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Name…………………………………………………………………….

Form……………………………………………………………………..

Guidance and expectations

This A – level is a practical course, if you experienced the Edexcel GCSE then you will have experienced some of what’s on offer over the next two years. You will find the course to be a mixture of practical and theory with a combination of internally and externally assessed tasks.

In order for you to reach your potential in the A – level or AS course, there are a few expectations from us as a school and the exam board you will need to meet;
· Be punctual, if you miss something, it does not get repeated in a practical class, we move forward quickly and will need you to move with us.

· Let us know when you can’t come and state the reason.

· It is your responsibility to catch up on any work that you miss and this will be an expectation from your teacher.

· Meet deadlines or you may lose out on grades.

· Spend some free time reading around the subject, go the theatre – be a proactive and independent learner. 

· Communicate any challenges or issues you may have whilst going through the course to your teacher, we are here to help.

We are here to help you achieve all of this, please acquaint yourself with our teaching spaces, office and staff so you can find us when you need to.

If you do not have any Drama experience, do not worry – as long as you work hard, you will have a valuable and successful experience.
Drama staff;
Miss N L Boulton – nlb@hinchbk.cambs.sch.uk

Ms V J Dunn – vxd@hinchbk.cambs.sch.uk

Mr T Wickstead – tw@hinchbk.cambs.sch.uk
Drama office extension number

5605

Room names and numbers;
PAC (performing arts centre) – Room 30

Drama studio / Fischer Hall – 162

OMD – Old Middle School Dining room (next to admin)

Please take the time to acquaint yourself with the online specification before the course (see useful links).

Course overview
Key facts;
· 4 Units - 2 at AS 
              - 2 at A2

· Unit 1 – Exploration of Drama and theatre

Study of two contrasting texts (plays)
Review a live theatre performance
Internally assessed

Coursework
· Unit 2 – Theatre text in performance

2 X short performances – a monologue or duologue

                                                  - part of a play 

Performance and coursework

Externally assessed

· Unit 3 – Exploration of Dramatic Performance
Devised performance based on a stimulus

Internally assessed

Coursework – supporting written evidence – research

· diary of process

· written evaluation


· Unit 4 – Theatre text in context

Written exam 2.5 hours

Study of one set text for sections A and B

Study of one historical period / experience of a live performance
AS

Unit 1 Exploration of Drama and Theatre
In unit one you will studying and exploring two contrasting plays;


· A Doll’s House
· Vinegar Tom
If you have experienced GCSE, then this is similar to a response and development phase.
You will explore these texts physically, through discussion, movement, voice, improvisation and off text exercises.

You will be expected to research these plays and one practitioner who’s style could be applied to one of the texts.
ASSESSMENT

Your work will be assessed through a piece of coursework, maximum 3000 words 

(1500 for each play or just 3000 words in total do no exceed the limit).

This work will be marked by your teacher and moderated by an examiner.

Your work can be as creative as you would like – it doesn’t have to be a straight essay. Pictures, diagrams and photos can be very useful when explaining something quite experimental and practical.

In your coursework you must discuss the following concepts in any order or structure;

· Language

· Non verbal communication

· Vocal awareness

· Characterisation
· Social, cultural, historical and political context

· The visual, aural and spatial elements of production

· The response to a practitioner

· Interpretation
These headings have to be discussed for both plays. They can be used as sub – headings if you find this easier or you may prefer a freer method of writing. 

All research can be included as long as you make an attempt to explore what you have learnt practically in class.
In addition to this, one of your lessons will be recorded as evidence for the exam board.
The Theatre Review

Although the review is part of unit 1, you can see and review the piece of theatre anywhere between September and June. 

The review will be an evaluation of the performance, not of the story itself. 

The piece of theatre that you see may or may not be the same as the plays you have studied or will study – it can be totally separate.

You may have an input in what you go and see – have you seen something innovative or exciting? Suggest it!
Once you’ve seen the performance, you will write the review under controlled conditions (in class, on your own). This is a new requirement from the exam board and must be respected. 

You may write some notes or research before writing up your review however, expect your notes to be checked by your teacher.

The review is a maximum of 1000 words.

You should be considering the following things;

· What did we see?
Set

Staging

Costume

Specific effects

Specific physical work by actor(s)

· What did we hear?

