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INTRODUCTION
This Delivery Guide has been developed to provide practitioners with a variety of 
creative and practical ideas to support the delivery of this qualification. The Guide 
is a collection of lesson ideas with associated activities, which you may find helpful 
as you plan your lessons. 

OCR has collaborated with current practitioners to ensure that the ideas put forward in 
this Delivery Guide are practical, realistic and dynamic. The Guide is structured by learning 
outcome so you can see how each activity helps you cover the requirements of this unit. 

We appreciate that practitioners are knowledgeable in relation to what works for them 
and their learners. Therefore, the resources we have produced should not restrict or 
impact on practitioners’ creativity to deliver excellent learning opportunities. 

Whether you are an experienced practitioner or new to the sector, we hope you find 
something in this guide which will help you to deliver excellent learning opportunities. 

If you have any feedback on this Delivery Guide or suggestions for other resources you 
would like OCR to develop, please email resources.feedback@ocr.org.uk. 

Unit 10 Classical theatre performance 

LO1 Understand the social, historical and cultural background of classical texts

LO2 Know the stylistic features of classical texts

LO3 Be able to rehearse a classical role

LO4 Be able to perform a classical role 

To find out more about this qualification, go to: http://www.ocr.org.uk/qualifications/
cambridge-technicals-performing-arts-level-3-certificate-extended-certificate-foundation-
diploma-diploma-05850-05853-2016-suite

Please note 

The timings for the suggested activities in this Delivery Guide DO NOT relate to 
the Guided Learning Hours (GLHs) for each unit. 

Assessment guidance can be found within the Unit document available from  
www.ocr.org.uk. 

The latest version of this Delivery Guide can be downloaded from the OCR website.

UNIT AIM
Classical theatre performance remains a staple of performance repertoire for the 
professional actor. The ‘classics’ are performed continuously in both the UK and around the 
world. It can be a tricky term to pin down but any study of the classics should start with 
Greek drama as this is where it all began. Where in history the definition should end is 
debatable but, generally, the rise of Naturalism and the subsequent fragmentation of style 
and genre is an acceptable moment, around 1885. However, for the purposes of this unit, 
the definition of ‘classic’ can embrace the later nineteenth century works of Ibsen, Chekhov 
and Strindberg.

The unit provides opportunities for you to become familiar with classical repertoire by 
applying research to performance. The substance of the unit is therefore a combination 
of theory and practice, with the ultimate aim of you being able to demonstrate your 
understanding of the key stylistic features of classical theatre both in performance and in 
your ability to analyse and evaluate performance effectiveness. Central to that research 
is the sociohistorical contexts which produced the distinctive performance features of 
the classical repertoire. Once this context is understood, you will be able to develop 
performances that are accessible to modern audiences by adapting and creating updated 
interpretations of your final chosen piece.

2016 Suite
•	 New suite for first teaching September 2016
•	 Externally assessed content
•	 Eligible for Key Stage 5 performance points from 2018
•	 Designed to meet the DfE technical guidance

OPPORTUNITIES FOR ENGLISH AND 
MATHS SKILLS DEVELOPMENT AND WORK 
EXPERIENCE
We believe that being able to make good progress in English and maths is essential to 
learners in both of these contexts and on a range of learning programmes. To help you 
enable your learners to progress in these subjects, we have signposted opportunities for 
English and maths skills practice within this resource. We have also identified any potential 
work experience opportunities within the activities. These suggestions are for guidance 
only. They are not designed to replace your own subject knowledge and expertise in 
deciding what is most appropriate for your learners.

 English    Maths   Work

mailto:resources.feedback%40ocr.org.uk?subject=
http://www.ocr.org.uk/qualifications/cambridge-technicals-performing-arts-level-3-certificate-extended-certificate-foundation-diploma-diploma-05850-05853-2016-suite
http://www.ocr.org.uk/qualifications/cambridge-technicals-performing-arts-level-3-certificate-extended-certificate-foundation-diploma-diploma-05850-05853-2016-suite
http://www.ocr.org.uk/qualifications/cambridge-technicals-performing-arts-level-3-certificate-extended-certificate-foundation-diploma-diploma-05850-05853-2016-suite
http://www.ocr.org.uk
http://www.ocr.org.uk/qualifications/by-type/cambridge-technicals/cambridge-technicals-2016/
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This unit (Unit 10) Title of suggested activity Other units/LOs

LO1 Timelines 
Historical periods: what do they know?
An introduction to Greek theatre
The English Renaissance 
The Restoration
Melodrama and soap opera

Unit 3 Influential performance 
practice 

LO1 Know the historical context of performance material 

Unit 5 Current issues in performing 
arts

LO2 Be able to plan and carry out research 

Unit 8 Performing repertoire LO1 Know the defining features of a repertoire 
LO2 Be able to develop skills required for a repertoire 
LO3 Be able to replicate key elements of repertoire 
LO4 Be able to perform from a repertoire 

Unit 9 Acting technique LO1 Understand the key influences in the development of acting technique 

