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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 12 Theatre directing

LO1 Be able to prepare scripts for productions

LO2 Be able to plan the processes for productions

LO3 Be able to conduct rehearsal processes 

LO4 Be able to review own directing practice  

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
This unit will enable you to find and apply your own creative vision and methodology as a 
theatre director. You will learn how theatre-making is a collaborative process that develops 
and evolves by working on scripts with the actors and the production team. Directing 
involves acknowledging and integrating feedback into the working practice – this is a 
two-way process that underpins this unit.

You will begin to understand how actors and performers work, the demands of texts 
created by playwrights as well as the logistics and creative possibilities of staging. You 
will also learn to address how casting appropriately and productive teamwork can 
facilitate productions. You will be given the opportunity to apply this knowledge and 
understanding in applied directing situations and will have responsibility for producing 
the production in time and on budget.

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 12) Title of suggested activity Other units/LOs

LO1 What kind of director?
The Disney method

Unit 1 Prepare to work in the 
performing arts sector 

LO3 Understand progression and opportunities in the performing arts sector 
LO4 Be able to produce strategies for sustaining a freelance career

Styles of performance
Close reading
Unseen text

Unit 3 Influential performance 
practice

LO1 Know the historical context of performance material

Unit 8 Performing repertoire LO1 Know the defining features of a repertoire 
LO3 Be able to replicate key elements of repertoire

Spaces Unit 18 Production and stage 
management process

LO1 Know the responsibilities of a production manager/stage manager during the 
production process 

LO2 Director as designer Unit 3 Influential performance 
practice

LO2 Understand the work of practitioners

Unit 22 Set design and realisation LO1 Understand set design and realisation processes and their purposes 

Directors and producers
Production roles
Funders pitch
Scheduling 

Unit 1 Prepare to work in the 
performing arts sector

LO2 Know the organisations and roles in the performing arts industry 
LO3 Understand progression and opportunities in the performing arts sector
LO4 Be able to produce strategies for sustaining a freelance career

Unit 2 Proposal for a commissioning 
brief

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

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

LO3 First reading 1
First reading 2

Unit 3 Influential performance 
practice

LO2 Understand the work of practitioners

Warm-up – know your group Unit 1 Prepare to work in the 
performing arts sector

LO4 Be able to produce strategies for sustaining a freelance career 

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

Workshops Unit 3 Influential performance 
practice

LO2 Understand the work of practitioners

Case study 1 
Case study 2

Unit 3 Influential performance 
practice

LO2 Understand the work of practitioners

Unit 5 Current Issues in performing 
arts

LO2 Be able to plan and carry out research 

LO4 Post-show discussions Unit 2 Proposal for a commissioning 
brief

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

Unit 5 Current Issues in performing 
arts

LO2 Be able to plan and carry out research 

Recording rehearsals
Professional interviews
Peer assessment
Self-assessment
Summative analysis

Unit 1 Prepare to work in the 
performing arts sector

LO3 Understand progression and opportunities in the performing arts sector
LO4 Be able to produce strategies for sustaining a freelance career

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

Actors and 
performers

The assumption generally made throughout the unit is that directors will be working with play texts and with actors. However, given that ‘directing’ can happen in 
a very wide range of contexts and with a variety of approaches and styles, the more generic ‘performer’ could also be used to cover dancers, singers, mime artists 
and a plethora of other artists who could and will be ‘directed’. ‘Performer‘ therefore is a much more inclusive way to describe the cast from a director’s point of 
view. 

Documentation Directors, as with any creative and arts workers, but even more importantly as part of the directing process, will need to document their work and the 
development of the production. References to documentation throughout the unit imply the need to encourage a ‘creative habit’ that is owned by the learner 
and therefore whose form is determined by the learner to meet the needs of the technique being worked on at any one time, and the particular approach that 
each learner has to documenting their work as a director. As with all other roles the form should be ‘owned’ and respond to the unique style of the learner/director. 
Because all directors will work in different ways it would be difficult to ‘teach’ a documentation/note-taking approach anyway, but there is no doubt that they will 
have to come up with some method, if nothing else to keep ahead of the cast.

The emphasis should be on the wide range of documentary forms available – from graphic diaries through to textual annotation – and the need for 
documentation to become second nature so as not to miss recording learning moments that will become significant later on when working on future 
productions.