Sound effects

Music

Specific vocal work by actor(s)

· What did we think about?

Impact and how this was achieved

The work of the director in engaging the audience

The work of the actors in bringing the characters to life

Unit 2 Text in Performance

This unit is split into two sections;
SECTION A; Monologues and Duologues
This is externally moderated through a performance and a piece of coursework
 (max 500 words).
In section A, you must chose and rehearse a monologue or duologue, you MUST NOT exceed the following times;
Monologues – max 2 mins

Duologues – max 5 mins

The examiner has strict instructions to stop marking after your allotted time.
You will be asked to submit supporting notes (known as ‘the rationale’) therefore, it is a requirement that you know the whole play*.
*NB Performance support students must provide plans for the entire play, not just a short section.

All plays must be two acts long and substantial (quite long). 

You may work with your teacher to choose a piece that will be right for you, you will need to draw upon your experience in unit one to help assess your own abilities.

You may create a monologue or duologue by missing out short linking speeches from other characters if necessary. You may perform the same piece as someone else.
The rationale – it is vital that you explain to the examiner how you have interpreted a character and the play do not re – tell the story. 

In your rationale, you need to;

· Show evidence of an understanding of the complete text

· That you are aware of the context of your chosen piece / design context

· Explain the preparation process and the intended interpretation

· Justify all your decisions

SECTION B; Performance of part of a complete and substantial play
In this section, your teacher will be the director, students will perform or design.

Performance group sizes are 3 – 9 students with a performance time of 15 – 60 mins.

Design students will present a written concept with preparation documentation, max 10 mins. Design students will work alongside the director for this performance.

Your director / teacher will prepare a written intention for the examiner thus this unit is purely performance.

This can be the same play you performed for your monologues.

You will experience a number of practical exercises led by your teacher to help develop the piece ready for performance. 

The examiner will mark section A and section B over one or two days therefore, preparation for the two sections will run concurrently. 

N.B This unit is an example of the importance of attendance and punctuality. Students, who are poor in either of these areas should expect lower grades as missing a rehearsal would be detrimental to your final performance.
These performances will happen no later than June 2010 and will conclude your AS year in Drama and Theatre studies. Should you wish to discuss your future on the course, please see your teacher. 
A2

Unit 3 Exploration of Dramatic Performance
In this unit, you will be devising (making) your own performance based upon a stimulus which is decided by your teacher.
This unit is internally assessed. 
The stimulus could be anything, not just a play text or story. It would be a poem, sound, image or word. You will be assessed on your interpretation of this stimulus and how you turn it into a performance.

You will need to think of a specific target audience that is appropriate for your piece.
The emphasis on this unit is BOTH the performance and  the rehearsal process plus your supporting notes in addition – be mindful that you do not waste time and your presence in the class is beneficial for the group. If your teacher picks up on any unhelpful or uncooperative students, their grades will be affected as a result.
After being directed by your teacher in unit two, this is your opportunity to be more autonomous and create something completely original. 

Your devising process and performance should take into consideration the performance style or influence of one or more practitioner, e.g. you might want to use the concept of the 4th wall and break down the barrier between the performance and the audience.
You may wish to pick a performance support role for this unit including director – sometimes this can help focus a group. 

Grouping is minimum 3 and maximum 6. One of your rehearsals will be filmed and sent to exam board as evidence.
SUPPORTING EVIDENCE / COURSEWORK

You will be required to write 3500 maximum words answering the following questions about your creative process and performance;
· How is the initial material being researched and developed at significant stages during the process of creating drama? 

· How effectively are you personally exploring and developing your role (s)?
· How did you and your group explore the possibilities of form, structure and performance style?

· How did the work of established and recognised theatre practitioners, and / or the work of live theatre, influence the way in which your devised response developed?

· How successfully did your final performance communicate your aims and intentions for the piece to the audience?

· How effectively did the social, cultural, historical / political of the piece communicate to your audience?

Unit 4 Theatre text in context

This is a written exam lasting 2 ½ hours. 

There will be three sections to this exam, A & B which are on the same text and Section C which is on a set historical period.

