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1. Introduction
Using a variety of creative writing and drama skills, students will explore themes and concepts such as belonging, attraction and prejudice. These are themes that students may study in set GCSE/ SATs Shakespeare texts – specifically Romeo and Juliet.

This scheme of work aims to deliver a range of creative writing and drama and creative writing activities focused to the creation of a piece of work for performance. Scheduled within the scheme is a day of production and performance activities which took place at the egg theatre in Bath, but the core work of the scheme is designed to stand-alone and to guide students to achieving key learning objectives without this element of performance.
2. Aims
· To combine drama activities with creative writing skills to produce original pieces of work and writing for stage performance.

· For students to explore and develop performance skills (including speaking and listening).
3. Examples of starter and warm up games to be used as specified in sessions
These drama warm up activities can be used to start and wind down sessions as required. These are just examples, feel free to add similar ones that you know and like.

a) Warm Up Games

Showing emotions 
Students walk around the room, and on command freeze and adopt a pose that demonstrates an emotional state that is called out with the command to ‘Stop and freeze into revulsion’, etc. Emotions to use include: anger, fear, hunger, loathing, excitement, suspicion, power, trying to dominate, trying to hide.

Different greetings 
Students walk around the room, and on command greet another person in a way that reflects the situation or theme that is called out: ‘suspiciously’, ‘like a long lost friend’, ‘like someone you will be doing a serious job with’, someone you are not quite sure you know’, etc. You can speak while doing this.
Now half the group walk around the room, they are stars or famous people. The other half of the group each have to pick a star/ famous person and try to get to say hello to them. Again, add words, so the people trying to meet the stars might ask for an autograph, say ‘Aren’t you XXX, I loved your performance in ZZZ’. Etc.

10 second tableaux
Students walk around the room, exploring the space as if they have never seen it or been in it before. Teacher calls out numbers and students cluster to form groups of that number. (Threes, fives, etc)
Students walk about again, as before. Teacher calls out one of the following commands:

· Father and two children

· A king and three subjects

· Four people carrying a log

· Six people in a tug of war (it makes them think!)

· Three people rowing a boat

This time, instead of just making a group of the right number, students have ten seconds to make a tableau with the right number of people to illustrate the characters, the situation and the relationships (e.g. status differences) between them. They have to think how to make a physical shape that shows which one is a king and two who are his subjects, the best way to show people rowing a boat or carrying a log (at waist-height between them or on their shoulders in a line?) etc.

b) Energy raising games - These are short, fun activities to encourage focus. 
Captain’s coming
Students are the crew of a galleon. Students are given four activities to learn and mime:
‘Swab the decks’ – mime washing a deck with a mop.

‘All hands aloft’ – mime climbing ratlines with hands and feet.

‘Haul away’ – mime pulling a heavy load on a rope.

‘Man overboard (port or starboard) – show group which side of the room is port, the other starboard (either side!).When they hear this command, they 
must run to the right side of the room and peer ‘overboard’.

Teacher gives a command and everyone does it (swabbing etc). After a few moments, they shout ‘captains’ coming’ followed by a new command from this list. Last person to do the new command is out. When ‘man overboard’ is called, anyone running to the wrong side is out etc. 
Guests and waiters
Half the students walk about the room as guests at a party in an up-market art gallery. They are ‘posh’ (how will they stand, gesture etc to show this?). They greet each other like posh people (air kissing, etc) point and look at pictures etc. 
Then the other half of students join them, they are waiters/ waitresses, with heavy trays of drinks and nibbles. They must try to offer every guest their trays, but must not get in any guest’s way.
Now tell them that the art gallery is in a skating rink. Everyone stays in role (as guest or staff) but can only slide and glide and must try to keep on their feet.

Now swap roles, guests become staff and vice versa. The art gallery has a solid floor again and students go about in their roles as before.
Then mention that the gallery is on a ship and it is starting to roll. Rock slowly from left to right and back and make everyone watch and follow your motion. It will get quite hard for the guests to stand up without staggering and for the staff to carry their trays.
Stop the game when everyone is moving from side to side at the same time, as if the room is really rolling. This can take quite a long time to effect but the aim of the game is to get students used to reading each other’s movements 
and following them

Can I come in, or will you come out? 

Create a ‘door’ with a couple of chairs with a gap (the doorway) between them. One person is the householder. Another is someone who either wants to persuade the householder to come outside, or persuade the householder to let them in.
This game has a number of important learning objectives.
· To encourage students to develop conflict based improvisations that don’t descend into fights or blunt rows (!)

· To encourage students to read the dynamics of an improvisation and end it when they think it is getting repetitive, is running out of idea etc.

· To teach students to manage a staged conflict situation so that it remains interesting for as long as possible

The person outside knocks on the door having decided on a character and a simple scenario to try and get into the house or get the householder to come. 
They might decide to get the householder to com out by:
· Saying they need them to move their car so they get a delivery van into the road.

· Come and help them hold a ladder (the person outside is a neighbour).

· Help them get a kite out of tree etc
The crucial thing is that both players must ‘play along’. They must try to keep the improvisation going by bouncing ideas back and forth, not just denying things or letting things collapse at the first exchange. 
The householder for example, mustn’t just say the car blocking the road isn’t theirs: they might suggest the van driver can get past, or that they could surely carry a parcel up the road and leave their van at the end. Or that the car battery is flat and no, they won’t come out to help push it because they have a bad back.
This game is about people acting: they are acting in conflict but really have to work together to keep the scene going and keep it interesting. But, eventually ideas will begin to run dry and the householder must look out for this, and when they see the improvisation is flagging they give in and agree to come out.
The person who was outside now becomes the householder, who sits down, and a new student becomes the person outside. Each student must come up with a different scenario to start the exchange.

If the outsider wanted to get into the house, they might come up with ideas such as:

· Needing to use the toilet.

