. For example, did the jarring sounds in the music elicit a particular emotional response, and did the increase in volume heighten the tension in the scene?
Explain that students will now apply their learning to the opening moments of the duologue A BETTER RIPLEY by Sarah Wilson. Access slide 6.2c and ask students to silently read the excerpt on the screen.
Organise students into groups of 3 and explain that you will play a piece of music. Ask students to stand in the space in their groups and remain still while they listen to the music for the first time. 
Teacher note: the following audio track is recommended for the next section of the activity: J.S. Bach: Prelude No. 1, BWV 846. An alternative is Satie: Gymnopédie No. 1.
Explain to students that the music will be played 3 more times. During these repetitions, 2 group members will respond to the music by adjusting the timing, pace and rhythm of the opening of their duologue, while the third member acts as a director to guide the actors in this activity. Instruct the director to pay attention to when they want the music to fade so they can cue the start of the dialogue.
Teacher note: the following audio track is recommended for the next section of the activity: Edvard Greig: In the Hall of the Mountain King.
Now, repeat the same activity using a different piece of music. Guide students to follow the same steps as before, with the director guiding the timing of the music fade and cueing the start of the duologue.
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences.
Ask each group to share one of their scenes using the music with the class. Give each audience group an A3 sheet of paper with the script excerpt printed on it and ask them to collaboratively create an audience pulse map as they watch. Rather than taking conventional notes, students are to mark moments where the music affects their experience. Refer students to slide 6.2d for suggestions of symbols they might use in annotating their script.
Encourage students to pay particular attention to the relationship between the music and the performers. They should consider whether performers move with the rhythm of the music, work against it, accelerate or slow in response to it, or use pauses and moments of silence. Support students to document, not simply what the performers did, but what happened to them as an audience because of the relationship between music and performance.
Collect and review the audience pulse maps to formatively assess student progress towards demonstrating DR-11R-03 and use this assessment data to inform planning for Learning sequence 7.
Following the performances, encourage students to share where their attention changed and identify the specific musical or performance choices that caused those changes. Ask the performers to explain what they intended the audience to experience at those moments. The audience can then consider whether their response matched the performers’ intention.
Activity 6.3 – What does an audience see?
Teacher notes: this activity asks students to consider the possibilities of different dramatic forms. Teachers can support student understanding of dramatic forms by accessing and displaying Poster – Dramatic forms (PDF 780 KB).
Teachers will need class copies of A BETTER RIPLEY by Sarah Wilson for this activity.
Access slide 6.3a and revise the definition of dramatic forms. Explain that, as dramatic practitioners, we choose and shape these forms to communicate meaning, express creative intent and engage audiences in distinct and purposeful ways. Activate prior knowledge of students’ experience of dramatic forms, for example, in previous student productions, experience of festivals and outdoor theatre, or by accessing drama on screen or using audio. Remind students that they have previously considered dramatic styles in earlier learning sequences, and that a dramatic form will often compliment a dramatic style. Access slide 6.3b and explain that in this activity students will explore several indoor theatre forms, including those referenced on the slide. Ask students to consider which indoor theatre forms exist in their own school and community, and which they have had experience of as either performer or audience. 
Access slide 6.3c and explain that the work in this activity is influenced by the ideas of practitioner Jerzy Grotowski. Ask students to briefly consider if they may have experienced performances like those described on the slide; where they were immersed in or overwhelmed by what was happening on stage.
Distribute printed copies of A BETTER RIPLEY by Sarah Wilson. Begin by explain that Wilson’s duologue was written in response to Stewart’s JORDAN, with the character of RIPLEY appearing in both duologues. Showing students Moved reading: A BETTER RIPLEY by Sarah Wilson – video (5:43) on slide 6.3d. Students can follow the dialogue in the moved reading on the script and note any moments they may wish to experiment with in a future activity. To activate prior knowledge from previous learning sequences, ask students to briefly consider the motivations of the characters, the subtext of the work and its use of pause and silences. 
Divide the class into 3 groups. Explain that each group will work with the same short moment from the duologue but enact it in a different stage configuration: a traverse stage, theatre in the round and a black box. The purpose of the activity is not simply to find the most effective staging, but to investigate how the relationship between performers, space and audience changes according to the performance environment.
Access slide 6.3e to slide 6.3g and guide students through the 3 examples on the slides, noting the position of audience, the possible entrances and exits and the proximity of audience to performers.
Access slide 6.3h and ask students to locate this script excerpt in their copies of A BETTER RIPLEY. Ask each group to select 2 students to read the excerpt aloud.
Assign each group a staging configuration. Before rehearsing, ask students to discuss the practical and dramatic possibilities of their space. They should consider where the audience is positioned, what each audience member can and cannot see, and how proximity to the performers may influence the experience of the scene. Students should also consider the challenge of staging RIPLEY’s interactions with BETTER RIPLEY, whose presence may be ambiguous (see consideration 2 of ‘conventions and considerations in the script’).
Guide each group to plan a concept for their staging of the scene. Encourage students to make deliberate decisions about movement, gesture, focus, use of space and the positioning of both characters. They should consider how their chosen stage configuration might influence the audience’s understanding of the relationship between RIPLEY and BETTER RIPLEY. For example, does the audience observe the characters from a distance, feel surrounded by the action, or become physically close to moments of tension? Is the fourth wall ever broken?
Allow time for each group to rehearse and refine their interpretation. Remind students that the stage configuration should actively shape their directorial concept and creative choices, rather than simply provide a location for the performance. Encourage them to think about audience sightlines, whether performers have their backs to sections of the audience, how entrances and exits might work and where moments of dramatic focus should occur.
Ask each group to present their version of the scene to the class. Arrange the audience to reflect the intended configuration. After each performance, ask the audience to briefly record their immediate response using 3 prompts: 
What did I notice? 
Where was my attention drawn? 
How did my position as an audience member affect my experience of the scene?
Activity 6.4 – imagining an audience
Ask students to select one of the duologues explored so far in the unit. Tell them they will work in pairs, to develop a directorial concept for an imagined production of the duologue that deliberately considers how the audience’s background knowledge and experiences combined with choices about sound, music, space, proximity and performance space can shape meaning and audience response. Students should draw on the ideas explored throughout the previous activities, including the significance of hidden metaphor, Artaud’s use of sensory and emotional impact, and Grotowski’s focus on manipulating the actor–audience relationship. 
Divide the class into pairs and guide them through collaboratively planning their ideas using the prompts on slide 6.4a. To document these ideas and further support their writing, guide students to use the Activity 6.4 – planning scaffold to collaboratively plan their directorial concept before they begin writing their response.
Access slide 6.4 and guide students through the expectations of the writing task. Explain that students will now use their documented planning to collaboratively write a structured response of no more than 250 words responding to the prompt: How would your imagined production use the elements of drama and/or the elements of production to shape the audience’s understanding and experience of the duologue?
Differentiation activity: some students may benefit from the opportunity to structure the collaborative writing with a ‘Pass, Challenge, Improve’ process. Partner A writes the first section before passing the response to Partner B. Partner B highlights one idea that is particularly effective and identifies one place where the explanation could be more specific or convincing. Partner A then revises the response before passing it back. The partners continue alternating between writing, giving feedback and revising, ensuring that both students contribute ideas and editing decisions. Before submitting, both students must agree that the final response clearly connects production choice, audience experience and intended meaning.
As a final reflection, ask pairs to underline their strongest production choice and circle the sentence that most clearly explains its impact on the audience. Invite several pairs to share these sentences and discuss how different directorial choices can produce entirely different audience experiences of the same duologue.
Teacher note: all students will require access to a digital or printed copy of Sample assessment task – ‘Intent – staging scripts’. The task notification should be issued in Lesson sequence 6 to allow students 2-weeks’ notice. The 2-part task will be thoroughly unpacked and then assessed in Lesson sequence 8. Teachers should be familiar with all aspects of the task before issuing the assessment notification. 
Issue the assessment task notification for Sample assessment task – ‘Intent – staging scripts’ to all students and explain that they will be completing both parts of the task in Week 10. Tell students that they will spend Week 9 lessons preparing for the assessment task and that all expectations and steps to success will be unpacked at the start of Week 9. Explain that the task draws on many of the skills they have been developing throughout the unit, including duologue exploration and performances. Help students to make connections between the collaborative thinking, planning and writing they have just completed in Activity 6.4 and Part B of the assessment task. 




