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Crafting character – performing scripted works
This resource is a sample unit for Stage 5 (Year 9) Term 3. It provides an example of one way to approach programming for the Drama 7–10 Syllabus (2023) course requirement for at least one scripted work for each 100 hours of elective study of drama. In this unit, students develop characterisation and performance skills through exploration of scripted excerpts and practitioner approaches.
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Description: the lesson sequences and activities in this unit are designed to allow students to develop characterisation and performance skills through their exploration of scripted works. They apply respectful protocols when exploring scripted works by Aboriginal and/or Torres Strait Islander playwrights. Students enact, analyse and interpret scripted works to consider how a character’s journey can be shaped. They explore the ways scripted works express characters’ identities, values and perspectives. Students investigate key acting practitioners and develop performance skills through the embodiment of characters, situations and/or ideas. They improvise, experiment and use trial and error, applying and adapting the elements of performance to shape their characterisation. Students use script conventions and dramatic elements to develop a performance from a scripted work with a clear intention and dynamic characterisation. They reflect on how their creative choices can influence the experience of an audience.
Duration: this unit is designed to be completed over a period of approximately 10 weeks (25 hours) but can be adapted to suit the school context.
Explicit teaching: suggested learning intentions and success criteria are available for the learning sequences provided. 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.
Assessment: students are provided with regular formative assessment opportunities. They craft and perform a scene or moment from a scripted work. Students create and present multimodal work to document and reflect on creative and critical processes and analyse creative choices. A sample assessment task is provided on the Drama 7–10 (2023) webpage of Planning, programming and assessing creative arts 7–10.
Consultation: Aboriginal Education Advisor, Multicultural Education team, Effective Teaching Practice team and subject matter experts.
Date created: 9 July 2025

[bookmark: _Toc112681290][bookmark: _Toc206508302]Outcomes
A student:
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes.
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts.
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning.
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts.
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes.
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts.
Drama 7–10 Syllabus © NSW Education Standards Authority (NESA) for and on behalf of the Crown in right of the State of New South Wales, 2023.
[bookmark: _Toc206508303]Support resources
This sample unit aligns with the following support materials:
Script excerpt booklet – ‘Crafting character – performing scripted works’
Sample assessment task – ‘Crafting character – performing scripted works’
PowerPoint resource – ‘Crafting character – performing scripted works’
Teacher resource booklet – ‘Crafting character – performing scripted works’.
All resources associated with this unit can be downloaded from the Drama 7–10 (2023) webpage of Planning, programming and assessing creative arts 7–10.
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PowerPoint resource – crafting character: this resource is designed as a companion document for the sample unit. It contains information, student activities and teaching tools to further unpack the material covered in each learning sequence and can be downloaded from the website and edited by the teacher. 
Script excerpt booklet: this resource contains the script excerpts referenced in the sample unit. It can be copied in whole or in part for students and should be used with associated learning activities. Teachers should refer to the Controversial issues in schools policy, read all excerpts prior to starting this unit, and make choices appropriate to the community expectations and context of their own school. Some of these suggested excerpts are used in multiple learning sequences. 
Teacher resource booklet: this resource contains annotated script excerpts referenced in the sample unit. It can be used as a guide for teacher instruction and to support differentiated learning activities associated with unpacking the recommended script excerpts.
Dramatic processes: this unit includes learning how to actively build awareness and respect for makers, performers and appreciators from all cultural backgrounds. Students work with script excerpts which include ideas, images and stories written by Aboriginal playwrights for Aboriginal characters, played by Aboriginal actors. Students and teachers should be aware of, and co-construct, protocols and processes for culturally safe and inclusive working practices, sensitive to the playwright’s intention and appropriate to their local context. 
This unit requires students to apply safe processes for managing voice and movement in drama spaces. Teachers should guide students in developing and applying safe processes to manage voice and movement, including seeking actor consent and ensuring physical and emotional comfort in relation to physical contact. Each drama space is unique. Teachers are advised to ensure the space is clear and safe before beginning any of the activities in these learning sequences. See the ‘Safe processes’ section in NESA’s Drama 7–10 (2023): Dramatic processes support document.
Warm-up: a key component of each lesson sequence is the ‘warm-up’. The sample warm-up activities included at the start of each sequence are designed to develop dynamics, clarity, energy and expression in voice and movement. Teachers should embed vocal and physical warm-ups in every lesson to help students prepare and support the body to safely make and perform drama. See the ‘Safe processes’ section in NESA’s Drama 7–10 (2023): Dramatic processes support document.
Documentation: in this unit, documentation of processes, approaches, choices and intention is essential in developing and communicating clear intention and meaning. Students are assessed on their documentation of the processes and choices they make when interpreting scripted works to develop characterisation and dramatic meaning in Part B of the Sample assessment task. See NESA’s Teaching advice (additional): Stage 4 and Stage 5 – Documenting dramatic ideas, processes and performance skills for further support on documenting ideas and dramatic processes. 
Differentiation and adjustments: suggested strategies for differentiation are included in a grey box throughout this unit. These include ideas for high potential and gifted learners and for students needing individual learning support. All activities can be further scaffolded to suit individual school contexts and student need.


[bookmark: _Toc206508305]Learning sequence 1 – voice
Teacher note: in this learning sequence, students explore the element of performance – voice, as they develop strategies for safely using and controlling vocal dynamics, clarity, energy and expression in performance. Strategies for managing voice safely should be reinforced by the teacher throughout this unit and throughout the Stage 5 drama course.
The ‘Voice’ section of the PowerPoint resource – crafting character, Sunshine Super Girl and Where in the World is Frank Sparrow? script excerpts from the script excerpt booklet – crafting character, and annotated samples from the teacher resource booklet should be used to support Learning sequence 1. 
The duration of this learning sequence is approximately 2 weeks. 
Table 1 – Learning sequence 1 – voice
	Outcomes and content
	Teaching and learning activities