Methodology Directors will adopt methodologies that will respond to a mix of contexts and criteria. They may have a very physical approach to exploring text or be more 
literary; they may trust performers to evolve characters and meaning or they may work to impose preconceived ideas and styles. Even if they are heavily 
influenced by a leading practitioner their own directorial approach will emerge and become unique; they will begin to own their own methodology and therefore 
should be given the time and space to do this. 

Playwrights In general terms directors will interpret the work of playwrights; mostly this will be with established texts but often writers will work alongside directors and 
become dramaturgs. In any event directors will take a view on the playwright’s intentions and will work to interpret these. Once the playwright has let go of a 
text, so to speak, it is in the hands of the director and it is up to her/him to produce the performance of it; this should be a given. Directors are in charge of the 
performance and can interpret how they choose, but they should have a clear understanding of the playwright‘s intentions and the structure of the play.

Production team In almost all circumstances in theatre production the director will be at the top of the production team hierarchy, in artistic terms anyway. This means that as 
well as having an overall vision and interpretive approach to the artistic material, they must also be able to manage a team of other arts professionals: designers, 
technicians and stage crew. They will also liaise with producers (who are their employers), theatre managers and front of house staff. So encouraging good 
communication, valuing input and keeping the entire artistic and technical staff on task is essential as part of the director’s skill set.

Production meetings become vital to the logistic and artistic demands of a production and to get the support and goodwill necessary from a team, as well as the 
actual work, directors will need to plan, run and follow up meetings of everyone involved, both collectively and on an individual basis. 

Reading ‘Reading’ text is a complicated process for the director and should be done several times before the first reading with a cast takes place. Keeping notes and 
highlighting sections that immediately throw up ideas for staging – even if these change over rehearsals – will begin the development of an overall artistic vision 
for the production. Reading a play should initially be the same as reading a novel; there should be no limit to the imaginative and creative evocation of images and 
interpretation. Later on in the rehearsal process the demands of resources and staging may temper the original ideas but the sense of them will remain. Reading 
will also involve trying to understand the playwright’s intentions and also how relevant the text may be to a contemporary audience. 
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Explanations of the key terms used within this unit, in the context of this unit

Key term Explanation

Recorded evidence As part of the documentation and evaluative process learners could regularly record rehearsal processes and the final performance. This not only feeds into the 
ongoing development of the piece but also, with the final performance, provides showreel material for professional work-seeking. 

Rehearsals The methodology of rehearsals will be contextualised by the demands of the text, style of the material and the approach of the director. Learner/directors should 
be allowed to develop this approach with guidance and support especially with regard to timing, schedules and the structured realisation of a project.

Text ‘Text’ can mean a number of different things to a director. At its simplest it refers to the script or printed play-text provided by the playwright. It can also refer more 
widely to the narrative or set of themes and ideas incorporated into a performance piece or project. However, for the purposes of this unit, a range of written texts 
and repertoire should be used. Devising material to be ‘directed’ would not produce the evidence needed to achieve the Learning Outcomes of this unit. In this 
regard text written by the learner and then directed by them is also not advised.

Vision Vision refers to the overall concept that is evoked by the text: its themes, narratives, characters and performance style. These are the raw materials that the director 
uses to foreground their own meaning and therefore the meaning and experience that is conveyed to the audience. Directors need vision to drive rehearsals 
forward; this vision may be adapted through the rehearsal process and limited by resources and the ability of the actors but there needs to be an underpinning 
confidence in the ideas that the director has, and establishing a joint vision for all involved is part of creating a coherent performance. 
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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

Directing can be taught Directors tend to ‘emerge’ rather than arrive fully formed after training. There are higher level courses 
where experienced directors can be observed and worked with and where some technical skills are 
identified but the complex creative, personal and communication skills that make a director are uniquely 
embodied in the individual. These skills mature as director’s work with performers and hone their style. 

Courses may now exist but many of the theatre directors sustaining a career currently have followed a 
diverse route into the profession; they may have started as actors or studied English Literature or gained 
a degree in a different field such as Philosophy. 

