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A Level Transition Pack

WEEK 1 – READ THROUGH AND COMPLETE TASKS WITHIN ‘THE IMPORTANCE OF DRAMA’ AND ‘PREPARATION TASKS’
The importance of Drama:
View and consider these videos from Pearson which outline the pleasures and skills to be gained from further study of Drama.
https://www.youtube.com/watch?v=q3DGHtpuV28 
https://www.youtube.com/watch?v=iZknti9f-Oc 
And the value of theatre itself?
https://www.youtube.com/watch?v=nXldtQOyMFs 
https://www.youtube.com/watch?v=206olNq6g6A 
The following videos introduce you to a range of career opportunities in theatre.
https://www.youtube.com/playlist?list=PLJgBmjHpqgs5SvR8xSnvuHcFTbDl_hta6 
Specification in brief:
Component 1 – Devising (40%) – practical and written/oral
· Devise an original performance piece.
· Use one key extract from a performance text and a theatre practitioner as stimuli.
· Centre choice of text and practitioner.
· Performer or designer routes available.
· Portfolio (either written or spoken) = 60 marks; Performance = 20 marks
Component 2 – Text in Performance (20%) – practical 
· A group performance/design realisation of one key extract from a performance text.
· A monologue or duologue performance/design realisation from one key extract from a different performance text.
· Group performance = 36 marks;  Monologue or duologue = 24 marks
Component 3 – Theatre Makers in Practice (40%) – written exam 
· Section A: Live Theatre Evaluation
20 marks: Students answer one extended response question from a choice of two requiring them to
analyse and evaluate a live theatre performance they have seen in light of a given statement.
· Section B: Page to Stage: Realising a Performance Text (MACHINAL by Sophie Treadwell)
36 marks: Students answer two extended response questions based on an unseen extract from the
performance text they have studied. Students will demonstrate how they, as theatre makers, intend to realise the extract in performance. Students answer from the perspective of a performer and a designer.
· Section C: Interpreting a Performance Text (THE TEMPEST by William Shakespeare)
24 marks: Students will answer one extended response question from a choice of two based on an
unseen named section from their chosen performance text. Students will demonstrate how their re-imagined production concept will communicate ideas to a contemporary audience. Students will also need to outline how the work of their chosen theatre practitioner has influenced their overall production concept and demonstrate an awareness of the performance text in its original performance conditions.

Programme of study (Year 12):
	
	Year 12

	Autumn 1
	Team building + baseline assessment

Component 1 (Devising) Practitioners Introduction

	Autumn 2
	Component 3 Section C (Interpreting a Performance Text) ‘The Tempest’

	Spring 1
	[bookmark: _Hlk19019523]Component 3 Section A (Live Theatre Evaluation) 

	Spring 2
	[bookmark: _Hlk19019603]Component 3 Section B (Page to Stage) ‘Machinal’

	Summer 1
	[bookmark: _Hlk19019780]Component 1 (Devising) Structure & Development

	Summer 2
	Component 1 (Devising) Structure & Development



Preparation tasks:
· [bookmark: _GoBack]The best preparation is to become as familiar as possible with the sheer range and potential of live theatre. Theatre-going at this point is impossible with the limitations imposed by Coronavirus. However, the National Theatre is offering you access from home to a great range of its recorded productions. The website address is: https://www.dramaonlinelibrary.com/series/national-theatre-collection-iid-190464 
This is a rare opportunity that will not necessarily be available after this period of lockdown. So make the most of it!
Here are your log-in codes:
Username: 2Sw!7Hl'

