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Introduction 
 
This is the first year of the 1DR0.03 Component, which in addition is the first 
time that teachers of Edexcel GCSE Drama have been required to prepare 
students for a written paper. This component was developed as part of the 
new 9-1 GCSEs which were designed with a new AO (AO3 Knowledge and 
Understanding) in place, intended to improve the rigour of teaching, learning, 
achievement and assessment across all the reform GCSEs. The cohort of the 
1806 series have coped extremely well with these challenges. However, in 
this first series of this examination it is worth reporting on a number of areas 
that have been highlighted by examiners, to offer further guidance for 
teachers in preparing their candidates for this examination. 
 
To support colleagues delivering the new specification, a wide range of 
support and planning materials has been made available online. These include 
the Edexcel GCSE (9-1) Drama Sample Assessment Materials (SAMs) and 
Specimen Paper, both of which were provided with relevant mark schemes.  
In addition, example materials marked by the senior examining team can be 
found on the GCSE Drama home page, alongside the Set Text Guides for each 
of the eight set texts for Section A. 
 
A subject-specific performance glossary was also made available as part of 
the Getting Started Guide; this can be found under the covers performance, 
costume, lighting, set, and sound design and this provides support for 
technical language which may be of use for teachers of GCSE.   
 
The GCSE Drama Frequently Asked Questions document (FAQs) is updated 
regularly and, again, has provided valuable support for teachers of GCSE 
Drama throughout this period of first teaching of the new GCSE and this 
document will continue to be updated to support colleagues. There is a section 
on each component within the GCSE and Component 3 information can also 
be found in the general questions section. 
 
These resources can all be found under the Teaching and Learning materials 
tab. 
 

The main link to the Drama home page is:  

https://qualifications.pearson.com/en/qualifications/edexcel-gcses/drama-
2016.html 

 

And the link to the teaching and learning materials: 

https://qualifications.pearson.com/en/qualifications/edexcel-gcses/drama-
2016.coursematerials.html#filterQuery=Pearson-UK:Category%2FTeaching-
and-learning-materials 
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Drama Subject Advisory Team  

Paul Webster, a full-time member of Pearson staff, has been available 
throughout the 2018 series to respond to centre queries and to support 
centres via telephone and email contact as well as through social networking 
sites. This has proved successful, in particular with the introduction of the 
new specification and the 9-1 assessment processes. He and his team are 
available to respond to centre queries: 
TeachingPerformingArts@Pearson.com  

Candidate queries can be addressed to students@pearson.com. 

 

It is important that centres encourage candidates to write under examination 
conditions on a regular basis, to ensure they can deliver fully-developed 
responses under exam conditions, with a clear awareness of how many marks 
are available for any given question. Clearly, time spent on each question 
should loosely reflect the maximum marks available, although it was clear 
from the 1806 series that some candidates lost sight of this in their efforts to 
respond as fully as they could in the early questions on the paper. This tended 
to have an impact on the detail and development of responses to the higher 
demand questions. 

It would also be useful for candidates to have the opportunity of working with 
the exam question and answer booklets in trial examination conditions, as 
some candidates evidently struggled to write their responses in the correct 
section of the booklet and/ or to navigate the number of questions/ extracts 
on the question paper. 

 
Paper Overview 
Theatre Makers in Practice requires students to show knowledge and 
understanding of the work of theatre makers and their creative choices and 
to analyse, and evaluate their own experience of a live theatre performance 
in terms of both performance and design. This written examination is 1 hour 
30 minutes in length and is divided into two sections. 
 
Section A: Bringing Texts to Life 
Worth 45 marks, this section offers a choice of 8 questions, each related to a 
single set-text, which candidates will have explored in preparation for the 
examination. Candidates must answer all 5 sub-questions in relation to the 
single set-text on which they have been prepared. The single assessment 
objective for this part of the examination is A03 (Knowledge and 
Understanding).Candidates need to consider how both performers, directors 
and designers practically realise ideas in performance to bring the text to life.  
They will respond to an unseen extract from the chosen text and are required 
to demonstrate knowledge of the performance context in their response to 
(b) (i) and of the whole text in their response to (b) (ii). 
 
Set-texts available in the 1806 series were divided into two ‘lists’ to support 
centres in meeting the contrast requirements between the texts chosen for 
Component 2 and Component 2. Centres were required to submit these 
choices to Pearson in 2018 and this will also be required in 2019 and 
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throughout the specification. More details regarding text choice can be found 
on p.6-7 and p.46-7 of the specification 
 
List A  
An Inspector Calls, J B Priestley  
The Crucible, Arthur Miller  
Government Inspector, Nikolai Gogol (adapted by David Harrower)  
Twelfth Night, William Shakespeare 
 
List B 
1984, George Orwell, Robert Icke and Duncan Macmillan  
Blue Stockings, Jessica Swale  
DNA, Dennis Kelly 
Dr Korczak’s Example, David Greig 
 
 
Section B: Live Theatre Evaluation 
Worth 15 marks, this section is based on a live performance seen by 
candidates as a member of the audience. The single assessment objective for 
this part of the examination is A04 (Analyse and Evaluate). Candidates must 
respond to two sub-questions, one considering the production seen in terms 
of design and the other considering the production seen in terms of 
performance skills. Candidates may use their live theatre evaluation notes of 
up to a maximum of 500 words to support responses to this part of the 
examination. More information regarding the Live Theatre Evaluation notes 
can be found on p.49 of the specification, but in particular, centres are 
reminded that: 
 
● no pre-published material, including programmes and photographs, may 

be taken into the examination or form part of the notes 
● notes must not be submitted with the examination paper but retained by 

the centre and kept until after post-results services deadline. 
 
Centres are reminded to consider the information on p.48 of the specification 
when choosing a performance for Section B: 
 
● it must not be a prescribed text from Component 3 
● it should ideally demonstrate a range of production elements, for example 

costume, set, sound, lighting 
● it should present opportunities for students to analyse and evaluate the 

work of key theatre makers, performers, directors and designers 
● it must provide opportunities for students to use subject-specific 

terminology. 
 
In 2019, centres will be required to submit a Live Performance statement to 
Pearson confirming that their candidates have met the requirement for all 
candidates of GCSE drama to experience Live Theatre. Please see p.8, p.48 
and p.54 of the specification document for further details. Peer performances 
are permitted at GCSE level to provide the widest possible choice for GCSE 
candidates in responding to live theatre. However, teachers are reminded 
that the use of digital, streamed and recorded performances does not meet 



 

the requirements for live theatre, and will only be permitted in exceptional 
circumstances. 
 
 
2018 series - Section A: Bringing Texts to Life  
 
Candidates responded to all of the set texts available, but some texts were 
more popular than others. An Inspector Calls and The Crucible were the most 
popular texts from list A, with DNA being the most popular choice from list B.  
 