[bookmark: _Toc243389794]Learning sequence 7 – unlocking ensemble movement
Teacher note: the Learning sequence 7 section of the PowerPoint resource – ‘Intent – staging scripts’, along with Pally in the Lebanese Australian Bush by James Elazzi and LET’S GO SAVE THE WORLD THIS WEEKEND by Bjorn Stewart from the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 7. 
Learning intentions and success criteria have been provided on slide 7.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately one week.
Table 7 – Learning sequence 7 – unlocking ensemble movement
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Forms and styles – making
Adapt, reimagine and transform works to realise creative intent applying approaches, conventions and the elements of production to shape and communicate meaning
Forms and styles – performing
Apply improvisation processes and performance approaches influenced by significant practitioners, forms and styles
Forms and styles – critically reflecting
Assess the influences of dramatic practitioners and how these shape forms and styles
Improvising and devising – making
Collaboratively develop and refine directorial concept and creative intent for devised and scripted works
Apply collaborative and improvisational approaches to enhance ensemble focus, energy and cohesion
Collaborate to refine directorial concept and creative intent for devised and scripted works
Generate and refine creative and critical ideas to shape the dramatic intention of an ensemble
Improvising and devising – performing
Apply blocking, proxemics, transitions and stage space to refine and focus intentional dramatic action to shape meaning and audience engagement
Improvising and devising – critically reflecting
Evaluate group choices and moments in performance to consider their impact on audience engagement and meaning
Scripts in practice – making
Create a concept that uses dramatic elements to shape meaning in a scripted work
Apply dramatic elements in scripted scenes to engage audiences and shape meaning
Scripts in practice – performing
Enact scripted works by applying dramatic elements and conventions to realise a directorial concept
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Scripts in practice – critically reflecting
· Assess the influence of directorial concepts in the ways dramatic processes and elements are applied in scripted works
· Evaluate how group and individual choices in scripted performances impact audience engagement
	Learning intention
We are learning to make, perform and analyse how ensemble movement can be manipulated to interpret scripted works, communicate meaning and realise creative intent. 
Success criteria
I can:
collaboratively adapt and transform dramatic works, using improvisation and ensemble conventions to realise a clear intent
· apply blocking, proxemics, transitions and use of stage space to refine ensemble performance
· analyse and evaluate how group and individual choices impact audience understanding, engagement and the overall dramatic meaning.
Activity 7.1 – the mechanics of movement
Teacher notes: teachers with background knowledge of Vsevolod Meyerhold may wish to further explore his practices in this activity. Throughout this learning sequence, teachers should lead movement warm-ups to ensure physical safety and preparedness for the movement-based activities.
Access slide 7.1b and begin by introducing students to Vsevolod Meyerhold. Explain that when engaging in physical theatre, it is important to understand that it has a basis in strength, focus and discipline as established by many dance and movement practitioners, including in Meyerhold’s’ use of biomechanics. 
Check for understanding by reviewing key movement terminology. This could include:
neutral position which refers to a posture where the actor stands relaxed but ready, feet shoulder-width apart, knees slightly bent, shoulders relaxed and arms by the side. This position signals physical availability for movement and performance. 
spatial awareness which is the ability to understand and respond to the space around you and your body’s placement within it.
levels which are the different heights at which an actor can position their body within the performance space.
Lead students through a series of movement exercises to build their ensemble focus and movement:
1. Shake out: direct students to stand in neutral position. Ask them to count backwards from 10 while shaking out their right hand, then repeat with the left hand, right foot and left foot. Finally, instruct them to do a full-body shake. This exercise is intended to release tension and ready students for performance. Remind students that a controlled shake is intentional and energising; in contrast, simply wriggling without focus or counting is not an example of a purposeful shake out. 
Expand and contract: ask students to stretch themselves, creating the largest shape possible and taking up maximum space, then exhale and curl into the smallest shape possible. Encourage them to explore different levels, high, medium and low shapes. Model how to make big, medium and small shapes that challenge balance and spatial awareness. An example of expanding is stretching arms and legs wide, while contracting could be curling into a ball. 
Human puppetry: direct students to pair up (mirrors can be used if available) and imagine that one person is the marionette, and the other the puppeteer. Explain that a marionette is a type of puppet controlled by strings attached to its limbs, allowing a puppeteer to manipulate its movements from above. The puppeteer manipulates ‘strings’ attached to specific body parts (wrists, elbows, shoulders, waist), moving the marionette from a relaxed ragdoll into new shapes, following a set order of movement. Model the exercise and emphasise intentional, controlled movements, before leading students through the exercise.
Next, lead the following exercises to support students to move from individual and pair movement, into ensemble movement.
1. Flock crossing: explain that the goal of the activity is for the entire class to travel from one side of the room to the other, gradually building from individual movement to a large, coordinated group. This activity builds on the flocking warm-up in Activity 1.1. Direct each student to cross the space alone, using a unique style of movement. Encourage students to experiment with different qualities – perhaps walking like a robot, crawling, skipping or tiptoeing – to express individuality and creativity. Then, ask students pair up without speaking and find a way to move together across the floor, combining their individual styles. Explain that the focus here is on synchronisation and collaboration through body language, not spoken instructions. Expand the pairs into groups of 4, who must develop a shared physical language that suits the larger group. Finally, in the last round, the whole class comes together to move as one large flock, maintaining unity and flow through coordinated movement.
The creature: begin by gathering the entire class together in the centre of the room, forming a tight huddle. Explain that they will transition from acting as individuals to embodying a single, unified entity, like one large organism or creature. Ask them to close their eyes or keep a soft, unfocused gaze, and to focus on breathing slowly and completely in unison. Once the group achieves this unified breath, introduce one simple physical impulse or micro-movement. For example, a gentle shudder, a slow collapse to the floor or an expansion outward. This movement must ripple through every member of the ensemble smoothly and perfectly at the same time, without using any verbal signals. 
The advanced machine: begin by explaining that the goal is to construct a complex, interconnected physical ‘machine’ using bodies and voices. To start, one student will enter the space and establish a continuous physical movement paired with a repetitive sound. This sets the foundation or ‘motor’ of the machine. One at a time, invite other students join the group, physically locking their bodies into or directly reacting to the existing movement – like parts of a lever, gear, or conveyor belt – creating a cohesive, interdependent whole. Once the whole group is incorporated into the moving sculpture, introduce abstract prompts such as ‘The machine is running out of oil’, ‘The machine is operating at 300% speed’ or ‘The machine is trying to calculate human grief’. Support the ensemble to adjust their rhythm, intensity and physical weight in unison.
Activity 7.2 – experimenting as an ensemble
Teacher notes: teachers will need printed copies of LET’S GO SAVE THE WORLD THIS WEEKEND by Bjorn Stewart. Before teaching this activity, it is recommended that teachers view Moved reading: LET’S GO SAVE THE WORLD THIS WEEKEND by Bjorn Stewart – video (8:22). The moved reading will be shown to students in this activity. Teachers may also choose to incorporate audio stimulus, for example Camille Saint-Saëns – Danse Macabre which they may have used in Activity 6.2. Teachers may draw a connection between the student’s prior ensemble work in Activity 6.2 and this activity.
Access slide 7.2a and show students 11 minutes of the video Elements Full Performance CSULB - Physical Theatre (51:27) (from 12:00–21:03). Explain that Ezra LeBank is an American theatrical movement educator who explores how the body can convey stories, develop characters and create meaning. His approach encourages performers to experiment with movement and embrace uncertainty to create engaging and unconventional theatrical experiences.
After viewing this work, ask students to reflect on the use of ensemble to transform space and situation. Prompts could include:
How was narrative created without the use of dialogue?
How did the ensemble manipulate minimal set pieces and use lighting to create moments and situations?
How did the ensemble use physical theatre to create transitions in time and space?
How did the ensemble create moments of contrasting atmosphere?
Access slide 7.2b and ask students to consider the first stage direction at the start of LET’S GO SAVE THE WORLD THIS WEEKEND.
Ask students to form groups of 8 and devise a 20-second ensemble sequence to interpret and embody the stage direction; ‘Train Station Platform. Afternoon’. Encourage students to make connection to the scene they improvised together in Activity 6.2. Drawing on Ezra LeBank’s work as inspiration, support each group to use minimal set pieces and props, and to avoid dialogue, instead focusing on bodies in space. Where appropriate, use instrumental music tracks to support students in this devising process. Circulate around the class supporting students to experiment with the conventions utilised by the ensemble in Ezra LeBank’s work. This could include:
physical expression, which uses the body to communicate character, narrative and ideas without relying on dialogue
spatial relationships, which explores how movement, space and dynamics between performers communicates meaning to an audience
experimentation, which encourages actors to move beyond familiar or habitual ways of performing
collaboration, which uses shared exploration and physical interaction to develop unexpected theatrical moments.
Access slide 7.2c and ask students to now add the next stage direction to their devised sequence – ‘TRAIN ANNOUNCEMENT SFX’. Guide students to experiment with how the announcement can be somehow voiced by the students in the ensemble. Allow students 5 minutes to refine their devised work into a 30-second sequence. Circulate around the class supporting all members of the ensemble to be actively engaged in the entire sequence. 
Distribute printed copies of LET’S GO SAVE THE WORLD THIS WEEKEND by Bjorn Stewart. Access slide 7.2d and view the Moved reading: LET'S GO SAVE THE WORLD THIS WEEKEND by Bjorn Stewart – video (8:22). After viewing the moved reading, activate prior knowledge by encouraging students to discuss characterisation, motivation, context and use of silence in this work.
Return to groups of 8 and ask students to nominate students to play ‘GUY’ and ‘EL’ for the purpose of the next devising activity. Access slide 7.2e and guide students through the dialogue and where it is in the context of the whole duologue (midway through).
Ask students to create a movement sequence to underscore GUY’s dialogue which hints at the possibility that EL’s story has some truth. Tell students that their ensemble work should lightly imply the earlier established ensemble work embodying the train platform, and that only GUY can voice dialogue. 
Next, display the dialogue on slide 7.2f and support students, still in the same ensemble grouping, to use their original train station ensemble ideas to heighten the comedy and tension of the dialogue which follows between GUY (spoken) and EL (written and gestured). 
Allow 5 minutes for students to devise this second sequence. Revise the definition of transition (a change from one scene, moment or idea to another) and explain that they now need to create a transition to link both sequences of dialogue, from the backrooms to the train station platform. Circulate around the class and support students to create an effective transition between the 2 sequences of dialogue. Support them to work collaboratively to control their transition through coordinated and smooth movements of the group from one position, scene or focus to another. Explain that transitions in ensemble movement require timing, awareness and cooperation among all performers to create a unified and purposeful shift on stage. While circulating, check for student understanding by asking each ensemble group the following questions.
Are all ensemble members moving in unified and purposeful ways in the transition?
Is the movement coordinated and smooth?
Are all ensemble members (including those directly involved in the dialogue) aware of the movements in the transition?
Ask each group to present both their sequences, including the transition, to the rest of the class. Support the class to discuss possibilities as to how the whole class could be integrated into any of the ensemble sequences presented. Ask whether any of the ideas from different sequences could be integrated into a single whole-class ensemble performance. Guide all students to reach a consensus as to how the whole class can now create a single sequence, and then gradually release responsibility to allow students to collaboratively combine their chosen sequence ideas into a new, whole-class sequence. Observe groups, allowing them to rehearse this new sequence at least 3 times before performing for the class.
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent.
While collaborating, encourage students to make purposeful ensemble choices regarding voice, movement, and space, and to discuss and experiment with collaborative processes that reveal their creative intentions.
Students perform their ensemble piece for the class, allowing the teacher to assess how each group interpreted the images in the stage direction, applied collaborative processes and manipulated voice and/or movement to enact creative intent and demonstrate understanding of the dramatic processes central to ensemble devising. 
Formatively assess student enactment and contributions to the ensemble work to evaluate their progress towards demonstrating DR-11P-02.
Activity 7.3 – ensemble worlds in space 
Teacher notes: teachers will need printed copies of Pally in the Lebanese Australian Bush by James Elazzi for this activity.
Access Pally in the Lebanese Australian Bush by James Elazzi. Ask students to form groups of 4 to 8 and allow them time to read and discuss the scene, applying their learning from earlier in the unit to interpret the duologue, including consideration of meaning context, subtext and character motivations.
Access slide 7.3a and read the excerpt to the class. Model vocal dynamics, clarity, energy and expression as you read, emphasise the imagery and sensory nature of the dialogue (highlighted on slide 7.3a in blue). Activate prior knowledge by asking students if the style of this duologue reminds them of any other scripted works they have explored in this unit. Prompt them to recall the heightened language of the poem at the start of Challito Browne’s Like the Moon. Explain that, unlike the slightly melodramatic style of Like the Moon, this duologue is written in a Magical Realism style. Provide students with a definition of Magical Realism
· Magical Realism is a style of theatre that blends the ordinary with the extraordinary, seamlessly integrating fantastical elements into the everyday world. 
Ask students to return to their groups and devise an ensemble sequence to interpret and embody the world described in the excerpt on slide 7.3a. Instruct each group to cast one member of the ensemble to read the dialogue while the rest of the actors create the world around them as it is described. Encourage students to build on the ensemble work they created in Activity 7.2 and to continue to draw on Ezra LeBank’s work as inspiration. Where appropriate, use instrumental music tracks to support students in this devising process. 
Access slide 7.3b and again read the excerpt, highlighting the repetition of sensory language related to the smell, sound, taste, look, feel and emotion of the place (highlighted in blue on slide 7.3b). Emphasise how some of these images change when the character takes us from the outdoors to inside his home, but the motif of the ‘hug’ and being ‘wrapped’ is repeated across both excerpts. Prompt students to consider how they could use ensemble movement to emphasise this motif. 
Ask students to work in the same group to devise another ensemble dramatic moment to embody the world described in the second excerpt, again choosing someone to perform the character and deliver the lines, while the ensemble creates the world.
Allow time for students to devise this second sequence, before challenging them to create a way of transitioning between the 2 moments. Circulate around the class, encouraging each group to consider the prompts on slide 7.3c as they devise.
Select one or more groups to perform for the class before moving on to the next activity.
Activity 7.4 – developing a response
Teacher notes: in this activity, teachers should use the structured prompts on the slides to guide students to craft a short reflective response that analyses how specific movement choices in their ensemble work enhanced meaning, and to evaluate the effectiveness of these choices in supporting their creative intent.
First, ask students to individually reflect on movement choices made in their ensemble performance. Access slide 7.4a and ask students to document any choices they made which are represented on the slide. 
Access slide 7.4b and support students to associate their choices with an appropriate verb. They should provide evidence from specific moments in the ensemble performance which demonstrate this choice. Instruct students to document these verbs alongside verbs encountered in previous learning sequences. Suggested definitions of each verb are:
Embody – to physically represent or show an idea or emotion
Intensify – to make a quality or feeling stronger or more vivid
Project – to clearly communicate or send out a message through movement
Personify – to represent a concept or emotion by embodying it as if it were a character.
Next, support students to integrate their chosen verb with a statement which reflects the choices they made in the ensemble. Use the sentence starters on slide 7.4c to demonstrate how they could structure this sentence and then add an example from their workshop experience. Ensure students move beyond copying the sample paragraph, but to integrate their own embodied experience of collaboratively staging moments from the duologue. Explain that they should also consider applying their knowledge of dramatic practitioners to their written responses. Use slide 7.4d to demonstrate an example of this.
Ask students to share their paragraph with a peer to be annotated. Explain that, as students peer-review each other’s paragraphs, they should:
underline the verbs used
circle any reference to dramatic elements
place a box around any link to a practitioner or style
highlight any specific examples explained with clarity from the enacted duologue. 
After they have completed this, ask students to return the paragraph they have annotated and discuss their observations with the writer of that paragraph. Encourage pairs to also share their understanding of the creative intent that was implied or stated by their peer’s paragraph.