· They have kicked their ball into the householder’s back garden.

· They are council rat catchers and believe rats to be in the house.

· They are the householder’s long lost cousin just arrived from New Guinea etc
NOTE: It can useful at key moments that arise throughout the scheme to focus students physically by ‘grounding’ them by the following simple process. Grounding can be used to get students ready to engage in physical activities and also to slow them down if things are getting a bit too energetic!

· Stand in a wide circle. 

· Begin by getting onto a neutral stance: feet about 18 inches apart, arms loose at sides, upright but not stand to attention posture. Get students to feel ‘planted: that their weight is going down through their shoulders, their backs their bums down their legs and into the ground. A high wind won’t blow them over.

· Shake arms, especially wrists, one at a time then both then let them ‘flop’.

· Shake legs, ankles and knees as if getting rid of water after swimming.

· Rotate shoulders, three or four times forwards, then reverse.

· Flop forward, don’t touch toes, just hang with arms dangling, then slowly pull yourself upright carrying on with arms going up in a reach over head while you go to tip toe. Then flop from this upward stretch to hanging towards toes again. Repeat, with in-breaths/ noises on the up reach and out breaths and noises on the flop down.

Session 1 - Conflict  
Aims
· To explore how physical performance can convey emotions, moods and simple meanings.
· To work with key drama subject skills (and their descriptive terms) to develop stories.
· To explore themes of membership of groups and of attraction across social divides
A ‘deeper’ aim is to enable pupils to begin to develop an understanding of the universal elements of group prejudice and hostility in which Romeo and Juliet – and all the stories that follow its design - is set: two groups of people divided against each other.
Input - Students are given an image of someone slain in the street and friends, police, on-lookers etc surrounding them. 
Activity 
· Brainstorm a quick list of words and phrases that are triggered by the image and the ideas it suggest to students. Encourage them to respond to the image with feelings, rather than trying to explain it or to guess what has happened.
· Students sculpt their version of the scene. (See Appendix 2 to this scheme of work.  ‘Sculpting = Observers or participants suggest ways of placing another pupil in a significant frozen position so that the group can make a considered analysis.)

· Students begin by approximately copying the poses, positioning etc; of figures in the image.
· Then they discuss and alter the positions and poses of people in their scene so that it expresses the ideas they had about it more clearly. They can move figures around (blocking the scene), change positions, add or remove characters. They should try to look at their list of words and phrases and see if some of these are being expressed in the sculpted tableaux.

· Now use alter ego technique (again see Appendix 2) to develop the emotional depth of the scene. How do various characters feel? (Not the corpse!) What might friends, bystanders, police etc; be thinking?
· When you are exploring these ideas, introduce the idea of backstory – things we might need to know about characters in a drama, or in this case a frozen scene – in order to fully understand it. E.g. There may be a character who is clearly a friend of the dead person. They might say in this activity that they knew the dead person ‘Since they were both toddlers playing in the local park…’ They have made this detail up to fit the emotional landscape of the scene – this is effective backstory.

· Now each character in the scene creates a line that they might say. (‘He was my best friend; I can’t believe this has happened.’ ‘I was just walking past and I saw someone with a knife, these young people are all so violent they bring it on themselves if you ask me.’) etc.

· Each character memorises their line. 
· Agree with them a sequence in which they are said.

· Run the scene with this simple script: each figure in the scene speaks their line.

· Discuss what this simple script adds to the our understanding of the scene..

Activity
Students are introduced to the idea of proxemics (Conveying meaning through the way that characters are positioned in relation to each other in a dramatic space – see Appendix 2). They reflect on how this scene conveyed meaning by the way characters were placed relation to one another.
Activity  
Reading. Students read (aloud, taking parts from copies given to each of them) an extract from play in which two people, groups or sides are explicitly taunting and provoking each other, drawing upon long lived enmity.  See Caryl Churchill’s ‘Far Away’, Harold Pinter’s ‘Mountain Language’. 
Activity
The group is split into two equal halves. Each group now needs to have enough people in it for them to play every character (not just one side of the conflict) in the scene.

One group they are to devise a short mime version of the scene, which picks up all the key points in the text. After re-reading the script and making a list of these key points in sequence, they begin (with support) to devise a set of physical mimes – groupings, poses and movements – that tell the action of the scene without words. Students must be encouraged to think about how best to use physical grouping, movement etc to convey the emotions of the scene. Think about:
· How to show that two (or two side of) equally matched characters make a stand off.

· How you show when one individual or side becomes more dominant.

· How you show when one individual or side breaks off from the conflict either in fear or distain of keeping on.

· How you show victory. (Think more than just hands clenched above heads, how can this be more subtly expressed in a gesture)

· How you show defeat or giving in. (Think more than lowered head and arms, how can you convey that the person is either humiliated, or suddenly not bothered, or perhaps just fooling and about to launch a counter-attack?)

· Don’t just think about naturalistic gestures, think about making the conflict into a sort of formal dance with stylised movements – like you find in some very elaborate forms of martial arts where arms and hand gestures are slow and flowing, then suddenly freeze into clenched ‘attack’ shapes.

The other group explores how to make the scene into a radio piece – that is, they focus entirely on the words and how they can be best spoken to convey the full impact of the scene without any physical movement. 
Encourage this group to think about:
· Every line of the parts they speak – they should mark up their scripts with notes to themselves describing how they should say each line. What emotion is the speaker feeling, what is their motivation for speaking and how does this subtly affect how they say the lines.

· Pace, how quickly should lines be spoken and how quickly should one character follow the lines of the speaker before? 
· ‘Beats’ – finding places in the text where there are pauses of different lengths. They must decide where these beats are and how long the pauses are in each case. 
They should rehearse their reading of the script so that they are picking up their cues from each other an do not leaving gaps of silence where there should be flowing dialogue.
Sharing
Each group shows the other their work, their version of the scene. The whole groups discuss what worked best for them as performers and as audience delivering or watching each version of the scene, the mimed and the spoken (radio) version. 