	Outcomes
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts
Content
Making – Dramatic contexts
Create and refine dramatic action and meaning informed by the dynamic and evolving Cultural Knowledges of Aboriginal and/or Torres Strait Islander works, practices or practitioners
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Manage voice, movement and equipment safely
Explore and apply respectful protocols for creating dramatic action with Aboriginal and/or Torres Strait Islander Communities, practitioners and Knowledges
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Making – Dramatic elements
Interpret, enact and refine scripted and original roles, characters and situations
Experiment with, rehearse and refine ways of applying the elements of performance
Performing – Dramatic contexts
Stage dramatic action and meaning informed by the dynamic and evolving Cultural Knowledges of Aboriginal and/or Torres Strait Islander works, practices or practitioners
Performing – Dramatic processes
Apply processes to support safe, respectful and inclusive performance
Apply protocols for performing which respect Aboriginal and Torres Strait Islander Peoples
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements
Adapt and apply the elements of performance
Appreciating – Dramatic contexts
Evaluate how ideas, images and stories explore and express individual and collective identities, values and perspectives
Analyse the dynamic and evolving Cultural Knowledges of Aboriginal and/or Torres Strait Islander works, practices or practitioners
Appreciating – Dramatic processes
Analyse embodied, sensory and affective experiences of drama
Explain the effect of ethical processes on dramatic practitioners and audiences, including respect for Indigenous Cultural and Intellectual Property (ICIP)
Appreciating – Dramatic elements
Evaluate how the elements of performance are developed and applied
	Learning intention
We are learning to interpret scripted works and use our voices to communicate characters’ identities, values and perspectives.
Success criteria
I can:
experiment with ways of varying and controlling my voice to convey ideas and character perspectives 
interpret the identities, values and perspectives of characters presented in scripted works 
explain how my creative vocal choices have shaped what the audience hears, thinks and feels about characters 
follow a vocal rhythm to speak in unison with other voices.
Activity 1.1 – vocal warm-up
Prepare students’ voices for performance through warm-up exercises, focusing on dynamics, clarity, energy and expression.
Before beginning voice activities, check for student understanding of the respectful and safe processes we use when collaborating with others in drama spaces. See the ‘Safe processes’ and ‘Collaborative processes’ sections of NESA’s Drama 7–10 (2023): Dramatic processes support document.
Introduction to breath control 
Explain that breath control is a key skill for actors, as it helps with vocal projection, clarity and expression.
Ask students to find a spot in the space where they feel comfortable. Guide them through a series of simple breath control exercises using the instructions on slide 1.1a.
Tennis court ‘toc’
Using the instructions on slide 1.1b, ask students to imagine the drama classroom is a tennis court with a net down the centre. Ask students to form pairs or groups of 4 for doubles. Students stand in the space on opposite sides of the ‘court’ from their partner(s). As they enact the gesture of hitting an imagined tennis ball to their partner, students pass a ‘toc’ sound back and forth across the space. Students respond as the teacher calls out variations to dynamics and expression (fast pace, slow pace, staccato, legato, dramatic pause, loud, soft, high pitched, low pitched, breathy, sharp, monotone) and energy (forceful, gentle, huge, tiny, heavy, light).
Share the learning intention and success criteria with students to prepare them for the learning sequence.
Activity 1.2 – context
Help students make connections between the vocal warm-ups and the script exploration exercises they will engage in in this activity by retrieving and activating their prior knowledge of voice as an element of performance.
Ask students the focus question, ‘What is voice?’ Be responsive to how students answer by using effective follow-up questions, such as:
Is voice limited to speaking?
Why might we use voice in performance?
Why is breath important to voice?
How can we use technologies to produce voice in performance?
Introduce the NESA definintion of voice on slide 1.2a, guiding class discussions to make connections between this new information and the prior learning uncovered.
Check for understanding of the NESA definition and support students to make connections to scripted dialogue using effective questioning such as,‘How can actors use voice to communicate dramatic action?’
Introduce students to the context of the first scripted work, Sunshine Super Girl by Andrea James. Inform students that, at the start of the published script, Yorta Yorta/Gunaikurnai playwright, Andrea James includes a note advising Aboriginal readers that the play makes reference to people who have died.Guide discussion about the importance of this protocol. Use NESA’s Teaching advice (additional): Years 7–10 Working with Aboriginal and Torres Strait Islander content to guide these discussions.
Sunshine Super Girl is a play that tells the story of tennis great and national icon, Wiradjuri woman, Evonne Goolagong-Cawley. Using the ‘Who am I?’ questions on slide 1.2b, test and activate student prior knowledge of the Evonne Goolagong-Cawley story, before using slide 1.2c to provide an overview of who Evonne Goolagong-Cawley is and guide discussions about the significance of her story.
Access the Andrea James -– Past and present live in us together (11:28) video and viewing guide and use these to actively facilitate discussion, drawing connections between the individual and collective identities, values and perspectives comnunicated in the video and the ideas, images and perspectives they may be able to identify as they begin to explore the first excerpt from Sunshine Super Girl by Andrea James. 
Activity 1.3 – voice and identity
Using the questions on slides 1.3a and 1.3b, support students to make connections between the discussions and discoveries about voice and identity in the previous activities.
Provide each student with a printed copy of ‘PROLOGUE–CENTRE COURT FISHING’. Facilitate a whole class reading of the entire excerpt, checking for understanding of any unfamiliar words, pronunciation and meaning. Use effective questioning to check for understanding. Effective questions may include:
What is a prologue?
What is revealed in the prologue? 
What might the playwright want us to think or feel in this moment? 
Be responsive to student learning by asking them to find lines of dialogue to support their responses.
Differentiation: divide ‘PROLOGUE–CENTRE COURT FISHING’ into individual lines of dialogue and ask students to decide the order in which they think the lines occur in the script. Based on clues they notice in the dialogue, ask students to identify which character traits they attribute to the character who speaks these lines of dialogue. For instance, proud, resilient, reflective, humble, focused, curious, skilled, independent, competitive, calm. As a group, students workshop the scene, experimenting with different vocal expression to capture the personal quality that they believe to be true of the character.
Activity 1.4 – capturing perspectives through voice
Remind students that whenever they are exploring the script Sunshine Super Girl, they need to remember it is a real person’s story. The play is meant to be a dramatic retelling of events from Aboriginal athlete, Evonne Goolagong-Cawley’s life and Evonne is portrayed as a character in the play. However, the story captures some of Evonne Goolagong-Cawley’s real lived experiences and shares the playwright’s interpretation of some of her real feelings and thoughts. As students explore the play and stage the dramatic action, it is important to recognise and respect these real stories that belong to Evonne Goolagong-Cawley and her family.
Display slide 1.4a and lead a close reading of the ‘SCENE 16: THE HOLY COURT’ excerpt from Sunshine Super Girl. As the class is reading, actively guide students to understand the meaning and context of the scene and to look for clues in the dialogue which give actors hints as to how words and lines of dialogue should be spoken. For example, ellipses, question marks, exclamation marks and repetition. 
Teacher note: the ‘1.4 unpacking dialogue’ section of the teacher resource booklet should be used to guide and support student engagement with this close reading. It is particularly important that teachers lead a culturally safe and respectful unpacking of dialogue in this excerpt from Sunshine Super Girl. Use NESA’s Teaching advice (additional): Years 7–10 Working with Aboriginal and Torres Strait Islander content to further support this unpacking and close reading.
Following this close reading, use the prompts on slide 1.4b to guide students to complete the ‘Character motivation’ thinking routine, considering how Evonne, as a character in this scene, could be feeling in this dramatic moment. 
Repeat the thinking routine to consider the perspective of the reporters and press. Use the prompts on slide 1.4C to guide class interpretation and check for understanding about what this chorus or ensemble may notice in this dramatic moment?
Guide student responses as the whole class engages in the ‘Here Now/There Then’ thinking routine on slide 1.4d to consider what the playwright, Andrea James, may want us to see about the identities, values and perspectives (there and then). Ask student how they think James wanted the audience to respond to seeing this scene on stage (here and now).
Working in small groups, direct students to begin experimenting with enacting and staging this scripted excerpt, with a focus on using voice in expressive and dynamic ways. 
Differentiation: rather than enacting this scene, it may be more appropriate in your school context to guide small groups to imagine, discuss and explain what they intend to show about the character and chorus identities, values and perspectives represented in this scene and explain how they would communicate that through vocal dynamics and expression.
Drawing on their learning from the ‘Character motivation’ and ‘Here Now/There Then’ thinking routines, display slide 1.4e as groups workshop and enact the scene with a focus on delivering lines in ways that capture how the character, Evonne, may be feeling in this dramatic moment. Circulate around the class, responding to student learning as groups experiment with staging this scene.
Respond to individual student and group needs by supporting students to retrieve and activate prior learning from the ‘Here Now/There Then’ thinking routine. As they workshop their scene, students should focus on using their voices expressively to capture what they believe were the identities, values and perspectives implied through each line of dialogue said by the reporters and press. Students can be encouraged to manipulate their voice and bodies to capture and communicate this intention. 
Choose one or more groups to perform for the whole class and ask the student audience to identitfy what identities, values and perspectives were communicated in this interpretation and staging of ‘SCENE 16: THE HOLY COURT’. Encourage deeper creative and critical processes by asking focus questions such as, ‘What makes you say that?’
Activity 1.5 – imagining the elements
Guide students to imagine the creative choices they might make if they were to use the elements of drama and/or elements of production to enhance the identities, values or perspectives of the character or role they played in the excerpt. Use the ‘I do, We do, You do’ strategy on slides 1.5a to 1.5c to model the teacher’s creative choices (I do), guide the class to complete an example together (we do), before students complete their own creative choice table (you do).
See the Appendix for modelled and guided response samples.
Activity 1.6 – vocal chorus
Remind students that this learning sequence has been focusing on developing their own vocal skills as actors while delivering lines of scripted dialogue. This activity requires students to build their skills in creating unity and rhythm with other voices.
Let students know that they will be reading and experimenting with a new scripted work – Where in the World is Frank Sparrow? by Angela Bedizen.
Provide each student with a printed copy of the Chorus lines in the first ‘SCENE’ excerpt. The dialogue starts with ‘Now in Stab City’ and ends with ‘maybe he’s our story’s hero’. Display slide 1.6a and facilitate a class reading of the entire excerpt, checking for understanding of any unfamiliar words, pronunciation and meaning. Use effective questioning to check for understanding. Effective questions may include:
What is a Chorus?
What is revealed by the Chorus? 
Why might a playwright use a chorus? 
Be responsive to student learning by asking them to find lines of dialogue to support their responses. Use slide 1.6b to provide the whole class with a definition of chorus.
Differentiation: consider providing scaffolds for student responses, such as sentence stems that will support students to make connections to evidence, such as, ‘The chorus reveals _____________. This is seen in the line/moment _____________, which shows_____________.’
This can be further differentiated for high potential and gifted learners with stems, such as, ‘The chorus reveals _____________. This is seen in the line/moment _____________which shows_____________. If the element/technique of _____________ was used/replaced this could_____________.’
Alternatively, this stem could be shortened and simplified to, ‘The chorus shows_____________’ for learners requiring further support.
Teacher note: the ‘1.6 unpacking vocal chorus techniques’ section of the teacher resource booklet can be used to support and guide student work in this activity.
Working as a whole class, guide students to develop vocal chorus skills. Vocal chorus techniques to experiment with could include:
reading the whole excerpt in unison
maintaining a shared rhythm
speeding up or slowing the pace 
layering voices so that more voices gradually join in
staggering the exit of voice
creating call-and-response by speaking alternate phrases
variations in volume
variations in pitch
selecting a phrase for one student to say with the chorus echoing
playing with a delayed vocal echo
adding repetition.
Display slide 1.6c and divide students into small groups so they can experiment with applying vocal chorus techniques to either the same excerpt or the second stanza of Chorus lines from ‘SCENE’ in Where in the World is Frank Sparrow? (starting with ‘Aged fourteen’ and ending with ‘Let’s lend an ear to these proceedings’).
Have a list of the vocal chorus techniques on slide 1.6d displayed as a visual prompt for students to choose from and refer to as they work at their own pace. Circulate around the class, responding to student learning as they experiment with vocal chorus techniques.
Provide students with highlighters or pencils to annotate their copy of the excerpt, documenting their application of vocal chorus techniques.
Teacher note: retain these annotated scripts for use in Activity 2.3 – moving as a chorus.
Select groups to share their performance with the class. Check for understanding by asking student audience members to identify the techniques used in each performance. Slide 1.6e can be used to support this reflection activity. 
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[bookmark: _Toc206508306]Learning sequence 2 – movement
Teacher note: in this learning sequence students explore the element of performance – movement, as they develop strategies for safely using and controlling dynamics, clarity, energy and expression in movement. Strategies for managing movement safely should be reinforced by the teacher throughout this unit and throughout the Stage 5 drama course.
The ‘Movement’ section of the PowerPoint resource – crafting character, Where in the World is Frank Sparrow? and Boy Overboard script excerpts from the script excerpt booklet – crafting character, and annotated samples from the teacher resource booklet should be used to support Learning sequence 2. 
The duration of this learning sequence is approximately 2 weeks. 
Table 2 – Learning sequence 2 – movement
	Outcomes and content
	Teaching and learning activities