[bookmark: _Toc243389795]Learning sequence 8 – unpacking the assessment
Teacher note: in this learning sequence, students engage with the specific requirements of the assessment task notification that was issued in Learning sequence 7 and commence work on this summative task. They apply their knowledge and experience of the duologues from ‘Listen to the silences: a collection of scenes for young people’ to select one duologue to rehearse and perform with a scene partner. Students will also plan and practise writing a statement of creative intent which builds on the writing and critical reflection skills they have developed throughout the unit. 
The summative task at the end of this learning sequence will provide direction for the remainder of the unit, as students create a shared directorial vision for shaping and staging a live in-class production of this collection of scripted works.
The Learning sequence 8 section of the PowerPoint resource – ‘Intent – staging scripts’, Sample assessment task – ‘Intent – staging scripts’ and Script booklet – ‘Listen to the silences: a collection of scenes for young people’ should be used to support Learning sequence 8. 
Learning intentions and success criteria have been provided on slide 8.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately 2 weeks.
Table 8 – Learning sequence 8 – unpacking the assessment
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-03 analyses how dramatic elements are manipulated to communicate meaning for audiences
Content
Scripts in practice – making
Create a concept that uses dramatic elements to shape meaning in a scripted work
Integrate acting, design and direction to a scripted work to structure a dramatic journey and realise creative intent
Apply dramatic elements in scripted scenes to engage audiences and shape meaning
Integrate elements of production with a directorial concept and creative choices to realise interpretations of selected moments
Document processes to support the making, realisation and development of dramatic works
Scripts in practice – performing
Enact scripted works by applying dramatic elements and conventions to realise a directorial concept
Stage dramatic works adapting the aesthetic styles and elements of production
Shape the dramatic journeys of characters through the actor–audience relationship to realise creative intent
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Apply the elements of production in live, recorded or hybrid performances as a performer or practitioner to realise creative intent
Scripts in practice – critically reflecting
Reflect on the ways dramatic contexts and elements shape choices to realise creative intent 
Assess the influence of directorial concepts in the ways dramatic processes and elements are applied in scripted works
Identify and evaluate the ways the elements of performance shape meaning in the staging of works
Analyse ways dramatic elements shape meaning in acting, design, playwriting or directing to enhance audience engagement
Analyse how the elements of production heighten key moments and shape the dramatic journey in scripted works
Analyse the ways dramatic meaning is shaped by design, direction, writing and performance
	Learning intention
We are learning to collaboratively and individually develop and realise a directorial concept by interpreting stimulus and integrating dramatic elements, performance skills and production design to shape meaning to stage and engage audiences in real and imagined performances. 
Success criteria
I can:
· create and document a concept that uses dramatic elements to shape meaning in a scripted work
· integrate acting, design and direction choices to structure the dramatic journey and realise creative intent in a real and imagined duologue performance
· apply and adapt performance skills and elements of production to effectively interpret and stage scripted works
· critically reflect on and analyse how dramatic contexts, processes, and elements shape meaning and audience engagement in specific theatre forms.
Activity 8.1 – assessment steps to success
Teacher note: students will need access to digital and/or printed copies of the Sample assessment task – ‘Intent – staging scripts’ and Extended response planning scaffold for this activity.
Display slide 8.1b to slide 8.1d and lead students through the requirements for Part A and Part B of the assessment task. Explain that, for Part A of the task, students will be working with a scene partner to select, rehearse and perform one of the duologues from ‘Listen to the silences: a collection of scenes for young people’. Let them know that they will collaboratively develop a shared directorial vision for their scene and perform it for the class at the beginning of Week 10. Explain that this means they will need to make good use of their limited rehearsal time (about a week). For Part B of the task, let students know that they will be completing a timed written response in the lesson following their performances. 
Display slide 8.1e to slide 8.1g and lead students through the steps to success and Extended response planning scaffold, encouraging questions and clarifying any misconceptions that arise. 
Activity 8.2 – selecting a duologue
Teacher note: for this activity students will need access to digital or printed copies of Activity 8.2 – duologue selection tool. Students will be working in pairs to develop their scripted work performance. Teachers are best placed to manage group formation decisions and should use strategies to facilitate cohesion and enable students to collaborate effectively. This could include, organising groups based on student dynamics, using student preferences to influence group organisation, randomly selecting groups and/or supporting student choice. 
Depending on the size and interests of the class, teachers might encourage students to choose a variety of duologues for the Part A performance task. This could make the dramaturgical structuring process in Learning sequence 9 more effective and the class ‘production’ in Learning sequence 10 more engaging for the invited audience.
Divide the class into groups of 2 and let students know who their scene partner will be for the scripted work performance assessment. Give student access to Activity 8.2 – duologue selection tool and explain that completing this worksheet will help them choose the right script for their performance assessment. Explain that students may choose a duologue they have already performed or explored in class, and that they should review any permissions and protocols that the playwright may have included in the script before making a choice. 
First, ask students to individually complete Step 1 of the duologue selection tool. Then, ask them to move into their pairs and work as scene partners to complete Step 2. Circulate around the class, guiding each group to collaboratively arrive at a shared decision, before moving on to Step 3 and recording their chosen duologue and the reason for that choice. Ask each pair to share their duologue choice and rationale with the class.
Differentiation: some students may benefit from the opportunity to activate prior learning of one or more of the duologues explored in Learning sequences 1–7 by accessing Intent – staging scripts: Moved readings.
Activity 8.3 – developing creative intent 
Explain that, now they have a scene partner and have selected a duologue for performance, students will work with their scenes partner to develop a short, shared statement of creative intent for their performance. Remind students that ‘intention’ is defined as ‘the purpose(s) in a dramatic work’, that ‘creative intent refers to the rationale for creative choices and focuses on the reasoning behind the approach to making a project’, and that the way we can enact ‘creative intent’ as dramatic practitioners is through the creation of a ‘directorial concept’. Remind them that this is ‘the central idea or interpretation that shapes how a dramatic work is structured, staged or performed.’
Guide students to work in pairs to perform a moved reading of their chosen monologue. Encourage them to pause and make notes or discuss ideas about the creative intent of their performance as they arise.
Access slide 8.3a and ask students to again enact their duologue, this time responding to the practitioner prompts on the slide and experimenting with these ideas as they embody the scene. 
Bring the class back together and facilitate a class discussion about how the practitioner prompts on slide 8.3a influenced or changed the ways they interpreted the scene. Explain that considering what they know about the playwright’s intention as well as thinking about their chosen scene from the perspective of audience, director, actors and designer will support them to develop a directorial concept for their scene and make choices about acting and design that will help communicate their creative intent to the audience. 
Access slide 8.3b and allow time for students to work with their scene partners to answer the questions and document their responses using the sentence starters on the slide.
Next, access slide 8.3c and support students to develop and agree on a statement of creative intent and directorial concept. Explain that this will guide them to make intentional creative choices while they are rehearsing and refining their scene to successfully realise their creative intent. Tell students that they may also adapt their concept statement as they make new discoveries in rehearsal but emphasise that they have limited time to rehearse their duologues so should make only essential changes.
Activity 8.4 – rehearsing and refining the duologue performance
Teacher note: in this activity, students will be allowed 4 to 5 lessons to rehearse their duologue performance. This scripted work performance will form Part A of the assessment task.
This activity provides a variety of strategies to support students in experimenting with dramatic elements, staging and conventions to communicate character, tension and creative intent as they rehearse and refine the duologue performance. The sequencing and selection of strategies should be in response to group and individual student need. Strategies can be drawn on at any time throughout this rehearsing and refining phase. Students may need multiple opportunities to complete, repeat or expand on the strategies in this activity. The 2 parts of the assessment task are interrelated. Encourage students to see this scripted work interpretation and enactment as building skills for writing a statement of creative intent in Part B of the Assessment task.
Steps to success 
Support students to rehearse their duologue performances, using the Steps to success on slide 8.1d to self-assess and peer-assess their readiness for Part A of the assessment task. Throughout the process, monitor the development of the piece, providing feedback on the rehearsal process and supporting students in ensuring they avoid common preparation and performance misconceptions. For example, time management, not using the script conventions to support staging and direction choices, and not communicating the creative intention to the audience. 
Dramatic journey
Students could revisit the 5 pillars approach to characterisation from Learning sequence 2 to shape the dramatic journey of their characters and scene. Students answer the 5 questions and use the responses to enact and refine their scenes. 
1. Speaker mission: By the end of this scene, I need you to …
Listener mission: By the end of this scene, I need you to …
Cost: What is at stake if I don’t get what I want/achieve my mission? 
Why now?: What has happened before this moment to spark this scene?
Flaming chainsaws: What makes the given circumstances more interesting or challenging for me?
Dramatic meaning
Students could revisit subtext activities from Learning sequence 3 to create dramatic meaning, interpreting and embodying the subtext in their scene by completing these steps:
1. analyse the subtext of the speaking character (what is implied but not directly stated) in this moment
imagine what the silent character in the scene is thinking in this moment (even though they don’t speak and may try to hide their response from the other character)
workshop the moment using the elements of performance, dynamics, clarity, energy and expression in voice and movement, to communicate the dramatic meaning of the subtext to the audience
consider how the relationship and physical dynamics between the 2 characters can help to further clarify the subtext of the moment
join another pair and share the workshopped moment
at the end of each performance, prompt the audience to identify the subtext and ask, ‘What makes you think that?’
use this peer feedback to strengthen, clarify or further experiment with ways of communicating subtext to the audience.
Symbol
Students could revisit their Lesson sequence 4 explorations of symbol as an element of drama. Remind them how symbols add layers of meaning and engage audiences on both conscious and subconscious levels. Prompt them to recall earlier lesson examples, such as the blue slushie in Not the Moon and how actions with a prop (the slushie melting into ‘blue puddle’) can amplify metaphoric meaning. 
Students could then extend on this learning by selecting and experimenting with symbolic and minimal props and costumes that deepen the dramatic meaning of their duologue. Ask them to identify one or 2 key props and/or costume elements that are essential to their scene’s meaning or symbolically enhance their interpretation and creative intent. Emphasise the importance of minimalism, focusing on symbolic rather than literal objects and prioritising impact over quantity.
Provide access to a selection of simple props, costume pieces, fabrics or accessories (or invite students to bring their own meaningful objects). As they explore with these items, encourage students to:
discuss and decide which props or costumes could symbolise their character’s traits, situation, emotions, status, relationships or motivations
experiment with physically incorporating these props/costumes into their duologue scenes to see how it could affect characterisation, movement and meaning
explore how manipulating these symbolic items (holding, placing, discarding, adjusting) affects blocking, focus and meaning
consider space, placement and timing of prop use
reflect on their choices by asking ‘Does this prop/costume deepen or clarify the story or emotional journey? Could it suggest something beyond what the words say?’
Dialogue
Students could revisit and draw on Meyerhold’s repetition exercise, introduced in Learning sequence 7, to build genuine connection and dramatic tension through attentive action, reaction and repetition. Support both actors to concentrate on responding truthfully to their scene partner, both verbally and non-verbally.
Students begin by facing each other and repeating a simple phrase (for example, ‘I see you’) back and forth, each time altering the tone, pace, emotion or intention. Students observe their scene partner closely and respond truthfully, adjusting their reaction to reflect the subtle changes in their delivery. This exercise helps build focus, connection and energy between scene partners.
Students now apply this repetition technique to their chosen duologue, with the non-speaking character repeating lines or phrases back to their speaking scene partner before allowing them to move on to the next line. 
Next, students remove the verbal repetition. When the speaking character delivers each line or phrase, the non-speaking character should listen deeply and react authentically, using truthful facial expression, gesture and subtle body language to express their internal dialogue. Scene partners can experiment with delaying their response, intensifying their physical reaction, or using stillness to manipulate tension and control dramatic meaning.
Students repeat the duologue several times, focusing on the interactions and dynamic between the 2 characters. Both should let their actions and reactions develop naturally based on their scene partner’s choices. 
After rehearsal, students can reflect on: What moments felt most truthful, connected or tense? How did responding in the moment help create greater truth and complexity in our character relationship? How can we build this further?
Silence
Students could revisit punctuation and pause activities from Learning sequence 5 to develop dynamic interactions in the silences that fall between the speaking and non-speaking characters. Remind students that the pauses or beats are not simply moments of silence; they provide opportunities to create subtext, uncertainty and tension between the characters. Students could rehearse their scenes, experimenting with the length, placement and quality of the silences and pauses, while considering what each character may be thinking or withholding from the other. Students could experiment with the punctuation and silences by workshopping contrasting versions of their scene:
1. minimise pauses to reduce tension and create a more conversational interaction. 
deliberately manipulate and lengthen pauses to heighten tension, allowing the audience to infer meaning that is not expressed through dialogue.
Audience
Students could revisit theatre forms activities from Learning sequence 6 and experiment with performing their duologue in different designated space configurations (traverse stage, theatre in the round and black box) and investigate how the relationship between performers, space and audience changes according to the arrangement of audience and possibilities of performance space. Guide students to join with another pair who can act as audience, offering suggestions and feedback to discover the most effective staging. 
Ensemble movement
Building on their experience of ensemble movement in Learning sequence 7, students could rehearse their chosen duologue focusing on physical action and reaction, creating physical connection, and the manipulation of space and proxemics (the conscious use of space between actors, objects and the stage to indicate relationships, emotion and meaning). Inspired by Meyerhold’s stick exercise, the activity encourages awareness of body alignment, shared space and subtle physical responses to a scene partner.
Scene partners begin by standing facing each other and holding a lightweight stick or imaginary stick between their bodies (this can be at chest, waist or hand height). The goal is to maintain gentle physical contact between scene partners, without dropping the stick or letting it slip, creating a physical connection and shared balance.
Pairs start by making small, steady movements together (shifting weight, stepping forwards or backwards, leaning in or away) while keeping the stick in place. Guide students to notice how their scene partner’s movements affect their balance and movement through space. Encourage them to consider how the use of the stick develops their awareness of their bodies in space and their responsiveness to their scene partner.
Pairs then transition into performing their duologue. As one character speaks, they use the physical connection established by the stick to keep reacting to each other physically by mirroring subtle gestures, adjusting distance deliberately, or using the angles of their bodies to represent changing emotions and tension.
Next, they remove the stick, but maintain this connection as they rehearse their duologue, experimenting with how altering the physical distance or proxemics influences the scene’s atmosphere, energy and meaning. For example, there could be a give and take as one character moves forward, the other might move away. Their manipulation of space might create intimacy or amplify conflict.
Scene partners can then reflect on how playing with physical connection and proxemics shaped their understanding and portrayal of the characters’ relationship or journey and helped communicate this to an audience.
Activity 8.5 – duologue performance
Teacher note: determine the running order of performances and let students know in advance or at the start of the performance assessment period. It is suggested that teachers base the running order of duologue performances on the order they appear in ‘Listen to the silences: a collection of scenes for young people’, so that connected pairs of duologues are viewed consecutively.
Before performances begin, brief students of safe protocols for working in drama spaces and using the elements of production. Students will be taking on the roles of both performers and audience, and teachers should establish or reiterate the different protocols associated with these roles. Remind them about audience expectations or have students suggest what a respectful and supportive audience would look and sound like for them as performers. See the ‘Safe processes’ section in NESA’s Dramatic processes: Drama 7–12.
Teachers are encouraged to record or take photos to document all performances. This will support the dramaturgical and structuring activities in Learning sequence 9. With student permission, recorded performances could also be used as future exemplars. 
Teachers will require access to the assessment rubric for Part A of the sample assessment task.
Allow time for each performance group to complete a staging and/or technology check and ensure all performers have their chosen props and/or costumes ready.
In their pairs, students perform their chosen duologue for the class. Assess each performer using the assessment rubric for Part A of the sample assessment task.
Activity 8.6 – in-class statement of creative intent extended response
Teacher note: teachers will need hard copies of:
· Assessment task Part B – creative intent extended response (including their chosen image of an unseen performance space)
· Extended response planning scaffold
· writing booklets.
Teachers will also require access to the assessment rubric for Part B of the sample assessment task to assess student planning scaffolds and extended responses, following the timed written task.
In the period following the duologue performance assessment, students will complete Part B of the sample assessment task in class. Allow students 10 minutes planning time, using only the planning scaffold provided before the commence writing in booklets. Then, allow students 40 minutes to write their extended response in writing booklets.