Q (a) - Sub-questions (i) and (ii) 
 1DR0.03 is structured in terms of demand, and this is most evident within 
Section A which is constructed using stepped questions. Q (a) (i) and (ii) are 
the lowest demand questions which require concise ideas for performance 
and a short, linked reason for each idea. The maximum mark for each 
questions is 4 and 6 marks respectively; in each case, half the marks are 
awarded for relevant ideas/suggestions for performance skills offered and half 
the marks are awarded for linked reasons for these ‘ways’ of using 
performance skills. 
In the 1806 paper, for Q (a) (i) across all texts/questions, candidates were 
asked to write as a performer playing a named character from the extract, 
offering two uses of physical skills for that character. The question also 
requires reasons for each choice to be offered, to support the candidate’s 
knowledge and understanding of playing this character, at this moment in the 
text. 
Many candidates were able to fully meet the requirements of this question 
with the most common reason for candidates not achieving full marks being 
linked to misunderstanding the question. This tended to be either where 
candidates had offered the wrong skill e.g. vocal rather than physical, or 
where the wrong character had been the focus of the question. 
There were also incomplete responses to this question and responses where 
candidates had offered no reasons for their choices or where reasons offered 
were inappropriate to the character.  
Q(a) (ii) offered a short statement about a second named character and asked 
candidates to offer three suggestions about playing this character. 
Suggestions offered included a wide range of skills including non-verbal and 
use of space/ proxemics, although the most popular choices were a mixture 
of physical and vocal examples. Some candidates offered more than one 
example of vocal and/ or physical skills and this is permitted, as long as the 
examples focus on a different aspect of how the performance skill was used. 
As with (a) (i), many candidates were able to fully meet the requirements of 
this question with the most common reason for candidates not achieving full 
marks being linked to misunderstanding the question. This tended to be 
where the wrong character had been written about. 
There were also incomplete responses to this question and responses where 
candidates had offered no reasons for their choices or where reasons offered 
were inappropriate to the character, not connecting clearly enough to the 
statement provided as part of the question. In some cases, reasons were 
repeated almost identically. 



 

In the 1806 series, many students completely filled the space available for Q 
(a) (i) and Q (a) (ii) and/ or extending their answers onto additional pages. 
Despite responses offering a range of valid ideas and reasons, a maximum of 
4 and 6 marks respectively were available for these questions, no matter how 
many ideas and reasons were presented. In addition, the time spent on these 
questions negatively impacted on the time available for some candidates to 
complete the medium and higher demand questions across the whole paper.  
Centres are strongly reminded to support candidates in practising making 
these responses short, sharp and clearly relevant to the question.   
 
Q (b) - Sub-question (i)  
In terms of the stepped structure of the paper, Q (b) (i) is of medium demand 
requiring a more developed response than to Q (a) (i) and Q (a) (ii), with the 
candidate writing as a director. The maximum mark for this question is 9 and 
the question is assessed using a level-based mark scheme, made up of three 
levels. 
For Q (b) (i), candidates were asked to write as a director of the chosen 
extract, showing knowledge and understanding how one production element 
could be used to realise this extract in performance. There is also a 
requirement within this question for candidates to make reference to the 
performance context: the time when the play was created and performed.  
Many candidates became confused about the difference here between the 
time when the play was originally set and the time when the text was created 
particularly where the text had been created in one time and set in another, 
for example Q1 – 1984; Q2 - An Inspector Calls; Q3 - Blue Stockings; Q4 - 
The Crucible; Q7 - Dr Korczak’s Example. This was less problematic for texts 
where these were the same or very similar, for example: Q4 - DNA; Q7 - 
Government Inspector; Q8 - Twelfth Night.   
The examination paper states clearly when each play was performed at the 
beginning of each extract. Please see the FAQ document for further guidance 
regarding context; more support regarding the performance context to each 
text will be provided via the GCSE Drama home page for the 1906 series.  
In the 1806 series, candidates were offered the choice of three production 
elements: staging, costume or sound. Some candidates chose to write about 
all three elements, limiting the marks available for their response, as marks 
can only be awarded for ideas relating to one production element. The most 
popular choices were staging and costume, with fewer candidates choosing 
to write about sound.   
Staging was the most problematic choice for candidates, many of whom 
moved away from staging as a production element and drifted instead into 
writing about staging in terms of proxemics and the positioning of performers. 
This type of response struggled to meet the demands of the question as 
candidates were often writing as a director with a performance rather than a 
production (design) element focus.   
A number of candidates were able to describe ideas for what they, as 
directors, would place on the stage and these responses often included 
elements of stage furniture and set, which does meet the demands of the 
question.   



 

High achieving responses placed the extract on a specific stage or type of 
stage, made use of staging vocabulary such as exit/ entrance, centre-stage 
etc and referred to the way the stage allowed impact to be created for the 
audience in this specific extract. These were theatrical choices and made 
helpful reference to the appropriate performance context. 
Please refer to the FAQ document for more details about staging as a 
production element. 
Costume was a much more straight-forward choice for the majority of 
candidates. Responses offered a range of ideas for style, colour and fabric 
although not all of these aspects of costume were covered by all responses. 
In some cases, ideas were offered for characters who were not on stage in 
the given extract, (for example the Inspector in An Inspector Calls) and as 
the question must show a grasp of the specified extract, these examples 
struggled to support the response as a whole. Similarly, there were a number 
of responses where choices were made that would work better on screen, in 
close up, rather than on stage, for example, details of small accessories which 
would not be visible for the majority of the audience in most performance 
spaces. There were also responses which offered inappropriate choices for 
the extract, for example overcoats and hats worn by characters who had 
spent the entire play inside. Examples of this nature struggled to support 
candidate responses.  
High achieving responses offered ideas for costume which were clearly 
supported by the candidate’s ideas for the performance of the extract, for 
example in terms of performance style and setting. These covered the 
specifics of fabric, costume and/ or style and offered some understanding of 
how effects might be achieved, for example, stains or tears needed to show 
a specific character journey. Examples were theatrical rather than cinematic 
choices and made helpful reference to the audience and the appropriate 
performance context. 
Sound was the least popular option, with significantly fewer responses than 
for staging or costume. However, where candidates had chosen to write about 
this production element, there were some effective and clear examples 
offered, which often supported the staging of the extract. Lower achieving 
responses to this question lacked a clear grasp of how sound might be used 
to enhance the extract, offering inappropriate or extremely general examples 
which lacked knowledge and understanding of the extract. There were also 
candidates who offered vocal examples rather than focussing on sound as a 
production element. 
High achieving responses offered ideas for sound which clearly enhanced the 
production of the extract, making use of existing stage directions/ sound cue 
and using additional sound cues appropriately and creatively. There was a 
clear sense of how the sound would be used with technical vocabulary 
including phrases such as surround sound, recorded sound FX, live sound FX 
and indications of volume/recording levels as well as helpful reference to the 
audience and the appropriate performance context. 
 
 
 



 

Q (b) - Sub-question (ii)  
In terms of the stepped structure of the paper, Q (b) (ii) is of high demand 
requiring extended and developed responses with the candidate writing as a 
director. The maximum mark for this question is 12 marks and the question 
is assessed using a level-based mark scheme, made up of three levels. 
For Q (b) (ii) across all texts/ questions, candidates were offered a short 
statement about a third named character. They were asked to write as a 
director, directing this character, considering the statement in terms of the 
extract and of the complete text. Three bullet points are included with this 
question, designed to support the candidate in structuring their response, and 
candidates must respond to all three bullet points in order to access all levels 
of achievement. These bullet points were consistent with the examples 
offered in the SAMs and Specimen papers. 
Some responses were rather general and appeared a little pre-prepared, with 
insufficient focus on the specified character at this point in the play, as all or 
most examples were taken from the wider text without a linked 
understanding of the extract in place. Others lacked a clear focus on the 
choices candidates might make as a director, either drifting into writing as a 
performer or into writing about the character’s choices in terms of voice, 
physicality and or stage space, rather than as a role played by a performer. 
There were also responses where candidates had made the choice to write 
about only one or two of the three bullet points, limiting the marks available. 
However, the vast majority of responses demonstrated a solid and well-
prepared grasp of how the chosen character might be realised in 
performance, considering all three bullet-points and using the viewpoint of 
view of the director. Higher achieving responses also demonstrated the 
candidates’ knowledge and understanding of working as a director of 
performers, and of the way this character, might be realised at this moment 
in the play compared with other key moments. 
 