This is not to say that good courses and books are not useful for the young director but the assumption 
of this unit is that a personal directing style must be allowed to develop uniquely from the mix of 
contexts provided. 

https://www.prospects.ac.uk/job-
profiles/theatre-director

Books:
Getting Directions by Russ Hope (Nick 
Hern Books ISBN 9781848421820)
The Shifting Point by Peter Brook 
(Methuen ISBN 9780413612809)

Directing is just ‘blocking’ One of the most common misconceptions for learners attempting to direct is that ‘blocking’ is important, 
or sometimes even the only concern of the director. They will often spend most of the early rehearsals 
just telling actors where to stand and how to get from A to B across the stage. These considerations 
will become important, which is why the effective timing and pace of rehearsals is an important skill to 
develop, but it is not the place to start work on a text. 

Directors are omnipotent Many actors are scared of directors and some graduate from drama school with horror stories of how 
dictatorial and egotistical they can be or even how humiliating some rehearsals are. These are not good 
directors and are likely to be teaching because they lack the essential communicative and coaching skills 
needed to get the best out of performers in a professional context. The best directors will give performers 
and other creative colleagues a strong sense of ownership of the creative process and commitment to 
the final product while still retaining a strong vision and coherence. This takes an empathic and listening 
approach and a confident rather than an arrogant personality. 

A range of different directing styles 
can be found at
In Contact with the Gods? Directors talk 
theatre. Edited by Maria Delgado and 
Paul Heritage (Manchester University 
Press ISBN 9780719047633)

Writers and directors Relationships between the writer and the director can often be problematic and a playwright in the 
rehearsal room is not always conducive to the process. Writers can be precious about their work and it 
may be that directors will have different ideas about what themes and ideas should be foregrounded for 
an audience. This is the director’s prerogative and generally learners will not have a problem as they will 
be directing repertoire but it is worth considering if another learner (or the tutor) has written the text and 
generally this should be avoided. Similarly directors, on the whole, should avoid directing their own work.

It’s all about the audience It’s clear that performance is about the audience but directors shouldn’t worry too much, especially 
in their early training, about making sure the audience understands what’s going on. They should be 
as interpretative and creative as possible. And in any event an audience is a diverse and unpredictable 
entity and all directors can do is present a coherent and committed interpretation of a text and trust that 
most (it will never be all) members of the audience engage most of the time.  

MISCONCEPTIONS

https://www.prospects.ac.uk/job-profiles/theatre-director
https://www.prospects.ac.uk/job-profiles/theatre-director
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SUGGESTED ACTIVITIES
LO No: 1

LO Title: Be able to prepare scripts for productions

Title of suggested activity Suggested activities Suggested timings Also related to

What kind of director? Directors develop techniques over a career but generally they remain rooted in a specific approach to 
text and performance.

The following is a bit like a psychometric text but it will give learners a starting point as to what kind of 
director they are. Learners should make choices between the following alternative statements:

I make decisions after consultation
I consult after I’ve made the decision

I am imaginative and intuitive
I am imaginative and analytical

I concentrate on details
I see the big picture

I’m interested in people
I’m interested in ideas

Learners could discuss what kind of director, for instance, has a big vision for the text initially rather 
than detailed notes on how actors communicate.

Although not specific the following free test could initiate debate on the relevance of personality to 
directing style.
http://www.16personalities.com/free-personality-test

30 minutes Unit 1 LO3, LO4

http://www.16personalities.com/free-personality-test
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Title of suggested activity Suggested activities Suggested timings Also related to

The Disney method A group of learners looking at the possibilities of a text could adopt the Disney method. 

In the model they take three types of approach; they become:
•	 Dreamers – Using design ideas and all the resources that they could possibly dream of, learners 

could create a vision of the performance of a specific text. 
•	 Realists – The next stage is to get realistic and pragmatic. What can we actually do while still 

retaining the vision? Learners could construct a plan.
•	 Critics – As critics learners could analyse all aspects of the original vision and the realistic plan. What 

has been lost, what actually – given a bit more money/imagination – can we achieve?

Useful resource:
https://en.wikipedia.org/wiki/Disney_method

1 hour Unit 1 LO3, LO4

Styles of performance Most texts can be classified into three predominant styles:
•	 Naturalistic/realistic/internal
•	 Expressionistic/political/physical
•	 Symbolic/poetic.

Although there is lots of mixing and sampling and some companies or texts will not be easily defined, 
these very broad categories can be identified. The point of the following table is simply to ask learners 
if they have a particular bias towards one broad style or the other and how this choice fits in with the 
kind of director they think they are. 

