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Discourse Markers

When you are writing about the whole span of the extract you have been given, you need to show 
the examiner you are following the thread of the arguments. Use discourse markers that help the 
examiner understand that you are following what is going on, e.g.:

• As Liz strides from stage left, Dabby stands and bristles like a cat, ready to fight. She clenches her 
fists and slowly approaches from behind, whilst Liz swiftly confronts Mary, who has cautiously risen, 
slightly scared of Liz, and keen to keep peace.

• As the argument continues, Ralph is moved to say……

• By this point, Philips has heard enough of their illiberal thoughts, and interrupts to state quietly, but 
firmly   “……..” . Continuing to complain,

Conjunctions/ discourse 
markers to develop ideas

Conjunctions/ discourse 
markers to contrast

Conjunctions/ discourse 
markers to summarise 

In light of this,  From this we now turn to, To summarise, 
Coupled with this, Although it would seem…, Above all, 
In a similar vein, Contrastingly, Ultimately, 

Markedly, Alternatively, 
Equally, On the contrary, 

In addition, 
Furthermore,
Additionally,
In order to…

Discourse Markers & Conjunctions

 https://youtu.be/t9YgrF7sn2U
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• At the climax of the discussion, Harry raises his voice to say…

• Finally, Philip interrupts Ralph’s doubts with “… ”

• By the end of the scene, we see that……

• Ralph’s authority becomes compromised, as the voices of the convicts are raised in petty arguments 
amongst themselves. When Dabby says….

• Phillip interrupts Ralph’s doubts with “………………..”, smiling in an encouraging way, and touching his 
shoulder in a brotherly manner.

• The light has faded throughout the course of the scene, and by this point, the sunset makes the 
convicts glow almost gold. 

Marking Key Code
� Creative – connects to top band (creative ideas)

� Kn (Knowledge)- secure knowledge of the play/ scene/ character

� Und- Evidence of Understanding

� Prac- evidence of practical theatre awareness

� Term?- Specialist terminology needed.

� SCH- when students refer to SCH

� How?- practical detail missing

� Q?- losing focus on the question

� R- Repetition

� Selective Coverage- Selective coverage of the extract

 https://youtu.be/t9YgrF7sn2U
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□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Appropriate textual illustrations. 
□ Highly Creative ideas which are workable 

□ Balanced response (e.g if more than one 
section of text)
□ Design fundamentals included (design 
questions)
□ Show knowledge & understanding of the 
whole play
□ Subject specific vocabulary
□ Labelled sketches (design questions)

Success Criteria- Band 5- Sections A 
Drama Through the Ages
Band 5- Assured and perceptive

□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Appropriate textual illustrations. 
□ Highly Creative ideas which are workable 

□ Balanced response (e.g if more than one 
section of text)
□ Design fundamentals included (design 
questions)
□ Show knowledge & understanding of the 
whole play
□ Subject specific vocabulary
□ Labelled sketches (design questions)

Band 5- Assured and perceptive

□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Appropriate textual illustrations. 
□ Highly Creative ideas which are workable 

□ Balanced response (e.g if more than one 
section of text)
□ Design fundamentals included (design 
questions)
□ Show knowledge & understanding of the 
whole play
□ Subject specific vocabulary
□ Labelled sketches (design questions)

Band 5- Assured and perceptive

 https://youtu.be/t9YgrF7sn2U
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□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods/ themes)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Highly creative ideas which are workable
□ Appropriate textual illustrations (not line 
numbers)

□ Coverage of the extract 
□ Labelled sketches (design questions)
□ Design fundamentals included (design 
questions)
□ Ideas justified
□ Show knowledge & understanding of the 
whole play
□ Preferred audience response

Success Criteria - Sections B - 20th/21st Century Drama
Band 5- Assured and perceptive

□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods/ themes)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Highly creative ideas which are workable
□ Appropriate textual illustrations (not line 
numbers)

□ Coverage of the extract 
□ Labelled sketches (design questions)
□ Design fundamentals included (design 
questions)
□ Ideas justified
□ Show knowledge & understanding of the 
whole play
□ Preferred audience response

Band 5- Assured and perceptive

□ A _______________ perspective 
(performance/ directing/ design)
□ Clearly identified _____________. (e.g. 
moods/ themes)- focus on the question
□ Ref to SCH context. (relevant SCH- but does 
not dominate)
□ Highly creative ideas which are workable
□ Appropriate textual illustrations (not line 
numbers)

□ Coverage of the extract 
□ Labelled sketches (design questions)
□ Design fundamentals included (design 
questions)
□ Ideas justified
□ Show knowledge & understanding of the 
whole play
□ Preferred audience response

Band 5- Assured and perceptive

 https://youtu.be/t9YgrF7sn2U
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□ Form & style introduced at the start
□ Form & style referred to throughout
□ Total dramatic effectiveness explicit or 
implicit
□ Focus on the precise demands of the 
question-      NOT PREPARED
□ Personal, subjective response of an audience 
member
□ Evaluative/ analytical/ critical opinion.