	Outcome
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes.
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts.
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning.
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts.
Content
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Manage voice, movement and equipment safely
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Making – Dramatic elements
Interpret, enact and refine scripted and original roles, characters and situations
Experiment with, rehearse and refine ways of applying the elements of performance
Performing – Dramatic pocesses
Collaborate dynamically within an ensemble and/or crew to jointly stage dramatic action
Apply processes to support safe, respectful and inclusive performance 
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements
Adapt and apply the elements of performance
Appreciating – Dramatic contexts
Evaluate how ideas, images and stories explore and express individual and collective identities, values and perspectives
Appreciating – Dramatic processes
Analyse embodied, sensory and affective experiences of drama
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Explain the effect of ethical processes on dramatic practitioners and audiences
Appreciating – Dramatic elements
Evaluate how the elements of performance are developed and applied
	Learning intention
We are learning to interpret scripted works and select natural, heightened, and abstract movements and intentionally apply them in performance.
Success criteria
I can:
identify and use safe processes to explore movement individually and with others
embody the differences between natural, heightened, and abstract movements and apply these movements in improvisations 
collaborate with my peers to create a chorus performance which includes a range of heightened and abstract movements
choreograph movements by interpreting stage directions in scripted works.
Activity 2.1 – movement warm-up
Prepare students’ bodies for performance through warm-up exercises, focusing on dynamics, clarity, energy and expression of movement.
Before beginning movement activities, remind students of respectful and safe processes we use when collaborating with others in drama spaces. See the ‘Safe processes’ and ‘Collaborative processes’ sections of NESA’s Drama 7–10 (2023): Dramatic processes support document.
Sneaky statues
All players stand in a circle, facing inward. In unison, all count down “3…2…1…statues!” and everyone strikes their own dramatic ‘statue’ pose. The first player makes a ‘sneaky statue’-like movement to lightly tap another player’s hand. Only one movement is allowed per turn. After each player moves, the next player clockwise has a chance to react by making one swift movement to either dodge a tap or make their own attempt to tap another player’s hand. Players must freeze in their statue pose after each movement and hold their new pose until their next turn. If a player’s hand is tapped, that player must put their arm behind their back. If both arms are tapped, that player is eliminated from the game. The winner is the last standing ‘sneaky statue’.
Energy walk
Students walk around the room, gradually increasing their energy from one to 10 (one being relaxed and 10 being frantic). Alternatively, give students a particular action and adjust the energy levels for the action. Actions could include scanning groceries at the checkout, brushing your teeth, sweeping/mopping the floor or waving to a friend.
Scissors, paper, rock (with a twist)
Briefly review the traditional rules of scissors, paper, rock. Tell students that they will be giving the traditional game a new twist and will be using their bodies to represent the scissors, paper and rock. They will:
stand with arms in a ‘V’ shape above their head to resemble the blades of scissors
stand with arms straight out to their sides to replicate a flat paper surface
curl into a ball or stand still with body compacted to mimic a solid rock.
Start the warm-up in pairs and use the process of elimination until there are 2 remaining students in the final. Have those 2 students play against each other to determine the winner.
Activity 2.2 – types of movement
Help students make connections between the movement warm-ups and the movement-type exercises they will engage in in this activity by retrieving and activating their prior knowledge of movement as an element of performance.
Ask students the focus question, ‘What is voice?’ Be responsive to how students answer by using effective follow-up questions, such as:
Is movement limited to the body?
Why might we use movement in performance?
What is neutral stance?
What words might you use to describe types of movement?
Introduce the NESA definintion of movement on slide 2.2a, guiding class discussions to make connections between this new information and the prior learning uncovered.
In this activity students will experiment with ways of transforming natural, everyday actions into heightened or abstract movements. For this activity, students will need either a chair or their backpack as a prop. 
Use slides 2.2b to 2.2d to define 3 movement types (natural, heightened and abstract) and engage students in the 3 improvisation activities to check for embodied understanding. Circulate around the class, responding to student learning by observing individual students as they experiment with and apply each movement type. Use responsive teaching strategies to address any misconceptions and highlight successful demonstration of new knowledge, skills and understanding.
Break students into pairs or small groups to experiment further with transforming natural movements into heightened and abstract movements. Slide 2.2e can be displayed to support this workshop. Natural movement prompts could include:
taking a selfie with a big group
realising food is stuck in your teeth
spilling a drink
getting caught in the rain with no umbrella
sneezing in a quiet room
carrying a giant stack of books
walking into a spider web
trying to catch a bus
dropping something in a crowded place.
Differentiation: students use slide 2.2f to brainstorm their own imagined natural movement prompts. Individual students workshop the transformation of movement types and share their performances with the class. 
Conduct a ‘Think-Pair-Share’ thinking routine to discuss the reflection prompts on slide 2.2g.
Which movement type was most challenging for you as a performer? 
What makes you say that?
Activity 2.3 – moving as a chorus
In this activity, students will continue their exploration of the excerpt from Where in the World is Frank Sparrow?, which they annotated in Activity 1.7 – vocal chorus. Slides 2.3a and 2.3b can be displayed to support this activity.
Teacher note: the ‘2.3 unpacking language and movement choices’ section of the teacher resource booklet’ can be used to support and guide and support student work in this activity.
Provide time for students to revise their vocal chorus script annotations and develop this into a moved reading by adding a combination of heightened and/or abstract movements.
Remind students that movements can be applied using similar techniques to those they applied in their vocal chorus. It may be helpful to display and discuss slide 1.7d again. 
Differentiation: as a class, generate a list of movement words, such as sharp, smooth, angular, curved and display these for students to draw on as they enact and rehearse the Chorus lines.
Provide time for rehearsal and before asking groups to share their performances with the class. Guide student audience members to provide peer feedback to each group using the TAG reflection and feedback strategy on slide 2.3c:
Tell them something you liked
Ask a thoughtful question
Give a positive suggestion
Activity 2.4 – interpreting and embodying movement from a script
Let students know that they will be reading and experimenting with a new scripted work – Boy Overboard adapted by Patricia Cornelius.
In small groups students engage in research to investigate the context and style of the play Boy Overboard, which was adapted for the stage by Patricia Cornelius from a book by Morris Gleitzman. The play follows the journey of Jamal and Bibi from Afghanistan as refugees seeking asylum in Australia. Carefully scaffold and guide research and student discussions to ensure cultural safety as students seek, exchange and question perspectives to collaboratively gather and reflect on their research. 
Differentiation: research can be extended through effective questioning to encourage student engagement in the creative and critical processes. Questions that could be posed include:
· Did the author and playwright actively engage with people from Afghani or refugee backgrounds prior to writing the play and book. What attempts were made to get to know the Afghani culture and ensure sensitivity to the culture and refugee experience? 
· Did the author and playwright research the issues and experiences of Afghani and refugee communities, and consider the importance of representing someone else’s story? 
· Were the author and playwright respectful of the diverse and complex experiences, histories and cultural systems within the communities portrayed in the work? 
Provide each student with a printed copy of the soccer game stage directions in the ‘Scene 2’ excerpt. Display slide 2.4a and lead a guided reading and discussion of the script excerpt, checking for understanding of any unfamiliar words, pronunciation, meaning and context. Use effective questioning to check for understanding. Effective questions may include:
Who are the characters? 
How might we show their own unique movements? 
Which lines imply the movements could be performed in unison? 
Which lines suggest instructions for the pace of our movements? 
Are there any hints as to where we could pause our movements for dramatic impact? 
Be responsive to student learning by asking them to find lines of dialogue to support their responses.
Teacher note: the ‘2.4 unpacking choral movement techniques’ section of the teacher resource booklet can be used to support and guide student discussions and embodiment in this activity.
Break students into small groups to choreograph the movement of the soccer game using the stage directions in the Boy Overboard excerpt. Display slide 2.4b and encourage students to develop distinct characters that have unique movements, driven by the character descriptions. Circulate around the class, responding to student learning by observing individual students as they interpret the script, experimenting with and applying movement. Use responsive teaching strategies to address any misconceptions and highlight successful demonstration of new knowledge, skills and understanding.
Differentiation: give each group a different type of movement to use (natural, heightened and abstract) or let them select their own.
Allow students time to rehearse and share the choreographed performance of the excerpt with the class.
After all groups have performed, use the ‘Headlines’ thinking routine on slide 2.4c to support students in reflecting on their learning across this learning sequence by thinking about the significance of movement in creating scripted characters for performance. 
Collect all sticky notes and attach them to a classroom poster display titled ‘Movement’.