LO2 The use of masks
Basic storytelling
Lazzi – visual jokes
Rstoration: The Fop
Melodrama and naturalism

Unit 8 Performing repertoire LO2 Be able to develop skills required for a repertoire

Unit 9 Acting technique LO2 Be able to develop a range of acting techniques 

Performer and audience Unit 2 Proposal for a commissioning 
brief

LO2 Be able to plan and develop a project from a commissioning brief

Unit 9 Acting technique LO2 Be able to develop a range of acting techniques 

LO3 Rehearsal 1: Know your group
Rehearsal 2: Performance language
Hot-seating

Unit 6 Improvisation LO1 Be able to use the skills and techniques of improvisation 

Unit 9 Acting technique LO2 Be able to develop a range of acting techniques

Rehearsal 3: Close reading – language and 
Shakespeare

Unit 8 Performing repertoire LO2 Be able to develop skills required for a repertoire

LO4 Physical expression
Vocal expression
Emotional investment
Physical embodiment

Unit 4 Combined arts LO4 Be able to evaluate combined arts

Unit 9 Acting technique LO4 Be able to evaluate own acting technique

Unit 10 Classical theatre 
performance

LO1 Understand the social, historical and cultural background of classical texts
LO2 Know the stylistic features of classical texts
LO3 Be able to rehearse a classical role

Warm-up 1: Speed run
Warm-up 2: Cues

Unit 12 Theatre directing LO3 Be able to conduct rehearsal processes

The Suggested Activities in this Delivery Guide listed below have also been related to other Cambridge Technicals in Performing Arts units/Learning Outcomes (LOs).  This could help with 
delivery planning and enable learners to cover multiple parts of units.

RELATED ACTIVITIES
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KEY TERMS
Explanations of the key terms used within this unit, in the context of this unit

Key term Explanation

Classical theatre Classical theatre essentially starts with the Greeks and ends with the rise of Naturalism. It is generally defined by a set of techniques and forms that can be notated 
and replicated. In this respect it is the same as classical music and ballet and may share some of the named periods and general characteristics: romantic forms for 
instance.

Contemporary 
audiences

The audience that is watching a play at any given moment in time, so we could refer to the ‘Shakespearian’ audience or the audience/participants in an early 
church engaging with a liturgical drama. Our own early 21st century audiences could be called ‘modern’ as well or ‘post-modern’. Contemporary audiences have 
specific demands and sensibilities; for instance they could be outraged by a play that challenges their views and they may demand a return to more ‘traditional’ 
forms. 

Engaging audiences All performance must engage audiences but the context of this unit places an onus on learners to engage audiences with classical theatre performance. 
This demands some re-interpretation or updating of the play to foreground those issues, themes or narratives that would have some resonance for a modern 
audience. Centres should note that this does not mean that the text itself should be changed; the whole point of the unit is that learners should take on the skills, 
knowledge and understanding to be able to perform the original text. But settings, overall design and directorial interpretations can, and should, respond to 
contemporary interests and concerns. 

Historical periods The styles and genres that define classical theatre do not always coincide with historical periods. Learners should be introduced to the definitions of these periods 
in a way that has some relationship to the theatre that is evolving within it. It is much more useful to refer to the English Renaissance rather than the ‘Tudors’ as this 
gives some descriptive context to the flourishing and changing theatre of the late 16th and early 17th centuries. 

Social-economic 
and historical 
contexts

‘The story of the theatre is one of rebellion and reaction’ (Styan, Modern Drama in Theatre and Practice 1). This quote illustrates the way in which the context of a text 
or style is integral to the way it developed and flourished. Playwrights and practitioners are influenced by and susceptible to the events of the time in which they 
lived. Sometimes they will actively rebel against the prevailing political and artistic structures and help form new ones, and at other times they will react and adapt 
to fit in and exploit the new forms, but in any event they are never working in isolation from external influences.

Generally there is a pattern of new forms emerging and being slowly (or sometimes quickly) assimilated so that they become established themselves and 
therefore become the basis of further rebellion. Sometimes there is a clear moment of change, often embodied in a single person or political event; sometimes 
the change can be more subtle and evolutionary. Usually it is the combination of factors that initiates a new form emerging. This context needs unpacking and 
analysing to determine why a piece of classical theatre took a specific form or style.

Interpretations Anyone working on an existing text or piece of repertoire will almost immediately begin a process of interpretation; they will apply their own social-historical and 
emotional responses to the narrative and themes. Part of making classical theatre relevant to both audiences and practitioners is this interpretative development. 
However before interpretation must come a thorough understanding of the original intentions and context of the piece. 

Modern audiences A modern audience is contemporary to our own age; one that has been subject to the artistic and scientific progress and development of the last two centuries 
since the Industrial Revolution. They therefore have a particular perspective on classical theatre that is governed by current ‘modern’ ideas and contexts. Because 
the range of performance is wide in the modern age, audiences will vary in a way that reflects that range. To be very general, audiences for amateur theatre will 
look to traditional forms and approaches while audiences for performance art will be more post-modern.