Style Examples Features 

Naturalism The Cherry Orchard Intense work with actors and 
their motivations in role

Expressionism Mother Courage Dealing with political ideas and 
conflicts

Symbolism ‘Open’ texts and edited versions: 
Greek.
Live Art and devised work based 
on poetry

Expressing emotion and the 
human condition through 
colour/light/music

1 hour Unit 3 LO1
Unit 8 LO1, LO3

https://en.wikipedia.org/wiki/Disney_method
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Title of suggested activity Suggested activities Suggested timings Also related to

Close reading Once a director has chosen a text, they will often read it several times and depending on what kind of 
director they are, they will begin to make notes on ideas, structures and issues.

One way of thinking about this is to use the idea of a ‘string of pearls’. This evolved from Stanislavski’s 
psycho-technique:
•	 Pearls – Each pearl is the emotional and thematic motivations of individual characters in specific 

scenes and situations. To make a coherent whole these need stringing together and holding in 
check.

•	 String – This is the throughline of the character through the entire play, Characters may have their 
own motivations but there can also be one that drives the whole narrative. 

•	 Clasp – The string and pearls are clasped together by the Ruling Idea; this can have its own 
throughline or narrative. 

How these work in actual texts is up to the director – they have the vision, but it will be different for 
each director. The point is to get the cast and production team to understand and commit to the 
interpretation. 

Learners could choose a text and see how this approach could work for initial notetaking. An example 
is given below. 

Hamlet
Motivations change all the time depending on the scene. Hamlet may have a motivation of ‘I want to 
read this book’, Polonius may have ‘I want to hide behind this arras’.
Hamlet‘s throughline is ‘I want the truth’.
Ophelia’s is ‘I want to love’.
The play‘s Ruling Idea is ‘The Corruption of Power’.

These are opinions only!

1 hour Unit 3 LO1
Unit 8 LO1, LO3
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Title of suggested activity Suggested activities Suggested timings Also related to

Spaces Sometimes a director’s vision for a text can be changed by the nature of the venue – this can either be 
in a positive way or for the worse. 

Learners could look at the venue possibilities of their own centre, starting with the obvious place, 
the studio or theatre, but then moving around the site and seeing the possibilities of non-traditional 
spaces.  

Learners could make notes on:
•	 Is the space flexible/adaptable?
•	 Can I move the seating?
•	 Is the space limiting? A traditional end-on school hall for instance. Can I counter this?
•	 Are there natural amphitheatres outside?
•	 Can I ‘promenade’ the audience from setting to setting?

These answers may be given in the context of a chosen play or tutors could suggest a play from a 
given list.

45 minutes Unit 18 LO1

Unseen text Any relatively simple text unknown to learners could be used.

For example, using the opening from Yerma by Lorca (to Juan’s exit) learners could direct actors using 
two chairs within a clearly marked 2m square space that the actors are not allowed to step out of. 

An hour is allowed only to read the text and to begin to understand how the content and character 
concerns are understood and then realised through discussions and movement. 

There could be a discussion following (or during) the exercise on:
•	 How much was understood about the text and characters
•	 How the actors felt about the directing style
•	 How constraining the action and space may have helped or hindered the process
•	 What music could be used?
•	 What colour was the imagined setting/lights?

Learners could provide written notes and commentaries on the process.

1 hour Unit 3 LO1
Unit 8 LO1, LO3
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SUGGESTED ACTIVITIES
LO No: 2

LO Title: Be able to plan the processes for productions

Title of suggested activity Suggested activities Suggested timings Also related to

Director as designer Learners could look at the following designs:
http://socks-studio.com/2014/02/15/to-transcend-reality-and-function-as-symbol-stage-design-of-
edward-gordon-craig/

What was Edward Gordon Craig, who was both an actor and a designer, trying to achieve with design 
on stage? 

Learners could use the following questions to debate design and direction:
•	 How has Craig influenced the work of contemporary directors?
•	 What does the design say about the play?
•	 Do you think design is as important as direction to the performance?

30 minutes Unit 3 LO2
Unit 22 LO1

Directors and producers Most directors in small-scale companies will carry out all of the artistic and producing responsibilities.

As a short activity, learners could make a list of the differences between producing and directing. 
As an example learners could discuss who has the responsibility for selecting and employing 
various roles: actors, stage crew, front of house staff, stage managers, designers, lighting and sound 
technicians etc. Learners could ask themselves:
•	 Who sets and oversees budgets?
•	 Who raises finance?