[bookmark: _Toc206508307]Learning sequence 3 – energy, dynamics and Laban’s approach to movement
Teacher note: in this learning sequence students explore one practitioner’s approach to developing character through energy and dynamics in movement, as they explore scripted works. The practitioner approach explored in this learning sequence is Rudolf Laban’s movement analysis, specifically his ‘efforts’. Teachers are encouraged to adapt these teaching and learning activities for any practitioner appropriate to their school context. 
The ‘Energy, dynamics and Laban’s approach to movement’ section of the PowerPoint resource – crafting character, Shack excerpts from the script excerpt booklet – crafting character, and annotated samples from the teacher resource booklet should be used to support Learning sequence 3. 
The duration of this learning sequence is approximately one week. 
Table 3 – Learning sequence 3 – energy, dynamics and Laban’s approach to movement
	Outcomes and content
	Teaching and learning activities

	Outcome
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts.
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts.
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts.
Content
Making – Dramatic contexts
Interpret and apply artistic, cultural, social and personal contexts, protocols and intention
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Making – Dramatic processes
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Document processes used to generate, evaluate and refine dramatic works
Making – Dramatic elements
Interpret, enact and refine scripted and original roles, characters and situations
Explore and refine the elements of drama in improvising, rehearsing and devising
Experiment with, rehearse and refine ways of applying the elements of performance
Performing – Dramatic contexts
Stage drama informed by artistic, cultural, social and personal contexts, protocols and intentions
Use language appropriate to context to communicate meaning to an audience
Performing – Dramatic processes 
Spontaneously create and develop characters, ideas, images and stories through improvisation
Performing – Dramatic elements 
Adapt and apply the elements of performance
Appreciating – Dramatic contexts
Analyse how dramatic works, practices or practitioners experiment with and stage dramatic conventions, forms and styles
Appreciating – Dramatic processes
Analyse embodied, sensory and affective experiences of drama
Appreciating – Dramatic elements
Explain how creative choices shape roles, characters and situations
Evaluate how choices in the elements of drama develop during making and performing 
	Learning intention
We are learning to develop and perform a character through experimentation with Laban’s approach to movement.
Success criteria
I can:
explore and apply energy and dynamics in movement
identify Laban’s efforts and experiment with using them in improvisation and scripted works
apply Laban’s efforts to communicate character traits interpreted from stage directions
apply and adapt Laban’s efforts to communicate dramatic action in a scripted scene.
Activity 3.1 – warm-up – energy and dynamics
Prepare students for physical movement voice work through warm-up exercises, focusing on energy and dynamics. Introduce the NESA definintions of energy and dynamics on slide 3.1a, circulating around the class and checking for understanding as students embody this new information in the warm-up exercises on slides 3.1b and 3.1c.
Mirror, mirror
Divide students into pairs. Determine who is Person A and who is Person B. Person A begins leading by moving a part of their body and Person B mirrors the movement. Encourage students to vary and play with energy and dynamics of movement as they become more confident. Switch leaders.
Director’s cut
In small groups, students act out a scene where a designated ‘Director’ pauses the action, giving instructions to change aspects of the performance like the energy, dynamics or style. For example, ‘I want to see you transition to a fast paced, reality TV style!’ 
Differentiation: the teacher acts as ‘Director’ and indicates energy, dynamics and/or style prompts for students to incorporate into each improvised scene. For example, ‘I want to see you contrast, rapid high-pitched voices with steady abstract movements!’ 
Activity 3.2 – introduction to Laban’s movement analysis
Provide an overview of Rudolf Laban as a drama and dance practitioner and his approach to movement by reviewing slide 3.2a and watching Art Bites – Laban Movement Analysis (from 00:28–5:15) on slide 3.2b. Use slide 3.2c to unpack the list of Laban’s efforts, checking for understanding of any unfamiliar words, pronunciation and meaning and observing individual student responses and contributions in the following class discussion. Emphasise how space, shape, body and effort can be used to embody different characters.
Check for understanding by observing students as they engage in embodied effort exploration.
Ask students to move around the space. First, have them explore light movements (floating, gliding) and then transition to heavy movements (pressing, punching). Have students switch between quick movements (slash, flick) and slow (wring, press) movements. Encourage students to experiment with direct (dab, press) paths and indirect (float, slash) paths, and bound (wring, punch) and free (glide, flick) as they move around the space.
Show slides 3.2d to 3.2h, which include a range of images of different characters, and faciliatate a class discussion asking students to assign the most approproiate Laban effort to each character. Ask students to elaborate on their choices by asking ‘What makes you say that?’
Use same character images to facilitate an embodied activity. Ask students to choose one of the characters and create a short movement sequence (3–5 movements) that reflects the qualities of that character using Laban’s efforts. Have several students perform their movement sequence for the class. After each performance, facilitate a brief discussion by asking the student audience the following questions:
What qualities did you notice in the movement?
Which of Laban’s efforts could you identify?
How did the movement choices reflect the character?
How might these movements change for a different character?
Activity 3.3 – applying effort to communicate character
Let students know that they will be reading and experimenting with a new scripted work – Shack by George Kemp. They will need a copy of the character ‘Notes’ from the script excerpt.
Teacher note: the ‘3.3 applying Laban’s efforts to communicate character’ section of the teacher resource booklet can be used to support and guide student discussions in this activity.
Use guided questions to model a class annotation of the character notes for Ernie by identifying his character traits and the Laban efforts that could be used to convey those traits in performance. Use the ‘Peel the fruit’ thinking routine on slide 3.3a to guide effective questioning. These could include: 
What do we know about Ernie?
What words in the character notes give us insights into the traits of the character? 
Which of Laban’s effort actions might best communicate these traits to an audience in performance? 
What makes you say that?
Use the script excerpts on slides 3.3b and 3.3c to review all character notes and negotiate a character for each student to analyse in this activity. In pairs, students use the guided questions on slide 3.3a to help them identify the traits of their assigned character and the Laban effort that would best communicate these traits. Students should document their choices by annotating their own copy of the character notes. Circulate around the groups, checking for understanding to ensure students are prepared to embody their character analysis.
Once students have completed this guided character analysis, ask them to embody their character, using their choice Laban effort, as they engage in a series of short improvisations. Improvisations may include: 
Character walks – students walk around the room as their character, using the Laban effort they’ve chosen to express their character’s traits. As students pass each other, they briefly interact (a gesture, a word, short conversation) while maintaining their chosen effort.
Effort freeze tag – 2 actors begin centre stage improvising a given situation (at a park, on a bus). Each actor applies their Laban effort to their characterisation in the scene. When the teacher calls ‘Freeze!’ both actors freeze in position. A new actor enters and taps one student out. The new student continues the scene but must play their own character and Laban effort. 
Activity 3.4 – applying Laban’s efforts to a scripted scene
Teacher note: the ‘3.4 applying Laban’s efforts to a scripted scene’ section of the teacher resource booklet can be used to support and guide student discussions in this activity.
Provide each student with a printed copy of either ‘SCENE ONE’ or ‘SCENE THREE’ from Shack by George Kemp. Display slide 3.4a and divide the class into 2 groups at opposite ends of the drama space. Circulate between the groups, guiding the group readings of the excerpts, checking for understanding of any unfamiliar words, pronunciation and meaning. 
In groups of 9, students use Laban efforts to bring their scene from Shack to life on stage. Students may continue to explore the character they were assigned in Activity 3.3 or select a new character to embody. 
Circulate around the class, responding to student learning by observing groups as they experiment with their chosen characters. Use responsive teaching strategies to address any misconceptions and highlight successful demonstration of new knowledge, skills and understanding. Responsive teaching strategies that could be used to help guide this script experimentation and rehearsal process could include:
Character and effort review – review the character descriptions and the Laban efforts and ask, ‘Do your efforts match your character’s energy and dynamics?’
Effort mapping – go through the script and map out where you might change or adapt your Laban efforts to match your character’s changing motivations or emotions.
Rehearsal 1 – rehearse the scene focusing entirely on the Laban effort movements that you mapped out.
Rehearsal 2 – rehearse the scene again, this time add dialogue while maintaining your movements. Ensure that the emotional intent of your voice connects with the physical energy of the Laban efforts.
Performer and observer – find a partner who is not in your group. When you are performing, your partner will be your observer. As an observer, your goal is to identify how and where your partner shifts from one Laban effort to another. 
Each group performs their scene for the class, focusing on clearly showing their Laban efforts and the shifts in physical and vocal energy and dynamics.
Encourage student audience members to share their observations about how they saw any shift in each character’s effort movements as the scene progressed. Effective questions that could help students articulate their observations could include:
What did you see them do first? What did this effort reveal about the character?
Where did you see the shift? What was happening in the moment when the shift happened?
What change did you observe? What did this reveal about the character?
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Teacher note: in this learning sequence students explore one practitioner’s approach to interpreting and crafting scripted characters, as they explore expression and clarity in voice and movement. The practitioner approach explored in this learning sequence is Konstantin Stanislavski’s method of script analysis and characterisation. Teachers are encouraged to adapt these teaching and learning activities for any practitioner appropriate to their school context. 
The ‘Expression, clarity and Stanislavski’s approach to acting’ section of the PowerPoint resource – crafting character, The Book of Everything excerpts from the script excerpt booklet – crafting character, and annotated samples from the teacher resource booklet should be used to support Learning sequence 4. 
The duration of this learning sequence is approximately 2 weeks. 
Table 4 – Learning sequence 4 – expression, clarity and Stanislavski’s approach to acting
	Outcomes and content
	Teaching and learning activities

	Outcome
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes.
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning.
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes.
Content
Making – Dramatic contexts
Interpret and apply artistic, cultural, social and personal contexts, protocols and intention
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Making – Dramatic processes
Use improvising processes to make, accept and extend offers of ideas and dramatic action
Document processes used to generate, evaluate and refine dramatic works
Making – Dramatic elements
Interpret, enact and refine scripted and original roles, characters and situations
Explore and refine the elements of drama in improvising, rehearsing and devising
Experiment with, rehearse and refine ways of applying the elements of performance
Performing – Dramatic contexts
Stage drama informed by artistic, cultural, social and personal contexts, protocols and intentions
Use language appropriate to context to communicate meaning to an audience
Craft meaning and influence audience response in coherent devised and scripted theatrical works
Performing – Dramatic elements 
Adapt and apply the elements of performance