Naturalism Naturalism is a form of theatre that strives to replicate the real world in terms of psychological depth and the problems inherent in the human condition. It 
is not always concerned with form but generally for actors to reach a psychological depth in their performance a ‘realistic’ set is necessary, although by no 
means essential. Classical theatre is not naturalistic although in contemporary interpretations it’s difficult for actors not to apply some form of naturalistic acting 
technique in order to achieve some depth and ‘embodiment’ in the part being played. For instance some Greek roles, although in a highly stylised form, need an 
understanding of the ‘inner life’ of the character. 
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Explanations of the key terms used within this unit, in the context of this unit

Key term Explanation

Post-modernism As it suggests, post-modernism builds on the modernist tradition of progress and development of new forms often predicated on scientific discoveries. However, 
post-modernism is much more eclectic in where and how it ‘samples’ styles and texts from the present mix of performance and/or from the past. It will create 
‘hybrid’ forms that may engage very narrow audiences; it is therefore characterised by a multiplicity and fragmenting of styles and methods. Post-modernism is the 
antithesis of classical theatre although that doesn’t mean that classical forms can’t be interpreted in a post-modern way.  

Rehearsing a role All roles need rehearsing, clearly, but rehearsals for a classical theatre performance role will also need the additional research to inform the process. Some 
meanings and purposes have been lost since the original performances and it is useful for learners to understand these original intentions in order to both make 
sense of a role and to adapt them to give relevance to a modern audience. Some words and gestures carried specific meanings so before cutting wantonly 
learners may want to explore these meanings and perhaps find alternative ways of conveying them to the audience. 

Repertoire Repertoire refers to all the musical or theatrical works of a particular category, or of a particular writer, composer, etc, available for performance or the stock of 
special skills, devices, techniques, etc of a particular person or particular field of endeavour. This definition is further contextualised by the elements of classical 
theatre performance: for instance, the ‘Restoration’ repertoire.

Stylistic features Each example of classical theatre will have its own distinguishing set of features and elements that can be isolated and replicated. These features can relate to 
physicality, delivery, characterisation (or more usually stock characters), the relationship to the audience and content. Sometimes there will be similar features such 
as the use of masks in both Greek Tragedy and Roman Comedy, but other features inherent in the forms will make the use of masks unique, in this case the very 
different content of the two examples.
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Some common misconceptions and guidance on how they could be overcome

What is the misconception? How can this be overcome? Resources which could help

What makes a classical theatre 
piece ‘classical’

There is some disagreement about what constitutes ‘classical’ theatre, so there needs to be some limited 
discussion on the interpretation of the term. The point of research in the early stages of the study of 
classical theatre should explore these disagreements and discussions.

For the purposes of delivery of this unit parameters are necessary around the core definition so that there 
is a common basis for teaching and learning, assessment and therefore moderation. It may be better to 
start with what it is not. By definition ‘classical’ is not ‘modern’ or ‘post-modern’, both of which are quite 
difficult to pin down; classical theatre forms are essentially characterised by clear stylistic elements and 
content. 

There may be reference in theatre or other art forms to ‘modern classics’ but these are not within the 
scope of ‘classical theatre’ and so are not included in the specific use of the term in this unit. To open up 
the definition in this way would invite all sorts of arguments and contradictions; everyone will have their 
own view on what should be included in a ‘modern classics’ list! 

Classical theatre as used within this unit refers to those styles, forms and historical moments when 
clear or clearer definitions could be made around specific texts and practitioners. Things started to get 
‘messy’ and therefore ‘modern’ in the late nineteenth century with the growth of naturalism, realism and 
more psychological dramas. Add symbolism, expressionism and political theatre to the early mix and it 
becomes clear that elements of the ‘purity’ of classical theatre are lost (but not forgotten) in the 20th and 
21st century modern and post-modern ecology of theatre performance.

This growth started essentially with the novel, principally with Zola’s Therese Raquin (1873) and so in 
general terms our references to ‘Classical’ theatre should stop here. As indicated with the use of the term 
‘messy’ above, however, it is not so clear cut as to who exactly to exclude at this moment in time and 
so, because of how they established the modern era so fundamentally and because of how they are 
regarded in theatre currently, Strindberg, Ibsen and Chekhov can be included as ‘classical’ theatre. 

None of this should imply that classical texts can’t be updated or interpreted for contemporary audiences 
but as the unit demands there needs to be a clear understanding and knowledge of the elements of the 
original form to underpin any of these interpretations. 

MISCONCEPTIONS
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Some common misconceptions and guidance on how they could be overcome

What is the misconception? How can this be overcome? Resources which could help

Theory and practice in performance There is often an assumption that theory and practice can be separated. This is misleading within the 
context of this unit and within vocational training generally. LO1 Understand the social, historical and 
cultural background of classical texts should not be a stand-alone, theory outcome but should be built 
into the practical work and outcomes of the learner and the performance. In this way the whole unit’s 
work is built on a synoptic, practical approach and underpinned by researched theoretical contexts. 
Theory and practice is always integrated in performance; accomplished learners will be able to embody 
the theory within their practice. 

