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Exploration Notes
‘A Doll’s House’

Introduction
Focus: Social/political/historicalicultural context, Stanislavski

Ibsen’s ‘A Doll’s House'
‘A Doll's house' is an early example of theatrical naturalism. The play sparked /
controversy, and its performance was declared by one critic as ‘a revolutionary action.” The
cuttural norms of the time are represented by the ideas and values before Nora changes, suchas  «J )
financial success, upward social mobility, a stable secure family, and a patriarchal society. v T

Naturalism
Naturalism refers to theatre that attempts to create an iliusion of reality through dramatic
and theatrical strategies, such as a 3-dimensional set, everyday speech forms, a focus on
contemporary subjects and a representation of more social classes, notably the middle and Sy v
working classes. Every action that actors did had to be belisvable in [ine with their character and
the text.

Stanislavski
In line with the principals of naturalism, Stanislavski created a rehearsal method which
allowed all actors to create characters which they, and in turn the audience, could believe in.
They did this through looking at internal work (gaining a deep understanding of the character) and /’5 20

external work (how to communicate the understanding most effectively.) He used many Tl
techniques such as magic if, given circumstances and emotion memory. T

. /d( {?( -
Radio Play

Workshop 1 — 3 lessons
Focus: Language, vocalisation, Stanislavski

*  Discussion

- vocalisation includes: pitch (range); tone (sarcastic, angry); intonation (stress patierns); pace 2

(rapid, stow, pauses); volume; accent/dialect (geographical, class) o

- influences include: character (sex, background, class); given circumstances (situation, Lo A .
relationships); style of the play (Greek, meloedrama, naturalistic); objective (intention) N G

-+ Stanislavskian exercise T,
We gave people 2 opposing objective, for example, parent: ‘1 want to control my feelings’ and L
" child: ‘I just want to forget what happened,” and observe the dynamics. Sometimes, | found it
difficult to stick to' my objective and keep the conversation going. However, | came to realise that
this wasn't too important, as long as the overall feeling of the character represented the objective.
It was quite easy to see how the language changed when the child was given the objective of |
want to hurt my parent.’ Instead of being quite submissive and pretending that nothing happened,
they were more antagonising blamed the parent. It seemed like the roles reversed as instead of 7
the parent having the upper hand, which he did in the first, the child now did. This activity helped Fop Y
me to understand the importance of the underlying motives of the character and how this affects /2¢
their presence on stage. F\#’% o
. oy,
» Performance ' g of £,
We were all given an extract from act 1 to prepare as a radic play. We had to perform it e p
behind a screen, so that total focus was on vocalisation and language. We all listened to each to:-j/g] o
others and acted as critics. v D 4
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Self-selected Monologue
Workshop 2 - own time, 4-5 weeks
Focus: characterisation, language, physicalisation, Stanislavski

« Given circumstances

Who is present? ﬁ/ . Q((

Mrs Linde - an old school friend. It is the first time they have seen each other in years. /
When is it happening? 2

In a completely different time and culture to today. Borrowing money was unacceptable for a
women without the consent of her husband.

it occurs towards the beginning of the play. Nora reveals that she did not get the money from her
father but from another source. Preceding my text, Nora says she has never told Torvald as it
would wreck their relationship. She says she will never fell him.

Where is it happening?

it occurs in Nora's sitting room, which is a private place where they should be able to show their
true feelings. However, Nora is not completely honest, as she does not reveal where she got the
money from,

What is happening?

Nora explains to Mrs Linde how she managed to raise money to pay back the loan. She had
imagined that a rich man had fallen in love with her, died, and left all his meney to her. She ends
on a much happier note of looking forward to prosperity and the spring. Nora is proud she has
managed to conduct this without Torvald finding out.

What has happened/what might happen next?

It shows what she has gone through to pay back the loan. 1t subtly suggests she will be found out
as she is so proud to have kept it secret. Ending on a high note suggests something will shatter
everything.