Appreciating – Dramatic contexts
Analyse how dramatic works, practices or practitioners experiment with and stage dramatic conventions, forms and styles
Appreciating – Dramatic elements
Evaluate how the elements of performance are developed and applied
	Learning intention
We are learning to experiment with Stanislavski’s approach to acting to interpret scripted work and strengthen the expression and clarity of our performance skills.
Success criteria
I can:
collaborate with my peers to define and interpret Stanislavski’s approach to acting
explore expression and clarity in my voice and movement to demonstrate my character’s objectives in a scene 
use Stanislavski’s approach to identify and embody the given circumstances of a scripted scene
explore ways of expressing the underlying meaning or emotion inferred through my character’s dialogue 
take creative risks with my group to apply Stanislavski’s approach to characterisation and Laban’s approach to movement to a new scene.
4.1 – warm -up – expression and clarity 
Prepare students for physical movement voice work through warm-up exercises, focusing on expression and clarity. Introduce the NESA definintions of expression and clarity on slide 4.1a, circulating around the class and checking for understanding as students embody this new information in the warm-up exercises on slides 4.1b to 4.1d.
Mean what you say, say what you mean
Start with diaphragmatic breathing to warm up. Choose a simple phrase, such as ‘the sun is shining’ or ‘the ocean is blue’. Ask students to inhale deeply and project their voices as they say the phrase, focusing on clarity and volume. Next, ask students to experiment with saying the phrase at different volumes and speeds while maintaining clarity and breath control. Finally, ask them to play with expression by changing the emotional quality of their voices. For example, impatient, excited, sneaky, fed-up and so on.
Emotion shift
In pairs or small groups, each begin an improvisation of a simple scenario (at the bus stop, shopping for groceries) with a neutral emotion. When the teacher calls out an emotion, performers shift the expression of their voice and movement to accept the emotional offer while continuing the scene.
Living artwork
Display an artwork and ask students to bring it to life. Artworks might include, Beyond the Coastal Watch by Dennis Golding, The Scream by Edvard Munch, Frog Girl by Yoshitomo Nara, Oath of the Horatii by Jacques-Louis David, Displaced by Vincent Namatjira, Sunday Evening by Russel Drysdale, Unfamiliar People by Takashi Murakami, Collins St, 5pm by John Brack, Hanging Rock 1900 by Polixeni Papapetrou, La Classe de dance by Edgar Degas, Enchantments - Letter to Ludwig Leichhardt by Christian Thompson, The Potato Eaters by Vincent van Gogh or I Want to Thrive and Not Just Survive by Charlotte Allingham. Variations could include starting with a freeze frame with the teacher nominating students (individuals or pairs) to come alive in the scene, making clear voice and movement choices to communicate the context of the scene and intention of the character.
Activity 4.2 – introduction to Stanislavski’s approach to acting
Use slide 4.2a to briefly introduce theatre practitioner Konstantin Stanislavski and the approach he designed to help actors create complexity and belief in characterisation. 
Instruct students to find a partner and form an inner and outer circle. This activity should be conducted as a ‘Donut’, where the inner circle stays seated while the outer circle rotates after each discussion. Give students one minute to discuss each bullet point on slide 4.2b before signalling the outer circle to move one person to the right and start a new discussion with a new partner. Allow students to discuss each point with at least 2 different people to foster collaboration and broaden their perspectives.
Why might embodying a truthful and believable character on stage be important for an actor?
How could truthful or believable acting impact the audience?
What choices might actors make to shape a complex and believable character? 
What makes you say that?
Teacher note: set up 4 ‘stations’ in the drama space or library, each with access to information on one technique in Stanislavski’s system (beats and objectives, subtext, given circumstance and magic if). Information sources could include textbook chapters, images or diagrams, short audiovisual clips, annotated script samples or selected websites. Ensure each station is clearly labelled with a number from one to 4. See Appendix for short definitions of the 4 techniques.
Break students into groups of 4 and give each student a number. Display slides 4.2c and 4.2d and ask students to move to the ‘station’ in the room that corresponds with their number and engage with the material to uncover a definition of their given technique. Using a graphic organiser, students gather and document the most important points about their technique before returning to their original group and sharing their findings. After sharing, all members of the original group should have notes about each of the 4 techniques in Stanislavski’s system. 
Differentiation: some creative variations to explore this activity could include the following.
· Transform the title of the technique into a nonsense word anagram, such as subtext becomes ‘bustext’.
· Have definitions at each station written in a code for students to crack (wingdings font) or cut up the definition into jigsaw pieces that students must assemble within a time limit.
Activity 4.3 – script conventions
Before investigating Stanislavski’s approach to script analysis, help students make connections between their previous engaement with scripted works by retrieving and activating their prior knowledge of script conventions, including stage directions, dialogue, character names and punctuation. Use effective questioning that encourages students to make connections to evidence from script excerpts. Supply examples of each convention by co-creating script annotations, as suggested in the Honey Spot and Sunshine Super Girl annotations provided in the teacher resource booklet.
Teacher note: the ‘4.3 unpacking script conventions’ sections A and B of the teacher resource booklet can be used to support and guide student revision and learning in this activity.
Activity 4.4 – given circumstances
Check for understanding by asking students to retrieve what they learned about ‘given circumstances’ in the previous activity. See Appendix to supply and reconfirm short definition.
Indicate that students will now be analysing a script excerpt and identifying the given circumstances. Display slide 4.4a and provide each student with a copy of the setting notes and ‘PROLOGUE’ from The Book of Everything by Richard Tulloch.
Teacher note: the ‘4.4 given circumstances’ section of the teacher resource booklet can be used to guide and lead class discussions in this activity.
Lead a guided reading and discussion of the excerpt to uncover the given circumstances. Questions to guide discussion could include:
Who? Who are the characters? What are their relationships with each other? Who is the central character and who influences their actions?
Where? Where is the scene set? (location, environment) 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, period) What is the span of the scene within the play? How does the timing of the scene affect the character’s behaviour?
Why? Why are the characters in this situation? What motivates the characters actions and decisions in this scene? Why are the events in this scene happening now? 
How? How do characters interact with each other and the environment? How does the situation affect the emotions and behaviour of the characters? How do the past experiences of the character influence their current actions?
Display slide 4.4b and ask students to summarise how understanding the given circumstances can make their own characterisation clearer and communicate more belief in performance. Challenge them to do so in 32 words, no more or less.
Activity 4.5 – subtext
Explain the context of The Book of Everything adapted by Australian playwright, Richard Tulloch who consulted with Dutch novelist Guus Kuijer to adapt his original novel for the stage. The book and play tell the story of 9-year-old Thomas Klopper, growing up in Amsterdam after World War II.
Refer students back to the definition of subtext they wrote in their graphic organiser in Activity 4.2. Remind students that subtext refers to the underlying meaning or emotions behind what a character says. This character information is not explicitly stated but implied through expression in movement and voice. 
Teacher note: the ‘4.5 subtext’ section of the teacher resource booklet can be used to guide and lead class discussions in this activity.
Display slide 4.5a and distribute copies of ‘SCENE ONE’ from The Book of Everything and ask students to form groups according to the number of characters in the scene. Students work collaboratively to read the scripted excerpt and uncover subtext.
Differentiation: to extend this exploration of subtext and encourage student engagement with a wider variety of scripted works, students could work in groups on 5 different script excerpts; ‘PROLOGUE–CENTRE COURT FISHING’ from Sunshine Super Girl, ‘SCENE ONE’ from The Book of Everything, the second ‘SCENE’ from Where in the World is Frank Sparrow, ‘SCENE 3’ from Compass and ‘Scene 3’ from Boy Overboard.
Students agree on one character part for each member of the group and one person to read stage directions. They then read the script out loud, listening for clues about what characters might be thinking or feeling beneath their spoken words
Support each group to select a short section of script that best communicates subtext. Students rehearse a staged reading of this moment, focusing on conveying the subtext to the audience through dynamics, clarity, energy and expression in voice and movement. The student who read the stage directions may act as director or provide feedback during the rehearsal. Slide 4.5b could be displayed as students are working.
Students perform their moment for the class. After each group has performed, use slide 4.5c to encourage reflection and peer- and self-feedback by asking the audience and the performers to explain what they thought the character was thinking or feeling beneath their spoken words. Invite the audience to describe what they saw the actors do with tone of voice, body language and facial expressions to imply that subtext. 
Differentiation: subtext reflection can be further extended or supported by asking all students to stand in the centre of the room. Inform them that in a moment, you will pose a question about subtext. For example, ‘Is subtext more important to an actor’s performance than the spoken dialogue in a play?’
If they agree, students move to the left side of the space and if they disagree, they move to the right side of the space. Indicate that students will need to justify why they answered ‘yes’ or ‘no’, and they can choose to swap sides if their opinion shifts. In this activity, there is no neutral; challenge students to pick a side.
Activity 4.6 – beats and objectives
Activate student prior learning and check for understanding about new terminology – Stanislavski’s ‘beats and objectives’. Ensure a common understanding is elicited from or communicated to the whole class. One way to address any misconceptions is to provide the class with correct definition, such as:
‘Objectives are what a character wants to achieve in each moment of the scene. Objectives can shift as a character’s emotions or situation changes. This shift marks a new beat in the scene.’
Let students know they will be exploring character objectives and beats in this activity. Display slide 4.6a to support this embodied activity. In pairs, students will improvise a scene on a boat (or another simple location) where each character’s objectives will shift throughout the scene. To start the scene, ask each student to decide on a clear objective or intention for their character. For example, to convince their scene partner to leave the scene. 
Differentiation: if needed, use slide 4.6b to support students in choosing a clear objective.
Ask students to start the scene and, at any point, call out a new objective for one or both characters to adopt (ideally without pausing the dramatic action). Encourage students to take a ‘beat’ before quickly adjusting their vocal expression and movement to justify and communicate the new objective. 
Activity 4.7 – demonstrating our learning in performance
Display slide 4.7a and provide each student with a copy of ‘Scene 2’ from Compass by Jessica Bellamy. 
This activity is designed to model the requirements of the assessment task and to consolidate the skills and knowledge students have developed so far.
As a class, read ‘Scene 2’ from Compass before breaking students into groups. Explain that the characters in Compass are archetypes and this can provide an opportunity for actors to make many different creative choices to communicate character complexity. 
Teacher note: the ‘4.7 objectives’ section of the teacher resource booklet can be used to guide and lead student script analysis in this activity.
Display slide 4.7 b and assign each group one page from the scene to embody in a staged reading using the Stanislavski methods they have explored so far. As students workshop their excerpts, circulate around groups, observing and offering strategies in response to student need. Strategies to guide this collaborative making process could include: 
providing students with a graphic organiser to identify the given circumstances of the scene (who, when, where, what and why). If necessary, refer to prompting questions in Activity 4.3.
suggesting that students highlight their own dialogue in the scene and look for subtext implied through stage directions and reactions of other characters. Students can annotate their script to show moments where they think the character means something else beneath their spoken words. 
encouraging students to use symbols or lines on their copy of the script to indicate where a new objective starts or where the beat is. They could also annotate the script to indicate how their objective shifts.
working across groups to conduct a Think-Pair-Share with actors playing the same character at different points in the script and using the ‘Magic if’ to justify what they would do if they were in this character’s situation, in this moment, with this objective. 
providing a specific focus for each group or student to rehearse their scene with attention to
developing dynamics, clarity, energy and expression in voice and movement
applying Laban’s efforts to their movement
applying one or more of Stanislavski’s acting methods
refining their staging by combining voice and movement choices into a cohesive performance.
In the same order as the Compass scene, each group performs their excerpt for the class.
As audience members, encourage all students to identify specific areas of strength and areas for improvement in each performance. Thumbs up for ‘yes’, thumbs down for ‘no’, and thumbs in the middle for ‘kind of.’ The areas to identify could include:
Dynamics – Did the actors change their voice and movements in interesting ways?
Clarity – Was it clear what the characters wanted and felt during the performance?
Energy – Did the performance show strong energy and emotion?
Expression – Did the actors clearly show their character’s feelings and objectives? 
After all groups have performed, use the ‘Colour. Symbol. Image.’ thinking routine on slide 4.7c to support meaningful self-reflection on performance work as students document their creative and critical processes for developing a character’s emotion or objective at one moment in their script. 
Differentiation: record each group performance and watch playback with the students. As you review the video, ask individuals in the group to pause at moments where they believe they best conveyed their character’s objectives with the most belief. As students share their thinking, prompt further reflection by asking ‘What makes you say that?’
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Teacher note: throughout this learning sequence, actively circulate between groups and provide regular feedback. When giving feedback, consider the mode that is most helpful for your students. For example, written, audio, embodied or video. Ideally feedback should be given straight after the group has shared their work with you. Some groups may need more direction than others on how to strengthen their performance and documentation work.
Activity 5.4 and Activity 5.5 are designed to encourage gradual release of responsibility by offering a variety of strategies for modelled, guided, independent practice. Some students may need multiple opportunities to complete, repeat or expand on the strategies in these activities. The sequencing and selection of these strategies should be in response to group and individual student need. Strategies can be drawn on at any time throughout this learning sequence and may also be used as needed to support students in Learning sequence 6. 
The ‘Rehearse and document’ section of the PowerPoint resource – crafting character, teacher-selected excerpts from the script excerpt booklet – crafting character, and annotated samples from the teacher resource booklet should be used to support Learning sequence 5. 
The duration of this learning sequence is approximately 2 weeks.
Table 5 – Learning sequence 5 – rehearse and document
	Outcomes and content
	Teaching and learning activities