‘Updated’ versions of classical work There is a balance between making classical performance that is accessible to a modern audience and 
keeping intact the essential elements that make it classical in the first place. Learners should not be 
encouraged to ‘update’ the language and literary text of chosen pieces but they can explore the themes 
and ideas inherent in the text to foreground those that are most relevant currently. 

The National Theatre’s policy on 
Shakespeare is explained at the 
following link. This also includes 
some useful photos of ‘modern dress’ 
productions.
http://www.nationaltheatre.org.uk/
video/shakespeare-at-the-national-
theatre

A more radical take on Macbeth is 
shown at:
https://www.nationaltheatrescotland.
com/content/default.asp?page=s946

The difference between ‘modern’ 
and ‘contemporary’ 

Modern and contemporary are often interchangeable terms and the difference is grey. Technically 
modern audiences have been around as long as the ‘modern’ age, so from the late 19th century onwards, 
while ‘contemporary’ audiences are those we currently have. But ‘contemporary’ will also apply to the 
audiences of classical theatres of the past so cannot be confused with ‘modern’ in that sense. Some 
contemporary audiences are also not very modern; an example of this is the way some audiences of 
Shakespeare will demand more ‘traditional’ settings and approaches.

As inferred in ‘Engaging audiences’ on page 5, a contemporary audience will have all the perspectives 
and anxieties of their own historical period; these can change quite quickly and sometimes will respond 
to a specific event such as, in our own time, 9/11 or the refugee crisis. 

http://www.nationaltheatre.org.uk/video/shakespeare-at-the-national-theatre
http://www.nationaltheatre.org.uk/video/shakespeare-at-the-national-theatre
http://www.nationaltheatre.org.uk/video/shakespeare-at-the-national-theatre
https://www.nationaltheatrescotland.com/content/default.asp?page=s946
https://www.nationaltheatrescotland.com/content/default.asp?page=s946
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SUGGESTED ACTIVITIES
LO No: 1

LO Title: Understand the social, historical and cultural background of classical texts

Title of suggested activity Suggested activities Suggested timings Also related to

Timelines Timelines are an essential way of putting historical events into context. The context here being the 
way in which classical theatre and world events coincide (or not). 

A comprehensive example of the way a timeline can be created is at: http://www.glencoe.com/
theatre/Timeline/timeline_content.html. This is animated but learners could use a roll of paper. They 
may need to be given some key historical events going back to the Greeks; a suggested list could 
include:
•	 The Trojan Wars
•	 The founding of Rome
•	 The fall of the Roman Empire and the rise of Christianity
•	 The Renaissance
•	 The English Civil War and the Restoration
•	 The Industrial Revolution
•	 Various optional revolutions and wars.

Given the scale of the task this could be a group activity where individuals or small sub-groups can 
concentrate on researching specific world events and/or theatre histories and leading practitioners. 

This link is a very full account stretching back to the origins of performance www.theatrehistory.com.

2 hours Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1

http://www.glencoe.com/theatre/Timeline/timeline_content.html
http://www.glencoe.com/theatre/Timeline/timeline_content.html
http://www.theatrehistory.com
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Title of suggested activity Suggested activities Suggested timings Also related to

Historical periods: what do 
they know?

Building on the overview that learners have established by designing a timeline, they can now take 
part in a more specific discussion about the historical periods that contextualise classical theatre.

This can start with a game – What People Did.

Learners get into a circle. The basic premise of the game is that learners should work quickly and 
instinctively in response to a repeated statement:

‘What people did in…. Victorian times/Elizabethan times/The Middle Ages/the 18th Century’ – 
working through a list of historical periods or descriptions.

Learners should jump in and out of the circle individually to improvise a very quick action or 
characterisation or whatever the historical period suggests to them. They could also be negotiating 
rapidly in pairs before jumping in with a joint effort. 

The point is not to be accurate or to be testing their historical knowledge but to explore what they 
don’t know and what they may make up on the basis of very partial knowledge or what they have 
erroneously understood from film or TV. 

This game can begin a longer discussion on what criteria we use to describe or conceptualise the 
past. A list could contain:
•	 Religion, mythologies and belief systems
•	 Literacy levels
•	 Mortality and disease
•	 Political events
•	 The rise of technology
•	 The place of women in society
•	 The social standing of actors/playwrights/theatre.

These concepts are explored in further activities.

2 hours Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1
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Title of suggested activity Suggested activities Suggested timings Also related to

An introduction to Greek 
theatre

 

A good introductory and succinct account of Greek theatre can be found at:
https://www.nationaltheatre.org.uk/backstage/gci/greektragedy

As learners are watching this they could make notes on the essential elements of the form. A list of 
suggested questions that they could then be tested on includes:
•	 How do we know so much about Greek theatre?
•	 What was the name of the main festival?
•	 How was this festival organised?
•	 What were the three types of Greek theatre?
•	 Can you remember the names of the Greek playwrights?
•	 What did the theatre space look like?
•	 Why were masks worn?
•	 What were the purposes of the chorus?