Useful resources:
https://www.thestage.co.uk/features/2015/next-generation-theatre-producers/
https://www.prospects.ac.uk/job-profiles/theatre-director

30 minutes Unit 1 LO2, LO3, LO4
Unit 2 LO2

http://socks-studio.com/2014/02/15/to-transcend-reality-and-function-as-symbol-stage-design-of-edward-gordon-craig/
http://socks-studio.com/2014/02/15/to-transcend-reality-and-function-as-symbol-stage-design-of-edward-gordon-craig/
https://www.thestage.co.uk/features/2015/next-generation-theatre-producers/
https://www.prospects.ac.uk/job-profiles/theatre-director
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Title of suggested activity Suggested activities Suggested timings Also related to

Production roles In small groups, learners could simulate a production meeting. They can do this as an initial 
benchmarking exercise to determine what they know, or don’t know, about the following roles:
•	 producer
•	 director
•	 designer
•	 performer
•	 stage manager.

Given a play that they may know the scenario for, learners could concentrate on a short meeting 
that determines what each role would need to know before moving on – this is an agenda setting 
meeting. The following could frame the discussion:
•	 Who leads the meeting?
•	 What questions will each participant ask?
•	 What hard information is needed?
•	 Who keeps notes?

A useful site for job descriptions is:
https://www.prospects.ac.uk/job-profiles

1 hour Unit 1 LO2, LO3, LO4
Unit 2 LO2

Funders pitch Directors working on a project will often have to ‘sell’ their idea to funders, especially if they are 
working in a very small company or by themselves. 

Learners could write a 100-word executive summary that could form part of a grant application. These 
summaries are asked for so that it can be seen that directors are clear about their creative aims and 
the overall purpose of their project. Working on a text of their choice learners could include:
•	 Details of the text 
•	 R&D or a full tour?
•	 Who will benefit from the project 
•	 What the legacy will be. 

Tip 2 on the following page gives good advice:
http://blogmorenamedia.blogspot.co.uk/2009/09/how-not-to-write-arts-grant-application.html

30 minutes Unit 1 LO2, LO3, LO4
Unit 2 LO2

https://www.prospects.ac.uk/job-profiles
http://blogmorenamedia.blogspot.co.uk/2009/09/how-not-to-write-arts-grant-application.html
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Title of suggested activity Suggested activities Suggested timings Also related to

Scheduling Whatever the scale of a production, learners as directors will need to think ahead, planning a process 
that results in the optimum first performance. 

Learners could set out a very basic schedule – whatever timeframe is appropriate: this could be a day, 
a week or a couple of months. The point is to begin to articulate what stages are likely to be needed 
and what deadlines production teams need. Schedules could include:
•	 Warm-ups/readings/workshops
•	 Blocking
•	 Timelines on line fluency/characterisation
•	 Final design plans for set/lighting/costume
•	 Tech run/dress/first performance.

Gantt charts are one way of setting up a schedule. Examples can be found at:
http://www.bing.com/images/search?q=Blank+Gantt+Chart+Template&qpvt=Blank+Gantt
+Chart+Template&qpvt=Blank+Gantt+Chart+Template&FORM=IGRE

30 minutes Unit 1 LO2, LO3, LO4
Unit 2 LO2

Casting Most directors will do their own casting and learners could spend some time deciding on the best 
use of a short casting session. 

Some directors might know exactly what they are looking for in an actor, while others will work 
intuitively from practical casting sessions.

After looking at a text, learners could break down roles according to:
•	 Gender
•	 Age
•	 Textual descriptions.

Tutors could encourage learners not to be bound by these though; some cross-gender casting might 
work!

Learners could decide on the nature of the casting. They could:
•	 Run practical workshops
•	 Have 3-minute audition pieces
•	 Have the same set of questions for all auditionees
•	 Hold one or two rounds of auditions.

Learners should formulate a clear policy and plan for auditions.