	Outcome
DR5-MAK-01 creates and refines meaning through experimentation with dramatic processes.
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts.
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning.
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts.
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes.
DR5-APP-02 evaluates how dramatic elements are manipulated to influence audience response through dramatic contexts.
Content
Making – Dramatic contexts
Generate, rehearse and refine ideas, images and stories to explore and interpret individual and collective identities, values and perspectives.
Explore and interpret dramatic works, practices or practitioners to guide experimentation with dramatic conventions, forms and styles
Create, interpret and refine coherent devised and scripted theatrical works
Making – Dramatic processes
Select, enact and refine ideas in warm-ups, workshops, rehearsals and dramatic play
Explore, document and evaluate ways to use performance skills to develop dramatic action through trial and error
Document processes used to generate, evaluate and refine dramatic works
Making – Dramatic elements
Interpret, enact and refine scripted and original roles, characters and situations
Experiment with, rehearse and refine ways of applying the elements of performance
Rehearse, refine and experiment with the elements of drama, performance and production to craft dramatic meaning and audience engagement in theatrical moments, transitions and journeys
Performing – Dramatic elements
Select and manipulate dramatic elements to build cohesive moments, transitions and journey
Appreciating – Dramatic contexts
Communicate a coherent interpretation of devised and scripted theatrical works with reference to staged examples in verbal and written texts
Appreciating – Dramatic processes
Seek, exchange and question perspectives with others to reflect on collaborative experiences 
Make, accept and extend creative and critical interpretations of drama in discussion with others
Appreciating – Dramatic elements
Analyse how choices in the elements of drama shape audience impact
	Learning intention
We are learning to refine and rehearse our scripted performance and document our character development choices through a multimodal presentation.
Success criteria
I can:
unpack the requirements of the assessment task and identify the steps I need to follow to be successful
apply a range of strategies to document the planning, development and refinement of my character
use rehearsal strategies and feedback to make improvements to the creation and journey of my character.
Activity 5.1 – movement warm-up 
Prepare students for dynamic performance through warm-up games, focusing on maintaining belief during variations or changes in voice and/or movement. 
Run a quick movement warm-up to build focus and safely prepare the body for embodying scripted excerpts in the following activities, using the steps below.
Guide students to move around the space, alternating between light (floating) and heavy (stomping) movements. Then, switch between quick (sharp) and slow (fluid) movements. Encourage them to feel the differences in effort.
After 2 minutes of movement, ask students to find a space to lie on the floor in neutral position with eyes closed.
Ask students to think of one of the Laban efforts they just practiced (light/heavy, quick/slow) and would like to explore further.
Have them embody their chosen effort as they enact their normal morning routine (yawn, dress, brush teeth, breakfast and so on). 
Encourage students to focus on how their movements communicate character and objectives.
Finish with a moment of stillness, allowing students to find focus and reflect on their movement choices and how these helped to create character.
Activity 5.2 – unpacking the task
Teacher note: students will need to access copies of the sample assessment task in this activity.
Distribute copies of the sample assessment task. Display the 2 parts of the assessment task on slides 5.2a and 5.2b and unpack the requirements of each part of the task. Unpack the task and check for student understanding using the following strategies.
Use the ‘Word, phrase, sentence’ thinking routine on slide 5.2c to help students focus on the details of the assessment task. After reading and highlighting on their own, invite students to share a ‘word’ in the task that captured their attention, then a ‘phrase’ that stood out as significant and a ‘sentence’ that they felt captured the core purpose of the task. After looking at the group’s choices in words, phrases and sentences, ask students ‘Were there any aspects of the task that we have not yet captured?’
Use a modelled, guided, independent approach to further unpacking the assessment task requirements, checking for student understanding in each phase and gradually releasing responsibility. Begin with a modelled example of the ‘steps to success’ for Part B –multimodal character analysis. Use the steps on slides 5.2d to 5.2e to break down the steps and provide students with detailed examples. 
In the guided phase, use slide 5.2g to co-construct the final 3 steps of Part B with the class.
Finally, ask students to work individually or in pairs to generate their own list of ‘steps to success’ they could follow to complete Part A of the assessment task. Have each pair share their steps with the class and create a final class checklist that combines all the Part A steps for success. 
Activity 5.3 – selecting a script
Lead a brief discussion about the importance of scene selection in performance. Support students to reflect on their favourite scenes from the scripts they've read and why they stood out to them. Start by asking students to consider one or more of the scripted scenes which they found particularly engaging or interesting. Ask the class questions about why the scripted work was memorable and how it captured their attention. Effective questions could focus on:
Audience impact – What feelings, thoughts or response did the scene evoke, and why was that important for the audience?
Character development – How did the scene communicate character journey? What insights did we gain about the character(s)?
Ideas, identities and perspectives – What ideas, identities and perspectives were explored in the scene? Why did they resonate with you as an actor or audience member?
Dramatic tension – What dramatic elements in the scene create tension or conflict? Why was that important?
Pacing and timing – How did the length and pace of the scene affect its impact? Would it change the scene if it were shorter or longer?
Elements of production – How could elements of production (costume and props) enhance the scene?
Script interpretation – How could different actors interpret this scene in a variety of ways? What creative choices could you make to create a clear character journey?
Personal connection – Why did you personally connect with this scene? What made it resonate with you or your experiences?
Ask students to choose the 3 script excerpts they found most interesting or impactful when they explored them in earlier learning sequences. Using the scaffold on slide 5.3a, students complete the PMI activity for each of these scripted excerpts. 
Support students to think about which scenes resonated with them the most and form new groups based on their preferences. Drawing on their PMI, students choose the script they would most like to stage and use the 5 steps on slide 5.3b to analyse and explain their choice. 
Bring students together as a class and ask each student to share the script excerpt they would most like to stage and why. As students share, keep a running tally on the board, adding student initials beside each scripted scene option to establish who would like to stage each excerpt. If possible, use these preferences to create groups (students may also choose a monologue) for Part A of the assessment task. If this is not possible based on the preferences shared, repeat this process for second and third preferences. Ensure a collaborative approach by guiding students to seek, recognise and exchange perspectives as they come to a consensus.
When facilitating group formation, also encourage students to consider:
interest in the scene – they should choose a scene that excites them and that they feel passionate about performing
diverse skills – aim to create groups that include a mix of strengths (script interpretation, acting, directing, voice and movement) to support successful collaboration.
Move students into their scripted performance groups and distribute chosen script excerpts. In these groups, randomly allocate characters to each student and ask them to complete an initial reading of their chosen excerpt. After this reading, ask students to individually complete the ‘Selecting your character’ activity on slide 5.3c and then share back their preferences and reasons with the group. As students discuss their preferences and make decisions about casting the scene, circulate around groups observing and offering strategies for resolving conflicting perspectives as needed.
Once students have reached a consensus about casting, they can begin collaboratively analysing and generating ideas for staging their chosen scripted work. Students complete the graphic organiser on slide 5.3d to develop and document their shared script interpretation, intention and creative choices. This document should be collaboratively updated and expanded throughout this learning sequence as ideas change and evolve.
Differentiation: students may choose to work individually to develop a monologue and can still use these activities to reflect on and document their choices.
Conclude the lesson by discussing the next steps, including the 2-week rehearsal process (see Activity 5.5) and timeline for the character analysis (see Activity 5.4).
Activity 5.4 – documenting character analysis
Teacher note: this activity provides a variety of strategies to support the development of Part B of the assessment task, the multimodal character analysis. 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 learning sequence. 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 analysis as part of the development of their characterisation for their scripted performance, rather than as a separate task.
As students begin development of the multimodal character analysis, remind them of the NESA definition of multimodal communication. That is, ‘Combining 2 or more expressive modes to communicate.’ (NESA 2023)
Provide students with short demonstrations of how to use various tools to create their own presentation, such as Google Slides, Canva, simple video editing or voice recording platforms.
Encourage students to think of the multimodal presentation as the story of how they develop their characterisation. It may be useful to have students map out their multimodal character analysis in a storyboard format, deciding where visuals, video and/or voice clips might be integrated to tell the story of their character development.
In response to individual and group rehearsal observations, encourage students to regularly document their creative and critical processes by recording short videos or voice memos to describe the creative choices they make as they develop and embody their characters (see Activity 5.5).
Guide students working collaboratively or independently to analyse their chosen character using some of the script annotation strategies from Activity 4.7. Other strategies for documenting the development of character are outlined below.
Hexagonal thinking
Provide individual students with a stack of paper hexagons, some blank and some pre-labelled with key terminology, such as voice, movement, clarity, energy, dynamics and expression. Let students know that each hexagon will represent a creative choice or an aspect of character development. Students brainstorm other aspects of their character, such as objective, subtext or effort, and write them on the blank hexagons. They then arrange all the hexagons by connecting them to related concepts. Encourage students to document (write, explain or record) why they connected certain ideas. This hexagonal map could be transformed into a visual graphic for the multimodal presentation. 
Character sketches
Students draw or generate digital representations of their character, showing how the character might look at different points in the script. This could include annotations of objectives, body language, subtext or key emotions.
Video journals
Students record video reflections after each rehearsal where they log the ways they have experimented with and applied elements of performance to embody their character on stage. These recordings can be incorporated into the final multimodal presentation. 
Pair-share-care
Use the feedback protocols on slide 5.4a to share and refine multimodal presentation drafts with a partner.
Scaffold the structure
Provide scaffolds in response to the specific learning needs of individual students. For example, a simple multimodal presentation structure might include the following:
character overview – describe your character’s given circumstances, objectives and key character traits
voice – explain how you used your voice to convey your character’s intentions and emotions
movement – explain how you applied movement to communicate your character’s intentions and emotions
clarity, energy, expression and dynamics – describe how you manipulated these during different moments in the scene
connections to practitioner approaches – describe how your creative choices were informed by your study of Laban/Stanislavski’s approach to performance.
Activity 5.5 – rehearsing scripted work
Teacher note: this activity provides a variety of strategies to support the development of Part A of the assessment task, the scripted performance. The selection and sequencing of strategies should be in response to group and individual student need. Strategies can be drawn on at any time throughout this learning sequence. Some students may need multiple opportunities to complete, repeat or expand on this activity. The 2 parts of the assessment task are interrelated. Encourage students to see the relationship between embodied rehearsals and the documentation of creative choices that should be included in their multimodal character analysis.
Guide students working collaboratively or independently to interpret, rehearse and refine their scripted performances using variations of any of the embodied workshop activities explored in Learning sequences 1 to 4. Other suggestions for guiding students through the rehearsal process are outlined below.
Chunking
Break the script excerpt into smaller sections and focus on effective delivery of one performance skill at a time.
Hot seating
In small groups, students take turns to occupy the hot seat as their chosen character. As group members ask them questions, they respond in character to reveal their character’s inner motivations and consider how they may impact the staging of the scene. They may choose to create a character motto or saying.
Dynamic dialogue delivery
Ask students to experiment with a key line or phrase from their scripted excerpt with the intention of exploring how they can use voice and movement to capture how the character might be feeling in this scripted moment. Guide students to experiment with movement dynamics and vocal expression and develop breath control as they deliver their lines and respond to the prompts given. Circulate around the class, responding to student learning as they experiment with dynamic movement and vocal expression. Prompts could include:
with urgency
shyly and in a whisper
running late and out of breath
calm and reflective
playful
with increasing volume and movement
pause before delivering a key word or phrase in the line.
Blocking the action
Blocking is the precise staging of the actors in a scene and can be used to map out movement pathways, set and prop placement, and timing. As each group or individual rehearses the dramatic action of their scenes, they document the blocking choices after each lesson in a shared document. 
Feedback loops
Students film a rehearsal of their performance and play back the recording. They identify one element to develop, change or refine. For example, clarity, energy, dynamics or expression in voice or movement. They rehearse again, film again and repeat the feedback loop. Use the protocols established on slide 5.4a to guide this self- and peer- feedback loop. 
Ladder of feedback
Use the ‘Ladder of feedback’ method on slide 5.5a to give and receive peer feedback. The 4 steps of the feedback ladder are:
Clarify – a student shares a performance as their character and asks clarifying questions about their embodiment of the character to understand how it is being perceived by the audience.
Value – peers provide positive feedback, highlighting what worked well in the performance.
Concerns – peers offer constructive criticism, pointing out any aspects that need improvement.
Suggestions – peers give specific actions that can be applied to further refine the performance.
Side coaching
In response to student needs as they rehearse their scripted works, ‘side coach’ to facilitate creative and critical processes and offer direction. This could include asking questions such as:
What practitioner approach are you using/could you use here? 
What do you want to communicate to the audience in this moment?
What does your character want in this moment? 
What are the relationships between the characters in this scene?
What is your character not saying right now and how can you show that subtext through your voice and/or movement?
How could your character’s objective or subtext impact the dramatic action of the scene in this moment?
Why did you make that choice? 
How do you interpret this dialogue?
Is there another creative risk you could take now in this rehearsal and reflect on whether it makes the scene more engaging? 
How could your character’s journey be communicated here to support the coherence of the scene?
What peer feedback can you offer your scene partner(s) to strengthen their delivery of this line of dialogue? 
How could you use peer feedback from your scene partner(s) to strengthen your delivery of this line of dialogue? 
Applying elements of production
Students explore how costume and/or props could be integrated into their scripted performance. These offers should be explored throughout the rehearsal and blocking processes and refined as the performance develops. Individually, students create simple costume and/or prop design images for their character (these could also be included in the multimodal character analysis presentation). They then select and source one symbolic costume piece and one prop that most clearly communicates or enhances their characterisation choices.
Differentiation: some students may take a minor character role within the scripted performance, but may take more responsibility for script interpretation, direction, staging or production aspects of the performance.
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Teacher note: in this learning sequence, students will perform their scripted works for an audience and individually submit/present their multimodal character analysis. Teachers should assess student achievement using the assessment rubrics for Part A and Part B from the sample assessment task. 
Depending on the size of the class, teachers may choose to organise a performance schedule for scripted scenes and distribute these a day or 2 before the performances are presented. The selection and sequence of scenes could be based on the narrative journey of the play(s), stylistic variety, production and staging needs, or student availability. 
The ‘Perform-share-reflect’ section of the PowerPoint resource – crafting character should be used to support Learning sequence 6. 
The duration of this learning sequence is approximately one week.
Table 6 – Learning sequence 6 – perform-share-reflect
	Outcomes and content
	Teaching and learning activities