2 hours Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1

The English Renaissance Generally, the term ‘English Renaissance’ will usually infer Shakespeare’s plays, although there is a wide 
range of other playwrights that cover this period, including Marlowe, Jonson and Webster. A list of 
these can be found at: http://www.bardweb.net/content/ac/shakes-peers.html

This activity emphasises the general use of the period term rather than specific playwrights so that 
any text studied can be placed within its wider context.

A presentation is below but this is a bit academic and from an American perspective, but it is relatively 
short. 
https://www.youtube.com/watch?v=_z-CoEEcTxA

Learners could then either take part in a discussion or produce a written account answering the 
following question: What were the characteristics of the English (or British) Renaissance?

2 hours Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1

The Restoration To understand the context of the Restoration learners will need to examine what was being restored 
and why there was a perceived need for this restoration. 

This could be done through a debate around the proposition:
The theatres of London are sacrilegious and popish and are opportunities for lawlessness and violence, 
congestion of traffic, encouragement of disreputable taverns, and danger of the spread of the plague and 
should be closed down forthwith!

Getting learners to support this proposition might be difficult but the point of the exercise is to do 
the research on either side of the argument and to then effectively role-play groups of Puritans and 
Royalists. 

A useful link for information on this context is:
http://www.theatredatabase.com/17th_century/closure_of_the_theaters_001.html

1 hour (in class with 
previous research)

Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1

https://www.nationaltheatre.org.uk/backstage/gci/greektragedy
http://www.bardweb.net/content/ac/shakes-peers.html
https://www.youtube.com/watch?v=_z-CoEEcTxA
http://www.theatredatabase.com/17th_century/closure_of_the_theaters_001.html
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Title of suggested activity Suggested activities Suggested timings Also related to

Melodrama and soap opera In this activity, learners explore the reasons behind the growth of a ‘popular’ form such as melodrama 
and how this might compare to contemporary soap operas. 

A short and simple illustration of melodrama that gives basic elements can be found at:
https://www.youtube.com/watch?v=PSeNTYt1N2E

A further example is a filmed melodrama from 1933 which gives all the elements. This also illustrates 
how film continued the tradition (and still does) even though it had diminished in the theatre.
https://www.youtube.com/watch?v=AIN3e6kGXKo

Learners could discuss the similarities between an episode of a soap opera and the film from 1933 – 
exploring the differences, especially those in terms of acting technique and how that has changed 
and developed.

Episodes of The Bold and the Beautiful could be used: 
https://www.youtube.com/channel/UCsxuGRFS3zsmqZtVNg-fMcQ

When the similarities are explored it would be useful to explore the nature of the audience for these 
forms: 
•	 Can the audience be described in class (socio-economic) terms?
•	 What is the purpose of the melodramatic and soap opera forms from a bigger, societal point of 

view?
•	 What was the relationship between the Industrial Revolution and the growth of melodrama and 

other ‘popular’ forms?

2 hours Unit 3 LO1
Unit 5 LO2
Unit 8 LO1, LO2, LO3, 
LO4
Unit 9 LO1

https://www.youtube.com/watch?v=PSeNTYt1N2E
https://www.youtube.com/watch?v=AIN3e6kGXKo
https://www.youtube.com/channel/UCsxuGRFS3zsmqZtVNg-fMcQ
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SUGGESTED ACTIVITIES
LO No: 2

LO Title: Know the stylistic features of classical texts

Title of suggested activity Suggested activities Suggested timings Also related to

The use of masks Masks are used in a range of classical theatre performance styles. Learners could explore the 
relationship between a specific mask type and its meaning and use in classical theatre. 

Taking three mask types – for example, neutral, tragic and grotesque/comic – learners could explore 
the skills and techniques needed to express text, physicality and emotion. 

Videos or images of masks could be used to provide the material for the comparisons.
Greek:
https://www.youtube.com/watch?v=xyQFtJfOonI
Commedia:
http://shane-arts.com/commedia-stock-characters.htm

For the practical work any mask will do – the purpose is not necessarily to recreate the classical theatre 
itself but to examine what happens to the body and the perception of the body when a mask is worn. 

A useful article, with practical exercises, can be also be found at:
http://www.theplayersjournal.org/archive/using-the-mask/

2 hours Unit 6 LO2
Unit 9 LO2

Basic storytelling Learners could explore how simple stories are embellished and begin to grow a life of their own away 
from their original intended use and purpose. This illustrates the stages of theatre development from 
liturgical drama to morality plays.

To begin the process learners could re-enact a very simple story – this could be the Nativity or other 
scripture stories or alternatively a very simple narrative from other fiction.

They could then begin to embellish the story with other characters that might illustrate a particular 
moment or event in the story. The learners could then take their story around different parts of the 
studio or workspace that might represent different stages of the journey of the main character, 
marking different challenges met along the way, for instance. 

The following link shows what the original liturgical drama may have looked like; the church setting, 
the sung text, the simple costume differences and the cast from the church community. https://www.
youtube.com/watch?v=DjXEmrAfo0A

A simple question to start the process could be: ‘How do we make this more interesting or accessible 
to the congregation/audience/participants?’