Round this sharing activity off by making a series of key points about how combining physical movement, gesture etc with properly thought about reading of the lines gies the best chance of a really exciting theatrical performance. Students are learning the key elements that make up the actor’s art.

Further optional individual Activity  
If there is time, or if further time can be found before the next week’s session, this activity produces useful written work and encourages students to think around the action of the scene.

Each student picks a character either engaged in the scene they have just read (as a protagonist or more minor participant) or they imagine they were someone who was watching it, a witness who did not take part, was not seen but who saw everything.

Students write a monologue from either of these positions, describing what happened, what they saw, and what they felt and thought about it.
Hints and tips for how best to do this:
· Write in character, trying to capture the voice and feelings of the character or the witness. 
· You do not need to write perfect, grammatical sentences, the writing should convey feelings: anger, shock, hatred, sorrow etc; in the way you think your character might speak.
· Use your imagination to and create backstory to develop the character and explain the emotions etc of the participant or the witness (whichever you have chosen.) You may decide for example that your witness, who is now an adult, really hates the threat of violence because he went to a school where violence was commonplace, and although that was a long time ago it still sometimes affects them. This is good use of backstory to add depth to a character and explain their motivations and feelings.
These monologues can be shared by reading aloud if they are completed before the end of the session, or completed in additional time between this session and next weeks. They should be collected by teachers for future reference in the scheme.

Session 2 - Boy Meets Girl

Aims

· To explore effective techniques to develop various narrative opportunities within a defined and given situation.

· To understand how well-constructed and believable characters drive story development, especially in drama.

· To develop imagination and create scenes through physical drama work (tableaux etc)

Warm Up Activity
A simple warm up game to raise energy and focus: a quick round of ‘Can I come in, or will you come out?’  

Activity 
Break into groups of four. Each group makes up a list of up to 10 places where two young people could meet a potential boyfriend/ girlfriend, e.g: Disco
· Youth club, 
· Outside Macdonald’s
· At a Saturday job

· At a festival

· Sitting in neighbouring seats on a plane coming back from holiday because (as it turns out) each of the pair has had a horribly annoying time with their family or other friends and has chosen to sit alone. 

· Sitting next to each other in hospital A&E because they have both fallen off their skateboards. 
· Sitting in the waiting room at the vets because one has a sick dog and one has a sick cat - which makes sitting together difficult as the dog wants to eat the cat.)

Each group plans and models a tableau which aims to show one of their ideas. The tableau could be a single freeze frame, but it is better if each group tries to make a series of three or even four linked moments, four freeze frames which, shown and read in sequence, unfold a simple story. These tableaux will feature two characters – the pair who meet – plus additional minor parts.
Each group shows their work.

The rest of the students watch and have to guess what story is unfolding.
Once they have decoded the tableau(x) discuss what points worked well (what elements guided them to finding the story that was being told) what things confused them and what they really liked as dramatic moments.

The teacher reviews with group key elements points about using physical elements to convey meaning in drama.

.
Example of tableaux: Taking the cat and dog owner at the vets, you could start with: 
1. One person sitting holding an imaginary cat basket on their knees they are talking not the open end of the box. The other person is sitting nearby holding a lead on the other end of which a dog is pulling. 
2. Then the next scene has the dog owner being pulled towards the cat owner by excited dog. The cat basket person now holds their precious pet in the box high above their head. 
3. In the third scene, a vet has arrived and is taking the dog off, while the boy and girl stare and smile at each other, now the dog is out of the way. 
4. Finally the boy and girl sit together both stroking the cat which one of them holds in their arms for the other to stroke and fuss.)
Optional activity 
If groups are working quickly and enjoying sharing their tableaux, you could bring in the device of alter-ego (see appendix 2) – whereby one student from each group questions the characters in the tableaux about how they are feeling, what they are thinking etc.
The use of alter-ego technique helps develop everyone’s’ (participants and observers) understanding of characters, their emotions and motivations, and therefore of the dramatic dynamics of the scene.

Activity 
Groups stay together and stay with their original tableaux ideas (the meeting at the vets etc). But now they must introduce two more main characters and cancel any small parts they previously had, so everyone is playing either one of the original main parts or one of the two new parts.
Now the original boy/ girl each have a friend with them in the scene. How will this change the possibilities for how the scene develops?

Groups discuss (with adult support and input) what dramatic, character-driven story opportunities these two new characters might offer. Students should think about:
· Whether the friends who are with the boy/ girl are their best friends, or just casual friends.

· Are they the same sex?

· What these new characters think about the person their friend meets? (Maybe the boy’s friend is also male and he really likes the girl who his friend has met, but what should he do? Or maybe the friend is resentful of this new person coming into the picture.)

· How can you convey what dynamics are being created by the four people meeting? Is it going to end in a load of new possible friendships, even romance (!) or is conflict in the air. What if the original boy and girl really like each other and get on, but their friends don’t? Or vice versa?
The key learning here is to explore the potential for dramatic stories developing from the meeting of four people, two pairs of friends.
Activity 
Groups can make new tableaux with four characters but keeping in their original setting (the vet, the youth club, etc). When they show their work to the rest of the group, other students who are watching can (within a very strict time frame – say 1 minute and up to five questions per tableau – to maintain focus) question characters in the tableaux about who they are, what they are doing, what they feel about things that are happening etc. These questions will allow observers to gain a better understanding of what is being presented and help the characters in the tableaux explore their motivations, relationships and emotions.
Activity
Each student writes a script of one scene with four characters based on the final set of tableaux they took part in and the ideas they had with their group around the story they wanted to tell. 
They are free to develop the story/ scene in any way they like, but they must keep to the four characters their group created. 