* Internal work

The ruling emotion is pride. | used emotion memory to see how | react to this feeling. | laid in the
dark on my bed and relived a moment of pride (when [ got my GCSE certificates.) Physically, | felt
myself smiling and my shoulders moved up, as though to stand tall. This helped me to
understand how my presence on stage should be. Emotion memory was a key technique in
Stanislavski’s system to help actors build naturalistic characters. Once the character has
completed the internal work and understands their character fully, they can then move on to
physicalising the role.
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* language

Emily performed a monologue from the end of the text, and 1 realised how different Nora's s
language was. In my piece, Nora comes across as immature and childish, shown by the fact if 5
she doesn't have her own way (pretty clothes to wear) then she almost sulks. She uses her ({n G},

feminine charm when discussing the man who fell in love with her, to make her look desirable.

She believes all problems will be solved when Helmer starts his new job. “J g

This contrasted greatly with Emily’s piece. Nora has now realised that she needs to become 7
more world-wise and find her own way, nat depend on Helmer. The roles are reversed, as Nora is '
now the predominant speaker, not Torvald. She speaks clearly and calmly, and realises their
house is nothing more than a doli’s house. “ﬁ.%

%

Duologues A g
Workshop 3 - 3 lessons - e "’\-{1
Focus: interpretation, characterisation, non-verbal communlcatlon vocalization, '(E,, .
Stanislavski B

*+  Method of physical action

Stanislavski's method of physical action is where the actors would begin physical workona -
character, after understanding the internal side. The actors would be asked to perform a simple /J
stage direction, such as entering a room. The actors are forced to consider the given -
circumstances — why they are entering the room, how to enter a room, what the objective is. ciLQq
_ We took the beginning of act 2 and chose 3 people to act and 3 people to read it. The main .

idea is to allow actors to focus solely on actions. It was extremely difficult - you have to try and

gage timing and fit in with stage directions whilst making the action believable. Non-verbal v

communication was very important, as it was almost as though the actors were miming, so every

movement had to have a purpose. People who didn’t have a role were allowed to stop the action

at any time and ask the actors why they did a specific movement or gesture, o see if there was a "o

genuine reason. For example, Faye asked me why | kept scuffling my feet, as it didn’t really seem f\a\,.,f‘ S .

to fit in, and when | moved more slowly, it seemed to work much better. Joe did a very "‘11,1;_

melodramatic interpretation, so we could see the contrast with what we were trying to achieve. T

Joe and { then improvised the scene, which meant most of them were incorrect. However, the '
- idea was that the character still portrayed the same emotion even when the words were incorrect.

1 problem | had was that | consciously thought about my actions, so at times, they were too

obvious. We also used this exercise later on, when looking at Nora's change in her balisf in her Ty

husband. s %‘ZLJ

*  Pair wark - perfarming an extract - (é’\

In pairs, we were given an extract to perform. | got the one between Krogstad and Nora in act
2 where Krogstad has a letter for Helmer. He tells Nora how he wants to get back on his feet.
Tempo rhythm was introduced. | feel that the whole scene is a power struggle between the 2 of
them. Nora constantly tries to remain on top and keep the moral high ground, however he always
has something batter to come back with and by the end she has completely lost it.

(//




Dual oque

DGSTAD. d-be-¢ .-.-:z;.;.; to-cley -
i forris-on "...Ivegotalettcrmmypocket

mreaddmsedmyourhusband/» Quick fo e Cale

®A. Tellinghim everyt L eremivdy fong - hona

0GSTAD, As delicatelyas possible. <> oy, @ mg “pper

RA (quickly). He must never see that letter, Tmltup Plifind denperoie - dogon't beo, por feos of L@:ﬂxu(\g

he money-somehow < w2 alc

DGSTAD.Imsnrry,MIsHelmer,IthoughtI’dexplmned— —> (ise pobrenens - he e apord bs

A, Oh, T:don’t mean'the money I 6we you. Let me know how

nuchyouwantfrommyhusband,andl’llﬁnd itfaryou. __~ Aesunpvion, Koo s m%eg ok ey

0GsTAD. P notasking your husband for money. : NEDT . SCOL -

®A. What do you want; then? NG - Mvraed > ok e

0G5TAD. Tl tell you. I want to get on my. foet again; Mis > Locks SNOlQRY info ndarols ewen. Sre