Q (c)  
Q (c) is the highest demand question on the paper, requiring extended and 
developed responses, with the candidate writing as a designer and offering 
detailed design ideas for realising the extract practically. The maximum mark 
for this question is 14 marks and the question is assessed using a level-based 
mark scheme, made up of four levels, with this additional level reflecting the 
additional demand built into this question. 
Candidates were asked to write as a designer of the chosen extract, showing 
knowledge and understanding how one design element could be used to 
realise this extract in performance. In the 1806 series, candidates were 
offered the choice of three design elements: lighting, props/ stage-furniture 
and set. Some candidates chose to write about all three elements, limiting 
the marks available for their response, as marks can only be awarded for 
ideas relating to one design element. The most popular choice was lighting, 
followed fairly evenly by props/ stage furniture and set. 

The majority of candidates did manage to answer this question, often with 
some success.  However, in many cases, there was a lack of understanding of 
the role of a designer and the application of technical vocabulary. Some 



 

candidates offered ideas which linked with the whole play and not necessarily 
to the given extract but most tended to understand the content and potential 
of the specified scene. 
Lighting, while a popular design choice for this question, did present some 
issues for candidates. Many had understood the principle of colour use within 
lighting and were able to discuss colour symbolism and coloured lighting 
states which they intended to use to light the extract. Similarly, there were 
many examples which linked to the use of gobos, blackouts and spotlights 
and showed some understanding of these. Some candidates were able to 
reference specific types of lantern and used technical vocabulary with some 
understanding. Ideas were often interesting and showed candidates 
attempting to place themselves in the role of the designer. However, in many 
instances the ideas themselves tended to lack sufficiently considered 
connection to the extract; suggestions were often explained very briefly and 
without any detailed practical application of lighting principles to a particular 
cue. There was also very little reference to the way that the actors would 
work with the lighting. There was, in many cases, a lack of understanding of 
the impact of chosen lighting states on the audience during a performance of 
the extract. In some responses, too many lighting states were offered and/ 
or lighting ideas that were confusing and disjointed; combinations were 
offered that were more likely to undermine than enhance the impact of the 
extract. Some ideas showed misunderstandings about lighting vocabulary, for 
example, references to white/ black gels and dark/ black lighting. There were 
also some ideas offered which were inappropriate for health and safety 
reasons, such as the use of naked flames on stage. 
Higher achieving responses offered ideas for lighting which supported the 
realisation of the extract, making use of existing information about setting 
and stage directions, and/ or using additional lighting effects appropriately 
and creatively. There was a clear sense of how the lighting states would be 
used often with a ‘less is more’ approach to the lighting and with reference 
to the intensity of lighting states, the direction of light, the use of timings for 
cross-fade and a clear sense of using lighting to enhance the performance of 
the extract for the audience. 
 

Props/stage furniture and Set, both less popular than lighting, often 
yielded descriptive answers. An overlap of content between set and stage 
furniture was noted, with some set design questions focussing on the use of 
stage furniture and some props/ stage furniture considering the set as a 
whole. Examiners marked these responses positively, rewarding all relevant 
ideas and disregarding ideas which drifted too far from the specified element. 
This question is an opportunity for candidates to demonstrate creativity and 
originality of design, however often the higher achieving candidates stayed 
closely in line with the original staging of the piece, using their understanding 
of the playwright’s intention to influence their design ideas for props/ stage- 
furniture and set.   
Props were less successful as a design element with candidates rarely 
mentioning how the props might be used by the actors on stage. Technical 
detail was often absent from these responses, with at times, a sense of the 
cinematic in place as props were described that the audience would have 



 

struggled to see from the auditorium. There were also some ideas offered 
which were inappropriate for health and safety reasons, for example, the use 
of broken glass on stage. However, many candidates were able to suggest 
helpful pieces of stage furniture, with consideration of positioning, style, 
colour and material as well as clear links to the way these items of stage 
furniture would be used by the actors within the extract.  Responses on set 
sometimes struggled to create convincing stage pictures, with basic principles 
of set design sometimes missing, for example dimensions, stage positioning 
and levels.  
Higher achieving responses on props/ stage furniture and/ or set offered 
creative and well-considered ideas which showed a clear grasp of using these 
design elements in performance.  Technical language was used effectively 
and there was a sense of detail to the ideas, which showed a real grasp of 
the role of the designer, and a clear consideration of the audience. 
 
2018 series - Section B: Live Theatre Evaluation 

Centres have a free choice of production for this section of the examination, 
and as such candidates responded to a range of productions. The most popular 
tended to be Blood Brothers, The Woman in Black, The Curious Incident of the 
Dog in the Night-time, Warhorse, The Play That Goes Wrong and Things I 
know to be True. There were also candidates who responded to musicals such 
as Matilda and Wicked or to small-scale local or touring theatre productions. 
Where candidates had seen musicals this sometimes limited their response to 
physical skills as they ended up drifting into writing about the musicality of 
the production. Similarly, candidates who had seen devised GCSE pieces with 
limited set struggled with 9 (b) in a few instances candidates had evidently 
seen a live production in the autumn term of year 10, responses were less 
detailed. However, overall, the range of styles and performances highlighted 
the commitment of teachers in enabling candidates to experience a wide range 
of high quality theatre.  

Overall, it was clear that this was the section of the examination where 
candidate responses appeared most rushed and where there seemed to be the 
highest proportion of unanswered or very brief questions. However, there was 
also a clear focus on the question and the production from many candidates, 
and the level of analysis and evaluation was encouraging, with many secure 
and effective responses offered, even where candidates had struggled with 
timings across the whole paper. 
 
Question 9 - sub-question (a)  
This question is of low to medium demand, offering candidates a ‘breather’ 
after the high demand question at the end of Section A. The maximum 
mark for this question is 6 and the question is assessed using a level-based 
mark scheme, made up of three levels.  Q 9 (a) asks the candidate to 
respond analytically as a member of the audience and in 2018, the focus of 
the question was on the use of physical skills at one key moment within the 
production seen. A moment was deemed to be a continuous section of stage 
time and candidates wrote about moments of varying length from those 
that lasted a few beats to moments that encompassed an entire scene. 



 

Examiners rewarded moments of varying length, as long as the candidate 
had clearly written about one continuous section of the performances. 
This question was largely accessible to the majority of candidates, with 
many able to provide some analytical detail of how physical skills were used 
in one moment. Responses showed a wide range of observational detail and 
ability to analyse, but shorter responses could score just as highly as more 
extended ones if the detail was precise. Most candidates did attempt to 
analyse rather than just describe, and the most successful were often those 
able to discuss comparative physical skills used within the same moment.  
There were responses which offered examples from two or more key 
moments from the production rather than staying focussed on moment as 
required by the question. This compromised the level of analytical detail 
offered in these responses as marks could only be awarded for examples 
relating to one of the offered moments. There were also responses which 
focused too much on the story and moments of impact from the plot, rather 
than focusing on the use pf physical skills by performers on stage. Finally, 
some candidates discussed vocal skills or elements of design. In these 
cases, the candidates struggled to meet the demands of the question. 
Higher achieving responses to this question were clear, focused and often 
very succinct, with a wide range of detailed analysis offered. These 
responses allowed examiners to clearly visualise the moment presented, 
offering a clear sense of the candidate’s understanding of how physical skills 
were used at this moment and often of the production as a whole. 
 
