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Introduction: A Structure for Drama

A teacher in any subject who is planning a series of lessons with a new class is likely to
ask some very basic questions like these:

Who?

Which group of students are being taught?

What do they already know?

What can they already do?

Have I taken them before?

What ideas and experiences will both students, and teacher, bring to the lesson?

What?

What is the main idea of the lesson?

What skills and concepts are the students going to learn?
What information or knowledge will they need?

Where are they going to find it?

Why?
Why is it valuable for them to learn these ideas?

Will they think these ideas are valuable?
How will we know if the ideas were valuable for these students, at this time?

When?

What time of day is the lesson to take place?

What have the students been doing beforehand?

How long is the work to last?

How does the work build on what they have already done?

Where?

What space is available for the lesson to take place?
How does the space need to be set up?
How is the space going to be used?

How?

What equipment is needed?

How will the students know what to do?

How will the students be organised?

What is the teacher’s role at any point in the lesson?
What tasks will students be asked to do?

In what order will these tasks be done?

These questions might broadly be grouped under three areas:

e  The Players (Who?)
e  The Lesson Content (What? Why?)
o Classroom management and control (When? Where? How?)
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Introduction

Drama challenges the teacher in each of these three areas, so that the answers to the
questions may present uncertainties and apprehensions on the part of both the teacher,
and the students.

In a conventional classroom, for example, the roles of teacher and students are generally
clearly defined. There may be individual variations in how some students and teachers
perceive each other, but classroom roles are usually relatively standard. Indeed, schools
tend to encourage this standardisation overtly by agreement on such issues as behaviour
and dress codes:

. Don't swear

. Don't eat in the classroom

o Tuck your shirt in,

o Don’t wear jewellery

In drama lessons, the roles of the players, and particularly that of the teacher, can
fluctuate more widely, presenting an opportunity for the teacher to adopt a much greater
variety of teaching strategies, but also asking questions about the control and security
the teacher feels while running the lesson.

Similarly, the content of the lesson is much more negotiable between students and
teacher in a drama lesson. The lesson depends upon all the players believing in what is
taking place, at least to the extent that they are willing participants. You cannot force
anyone to do drama. It is probably equally impossible to force students to do any
subject properly if the truth is told, but in the drama lesson there is no hiding place for
reluctant players. This presents further problems and potential pitfalls for the teacher:

o What if the students reject my ideas?
o What if I cant find a way to include their ideas?
o What if they just don't want to take part?

Finally, classroom management in drama places greater demands upon the teacher since
students must be allowed to move around the space and to talk freely to each other.
How can the teacher retain control in these circumstances, and ensure that students
remain actively occupied on the agreed task?

. How should the space be organised?
e  What resources will be needed?
e  What should the participants do at various stages during the lesson?

A certain level of apprehension is therefore quite natural for the inexperienced teacher of
drama, and for the experienced teacher meeting a new class, because of the insecurities
created by the challenges in these three areas.

2 © Classmate Books 2010



The Players

The Players

Simply by regarding both teacher and students as “players” creates a difference. The
“them and us” attitude of the stereotyped classroom disappears beneath the recognition
of a common purpose, to produce drama works. This is not to say that conflicts will
never exist; conflict is the essence of drama after all. But the teacher can become one
member of a “cast” who are all engaged upon a single task, for which the responsibility is
shared. Therefore, as well as being able to adopt a variety of different roles, (which will
be discussed shortly), the teacher alone does not bear total responsibility for the work
which is produced. It is worth bringing this idea to the students’ notice. If the work
succeeds, everyone gets a pat on the back. If it fails, it is not necessarily only the
teacher’s fault. All the players are in this together, to sink or swim.

The Teacher: Changing roles

Having said this, the teacher obviously does have the main role to play, and bears most
responsibility for the success of the work. As with all teaching, there is a variety of roles
which can be chosen for different purposes at some time during each lesson. Drama is
perhaps different in that the range of roles is greater, and the level of “equality” between
teacher and taught can vary. For example, when the teacher is taking part in a role-play
with a group of students, there is no real difference in status since all are equal members
of that particular cast. The roles of teacher / taught can be totally reversed in fact, as
when one of my students attempted to teach me to tap dance. She learned a great deal
about the frustrations of teaching on that occasion. Drama is possibly unique in providing
opportunities for fluctuating roles and classroom democracy of this kind.

This is not to ignore the teacher’s first and foremost role, as the Responsible adult, the
person in charge. There is no avoiding the need to be firmly in control of everything that
happens in the drama room at all times, and to have a set of management strategies
which will allow all students to take part safely in the lesson, without interference from
any other of their peers. However chaotic things may appear to an outsider coming into
the drama lesson, the key test is whether the teacher can immediately bring all activity to
a halt whenever necessary, and to establish complete attention from the whole of the
class. This is an absolute must.

Other roles which the teacher might adopt are suggested in this list below, ranked in
order of “authority”:

e Chairperson. Discussion, both of a general nature relevant to the work, and of its
specific aspects, will form a significant part of any drama lesson. In this role it is
important to establish the primary rule that only one person can be heard at any time,
and to ensure that as many different contributions as possible can be made. Have a
clear idea where the discussion should lead, but be prepared to follow unexpected
tangents which might prove fruitful. It is useful to have worked out a series of
questions to be put to the group before the lesson takes place. With older students,
offer the role to others willing to take it on.

e Instructor. This role is crucial to the success of the lesson. If you cannot explain
clearly and effectively what you want the students to do, they will become puzzled,
frustrated and quickly go off task. Many of your instructions are likely to be verbal.
Keep them short. Number them. Check that the whole group has heard and
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The Players

understood them. Ask a student to repeat them back to you. Don't allow anyone to
begin until you are really sure they are ready.

e Demonstrator. Be prepared to do yourself anything you ask the class to do.
Demonstrating a particular skill, exercise, or task simplifies giving instructions since the
students will have seen an example of what they have to do.

e Director. Some might argue that this is a role to be avoided, since if handled in one
style (as in Hitchcock’s famous “All actors are cattle”) it implies telling students what to
do and how to do it, and relieves them of the necessity to work things out for
themselves. Part of your job nevertheless is to help students to improve their work;
making some positive suggestions to show how this might be done has validity. As
with most of these roles, it is a question of finding the right level of intervention.

e Assessor. At some stage it will be necessary to formally evaluate the work students
have produced, particularly on examination courses. A clear set of criteria and a
manageable system is required. Assessment should record what is successful about
the work, and to make positive suggestions for improvement where appropriate.

e Negotiator. Probably the most important role in many ways, requiring endless skills
of diplomacy and invention in order to find compromises between opposing ideas and
conflicting personalities. Make sure that all positions and ideas are stated clearly and
calmly. Look for areas of agreement, and try to find ways in which opposing ideas
could be incorporated, or the problem side-stepped.

e Group member . Be willing to contribute to groups discussions, but try not to
dominate proceedings, which is always a temptation to be resisted. Decide when to
adopt negotiator role if necessary.

e Role player . Be prepared to fit into groups and roles at the drop of a hat whenever
required. However, unless having a particular purpose, for example adopting a role as
the focus of the whole class, avoid offers to play main parts; make group members
take these on themselves. One problem; how do you keep a keen eye on what is
happening in the rest of the room, when concentrating on a role yourself? Don't allow
any one group to monopolise your attention. Keep on the move as far as possible.

e Observer, member of audience. Be prepared to stand back and just look at what
is going on without making any intervention at all. Make a mental note of what is
going on to discuss later. Enjoy the work in progress, and feel a sense of satisfaction
in that you helped to bring it to life.

e Storymaker. You will need a fertile imagination and a hoarder’s instinct to store ideas
for narratives and situations that you can conjure up at the drop of a hat like a
magician’s rabbit. Keep a notebook, and write things down. Be prepared to beg,
borrow or blatantly steal ideas from newspapers, films, books, plays, overheard
conversations, anything in fact that falls short of bugging people’s telephones.

Further specific guidance relevant to these roles is covered in the Classroom
management section.
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The Players

The Students: Getting to know the class

Most drama lessons take place once a week, with a varying amount of time being
allocated on the timetable. This can make getting to know the class something of a
problem. Establishing a good working relationship with a class is the key to successful
teaching, the foundation upon which everything else depends. Anything which helps this
to take place as quickly as possible is to be encouraged. Here are some suggestions:

e Departmental records.

Successful formal records contain information that is useful, and accessible.
Nobody has time to wade through entire folders containing lengthy narrative-style
blow by blow descriptions of each student’s progress to date. Brief but clear
summaries of work which has been covered, and a system of recording each
student’s progress in defined skill areas are likely to be more beneficial. Collecting
together schemes of work in an agreed standard format, and devising a
departmental recording system are initially time-consuming but ultimately time-
saving tasks. While doing these tasks, many issues concerning the aims of drama
are bound to be raised, helping to clarify these purposes for all those involved.

e Learning names.

This sounds so obvious as to be unworthy of mention. Not knowing a student’s
name after several lessons can become at best embarrassing, and at worst a bit of
an insult. Students are rightly sensitive about their names; make a conscious effort
to know them as soon as possible, and use whatever means you can to assist this.
Invest in some card and safety pins, and ask each student to make a personalised
badge which they wear for the first few lessons. Then turn it into a game against
yourself, and try to go round the circle naming each student in turn. Make sure
they know and can spell your name too.