Helmes, T warit to get to the top. And your busband’s goingto  J02@ Ot Lodie  ausous,. He enciresed

selp me; For eighteen months how my record’s beencléan. I've b@nd  |hyer - Noroe e Osen IO SN

aeen in hiard straits:all that time: Iwas'contént tofight myway  €xpredmions  to Qs auscenae er

back inichiby-inchi: Now I've been chiucked back intothe mud, (e AOS . \Ver

md Pin-niot going to'be satisfied with jist getting backimy-job. feeidnQp - Y Qe speetiv-

Pmgoing to get to thetop, T tell you. P'mr 1o getbackinto USC. of powsed aosns audizence

the bank, and it’s going to be-higher up: <our"husband’sgomg Pe. 4o el | s asn

tocréateatiewjob forme—~ . : l IO e

iz "Y'l never dothiat!

0GSTAD. Oh yes; he will. T know him. He won’t dare-to-tisk 0 fdoro, pMnCnen-~ Cx‘(hc_lam of vy hasond
1 scandal, And once Iih in there with: him, you’llseelWxthm

v'year 711 be his right-hand man. I¢ll be Nils Krogstad who'll Visvok @d- USED WorOn 4o Caenle.
benmnmgtha:bank,notTorvaldHe]nml T G Iign Wik Wy ronre on

iRA. ‘That will never happen. ' S

OGSTAD. Are youthinking of - ? < ~na
\=A. Now I ke the conrage: /-BvSmm&QL o8 Was oy Sk"or‘()d QA CAUpVRIL St ond

0GSTAD. Oh, you mn‘tihghsen me.Apampcred little pretty PINQ eye  confoct - MO \oragy (‘,ﬁ%\r\l&\@\
like you— o
ma“You’llsee'You’llsee' : & Keagshod f\%f\\’ in Narals pCth_ farces e
.0GSTAD. Under the ice? Downmthccold black warer? And Yo mouve WOCkuoordn, Urodos her ol
;h;uu;,mt;)cspnng,toﬂeatupagmn,ugly,umemgmzable, at e end, ko Shoua We IS

€55 — B TV Yo ¥avTe (e N o a
ma. You can't frightenme. bwd% "g@pourcQ H\cﬁrmvvéa Croased Hae

:0GSTAD:. And’ you- qm’t fnghxen -me:: People.. don’t do 7such-
\
QTS AP0 Falirer Prginen, Inside -

AeNOIS

things;- Mrs Helmer. And anyw%, what'd be the- use? Tve got

himinmy.pocket, . , X

RA. But afteewards? When Pmsolongee=?, %a N 2 LS, buk T oussiae, Sne

:0( 4D, Havé you forgotten, thit:then-your reputauon will v S Convauech -

bel“ n‘y:handS? . ’_,_____,__.u-— et '. _b. Sb’\e Sh‘ec) ¥ T,
She looks at him speechlessly. UL~ Qeflt_') GAQQ&}ENEQ :

.0GSTAD, Well, Pve warned you. Don’t do ‘anything. s:lly A W3O N0 Loardy
When Helmer’s read my letter; he'll: get in touchswith me. Add.