SECTION A & B

In this section you will study one of three plays (TBC by your teacher);

· Lysistrata By Aristophanes
· Dr Faustus By Christopher Marlowe
· Woyzech By Georg Buchner
SECTION A
In this section of the exam you will be writing form a director’s point of view about rehearsing a part of the play (which you will have practised in class). 

You may take an annotated copy of the text into the exam which will be checked by your teacher.

SECTION B

In this section, you will need a good understanding of the play as a whole and its potential for different performance styles and settings. 

You will be asked to consider how you might put on a production of this play in light of logistical issues such as space, money and health and safety but to also be creative and original in your thinking.

SECTION C

You will study one of the following historical periods in class;

· 525BC – AD65

· 1564 – 1720

· 1828 – 1914

For this section, you will be asked to see a live performance of a play written in the time chosen by your teacher and to compare and contrast contemporary and historical performance conditions.

You will need to have a good knowledge and consideration of the social, cultural, historical and political conditions of the original production time. You will have considered how the contemporary director has made this play relevant to a modern audience. 

As with the theatre review, you are not evaluating or analysing a story itself but the performance. You may, on occasions need to refer to story when relevant to the S,C,H,P issues but remember, it is the performance conditions that are the focus of this section.

Useful links 
www.edexcel.org.uk
http://www.shakespeares-globe.org/globeeducation/research/
http://www.barbican.org.uk/education/e-learning
http://www.stagework.org/stageworks/index.html
www.thestage.co.uk
http://www.guardian.co.uk/culture
http://entertainment.timesonline.co.uk/tol/arts_and_entertainment/stage/theatre/
http://www.donmarwarehouse.com/p25.html
UNIT ONE

Brooks, David The Age of Upheaval: Edwardian politics, 1899-1914,

Manchester University Press, 1995

Ibsen, Henrik A Doll’s House in a new version by Zinnie Harris,

Faber and Faber, 2009

Meyer, Michael (trans) Ibsen Plays: Two, Methuen, London, 1980

McFarlane, James (Ed) The Cambridge Companion to Ibsen, Cambridge

University Press, 1994

Williams, Raymond Drama from Ibsen to Brecht, Pelican Books, 1973

Styan, J L Modern Drama in theory and practice 1: Realism and

Naturalism, Cambridge University Press, 1981

Templeton, Joan Ibsen’s Women, Cambridge University Press, 1997
Ibsen

Background and general

http://www.hf.uio.no/ibsensenteret/henrik_e.html
the Ibsen Centre 

http://www.ibsen.net/index.db2?id=83
Ibsen.net (English version) 

http://sunsite.berkeley.edu/Goldman/Writings/Drama/
The Social Significance of Modern Drama (classic essay from 1914) 

http://www.bard.org/SectionEducate/EdResources.html
Utah Shakespeare Festival educational resources page: links to pages on Ibsen and aspects of Ghosts (this is an excellent drama resource site) 

http://newman.baruch.cuny.edu/digital/2000/c_n_c/c_09_modern_drama/realism.htm
brief but intelligent introduction to key phases and phrases of realism – check earlier and later pages for wider historical context 

http://apollo.fa.mtu.edu/~dlbruch/345/realnotes.html
and some quick notes on realism 

http://www.imagi-nation.com/moonstruck/clsc18w1.html
George Bernard Shaw’s essay How to Write a Popular Play (showing the mechanical nature of the well-made play and demonstrating Ibsen’s superiority
Texts

Doll's House
http://www.public.iastate.edu/~spires/Concord/dollsearch.html
complete text and concordance 

http://www.mala.bc.ca/~johnstoi/introser/ibsen.htm
lecture on the play 

http://www.ibsenvoyages.com/e-texts/doll/index.html
full-length study: ’Realism and a Doll House’ 

http://www.brainstorm-services.com/wcu/dollshouse.html
useful university-level introduction 

http://www.geocities.com/Athens/9089/dh-intro.html
student-compiled study guide (not entirely recommended!) 