Question 9 - sub-question (b)  
This question is of medium demand, providing a slight step up from 9 (a) 
for the final question on the paper. The maximum mark for this question is 
9 and the question is assessed using a level-based mark scheme, made up 
of three levels. Q 9 (b) asks the candidate to respond analytically and 
evaluative as a member of the audience and in 2018, the focus of the 
question was on how the use of set created impact for the audience within 
the production seen.   
This question was largely accessible to the majority of candidates and was 
often answered with confidence. Many candidates offered a method of 
analysing the general set design and evaluating its impact, followed by 
adopting the same process for specific examples from within the 
performance. This approach seemed to work well for those who had time to 
complete the question fully. Most candidates were able to provide some 
analytical and detail of set and offered some evaluation, even where 
responses were very brief and candidates had clearly struggled with timing. 
Higher achieving responses to this question were coherent, concise and 
showed a strong understanding of set, with a wide range of detailed 
analysis and linked evaluation offered.  In these cases, candidates were 
able to refer to way the set was practically used, often in numerous and 
inventive ways, as well as how it operated in conjunction with other design 
or performance elements. These candidates also tended to place the 
audience at the heart of their response and demonstrated a clear sense of 



 

the candidate’s understanding of the place of set within the production as a 
whole. 
 
 
Examples from each question 
Across the cohort there was evidence of candidates being able to access the 
question paper and provide clear and effective responses. The extracts in 
this report represent responses that achieved higher level marks as well as 
examples of responses that illustrate common problems. These extracts 
have been offered to provide support for centres and should be read in 
conjunction with the comments included with each example, the 
examination paper, and the published mark scheme. 
 
The pages in the answer booklet were designed to exceed the maximum 
amount a candidate can be expected to write at GCSE level in a 90 minute 
examination. Taking size of hand-writing into account, there is no 
expectation for candidates to write beyond the pages of the booklet to 
access the higher levels of marks. The examples in this report are taken 
from work by candidates completed within the framework of the answer 
booklet. 
 
Question 1 
1984 was one of the least popular of the eight set texts. Regardless of this, 
there were some effective and comprehensive responses to this set text.  
Candidates had often been prepared using the resources from the live 
performance of this play by the Headlong theatre company; a wealth of 
resources including photographs and video clips are available and where 
these resources had been used effectively, these had presented a starting 
point for candidates, who had often clearly made use of the performance 
context to the play in planning their own ideas. 
 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Julia waking up in the backroom at the antique shop 
and incorporated a flashback to Winston’s childhood. The action then 
returns to the ‘present’ in the antique shop.  Sub-questions (b) (i) and (c) 
are identical across the whole paper rather than specific to 1984 and often 
candidates suggested interesting ideas for production and design elements 
in response to these questions. There was a clear connection to the 
performance context in many responses to (b) (ii) and in sub-question (c), 
some detailed ideas were offered for both lighting and set.  In the remaining 
three sub-questions, candidates were asked to write about Winston for Q 
(a) (i), Mother for Q (a) (ii) and Julia for Q (b) (ii). The majority of 
candidates found these questions accessible although there were those who 
drifted away from the statement in (a) (ii), writing about general aspects of 
Mother’s character, rather than using the statement She wants Winston 
to share his chocolate ration as the basis of the response. 
 
The response that follows is a very high achieving Section A Q1 which 
scores almost full marks across the whole of Section A. 
 



 

 

 



 

 
 



 

 
 
 



 

 
 
 



 

 
 
 
 



 

 
 
 



 



 

 
 
 



 

 
 
 
 
 
 



 

Question 
1 

Comments 

(a) (i) 4 marks.  
Two physical skills are offered with reasons and, in fact, the candidate 
offers more suggestions/ reasons than can be rewarded. 
 

(a) (ii) 6 marks.   
3 performances skills are offered with reasons.  These are more 
detailed than required by the question and the candidate also offers 
more suggestions/ reasons than can be rewarded. 
 

(b) (i) 7 marks/ level 3.  
The directorial viewpoint here is very clear with a range of workable 
and imaginative ideas for costume, all well-justified.  However, the 
candidate has offered no contextual links to the time when the text 
was created, despite the very clear grasp of the play-text.  There is 
strong Level 3 knowledge and understanding of all bullet points other 
than context, so using a ‘best fit’ approach, this is a low level 3 
response overall. 
 

(b) (ii) 12 marks/ level 3.  
The candidate has written a fully comprehensive response meeting all 
the criteria for level 3.  There is a subtle and assured grasp of both 
the character and how the director would work with the actor to 
interpret the character of Julia at this moment in the play, with 
helpful and supportive references to the complete text.  This is a very 
strong response even though the candidate has not completed the 
third page in the booklet.  
 

(c) 14 marks/ level 4.   
This is an assured response which is rooted in the given extract and 
shows a clear grasp of colour and intensity.  Lighting choices are 
imaginative and subtle, with some moments of effective drama 
suggested, and linked with clarity to specific moments from the text, 
for example, the sharp flood of light as Winston speaks the line 
“power”.  Justification of ideas is assured and knowledge of the 
extract is comprehensive.  Full marks. 
 

Total for Section A: 43 marks out of 45 
 
Summative Comment: 
This is an assured and comprehensive response to Section A showing a very 
secure and effective grasp of the extract and text, as well as of the role of 
the specific theatre-makers.  
 
Examiner’s tip: 
Learn key facts about the performance context to the set text and link these 
to your ideas for production elements in Q (b) (i). 
 
 
 



 

Question 2 
An Inspector Calls was one of the more popular texts this series and the 
vast majority of candidates chose to set their productions in similar time 
periods to the original performance, if not the same time precisely, and this 
was supportive of production and design ideas in particular. As with 
Question 1, a number of candidates had seen the West End production of 
the play and referenced production/ design ideas from this in their 
responses; these ideas were not always fully explained in terms of how they 
might be achieved.  
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Eric confronting the family about the responsibility in 
the death of Eva Smith and ends with Gerald revealing his idea that the that 
the girl with whom each of them was involved was the same girl as the 
Inspector showed each of them the photograph individually: How do you 
know it’s the same photograph? 
Sub-questions (b) (i) and (c) are identical across the whole paper rather 
than specific to An Inspector Calls; often candidates suggested a range of 
ideas for production and design elements in response to these questions.  
Performance context in many responses to (b) (i) tended to link to the time 
when the play was set, although a number of candidates made interesting 
links to the time when the play was first created and performed in 1945. In 
sub-question (c), some detailed ideas were offered across all three options, 
although where candidates had utilised the very specific ideas for set from 
the West End production, they often struggled to explain how these would 
be achieved in production.  In the remaining three sub-questions, 
candidates were asked to write about Eric for Q (a) (i), Sheila for Q (a) (ii) 
and Gerald for Q (b) (ii).  The majority of candidates found these questions 
accessible. The extract offered took place after the final exit of Inspector 
Goole, yet there were candidates who had mis-read sub-question (b) (ii) 
and wrote about Inspector as part of their response. Similarly, there were 
responses which offered costume ideas for characters not on stage, for 
example the Inspector and Edna.  There was also a misunderstanding on 
the part of some candidates who described Edna as a ‘slave’ rather than as 
a servant. 
 