A good “ice-breaker” which helps to identify names works like this. Stand the group
in a large circle. The first player, (usually yourself), moves into the centre with a
flourish, a bow, like a model or a cool dude, in any extravagant way you like, and
introduces their name clearly and confidently. The rest of the group then move
likewise into the centre, imitating the movements, the name, and the expression of
the first player as closely as they can. Go right round the circle until everyone has
introduced themselves. A good way of overcoming initial embarrassments, and a
very good indicator of personalities. The introverts and extroverts are clear
immediately.

e Interests.
Finding out students’ interests is a tremendous potential resource. Nothing breeds
like success, so find out as early as you can what your students do best. Dancers,

musicians, artists, gymnasts, computer boffs, martial artists, - there will be
opportunities to make use of most if not all interests and talents at some point in
the course.

Ask students to design a personal coat of arms, a shield containing four of their
favourite interests or leisure activities, which can either be used as a wall display, or
as the cover for a drama folder.
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The Players

4

A memory game which helps to make the whole class aware of each others
interests works like this. Seat the class in a circle. In turn, each member states
their name, and three interests they enjoy. Once everybody, including yourself, has
done so, individuals are challenged to repeat the name and interests of the
challenger. The challenge is then passed on, either by pointing at a new member,
or by throwing a ball or bean bag to them. (70 them, not atthem!).

e Discussions.

Drama which draws upon students’ own personal experiences can provide great
motivation when shared through formal discussion. However, some areas of
experience are likely to be sensitive. Don't attempt to persuade students to talk
about themselves to the rest of the group if they are reluctant to do so. Everybody
has their right to silence. Be prepared to talk about your own experiences, and to
answer frankly, since you will certainly be asked frank questions. If you don't wish
to answer, explain why. You have your right to silence too.

e Talking informally.

Make and take opportunities students offer to talk informally to you. They will
entrust you with all kinds of information about themselves. This trust implies
confidences and responsibilities which may create dilemmas. For example, suppose
a student confides in you that they smoke. How would you react? And would you
react in the same way if they told you they were smoking dope? How confidential
should these talks remain, and are you ever justified in revealing them to others?

e Journals.

The

One means of formalising, but keeping private, the collecting of experiences is to
ask students to write a journal on a regular basis. The purpose of the journal needs
to be clearly explained so that it does not simply become another writing task
designed to fill up a homework slot. Students should have complete editorial
control over its content, and can allow it to be read, or not, as they wish. Think
about it from their point of view. If you were to write a journal of your own, what
would it contain, and who would you let read it?

importance of the relationship between teacher and students cannot be

overstressed. Ted Wragg compiled this list of pupils’ views about their teachers which
seems to summarise things exactly:

Children prefer teachers who:

are slightly strict, but not over-severe or permissive

are fair in their use of rewards and punishments

treat them as individuals

are interesting and provide a variety of stimulating work
are friendly and good humoured but not sarcastic
explain things clearly

If you follow this advice, you will not go far wrong.
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Drama as a natural activity

Lesson Content

The content of the drama lesson is considered here in two areas: Skills and Ideas.
This is an artificial separation, since ideas are put into practice by means of skills; without
an idea, there can be no skill shown. Thinking about them separately is useful however,
in much the same way that a musician might practise skills such as scales separately
from performing an actual piece of music. Improvising music depends upon a thorough
knowledge of its structure, and having the skills to perform it. Drama is likely to benefit
from a similar conceptual understanding reinforced by practical skills in order to put this
into practice.

Drama as a natural activity

Drama is a natural activity which people engage in throughout their lives. The role of
play in the learning of children helps their development in these areas:

Language skills

Social development

Practical skills

Problem solving

Decision making

The imitation of adult behaviour

Through play, children rehearse their eventual entry into the adult world. Though adults
do not engage in “play” in the same manner as young children, at any time during their
day they adopt differing roles according to the situation in which they find themselves.
We like to believe in a consistent idea of “self”, and to a large extent the traits of
personality which make up the image we have of ourselves are generally observable.
However the “self” which adopts an authority stance in the classroom behaves in a
different way from the “self” which relaxes with a well-earned drink at the end of the
day. The situation defines the role we adopt, the ways in which we behave, and the
things we say.

Throughout the day, and to a large extent unconsciously, people adopt different patterns
of behaviour, different roles, depending upon who they are with, where they are, and
what is happening. The social rules by which these situations are governed have been
learned through experience, beginning with childhood play, and thereafter in “real”
situations occurring in the course of people’s lives.

What distinguishes children’s “play” from adult “role-switching” is that the former is
unashamedly a pretence, whereas the latter is considered to be “real”. This may not
adequately describe the difference however. A window-glazing salesperson making
promotional phone-calls consciously adopts a particular manner of speaking and tone of
voice. The situation for the salesperson is “real” in the sense that this is how they earn a
living, but it is a role they consciously adopt for a particular purpose. It is a conscious
pretence. The real distinction between adult behaviour and childhood play lies in the
absorption, the belief in their play, that children have. When this belief is broken, the
game ends, and a new one may begin. The child makes no distinction between pretence
and reality because it has not developed sufficient self-consciousness to do so.
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The Four C's

What are the implications of this for educational drama? Firstly, that everyone can do it,
since it is closely related to the ways in which we behave throughout our normal lives.
And secondly, that it requires a willingness to believe in the situation which is being
played. Drama has to be “played for real”. On most occasions, this will be a conscious
belief: “I know I am playing a role”. At its best, it may approach the absorption of
children completely captivated by their play.

Drama Skills: The Four C's

A willingness to believe in the drama, to go along with the situation is central to its
success, and there are skills which can be taught to assist this “absorbed playing” to take
place. These can be grouped under four main areas, each beginning with the letter C,
providing a useful mnemonic for both students and teachers. The Four C’s are:

Concentration
Control
Co-operation
Communication

They form a loose hierarchy in their order listed above. Concentration is the foundation,
since without it control of movement and voice is likely to be impossible. An individual in
control of him or herself has the potential to co-operate fully with others, and to
communicate ideas through drama. A breakdown at any point in the hierarchy will cause
the work to stumble. It should be stressed to students that drama is a mental activity
before it becomes a physical one. Think, then do. And that the success of the work is
both an individual, and a group responsibility.

The Four C’s require further definition before they become a real practical help.

Instructing a student to concentrate, or to co-operate with others in a group is useful in a

general sense, but both instructions lack precision. These questions need to be

answered:

o How do you concentrate? What do you have to do?

. How do you control your body and voice?

o What do you say to a student who protests “I am co-operating! It's the others who
aren't!”

Each skill area needs to be examined more closely, and broken down into its component

parts.

Concentration

Being able to concentrate involves focusing all your attention upon a particular task.
When students find the work sufficiently stimulating, this may seem to happen of its own
accord, as if by magic.

However, it is the teacher’s task to bring this about every lesson, remembering that
drama is only one port of call for students who carry round with them all the other highs
and lows of the day along with their baggage. While it may be easy to dump coats and
bags outside the drama room, some of these other things are going to be dragged inside,
and on occasions may have to be dealt with openly before the lesson can effectively
begin. Disputes, grievances, excitements may need to be aired (and “solved” as far as
possible) before work can get under way.
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Concentration routines

On most occasions however, establishing routines to gain concentration at the very start
of the lesson is likely to be all that is required. When you concentrate you:

Think (about the task in hand, ignoring all other distractions)
Listen (to yourself and to others)

Look (at what those you are working with are doing)

Touch (only those things which are important for the work)

This disciplining of your senses allows you to:

o Remember (what has happened or been said previously)
Anticipate (what might happen or be said next)

Routines to assist concentration

One way of establishing concentration at the beginning of a lesson is to ask students to
lie on their backs, or to sit, in a space of their own with their eyes closed. This might be
accompanied by some suitably relaxing music. Ask students to run through in their
minds the work they produced in the last lesson, or give a simple idea connected to a
new piece of work to focus upon. “Think about a time you've been angry”.

The routine may create some self-consciousness at first, but even this helps to establish
a key point. If you are concerned how others are looking at you, you cannot be focused
on the task in hand. And if the whole class have their eyes closed, no one can see, or
touch, anyone else. Insist on the value of the routine, and enjoy several minutes peace
and quiet at the start of the lesson. Ending a lesson with a similar session may be useful,
particularly if a high level of activity and excitement has been generated.

During the lesson itself, there will be moments when “thinking time” is useful. Students
sit in their own space, or within the class circle, in order to produce an idea to be used in
the next activity. This might include:

Picturing a movement in your mind’s eye before beginning a piece of mime

Remembering three things from your own experience relevant to the work to
contribute to a discussion

Deciding on the first words you are going to say to begin a piece of improvisation

Running through in your mind the opening lines to a script, hearing how they
should be said

Closing eyes, and not touching anyone or anything else, are key elements in these
routines, since they shut out physical distractions, and help to focus thoughts on the
work in hand.

Games to teach concentration

Games are useful in drama lessons provided that they actually teach something, and are
not just used at random. Teaching points should be drawn out carefully in discussion
after the activity has taken place. There are a number of games which can be introduced
to make concentration skills explicit, and which can be referred back to during
subsequent work to reinforce evaluation of its success.
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Concentration games

Distracting games

The object of these games is to attempt to make the person “on” lose their
concentration:

1. The person “on” has to count to as high a humber as possible while one or more
opponents attempt to make them lose count. Vary this by using times tables or
reciting the words of a nursery rhyme or tongue twister.

2. “Sausages”. The opponents ask a series of questions to which the person “on”
must only answer “sausages” (or any other strange word of your choice). Any
laughter or breaking of a dead pan expression and the person “on” loses.

3. “Gurning”. The person “on” has to keep a dead pan expression while opponents
pull as wildly grotesque faces as possible. Laugh and you lose.