Password: 4Gi.2Jx&
Of the selection available, the following productions have supporting videos which should extend your awareness of both background and genre.
Antigone (ancient Greek tragedy):
https://www.youtube.com/watch?v=gjrcNUOS2bc&list=PLJgBmjHpqgs7TVOYAmrHu1JaAcf6sA_rd 
Frankenstein (Gothic horror):
https://www.youtube.com/watch?v=E4p96vqI3zA&list=PLJgBmjHpqgs5ipC8HNDSCoodtt_s0JtGL 
Hamlet (Shakespearian tragedy):
https://www.youtube.com/watch?v=OcoHJWdETnw&list=PLJgBmjHpqgs6KHxV6Nu5BPpHTh-fT1F5T 
Jane Eyre (Devised work):
https://www.youtube.com/watch?v=7mJ02mSvbEM 
https://www.youtube.com/watch?v=j_CgP6eLF1A 
One Man, Two Guvnors (Commedia dell’Arte):
https://www.youtube.com/watch?v=XzqcRwWVv8k&list=PLJgBmjHpqgs6WHi1g0FW7Tdf3ejvWbcL0 
https://www.youtube.com/watch?v=h_0TAXWt8hY&list=PLFB7C0BBCDCE9B8A9 
Othello (Shakespearian tragedy):
https://www.youtube.com/watch?v=jyoCIwJn9Ic&list=PLJgBmjHpqgs5wXwlfECRu-9bcLtoYSPKI 
Twelfth Night (Shakespearian comedy):
https://www.youtube.com/watch?v=oVI4JBQOxeM&list=PLJgBmjHpqgs6O9FCpO4l3W-UER4b-_e_J 
· Get yourself particularly familiar with our set plays. Here is a link to an online version of ‘The Tempest’:
http://www.shakespeare-online.com/plays/tempscenes.html 
A copy of Machinal is available on request.
WEEK 2 – READ THROUGH AND ANSWER ANY QUESTIONS THAT ARISE IN ‘RESOURCES’ SECTION
Resources:
Background and interpretative activities relating to ‘The Tempest’ – aim for Level 3 – 
https://www.rsc.org.uk/shakespeare-learning-zone/the-tempest 