The response that follows is secure and effective rather than assured 
overall, although the candidate achieved close to full marks on both Q (a) 
sub-questions and Q (b) (ii) shows a comprehensive understanding of all 
elements of the question. 
 



 

 
 
 
 



 

 
 
 



 

 
 
 



 

 
 
 



 

 
 
 



 

 
 
 



 



 



 



 

 
 
 
 
 
 



 

 
Question 2 Comments 
(a) (i) 4 marks 

Two physical skills (facial expression and body language) are offered 
with clear reasons and justifications.  The candidate references dialogue 
to clarify when physical skills would be used but avoids drifting into 
writing about vocal skills. 
 

(a) (ii) 6 marks  
Three performance skills are identified (posture, facial expression and 
gesture); two of the reasons offered are fairly similar and ‘guilty’ is 
repeated from the statement in the question with minimal justification 
offered.  This just meets the criteria for full marks. 
 

(b) (i) 6 marks/ level 2 
This response to costume is competent and generally balanced, offering 
a number of suggestions for the use of costume within the extract, and 
justifying these in terms of class. Colour and fabric are referenced and 
there is an understanding of how costume can be used by a director to 
enhance characterisation. The context offered links to the setting of the 
text rather than when the text was created as required. 
 

(b) (ii) 10 marks/ level 3 
A confident and detailed response which is particularly assured in the 
first 2 pages.  A range of specific examples are offered showing a well-
developed understanding of directing the performer playing Gerald with 
a balanced sense of the directorial intention.  Vocabulary and technical 
language supports the candidate’s strong knowledge and understanding 
of performance in terms of all three bullet points. The response covers 
the extract and places this in context within the complete text. 
 

(c) 8 marks/ level 3 
The candidate places their ideas for props/ stage furniture in a specific 
stage space and justifies choices in terms of the extract without always 
developing these ideas or exploring how as a designer these would be 
achieved.  Examples do not always explore theatrical impact for the 
audience, for example, the use of the photograph of the Birling family.  
There is some coherent use of technical language.  A competent and 
generally balanced response. 
 

Total for Section A: 34 marks 
 
Summative Comment: 
This is an effective response to Section A with moments of real assurance 
and a secure grasp of the extract and text; there is an assured grasp of the 
role of the director and secure grasp of the role of the designer. 
 
Examiner’s tip: 
Ensure that all reasons offered in sub-question (a) (ii) use the statement as 
the basis for the justification, developing rather than repeating the 
character statement. 



 

 
Question 3 
Blue Stockings was one of the less popular texts this series although there 
were a number of secure and effective responses to the extract which 
showed a clear grasp of realisation of this moment in the text.  Candidates 
often utilised the original production at the Globe in offering ideas, and the 
vast majority set their productions in the same time period as the original 
performance, as intended by Jessica Swale.  This was supportive of 
production and design ideas in particular. 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Miss Blake questioning the women in a ‘classroom’ 
setting.  A heated debate follows which ends with Miss Blake praising the 
women who are clearly learning to think for themselves and the scene ends 
on a feeling of elation.  Sub-questions (b) (i) and (c) are identical across the 
whole paper rather than specific to Blue Stockings and often candidates 
suggested interesting and creative ideas for production and design elements 
in response to these questions.  Performance context in many responses to 
(b) (i) tended to link to the time when the play was set, although a number 
of candidates made interesting links to the time when the play was first 
created and performed in 2013.  In sub-question (c), some detailed ideas 
were offered for both lighting and set.  In the remaining three sub-
questions, candidates were asked to write about Carolyn for Q (a) (i), 
Maeve for Q (a) (ii) and Miss Blake for Q (b) (ii).  The majority of 
candidates found these questions accessible and responded with some 
confidence and understanding. 
The response that follows is secure and effective rather than assured and 
comprehensive across both Q (b) and Q (c) with the candidate achieving full 
marks in the Q (a) sub-questions.  

 
 



 



 



 



 



 



 



 



 

  



 

Question 2 Comments 
(a) (i) 4 marks  

Two physical skills (gesture and eye contact) are offered with clear 
reasons and justifications.  The candidate writes briefly but offers 
sufficient detail to earn full marks for this question. 
 

(a) (ii) 6 marks 
Three performance skills (gesture, movement and eye contact) are 
presented with explanations that link clearly to Maeve’s line, We’re all 
missing the point.  The first example is more detailed than the two which 
follow, however there is sufficient content on all three to meet the 
criteria for full marks.  The response ends with a brief statement stating 
the performance skills for the examiner which was intended to slot in at 
the beginning of the response; while helpful, this kind of statement is 
not necessary to access the marks available. 
 

(b) (i) 6 marks/ level 2.  
Some interesting and appropriate ideas for costume are suggested in the 
first half, linking colour and style to setting and character. The original 
performance context has been referenced, however the candidate has 
not fully understood how to use this within the question most effectively. 
The second half of the response is thin on specific, concrete suggestions, 
although there is another contextual reference here.  More connections 
between the ideas for costume and the reasons for these choices would 
have placed this in level 3. 
 

(b) (ii) 8 marks/ level 2.  
A secure and competent understanding of characterisation and the role 
of the director is seen in this response, which focuses on Miss Blake and 
her attitude towards the women but does drift slightly from the idea of 
her challenging them to argue either side of the debate in the second 
half of the response. While this is a slightly uneven response, the clear 
grasp of character, the complete play and the coverage of all three bullet 
points indicate that this is a strong level 2 response. 
 

(c) 10 marks/ Level 3.   
Lighting ideas are offered here with secure use of technical language, 
including the use of different levels of intensity, application of red and 
yellow gels, and two different kinds of lantern.  However, this is rather a 
‘busy’ design concept which focuses more on individual effects created 
rather than clear consideration of realising the extract as a whole.  
 

Total for Section A: 34 marks 
 
 
 
 
 
 
 
 



 

Summative Comment: 
This is an effective response to Section A with a secure grasp of the extract 
and the complete text although this is not fully explored in any of the 
questions.  The candidate is supported by a concise, succinct approach to 
the Q (a) sub-questions and is working at or towards the top of the ‘secure’ 
level across the rest of Section A. 
 
Examiner’s tip: 
Ensure that your choices as a designer work well in conjunction with one 
another to bring the extract to life for the audience. 
 
Question 4 
The Crucible was one of the more popular texts this series and the vast 
majority of candidates chose to set their productions in similar time periods 
to the original performance, keeping consistent with Miller’s intentions, and 
this was supportive of production and design ideas in particular.  Responses 
were fairly balanced between those candidates who were able to link their 
ideas to the performance context to the play, in particular the idea of 
McCarthyism in 1950s America, and those who were not.  Design and 
production ideas reflected the general style of puritanism, although a 
number of confusions were noted, for example the candidates who 
incorrectly referred to Mary Warren as a ‘slave’ rather than a servant, or 
those who described their 17th century costume choices as Victorian. 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with John and Elizabeth questioning Mary Warren about 
the trials in Salem and ends with the revelation Sarah Good is pregnant 
despite being near to 60.  Sub-questions (b) (i) and (c) are identical across 
the whole paper rather than specific to The Crucible and candidates 
suggested some secure ideas for production and design elements in 
response to these questions, with costume a particularly popular choice for 
4 (b) (i). In sub-question (c), some detailed ideas were offered across all 
the options available although many candidates suggested naturalist ideas 
which lacked sufficient sense of the impact to be created for the audience, 
notably for set and props/ stage furniture.  In the remaining three sub-
questions, candidates were asked to write about John Proctor for Q (a) (i), 
for Q Mary Warren for (a) (ii) and Elizabeth for Q (b) (ii).  The majority of 
candidates found these questions accessible and responded with secure 
understanding. 
The response that follows is secure and effective with some assured 
understanding, for example a fully comprehensive response to Q (c) with 
the candidate also achieving full marks in the Q (a) sub-questions. 
However, there was a misunderstanding of staging as a production element 
in Q (b) (i) which had an impact on the total for the section. 
 