1 hour Unit 6 LO2
Unit 9 LO2

https://www.youtube.com/watch?v=xyQFtJfOonI
http://shane-arts.com/commedia-stock-characters.htm
http://www.theplayersjournal.org/archive/using-the-mask/
https://www.youtube.com/watch?v=DjXEmrAfo0A
https://www.youtube.com/watch?v=DjXEmrAfo0A
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Title of suggested activity Suggested activities Suggested timings Also related to

Lazzi – visual jokes An important part of commedia work and the use of masks is being able to develop comedic and 
mimetic skills. 

Learners could take a very basic visual joke – the simpler the better – and explore how their 
physicality, pace and clarity can emphasise the comedy.

All Charlie Chaplin films are extended lazzi but the link to the film below will illustrate a series of short 
moments that can be replicated or used as exemplars.
https://www.youtube.com/watch?v=DE2R7s5SCSQ

1 hour Unit 6 LO2
Unit 9 LO2

Restoration: The Fop In this activity learners explore one aspect of Restoration (and Comedy of Manners, its successor form): 
the character generally referred to as ‘The Fop’.

There is a short illustration of this character type here:
https://www.youtube.com/watch?v=2tjvZv-ZRnc

An updated definition can be found at:
http://www.urbandictionary.com/define.php?term=FOP

Another word for fop is dandy. Learners should study the characteristics of the fop or dandy and 
recreate these in still images or short mimes.

1 hour Unit 6 LO2
Unit 9 LO2

Melodrama and naturalism One way of defining classical theatre performance is in its relationship to modern theatre, which is 
generally based on naturalistic acting technique since most professional actors are trained in a studio-
based system. 

The following game introduces the point of the activity. 

The adverb game. Learners sit in a circle while one member of the group leaves the room. While 
outside the others decide on an adverb: for example, ‘angrily’, ‘meticulously’ (adverbs usually end with 
‘ly’).

When the learner comes back in the room, they will have to choose a learner from the circle to 
perform a specific activity, for example vacuuming, in the manner of the adverb. They then have to 
correctly guess the adverb. 

The game illustrates the ‘showing’ nature of acting, revealing the inner life – an antithesis to naturalism 
where the inner life is a hidden motivator for the actor and doesn’t necessarily have to be generally 
shown as a type of action.

Tutors could ask learners: How was anger shown or explored by the Greeks in commedia and 
melodrama or in Shakespeare’s plays? 

1 hour Unit 6 LO2
Unit 9 LO2

https://www.youtube.com/watch?v=DE2R7s5SCSQ
https://www.youtube.com/watch?v=2tjvZv-ZRnc
http://www.urbandictionary.com/define.php?term=FOP
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Title of suggested activity Suggested activities Suggested timings Also related to

Performer and audience Learners could explore the relationship between a stage shape and structure and the effect this could 
have on their relationship with the audience.

Different types of staging are explored at:
http://www.slideshare.net/brandonjsnyder/types-of-stages-9475001

Learners should look at these three basic staging types and speculate on how the relationship could 
be changed or influenced. They could then explore how these can be adapted to suit their own ideas 
on performance and audience relationships.

45 minutes Unit 6 LO2
Unit 9 LO2

http://www.slideshare.net/brandonjsnyder/types-of-stages-9475001
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SUGGESTED ACTIVITIES
LO No: 3

LO Title: Be able to rehearse a classical role

Title of suggested activity Suggested activities Suggested timings Also related to

Rehearsal 1:
Know your group

Whatever classical text is being produced the following rehearsal processes, starting generally and 
working through to a more specific one, will give an initial focus and an exploratory structure to the 
work. 

An extended game of Fruit Bowl is a good way to find the social and physical scope of the group. This 
version moves beyond the basic structure through to other levels.

Stage 1: The game starts by learners sitting on chairs in a circle. There is always one chair fewer than 
there are members in the group, so that one person has to stand in the middle. Each learner is given 
one of three fruits to be, e.g. apple, pear, banana. These are allocated equally, including the person in 
the middle. When the learner that is ‘on’ calls out one of the fruits, all those fruits move to a different 
chair – there are rules, the new position must be more than one chair away! ‘Fruit Bowl’ being called 
means everyone has to move.

Stage 2: Play the game silently, so that the fruits have to be mimed or given a suitable physical symbol 
and the fruit has to be shown to the entire circle, which clearly requires more physicality.

Stage 3: Play the game as a social profiling exercise. Instead of calling fruits ask questions that start 
with ‘all those people who are not on Facebook’, for instance. Starting with Fruit Bowl means that they 
are generally into the game rules so they will jump up to a wide range of questions.

Stage 4: Play the game but with a sentence that starts with ‘I believe in…’. Learners have to move if 
they agree with the belief or sentiment. 

The game can conclude by going back to the original game for the next activity.