Donmar Warehouse

HENRIK YOHAN IBSEN. AUTHOR

Henrik Johan Ibsen was born in 1828 in Skien, a small town on the coast of

Norway. His father was a merchant whose business failed, forcing the family

to move to a farm in Gjerpen. At the age of 16, Henrik was apprenticed to a

pharmacist in Grimstad and two years later was compelled to begin supporting

his illegitimate child, born to a servant girl. In 1850, he moved to Christiania (now

Oslo) where he studied and earned a little from journalistic writings. In the same

year he wrote two plays, Catilina and The Burial Mound.

Ibsen had hoped to become a physician but, after failing university entrance

examinations, was appointed in 1851 as ‘stage poet’ of Den Nationale Scene, a

small theatre in Bergen. In 1852 the theatre sent him on a study tour to Denmark

and Germany and, in 1857, after the theatre went bankrupt, he returned to

Christiania to become Artistic Director of the new Norske (Norwegian) Theatre.

In 1858 he married Suzannah Thoresen, the stepchild of the novelist Magdalene

Thoresen. Their only child, Sigurd, was born the following year. To this period

belong The Vikings of Helgoland (1858), The Pretenders (1864) and Love’s

Comedy (1862) which was produced with some success. In 1864, he settled in

Rome where he wrote his great poetic drama Brand. This made him a reputation

throughout Europe and earned him a state pension. Brand was followed by his

final verse play, Peer Gynt, written in 1867.

Ibsen’s following plays include Pillars of Society (1877), A Doll’s House

(1879), Ghosts (1881), An Enemy of the People (1882), The Wild Duck (1884),

Rosmersholm (1886),The Lady from the Sea (1888), Hedda Gabler (1890), The

Master Builder (1892), Little Eyolf (1894), John Gabriel Borkman (1896) and When

We Dead Awaken (1899).

The last years of Ibsen’s life were clouded by mental illness and he died in

Christiania in 1906.1

The social and cultural positioning of Henrik

Ibsen’s original play

‘A woman cannot be herself in contemporary society, it is an exclusively male

society with laws drafted by men, and with counsel and judges who judge

feminine conduct from the male point of view.’

An extract from Ibsen’s planning notes for A Doll’s House.2

Ibsen was inspired to write A Doll’s House as a direct result of the traumatic

events in the life of the successful Norwegian writer, Laura Petersen (1849-1932).

In 1871, eight years prior to writing his play, Ibsen got to know Laura when she

sent him a sequel she had written to his play Brand. He called her his ‘skylark’,

the pet name given to Nora in the original script. Laura’s husband contracted

tuberculosis and was advised by his doctor to travel to a warmer climate to

recover his health. She secretly arranged a loan to finance the trip. When

repayment of the loan was demanded in 1878, she did not have the money and

forged a cheque. The forgery was discovered and the bank refused payment. It

was at this point that she gave her husband a full account of her actions. Despite

the fact that her motive had been to save his life, he treated her like a criminal,

telling her she was not fit to bring up their children and committing her to a public

asylum. When she was discharged, she begged her husband to take her back, for

the children’s sake, which he begrudgingly agreed to do.3

At the end of 1878, Ibsen recorded some ‘Notes for a Modern Tragedy’, excerpts

from which are printed below:

There are two kinds of moral laws, two kinds of conscience, one for men

and one, quite different, for women. They don’t understand each other; but

in practical life, woman is judged by masculine law, as though she weren’t

a woman but a man. The wife in the play ends up having no idea what is

right and what is wrong; natural feelings on the one hand and belief in

authority on the other lead her to utter distraction….She has committed

forgery, which is her pride; for she has done it out of love for her husband,

to save his life. But this husband of hers takes his standpoint, conventionally

honourable, on the side of the law, and sees the situation with male eyes.4
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The Laura figure Ibsen subsequently creates in his play, whom he calls Nora,

lives in a culture in which she is marginalised because of her gender; she is not

permitted to fully participate in society and, as a married woman, cannot borrow

money without her husband’s consent. Her fraudulent action of securing the loan

is both a result, and a defiance of her exclusion. Joan Templeton suggests that

‘Nora’s criminality is a silent, covert rebellion that looks forward to the final, noisier

one’5, a reference to the now legendary sound of the front door slamming as Nora

walks out on her husband and children at the end of the play.

By placing these ideas at the heart of his play, Ibsen was contributing to the topical

debate about women’s positioning in society which was taking place in Norway at

the time; their roles were restricted to those of wife, mother and sexual partner.