[bookmark: _Toc243389796]Learning sequence 9 – unexpected connections 
Teacher note: in this learning sequence, the teacher will guide students to collaboratively structure their duologue performances into a cohesive class production. They will connect these duologues with ensemble-driven, devised moments of transition to stage a shared directorial vision and dramatic journey which they will rehearse and perform for an invited audience in Learning sequence 10. It is recommended that teachers edit and shape this work into a performance of no more than 50 minutes that can be performed in a single or double period.
The Learning sequence 9 section of the PowerPoint resource – ‘Intent – staging scripts’, along with CHARADE/S by Chenoa Deemal and other selected duologues from the script booklet ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 9. 
Learning intentions and success criteria have been provided on slide 9.1a and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately 3 weeks.
Table 9 – Learning sequence 9 – unexpected connections
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-01 manipulates and interprets dramatic contexts to shape dramatic works
DR-11M-02 manipulates dramatic processes to generate dramatic intention and meaning
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works 
Content
Scripts in practice – making
· Create a concept that uses dramatic elements to shape meaning in a scripted work
· Integrate acting, design and direction to a scripted work to structure a dramatic journey and realise creative intent
· Document processes to support the making, realisation and development of dramatic works
Scripts in practice – performing
· Stage dramatic works adapting the aesthetic styles and elements of production
· Apply the elements of performance in response to dramatic contexts to embody characters or roles
· Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
· Apply the elements of production in live, recorded or hybrid performances as a performer or practitioner to realise creative intent
Scripts in practice – critically reflecting
· Reflect on the ways dramatic contexts and elements shape choices to realise creative intent 
· Analyse how the elements of production heighten key moments and shape the dramatic journey in scripted works
· Evaluate how group and individual choices in scripted performances impact audience engagement
	Learning intention
We are learning to collaboratively create and experiment with innovative dramatic concepts by integrating ensemble moments and transitions to structure and shape meaning to make a performance work. 
Success criteria
I can:
· collaboratively develop and document a dramatic concept that manipulates structure and ensemble to shape meaning in a scripted work 
· collaboratively integrate acting, design and direction choices to structure a dramatic journey and realise shared creative intent
· collaboratively apply and adapt performance skills and elements of production to create a unified vision for staging a collection of scripted works in a variety of styles 
· reflect on and analyse dramatic contexts, processes and creative choices to shape and refine meaning and impact audience engagement.
Activity 9.1 – mapping the journey
Teacher note: in this activity, students will create a visual map on the classroom floor and wall. Teachers will need large landscape sheets of paper or large cardboard sheets, and coloured markers for this activity. If teachers took photos of the duologue performance assessment, it could also be useful to include a printed image of each scene on the ‘duologue sheets’ used in the next activity (see example on slide 9.1b).
Write the title of each duologue performed by the group in the assessment task at the top of a large landscape sheet of paper or large cardboard sheet. Each title should be on a separate sheet. If some duologues were performed by more than one pair of students, only provide a single sheet for each duologue. Students may also choose to incorporate scenes, moments or dramatic choices from duologues that they successfully experimented with in the learning sequence prior to the assessment task. Encourage students to record these ideas on the relevant sheet as they develop their production plan. At the bottom of each sheet add the heading ‘character/narrative journey’ and ‘audience response’ (see example on slide 9.1b). Place these sheets in a line on the floor of the classroom and direct students to sit around the paper that has the title of the duologue they performed. 
Distribute coloured markers and ask each group to collaboratively sketch a simple image that represents the essence of the scene. Their interpretation of the ‘essence’ should be negotiated and based on workshopping and performance experience of the duologue.
Next, guide each group to collectively agree on a phrase or sentence that describes the narrative or character journey of their duologue. Check for understanding by asking students to recall the meaning of dramatic journey and revise the definition as needed (dramatic meaning is the way an audience, character or narrative changes through a work or experience). Support groups in agreeing on an audience response phrase or sentence that articulates how performance choices affect the audience’s attention, emotions, interpretation or understanding in the duologue.
Ask the whole class to form a circle around the papers to share each other’s sketches and read their journey and audience response phrases aloud to the group.
Facilitate a group discussion about the possible order of scenes that could create unified dramatic meaning and an effective audience journey. Highlight any connected pairs of duologues that feature the same characters. For example, Like the Moon and Not the Moon. Explain that over the next 2 weeks, students will all work together to collaboratively structure their duologue performances into a cohesive class production. They will decide on a shared directorial vision for the production and connect these duologues by devising ensemble moments and scene transitions that support their creative intent. They will then rehearse and perform their class production for an invited audience in week 5.
Ask students to share their initial ideas about the structure of scenes with their scene partner in a Think-Pair-Share activity. Invite pairs to share their ideas by rearranging the duologue papers into their proposed structure and pitching or speaking to the reason they think their particular sequencing of scenes might be effective for the overall audience journey. Encourage peer responses, questions and suggestions to build on or refine the structure. Ensure every pair has the opportunity to pitch their ideas and test alternatives. 
Document each suggested structure by photographing the duologue sheets or taking notes before moving on to the next suggestion. 
Differentiation activity: some classes may benefit from the teacher scaffolding the dramatic journey by determining the opening and closing scenes to act as anchor points before students experiment with the order of the remaining duologues. This could be further supported by the teacher also choosing one or 2 duologues as the narrative journey’s climactic point. 
Facilitate group agreement on the preferred structure of the scenes. Respond to the needs of the class by doing this through either class voting on the most logical and well-substantiated pitch, or the teacher guiding a conversation about why one option would be the most appropriate and effective in terms of creating a clear directorial vision, unified creative intent and an effective audience journey. 
Document the agreed structure on a new sheet of paper and leave space beneath for the class to collaboratively articulate their shared directorial concept for their newly structured class production (see example on slide 9.1c). 
Prompt students to recall the meaning of the following metalanguage:
creative intent – the rationale for creative choices and focuses on the reasoning behind the approach to making a project. Creative intent is concerned with ‘why’ dramatic meaning is being created in a particular way.
directorial concept – the central idea or interpretation that shapes how a dramatic work is structured, staged or performed
audience engagement – the level and type of audience response developed in relation to intention and context.
Facilitate the collaborative generation of a shared directorial concept for the class production, based on the group’s individual and collective interpretations of the dramatic meaning created by their new sequence of scenes. Document this directorial concept in the space at the bottom of the sheet and display it in the classroom for the remainder of the unit.
Guide students to arrange the original duologue sheets on the wall (landscape orientation) in their new order. Between each one, place a blank sheet of portrait-oriented paper (see example on slide 9.1d). These new pieces of paper will become transition sheets for use in the next activity.
Activity 9.2 – mapping transitions
Support students to complete a top-and-tail move through of the sequence of the scenes in their newly agreed structure. Explain that a top-and-tail is a rehearsal technique where actors practise the beginning (top) and ending (tail) of a scene, rather than running the entire scene. Tell students that, to create an effective scene transition, they need to establish the positioning of all actors in the moment the transition begins and where it will end. 
Once they have completed the top-and-tail activity and recalled the anchor points either side of the transition, point out the wall-map from the previous activity and instruct the class to move to the first duologue sheet. Tell students that each piece of blank portrait-oriented paper between the duologue sheets represents an opportunity for an ensemble moment of scene transition. Guide the class along the map from one duologue to the next, using the questions on slide 9.2 to lead a class discussion about the practical requirements and creative potential of each transition opportunity. Nominate students to share the documentation of ideas by writing them on the portrait-oriented transitions sheets as the group moves along the map-wall.
Divide the class into small groups or pairs and assign each to a transition sheet. Ask them to use the ideas on the paper as stimulus for an embodied brainstorm. Think of ways to connect the 2 scenes and contribute to the work’s overall journey and atmosphere. Give groups one minute to improvise embodied tableaux of each transition idea before instructing them to rotate to a new transition sheet and repeat the process for this new scene transition. This activity is an opportunity to check for understanding of the ensemble movement skills students were introduced to in Lesson sequence 7.
Once all groups have experimented with embodying all transitions, ask for volunteers to share one or more of their embodied tableaux and then activate it into a short, improvised, movement sequence that captures the intention of the moment of transition. 
Prompt and guide constructive feedback focused on how effectively each transition communicated the connections and/or shifts in time, space, situation and atmosphere between duologues and supported the shared vision.
Activity 9.3 – testing transitions