 

 



 

 



 

 



 

 



 

 



 

 



 

 
 



 

 



 

 



 

 



 

 



 

Question 4 Comment 
(a) (i) 4 marks 

Two physical skills (gesture and facial expression) identified with well-
justified reasons, helpfully linked to specific lines/ moments in the 
extract. 
 

(a) (ii) 6 marks 
3 performance skills identified (body language, volume and gesture) and 
three justifications linking to the idea that Mary is frightened.  The first 
and second reasons, while similar, are sufficiently differentiated from 
one another to justify full marks. 
 

(b) (i) 5 marks/ level 2 
This is an uneven response as the candidate offers ideas for directing the 
actors in terms of proxemics/ stage positioning in the first two 
paragraphs.  There is a very general sense of stage shape here, as well 
as some contextual information.  The third paragraph creates a clearer 
picture of the stage and links to a specific staging style as well as 
offering more sense of the performance context.  Despite the quality of 
understanding in place, this question has not been fully answered, 
making it competent overall. 
 

(b) (ii) 12 marks/ level 3 
 A comprehensive response which demonstrates a strong understanding 
of the demands of the question throughout.  There is a clear focus on 
the statement that Elizabeth is shocked and amazed, and understanding 
of the complete text is used to support the detailed examples.  Full 
marks. 
 

(c) 11 marks/ level 3 
A range of ideas are suggested including coloured gels and the use of a 
spotlight and a gobo.  These are justified and show a grasp of the impact 
of each chosen lighting state, however there is less understanding of 
realising the extract as a whole indicated by the combination of effects.  
 

Total for Section A: 38 marks 
 
Summative Comment: 
This is a strong response to Section A with a real understanding of the 
extract despite the inconsistencies in both 4 (b) (i) and 4 (c).  The 
candidate is supported by a concise, succinct approach to the Q (a) sub-
questions and a very strong response to 4 (b) (ii). 
 
Examiner’s tip: 
Staging in sub-question 4 (b) (i) will always require candidates to consider 
the style of staging chosen, and the relationship between this stage and the 
audience, as well as the positioning of exits and entrances to meet the 
demands of the given extract.   
 
  



 

Question 5 
DNA was one of the more popular texts this series was one of the more 
popular texts this series and the majority of candidates chose to set their 
productions in similar time periods to the original performance, if not the 
same time precisely, and this was supportive of production and design ideas 
in particular.  As with Questions 1 and 2, a number of candidates had 
evidently seen live production of the play and referenced production/ design 
ideas from these in their responses, which generally supported 
achievement. 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Phil and Leah arguing about Adam and moves onto 
Brian being used to demonstrate Phil’s idea for dealing with Adam.  The 
extract ends with Phil exiting without apparently listening to Leah’s 
arguments.  Sub-questions (b) (i) and (c) are identical across the whole 
paper rather than specific to DNA and candidates suggested some secure 
ideas for production and design elements in response to these questions, 
with costume a particularly popular choice for 5 (b) (i) although contextual 
references were often very general here. In sub-question (c), some detailed 
ideas were offered across all the options available and many candidates 
were able to suggest ideas create both a sense of location and atmosphere 
for the audience. In the remaining three sub-questions, candidates were 
asked to write about Leah for Q (a) (i), Brian for (a) (ii) and Phil for Q (b) 
(ii). The majority of candidates found these questions accessible and 
responded with secure understanding, although for 5 (b) (ii) there were 
those who drifted away from the idea that Phil claims to be in charge. 
The response that follows is a largely secure and coherent response which 
just meets the criteria for level 3 in 5 (b) (ii); the candidate’s response to 5 
(b) (i) just meets the demands of the question at level 2 however full marks 
were achieved in the Q (a) sub-questions.  
 



 

  



 



 



 



 



 



 



 



 



 

 
 
 
 
 
 
 
 



 

Question 5 Comments 
(a) (i) 4 marks  

Two ideas for physical skills are offered; both ideas link to the use of 
facial expression/ direction of gaze but as two different ideas, clearly 
justified, this response meets the criteria for full marks.  
 

(a) (ii) 6 marks 
Three ideas for performance skills are suggested (vocal pace, facial 
expression and volume).  Two relate to the use of voice but as these are 
two different uses of the skill area, with all three ideas well-justified in 
terms of the statement that Brian doesn’t understand the ‘experiment’, 
this response is also worth full marks.  
 

(b) (i) 4 marks/ level 2 
This response offers three simple ideas for costume, although these are 
not always fully justified in terms of impact on a theatrical audience, e.g. 
the choice of odd socks for Brian.  There is a basic sense of performance 
context in place – and just enough content to justify a mark at the low 
end of level 2. 
 

(b) (ii) 9 marks/ level 3 
This response demonstrates clear and consistent links to the question in 
terms of both the statement and each of the three bullet points in the 
question.  Understanding of how a director might work an actor is 
evident and the response is supported by knowledge of the complete 
text. The response which just meets the criteria for level 3. 
 

(c) 11 marks/ level 3 
The set is supported by a specific choice of stage and a well-justified 
series of ideas supporting an appropriate specific performance style. 
Suggestions are explored and justified clearly and with understanding.  
This is a very competent response. 
 

Total for Section A: 34 marks 
 
Summative Comment: 
This is a slightly uneven response to Section A with some inconsistencies 
evident in 5 (b) (i) however a thorough and secure response to the 
remaining questions. The candidate is largely supported by an organised 
approach to the demands of each question across the whole of Section A. 
 
Examiner’s tip: 
Responses to set as either a production or design element may incorporate 
staging, props/ stage furniture and may even consider how lighting is used 
to create location.   
 
  



 

Question 6 
Dr Korczak’s Example was one of the less popular texts this series although 
there were a number of interesting responses which showed a clear grasp of 
realisation of the extract. Many candidates suggested production and design 
ideas which would have worked as a touring production, while others 
suggested ideas using more traditional performance styles, without always 
considering the intentions of the playwright.   
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Adzio cheating at football and then arguing with 
Korczak about obeying the rules and winning and ends with Stephanie 
attempting to befriend Adzio. Sub-questions (b) (i) and (c) are identical 
across the whole paper rather than specific to Dr Korczak’s Example and 
candidates suggested some imaginative ideas for production and design 
elements in response to these questions. Performance context in many 
responses to (b) (i) tended to link to the time when the play was set, 
although a number of candidates made some links to the performance 
context. In sub-question (c), some detailed ideas were offered for both 
lighting and set.  In the remaining three sub-questions, candidates were 
asked to write about Dr Korczak for Q (a) (i), Adzio for Q (a) (ii) and 
Stephanie for Q (b) (ii). The statement that Stephanie is thoughtful was 
interpreted in numerous ways. 
The response that follows is strong across the whole section with the 
candidate achieving full marks in the Q (a) sub-questions and earning 
marks in the highest level in all other questions. 