30 minutes Unit 9 LO1

http://www.bing.com/images/search?q=Blank+Gantt+Chart+Template&qpvt=Blank+Gantt+Chart+Template&qpvt=Blank+Gantt+Chart+Template&FORM=IGRE
http://www.bing.com/images/search?q=Blank+Gantt+Chart+Template&qpvt=Blank+Gantt+Chart+Template&qpvt=Blank+Gantt+Chart+Template&FORM=IGRE
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SUGGESTED ACTIVITIES
LO No: 3

LO Title: Be able to conduct rehearsal processes

Title of suggested activity Suggested activities Suggested timings Also related to

First reading 1 Directors can decide how the first reading can take place: it doesn’t have to feature all actors sat in 
a circle, or sat at all; it could be while actors are moving around the room. Below are the ‘rules’ when 
reading plays that could be described as ‘Epic’, but actually these could apply to any play to stop 
actors from making too many early assumptions or to stop them ‘showing off’ with accents and too 
much expression. 

Tutors could get learners to read a chosen play with the following instructions:
•	 Read the directions as well as the dialogue
•	 Do not add accents until we know more about the characters
•	 Do not assume anything about the characters
•	 Ask every time a word is unknown or puzzling
•	 Note the historical or social ideas as they arise
•	 Note ‘key’ scenes, when a character seems to learn something or confront an issue
•	 Note questions for a discussion at the end of the reading.

1 hour or the length 
of the play

Unit 3 LO2

First reading 2 While reading text it could be broken down into units. This will help actors and also give a notation for 
directors to refer to parts of the text other than acts and scenes. 

During the first reading the director or one of the actors can interrupt, by ‘beeping’ for instance, every 
time they think a new unit has started. Some of these units will be easy to define, while some will 
evoke debate about characters and content.

Units are defined by:
•	 Exits and entrances of characters
•	 A change of emotion 
•	 A change of subject
•	 Other changes or interruptions – these could be discussed.

Units can be very short or quite long, they can be with or without text but generally directors can’t 
impose them on actors, there should be agreement and compromise – until changes happen 
organically across rehearsals. 

1 hour or the length 
of the play

Unit 3 LO2
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Title of suggested activity Suggested activities Suggested timings Also related to

Warm-up – know your group 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 people in the group, so that one person has to stand in the middle. Everyone is given one 
of three fruits to be: say apple, pear, banana. These are allocated equally, including the person in the 
middle. When the person that is ‘on’ calls 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…’ People have to move if they 
agree with the belief or sentiment. 

1 hour Unit 1 LO4
Unit 9 LO1

Workshops Directors have many different ways of approaching rehearsals. Workshops can be a good way to ‘warm 
up’ a company to the themes and ideas behind a text, where initial thoughts on characterisations and 
relationships on stage can be explored.  

Learners could read the following account of one director‘s method and then think about their own 
approach:
http://www.outofjoint.co.uk/wp-content/uploads/2010/09/Max-Stafford-Clark-Workpack.pdf

How are workshops important to this director’s method and approach?
What other starting points does this director have?
Do you think they would be useful for you as a young director?

1 hour Unit 3 LO2

Case study 1 Nick Hytner is the former director of the National Theatre. Learners could watch the following short 
film and make notes on the process he describes, noting roles, responsibilities and processes needed 
to produce a play at a theatre on this level:
https://www.youtube.com/watch?v=8N1rXAXMEYE

30 minutes Unit 3 LO2
Unit 5 LO2

Case study 2 Mike Leigh is a film and theatre director who works in an improvisational way with actors. After 
looking at the following interview, learners could sum up his approach:
https://www.youtube.com/watch?v=Pg2pjTTFouE

Working from the activity above, learners could then answer the following question: What is the key 
difference between Mike Leigh’s approach and that of Nick Hytner?

15 minutes Unit 3 LO2
Unit 5 LO2

http://www.outofjoint.co.uk/wp-content/uploads/2010/09/Max-Stafford-Clark-Workpack.pdf
https://www.youtube.com/watch?v=8N1rXAXMEYE
https://www.youtube.com/watch?v=Pg2pjTTFouE
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SUGGESTED ACTIVITIES
LO No: 4

LO Title: Be able to review own directing practice 

Title of suggested activity Suggested activities Suggested timings Also related to

Post-show discussions Directors often take part in post-show discussions along with actors. This can help them understand 
how their vision for the play has been interpreted or ‘read’ by the audience. They can often be 
enlightened or shocked by audience comments and questions. Sometimes something will come 
up that completely throws them; something that came through the performance without them 
intending. 

A lot of centre audiences will be supportive and not want to be too critical but any audience will give 
insights for the learner/director.  