30 minutes Unit 6 LO1
Unit 9 LO2
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Title of suggested activity Suggested activities Suggested timings Also related to

Rehearsal 2:
Performance language

This activity is designed to introduce performance language and concepts. As the exercise progresses 
more specific demands can be placed on the group.

Stage 1: Starting with the general Fruit Bowl game, learners are asked to mark their initial starting 
places in the circle. They play the game and will be told to ‘freeze’ at three points. Freezing must 
involve absolute stillness and focus; it would help if they fixed on a point in the room with their eyes. 
After each freeze they ‘unfreeze’ and continue the game. At some point the tutor will say go back to 
the circle; this position is also marked. The group will therefore have five marked points in the circle. 

Stage 2: The group can rehearse these five points. Ask them to move (travel) without contact, to the 
five positions. They can check against each other or what they focused on to establish the exact 
positions of 1, 2, 3, 4, 5. Tutors can call the numbers in sequence and then mix them up so that a range 
of travelling routes are established. 

Stage 3: Tutors can add pace to each travelling movement. For instance from 1 to 2 takes exactly 5 
seconds, from 2 to 3, 12 seconds etc. ‘As fast as possible’ can also be used. Note, learners must use all of 
the time to get from position to position; they can’t get to a position and then wait for the end of the 
timed period – they must pace the movement.

Stage 4: Add emotion or mood; this can come from the demands of the text being rehearsed later. 
What do we need to work on? An example could be working from 1 to 2 with menace, from 2 to 3 
with elation, from 3 to 4 with arrogance and from 4 to 5 in a panic. Moods can be determined by 
the timings or vice versa. Tutors should emphasise that people express emotion and mood in many 
different ways. Or maybe one way, depending on the text; melodrama for instance might need an 
agreed way of moving menacingly. 

Stage 5: Perform the whole piece, perhaps adding an undercurrent of music. 

45 minutes Unit 6 LO1
Unit 9 LO2

Rehearsal 3:
Close reading – language 
and Shakespeare

At some point learners will need to embark on a read through of the text. Most classical texts will have 
unfamiliar language and an example of close reading is given below from King Lear.

Learners could take any speech from Shakespeare and read it closely, underlining any words or 
phrases not understood or stopping the reader to discuss meaning – it should be emphasised 
that they should never go past a word or phrase without understanding its meaning or making an 
intervention. 

This could be the method with a full text; it would prolong the process but it is better to clear up 
misconceptions or frustrations with language as they occur.

2 hours Unit 8 LO2
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Title of suggested activity Suggested activities Suggested timings Also related to

Rehearsal 3:
Close reading – language 
and Shakespeare (continued)

Edmund is alone comparing his own conception as a bastard to that of his legitimate brother, Edgar.

The difficult meanings have been highlighted. 

Thou, Nature, art my goddess; to thy law  
My services are bound. Wherefore should I 
Stand in the plague of custom, and permit  
The curiosity of nations to deprive me,  
For that I am some twelve or fourteen moonshines  
Lag of a brother? Why bastard? wherefore base?  
When my dimensions are as well compact,  
My mind as generous, and my shape as true,  
As honest madam’s issue? Why brand they us  
With base? with baseness? bastardy? base, base?  
Who, in the lusty stealth of nature, take  
More composition and fierce quality  
Than doth, within a dull, stale, tired bed,  
Go to th’ creating a whole tribe of fops  
Got ‘tween asleep and wake? Well then,  
Legitimate Edgar, I must have your land.  
Our father’s love is to the bastard Edmund  
As to th’ legitimate. Fine word- ‘legitimate’!  
Well, my legitimate, if this letter speed,  
And my invention thrive, Edmund the base  
Shall top th’ legitimate. I grow; I prosper.  
Now, gods, stand up for bastards!

Ask learners, in terms of character development, and after understanding his full meaning, what does 
this speech say about how Edmund should be played by an actor?

Hot-seating Once a close reading is achieved, there will be questions thrown up about a character’s purposes and 
narrative. This doesn’t have to reflect their ‘inner life’ in a naturalistic way but can be more informative 
simply about the facts and how the actor playing the part sees them. It could have the tutor in role; 
they might know more at this early stage. 

Tutors could take the role of Edmund from the speech in King Lear and hot-seat him. This is a relatively 
short exercise where we ask for more clarification about the speech.
•	 Why does he feel resentful of Edgar? 
•	 What does he think of his father?
•	 What position does he want in society/the court/with his peers?
•	 What is he thinking of doing? 
•	 Explain the next step.

15 minutes Unit 6 LO1
Unit 9 LO2
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Title of suggested activity Suggested activities Suggested timings Also related to

Actor’s notes As part of their close reading learners will have started to annotate the text. This should become a 
habit during more active rehearsals, making sure that not only their understanding of the text in 
relation to character is noted but also the directorial interpretations put on it. 

Learners should devise their own methods for this note-taking; it should be shaped and ‘owned’ by 
them. 