The main teaching point of these games is to emphasise how the mind has to be focused
on the task in hand, and all other distractions have to be shut out. Try playing the
reciting games with your eyes closed, or focusing attention upon a spot on the wall,
looking past your distracters. Do these sensory disciplines help?

Observation and listening games

There are many games which help to develop alertness of eye and ear. Some perennial
favourites include:

1 Chinese whispers. Who hasn't played this one. The players sit in a circle. Give
the first player a message written on a slip of paper. Make the message as obscure
as you like. The message is then passed around the circle, being whispered from
one player to the next. Compare the final message with the original. Pass several
messages around the circle at the same time to make it more difficult and to keep
everyone involved.

2 Pirate’s treasure. A good game for young children of all ages. Sit the players in
a fairly tight circle. The pirate sits blindfolded in the middle armed with a sword. (A
rolled up newspaper or similar. Sponge pipe lagging is quite good.) The treasure
(e.g. a bunch of keys or something noisy when moved) is placed immediately in
front of the pirate. Nominate players to steal the treasure, but only once they have
successfully completed a whole lap of the circle around the pirate. If the pirate
hears them moving, and clobbers them with the sword, another player makes an
attempt. If the player successfully steals the treasure, they take over as pirate. To
develop the control skills required by the players, give them ankle bracelets made
from heavy chain, or large noisy boots to wear. This works best on a hard floor.

3 Blindfold sword-fight. A variation on Pirate’s Treasure in which two blindfolded
contestants attempt to sword-fight within an arena formed by a circle of the rest of
the group. The first contestant to land a blow wins, and continues until defeated.
Make sure the swords are harmless; even a rolled up newspaper can hurt. Sponge
is best. Again, make use of things which make noise when the contestants move to
add a need for greater control.

As well as teaching listening skills, and disciplining the rest of the group who need to
remain perfectly quiet so that the smallest of noises can be heard, test the class’ powers
of observation to draw out the different strategies players used, especially when they
have seen several contests. How do new contestants anticipate the strategy employed
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Memory games

by the “champion”, or do they? Did the champion change strategy in different games?

4,

Wink Murder. This game never fails. There are several slightly different versions;
here is one set of rules. The players sit on the floor in a circle with their eyes closed.
Walk around the circle; touch one person lightly on the shoulder as you pass. This
person is the murderer. Make a couple of laps of the circle if you like to throw
players off the scent. Ask the players to open their eyes, and nominate a detective.
The murderer has to kill victims by winking at them. Victims die horribly, and
should stay dead (a good control exercise in itself). The detective has three
guesses at the identity of the murderer. Keep a tally of the number of victims and
find the overall winner. This game is excellent for demonstrating how atmosphere
and tension can be built up by allowing space and silence for things to happen.

Listening and observation skills are central to all of these games, and links to control
skills can readily be made.

Memory games

Memory games are particularly good for establishing concentration, and for making direct
links with improvisation skills:

4

Shopping list. A simple memory game suitable for younger children. Seat the
class in a circle. The first player begins "I went to the shops and bought...” naming
anything that comes into their head. The second person continues by naming the
first article, and adding one to the list. The aim is to go right around the circle with
everyone adding to the list, and making no mistakes. If anything is left off the list,
a new list begins.

Follow my leader. A memory game which is also a good physical warm up
activity. The players stand in a circle. The first player moves into the centre of the
circle, and demonstrates a simple movement, hop, skip, jump, goal celebration or
whatever. The rest of the players imitate the movement. The second player adds a
movement to the first. The players then imitate both movements in order. This
continues until everyone in the circle has contributed a movement, or the players
have collapsed. The “leader” numbers off the movements so that the whole circle
performs them in unison.

Yes / No interlude. A well known game made famous on a TV quiz show. The
person “on” has to survive a barrage of questions without saying yes or no, or
nodding / shaking the head, for a set time, usually a minute. To prevent stone-
walling, add a rule which prevents the repetition of any word or phrase.
Demonstrate the game in a circle at first, and then play matches in pairs, or threes.
Fuzz Buzz. The players stand in a circle. The object of the game is to number
around the circle, substituting Fuzz for any number which can be divided by three,
and Buzz for numbers divided by five. (Fifteen therefore becomes Fuzz Buzz). An
incorrect number, or undue hesitation results in a forfeit, firstly by going down on to
one knee, then two knees, then an elbow, both elbows, and eventually forehead
touching the floor. As soon as a player reaches this point (known as “Napper”) the
game finishes. To prevent the game from lasting too long, make it a rule that once
a "life” has been lost it cannot be recovered by a subsequent correct answer.

These games demonstrate all of the necessary concentration skills, so that teaching
points about the importance of thinking carefully about the task, listening to and looking
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at others can easily be made. Successful strategies for winning the games involve
remembering what has gone before and anticipating what to say or do when your turn
comes. Improvisation depends upon exactly these skills, listening to others to pick up
clues, and quickly planning ahead where the situation might develop to next.

Control

Since drama is a physical and a spoken activity, it is apparent that the two main elements
to be controlled are the body and the voice.

Control of the body may be further defined in terms of the awareness of:

Use of space

Precision, speed, strength, touch of any movement
Facial expression

Co-ordination with other people’s movements

I would advise teachers to begin drama work with any group by introducing some
movement and mime activities. Drama is “a thing done” first and foremost, rather than
“a thing said”. Words can get in the way at first, become too dominant, and cause the
work to stutter. Physical activity seems to breed confidence and enjoyment. Even when
improvising situations, my first advice to students is to “do something” to begin the
scene, rather than necessarily saying something.

An enjoyable warm up activity which can be used to teach awareness of space, and

control of quick physical movement, is the Fruitbowl game:

1.  Sit the group on chairs in a wide circle, with one fewer chair than there are group
members (including yourself).

2. Label each member of the circle in turn with the name of a fruit, Apple, Banana,
Orange, Pear.

3. When the person “on” calls the name of a fruit, all those people have to change
chairs, and cannot return immediately to the chair they have left.

4. The person “on” attempts to gain a chair, and leave another player in the middle.

5. If a player calls “Fruitbowl!” all players have to change chairs. Fruitbowl cannot be
called twice running.

The game generates a great deal of quick movement and scrambling to chairs, and so it
must be played with control. Remove any players who are unduly rough immediately
from the game. At its conclusion emphasise the main teaching points: the need to be
aware of other people, to control one’s own movements, and the awareness of space
which is the main strategy for playing the game. Even the players in the sin-bin help to
make the point; there is no place for disregard of other people’s safety in drama.

The Movement and Mime materials contain ideas which can be used to illustrate and
develop physical control. These might be categorised under the headings:

Freezing
Synchronisation
Mirroring and imitation
Slow motion

12 © Classmate Books 2010



Control: Physical

The importance of the Freeze command is developed in the Classroom Management
section. While a most useful method of classroom control, the use of freezing a
movement at an exact moment can be employed as a dramatic device in work such as
tableaus. See the ideas Statues and Window Dressing in the movement section of
the materials.

With younger children the game What time is it, Mr Wolf? can be used to introduce

the idea:

1. The person “on”, Mr Wolf, stands with their back to the rest of the class, who
gradually try to approach.

2. If the wolf turns and sees anyone moving, these players return to the start.

3. A successful player touches the wolf, and takes over the role.

Synchronisation can be developed through moving to music. Simple dance or disco
routines are both effective and popular, and can provide the opportunity for one or more
of the group to instruct the others, and yourself.

One of the first things to establish is the simple ability to walk in time to a piece of music:

1. Prepare a track with a variety of different types and styles of music suitable for
walking speed.

2.  Each piece of music should only last for about a minute at most; aim for a good
range, from James Bond to funky catwalk.

3. Divide the class into two halves, on either side of the space.

4.  Give each member of both halves a letter, A to D.

5. Inturn, both sets of A walk across the space, greet each other appropriately, and
move on to the opposite side.

6. The Bs then follow, and so on.

7. The players have to be ready to change their movements whenever the music does.

A routine I call Clown dancing, since I was introduced to it by a circus skills group,
works like this.

Sort the class out into partners, with one large partner, and one smaller.

The smaller partner takes their shoes off.

Both partners face each other, and place their hands on each others shoulders.

The smaller partner then stands on top of the larger partner’s feet so that their own
feet do not touch the floor.

The aim is then for the pair to move in time together.

The smaller partner must not touch the floor at any time.

Develop this into races or “dance” routines to music.

Key elements are timing and balance.

See Clown dancing in the materials for more detailed instructions to give to students.
The balances described in At the Circus develop this work on physical control with a
partner.

hoNE=
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Mirroring and imitation take this one stage further, since movements have to be
synchronised with a partner, and in the case of mirroring have to be performed with the
opposite arm or leg. To develop a routine requires both partners to work out a
numbered series of movements which have to be performed at the same speed, making
use of cues, either provided by music, or by “counting in your head”. See Me and my
Shadow and Saturday Night Fever for further ideas to use.
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Slow motion is a particularly useful technique since it requires students to think about
movements in detail, and to exaggerate them in performance. This in turn demands
greater physical control and strength than doing the same action at normal speed.
Again, there is a need to remember the sequence of movements, and to make sure that
they can be repeated. See Slow motion sports in the materials.

Slow motion fights are an important first step to introducing stage-fighting of any kind,
so that this can be performed safely, with all participants knowing exactly what moves
are to be made. A whole fight scene can be created with pairs performing individual
fight sequences in a “loop”, repeating for example six fight movements several times.
Sword fights can be constructed in the same way, making use of a limited number of
thrusts and slashes, with imaginary swords.