	Outcome
DR5-PER-01 applies and adapts performance skills and dramatic processes to communicate intention and meaning
DR5-PER-02 manipulates dramatic elements to stage works and influence audience response through dramatic contexts
DR5-MAK-02 selects and applies dramatic elements to create and refine works and experiences through dramatic contexts
DR5-APP-01 analyses how creative choices shape intention and meaning through dramatic processes
Content
Making – Dramatic contexts 
Interpret, enact and refine scripted and original roles, characters and situations
Performing – Dramatic contexts 
Stage ideas, images and stories to express individual and collective identities, values and perspectives
Apply dramatic conventions, forms and styles influenced by dramatic works, practices or practitioners
Performing – Dramatic processes 
Embody characters, situations and ideas for an audience 
Apply performance skills and take creative risks to strengthen dramatic intention and influence audience response
Performing – Dramatic elements 
Perform and stage roles, characters and situations with clarity and cohesion
Manipulate the elements of drama to influence audience response in devised and scripted theatrical works
Select and manipulate dramatic elements to build cohesive moments, transitions and journey
Appreciating – Dramatic contexts 
Analyse personal experiences with artistic, cultural, social and personal contexts, protocols and intentions as maker, performer and audience
Appreciating – Dramatic processes 
Document processes for developing, investigating and refining new ideas
Appreciating – Dramatic elements 
Explain how creative choices shape roles, characters and situations
Evaluate how choices in the elements of drama develop during making and performing
Create written evaluation of how the elements of drama, performance and production create dramatic meaning and audience engagement in live dramatic experiences or works
	Learning intention
We are learning to apply, share and reflect on what we have learned about crafting a character from a scripted work.
Success criteria
I can:
apply and adapt dramatic elements and performance skills in a scripted performance
use performance skills to communicate my character to an audience and demonstrate qualities of a respectful and supportive audience member
document and analyse how my creative choices and use of dramatic elements shaped my performance of a character
reflect on the ways my understanding of character development has developed. 
Activity 6.1 – warm-up
Run some group warm-ups, integrating both voice and movement to help students feel energised and ready for their scripted performance. Guide the whole class to form a circle, standing in neutral position to complete the following vocal exercises.
Humming
Start with a gentle hum, gradually increasing volume and pitch. Encourage students to feel the vibrations in their chest and head.
Tongue twister
Choose a simple tongue twister, for example ‘Red lorry, yellow lorry’, and have the group say it together slowly, then gradually increase speed. Repeat with a second tongue twister if time allows.
Banana – apple
Still in a circle, students create a synchronised beat by clapping, then hitting the tops of their legs. Once the beat is established, nominate one student to be Person A and add in the following call and response routine:
Person A chooses Person B by making eye contact with another student in the circle.
Person A – When I say ‘apple’, you say ‘banana’. Apple
Person B – banana
Person A – apple
Person B – banana.
Person B then chooses a Person C by making eye contact with someone else in the circle and the game continues.
Guide students to keep to the beat without losing the rhythm as they move from one person to the next. Once students are familiar with the exercise, play with increasing energy and focus by introducing an elimination rule when students lose the beat or say the wrong word. The person who is to the right of the person eliminated then begins the call and response again. To extend the warm-up further, introduce physical actions and/or increase speed.
Moving triangles
This warm-up prepares students to focus, connect with other actors and move with intention in the space. The goal is for everyone to create an equilateral triangle with 2 other people and for the group to come to a complete stop by finding consensus without speaking. Use the following instructions to set up the exercise.
Move around the space in neutral position.
Silently and without letting anyone know, choose a Person A and a Person B.
Your aim is to create an equilateral triangle (3 equal sides) using the distance in space between you, Person A and Person B.
Use the following instructions to guide or side coach students as needed:
You need to use your spatial awareness to ensure you do not bump or knock others.
You may need to increase or decrease the space between you and the 2 people you have chosen.
You may need to move between Person A and Person B to flip the triangle, depending on the spatial dynamics.
Body shake
Instruct students to shake out their bodies, starting with their hands and moving through their arms, shoulders, legs and feet, releasing any tension from the previous high-energy group exercises.
Character walk
Ask students to walk around the space, embodying the characters they have developed for their scripted performance. Encourage them to think about how their character breathes, moves through space and carries themselves, adjusting their physicality and energy accordingly. After a few minutes, ask students to introduce one short line of dialogue from their scripted work and experiment with dynamics, clarity, energy and expression in voice and movement as they move through the space.
Performance ready
Finish with a moment of stillness, asking students to return to neutral stance, take a deep breath and focus on their characters before they move off to present their scripted performances.
Activity 6.2 – perform
Teacher note: to determine the running order of performances, ask groups to volunteer or use an online generator to create the order of scripted excerpts. 
Before performances begin, remind 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 Drama 7–10 (2023): Dramatic processes support document.
Teachers are encouraged to record all performances to support student reflection. With student permission, recorded performances could also be used as future exemplars. 
Allow time for each performance group to complete a staging or technology check and ensure all performers have their chosen props and/or costumes ready.
Individually or in groups, students perform their chosen scripted scene or moment for the class. Assess each performer using the assessment rubric for Part A of the sample assessment task. 
Activity 6.3 – reflect
Guide students to reflect on their own performance skills and characterisation using the 3 prompts on slide 6.3. Allow students time to further refine their multimodal character analysis, incorporating any key discoveries from this self-reflection activity.
Activity 6.4 – share
Teacher note: in this activity, guide students through the process of refining and sharing their multimodal character analysis presentation. All students should submit Part B for assessment, and teachers may also invite students to present or play their multimodal presentation recording for the class.
Ask students to exchange their drafts with a classmate and provide peer feedback about how clearly the presentation documents the analysis and development of the character they performed for the class. Allow students time to action this peer feedback.
Students submit or present their individual multimodal character analysis, documenting how they developed, refined and embodied their chosen character in Part A of this task. Assess each student’s work using the assessment rubric for Part B of the sample assessment task.
Activity 6.5 – reflect
Guide students to reflect on what they now know about ‘crafting a character’. Individually or as a class, students complete the reflection sentence starters on slide 6.5 Using the sentence starter ‘I used to think …’ allow students one minute to think and write about their initial thoughts about what crafting a character might involve. Then, using the sentence starter ‘Now I think …’, allow students 3 minutes to describe the new knowledge they have gained through the unit. 
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Table 7 – Activity 1.5
	Line of dialogue from Sunshine Super Girl
	How I would use the dramatic elements
	The effect my creative choice would have on what the audience see, think, feel or understand