‘remember, it’s your husband who has fo) e

this. And for that Tl never forgive:hiin
Helmer. (He goes out through the hal ‘ ﬁpﬂcc s me. ranine - vep s

YRA (runs to the hall door,. opmﬂafewmches‘mdksteﬂs)lHe’ her p\" alon
going. He’s not going t0.give him thie lett At MaMOooe  Ccasld be ia nudng,
couldn’t . possibly happen. {Opens. the- door wider.) W Tonad  reodn e leder '
What's he: doing?,Standing: outside-the: fror daor He’s aot Se rurs  arc - )
gomgdownstatrs Ishechangmgh:smmd?__ﬁ,, = LI Cln WO o m?;cear\w NG

awaydowmhestmrs - ' - R
)u(mckamﬂeday,macrasstheraamwmards 7

tbesofa.dpaase) Intheletne:-box.(SteaIsumdly 11073 _
:: :!aﬂ door) Theee it is! 01:, Totvald, Torvald! Now we're - Ay
57-‘ //’ % < N q(’,,/r.%f«.
L e 2 ~og 0
3 s e e, 4 “c«.é\ C46\{ L
Sy “((_() e % T, S p - e
{'&U Q"a. A 6";,:-.., -8 (ﬁ}/ Tag
4:421‘_Ll c.é\ W) 9 Jz '\-\f(i (00\4 |




lbsen cjveo veny Oerouvech
S dﬁot%ﬁ L= M el A
pecca.

M/Mo..bsm ad2rmOrGs O
olshe sek-

L rave omed 8»\%\‘\3»\
INANCNOED - Lol
be  ac e Hee

Gl 30 | add k.

SH oo sorme derents
& suaoowsmn, .
v/

Nora - Eapmﬁ.\ A cenarg
areco. Gooice cotouw (blee)
‘o repecs ‘Urenpesr oG
Plosnery' rernople. Hodr
Sroped o oo O
bun, 1o reprenent Fme
aNd Shoen  waomEn'd
&LPP"QDD\Q(\ Motie we
Ve o poreelGn o -
Vory pale. When Tonsa
Pods casx o0 e
oronQen) | LIAMT RS
iy took in o YRCTST
ora. Aae v OfF,

ko regecy Talung

e wer  golltd MOSk
ONG  \Rweassngy Ve

~oe_ e,
v

I Olno poC.OuL pomt

cesrolar - Len

S’rogr; ourtain w3\ be o Spwie
LoNITN - WO0ED NN o pf%e@@g
on to. Be%m\p% pronse. o

A oadls oore WO -
loctang, o G dQUD nodse.
:OUQ@:) o e LOINATLD

S\ bed. - oo coorfaal
O3 hoose, N Qlouess,
Hoppy dolz Hooxe nar

G iy ks o o e,

/ PFQD *’Orm\el;\& |
; — T =y
P['ono ;
B (5] s Mo
el —
L [F, o
c}bQ\ w T
C"l“” @ Al A booedt o 19
/ / Corluey, Enolion S
v Qice _65;;2 p%\;&g& Frnt ond edboake fobha.
N Sl Sthoad  waly © Metophd for AHOUUQ Q rog Wit wooe
Groduwaiay 0o Noorals e bersely, Mpossie. Yo \n o
e ouk. 7 \ave e, lmportont, SSS

She com 3mp
S \'\g\rﬂ-a o~

SRECTAONS

For 2 srorrs,

/C'Qrpc c.

o




King Lear

Pclitics of King Lear - independent research

* - Divine right of Kings - all Monarchs had a god-given cbligation to make sure that the:r kingdom

stayed intact. In King Lear, it is no surprise that Kent is horrified to know Lear is dividing and
sharing his Kingdom. Kent knows this will fail, suggesting that Shakespeare is emphasising the /
need for unity. This quote, by Fool, sums this up well:

‘why, after { have cut the egg in the middle and eat up the meat, the two crowns of the
egg. When thou clovest thy crown I' the middie and gavest away both parts, thou borest thine ass
on thy back o’er the dirt.’
This highlights Lear’s stupidity in giving all his responsibility to his daughters.
- Social hierarchy - it was believed that gentlemen could be ‘made’ as weil as born. Men existed 4
who were full of self-importance; driven by self-interest. In King Lear, this character can be seen /
in the form of Edmund, Gloucester's illegitimate son. He refuses to ‘stand in the plague of
custom,” and rejects tradition, seeking to thrive by new means. The fact he is illegitimate-could
have been motivational, creating rivalry with Edgar and a sense of determination.