Control of facial expression can also be emphasised through slow motion activities,
since expressions of distress, anger, or jubilation all appear much larger than life when
performed at slow speed. Show the class the slow motion race sequence from “Chariots
of Fire”, or action replays from TV, to draw attention to facial expressions.

Inappropriate facial expression is one of the commonest weaknesses in many students’
work, but one which can easily be corrected. Draw attention to good examples of
expression, as well as commenting upon characters who react to death threats with large
jovial smiles.

Control of the voice is concerned foremost with its volume. Too much volume in the
drama room is unproductive, since it makes it difficult for groups to hear each other
unless they too raise their voices, leading to a cycle of increased noise. Expression, much
of which depends upon subtlety of inflection, is also difficult to vary against a background
of noise.

A quick exercise to demonstrate how unproductive too much volume can be works like

this:

1. Have two sets of pairs of phrases written on separate slips of paper, so that when
given out, each student will have a partner somewhere in the room with the
matching phrase. The object is for each student to find their partner.

2. Begin by asking everybody to shout out their phrase at the tops of their voices.
(Warm them up with some other phrases which everyone shouts together first, so
that the volume is really at its top pitch). Very few, if any of the pairs will be able
to find their partner.

3. Repeat the exercise with the second set of phrases (and therefore different
partners), but this time get everyone to whisper their phrase as quietly as possible.

4.  Very gradually increase the volume until everyone has found their partner.

Follow up the exercise by asking the class what seems to the class to be the ideal
volume? Refer back to the exercise whenever noise in the room becomes excessive.

Silence can often be more effective than words. In improvisation, limit the number of
words each player can say to single figures, and then ask them to develop a situation
which clearly identifies a relationship.

14 © Classmate Books 2010



Co-operation: Trust

An exercise to demonstrate the importance of expression makes use of opening lines
which can be delivered with different tones of voice. For example, take a simple opening
line such as:

“Where've you been?”

Ask students in pairs to improvise the scene which follows if the line is said with a variety
of different expressions, angry, suspicious, bored, distraught, nosy. Ask the students to
practise saying the line with different expressions first, and then see how different the
development of the scene can be, depending upon the expression used.

Co-operation

Most, if not all, of the exercises suggested above to develop control also incorporate a
large degree of co-operation between partners, and can be used to illustrate its
importance. This element of physical co-operation is a necessary first stage before some
other aspects of “how to co-operate” can be tackled. Co-operation includes these
elements:

o Trusting the people you are working with

o Recognising that each member of the group has a part to play, an individual
responsibility, for the group’s work to be successful.

. Overcoming personal feelings which might hinder the success of the group.

o Solving problems collectively.

o Having clear guidelines on how to reach decisions

Trust exercises demonstrate how all members of a group need to feel secure in their

reliance upon others, again using a physical context to demonstrate this. These sort of

exercises are well documented elsewhere, so a single well known example will suffice

here:

1.  Ask the students to form into groups of three.

2. One, “the rocker” stands facing one “catcher”. The other catcher stands
immediately behind the “rocker”. The catchers should not be too far away.

3. The “rocker” closes their eyes, and keeping the body straight, falls forward, pivoting
from the ankles.

4.  The catcher halts the fall, and gently pushes the rocker backwards to be caught by
the second catcher.

5.  Eventually the rocker should be swayed backwards and forwards until a gentle
rhythm has been established.

As with all these exercises, the main teaching points should be drawn out in discussion
afterwards, using a series of questions such as these to establish the importance of trust
in other, non-physical situations:

How did it feel to be the “rocker”?

Were you confident your partners would catch you?

How did it feel to trust them?

What do we mean by “trust”?

Would you trust them in other situations, like coming up with a solution to a
problem for example?
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e  Would you accept they might be right, even if you disagreed with them at first?
o Would you be prepared to follow through their ideas for the work, even if you
thought your ideas were better?

You might wish to follow this through with discussion about how you the teacher might
show trust for them, and how they would respond; for example:

o If I had to go out of the room for a minute to deal with something, could I trust you
to carry on working safely with each other?

o If T allowed you to practice a piece of work in a separate place, would you get on
with it or would you be tempted to just muck about?

A final key point to be illustrated by any examples where catchers deliberately allow the
rocker to fall:

o Once trust has been broken, how easy is it to mend it, or even, is it possible for this
to happen?

It is possible to illustrate the interdependency of the whole group by the use of an
exercise called Magic circle:

1. Ask the class to find a partner of about the same height and weight.

2. Then ask these pairs to find other pairs of a similar size, or as close in size as is
possible.

3. Use these groups to form a circle so that at one side there are the largest students,
and at the other are the smallest.

4. Move the circle close together, with everyone facing in the same direction.

5. The object of the exercise is then for everyone, on a given command, to lower

themselves gently until they are sitting on the knees of the person behind them.

If it is successful, everyone is both sitting and supporting at the same time.

The circle is magic because it seems impossible for this to happen, and yet it can

providing that the circle is unbroken.

N o

If this exercise fails, there are still many positive things which can emerge from
discussing why it failed. For example:

e  Was it simply because of poor physical control? Can this be corrected if we have
another attempt?

o Was it because of self-consciousness, or embarrassment, for example where a boy
has to sit on a girl’s knee, or vice versa? (A common cause!) How might this be
corrected?

o Did someone deliberately sabotage the circle? If so, why? What should happen if
someone deliberately sabotages other pieces of work?

So if the first attempt is unsuccessful, return to the exercise at a later date, when you
feel the group may be ready to tackle it. When it finally works, it is an excellent device
for creating whole group co-operation, and good fun as well.

One of the next obstacles to overcome is to persuade students to work positively with
anyone else in the group. With younger students, a first step is to persuade boys and
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girls to work together in mixed groups. For some students this presents no problem, but
for others it can create some embarrassment and stress, particularly if the relationship
between the roles they are playing is meant to be close. “I'm not playing his wife!”
might be a typical response to a request to form a family group.

A strategy which might be successful here is to make the relationship seem less close.
“You're a husband and wife, but you don't get on, so you don’t say much to each other”,
for example, or to change the husband / wife relationship to brother-in-law and wife.
Ultimately, it is not possible to force a student to play a role in which they are unhappy.
With encouragement, and by showing gradually that roles which appear threatening at
first are not really so, most students can be persuaded to experiment with a range of
characters, though some may take longer than others to do so.

A strategy which can be used to deliberately mix groups, and to encourage students to
work with others, is to issue letters (or names of fruits, as in Fruitbowl above) to
students as they sit in the circle. Then ask the A’s to work as a group, the B’s as another
and so on up to as many groups as you require, usually five or six in standard sized
classes. Make the first tasks you use with this strategy short, very non-threatening, and
easy to perform. Non-physical activities are probably best at first, particularly as the
groups are very likely to be of mixed gender. Use the strategy fairly regularly, and as
confidence gradually grows, make the tasks more demanding.

Problem solving is at the heart of much work in drama. The main responsibility of the
teacher in this area is to ensure that when problems are set, they are clearly stated, so
that students know exactly what it is they have to solve. Where problems arise in the
course of the work, help students to clarify what the issues are, and to break problems
down into manageable chunks.

A physical activity which can be used to illustrate approaches to problem solving,

especially with younger students, is called Make a monster:

e  The problem to be set to the group is to make a monster by using their bodies as its
various parts.

e  The restrictions are that the monster should have one less point of contact with the
floor than there are members in the group, and that it should be able to move at
least six “steps”.

e  With regard to the first restriction, a foot or a hand is considered as a single point of
contact. At least one member of the group therefore has to be totally supported by
the rest, who equally need to support each other in order not to exceed the points
of contact restriction.

e There is therefore a need to decide if, in a group of say five, with a permitted four
points of contact, four of the group hop, supporting the fifth member, or if two hop,
one walks, and two are supported.

e  The groups should not be given this help before attempting the task however, since
these kind of decisions are exactly what problem-solving activities are designed to
create.

Importantly, once the task has been attempted, it is necessary to discuss how various
groups went about solving the problem, so that some suggested strategies for doing so
can be reached. Ask groups to explain what they did, and compare their accounts with
things that you have observed.
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Some points of discussion which should be raised are as follows:

o What did you do first? Did you just “do” it, or did you talk about it?

o If you just “did” it, how did you know what to do?

o If you talked about it, did you collect a number of suggestions, and think about

them, or did you just accept the first suggestion and try it out?

Who decided which suggestion to use?

Did you break the problem down into its two parts (Points of contact, movement)?

Did you see that the two parts of the problem needed to be connected?

When did you realise that one or more of the group couldn’t touch the floor?

Did you consider who should do what in the group, for example who should be

supporters and who should be carried?

e  Which parts of the problem could be solved by thinking and talking, and which were
best tackled by “doing”, for example finding ways to bind the structure together?

Establishing these teaching points is vital; the exercise loses much of its validity and
usefulness without doing so. Set the group a follow up task, to come up with an
acronym which is useful for students to remember how to solve problems. Something
like:

Talk about the problem
Accept ideas from everyone
Choose which to use

Try it out

If it doesn’t work

Choose another

An important element in group problem solving is formalising a method of reaching
decisions. Teachers are used to attending meetings and so may take for granted many
of the formalities which students have to be introduced to. In particular, these include:

o Organising roles such as chairperson and note-taker in the group

. Deciding on a means of recording ideas, as notes, or spidergrams for example

. Deciding on ways of making decisions, reaching a consensus, or taking votes for
example

. Deciding what to do in the case of disagreements, for example, being prepared to
try out a number of different solutions to see which works

Deciding upon these formalising strategies might be the first problem a group is asked to
solve. If each group is asked to report back to the whole class on their ideas, some of
these strategies are immediately imposed:

e A Spokesperson needs to volunteer to do so.