 
 



 



 



 



 



 



 



 



 



 



 



 

 
 
 
 
 
 
 
 



 

Question 6 Comments 
  
(a) (i) 4 marks  

Two ideas for physical skills are offered (gesture and proxemics) and a 
reason is suggested for each. Justification is more complex than required 
by the question. 
 

(a) (ii) 6 marks 
Three ideas for performance skills are offered (vocal tone, emphasis and 
facial expression).  Vocal skills are referenced twice but as each example 
is different and very specific, and all suggestions are justified, this 
response earns full marks.  
 

(b) (i) 7 marks/ level 3 
This is an imaginative response which references fabric/colour helpfully.  
Ideas are well-justified, for example in terms of the symbolism of the 
use of the armbands. There is an interesting idea for using costume to 
support character, when Korczak ‘fixes Stephanie’s bow’ which is 
supportive. There are some slight repetitions in place but also some 
helpful references to context.  
 

(b) (ii) 10 marks/ level 3 
The response shows a strong knowledge of the whole play and covers all 
three skills in the question.  This is a fully integrated, well-written 
response which offers detailed examples throughout, and shows a real 
understanding of the role of the director. 
 

(c) 12 marks/ level 4 
The candidate has used a diagram to support the response, placing ideas 
for props/ stage furniture in a clear visual context for the examiner.  This 
response connects to the extract very clearly, for example, the 
references to grass and football.  Ideas are comprehensive and assured 
throughout and the candidate offers specific details of design, for 
example the scale of the ‘boxes’ used to create levels on stage. 
 

Total for Section A: 39 marks 
 
Summative Comment: 
This is a strong response to Section A with the candidate working at the top 
end of the mark criteria in every question. 
 
Examiner’s tip: 
Diagrams can be helpful in supporting responses to production or design 
element questions, particularly those relating to set, staging or props/ stage 
furniture. 
 
  



 

Question 7 
Government Inspector was one of the less popular texts this series, 
although responses demonstrated an interesting approach to realising the 
extract.  Some candidates suggested production and design ideas which 
made use of comedic, heightened and/ or minimalist elements in their 
productions, while others suggested the use of more traditional 
performance styles.  Ideas were often creative and interesting, showing a 
clear grasp of the intended setting and this supported responses. 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Anna, Maria and the Mayor questioning Osip about 
Khlestakov (who is not on stage) and ending with the Mayor ordering a 
policeman to stand guard outside Khlestakov’s door.  Sub-questions (b) (i) 
and (c) are identical across the whole paper rather than specific to 
Government Inspector and candidates suggested some interesting and 
creative ideas for production and design elements in response to these 
questions.  Performance context in responses to (b) (i) tended to be helpful 
although not all candidates remembered to reference this. In sub-question 
(c), some detailed ideas were offered for both lighting and set.  In the 
remaining three sub-questions, candidates were asked to write about Anna 
for Q (a) (i), Osip for Q (a) (ii) and the Mayor for Q (b) (ii) and candidates 
were able to access all questions, although a minority of candidates were 
evidently muddled by the references to Khlestakov in the 7 (b) (ii) 
statement (The Mayor is worried about Khlestakov).  Some candidates also 
confused Anna (the mayor’s wife) with Maria (the mayor’s daughter) in their 
responses. 
The response that follows is strong across 7 (b) (i) and (ii) in particular, 
with the candidate achieving full marks in the Q (a) sub-questions and 
working at level 3 (of 4) in 7 (c). 
 
 

 
 



 



 



 



 



 



 



 



 

 
 
 
 
 
 



 

 
Question 7 Comments 
   
(a) (i) 4 marks 

Two physical skills (movement and gesture) are identified with detailed 
explanations.  There is some possible confusion as to Anna’s motives 
here but as the reasons given support the offered ideas, full marks are 
awarded. 
 

(a) (ii) 6 marks  
More than three performance skills are suggested here, including several 
vocal examples, gesture and movement, however a maximum of three 
marks can be offered for suggestions of how the candidate would use 
performance skills in this extract.  Reasons are detailed and well-
expressed.  Full marks. 
 

(b) (i) 7 marks/ level 3 
A concise response which offers a range of practical and imaginative 
ideas for costume and in which the performance context is embedded.  
This is an assured response with a sense that the candidate knows the 
play well, although more depth in the examples and/ or more examples 
would have placed this higher in level 3. 
 

(b) (ii) 12 marks/ level 3 
This is an assured and succinct response which shows a comprehensive 
understanding of the role of the director and meets all the assessment 
criteria for level 3, including both stage directions and stage space. A 
confident grasp of the whole play is embedded within the response.  Full 
marks. 
 

(c) 11 marks/ level 3 
Once again this is an assured response which shows a clear grasp of 
design ideas for props/stage furniture (although this is not specified).  
Ideas are imaginative and appropriate for the text although more 
connection to the specifics of the extract are required for the response to 
meet the demands of level 4.  
 

Total for Section A: 40 marks 
 
Summative Comment: 
This is a strong response to Section A with the candidate working at the top 
end of the mark criteria in every question other than 7 (c). 
 
Examiner’s tip: 
Keep a clear focus on the specifics of the extract when responding to sub-
question (c) considering the characters on stage and the action that takes 
place at that specific moment in the play when offering your design ideas. 
 
  



 

Question 8 
Twelfth Night was one of the less popular texts this series although there 
were a number of interesting responses which showed a clear grasp of 
realising the extract. Some candidates suggested production and design 
ideas which created setting and style effectively and many candidates set 
their performances in new times and places, while others suggested the use 
of more traditional approaches. Ideas were often creative and interesting, 
showing a clear grasp of the text and this supported responses. 
In the 1806 series, candidates were asked to respond to an extract from the 
text which began with Olivia questioning Feste about the letter written by 
Malvolio and ending with Malvolio’s exit swearing revenge on the whole 
pack of you. Sub-questions (b) (i) and (c) are identical across the whole 
paper rather than specific to Twelfth Night and candidates suggested some 
imaginative ideas for production and design elements in response to these 
questions. Performance context in responses to (b) (i) tended to be helpful 
although not all candidates remembered to reference this, particularly 
where they had set their production in a more contemporary time and 
place. In sub-question (c), some detailed ideas were offered for props/ 
stage furniture, lighting and set. In the remaining three sub-questions, 
candidates were asked to write about Duke Orsino for Q (a) (i), Malvolio for 
Q (a) (ii) and Olivia for Q (b) (ii) and candidates were able to access all 
questions, without any reported difficulty.  
The response that follows is a little uneven with a stronger response to 8 
(b) (i) and with the candidate achieving full marks in the Q (a) sub-
questions, however there is less confidence demonstrated in 8 (b) (ii) and 8 
(c). 
 



 

 
 
 
 



 



 



 



 



 



 



 



 

 
 
 
 
 
 



 

 
Question 8 Comments 
(a) (i) 4 marks 

Two physical skills are offered (posture and gesture) and linked to 
specific lines/ moments in the text as well as justified clearly. 
  

(a) (ii) 6 marks 
Three ideas for performance skills (pause, eye contact and vocal 
emphasis) are offered with three clear reasons.  While the first two 
ideas/ reasons are slightly more detailed, this response meets the 
criteria for full marks. 
  

(b) (i) 7 marks/ level 3 
There is a clear sense of both the use of colour and context in this 
response which offers a range of costume ideas for Olivia, Viola (who is 
on stage although she does not speak) and Orsino. A clearer connection 
to the extract and/ or the chosen performance style would have placed 
this higher in level 3. 
 