Beginning of the play
Focus: language, interpretation, non-verbal communic:il%
t 1 Scene 1 from line 34 onwards.

Non-verbal Communication

King Lear is up-stage, daughters’ down-stage. Therefore, Lear can't see their reactions and
facial expressions, but audience can. Also, Goneril and Regan are stage right together. Cordelia
is stage left alone. This alienated Cordelia and showed a bond between Goneril and Regan,
Example:
‘Long is our court ‘have made their amourous sojourn,
And here are to be answer'd.’
Action: Cordelia smiles sweetly to herself: knows she is well loved. Goneril and Regan
exchange a glance and sneer — dissatisfied with their husbands compared with Cordelia’s choice. e
iy
Language . li\ j\f u
Shakespeare achieves a sense of Lear's self-importance through his use of language: A
‘Meantime we shall express our darker purpose.. Unburthen'd crawl toward death. ; ‘
This dark powerful imagery creates a sense of drama and emghasnses meaning. ‘He later uses
powerful imagery when he disowns Cordelia — a foolish act. . Goneril also understands the
importance of language:
‘Sir, | love you more than words can wield the matter.’ } )%
This is false, but Goneril needs to flatter Lear to benefit when he divides the Kingdom, as does ™1 1%

Regan: they use language to their advantage. They don't love him as they say, shown later when _3i- &
they plot against him. Cordelia contrasts with them by being truthful, and knows how ridiculous e
her sisters’ sound. ,,gg,ﬁsmﬁ ok




Edgar’'s Speech
Focus: visual, spatial and aural elements-and interpretation 4

e 1
- we were given Edgar i : eithe :
do it as a group choral performance, ice i

Miss recorded our interpretation so that we could look at its effectiveness. There were several
things we noted: ,

- disjointed whispering and changing of speakers helped to create a more panic-stricke
atmosphere f

- end line that was just said by Alex made it seem decisive — said in a low, meaningful
tone '

- fragmented movement created a sense of insanity to further the effgcti!\?‘fé/;s

- dark lighting created an eerie atmosphere which captured the audiéncé? and this was
aided by the fact that everyone kept direct eye contact with the audience#£ a hypnotic glare

- ‘roaring’ added to the intensity which was created by pacg’
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Performance piece
Focus: interpretation, visual, spatial and aural, characterisation

* The task
- given a chunk of text to edit and make into a coherent performance. The scenes we used were
act 3 scene 4 to act 3 scene 7.

»  Drama mediums and how they were used in our performance

Staging: ;
We used tiered rostra with a raised level up stage centre, stepping down to the db’:vn-s%a
ity,

This symbolised 2 themes: originally, it was a catwalk for Gonerit and Rega;j/ show v Y
however, it became very symbolic of the division between sanity and madn This theme is m \ﬁ ﬁ,,\ =

shown when Lear talks to Edgar/Poor Tom on one side, with the€ Fool and Kemt on the other. At v ,na:
times, 1 did find this stage restricting. If you were standing towards the back, of it and wanted to Q s )
get to a character the other side, you either had to climb gver it (looking ¢ umsy) orwalk all the
way around it. Therefore, | think it may have been bettegto just have a shorter projection, still

showing the divide, without restricting character int tions '
Proxemics: \\

w3
Lt

Important in the blinding of Gloucester. All other characters, particularly Goneril a d'Regan, ‘9’
remained close to Gloucester centre stage as he was bound to the chair. It wagrery |nt1m|datmg \1 \
towards him, and the gouging out of his eyes would have huge shock value. Fhe fact that they

circle him, remaining close, resembles a predator with their prey and an injérrogation sequence. '
Characterisation: ) . ”fk