. If no-one is willing, how do you decide who will?

o How will they remember what to say?

The need for someone to act as scribe is clear. Solving this problem helps to clarify ways
of tackling others.

Co-operation is a key area in drama, and one that is not necessarily formally taught or
practised in many other parts of the curriculum where for the majority of the time
students are engaged upon individual activities. Do not be surprised when students fail
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to co-operate therefore, since they have probably had little instruction, and few
opportunities to do so. Work on it as a key area; remind students that ultimately they
have to learn to be co-operative themselves. You cannot do it for them. They are
responsible for their success when working with others. And success is much more
rewarding than failure.

Communication

“Communication” is at the centre of work in drama, requiring what might be considered
as aesthetic skills, those associated with creating, shaping and performing a piece of
work. There are four main modes of communication, of which three are considered in
this book:

Mime
(Dance)
Improvisation
Script

For purposes of clarity, each of these three modes has been treated separately in the
accompanying materials. Though this is an arbitrary separation, since the three modes
are interconnected, it is useful to work in this way at least some of the time so that
differences between them can be highlighted. Moreover, the three modes share common
aims in communicating as students attempt to:

o Create (and sustain) a character in role
. Use space

. Present the work to an audience

o Give the work shape and form

Mime

Mime allows players to create something out of nothing, demonstrating the magic of the
dramatic illusion in perhaps its clearest form. Other people, objects or animals are
brought to life by the player using movement to act as if they really were there. The
trick is to convince others watching of this illusion. A piece of work such as Walking the
dog, in which the player creates the illusion of having a dog on the end of an imaginary
lead, illustrates how this can occur. The player must visualise how a real dog behaves,
and the physical effect this has upon its master. Its success lies in the amount of detail
the player can bring to the movement, and in the control, the accuracy with which it is
performed.

Though this can obviously be illustrated by observation of work in progress, a useful
exercise to demonstrate the point is called What's my job?:

e  The group sit in a circle to form the acting space.

e  Ask them to close their eyes, and to think of a job that requires fairly strenuous
physical activity. Get them to picture the job in their mind’s eye, the different
movements which are involved, the tools or equipment which are used, and how
these are handled.

o When this stage is complete, nominate one player to begin to mime their job, and
to continue to do so in a kind of loop. This means that having completed the
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actions of the mime, they begin again.

o Nominate a second player to join the first. The second player must perform the
mime of a job which could take place in the same location as the first, but is in
some significant way different.

o For example, on a building site (an obvious choice) the first player could collect and
lay bricks, while the second player mixes cement and wheels it in a barrow to the
bricklayer.

e  Ask further players to join the mime, each adding a new job, until it becomes
difficult to do so. All players continue to perform their mime until told to stop.

This exercise provides a good focus for answering the question “What makes a good
piece of mime?” since the additional players have to recognise the job initiated by the
first player if they are to join in. Where they are uncertain, and join in incorrectly, not
only makes for good fun, but brings attention upon the success of the first piece of
mime. Actions have to be deliberate, clear and large, especially when small movements
are required. Demonstrate this by inviting the players to think of a job which requires
fairly small movements, and repeat the exercise. Threading needles, putting worms on
fish-hooks, mending a watch, performing micro-surgery will add new challenges to the
players, and clearly illustrate how mime must be performed to work successfully. As
previously discussed in the section on Control, the use of slow motion is a valuable
technique which requires players to consider action in detail, and to break sequences
down into their component parts.

Mime is also an effective means of creating a character. “Begin with the walk” is good
advice, and Doorways invites students to do just that:

1.  Arrange the group into a circle, and ask two volunteers to become a doorway by
standing opposite each other with one arm outstretched, the “doors” which swing
closed when a player passes through.

2. Prepare a list of characters beforehand, and have these written or printed on slips
of paper. The list might include such characters as:

o A superhero o A spy

e  An angry neighbour e A cowboy

e Analien e Arobot

e A model e A Kung-fu expert
e A teenager coming home late e  Ayoung lover

e A ghost buster e A policeman

o A sailor o A drunk

3. Nominate players in turn to take a slip, and then simply to approach, enter and
close the door behind them in a manner suggested by their character type.

4. The group tries to identify what was on the slip for each player; the more successful
the mime, the easier this will be to do.

Emphasise the main teaching point of the exercise, which is to show how movement can
be used to suggest character, and suggest a routine for using with any character they
portray.
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Ask for suggestions, and agree upon a list of, say, five movements to practise when
preparing any character. For example:

o Walking into a room

. Drinking a cup of tea

o Paying for something they’ve bought (Cash, cheque, credit card? Pocket, purse,
wallet?)

. Eating a meal

e  Washing hands and face

Once students have grasped how situations and characters can be developed through
movement alone, it becomes possible to develop these features into short narratives or
sketches. Many of the materials in the Movement section suggest ideas to do this, and
can be used as written, or presented as examples for students to modify.

Sound effects and music are invaluable in this process since they not only provide cues
as to when actions occur, but also can suggest the rhythm of the movements
themselves, and help players co-ordinate their actions. Saturday Night is a good
example of a simple early piece of movement which works well when making use of
music.

Editing together sound effects and music into a Movie Sound Track takes this once
stage further, and is particularly suited to horror / ghost / fantasy or sci-fi work. Use an
audio editing program to combine music and sounds into a sound track. Try to make the
sound track build to a climax towards the end. This task could be undertaken by the
students themselves. The finished sound tracks could be presented to other groups or
pairs as a challenge.

The importance of movement and mime as a pre-requisite to any form of drama cannot
be over-stressed. It is the essence of “a thing done”, and therefore at the centre of all
drama work.

Improvisation

When improvising, players have to think of two things at the same time, continually
updating answers to these questions:

e  What situation is going on here?
e  Where can it go next?

The players have to listen carefully to what each of them is saying, take in the
implications of this, and quickly think of ways to move the situation on. It is easy to
understand why some students find this difficult, and why some improvisations can
stumble to a halt.

This is probably one of the first points to stress to students. Improvisation is not meant
to be a “finished” piece of work, but should be considered as more of an exploratory
stage. If it works, brilliant. If it doesn’t, try to work out why, and have another attempt.
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One of the first skills to establish is the ability to think quickly, and to keep the thing
moving. Topics is a game which illustrates this idea:

1. On a series of cards, write down a wide range of topics, from Movie stars to
Flavours of ice-cream.

Begin with two players, and give them a topic at random.

Each player has to add an example which fits the topic, without pausing.
The first player to dry up or pause too long, loses.

The winner accepts another challenge, and the game continues.

hwn

Two teaching points need to be brought out from the game. The first is obviously the
need to think quickly. The second is to illustrate how the game is lost when a topic
becomes exhausted, and is too difficult to continue. A change of topic allows new scope
and fresh ideas. Within an improvisation therefore, if it appears to be running into a
blind alley, a slight alteration in topic can help to provide new impetus to a scene, and is
a useful strategy for players to deliberately employ.

In the Improvisation materials, My Dad’s better than your Dad, Passing the
Buck, and Rabbit, Rabbit are further exercises which can be used to acquire skills in
developing a particular topic in order to out-manoeuvre another player.

Games which involve placing some kind of restraint upon the players can teach students
the importance of thinking quickly, as in these examples:

e Alphabet soup: Give the players a starting topic (selling a vacuum cleaner, making
a complaint), and require each player to begin each sentence of dialogue with the
next letter of the alphabet in sequence. The first player begins with A, the second
with B and so on. Penalise pauses, and hold a competition to see which pair gets
furthest down the alphabet.

e Word limit: Get the players to move quickly around the room in time to some
music. Call out a number, and they must quickly form into groups of that number.
Repeat this several times, and finish with groups of up to five. Number the players
in each group one to five. Give each group in turn a topic, and ask them to
improvise a short scene in which each player can only use sentences which contain
the number of words they have been allocated. Player number three for example,
can only use three words in each line of dialogue.

The improvisation circle is one of the best methods to use with students who are
relatively inexperienced. Ask players to number round the circle, and then nominate
them to take part simply by calling out their number to ensure a good mix of partners.
Give the first of a pair an Opening line which they deliver to their partner in order to
develop the scene. This stretches the players’ abilities to latch on to a situation very
quickly. They need to decide at once who is speaking, when and where they are, and
what is happening. Take for example:

"What time of night do you call this? Where've you been until
now?"
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The most obvious situation is that this is a parent who has been waiting up for a son or
daughter to return home late at night. Alternatively, it might be a wife waiting up for an
errant husband, a boyfriend waiting outside a cinema for his girl, or even a pair of
thieves waiting to burgle a house. Discussing possible alternatives after exploring
opening lines in this way helps to show students how to broaden the scope of their work
by considering different situations and characters. Place an embargo on the most obvious
situations, and use the opening line again.

The questions which define these situations ("Who? When? Where? What? Why?") will be
considered more fully in the Content section of this introduction. They are obviously an
important feature of the teaching points which need to be brought out.

Games or exercises in which the players “compete” can give an unfortunate impression of
improvisation as having winners and losers, whereas both (or more) players need to co-
operate in order to bring the scene to a successful conclusion. The most noticeable side-
effect of this is when one player “blocks” the other by deliberately ignoring possibilities to
develop a scene, and by offering no possibilities. Some work must be done to remedy
this effect in order to demonstrate that the successful outcome of improvisation is the
responsibility of all the participants.