Students must be encouraged to focus on keeping the dialogue tight and the scene focused onto simple, clear dramatic development based on the characters feelings and motivations.

Session 3
Aims

· To explore how different approaches to a ‘standard’ dramatic idea (boy meets girl in difficult/ dangerous circumstances) can be triggered by original thinking to given situations.
· To look at how character drives story design in drama
· To understand that ‘conflict’ (in drama) doesn’t mean simply aggression or fighting
· To develop physical dynamics of a piece of drama to enlarge and support the story being told

Warm up Activity
Choose one or even both of the following suggested activities to get the group working together and thinking about key acting and watching skills.

The Persuasion Game
Divide into groups of 4. Three people try to persuade a fourth to do something. 
· Something silly (eat a worm, go out for a evening wearing angel wings and a wobbly halo), 
· Something serious (shop lift, truant). 
They are all friends and there is to be persuasion and reasoning, not confrontation. Think about how the three will persuade the fourth (‘we’ve all done it already’, ‘we can’t eat a worm because we are vegetarians but you’re not’, ‘if you are a real friend you’d go and steal this week’s copy of Closer because we’ve all be caught and warned and we really want to know what Jo-Lo wore to that party’, etc). 

Try to persuade groups not to all do comic or all serious.
Now show and share the work - Discuss how motivations are made clear (or not!) by effective spoken ideas; e.g. being persuasive not just aggressive. Discuss how people stood and moved to convey their intentions, crowding the ‘victim’ or walking away indicating that they were withdrawing friendship etc.

The mime passed down the line
This is a more complex activity and explores more skills than a simple warm-up. It focuses more on individual acting and watching/ interpreting skills. It may make a good preparation for students’ who now need to develop physical skills for the performance.
The whole group sit in a sit along the floor, all facing one way. The person at the end of the line facing the back of the second in line starts a mime that is passed down the line. It’s like physical Chinese whispers: when it reaches the last person, is it still the same activity and can the last person recognise it? The game must be played in silence.
The first person must think of a simple action (encourage simple and obvious to begin with the show students the aim of the game. e.g, painting your nails or squeezing toothpaste and brushing teeth.) When they are happy with their mime, they tap the second person on the back. They turn round, and if the first person has to stand for the mime, they second stands to watch it too. When the second person thinks they know what the mime is they give thumbs up. The first person sits down.

The second – who now ‘has’ the mime - turns, tap the third in line on the back and passes the mime on.
Students can get very excited to know if the mime is being ‘properly’ passed on, so you must encourage them to stay silent and sitting in line.

When the mime has reached the last person, they don’t copy it but say to the first. ‘I think you mimed cleaning your teeth’ or whatever. It is amazing how it changes down the line!

Encourage students from any part of the line to discuss what they thought was being mimed to them and what they passed on. Encourage them to think about what worked and what confused them in the mime they were given. Gestures often become too big and wild, so miming putting an inch or less of toothpaste on a brush becomes a great smearing that could be wallpaper paste on a 12 inch brush! 
Try to draw out some common points about effective miming and use of gestures from the activity.
The person who finished the mime, who said what it was, goes to the other end of the line and starts the game again, thinking of a mime and touching back of the person who just began, and is now second in line, when they are ready. And so on until – if time permits – everyone has initiated a mime and everyone has had to be the one at the end who makes the guess.

Effective ideas for mimes might be: looking lost and getting out and studying a compass, pulling on a wetsuit and diving into cold water, treading on a splinter and pulling it out of a bare foot, typing on a typewriter (rolling the paper in and pushing the carriage back at the end of lines), etc 
Activity
The class is divided into up to four groups. Each is given a ‘boy meets girl but there’s going to be a difficulty’ written up from the above brainstorming activity in a very brief outline on a slip of paper sealed in an envelope. (Groups can choose the envelope they want until there is just one group/ one envelope left – and there is no negotiation when they know what they have got!)
Fallback scenarios that you can have pre-written on slips if students have no good ideas might include.
· Immigrant becomes friends (two boys or girls, or boy meets girl) with someone whose family is racist. 
· There is rivalry between people on one estate (or ‘hood!) and another; one day one group gatecrash a party held in the other hood and… Boy meets wrong girl, or boys/ girls become friends.
· Pampered daughter of well-off family falls for the singer of a thrash metal or punk band that she tricks her parents into booking for her otherwise prim and dull 18th birthday party.
· Girl or boy about to go off to gap year then university does a temporary job as waiter/ress in a café where there is another boy/ girl who works there permanently. This person hates it and dreams of getting away, dreams of the sort of freedoms the soon-to-be student has. But something holds them back – it could be something in themselves or circumstance. How does this mis-matched pair become a couple?
All groups now work quickly to devise a short sequence of tableaux (that move from one frozen moment through movement to the next key moment) that show up to four key points in the story that they devise around the idea they have been given.
It is important to stress that for now the story should be kept simple, but equally that a lot of information can be conveyed about several characters through a well-worked out tableaux. For example, the two newly met central characters can be caught with locked stares or out-reached hands while two of the friends try to hold them back or turn them away. Meanwhile two other characters, one from each camp, are squaring up to threaten each other, suggesting they value the chance to effect a confrontation over understanding what is happening in a positive way for their friends.

Each group should think about key dynamics that need to be conveyed in their tableaux: e.g.
· The uncertain behaviour and caution of strangers in dangerous place.
· Boys meet ‘unsuitable’ girl (or vice versa) – they need to signal instant attraction.

· Danger, disruption.
· The negative and dangerous energy of people who want to fight or engage in confrontation, but are held in check by authority. 
· How people who want to keep trouble at bay act as intermediaries (maybe literally standing between threatening potential adversaries.
· How people with power in a situation demonstrate their command.