Divide the class into small groups and delegate one transition to each group. Instruct groups to focus on the moment when one duologue ends and the next begins. Explain that their task is to create a transition that feels like an intentional part of the performance rather than simply a gap between scenes. Ask them to first experiment with different ways of moving from one duologue to the next, considering what needs to happen with the actors, set, props and elements of production. Encourage students to consider how the transition could maintain, change or contrast the atmosphere, style, focus, situation or dramatic meaning of the 2 duologues. Display slide 9.3 and encourage students to refer to these prompts for guidance as they develop their transition. Support students to reach consensus on the most effective approach and then share their transition with the class. Guide students to repeat this process until the class has devised transitions for all duologues. 
Next, support students to repeat the top-and-tail exercise, now incorporating all transitions as they move through the sequence of scenes. Encourage students who are not actively involved in each transition to act as audience members and provide feedback. Respond to student need by pausing transitions if structural problems emerge and lead a class discussion in resolving these issues. 
Activity 9.4 – ensemble becomes
Teacher notes: when calculating the number and combination of ensemble members available for each scene and transition, consider combinations of cast members in duologues and how this will impact the logistics of ensemble rehearsals. Students cannot work on 2 scenes at once so, depending on class size, the same group combinations may need to be utilised as ensembles in multiple duologues. In this activity and following activities, these group combinations are referred to as ‘ensemble working groups’ (EWG).
Activate prior knowledge by asking students how an ensemble can be utilised to create a world, set or atmosphere even when a script is written for 2 actors. Prompt students to recall the work of Ezra LeBank, the train station they collaboratively embodied when exploring LET’S GO SAVE THE WORLD THIS WEEKEND, and the performances they imagined in the written assessment task. Explain that, in their class production, students will perform with their scene partner as a character in their duologue, and as ensemble members in other students’ duologues and in scene transitions.
Ask every student to stand with their scene partner in the order in which their scene appears in the class production. That is, pairs will be arranged in the same order as the duologues on the wall-map. Ask each pair to adopt a frozen tableau of the starting position of their duologue. Establish this organisation of bodies in space as ‘top’. During the count of 5, instruct students to move into a frozen tableau of the ending position of their duologue. Tell students this position in space is ‘tail’ and that on your command (top’ or ‘tail’) they should move to that spot and take up the appropriate frozen position. Check for understanding by moving through these commands several times, increasing the pace and distance students need to move to come to their ‘top’ and ‘tail’ positions. 
Lead the class in an activity to calculate how many students will be available to act as ensemble members in each duologue and in the transitions between each duologue (this number will depend on class size). Tell students that they will form ensemble working groups (EWGs) to build and stage the world, situation and atmosphere of each duologue. Allocate each student to one of the EWGs which they will work in over the remainder of the learning sequence. Ask them to find a spot in the space and stand in these groups. 
Tell students that the definition of ensemble is ‘A group of people who perform together to produce a unified creative work.’ On the count of 5, ask each group to collectively create a tableau that represents ‘ensemble’. Tell them this position in space is ‘ensemble working group’. Call ‘top’. Check for understanding by moving through these 3 commands several times, increasing the pace and distance students need to move across to come to their ‘top’, ‘tail’ and ‘ensemble’ positions.
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11P-01 interprets and applies conventions of form and style to stage dramatic work.
Ask students to move into their EWGs to plan one ensemble moment for one duologue. First, drawing on their experiential learning in Activity 7.3, guide students to find a strong image in the language or subtext of the duologue.
Next, ask the students playing the speaking and non-speaking characters to perform that moment from the duologue for the EWG. 
Guide EWGs to collaboratively devise an ensemble movement sequence to emphasise or underscore the images in this moment. Display the prompts on slide 9.4 and encourage students to work through these together to support them as they devise an ensemble sequence that will contribute to meaning, intent and dramatic journey of the moment.
Direct ensembles and character actors to perform this moment for the class.
Formatively assess student interpretation of the images in the script and their application of ensemble movement conventions in the performance of this moment to evaluate their progress towards demonstrating DR-11P-02.
Provide feedback about how effectively the ensemble choices:
complement or contrast with the spoken text and character actions
may amplify or reveal new layers of meaning or subtext
contribute to the overall vision, intent and journey. 
Prompt performers and audience to consider the ensemble style that is emerging or being suggested/hinted at in this short moment. Ask the class, can we develop and build on this ensemble style in our class production? 
Activity 9.5 – responding in the moment
Continue to support students to work in their EWGs and with scene partners. Once they have developed and refined ensemble moments within scenes, guide students to refine the ensemble transitions between duologues. During these lessons, select facilitation and directing strategies in response to the specific needs of the class and the demands of the duologues chosen. This could include:
prompting students to consider the relationships and connections between character and ensemble
guiding students to explore the relationship between spoken text and movement, in ways that complement, contrast or amplify meaning or subtext
engaging students in devising processes to build the worlds of each duologue with the ensemble becoming and manipulating dramatic elements in those worlds
helping students identify and establish an ensemble style that can be applied to duologues and transitions 
adopting the role of director to ensure all creative choices communicate the shared vision for the class production. 
As students collaboratively shape the journey and intention of their class production, gradually release responsibility and observe how students apply the knowledge they have built across the unit. 
Differentiation strategy: some students may benefit from the opportunity to devise 2 extra moments to bookend the class production. These could be crafted as brief ensemble prologue and epilogue moments to introduce the production and to close it. These students might devise the closing as an echo of the opening but with a brief final reveal or shift to communicate the intended journey experienced by the audience.
Activity 9.6 – new perspectives
Teacher notes: students will need access to simple lighting equipment (such as torches), a speaker and a projector for this activity. If available, teachers could choose to add digital camera or a tablet/smartphone for live-feed filming. Teachers will also need class copies of CHARADE/S by Chenoa Deemal. Prior to this activity, it is recommended that teachers watch Katie Mitchell - Crafting Live Cinema (8:05) for an overview of Mitchell’s Live Cinema approach. 
Access slide 9.6a and introduce the work of English theatre maker and director, Katie Mitchell and her Live Cinema approach. Briefly explain the key conventions, emphasising the combination of live filming, theatre performance and multimedia elements like live projection, lighting and sound. Prompt students to recall the definition of dramatic forms and revise the definition (recognisable types of drama developed, performed or staged for specific mediums, such as theatre, audio, video or multidisciplinary drama). Highlight how Mitchell’s work combines video, audio and production forms to create a new hybrid theatre form, which is now widely used by many directors.
Explain that students will briefly explore some of conventions of Mitchell’s approach and apply them to CHARADE/S by Chenoa Deemal which is the last duologue in the ‘Listen to the silences’ collection.
Access slide 9.6b and read Deemal’s ‘Writer’s note’. Prompt students to consider what dramatic forms they might explore to stage their duologue. Ask them to provide lines from the ‘Writer’s note’ to support their response. 
Distribute copies of CHARADE/S by Chenoa Deemal and ask for 3 volunteers to read the script to the class – one student to read the speaking character’s lines, one to read the non-speaking character’s reactions and one to read all other stage directions.
Ask students to form groups of 5 and divide up the CHARADE/S script so that each group is assigned a short excerpt to explore. Access slide 9.6c and assign roles within each group. Explain that in Live Cinema, production roles are visible and part of the performance, so technical crew may appear on stage or interact with the actors. Prompt them to look for opportunities to explore this in Deemal’s duologue.
Support students to experiment with enacting their duologue excerpt integrating performance, lighting, sound and set design and/or live filming and/or projection.
Encourage performers to adapt their acting style meet the demands of the technologies and elements of production they have access to and are experimenting with. Remind students to keep the technical crew visible and part of the staging to reflect Mitchell’s convention of exposing the construction process.
Differentiation activity: if technical equipment is available, some students may benefit from the opportunity to experiment with non-linear or fragmented staging by projecting simultaneous shots from different angles or moments in the duologue to create a layered narrative, reflecting a fragmented reality.
In the order they appear in the duologue, invite each group to share their Live Cinema-inspired moment with the class.
Facilitate a brief post-performance reflection discussion by asking students:
How did the use of live filming/projection change the way the scene was performed or experienced?
What impact did lighting and sound have on the atmosphere and situation?
How did visible technical roles add to or affect the performance?
What challenges did you encounter when combining acting with technical production elements?
How might these conventions help tell a story from an underrepresented perspective, as Mitchell does?
Explain that, while students have not spent long exploring the elements of production, they will have a chance to extend their experience as they move into the final week of rehearsal before their production week. 