For example, a variety of opening line situations can be employed, some of which are
confrontational, as in Accusations and Complaints while others require Persuasion or
Concern. Set up situations in which the outcome has to be one of agreement, even if
there is conflict at reaching this. One player wishes to borrow something valuable from
the other, and uses as many arguments as possible to do so. The other player is to
resist the persuasion, but eventually must agree to lend the item. Both players are
therefore in conflict for the majority of the scene, but must reach mutual agreement at
its conclusion.

Another strategy is to demonstrate that it is possible to improvise a scene in which only
one player of the pair speaks. The “blocking” then becomes a deliberate ploy, the
player’s role in fact. “Interrogation” scenes are very suitable to this technique. The
speaking player attempts to find out the truth in a situation, which the silent player is
reluctant to tell. This reluctance could be due to a number of causes, insolence, fear,
unwillingness to betray friends or confidences, and is demonstrated by means of body
language rather than words. This requires considerable skill on the part of the speaking
role, and is probably best taken on by the teacher, with an inexperienced group, in order
to demonstrate the points made about “blocking” above.

Though it has been said that conflict is the essence of drama, in some scenes it is not
necessary at all, particularly when the purpose of the speaking is to establish characters
and their relationship, rather than to develop the action. Previous histories of
relationships can be built up in this way, as in an exercise such as Memories for
example. The players are given only minimal information (such as an opening line) and
have to build up a series of mutual memories about joint experiences. Both players are
engaged upon “building” these memories without the attendant feeling of “knocking
down” an opponent which may occur in confrontational scenes. Paradoxically of course,
as has been suggested above, the exploration of conflict is actually a building process
also, though to inexperienced players it may not appear to be so.
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A useful strategy to stretch the skills of more experienced players, is to conceal some
information from some of the participants. This requires separate instructions being
given to each player, which they must not reveal to the others. A simple example of this
might be the situation of a husband and wife who return home after a day’s work. He
has bought a car from a colleague on the spur of the moment, having had to make a
quick decision. She has been made redundant from her job. Both are looking for an
opportunity to break their news to the other. Neither knows the other’s news before the
scene starts.

Airplane in the improvisation materials is a whole group piece of work in which each
member has different instructions given to them on their role card. This also requires
players to sustain their roles throughout the whole work, which can last for some
considerable time, and presents them with a challenge to remain in character.

The skills involved in improvisation to create character are obviously those connected
with the use of voice. Some suggestions about control of the voice, particularly its
volume, have already been made. Further aspects of the use of the voice to consider
include its emotional charge, and its social characteristics.

Using a variety of opening lines which suggest a different emotional timbre for the
situation has already been mentioned. The way the voice is used in a situation which
defines an argument is much different from a situation where concern is explored.
Notice also that at this point, when discussing the skills required to create character using
the voice, the focus is not upon what is said, but Aow it is said. (The ideas and
information which need to be considered to create a character will be discussed in the
Ideas section of this introduction). How something is said to show the emotion of the
speaker depends upon these features:

. Volume
. Pace
° Tone

Each emotion might be described by means of these three features. Anger is therefore
most obviously high in volume, fast in pace, and harsh in tone. Concern is quiet in
volume, slow in pace, often with pauses, and soft in tone. However, what about
suppressed anger when someone is making a deliberate attempt to control their emotion,
or that cold anger which carries with it an ice-cold threat? Similarly concern might be
expressed very emotionally, for example a distraught parent at the end of their tether
with a child.

An exercise which can be used to explore the many different ways in which the emotions
of a character can be suggested works like this. Prepare cards which show emotions:

Anger Anxiety Annoyance Boredom
Concern Disgust Distress Envy

Ecstasy Embarrassment Excitement Fear
Gratitude Hate Happiness Irony
Insolence Irritation Jealousy Kindness
Lethargy Madness Nervousness Obstinacy
Passion Pleasure Sarcasm Stubbornness
Tension Tenderness Urgency Worry
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Match the emotional range to the experience of the players. Inexperienced players
therefore use cards which define the most obvious emotions, so that more that one card
with the same emotion may be needed.

Then prepare a second pack containing cards on which are written a variety of objects
from Motor Car to Prawn Cocktail; anything can be used. The players work in pairs (or
threes) and choose at random two emotion cards, and one object card. They then have
to improvise two short scenes which centre around the same object, but have different
emotional charge. When these scenes are presented to others, ask the audience to
define the characters’ use of voice in terms of Volume, Pace and Tone, providing them
with a simple chart if you wish on which to do so:

Pair One: Excitement |Volume High v
Low
Pace Fast 4
Slow
Tone Harsh 4
Soft

Discussing these observations will help players to distinguish the wide range of options
open to them when developing the emotional aspects of their character, and the often
fine distinctions noticeable between a range of emotions.

The social characteristics of the voice depend upon accent and dialect. Accent
indicates social status, whereas dialect indicates regional differences. A simple exercise
to indicate the former is to set up a series of conflict situations in which one character is
“posh” and the other is “common”, as shown on the table which follows:

Posh Common Conflict

Neighbour Neighbour A pet which is a nuisance
Doctor Patient Fee for treatment
Customer Shop-assistant Refund for damaged goods
Train passenger Ticket collector Lost ticket

Diner Waiter / Waitress A fly in the soup

Customer in hair salon Hairdresser Hair falling out

Tourist Tramp / Beggar Request for money
Motorist Motorist The last parking place
Teacher Student Swearing in class

If possible, record some of the improvisations, and then ask students to focus very
carefully upon the differences in the way the characters talk. Writing short transcriptions
of extracts exactly as they are said is also useful so that attention can be drawn to the
correctness and to the sound of the language, particularly the subtle differences in the
length of vowel sounds, and the precision of consonants. Naturally, attitudes towards
accents will provide plenty of scope for discussion.

Once accent has been established as a means of indicating social status, the notion of
dialect can be introduced. Listening to examples of different dialects as audio recordings,
or from television programmes, and attempting to imitate them, is the only real way of
acquiring a range of dialects with which to create characters, and even then probably
only at a fairly obvious stereotypical level.
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Examining attitudes towards different dialects can reveal the stereotypes associated with
each region, and suggest some possibilities for character building. One method of doing
this is as follows. Collect 12 photographs of people from newspapers or magazines which
show a range of social and ethnic features. Copy these so that each group of four
students has one set each containing the same pictures. Prepare sets of cards which
label each of the following dialects:

Ask students to match the dialect cards with the photographs, and then provide them
with a sheet containing a series of questions such as these, which they should answer for
each of the photographs, and record on paper:

Birmingham Newcastle Liverpool
London: East End Home Counties Yorkshire
Manchester Scotland Wales

South West East Anglia Northern Ireland
o Do you think this person would do well on mastermind?

o Would you lend this person money?

e  Would you get into an argument with this person?

e  Would you like to live next door to this person?

o Could this person tell you a good joke?

o What job do you think this person does?

The questions are intended to draw attention to features of personality such as
intelligence, honesty, aggressiveness, sociability, sense of humour. When all the groups
have completed the exercise, the results can be compared. Even though the
photographs provide most of the “clues” on which the answers are based, associating
each picture with a regional dialect indicates the attitudes which underlie these
stereotypes. Comedy shows in particular provide a useful source of material to examine
this further. Furthermore, within each dialect there may be a range of accents which will
be recognisable by those who live in that region, but likely to be missed by a less trained
ear from outside.

Finally, a word about the relationship between movement, and dialogue. It is noticeable
that even when players have spent considerable time successfully developing work in
movement alone, as soon as they are invited to improvise their own dialogue, the words
immediately dominate the whole scene, and the use of movement becomes restricted. It
is easy to understand why this is so, given the difficulty that improvisation may present.

To counteract this, refocus attention upon the movement in a scene, by setting up
situations in which a short piece of movement is required before the dialogue begins.

Take the "What time of night do you call this?” example discussed previously, where
the parent is awaiting a teenage child. Require the parent to produce a short piece of
mime which shows their anxiety before the teenager returns. The teenager similarly
prepares a piece of mime showing how to enter a house quietly without (hopefully) being
heard or seen. These mimes not only indicate the situation without a word being
spoken, but also help to develop the tension in the scene to the point where the dialogue
starts. Keep reminding the players that actions speak louder than words.
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Script

I personally consider script to be the most difficult of the three modes of drama being
considered here, although at first glance it may seem to be the most straightforward.
After all, a script is a “complete” thing isn't it, so that no “inventing” is necessary, the
words are down there in black and white. However, if you consider that a script bears the
same relationship to a piece of drama, as a recipe bears to a meal, it becomes easier to
identify some of the problems which might occur during the “cooking”. These difficulties
might be listed as follows:

o Some students may have difficulty reading a script, particularly with the fluency
required to bring it to life.

e  The words in the dialogue are someone else’s notion of how the characters might
speak, and may be beyond the scope of a particular player.

o The situation in a script is not immediately apparent. The players may not
understand what is required of them until the whole of a scene has been grasped.

. Stage directions may indicate roughly where and when people move, but give little
or no indication of other means of non-verbal communication.

o Script requires considerable memory skills, both for movement and dialogue.

When beginning work with script it makes sense to keep it short at first, and gradually
build confidence. A bridge between improvisation work and script can be made by the
use of smuggled lines. On slips of paper, write a number of somewhat strange
sounding lines:

. I went on holiday to Egypt and fell off a camel
o Remember that windy day last week? Well I was blown right over the fence!
o I found a front door key in a loaf of bread.