Sharing
Each group shows and reviews their tableau with the rest of the group. 
This is a moment for pause and agreement on the choice before moving on the next activity which introduces a source text from Shakespeare.
Activity
Group read extract from Act 1 Scene 5 of Romeo and Juliet. See appendix. (The full scene with only the introductory episode with Capulet’s servants and the final conversation between Juliet and the Nurse cut.) 
Divide class into two groups. 
Group 1 is given copies of the Shakespeare extract and is told to prepare a really good reading of the text.
Group 2 is to work on developing a parallel set of characters to those in the Shakespeare version for the scenario that we have agreed is the best one we have devised. They need to see that they are being asked to match their character ideas with the cast from Shakespeare’s scene.
An adult supporting them in these needs to ensure there is a correlation between the number of characters - their general parts and relationships - in the original Shakespeare scene and the devised scenario. (See list below.)
It may be that this group working on the devised scenario will need support to develop their characters to fit the original cast. They can take the story away from the original scene design, but any changes must be thought through and they must be able to explain why they have created new ideas in their drama. 
Here is an example of how this activity works: 
Assume the devised scenario idea that has been chosen is a white boy who falls for a girl from an immigrant ethnic minority. Capulet’s party becomes a house party given by the girl’s large extended, British Asian or immigrant Asian family.

In the original scene there are the following characters (in order of appearance) with suggested parallel characters for the devised scenario next to them. Minor parts (for this scene) are in lower case, as in the extract:

LORD CAPULET    
the girl’s (‘Juliet’s’) father, in charge of a large, powerful family
JULIET 

the much loved and prized daughter of this large family

Second Capulet 
a friend or distant relative of the family, enjoying the party
ROMEO 

the white boy, the uninvited outsider, an enemy
Servant 

someone who works for the Asian family
TYBALT 

‘Juliet’s’ brother, a hot-tempered young man
Nurse 


a nanny (?) or an auntie close to ‘Juliet’
BENVOLIO 

a white close friend to ‘Romeo’ or the white boy.

Groups work on creating their performances, with lots of support.
Group 1 works to get the best reading with movement they can make of the original text.

Group 2 works on developing a roughly parallel devised scene that is hopefully telling a very similar story to the original in a modern and adapted way.
Note:  It is crucial that the best lines of the new devised scene are captured and recorded by adults: 
Groups show their work and share ideas. 
After the session
The best lines that have been captured from group 2’s work are used to develop the outline of the devised scene, to be fed back to the whole group for their participation next week. 
You should focus on lines and ideas that:

· Create opportunities for expanding the scene by developing interaction between existing characters (from the list given above) 

· Have the potential to add additional character to expand the scene – and to engage all students in the class who will now be working only on this scene (not on the Shakespeare original)

· Create a solid plan for the devised scene to be developed into a piece of scripted drama for next week.
· Add sufficient supporting and additional characters so that (potentially at least) there is a part for every student in the group (the whole class).

Session Four
Aims

· To explore how to create fully realised characters (not just plot devices on legs)
· To develop the process of recording - in a script - ideas derived from improvisations and discussions
· To get students to work together creating a piece of drama with a script that can (unlike an improvisation) be rehearsed, refined and repeated

Give out copies of the skeleton script that has been created. In order to do the next activity they must read through the script, quietly and individually – and thoroughly.

Note there should be as many characters in the script as there are in the group. Encourage everyone to have a part, though real ‘refusenicks’ can be given front of house, critic and stage management roles.
Activity   

Students can choose to be a character from the script. For the first round of activity, it doesn’t matter if several choose to be the same character, but they must not tell people who they are before playing the game.
They walk around the room at an even steady pace, repeating a simple quote of one or two lines from the lines of their chosen character at normal speaking volume (no shouting!), using the script which they can carry.

They listen to the lines being spoken by other students. If they find someone saying lines from the same character, they must go to them and greet them by name (‘you’re XXX too’ is a good greeting.)
Then they continue walking and saying their lines and receiving greetings from others who recognise who they are. 

This can continue for a few moments, and the group can be instructed to become new characters and repeat the activity if required.
Now every student is secretly allotted a different character. They must not tell anyone else who they have been told to be. 

One student walks about the room alone, repeating one line by their allotted character. Everyone else listens, the first person to recognise the character that is speaking greets them (‘welcome’, then their name). 
Then that person joins the first one and walks about repeating one or two lines from their allotted character. Meanwhile the first person stands still and reads all the remaining lines (from the point at which he was quoting on to the end of the play) of their character (jumping over the lines of other characters), going back to the point where they first quoted if the game is still going on. They do not contribute further to the recognition of new speakers.
When the second person is recognised, they too stand still and speak the rest of their part, and cease to contribute to the identification of new speakers.
By the end of the game everyone will be standing still speaking their lines. 

This warm up is partly fun but also gets students to begin to navigate their way through the text they have been given, and makes them start to identify characters and their lines.

Activity 
Discuss the script with the group. Take each character in turn and follow their progress through the drama, line by line, exploring how they are developed, and how their emotions and motivations develop the drama. Can further lines be added to develop their character, to strengthen or expand interactions they have with other characters? Agree these improvements and additions to the text.
Adult(s) to add appropriate lines to affect these improvements into the skeleton script to develop it into the final version (during or after the session).

Activity 
The whole group identifies key dramatic moments in the script. They create tableaux for these. Although as a whole group activity this will result in some people not being able to be part of the actual tableaux, but it is good if the whole group work together now to build the idea of a company working on one story. Those not part of a tableau should be encouraged to focus on creative observation and comment. 
Use alter ego technique to explore motivation and emotion of characters in the tableaux. 
Creating these tableaux will add to students’ understanding of the characters and may lead to even more lines being added to the script.
Activity 
Decide finally who is playing each character from now on and into the performance. For the remainder of this session refer to them by their character names not their real ones. Make the group stand in a circle. Point to students at random and get everyone to identify the character being pointed out by calling out their character name.