Lear. Central character, so Alex needed to create something stable. Initially, he used a very Fyiss
deep manly voice; however, he found that he struggled to sustain this. He then based his voice
# on lan McKellen, in his recent portrayal Lear. This worked as Alex could sustain it throughout. He
hunched over to look old and fragile -this contrasted with the beginning of the play where he
stands tall and proud. He is reliant on the Fool and Kent, and uses the Fool to get down off the
rostra, making him seem more vulnerable.
Character Interaction:
The character interaction, verbal and non-verbal, between mysefif (the Fool) and Kent in act 3
scene 4 was interesting. They were unsure what to make of Poor Tom and wanted to keep Lear
away from him, but failed. They constantly exchanged glances, especially when Lear called
Edgar the ‘noble philosopher.’
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Shakespeare’s R & J — Joe Calcaro
Norwich Playhouse

Norwich playhouse was opened 13 years ago, and it was converted from
an old brewery. The stage is end on, although the front row of seats are
extremely close to the stage. It was here that | witnessed how a Shakespeare gy <,
classic could be given a new lease of life, as Joe Calcaro’s ‘Shakespeare’s R & ‘v(c\
J' really did impress me. There were only 4 actors in the production, all of whom
played a student and then also took on other roles.

Calcaro’s play is a scripted adaptation of Shakespeare’s Romeo and
Juliet, set in a 1950’s strict boys boarding school. The four boys run into the
chapel late one night during ‘lights out’-to-escape their oppressive routine, and § '%L‘“
they begin reading the original Romeo and Juliet. The play uses the majority of ‘\j
Shakespeare's text, but two interwoven themes unfold: those of the original play,
consisting of male authority and tensions surrounding sexuality, and those
bought by Calcaro of the oppressive nature of public schools, and a journey of
self discovery in the 4 boys.

They used the entirety of the relatively narrow space. The set was falrly

- naturalistic, consisting of real candles, pews and an alter, with great attention to

detail. In a very Brecthian style, the set was then transformed into Juliet's /,),

bedroom and Friar Lawrence’s jail, and the audience would accept ‘the balcony’ ,,%v‘éa,\

as just that, even if it didn’t accurately reflect it. An important prop was the book

of Romeo and Juliet, which was used throughout. For example, when the boys  “%a,2 ,

were told Mercutio was dead, they franticly flicked through the book to see if it a

was true, as they were filled with disbelief that family conflict could end in death. %
The costume, although quite mundane, served a greater purpose. The

boys essentially remained in their school uniform consisting of a shirt, a tie

jacket and formal trousers, but as the story unfolds the actors symbohcallﬂr"rd of

their blazers as they rebel against they schools authority and gradually begin to

~ discover their true selves. Towards the end of the play, three of the boys replace

their school uniform, but Romeo does riot. | feel this reflects the fact that Romeo /‘m(v
has learnt too much and has matured too far to ever return to the suppressed " ‘4,\
school boy. One extremely versatile prop was a white sheet, which was used S
with ease and diversity throughout the performance — it was used comically to ‘}",,_a,,ﬁ/
show the Nurse, to show Lady Capulet and used as a shroud. Most Q‘\%
imaginatively, it was wrapped around Juliet and then pulled from her, as though
her mother and the Nurse were whipping her life away from her.
Music was mainly recorded, and the sounds of the organ set the scene in
the chapel as the boys begin to sign ‘Jerusalem.” Recorded sounds include those
such as the school bell and footsteps, but they are also to create an atmosphere
of panic as the Friar's plans begin to coilapse, reflected by the sounds of thunder
and lightening. A radio is used, and when it is first switched on it starts off as a
hymn, but quickly changes to-contemporary rock and roli -which would have
been frowned upon at the time. The actors also create their own sounds through
choral chanting and also through drumming on the pews to intensify the emotions
of fear and tension. '