Shakespeare’s theatre – 
[image: London's Bankside c.1630. Theatres from left to right are the Swan ...]
Playhouses
There were two different types of playhouse in London during Shakespeare’s time. There were outdoor playhouses, also known as ‘amphitheatres’ or ‘public’ playhouses, and indoor playhouses, also known as ‘halls’ or ‘private’ playhouses. These were very different theatres that attracted different types of audiences.
Where was the first playhouse built?
The first playhouse, the Red Lion, was built in 1567 by John Brayne. He converted the Red Lion Inn, in Stepney, outside the city walls. There is little evidence of how successful it was, but the demand must have been there, because many more playhouses opened between the 1570s and the 1620s.
Where were the next playhouses built?
In 1576 Brayne and James Burbage built the Theatre, just outside the city walls. Burbage was an actor with the Earl of Leicester’s Men, who played in the Theatre for its first two years. Newington Butts theatre was built to the south in the same year. In 1577 the Curtain was built near the Theatre. After this, five more theatres were built and companies also performed regularly in the yards of several London inns. Not all theatres had performances of plays regularly and some theatres were also used for other types of entertainment.
Why build playhouses south of the Thames?
Playhouses drew big audiences, but they were not popular with everyone. The officials who ran the City of London thought that playhouses were noisy and disruptive, and attracted thieves and other ‘undesirable’ people. So people built playhouses on sites outside the control of city officials. This meant outside the city wall, in most cases. The south bank of the River Thames was outside the city and already had animal baiting arenas, brothels and taverns where people could buy food and drink. So people already went there for entertainment.
Did you know?
Shakespeare’s company played at the Theatre, the Curtain and then the Globe. They also played at Court for Queen Elizabeth I and then later for King James I, toured and (after 1609) during the winter played at the Blackfriars indoor theatre.
Building Materials
Most playhouses had a brick base with timber-framed walls. The gaps between the timbers were filled with sticks, hair and plaster. The roofs were made from thatch or tile.
Can you find out what happened to the first Globe theatre in 1613? What was the roof of the second Globe made from?
What did the outdoor playhouses look like?
All outdoor playhouses had:
• a central yard that was open to the sky;
• a raised stage sticking out into the yard;
• a roof over the stage, which was called ‘the heavens’, although the first Rose theatre (1587-92) may not have had one;
• a tiring house behind the stage with a backstage area, where actors dressed and waited to come on. Above this were lords’ rooms, rooms for storage, and a room level with ‘the heavens’ to work the special effects from;
• galleried seating all around the yard, on several levels, which was roofed.
Who built playhouses?
Playhouses were sometimes built by businessmen who saw the rising popularity of the touring acting companies that played in the yards of inns and other open spaces around the city. They had money to spare, while the acting companies did not. So a businessman leased some land, built a playhouse and leased it to acting companies for a set number of years. The company paid the playhouse owner a share of the takings; usually half the income from galleries.
Indoor Theatres
Indoor theatres grew out of temporary theatres in existing buildings set up for private performances; but they were open to the public and charged an entry fee. The first permanent indoor theatre (St. Paul’s) was built in 1575 and the next (Blackfriars) in 1576.
How were they different to outdoor playhouses?
Indoor theatres were:
• smaller than outdoor playhouses, holding about 500 people, not thousands.
• built inside an existing building, so not open to the sky.
• more expensive (ranging from 6d to 2s and 6d), compared with open yard standing (at 1d) as in outdoor playhouses.
• lit by candles as well as daylight through the windows.
Who acted in indoor theatres?
Until 1609 the indoor theatres were used by boy companies. Adult companies played at the outdoor playhouses. The boy companies grew out of choir schools and other schools that performed privately. They were made up of boys of any age between seven and their early twenties. They usually played just once a week, rather than almost every day, as the adult companies did. The audience was thought to be more educated and richer than a outdoor one. Scholars used to think indoor theatre plays had more music, more small, sparkly props such as jewels and pearls, and more speeches than action. Plays written for the boy companies (e.g. Cynthia’s Revels, written by Ben Jonson in 1600) certainly did. When the King’s Men (the adult company Shakespeare was part of) used both the Globe and the Blackfriars, they played some popular plays in both theatres.
Creature Comforts
Just as in an outdoor playhouse, indoor theatre audiences could sit on cushions for the seats. They could also buy food (usually apples or nuts) and drink (water or bottled beer).
Did you know?
In 1596 James Burbage leased a building and built the Blackfriars indoor theatre. He wanted his adult company to play there. Local residents complained so much, that he was refused permission. He rented it out to a boys’ company in 1600, but kept trying to get permission for his company to use it. After objections were not upheld he got permission in 1609.
Background information on Machinal
https://almeida.co.uk/index.php?option=com_docman&view=download&alias=644-machinal-resource-pack&category_slug=participate&Itemid=133 
Key practitioners studied during the course:
Bertolt Brecht –
Aims and Intentions
Bertolt Brecht saw Theatre an active instrument for social and political change. Brechtian theatre aims to instruct and educate. Brecht was a poet, director and playwright and through his theatre practice he wanted to encourage audiences to reject the idea that their lives were predetermined and impossible to improve.
Brecht evolved what became known as ‘epic theatre’ and this style of performance was in ideological opposition to the theatre of emotion under Stanislavskian rule. Brecht wanted the audience to question and become critical observers rather than passive audience members. His intention was to destroy illusion and reveal truth through action. Brecht often referred to his audience as ‘jury-like’ as he wanted his audience to consider, reflect and make judgements. One of the main ways in which he made this possible for audiences was by interrupting the action and developing a sense of empathy for characters and their situations.
Brechtian theatre aims to distance the audience. It uses non-naturalistic theatrical conventions to create what he referred to as the ‘Verfremdungseffekt.’ Often referred to as ‘distancing’ or ‘to make strange’. Brecht wanted his audiences to ‘look again’ at something familiar and therefore juxtaposition, contradiction and montage were often at the heart of his productions. Through distancing his audiences, Brecht was able to get his audiences to both watch, understand and think. He also wanted to make his audiences laugh and saw Spass (fun) as a great tool to make his audience critical.
Brecht reminded the audience the performance that they were viewing was a construct, not a reality, and that as with reality, it is open to change. As a result, he was keen to show the ‘mechanics of theatre’ to his audiences.