Guides to graphic note-taking can be found at:
http://blog.ted.com/a-field-guide-to-ted-graphic-notes/
http://www.schrockguide.net/sketchnoting.html

1 hour

Feedback Learners could discuss how a range of opportunities to gather feedback could be put in place. They 
could start by making a list of the places where this feedback would come from:
•	 The director – the director’s feedback will be forthcoming regularly, but a more summative one 

could be asked for.
•	 The audience – audience feedback may need questionnaires and comment forms on seats. They 

should then formulate the methods for gathering this. 
•	 Other performers – a peer assessment process could be initiated in follow-up meetings.
•	 Technicians – technicians should not be excluded from this as they may have comments about how 

clear artistic demands were or, more simply, whether learners always missed the light!
•	 Reviews – it may be useful to ask a member of the audience to act more formally as a reviewer for a 

school paper or bulletin.

30 minutes

http://blog.ted.com/a-field-guide-to-ted-graphic-notes/
http://www.schrockguide.net/sketchnoting.html
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SUGGESTED ACTIVITIES
LO No: 4

LO Title: Be able to perform a classical role 

Title of suggested activity Suggested activities Suggested timings Also related to

Physical expression After his performance as Hamlet in 1980, Steven Berkoff wrote a detailed scene-by-scene, moment-
by-moment account of the production.
Berkoff, S. (1989) I am Hamlet. ISBN: 0571152791

Learners should use this as an example of how to deconstruct their own performance in the chosen 
classical theatre performance. 

Taking a short section of their performance they should write a first-person commentary, giving 
details of actions, gestures and tone of voice and how these felt at the time and what their intention 
was. If they can’t do this then perhaps there hasn’t been enough detail put into the performance in 
the first place and this could form the basis of analysis and evaluation.

Depends on their 
time on stage

Unit 4 LO3
Unit 9 LO4
Unit 10 LO1, LO2, LO3

Vocal expression This link shows a production of The Rivals by Sheridan performed at the Bristol Old Vic:  
https://www.youtube.com/watch?v=GwinpYJb4aw

Even without knowing the play, learners could focus in on the range of characters and discuss how 
the vocal expression (accent, tone, depth, pace and enunciation) expresses the character’s place and 
purpose in the narrative.

Learners could discuss the following question: Can speculations on the intentions and interests of the 
characters be based on their vocal expression?

Learners could note how vocal expression and stock characters work together by focusing on types:
•	 servant 
•	 fathers and older ‘gentlemen’
•	 the lead men or ‘gallants’
•	 the fop or dandy
•	 the leading lady or romantic focus.

Tutors can ask how this study relates to the learners’ own work on vocal expression.

2 hours Unit 4 LO3
Unit 9 LO4
Unit 10 LO1, LO2, LO3

https://www.youtube.com/watch?v=GwinpYJb4aw
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Title of suggested activity Suggested activities Suggested timings Also related to

Emotional investment Although not written as pieces of realism or naturalism some classical texts can have great emotional 
depth – especially for modern actors who need a ‘motivation’ to build a character and also for modern 
audiences who are used to being emotionally connected in some way to the drama on stage. 

Depending on the text being performed, learners could chart their level of emotional intensity 
across the whole text. For example, Macbeth’s emotion rising steadily across the whole play, whereas 
Hamlet’s stays fairly consistent as he is angry throughout the play.

Oedipus is governed by the accumulation of knowledge he gets and his emotions react accordingly. 
His chart will look staggered fairly evenly.

A chart could look like this:

The coloured lines can correspond to emotions; red for anger etc.

In this example there’s a spike in anger to 4.5, two thirds of the way through the play – this will be a 
key moment.

1 hour Unit 4 LO3
Unit 9 LO4
Unit 10 LO1, LO2, LO3
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Title of suggested activity Suggested activities Suggested timings Also related to

Physical embodiment Physical embodiment of a character is the extent to which the emotional depth or inner life is 
expressed in the physicality of the actor. Some naturalistic embodiment can be very subtle, almost 
unseen, but can come across in the focus and confidence of the performance. In contract, some 
romantic or melodramatic physical expressions are clear and graphic and are hardly embodied at all or 
not in the same sense. 

Wearing neutral masks learners could take key moments from their performance – perhaps those 
identified from the activity above – and attempt to freeze the moment expressing emotion through 
their body alone. They should then ‘morph’ to the next moment. 

30 minutes Unit 4 LO3
Unit 9 LO4
Unit 10 LO1, LO2, LO3

Warm-up 1: Speed run Learners form a cast and should attempt a speed run of the text as a warm-up exercise prior to the 
dress rehearsal or first performance. This could be done physically, keeping to the ‘blocking’ and 
movement as much as possible or just as a line run.

The stage directions and movements could be added as a commentary to the text.

30 minutes Unit 12 LO3

Warm-up 2: Cues The learners stand in a circle. One learner can start the exercise by calling out a line from the 
production (this can be random and doesn’t have to be theirs). Whoever knows the next cued line 
calls that out – this doesn’t have to be the person whose line it is. Whoever gets the next line can call 
out another piece of text and so on.

The exercise can encourage an overall ownership of the whole piece and some learners may be 
surprised by how many of other people’s lines they know. 

15 minutes Unit 12 LO3
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