	‘I’m the Wimbledon Freakshow’
	Elements of production – lighting and sound
I would put a spotlight on Evonne standing centre stage.
The rest of the stage is black and a track of laughing voices would play.
	The spotlight would highlight Evonne’s horrified expression as she realises, she is an outcast at Wimbledon. The sounds of laughter coming from the darkness would emphasise she feels alone.

	‘There are 14,000 people seated around this court. Come to watch me play. There's more people here than the entire town of Barellan! More than Barellan, Griffith and West Wyalong combined!’
	Elements of drama – atmosphere and belief
I would ask the actor playing Evonne to raise her tennis racket prop in the air, then notice the audience and freeze her body while looking around the space. The character would hold this position while breaking the fourth wall and speaking directly to the audience as she said this line of dialogue. She would lower her racket, fidget and keep looking at the audience before saying ‘More than Barellan, Griffith and West Wyalong combined!’
	The audience would believe that Evonne was really there on the court, surrounded by all those people. They would feel like they were part of the crowd and the overwhelming atmosphere of the game. Evonne’s emotional truth would help them understand that she felt a mixture or fear and determination in this moment. 


Table 8 – Activity 4.2
	Term
	Explanation

	Magic if
	The magic if refers to imagining how you might feel and act if you were in the character’s situation, by asking ‘What if …’ or ‘If …, then …’

	Beats and objectives
	Objectives help to clarify character motivations and intentions, allowing actors to make specific, purposeful choices about what their character wants or is trying to achieve in a moment or scene. Beats are the points in the script where a character’s objective changes or escalates. 

	Subtext
	Subtext refers to the hidden thoughts and feelings beneath what the character is saying out loud.

	Given circumstances
	Given circumstances are the specific details about the world of the play which could include the who, what, where, when and why of the situation and how these things may influence the character’s actions and emotions. 
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Table 9 – Activity 4.4
	Objectives A–C
	Objectives D–M
	Objectives N–W

	to accuse
to admire
to advise
to agree
to amuse
to apologize
to appeal
to appreciate
to argue
to ask
to assert
to assist
to assure
to attack
to avoid
to beg
to belittle
to blame
to boast
to calm
to challenge
to charm
to cheer up
to collaborate
to comfort
to command
to compliment
to confess
to confuse
to confront
to congratulate
to convince
to cooperate
to criticize
	to deceive
to defend 
to demand
to deny
to discourage
to distract
to embrace
to embarrass
to encourage
to entertain
to excite
to express gratitude
to flatter
to force
to forgive
to frighten
to gather support
to give in
to give up
to greet
to guide
to help
to humiliate
to impress
to inspire
to instruct
to insult
to intimidate
to judge
to justify
to laugh at
to lecture
to mock
to motivate
	to negotiate
to overpower
to persuade
to plead
to praise
to protect
to provoke
to question
to rally
to reassure
to refuse
to regret
to reject
to relate
to remind
to resolve
to resist
to ridicule
to sacrifice
to scare
to seduce
to shame
to show off
to soothe
to support
to surprise
to sympathize
to uplift
to warn
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