Key Features of Brechtian Methodology
· Stage pictures clearly communicate characters/themes/situation.
· Contradiction/juxtaposition/dialectical approach to distance the audience.
· Episodic/non-linear/use of montage.
· Character names often reflect status / social type.
· Use of third person speak/use of narration to distance the emotion of the scene.
· ‘Dual capacity’ – actors and characters are revealed to the audience.
· Use of music/song/cabaret/spass (fun).
· Use of a ‘half curtain’/actors change costume on stage/machinery on display.
· Interrupting the narrative fluidity of the production.
· Minimal set design/use of placards and signs
· Adapted parables/stories to explore political/social contemporary issues.
· Gestic acting style/presentation acting/multi-role characterisation.
· Costume as representative/visual shortcuts to characterisation/attitude.
https://www.youtube.com/watch?v=62-gYcO6jrY 
Jerzy Grotowski –
Aims and intentions
Jerzy Grotowski was a theatre director, educator and creator of acting methods. He was born in 1933 in Rzeszów in Poland and died in 1999 in Pontedera, Italy. He is considered to have been one of the great reformers of 20th century theatre.
He was known for his intense actor training in Poland in the 1960s and 1970s.
Jerzy Grotowski and his small groups of actors were known for experimenting with many different aspects of theatre: spiritualistic, ritualistic and physical and also the nature of role and the relationship between actor and spectator. His acting system is probably the most complete approach to role since Stanislavski.
He invented the term 'Poor Theatre': a style of performance that got rid of all extraneous parts of theatre. This meant there were no lavish costumes, complicated props or detailed sets.
Relied on skill of actors and required only a few props.
Grotowski enjoyed working in unconventional spaces. He liked the audience to be all around the performance area or in amongst the actors.
He used the physical skill of his performers rather than costumes and minimal props to become other significant objects; building on Brecht's thoughts and ideas on performance.
Key Features of Grotowski’s  Methodology
· Main influences: Brecht, Stanislavsky and Meyerhold.
· Focused on actor training and probably most intensive actor training since Stanislavsky
· Poor Theatre gets rid of excesses of theatre
· Opposite to commercial theatre - the complete antithesis of the star-led shows you often see in the West End
· Grotowski believed theatre could never compete with television and film so it shouldn't attempt to
· The majority of Poor Theatre works never made it to performance
· The ones that did were performed only once to a very small audience
· The word 'paratheatre' is often used in relation to Grotowski - 'para' meaning 'beyond'
· With 'paratheatre' Grotowski experimented with actors in training programs and other non-performed pieces.
https://www.youtube.com/watch?v=-ScsvWtMZWo 
Punchdrunk –
Aims and Intentions
Punchdrunk’s work reimagines the possibilities of performance. There are many ways to describe experiences that take place in non-traditional theatre settings including ‘immersive’, ‘promenade’, ‘site-specific’ but Punchdrunk primarily describes its work as ‘site-sympathetic’ as work is created in response to the architecture and atmosphere of a space.
Punchdrunk is well known for its epic mask productions, however this represents only one of the company’s forms of work. The breadth of Punchdrunk’s work is much broader and can loosely be categorised into three forms: mask, radical promenade and enrichment.
• Mask show is shorthand for the large-scale mask productions where the audience experience a world constructed within a vast building and storytelling is told through a distinctive looping narrative.
• Radical Promenade reinvents traditional promenade theatre where audiences are led around spaces. In Punchdrunk’s radical promenade the audience are given a role. Work is heavily scripted but there is direct interaction with the audience as they are crucial in helping the characters complete a mission or task.
• Enrichment work takes Punchdrunk’s innovative practice into schools and communities with the same commitment to exemplary design and performance that defines large scale shows for adults. Similarly to radical promenade the audience are given a clear role and they interact directly with the characters. Books are often used as a starting point when creating the narrative.
Every Punchdrunk show is crafted through the orchestration of multiple and multisensory theatrical elements including lighting, soundscape, design and special effects all conceived to leave the audience feeling ‘punch drunk’.
Designers use a cinematic level of detail to immerse audiences in the world of the show. Every design element from dressing to use of objects are ‘touch real’ and carefully considered in relation to specific characters and the overall narrative.
Punchdrunk aims to reinvent the theatre experience for audiences who are often ‘turned off’ by traditional theatre. Punchdrunk are appealing to a video-gaming and experience hungry generation with their multi-sensory and interactive approach.
One distinctive feature of a mask show is a One-on-One: a mini performance for one audience member at a time. The audience member is encouraged to remove their masks, and this is the only time they are ‘seen’ by the character. Audience members usually leave one-on-ones with a gift or memento to remind them of their interaction.
Key features of Punchdrunk Methodology
· Punchdrunk always puts the audience at the centre of their work, rejecting the traditional understanding of the audience’s role as passive.
· Productions take place in unconventional spaces: warehouses, across cities, tunnels, museums.
· The audience is always given a clear role: perhaps a ghostly observer hidden behind a mask, or an adventurer with a feeling of agency and a mission to complete.
· Multi-sensory production values using light / sound / smell / touch / taste to awaken all the senses.
· In large scale mask shows a nonverbal language, gesture, movement motif and physical theatre is used. By freeing the narrative from spoken text the audience are encouraged to enter and leave scenes when they wish.
· Mood & Atmosphere central to audience experience.
· There is no distinction between performance space and audience space. Audiences are encouraged to make their own journey to discover the narrative and action.
· As the name suggests, in a mask shows audience members wear masks. The masks provide anonymity, prevent communication between audience members, and show a distinction between audience members and the audience.
https://www.youtube.com/watch?v=6ktpes0qMZ0 
Research tasks: 
Using the Chart below, research and fill in basic information about the Theatre Histories, Styles and Practitioners listed. This will form part of your Drama folders and aims to give you an initial overview of these key areas of Drama and Theatre Studies. The section, “Detailed Example of one rehearsal or performance technique used”,  will be used during Year 12 lessons, over the  year, so please make sure you have practical examples to use/share.
WEEK 3 – COMPLETE RESEARCH ON EACH THEATRE TRADITION, STYLE OR PRACTITIONER LISTED IN TABLE BELOW. USE THE WORK YOU HAVE COMPLETED OVER WEEKS 1 AND 2 AS SOME OF YOUR MATERIAL.
	Theatre History/Style/
Practitioner
	Time Period/
When Working?
	Basic Principles/
Intentions
	Detailed Example of one rehearsal or performance technique used
	Interesting Points
	Links