[bookmark: _Toc243389797]Learning sequence 10 – unveiling the production 
Teacher note: this learning sequence is designed to support the rehearsing and sharing phases of the class production developed and structured in Learning sequence 9. Teachers can choose to stage this production in a location and at the scale that best suits their school and class context. For example, their normal classroom or a school performance space, as a 50-minute performance or in a double period. Teachers may choose to invite an audience to view the performance of the production at the end of this learning sequence. 
The Learning sequence 10 section of the PowerPoint resource – ‘Intent – staging scripts’, along with the Script booklet – ‘Listen to the silences: a collection of scenes for young people’, should be used to support Learning sequence 10. 
Learning intentions and success criteria have been provided on slide 10.1 and can be displayed and reviewed in each lesson as required.
The suggested duration of this learning sequence is approximately 2 weeks.
Table 10 – Learning sequence 10 – unveiling the production
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR-11M-03 selects and applies dramatic elements to shape audience engagement with dramatic works
DR-11P-01 interprets and applies conventions of form and style to stage dramatic works
DR-11P-02 selects and manipulates performance skills and dramatic processes to enact creative intent
DR-11P-03 manipulates dramatic elements to stage and engage audiences in dramatic works
DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works 
Content
Forms and styles – performing
Stage and perform characters and roles using selected forms and styles to shape meaning and audience engagement
Enact dramatic works using the elements of drama to engage audiences and communicate meaning
Forms and styles – critically reflecting
Reflect on the ways devising, acting, designing, writing and direction contribute to shape dramatic meaning
Improvising and devising – performing
Perform with cohesion, energy, focus and intent to support the dramatic journey and communicate meaning through dramatic contexts
Embody character, roles and ideas with intention in rehearsal and performance
Control appropriate performance skills to communicate characters, roles, relationships and dramatic meaning
Apply blocking, proxemics, transitions and stage space to refine and focus intentional dramatic action to shape meaning and audience engagement
Scripts in practice – making
Integrate elements of production with a directorial concept and creative choices to realise interpretations of selected moments
Scripts in practice – performing
Enact scripted works by applying dramatic elements and conventions to realise a directorial concept
Apply the elements of performance in response to dramatic contexts to embody characters or roles
Stage dramatic works adapting the aesthetic styles and elements of production
Shape the dramatic journeys of characters through the actor–audience relationship to realise creative intent
Manipulate the dramatic elements in the staging of scripted works to realise a concept and shape audience engagement
Apply the elements of production in live, recorded or hybrid performances as a performer or practitioner to realise creative intent
Scripts in practice – critically reflecting
Assess the influence of directorial concepts in the ways dramatic processes and elements are applied in scripted works
	Learning intention
We are learning to manipulate dramatic elements to effectively stage and engage audiences in a live production.
Success criteria
I can:
· stage and embody characters and roles using appropriate forms and styles to engage the audience and communicate dramatic meaning in scripted scenes and devised ensemble moments
· integrate production elements to realise a cohesive interpretation and shared directorial concept for the dramatic work
· rehearse and perform with focus, energy and cohesion to shape and control audience engagement.
Activity 10.1 – building the production
Teacher note: this activity can be adjusted to the school and performance space context.
Divide the class into 4 production teams and explain that each team will investigate a different aspect of production and develop practical recommendations to support the performance of the class production. Support students to consider choices made in Learning sequence 9 regarding the style, structure and directorial concept of the production, and choices made regarding the dramatic forms that could be utilised to stage the work. Encourage students to consider how their production choices can contribute to the dramatic meaning of the performance while also being achievable within the available resources.
Team 1: set and scene changes
Support this team to explore how the performance space could be configured using only drama blocks. Students should consider the performers’ decisions about blocking, and dramatic style and forms in each duologue when making choices about enhancing dramatic intent through set and staging. Students should consider how the use of some blocks might represent different locations and environments, and how the space could be changed by the ensemble between duologues. Encourage them to experiment with different configurations and consider how performers can move through or transform the space efficiently and effectively. Ask Team 1 to develop a proposed set configuration and demonstrate how it could be used across the sequence of duologues and ensemble transitions.
Team 2: audio forms and sound design
Support this team to review all duologues and identify any opportunities or requirements for recorded audio, sound effects or music. Support students to consider whether ambient music could establish atmosphere, reinforce dramatic meaning or provide continuity and energy in transitions between scenes. Students should consider the performers’ decisions about dramatic style and forms in each duologue when making choices about enhancing dramatic intent through recorded audio, sound effects and music. Where appropriate, have students identify potential sound cues and consider when audio should begin and end. This information could then be developed into an audio cue sheet. Ask Team 2 to produce a simple sound plan identifying proposed audio and opportunities for music within transitions.
Team 3: costume, props and backstage organisation
Support this team to identify the costume and prop requirements for each duologue and develop simple costume ideas that symbolise character or role without creating unnecessary logistical challenges. This could be as simple as the addition of scarf, a hat or coloured socks. Students should consider the performers’ decisions about blocking, and dramatic style and forms in each duologue when making choices about enhancing dramatic intent through costuming and props. Ask students to collate these requirements into a single list and consider what needs to be sourced, made or adapted. They should then plan how costumes and props can be organised and stored backstage so that performers can access them efficiently during the production. Ask Team 3 to produce a consolidated costume and prop list alongside a simple backstage storage plan.
Team 4: lighting and projection 
Where the technology is available, support this team to review the duologues for opportunities to use lighting and/or projection. Support students to consider how these elements could establish location, create atmosphere, direct audience focus, distinguish between duologues or contribute to transitions. Students should consider the performers’ decisions about blocking, and dramatic style and forms in each duologue when making choices about enhancing dramatic intent through lighting and projection. Encourage them to develop ideas that are achievable with the available equipment rather than relying on complex technical effects. Ask Team 4 to produce a simple list of proposed lighting or projection cues and identify any equipment or resources required.
Formative assessment opportunity: this activity presents an opportunity for teachers to formatively assess a specific outcome as students engage in the syllabus content. The suggested outcome for this activity is DR-11R-01 explains the ways dramatic form and style influence dramatic meaning and works.
Bring the production teams together to share their production plans with the class. Ask each team to explain the key choices they have made and how these choices are influenced by decisions made by the class regarding the structure, shared directorial concept, and use of dramatic styles and forms in their class production. Guide students to explain how their proposed production choices will contribute to or reinforce the dramatic meaning and directorial concept of the production. Encourage the class to ask questions and provide feedback, prompting students to clarify the relationship between their proposed creative choices and the intended dramatic meaning. Use students’ explanations and responses to assess their ability to explain the ways dramatic form and style influence dramatic meaning and works and to evaluate their progress towards demonstrating DR-11R-01. 
Facilitate collaborative agreement about production choices and record these decisions in a shared production plan to guide subsequent rehearsals.
Activity 10.2 – slowly at first 
Teacher note: this activity encourages student to increase the pace of their rehearsal as they develop confidence in staging their scenes and transitions. The purpose is to improve cohesiveness and fluidity of the whole production. 
Slowly support the whole class to move through the agreed dramatic works in sequence including transitions. The purpose of this initial move-through is to experience the works and transitions as a complete performance and check that the agreed structure is workable.
As necessary, pause when structural issues emerge, such as incorrect entrances or exits, positioning, order of scenes or performers being unsure of when they are required on the stage or backstage. Support students to resolve these issues before continuing.
After the initial slow move-through, support the class to complete the sequence at a more fluid pace. The purpose is to build familiarity with the structure and rhythm of the performance and to identify any moments where performers are unsure of cues or proxemics.
Encourage students to maintain the essential action and key performance moments while reducing unnecessary stops. Pause only when significant structural problems emerge, allowing the class to develop greater confidence, independence and continuity across the sequence.
To challenge and extend students’ understanding of the structure, conduct a silent move-through in reverse. Begin with the final moment of the final scene and gradually work backwards through the sequence until reaching the opening moment. Students should physically recreate the blocking, positions, movements and key moments of each scene without speaking the dialogue. This challenges students to recall the structure of the work in new ways and strengthens their understanding of how each moment connects to the next.
Activity 10.3 – shaking it up
Teacher note: this activity provides a variety of rehearsal strategies. Teachers may choose to use any or all the options in this activity to supplement traditional run-though rehearsals. The sequencing and selection of strategies should be in response to group and individual student need. Strategies can be drawn on at any time throughout the rehearsal phase. Students may need multiple opportunities to complete, repeat or expand on the strategies in this activity. 
Option A
Ask scene partners to rehearse their duologues, this time deliberately exaggerating facial expressions, gesture, movement, vocal expression and physical responses. Encourage them to push their choices beyond what would normally feel naturalistic. Explain that the purpose is to explore how heightened and stylised performance choices can amplify dramatic meaning. Prompt students to consider how exaggeration changes the audience’s understanding of character, relationships, emotions, tension and key moments within the duologue. 
After the rehearsal, access slide 10.3 and bring the class together to reflect on the prompts on the slide. Emphasise that the purpose is not to make the final performance exaggerated, but to experiment with the boundaries of performance style and make informed choices about what best communicates the intended meaning.
Option B
Ask students to rehearse their duologue 3 times, with the character who is normally silent temporarily given a voice. The purpose is to help the silent performer clarify what their character is thinking, feeling and wanting in response to the other character before communicating these motivations non-verbally.
For the first run-through, the non-speaking character should respond to each significant line or moment from the other character with a full sentence expressing their immediate motivation, thought or reaction. The response does not need to be part of the original script; it should reveal what the character is thinking but not saying. Encourage students to continue performing the physical and vocal choices of the original duologue while adding these responses.
For the second run-through, repeat the duologue, but the normally silent character can respond with only one word at each appropriate moment. Students should select words that reveal the strongest or most important aspect of their character’s motivation, such as what they want, feel, fear or need.
For the final run-through, the non-speaking character must return to complete silence. They should use what they discovered in the first 2 runs to communicate the same motivations through facial expression, gesture, movement, posture, eye contact, proximity and stillness. Encourage students to consider how the audience can understand what the character is thinking even though the words have been removed.
Option C
Ask the class to move silently to one corner of the space. Explain that each student will work with their scene partner. Tell the class that the students playing non-speaking characters will begin by moving through the space in straight lines, turning only at right angles and creating a simple grid pattern. The actors playing the speaking characters will then follow them and speak their lines to their silent scene partner. Emphasise that the silent character leads their scene partner, responding physically to the spoken dialogue without using words. Their responses should demonstrate how they are listening, reacting and being affected by what is said.
Guide students to begin their duologues simultaneously, creating a shared grid of moving duologues across the space. Continue until each pair has completed their line run. Encourage students to experiment with pace, distance, direction, facial expression and gesture while maintaining the grid structure. Emphasise that the focus is on making the silent character’s responses physically meaningful and demonstrating the relationship between the characters without relying on dialogue.
To extend this, ask each pair to find a space in the room and to move through their duologue without any dialogue or sound. Encourage focus on subtle movement including body language, gesture and facial expression. 
Ask the class to form a circle facing away from each other. Complete a line run of all the duologues simultaneously. Encourage focus on timing, diction and expression.
Activity 10.4 – refining
Teacher note: in the refining process teachers should support students to make choices which are achievable in the final lessons of rehearsal.
Support students to complete a full rehearsal of the entire production, including transitions and elements of production. Ensure that the rehearsal is not interrupted. This is a good opportunity to time the piece. 
Access the prompts on slide 10.4 and ask students to individually consider each question to support a class discussion Ask them to write on sticky notes 2 aspects of the piece which they feel should be refined. 
Next, instruct students to place these sticky notes on the wall without talking. Ask the class to observe the sticky notes in continued silence. Form a circle and guide the whole class to collaboratively identify the common ideas, and then collaboratively propose solutions. 
Gradually release responsibility as students rehearse and refine the scenes which need to be adjusted, then guide the class to complete a second full rehearsal of the entire piece. Ensure that the rehearsal is not interrupted. Suggest students return to the wall and remove the sticky notes they feel have been resolved. Ask the class to observe the remaining sticky notes, then form a circle again to collaboratively consider if it is possible to resolve the remaining issues. If needed, adopt the role of director to suggest and workshop solutions or workarounds, then direct the scenes which still need to be adjusted. 
Support students to conduct a final rehearsal of the production under performance conditions. Ensure the rehearsal is not interrupted.
Ask students to form a circle. Identify 2 students standing opposite each other in the circle. Prompt each of these students to whisper a positive reflection on the rehearsal process to the person on their left. These reflections are then ‘whispered’ around the circle until they reach the student opposite who then states them aloud.
Activity 10.5 – an audience enters
Teacher notes: in this activity, students perform their class production for an invited audience. Teachers should make all arrangements for audience attendance and seating prior to this activity.
Prepare the class to ensure that all necessary audio, props and costumes are prepared for the performance. Before the performance, remind students that audience interaction should only occur when it is an intentional part of the performance. Otherwise, actors should remain focused on their roles.
Conduct a brief focus warm up with the students. Ask students to form a circle in silence with their heads bowed and gaze lowered. Establish a slow quiet beat of 4 counts with an emphasis on the first count of 4. Once this rhythm is established, invite all students to look up immediately on each first count and look at another member of the class. When they look up, if that classmate is looking back at them, both step out of the circle. Repeat the activity at a slightly faster pace.
Again, ask the class to form a circle and lower their gaze. Request students to silently reflect on their contribution to the preparation of this piece. Ask students to identify one word which reflects their experience. When they feel it is appropriate they should raise their head and share their word. Encourage students not to speak over each other. Collaboratively reflect on the experience. 
Guide students to take their positions for the start of the production. Students perform their class production for the invited audience. 
Activity 10.6 – message to the next practitioner
Conclude the unit and production process by returning to the question explored at the beginning of the unit: ‘Who do we want to be as dramatic practitioners?’ Ask students to create a short ‘Message to the next practitioner’ for the student who might play their character or role in a future class production. Tell students they may choose to write a letter, record a short video message or create an audio message.
Access slide 10.6 and ask students to address their message directly to the imagined future dramatic practitioner. They should share one significant discovery they made about the character through the rehearsal and performance process, referring to one specific moment of experiential learning that helped them make this discovery. Ask students to consider how this moment revealed something about the character’s motivations, relationships, emotions or intentions, and what the process of performing has taught them as a dramatic practitioner.
Ask students to finish their message with 2 wishes or hopes: one for the character and one for the next dramatic practitioner who will play them. The wish for the character might consider what they hope happens, changes or becomes possible for them beyond the duologue. The wish for the next dramatic practitioner might include what they hope the student discovers, understands or experiences when they take on the role. Encourage students to consider how these final thoughts connect to the kind of dramatic practitioner they identified they wanted to be at the beginning of the unit and how their experience of intentionally putting scripts into practice has shaped their dramatic journey in Year 11 Drama and beyond. 