Have enough lines for each member of the group, and a few spares. In pairs, ask the
players to invent a conversation into which they “smuggle” the line so that it can not be
detected by the rest of the group as audience. The players therefore have each to invent
a context which explains the strange line, and makes it appear natural. A common
strategy is for players to include equally bizarre ideas of their own as decoys, which all
adds to the invention and enjoyment.

A development of this is to present each pair with six lines of dialogue which must be
used somewhere in an improvised scene, though not necessarily consecutively. The lines
should give some indication of a situation, but be sufficiently open ended to allow the
players to include them in a number of ways:

That's what you always say. It's never your own fault.
There’s no need to turn this into an argument.

How can you possibly say that after all I've done for you.
Money, money, money. That's all you think about.

Oh please! Spare me the sermon!

But I saw you. With my own eyes!

S hwWN =

Move from single lines of dialogue, to consecutive “chunks” which might appear at the
start, middle or end of a scene. Ask students to write short pieces of script for other
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players to use, and if they deliberately make them too bizarre or difficult, make them to
use them themselves. Adapt short pieces of dialogue from prose, use snippets from
plays, look through comic strips, magazines, newspapers, transcribe extracts of dialogue
from films or television. A store of useful material can be built up fairly rapidly. The
“chunk” provides information and clues about the situation which can be developed
through improvisation.

A further useful step is to demonstrate how the same set of words can be interpreted in
a completely different way, simply by altering the expression with which they are said, or
by the body language which accompanies them. The Way You Say It provides an
example of the first in the script section of the materials. To demonstrate how body
language can completely supersede the words, ask a (confident) boy and girl to play a
scene in which they talk only about the weather, but in which he gradually draws closer
to her, and isobars are the last thing on his mind.

Monologues allow players to develop skills independently, particularly their ability to
relate to an audience, rather than to other players. A monologue can be used as a device
for a character to “think aloud” in a somewhat artificial way, in which case the audience
eavesdrops on the character's thought processes. Alternatively a character may
acknowledge the audience as a kind of sympathetic listener to whom they openly relate
their “story”, or even be drawn into the action by being made to assume an imaginary
role. In the materials, In a bit of a pickle provides an example of the first “eaves
dropping” situation, Moll draws the audience in to hear her story, while Working the
crowd treats the audience as the customers around a market stall. Students can
usefully write and perform their own monologues, especially as “additions” to improvised
situations, when a character has the opportunity to account for their actions and to
develop our understanding of their motivation. A further useful device is for a
“narrator” (though this is an inaccurate word) to comment on the thoughts of the
characters in a scene directly to the audience, making them aware of the gap between
what might actually be said, and what is thought.

An obvious method to interpret a script includes the following stages:

1. Read through the script (in sections if it is lengthy) several times, in order to gain a
clear understanding of the situation, and the characters. Where and when is it
taking place, what is going on, who is involved?

2. Read through short extracts in the script in order to explore different types of
expression. What are the characters feeling at this point, and how would they
speak?

3. Block in movements for each character, using stage directions as the preliminary
source of clues, and then consider what else they might do, or where they might
move in order to support the dialogue at each point.

4. Improvise a version of the scene without using scripts, but keeping to the same
general structure of the text.

Each character should memorise their own dialogue, their movements, and the important
cues provided by other players. Identify stages in the text where the script takes a
different direction, or introduces a change of subject, since these are important
moments, and if forgotten may cause the scene to founder.
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Using space

Effective use of space is vital when considering how drama communicates since it is a
live, three-dimensional form. An empty space can become whatever, wherever and
whenever the players wish. The creation of this illusion does not depend upon filling the
space with a great deal of paraphernalia, in fact the opposite is generally the case. Only
add to the space those things which are essential for a particular effect; keep the space
uncluttered and simple.

The definition of entrances indicates at once what kind of a space this is. Consider where
the players might enter and leave a scene which is set in:

Open moorland
An alleyway

A sitting room
A palace

The moorland has few if any restrictions, and leaves the characters open to the
elements. If the alleyway has a single way in and out, this immediately establishes its
confinement, and introduces a sense of unease, of threat so that it may be necessary
during the course of a scene for characters to discover alternative exits, by climbing over
a fence, for example. The size, shape and number of entrances to the sitting room
determines the kind of house the action is taking place in, which in turn indicates the
social class and culture forming the background to the scene. The positioning of the
entrances in a palace indicate the formality, the symmetry of the place, and help
establish the rituals of entering and leaving.

It can be difficult for characters to enter or leave a scene, as in the example of the
alleyway above. The difficulty may be a physical one, such as a prisoner attempting to
escape from his cell, or a teenager arriving home late attempting to climb in through a
window. Alternatively, other characters may block the entrance for some reason,
denying the player access or exit, for example a bouncer at a night-club, the doorman of
a posh hotel, a teacher in a classroom, a guard at the castle gate. In these cases the
entrance becomes an important aspect in defining the situation which is taking place
between the characters.

For these reasons, it is important that all players are clear what the space is, and where
the entrances are, as a pre-requisite to any scene, since these define the boundaries of
the action.

The use of different levels adds the third dimension to creating this sense of place. Here
also, the players should be aware of the possibilities in the use of levels. The classic
example of this is the balcony scene in Romeo and Juliet where the lovers are both
physically separated, and kept apart by the families’ feud. Moreover, a character on a
higher level can:

. Demonstrate power and superiority (a judge’s bench)

o Talk or show themselves to those below (a platform or stage)

. Observe those below, without being seen

. Hide, escape, or protect themselves from those below
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And of course, a fall from this position of superiority can reinforce a similar fall in status
for a character. Levels are perhaps not so easy to make use of as entrances, since there
has to be some actual way of constructing them easily with blocks of some kind, but
skilled use of levels can add a whole new range of dynamics to a scene.

Furniture and props provide the final elements in this consideration of the use of space,
and here again, less is better than more. Only make use of furniture or props which are
absolutely essential. For example, the use of a table to indicate the authority of one
character interviewing another is valid since it physically separates them, whereas the
need for an actual television in a scene where a family is viewing probably isn't, provided
the players agree where the TV is, and glue their gaze in that direction accordingly.

There is generally even less need for props. Most things can be conjured up out of thin
air by skilful use of mime. In the Jack and the Beanstalk materials for example, it is
much more effective to collectively imagine the stalk, and to react accordingly, than to
produce a wispy prop which would never convince anyone.

Once the actual physical properties of the scene have been purposefully established, the
key to the use of space depends upon the positioning of the characters within a scene in
order to indicate the relationship between them. The elements to consider here are:

Awareness
Closeness
Movement
Status

Characters might be unaware of each other (a burglar hiding in a room), deliberately
ignoring each other (family members after a quarrel), or intensely aware of the other
person (boy sees girl sees boy across a disco floor). Similarly their closeness might
indicate intimacy at one end of the scale, or a threat at the other.

Movement shows the emotional state of a character, or the need to hurry. The agitation
of a moving character can form an interesting contrast with the stillness of another,
showing how each is perceiving the situation in differing ways. Status, and the ideas of
power, authority and control which accompany it, can be shown by the physical level of
each character, for example when one character is standing, and the other is sitting. It
does not necessarily follow, however, that the standing character has the advantage.
Take for example, a student standing in front of a Headteacher who is sitting behind a
desk.

All these aspects of the use of space are best explored in the course of work in progress,
by inviting players to change any of these elements in a scene, and being aware of the
differences this makes.
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Presenting work to an audience

There is no substitute for presenting a piece of work to a real audience since this will
understandably increase the players’ concentration. Most often the audience is likely to
be other students in the same group. On these occasions, the audience can show its co-
operation with the players by the concentration with which they watch the work, and by
their supportive suggestions and evaluations afterwards. A simple technique is to ask the
members of the audience for three things they liked about the piece, and one suggestion
on how it might be improved. Negative comments should not be accepted.

Elementary stagecraft skills require that the players should be both seen and heard.
Experiment with different arrangements of audience and players, both in the round, and
face on, and discuss the relative advantages or drawbacks to either setup. If performed
fully in the round, for example, at some point in a scene the players will have their backs
to some part of the audience, whereas a prime disadvantage of performing face on is the
somewhat unnatural “side on” positions players may adopt in order always to be seen.
Similarly, players can be shown whether they are being heard by the simple expedient of
asking the members of the audience to raise a hand if ever the dialogue becomes
inaudible.

Presenting a piece to an invited audience other than their peers offers students the
opportunity to consider the suitability of the content of the drama, its length, and the
language which should be used. Children’s theatre is an obvious example (see Jack and
the Beanstalk). If a well known story is chosen, emphasis is placed upon dramatising
the narrative rather than inventing it, in language appropriate to young children,
providing also some clear opportunities to invite audience participation of the traditional
“he’s behind you!” type.

This skill in relating to an audience is important, and places emphasis upon a key element
to establish, the Focus of a scene. Sometimes, it does not matter if there is no real
focus in the work. Take a beach scene in which players have been asked to produce
small pieces of movement showing holidaymakers enjoying themselves. As in real life,
this can be a fairly haphazard arrangement. However, if attention needs to be drawn to
a particular piece of action in the scene, the rescue of a bather for example, then the
focus of the scene should shift towards that event, and all the players should contribute
towards it, even if only as spectating bystanders. Focus becomes more obviously
important when performing to an audience, since they can rarely concentrate fully on
more than one thing at a time. At its worst, misunderstanding of the importance of focus
is shown by players who deliberately upstage the action of others, or who “play for
laughs” to an audience when this is detrimental to the whole piece. Some might say this
is a reason to avoid performing drama to an audience, if it encourages this type of
“showing off”. Personally, I do not see how students can learn not to do this, if they
never have the opportunity to learn how it can hinder the success of a piece.