The lighting was fairly simple. There were white washes uses throughout
this performance and at the beginning dim lighting reflected the fact it was night
time, so the boys entered with torches in a naturalistic touch - and it heiped to 7~ w2,
emphasise the fact that they were not supposed to be there. They used at least 1,%‘6;\
10 real candles which were repeatedly blown out and re-lit, and the most -
poignant moment where this could be seen was when they were blown out just 5‘7?4
before the dual when Mercutio was killed, symbolically showing that his life would t,,:"@/

be ‘snuffed out.’ They were then re-lit when Juliet was placed in her tomb, to & “-u,gj
create a calm and innocent peacefulness. vk, %
The actors in this performance were superb. The play consisted of very

physical and ensemble theatre, as they all played multiple roles — and | have to
say that they seemed to do this with relative ease, which surprised me with such
a challenging text. Vocalisation and the presence of the actors on stage were key
factors in determining which role was being played. A brilliant set piece was
when Lord Capulet was telling Juliet that she was to marry another man, and not
Romeo. Three of the boys became Juliet's father and the split the insuits S&d
between them. The insults then moved to a more physical bullying as Juliet's ety
trousers were pulled down and she is thrown to the floor, picking up on the key e“q,%
theme of male violence. The proxemics were fantastic - one memorable moment 27
being when Lady Capulet and Juliet were on opposite sides of the stage,
showing the rift between them and their different ideals. 2 of the actors were
extremely brave, as the theme of homosexuality really did hit the audience as
they kissed many times throughout the performance - and credit has to be given -
to them given the fact that the audience consisted mainly of students, to which a
few reacted in an unappreciative manner. : _

All in ali, | would recommend this play to anyone who wants to see a
Shakespeare classic given an exciting edge. The fact that the play constantly
strived to work on 2 levels really did enhance this performance - on the one hand &, “‘L\,
dealing with the difficult contemporary issues, and on the other dealing with the ‘Vg;
initial motives of Shakespeare’s Romeo and Juliet. The complexities of the :
themes in this play were shown so imaginatively and creatively that it just
worked, and the movement from the initial playfulness of the boys, when they are
tossing the magazine around, to the tragedy really does help the audience to
understand the journey that they boys have been through.

~
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Commentary on Exploration Notes for Candidate |: Chloe

What the Moderator says:

This is over the word limit- strict at 3,000. Some of the headings do not match the
notes therein. The characterisation section for Doll’s House seems to be more
about context and historical details, than characterisation and the work she did
towards this. Not fully detailed, but still shows outstanding understanding.

What the Principal Moderator says:

The notes are divided into a number of workshops, an excellent idea to help
candidates maintain the contact between understanding and knowledge and how
they go about achieving them.

After a brief introduction, bringing together the SPHC with the ideas of
Stanislavski, she goes into the first workshop. This is about language, vocalisation
and Stanislavski. She continuously explains what she has done, whilst analysing the
effects and her growing understanding. She adds a section of annotated text.
Workshop 2 is about characterisation, language, physicalisation and the
practitioner again. As the teacher says, this is solidly based on practical
exploration. She then sets out her annotations for her monologue and goes on to
explore how another student’s monologue worked.

Workshop 3 looks at interpretation, characterisation, non-verbal communication,
vocalisation and Stanislavski, again. Many examples are evident of how her
practical work leads to understanding of the text and there is annotated script of a
duologue; all good preparation for Unit 2, Section A.

The designs for the set clearly show they are rooted in her understanding of the
play, its SCHP context and of Stanislavski.

Her notes on King Lear explore language first, along with non-verbal
communication. The teacher points out that these are not fully related to how the
lines might be delivered. When she goes on to look at VAS elements and
interpretation, the notes are clearly related to practical exploration.

The notes about characterisation, staging and proxemics are clear and concise
examples of an ensemble actor, working with others, towards a shared
understanding of the text.

Top band

Commentary on Evaluation of Live Theatre for Candidate |I: Chloe

The Moderator felt the evaluation was genuinely excellent.

Chloe shows her very clear understanding of how set and staging work and gives
consistently clear examples of this. She assigns meaning to actions. Each scene is
analysed and evaluated objectively with several mentions of audience reaction.
She uses excellent vocabulary and her written communication is similarly
confident.



She displays her subjectivity a little too clearly in places but, overall, she
successfully summarises the key elements of the production very intelligently.

Band 2
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