[bookmark: _Toc243389798]Appendix
[bookmark: _Activity_1.1_–][bookmark: _Toc243389799]Activity 1.1 – suggested warm-ups
Flocking: students form a group standing close together, all facing the same direction. One student leads the ensemble by initiating simple, continuous movements (walking, raising and lowering arms, or swaying) while the group copies them exactly, moving as one unified ‘flock’. Encourage slow and controlled movements and gestures. When the group is confidently ‘flocking’, the teacher signals ‘change’ and the leader changes direction. The student now at the front becomes the new leader. As the ensemble becomes more connected and focused, they can rotate leaders automatically as the group turns and flows around the space. Variations can include adding movement qualities (sharp, smooth, heavy), changing levels or introducing sound. The exercise continues until all students have had a turn leading or the ensemble is moving seamlessly together. In larger classes, students may start in smaller groups and join into larger groups as they become more confident.
Alphabet jumble: prompt students to walk around the space. On teacher command, students have 5–10 seconds to organise themselves into an alphabetical:
name circle
favourite food circle 
favourite colour circle 
favourite musician circle. 
Teacher encourages students to talk and organise themselves quickly.
Knives and forks: in pairs, and without speaking, students have 5 seconds to create a tableau (frozen image) in response to teacher prompts such as:
a knife and fork
chopsticks
a computer
a bowl of spaghetti
flowers in a vase
a superhero
the colour blue
celebration.
Teachers move through prompts, making them more complex/abstract as students gain confidence. The size of groups may also be increased to make this warm-up more challenging.
Alphabet race: in groups of 2 or more, students take part in a silent ‘race’ to collaboratively create each letter of the alphabet using only their bodies (a competitive version of ‘knives and forks’). Teacher gives thumbs up before each group is allowed to move on to next letter. If students speak, they are given a time penalty.
Stop/Go: Students learn a series of action-pair commands and then progress to completing the opposite action to the teacher command. For example, when the teacher calls ‘Go!’, students must stop. Action-pair commands may include:
stop/Go
touch the ground/jump in the air
clap/say your name.
Chair balance: students stand in a circle, with one chair directly in front of each person. Chairs should be evenly spaced and facing the same direction. Each student tilts their chair forward, so it is balanced only on the 2 front legs. Students hold the top/back of the chair using fingertips only. The aim is to keep the chair balanced rather than gripping or supporting it. Teacher explains that when a command is called, students must release their own chair, complete the movement and catch the appropriate chair before it falls. Introduce theses commands progressively: 
Left: release your chair, move one position to the left and catch the next chair. 
Right: release your chair, move one position to the right and catch the next chair. 
Double left: move 2 positions to the left, passing one chair, and catch the second chair. 
Double right: move 2 positions to the right, passing one chair, and catch the second chair. 
Turn: release your chair, turn 360° on the spot and catch the same chair before it falls. 
Start slowly, allowing the ensemble to establish a shared rhythm. Gradually increase the speed and unpredictability of the commands. If a student drops a chair, catches the wrong chair, moves in the wrong direction, uses more than their fingertips to hold it or reacts to the wrong command, they are eliminated. When eliminated, the student removes their chair from the circle and steps out. Importantly, they do not close the gap. This makes the game progressively more difficult because the remaining students have further to travel. The exercise continues until only a small number of students remain or there is a final winner.
Grandma's footsteps: students must retrieve an item from Grandma (teacher for the first round, then students) then return it back to the other end of the room. Students start at the opposite end of the room, and when Grandma is facing away from them, they move towards grandma. If Grandma turns and sees a student move, Grandma can send them back to the opposite end of the room. If Grandma turns and the item has been taken, Grandma can guess who took the item. If Grandma is correct, all students must return to the beginning, and the item is returned to Grandma.
After the first round, allow students 30 seconds to discuss a strategy. Encourage students to trial different strategy ideas until they are successful in getting the item to the other end of the room. As a variation, ask students to move ‘in the style of’. For example, ‘in the style of cartoon characters’ or ‘in the style of a group of influencers’. 
Me, you: students form a circle and the teacher chooses someone to start (person A). Person A starts by saying their name, then points to someone else in the circle (person B), says their name and begins to walk steadily towards them. Before person A reaches person B, person B says their own name, points to person C, says their name and walks towards them. This pattern continues, allowing each person to take the place in the circle of the person they named. 
Same, same, different: students form a circle and every second person takes a step in to create an inner circle. The inner circle turn to face a partner in the outside circle. Students have one minute to find out 2 things they have in common and one thing that is different. The teacher models the types of question students could use to find connections. For example, favourite foods, hobbies or pets. After one minute, the outside circle takes a step to the right and repeats with a different partner. Continue around the circle and encourage students to remember the 2 things in common and the one thing that is different. After a few partner rotations, reverse the outside circle by asking students to step to the left. In rapid fire, students try to remember the 2 things in common and one thing different with each person. Once they get back to the place they started, students share one thing they learned about someone else in the room. 
All my friends like: form a circle of chairs with enough seats for the class minus one. The person without a seat stands in the centre. When in the centre, the person says ‘All my friends like ... (watermelon, puppies, music, the beach)‘. If students also like that thing they must get up and find an empty seat. Whoever does not find an empty seat is now in the person in the centre and continues with another ‘All my friends like...’