A final consideration of the value of performing to an audience is that it invites students
to think about the composition of their scenes, in a pictorial sense. How does it look on
stage? What is the relation of one player to another? This reinforces consideration of the
use of space described above, so that drama becomes a kind of moving sculpture to the
eye, as well as a story to the ear. One method of demonstrating this is to make use of
tableaux or “slide show” pieces. In a group of four or five, the players invent a simple
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story which might be told in pictures. Wedding photographs, holiday snaps, day trips, or
comic strip stories about super-heroes, sports or romance magazines. One of the group
acts as narrator, while the rest of the group “freeze” into the frames of the story,
changing each picture together upon a given cue. Freezing the action in this way forces
the players to consider the composition of each frame, so that its meaning can best be
understood by the audience. The players become a kind of human storyboard of the
action.

Giving the work shape and form

Many of the issues concerning the use of space, and presenting work to an audience, will
require students to consider the ways in which an exploratory piece can be turned into a
piece of “polished” work. Here are some other simple guidelines to follow:

o Begin with something which will grab an audience’s attention, but is not the most
dramatic moment of the piece. Save this for later, the climax of the work.

. Make sure that there is sufficient exposition so that characters, relationships and
situations are clearly defined.

o Avoid repetition, particularly in the dialogue. If it doesn't move the scene on, or
introduce something new, then leave it out. Practise this by limiting the number of
lines a character can say, or the time a scene can take.

o Decide when each character enters or leaves the scene, remembering that all the
players do not have to be involved at the start, nor remain until the finish. Illustrate
this, by working on scenes which by necessity require characters to enter at
different stages. For example, late at night two anxious parents await their teenage
daughter, who tries to sneak quietly back into the house with her boyfriend.

And finally....

With regard to this look at how skills might be highlighted and practised, it is worthwhile
remembering that the final end of learning a skill is to use it for a good purpose. These
activities should enhance the work the students take part in; indeed work can frequently
develop from them. At all times, try to ensure that learning points are clearly established
(and revised) between games, exercises and activities, and the ideas that your students
are exploring in their work. It is to these ideas, the second element of our lesson
content, that our attention can now turn.
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Ideas: All the W's

Defining situations

Journalists have a very simple system for defining how to write a story based on “all the
WISII:

Who?
What?
When?
Where?
Why?

Analyse any story in a newspaper, and it is clear that most articles follow this order
because it has a simple logic: “Begin with the most obvious information first, then
explain how the pieces fit together”. No story can take place without these five
elements, so they provide a useful place to start, and an easy list of pointers for students
to pick up on.

Who?: Characters

The skills required to invent and present a character have already been mentioned. Our
concern here is with the ideas, the information which is needed to flesh out a character
so that there is a background history which helps to define where this person is coming
from in both a social and a personal sense.

Defining a character

An activity which helps students draw up a list of the things which it may be helpful to

know about a character works like this:

o Prepare a number of A4 size labels, each of which has written on it the name of a
well known character, from television, music, sport, literature or history.

e  These can range from Napoleon to Little Red Riding Hood, but should be
characters with whom your students will be familiar.

o There should be one character label for each student, as these are to be attached
(with cellotape) to their backs.

o It is important that the name on the label is not seen by the student who receives it
since the activity works by means of trying to discover who you are.

e  When all the labels are attached (and you may wish to ask the students to prepare
a label for yourself), the rules of the game are explained as follows.

o Each player is to find out who they are by asking questions of the other players
which can only be answered with a Yes or a No. This is most important (since
otherwise the obvious question to ask would be “Who am I?”).

The questions will probably include some obvious ones such as:

Am I female?

Am I young?

Am I rich?

Am I still alive?

Do I live in this country?
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These questions lead to further “sub-questions” which narrow down the search from a
Yes answer:

Am I older than fifteen?
Am I a millionaire?

Did I live 500 years ago?
Do I live in this town?

As the search for the identity continues, the questions are likely to become more specific:

Am I a singer?

Am I a popular singer?

Have I got a single in the charts at the moment?
Do I sing with a group?

When the game has run its course and everyone knows their identity, it is important that
the teaching points it produces are clearly defined. In groups, ask the players to make a
list of the questions which were asked, and to classify the questions together under
suitable headings. These lists can then be brought to a whole class discussion where a
composite list is made. The intention it to produce a series of parameters which help to
define characters, and will probably be something like this:

Age

Sex

Social class / Wealth
Job

Clothes

Success / Talents
Family

Good points
Weaknesses

The game therefore helps students to see the information which we use in everyday
situations in order to “get to know” someone, and which can be transferred to the
invention of their own characters. A useful follow up exercise might be to ask students
to produce a wall chart which presents these ideas, and which when displayed, is a
continual reminder of their importance.

There are numerous follow-up activities which can be built into the development of

character until they become an expected part of the procedure. Hot seating is one of

the most popular of these:

o Working in groups of up to four, each player takes the hot seat in turn.

e  The other players bombard the hot seater in turn with any question which comes
into their head.

o The hot seater answers in role without pausing, or giving a great deal of thought to
the response.

e At the end of two or three minutes, the hot seat changes, and the next player has
their turn.

o At the end of the session, the players discuss the answers they made, deciding
which answers to keep as part of their character’s personality, and which to discard.
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Gossip is a similar device, though on this occasion, the other players talk about the
character in focus, building up a previous history of the person, with the added attraction
that they are also establishing a series of attitudes at the same time. When the gossipers
have had their say for a minute or so, allow the character (who has obviously been
listening) to join into the discussion, and to challenge the things which have been said.
This begins exploration of conflict and relationships which will be discussed in the
next section.

Role cards can be used to provide information about a character, and to indicate the
situation in which they find themselves. It is probably best to restrict the information on
the card so that it is not overwhelming, providing starting points rather than being a
description of a finished character to which the player must adhere. Invite the students
to make up their own role cards when they have explored their characters using hot
seating or similar techniques.

Photographs, pictures and cartoons are fertile sources of starting places, as are

costumes and props:

o Prepare a large box containing enough pictures, items of clothing or props so that
there is at least one for each player.

o Sit the whole group in a circle, and invite each player in turn to take a dip into the
box and to choose an item, preferably without being able to see what they are
getting.

o Use a series of questions to explore who might be shown in the picture, or might
wear or use the item.

The answers the whole group comes up with defines the nature of the character the
player must present. This can lead in some imaginative directions, for example if a boy
emerges from the dip with a handbag it not only produces the obvious fun, but can be
pursued further:

Why would a boy have a handbag in his possession?
Whose is it?

Has he stolen it? Found it?

What if someone thinks he’s stolen it, when he hasn't?

Here, the exploration has moved on from simply trying to define a character towards
developing the situation itself, and this is what we turn our attention to next.

What and Why? : Sparks, conflicts and relationships

Dramatic conflict

Classical ideas about drama focus upon a central conflict between two characters (or
groups of characters) the protagonist, and the antagonist. This is still a very useful
concept, since the problem inherent in any situation can readily be described in these
terms, helping to provide a clear focus upon “What is this scene about?”. The reasons
behind the situation, the “Why did this happen?”, are obviously inextricably linked.

The actions and reactions of the characters are governed by the relationships between
them, and their attitudes towards the conflict, in its most basic sense as a kind of “Whose
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side are they on?”. “What?” and “Why?” are therefore the central questions towards
defining a situation, and the govern both the action and the relationships of the
characters.

An example will help to make this clearer. The first step is to identify what the conflict in

a situation actually is. Consider the action of Romeo and Juliet:

e This play has a very obvious conflict between the two houses, the Montagues and
the Capulets.

. However, this is not the real conflict, the dramatic conflict in the play, as is shown
by the fact that Shakespeare does not tell us anything about the cause of the feud,
nor seem interested in doing so.

o The real conflict is between those who wish to perpetuate the feud, and those who
wish it to end.

. The protagonists include Romeo, Juliet, the Prince, Friar Lawrence and Benvolio.

e The antagonists are Lords / Ladies Montague and Capulet, and Tybalt.

o This leaves an interesting pair whose involvement and attitude fluctuates, Mercutio,
and the Nurse.

o The key incident in the play is the death of Tybalt, since at this point, Romeo
(briefly) joins the antagonists, creating a dilemma for Juliet in the mixture of her
emotions.

e The death of the lovers resolves he dramatic conflict by bringing an end to the feud,
its cause.

Cycle of choices

At any stage in the play, the effect of the dramatic conflict upon a particular character
can be observed, a kind of snapshot of their dilemma. Romeo’s involvement in the action
might be described like this:

o At first he is disinterested in the feud due to his infatuation with Rosaline, and
therefore is not involved in the dramatic conflict in the play.

o He becomes entangled into events by going to the Capulets’ banquet, both by
meeting Juliet, and enraging Tybalt.

. He attempts to disassociate himself from the feud by ignoring Tybalt’s challenge
following his own marriage to Juliet, but these peaceful attempts to resolve the
conflict are unsuccessful.

. He becomes fatefully embroiled by killing Tybalt out of a sense of grief, guilt, and
revenge for Mercutio’s death.

o Following this point, his fate is largely decided by chance, and his reliance upon
others, notably Friar Lawrence. After hearing of Juliet’s “"death” he chooses to kill
himself also.

Conflict presents both the protagonist and antagonist with a dilemma: What to do next?
The characters have a number of choices of possible action. What they choose to do
become defining moments in the development of their character, and why they choose to
do it defines their motivation. Their actions inevitably crea