The following link gives some good pointers to how to run a post-show discussion. Learners should 
take responsibility for organising their own post-show discussion.
http://howlround.com/what-we-talk-about-when-we-talk-about-plays-how-to-lead-post-show-
discussions-for-fun-and-profit

An example of a live event is at: https://www.youtube.com/watch?v=Oa5pMLStpe8

An alternative approach is for learners to give out questionnaires to audiences; this can be as they 
enter the auditorium or the questionnaires can be left on seats.

30 minutes Unit 2 LO2
Unit 5 LO2

Recording rehearsals If whole feature films such as the one on the link below are being filmed using smartphones then 
learners should be able to find instant and useful ways of using what’s in their own phones. 
http://www.theverge.com/2015/1/28/7925023/sundance-film-festival-2015-tangerine-iphone-5s.

As part of their ongoing and habitual documentation process, learners could be encouraged to use 
their cameras to photograph or film key moments of workshops and rehearsals. This could also be 
used as a video diary where directors talk directly to camera to help articulate and then record an idea. 
Similarly, a dictaphone facility could be used.

During rehearsals or workshops learners could experiment with filming short sections of the process 
with their phones and then review the footage.

These recordings would not have to be used as formal evidence for moderation or assessment 
purposes but could be referred to in informal analysis at the end of sessions or just to reflect on a 
particular idea – whether to use it or bin it. 

1 hour Unit 1 LO3, LO4

http://howlround.com/what-we-talk-about-when-we-talk-about-plays-how-to-lead-post-show-discussions-for-fun-and-profit
http://howlround.com/what-we-talk-about-when-we-talk-about-plays-how-to-lead-post-show-discussions-for-fun-and-profit
https://www.youtube.com/watch?v=Oa5pMLStpe8
http://www.theverge.com/2015/1/28/7925023/sundance-film-festival-2015-tangerine-iphone-5s
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Title of suggested activity Suggested activities Suggested timings Also related to

Professional interviews As part of their evaluative processes learners could be interviewed by someone other than their tutor. 
Ideally this could be a professional director or practitioner who will ask more demanding questions on 
techniques development. 

The purpose is twofold:
•	 Learners could be asked questions that critically explore and justify the directorial processes; what 

underpinned the approaches/actions/interpretations?
•	 Learners could be told that reference to documentation during the interview is crucial so notes and 

recordings must be kept.

30 minutes Unit 1 LO3, LO4

Peer assessment As well as having creative ideas, directors need to manage teams and get the very best out of 
them. The results of this coaching are generally seen in the performance results and in the level of 
engagement and commitment from performers. Lack of ‘buy-in’ from technical and design teams can 
also often be ‘read’ in production. 

A final post-production meeting should honestly explore the approach of the learner/director. 
Comments and advice from the whole team should be noted and used to develop and adapt 
methods.

The session could be structured around asking the following questions:
•	 Was there a clear vision for the text from the beginning?
•	 Were rehearsals/meetings well run to a clear agenda?
•	 Were my concerns listened to/acted upon?
•	 Were we a committed team taking joint responsibility?

1 hour Unit 1 LO3, LO4

Self-assessment Learners should get used to the process of setting up self-assessment processes for each project.

As it implies, self-assessment is always structured and carried out by individual learners but aspects of 
the peer-assessment process will feed into it and a basic structure can be given at the beginning of 
the directorial journey. 

Using the following sections learners should set out a self-assessment schedule and produce 
documents where notes on these can be made:
•	 Audit/benchmarking – what do I already know?
•	 Setting outcomes/action plan
•	 Monitoring key moments in the plan
•	 Evaluation.

1 hour Unit 1 LO3, LO4
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Title of suggested activity Suggested activities Suggested timings Also related to

Summative analysis Drawing on all documentation:
•	 Notetaking and working logs 
•	 Peer and self-assessments 
•	 Filmed moments
•	 Professional interviews
•	 Audience comments and reaction.

Learners could write a final summative account of the Unit and their development across it. This could 
be used to indicate a specific directorial method and then feed into pre-professional training choices. 

This will be a personal account but needs to be framed by critical approaches, research and an 
understanding of progression routes. It could be based around a specific question such as:

What training method or programme do you consider to be useful for the continuing development of your 
approach to professional directing?

1 hour for discussion 
and setting of 
framework

Unit 1 LO3, LO4
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