Session 5

Performance

Session 6 
Aims

· To record the performance on video
· (To explore and employ performance skills suitable for video recording of a performance)
· To reflect upon the previous five weeks’ experiences by creating a piece of reflective writing

Note: There are several options for this final week. I suggest the activities are chosen according to the mood of the group – they may be weighed down with a sense of anti-climax and willing to move straight on to an individual reflective writing activity, or they may be keen to revisit their work and performance by adapting it for video recording.
Warm up
If students wish, they can choose and play again any warm up they have especially enjoyed during the past few weeks.
Activity Option 1 - Video Recording of the Performance 
If students are keen to revisit and re-perform their drama, this is a good activity.

If a permanent record of the devised drama is required and a video camera and monitor is available, students can perform their drama again for recording.

For a first run-through, let them organise and perform their piece with the minimum of supervision and guidance. This will allow them to recall and make sense of their work the previous week.
Watch their performance and suggest where things could be tightened to make it more faithful to the original performance. If necessary, run the show again. 
Now input some ideas for improving and shaping their performance specifically for video recording. Students should be encouraged to think about and refine their use of acting skills that are particularly appropriate for video recording:
· Facial expressions (especially useful if the camera is not set in a fixed middle distance shot position, that is, if the camera person(s) move about and focus on particular characters in the action.)
· Use of smaller gestures that can be captured on even a medium close-up shot but which would be lost to a theatre audience: hand movements, quick looks and glances, half- made gestures which then ‘subside’. Students should think about how they enlarged their physical movements for the stage performance, now they need to think about detail as well as their overall movements and poses.

The group rehearse a refined version of their original performance created with these new ideas in mind, without the camera running (except for technical set-up purposes). 
Now perform the piece while recording.
It is good if students can see their work immediately after it has been shot on a decent size monitor. They may want to shoot it again after seeing the recording. You must decide how many re-shootings are profitable.

Notes on shooting the performance - It is beyond the remit of this scheme of work to detail options for recording a piece of drama, but you might input some of the following ideas for discussion to shape how the recording is made, or allow students to discuss options and make decisions with whatever amount of input and advice they need.
· Do you settle for the easy option and have a camera fixed throughout the recording in a middle distance shot that frames the whole playing area and into which actors come and go? (This is easiest but really a bit dull.)
· Do you shoot the whole drama in one continuous take? This is possible if you use the above method of shooting and gives a good sense of flow and pace. But if mistakes are made, do you cut and re-shoot from the point where the mistake was made or run again from the top? Students should discuss and decide the best way for them.
· Or do you opt for the more complex method of shooting that professional film crews use: dividing the drama into sections and shooting each of these from different angles and points of view? This way you can use close ups, have the camera moving (but no too much!), cutting from one face to another during a conversation between two characters etc. This can produce great results but can be very time consuming to get right. Multiple takes of most scenes will be needed.
Activity Option 2
This range of possible activities might be what students want to do in this post-performance session, or you may want to use these after this final session has been spent recording a performance on video.

Reflective writing activities help students think about what they have learnt, and provide a personal record of their engagement with the project.

Choose one from the following individual writing assignments, introducing each with minimum instruction:
· Write a review of the performance(s). This option can be introduced by a whole group discussion of the performances before students begin writing their individual pieces. 
· Write a letter as if you were one of the characters in your drama. You are writing to a friend or family member describing what happened, what your involvement in events was, what you saw, and what you thought and felt. This option encourages students to explore the possible inner life of a character. Even a letter from a minor character whose involvement in the drama was principally as an observer can be very interesting if well thought out.

· Write an-character monologue. Again this allows students to explore a character’s inner life (thoughts and feelings). This option also encourages students to develop backstory, the character imagines and includes in their monologue details or speculation about what happened to them or other characters before and after the events of the drama.
· Write a Hello magazine, broadsheet or tabloid newspaper style ‘exclusive and in-depth’ report on the drama. This option needs students to think about how they can express their ideas about characters and events from the drama in a particular journalistic style: focusing on creating a sensational account of events, using a gushing and conversational tone, etc.
· Write notes about the cast of characters you created which would be useful for casting director. This involves students thinking about the essence of each character – what qualities must an actor be able to convey? – and the right balance of qualities between different cast members – which involves them thinking about the core dynamics of the relationships between characters.
Another optional piece of reflective writing, that focuses less on analysing the dynamics of the drama and more on expressing personal thoughts and feelings, is for students to a letter to a friend from another school describing - in sequence and in detail - what they have been doing on ‘The Write Team’ this term. This option invites honest feedback!
APPENDIX  1
Extract from Romeo and Juliet, Act 1 Scene 5.

For use in Session 3 of this scheme

Enter LORD CAPULET, with JULIET and others of his house, meeting the Guests 

CAPULET 
Welcome, gentlemen! ladies that have their toes
Unplagued with corns will have a bout with you.
Ah ha, my mistresses! which of you all
Will now deny to dance? she that makes dainty,
She, I'll swear, hath corns; am I come near ye now?
Welcome, gentlemen! I have seen the day
That I have worn a visor and could tell
A whispering tale in a fair lady's ear,
Such as would please: 'tis gone, 'tis gone, 'tis gone:
You are welcome, gentlemen! come, musicians, play.
A hall, a hall! give room! and foot it, girls.

Music plays, and they dance

More light, you knaves; and turn the tables up,
And quench the fire, the room is grown too hot.
Ah, sirrah, this unlook'd-for sport comes well.
Nay, sit, nay, sit, good cousin Capulet;
For you and I are past our dancing days:
How long is't now since last yourself and I
Were in a mask?