However, in his native Norway, Ibsen’s contribution to this debate in A Doll’s

House was overwhelmingly seen as an outrage with his seminal notion that a

woman could walk out on her husband and children.

This fury followed the play to England ten years later, when it received it’s first

production at the Novelty Theatre, London, on 7 June 1889, with Janet Achurch

making theatrical and social history as Britain’s first Nora. ‘It is difficult today to

conceive of the shock and outrage caused in Victorian England by Ibsen’s play,

A Doll’s House’, comments Professor David Thomas in his programme note to

the Donmar’s production, ‘in this play Ibsen deliberately challenged all the cosy

assumptions of Victorian England about marital relationships, sexual politics and

patriarchal control’, a view corroborated by academic Joan Templeton:

‘Ibsen was accused not merely of advocating the destruction of the family,

and with it, morality itself, but of a kind of godless androgyny; women, in

refusing to be compliant, were refusing to be women.’

Joan Templeton, Ibsen’s Women6

A DOLL'S HOUSE 
by Henrik Ibsen 
Manchester Library Theatre/ Scarborough Stephen Joseph Theatre in the Round.

Two theatres in the north of England are about to stage A Doll's House, Ibsen's play about Nora Helmer who chooses independence over safe domesticity. 

Alan Ayckbourn, directing his first Ibsen at Scarborough, describes the experience of the play as "watching this little world slowly collapse. The drums are gently pounding all evening for Nora". 

This is not a sound effect in his naturalistic approach, but an expression of the play exploring "how vulnerable, how alone she can be. Her tricks, little deceits, girlish pleadings have always got her her way, with daddy, then with her husband. Nora has absolute assurance that her husband (Torvald Helmer) will be there for her. He isn't and it's like the roof blows off." 

But Chris Honer, directing the same play in Manchester, says Nora is strong in the final act when she resolves to leave her husband. and a hint of this strength is given in the first act when her old schoolfriend Kristina Linde arrives. 

"In the very first scene with Kristina, despite Kristina's slight contempt for her, Nora tells of her secret - getting a loan (for a holiday to save her husband Torvald's life), acting independently and secretly. You see the qualities in Nora that come out fully in act three." 

The note for the loan is held by Krogstad, who, as he has been sacked by Torvald, blackmails Nora. 

If the Helmers' marriage founders on smashed romantic illusions (Torvald goes to pieces when he hears about the loan), Honer sees a contrast in the other couple, Kristina and Krogstad. Their becoming a couple is "very definitely a practical contract (in terms of) what each needs and provides.Krogstad goes from an outsider who claws his way back into society, feels kicked into the gutter again, but is offered redemption by Kristina. She comes to town with nothing. She's brought up her younger brothers, cared for her bedridden mother, has no money and is alone. By the play's end she has a job, a potential husband and has found something to live for. A production should show that as clearly as the development in Nora and Torvald." 

The play is "much more optimistic about Kristina and Krogstad; they have the ability to speak honestly to each other," the very ability lacking in the Helmers' marriage. But Honer points out, the two stories are linked as well as contrasting. "Kristina takes the responsibility to organise Krogstad so Torvald will find out about Nora", bringing the final crisis in which Nora's world is shattered. "What she does is very difficult. Torvald never considered his own world values could be broken. His was a world where the husband is absolute moral and spiritual guide." 

Ayckbourn finds humour in Ibsen. To begin with, there's "a cheerful rubbing along. Both enjoy their life. Nora enjoys the attention of being a little lark or linnet. There's the business with the macaroons, she hiding,he finding them. Little deceits reflecting the bigger ones to come. She spends a lot of time lying to Torvald and she's good at it as children are.And the scene with Torvald drunk is very funny. He comes back from a party and champagne, wants to drag his wife off to bed and finds her appalling schoolfriend sitting there knitting." 

There are, he says, "No villains. Krogstad made a small mistake and has been suffering for it forever." And it's not an issue play: "If we don't care about the characters, we can take sides. But we need to say, 'Poor woman, poor bloke, what a world they live in'." 

�





40% of AS


20% of A-level





60% of AS


30% of A-level





40% of A2


20% of A-level





60% of A2


30% of A-level