(b) (ii) 8 marks/ level 2 
This response covers all three bullet points and shows an effective grasp 
of the role of the director, although some ideas are a little general at 
times and references to Olivia’s compassion and to the complete text can 
appear somewhat fleeting.   
 

(c) 7 marks/ level 2 
Fairly brief, under-developed and general ideas for lighting which do not 
link to the specifics of the extract clearly or with a competent grasp of 
how lighting could be used to enhance the extract, although there is 
some understanding of lighting states in place. 
 

Total for Section A: 32 marks 
 
Summative Comment: 
This is a secure response to Section A overall, but with varying degrees of 
success in each question. The candidate appears to have run out of time 
and/ or ideas towards the end of the section. 
 
Examiner’s tip: 
When suggesting design ideas, try and make these as detailed and specific 
as you can, as well as ensuring that they are appropriate to the chosen 
performance style of your text. 
  



 

Question 9  

All candidates were required to respond to both Q9 sub-questions, and as 
these are the final questions on the paper, it was no surprise that this was the 
section of the examination where candidate responses appeared most rushed 
and where there seemed to be the highest proportion of unanswered or very 
brief responses.   However, there was also a clear focus on the question and 
the production from many candidates, and the level of analysis and evaluation 
was encouraging, with many secure and effective responses offered, even 
where candidates had struggled with timings across the whole paper. 
In the 1806 series, the focus of 9 (a) was on the analysis of physical skills to 
engage the audience at one key moment in the production seen, while in 9 
(b) candidates were asked to evaluate the impact created by the set design 
within the performance.  Please see the earlier section (2018 series - Section 
B: Live Theatre Evaluation) for more detailed comments on the overall 
performance of candidates to this question.   
 
Three examples of Q9/ Section B scripts from the 1806 series follow.  These 
cover a range of achievement in levels 2 and 3 and have been written in 
response to three different live performances. 
 
Q9 Example 1 
This candidate has responded to The Woman in Black, which was a popular 
performance for this section of the examination, seen and written about by 
a number of candidates.  Both responses are fairly short, which is not 
necessarily an issue in terms of marks; examiners will reward quality, even 
within briefer responses, however both responses do show a lack of 
developed understanding in the examples offered. 



 



 



 

 
 
 
 
 
 



 

 
 
 
 
 
 
 

Question 9 Comments 
(a) 
 

Level 3/ 5 marks 
The candidate has chosen a specific moment and offers two examples of 
how physical skills are used at this moment, writing about both 
performers on stage in each example.  The first paragraph is detailed 
and balanced with assured and specific examples of how the physical 
skills were used.  Some evaluation is incorporated in this paragraph 
which, while not required by the question, will be rewarded.  The second 
example lacks developed analysis and clarity, however there is enough 
content in this response to a low to medium demand question to justify a 
mark in level 3. 
 

(b) Level 2/ 4 marks 
The candidate has responded clearly to the question and shows some 
understanding of how the set was used to create impact within the 
performance, for example showing a grasp of the door positioning was 
shown with clear analysis and evaluation. However, the second example 
which focused on the use of the gauze is undeveloped, perhaps as the 
candidate has run out of time, with no sense of impact or detail. 
 

Total for Section B: 9 marks 
 
Examiner’s tip: 
Try and balance your time across the paper with a clear consideration of the 
marks available for each question. 
 
Q9 Example 2 
 



 



 



 



 

 
 
 
 
 
 
 
 



 

This candidate has responded to The Ferryman, which while a less popular 
performance for this section of the examination, was seen and written about 
by a number of candidates.  Both responses are detailed, and the candidate 
has responded fully to 9 (a) in particular, even though the candidate has 
not used the three sides available for each of these sub-questions.  
 
 

Question 9 Comments 
(a) 
 

Level 3/ 6 marks 
The key moment is precisely identified, and a very full response is 
offered for the number of marks available.  The candidate analyses the 
use of physical skills at this moment and offers evaluative comment as 
well. A full response which analyses the use of physical skills with 
assurance, creating a very clear sense of this moment for the examiner.  
Full marks. 
 

(b) Level 3/ 7 marks 
A detailed analysis and evaluation of the way set was used within the 
performance is offered here, placed within the chosen stage and linked 
to the setting and location of the play very clearly, with a clear grasp of 
the realist/ naturalist style of the performance.  A greater focus on the 
evaluation of specific choices would have placed this higher in level 3. 
 

Total for Section B: 13 marks 
 
Examiner’s tip: 
Evaluation will be rewarded where it is offered in Q 9 (a) and in 9 (b) 
analysis must be used to support evaluative comment, so use a similar 
approach to both parts of Q 9. 
 
 



 



 



 



 

 
 
 
 
 
 



 

 
 
 
 
 
 
 
 
This candidate has responded to Hamlet, a text which was seen and written 
about by a number of candidates, although this was not one of the more 
popular performances seen. Both responses show an appropriate level of 
detail for the question even though the candidate has not used the three 
sides available for each of these sub-questions, and in fact has offered fairly 
succinct responses.  Once again, examiners will reward the quality of 
analysis and evaluation presented by candidates. 
 
 

Question 9 Comments 
(a) 
 

Level 3/ 6 marks 
A confident, balanced and thorough approach is evident in this response, 
with the candidate having created a very clear sense of this moment in 
the performance for the examiner. There is also some consideration of 
audience and evaluative comment which supports analysis. Full marks. 
 

(b) Level 3/ 8 marks 
Analysis and evaluation is embedded throughout this response which 
demonstrates an assured grasp of how the set created impact, which is 
supported by the candidate’s confident understanding of the 
performance as a whole. 
More specific analytical detail, for example in the final paragraph, would 
have placed this example at the top of level 3 on full marks. 
 

Total for Section B: 14 marks 
 
Examiner’s tip: 
Make your examples as specific and detailed as you can when analysing to 
maximise achievement in A04. 
 
 
Paper Summary 
This has been a very challenging year for teachers, students and examiners 
of GCSE Drama, with the introduction of the written paper 1DR0.03 perhaps 
the most challenging aspect of the changes to the specification as part of the 
9-1 reforms.  All have responded valiantly to this challenge and the quality of 
work seen has been of a far higher standard than evidenced in the ‘mock’ 
papers reviewed by the PE for centre support/ example material/ training 
purposes.  Teachers of the specification are to be congratulated for their 
sterling efforts in delivering the component and certainly examiners have 
reported how much they enjoyed marking these responses. 
 



 

In preparation for the next examination series, best practice for Component 
3 would be for centres to: 
 

• select a set text which fully supports the widest range of candidates 
within the cohort 

• provide opportunities for practical exploration of the chosen set text 
• explore a range of characters and scenes within the text  
• focus teaching on the roles of theatre-makers from Section A: 

performers, directors and designers 
• consider the demands of specific questions eg performance context 

for Q (b) (i) and the complete text for Q (b) (ii) 
• offer opportunities to see as wide a range of theatre as is practicable 

within the centre 
• support candidates in creating notes which focus clearly on the 

possible demands of the Section B questions 
• develop a wide subject-specific vocabulary for candidates 
• focus candidates on reading and responding to the key words in each 

question  
• clarify the mark available for each sub-question so that candidates 

are able to make best use of the time available 
• provide regular opportunities for candidates to practise writing under 

timed conditions 
• offer candidates access to previous versions of the question paper 

and answer booklet  
 
Grade Boundaries 
Grade boundaries for this, and all other papers, can be found on the web
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