Second Capulet 
By'r lady, thirty years.

CAPULET 
What, man! 'tis not so much, 'tis not so much:
'Tis since the nuptials of Lucentio,
Come pentecost as quickly as it will,
Some five and twenty years; and then we mask'd.

Second Capulet 
'Tis more, 'tis more, his son is elder, sir;
His son is thirty.

CAPULET 
Will you tell me that?
His son was but a ward two years ago.

ROMEO 
[To a Servingman] What lady is that, which doth
enrich the hand
Of yonder knight?
Servant 
I know not, sir.

ROMEO 
O, she doth teach the torches to burn bright!
It seems she hangs upon the cheek of night
Like a rich jewel in an Ethiope's ear;
Beauty too rich for use, for earth too dear!
So shows a snowy dove trooping with crows,
As yonder lady o'er her fellows shows.
The measure done, I'll watch her place of stand,
And, touching hers, make blessed my rude hand.
Did my heart love till now? forswear it, sight!
For I ne'er saw true beauty till this night.

TYBALT 
This, by his voice, should be a Montague.
Fetch me my rapier, boy. What dares the slave
Come hither, cover'd with an antic face,
To fleer and scorn at our solemnity?
Now, by the stock and honour of my kin,
To strike him dead, I hold it not a sin.

CAPULET 
Why, how now, kinsman! wherefore storm you so?

TYBALT 
Uncle, this is a Montague, our foe,
A villain that is hither come in spite,
To scorn at our solemnity this night.

CAPULET 
Young Romeo is it?

TYBALT 
'Tis he, that villain Romeo.

CAPULET 
Content thee, gentle coz, let him alone;
He bears him like a portly gentleman;
And, to say truth, Verona brags of him
To be a virtuous and well-govern'd youth:
I would not for the wealth of all the town
Here in my house do him disparagement:
Therefore be patient, take no note of him:
It is my will, the which if thou respect,
Show a fair presence and put off these frowns,
And ill-beseeming semblance for a feast.

TYBALT 
It fits, when such a villain is a guest:
I'll not endure him.

CAPULET 
He shall be endured:
What, goodman boy! I say, he shall: go to;
Am I the master here, or you? go to.
You'll not endure him! God shall mend my soul!
You'll make a mutiny among my guests!
You will set cock-a-hoop! you'll be the man!

TYBALT 
Why, uncle, 'tis a shame.

CAPULET 
Go to, go to;
You are a saucy boy: is't so, indeed?
This trick may chance to scathe you, I know what:
You must contrary me! marry, 'tis time.
Well said, my hearts! You are a princox; go:
Be quiet, or--More light, more light! For shame!
I'll make you quiet. What, cheerly, my hearts!

TYBALT 
Patience perforce with wilful choler meeting
Makes my flesh tremble in their different greeting.
I will withdraw: but this intrusion shall
Now seeming sweet convert to bitter gall.

Exit

ROMEO 
[To JULIET] If I profane with my unworthiest hand
This holy shrine, the gentle fine is this:
My lips, two blushing pilgrims, ready stand
To smooth that rough touch with a tender kiss.

JULIET 
Good pilgrim, you do wrong your hand too much,
Which mannerly devotion shows in this;
For saints have hands that pilgrims' hands do touch,
And palm to palm is holy palmers' kiss.

ROMEO 
Have not saints lips, and holy palmers too?

JULIET 
Ay, pilgrim, lips that they must use in prayer.

ROMEO 
O, then, dear saint, let lips do what hands do;
They pray, grant thou, lest faith turn to despair.

JULIET 
Saints do not move, though grant for prayers' sake.

ROMEO 
Then move not, while my prayer's effect I take.
Thus from my lips, by yours, my sin is purged.

JULIET 
Then have my lips the sin that they have took.

ROMEO 
Sin from thy lips? O trespass sweetly urged!
Give me my sin again.

JULIET 
You kiss by the book.

Nurse 
Madam, your mother craves a word with you.

ROMEO 
What is her mother?

Nurse 
Marry, bachelor,
Her mother is the lady of the house,
And a good lady, and a wise and virtuous
I nursed her daughter, that you talk'd withal;
I tell you, he that can lay hold of her
Shall have the chinks.

ROMEO 
Is she a Capulet?
O dear account! my life is my foe's debt.

BENVOLIO 
Away, begone; the sport is at the best.

ROMEO 
Ay, so I fear; the more is my unrest.

CAPULET 
Nay, gentlemen, prepare not to be gone;
We have a trifling foolish banquet towards.
Is it e'en so? why, then, I thank you all
I thank you, honest gentlemen; good night.
More torches here! Come on then, let's to bed.
Ah, sirrah, by my fay, it waxes late:
I'll to my rest.

APPENDIX  2

This glossary of subject-specific terms is taken from the Key Stage 3 National Strategy Objectives Bank. (Some terms, e.g ‘sculpting’ and ‘alter-ego’ have been used in this scheme of work.) It is included for background reference

Action narration  Each participant pauses and verbalises motives and descriptions of actions before they undertake them in an improvisation.

Alter ego  This involves a pupil other than the one playing the character as an extension of that character. The alter ego’s main function is to express the feelings of the character. This convention is designed to deepen the collective understanding of how a character might be feeling about a given situation even though the character itself may not be able to express those feelings (text and subtext). The expression of feeling may be verbal or physical. 

Audience  Anyone watching a play or dramatic presentation.

Backstory  That which has happened prior to the start of a drama.

Body language  Physical movement and gestures.

Centring  Using the idea that a character is ‘ruled’ by a particular centre. For example, pupils move around imagining that their character is based in their forehead, kneecap or the small of their back.

Character  Character is not the same as role: a character in a play has a recognisable ‘personality’ and acts accordingly.