	Greek theatre



	
	
	
	
	

	Elizabethan theatre


	
	
	
	
	

	Commedia dell’Arte


	
	
	
	
	

	Melodrama



	
	
	
	
	


WEEK 4 – COMPLETE RESEARCH ON EACH THEATRE TRADITION, STYLE OR PRACTITIONER LISTED IN TABLE BELOW. USE THE WORK YOU HAVE COMPLETED OVER WEEKS 1 AND 2 AS SOME OF YOUR MATERIAL.
	Theatre History/Style/
Practitioner
	Time Period/
When Working?
	Basic Principles/
Intentions
	Detailed Example of one rehearsal or performance technique used
	Interesting Points
	Links

	Naturalism



	
	
	
	
	

	Expressionism



	
	
	
	
	

	Constantin
Stanislavski


	
	
	
	
	

	Bertolt Brecht



	
	
	
	
	

	Antonin Artaud


	
	
	
	
	


WEEK 5 – COMPLETE RESEARCH ON EACH THEATRE TRADITION, STYLE OR PRACTITIONER LISTED IN TABLE BELOW. USE THE WORK YOU HAVE COMPLETED OVER WEEKS 1 AND 2 AS SOME OF YOUR MATERIAL.
	Theatre History/Style/
Practitioner
	Time Period/
When Working?
	Basic Principles/
Intentions
	Detailed Example of one rehearsal or performance technique used
	Interesting Points
	Links

	Jerzy Grotowski


	
	
	
	
	

	Augusto Boal



	
	
	
	
	

	Frantic Assembly


	
	
	
	
	

	Kneehigh



	
	
	
	
	

	Punchdrunk
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