[bookmark: _Activity_6.4_–][bookmark: _Toc243389800]Activity 6.4 – planning scaffold
Use this scaffold to plan and document your imaginative and reflective thinking for staging one duologue from ‘Listen to the silences’ in the provided performance space. You can use bullet points, diagrams, mind maps, or annotated sketches to capture your ideas. Your planning will support your extended written response.
	Consider the following 
	Document your planning here

	Analyse the performance space
What are the key features of the performance space (theatre type, size, shape, levels, entrances/exits, audience configuration, potential for using elements of production elements)?
How might these impact the relationship between actors, blocking, design and actor-audience relationship?
	

	Select a duologue
What duologue will you stage in the performance space? 
What are some important ideas and images, key dramatic moments and interesting character relationships in the scene?
	

	Plan your directorial concept
What is your central creative vision or the dramatic journey you want to communicate for this performance?
How will this concept work with your chosen duologue in this specific performance space?
	

	Plan your creative choices 
How will you stage key dramatic moments to communicate your creative intent?
What design elements (lighting, sound, costume, props) will you use?
How might the 2 actors move and interact in the performance space provided?
How might you use an ensemble of actors to transform the space or enhance the dramatic meaning through movement and/or sound?
	

	Additional notes/ideas
Are there any challenges you anticipate and how might you address them?
Other ideas, reflections or questions related to your creative intent.
	




[bookmark: _Activity_8.2_–][bookmark: _Toc243389801]Activity 8.2 – duologue selection tool
Step 1: individually review the duologues you have already experienced in class.
Read through the 12 available duologues carefully. Take notes on the key ideas, character relationships, dramatic journey and dramatic style. 
Step 2: with your scene partner, consider the following questions to help select the right duologue for both of you.
Interest and connection:
Which duologue do you find the most engaging or meaningful?
How do you relate to the silent and/or speaking characters?
Does the situation or style inspire you or challenge you as a performer?
Character suitability:
Do you and your scene partner connect with the silent and/or speaking character you would be playing in this scene?
Do the characters suit you and your partner’s performance skills, characterisation and performance style?
Is the relationship between the 2 characters clear and exciting for both performers to play?
Dramatic elements and conventions:
What dramatic elements or script conventions (for example, movement sequences, comic timing, pauses, song, symbolic production elements) are used in the script?
How might you and your scene partner enact these conventions creatively in your performance?
Are there opportunities to explore tension, complex characterisation, or the dramatic journey effectively?
Voice and movement:
How will you use vocal dynamics, clarity, energy and expression to convey your character’s emotions and intentions?
What movement or physicality do you notice or imagine for the characters?
Does the duologue offer opportunities for you and your scene partner to manipulate the space in dynamic ways?
Audience engagement:
What do you want the audience to feel or think while watching your performance?
How might your interpretation of the duologue shape the audience’s experience?
Are there dramatic moments in the script where you can create powerful connection for the audience?
Process considerations:
Do you and your partner feel comfortable with the language and content of the duologue?
How long is the scene? Is it suitable for your rehearsal schedule and time limit? Can the actor playing the speaking character learn the lines in time?
Are there any technical or staging needs (props, costumes) that you can’t realistically manage?
Step 3: make your choice.
Which duologue best fits the creative strengths and interests of you and your scene partner?
Make a choice together and ask your teacher if you need advice.
Our selected duologue is: _______________________.
Our reasons for choosing the scene are: __________________________________________________________________________________
_______________________________________________________________________________________________________________________
[bookmark: _Assessment_task_Part]_______________________________________________________________________________________________________________________
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[bookmark: _Part_B_–][bookmark: _Toc243389803]Part B – creative intent extended response
You will have 10 minutes planning time. Complete your planning in the extended response planning scaffold provided.
You will have 40 minutes to write your creative extended response. Answer the question in the writing booklet provided. 
How would you enact and realise a directorial concept for one of the duologues from ‘Listen to the silences: a collection of scenes for young people’ in this performance space?
You may support your response with examples from your experiential learning of your chosen duologue.
Teacher to insert chosen unseen image of a performance space here before in-class task.








In your planning time you should use the planning scaffold provided in class to document your imaginative and reflective thinking by planning your ideas for the statement of creative intent. Your planning could include bullet points, annotated blocking diagrams, mind-maps, or any other form that helps you communicate and document your creative and critical thinking processes.
In the creative intent extended response, you should:
interpret and manipulate the images, stories and ideas in your chosen duologue to shape your creative intent for the imagined performance
describe how key dramatic moments from your chosen duologue will be enacted in the given performance space
explain and justify your creative choices about design, direction, writing and performance 
explain how you will intentionally create dramatic meaning and engage the audience in the context of the performance space.
[bookmark: _Extended_response_planning]Extended response planning scaffold
Use this scaffold during your 10-minute planning time to document your imaginative and reflective thinking for staging one duologue from ‘Listen to the silences’ in the provided performance space. You can use bullet points, diagrams, mind maps or annotated sketches to capture your ideas. Your planning will support your extended written response.
	Consider the following 
	Document your planning here

	Analyse the performance space
What are the key features of the performance space (theatre type, size, shape, levels, entrances/exits, audience configuration, potential for using elements of production elements)?
How might these impact the relationship between actors, blocking, design and actor-audience relationship?
	

	Select a duologue
What duologue will you stage in the performance space? Remember this could be the same duologue you performed in Part A. 
What are some important ideas and images, key dramatic moments, and an interesting character relationship in the scene?
	

	Plan your directorial concept
What is your central creative vision or the dramatic journey you want to communicate for this performance?
How will this concept work with your chosen duologue in this specific performance space?
	

	Plan your creative choices 
How will you stage key dramatic moments to communicate your creative intent?
What design elements (lighting, sound, costume, props) will you use?
How might the 2 actors move and interact in the performance space provided?
Will you include an ensemble of actors to transform the space or enhance the dramatic meaning through movement and/or sound?
	

	Additional notes/ideas
Are there any challenges you anticipate and how might you address them?
Other ideas, reflections, or questions related to your creative intent.
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