Collective character  A character is improvised by a group of pupils, and any one of them can speak as the character. In this way the whole class can be involved in a dialogue, for instance by half the class taking on one of the characters involved. There doesn’t need to be conformity in the responses they make; different attitudes can be given expression so that there is also dialogue between members of the collective character.

Communal voice  The group operates as a commentator on the action while speaking from the same perspective, or individuals speak the words of one of the characters in the drama.

Conscience corridor  At a critical moment in a character’s life when a dilemma, problem or choice must be faced, the character walks between two rows of pupils who may offer advice as the character passes. The advice may be from the pupils as themselves or from other characters; the advice may include lines or words spoken earlier in the drama.

Convention  Indicator of the way in which time, space and presence can interact and be imaginatively shaped to create different kinds of meanings in drama. The term used in the National Curriculum is techniques.

Duologue  A dramatic conversation between two people.

Enactment  A  dramatic presentation or performance.

Ensemble  A group of actors who perform together.

Essence machine  Exploring and capturing the key features of a given situation in a movement sequence.

Flashback  A replay of important moments to allow for group scrutiny. This can be done in real time, in slow motion or as a series of tableaux. 

Forum theatre  A small group act out a drama for the rest of the group as ‘observers’. 

Frame  Snapshot-like focus on a particular moment.

Freeze-frame  Pupils select a key moment and arrange themselves in a still picture to create it. (See Tableau)

Gesture  Aspects of communication which rely on physical movement.

Given circumstances  The term (from Stanislavski) applies to the essential information about characters’ past lives and relationships revealed by a playwright or used as the basis for a dramatic exploration.

Guided tour  One pupil, with eyes open, slowly leads another pupil, with eyes closed, through an imaginary environment, providing a spoken commentary. The stimulus can be a picture or text.

Hot-seating  One person takes on the role of a character from a book or from real life. Others ask questions and the hot-seated character responds in role.

Icebergs  A reflective device in which a diagram of an iceberg is drawn. Pupils have to consider what is text and what is subtext in a scene, and then note text above the waterline of the iceberg and subtext beneath the waterline.

Improvisation  Using whatever comes to hand in terms of props and ideas to make something up.

Mantle of the expert  The major feature of this convention is that the pupils are in role as characters with specialist knowledge relevant to the situation they find themselves in. 

Mapping  Laying out different scenes and events visually and looking for lines of development or alternative structures.

Marking the moment  Allows the participants to reflect on a time within the drama in which strong reactions, emotions or feelings were felt by the individuals within the group. They are reflecting out of character and so the reactions identified are those of the participants themselves, not the characters they were playing. 

Mime  Pupils interpret or show a key moment without words, using only movement and facial expression.

Modelling  Demonstration (by teacher or pupils) which helps pupils by giving them an image of what is expected from them.

Monologue  When one person is speaking on the stage, either speaking thoughts aloud (soliloquising) or talking to an audience (direct address).

Overheard conversations  The group ‘listen in’ to ‘private’ conversations between characters in the drama.

Plot  The constructed order in which a narrative is presented.

Presentation  Direct communication with an audience.

Private property  A character is introduced, or constructed, through carefully chosen personal belongings – objects, letters, reports, costume, toys, medals, and so on. The intimacy of the information gleaned from these objects may be contrasted with a character who reveals very little about themselves or who presents a contradictory self-image from that suggested by the objects – the private property forms a subtext to the character’s words and actions.

Proxemics  Conveying meaning through the way that characters are positioned in relation to each other in a dramatic space.

Representation  Where actors exist in their own world, communicating indirectly with an audience.

Ritual and ceremony  Pupils create appropriate rituals and ceremonies that might be celebrated or endured by characters to mark anniversaries, cycles, initiations, belief systems, and so on. 

Role-on-the-wall  Pupils build up a picture of a character by writing key words and phrases inside the outline of a character.

Role-play  Pupils consciously adopt a role that is different from themselves, pretending to be someone else in an ‘as if’ situation.

Sculpting  Observers or participants suggest ways of placing another pupil in a significant frozen position so that the group can make a considered analysis.

Semiotics  Semiotics is the study of signs. In drama and theatre, semiotics applies to the meanings within a play that are decoded by the audience.

Soliloquy  A speech delivered by one person when no others are present on stage.

Soundscape  Sounds used to create the atmosphere of the place in which the drama takes place. These can be pre-recorded or live and are usually, though not always, created by the participants.

Split screen  Pupils plan two or more scenes which occur in different times and places and then work on cutting backwards and forwards between the two scenes as in film or TV. 

Spotlighting  One person or group becomes the focus of attention for all, as if under a spotlight.

Stichomythia  Short lines that seem to bounce off each other, for example, in the conversation between Macbeth and Lady Macbeth after Duncan’s murder.

Storyboard  Sketching the storyline of a play on paper in cartoon form.

Subtext  Underlying meaning which is not stated directly but can be inferred.

Tableau(x)  A French word meaning ‘living picture(s)’ – pupils create a still image with dramatic impact. Participants create a ‘photograph’ using their own bodies to represent a moment from the drama. (See Freeze-frame)

Teacher-in-role  A crucial technique whereby the group leader adopts a role offering a model of appropriate language and behaviour. Expressed in its simplest form, the teacher or leader takes part in the drama together with the other participants. 

Technique  The National Curriculum term for what are often referred to as ‘drama conventions’. In this bank the term is also used to refer to dramatic skills.

Thought tracking  The inner thoughts of a character are revealed either by the person adopting that role or by the others in the group. 

Transporting a character  Pupils take a character and transport them, in role, to a different time or place where they interact with others from the new situation.

Warm-up  Structured starter activities to establish atmosphere and attitudes and get mind and body working.

Many of the above definitions are taken from Structuring Drama Work 
by J Neelands (ed T Goode) C
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