□ Appropriate textual illustrations. 
□ Balanced response
□ Labelled sketches (design questions)
□ Subject-specific vocabulary
□ Explores how dramatic elements work  
together
□ ‘Meaty’ sections of the performance explored 
& analysed

Success Criteria - Section C (Live Theatre Production)
Band 5- Assured and perceptive

□ Form & style introduced at the start
□ Form & style referred to throughout
□ Total dramatic effectiveness explicit or 
implicit
□ Focus on the precise demands of the 
question-      NOT PREPARED
□ Personal, subjective response of an audience 
member
□ Evaluative/ analytical/ critical opinion.

□ Appropriate textual illustrations. 
□ Balanced response
□ Labelled sketches (design questions)
□ Subject-specific vocabulary
□ Explores how dramatic elements work  
together
□ ‘Meaty’ sections of the performance explored 
& analysed

Band 5- Assured and perceptive

□ Form & style introduced at the start
□ Form & style referred to throughout
□ Total dramatic effectiveness explicit or 
implicit
□ Focus on the precise demands of the 
question-      NOT PREPARED
□ Personal, subjective response of an audience 
member
□ Evaluative/ analytical/ critical opinion.

□ Appropriate textual illustrations. 
□ Balanced response
□ Labelled sketches (design questions)
□ Subject-specific vocabulary
□ Explores how dramatic elements work  
together
□ ‘Meaty’ sections of the performance explored 
& analysed

Band 5- Assured and perceptive

 https://youtu.be/t9YgrF7sn2U
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Section A- Drama Through The Ages
Model Answer- Hedda Gabler (25 marks)
As a performer, discuss how you would perform the role of Hedda in at least two sections of the 
play in order to reveal her changeable moods to the audience. 

Model Answer 1- Extract 
Hedda Gabler was first performed in 1891 and written by Henrik Ibsen. It is ultimately a tragedy and 
shows a return to Ibsen adopting a more realistic style in terms of his writing. Hedda Gabler is the tragic 
heroine of the play and feels trapped by the patriarchal, nineteenth century society which she inhabits. 
Women had few rights or freedoms at this time, and this is true of Hedda, who is newly married to George 
Tesman. When the play starts, they have just returned from their honeymoon. Hedda is already bored of 
her new husband and is craving some excitement. I would aim to show her changeable moods through how 
manipulative she is throughout the play. Especially, with Thea and Loevborg. 

Hedda’s first appearance is important to establish her character to the audience. I would portray her 
as being in an agitated mood from the moment she enters. She arrives mid-way through George and 
Aunt Juju’s conversation. As a performer, my first exchange with Aunt Juju would show a positive and 
upbeat mood as I say “Good morning, dear miss Tesman” with a jovial tone and loud projection. My facial 
expression would be happy to convey the fact that I am pleased to see her, but it would be quite a false 
smile. I would take Juju’s hands as I say this line but would maintain some distance from her and blow her 
a kiss, to show that my affection is not genuine. I would want the audience to understand that Hedda is a 
guarded character and selective about whom she shows affection to.

When Juju asks whether Hedda has slept well, she replies “Oh-thank you, yes. Passably well”. I would 
start this line by using a bright, pleasant tone but “passably well” would be muttered under my breath, in a 
sarcastic tone and I would fold my arms to convey my coldness towards her. I would then turn my back 
on her and walk across the room with an upright posture, due to the corset which Victorian women wore at 
this time and would hold the full skirt of my dress as I turn around. Moreover, when saying ‘No, no, don’t 
do that” I would walk straight over Aunt Juju at a fast pace, and put my hand firmly on her shoulder with 
a stern look, conveying my annoyance with the fact that she has opened the curtains. Finally, when I say 
“Look at that! She’s left her old hat lying on the chair”, I would walk purposefully over to the hat, hold it 
up and look at it with disdain, as if I am disgusted with it. I would let it fall onto the chair when I say “on the 
chair” before I walk towards George. This moment shows the audience that Hedda has little regard for 
other people’s feelings. 
    6 quotes   470 words

 https://youtu.be/t9YgrF7sn2U
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Model Answer 2- Extract
Hedda Gabler was first performed in 1891 and was written by Henrik Ibsen. It is ultimately a tragedy 
and shows a return to Ibsen adopting a more realistic style in terms of his writing. Hedda Tesman is 
the daughter of the renowned General Gabler and has an aristocratic background. Her new husband, 
however, is from a lower social class. The stage directions in the opening act suggest an intense feeling of 
being ‘trapped’ within her new surroundings and is reflected in her erratic, impatient & antagonistic mood. 
In the opening scene, she is also feeling bored of her new husband and craving some excitement. I would 
portray Hedda’s changeable moods in the style of naturalism, by using subtle gestures, facial expression, 
shifting tempo-rhythm and an awareness of the ‘fourth wall’. 

Hedda arrives mid-way through George and Aunt Juju’s conversation, and moves swiftly across the 
stage, with purpose. As a performer, my first exchange with Aunt Juju would show a positive and upbeat 
mood as I say “Good morning, dear miss Tesman” with a jovial tone and loud projection. My facial 
expression would be a happy one, to convey the fact that I am pleased to see her, but it would be quite a 
false smile. I would take Juju’s hands as I say the line ‘So kind of you’, I would emphasise the word ‘kind’ 
but would maintain some distance from her and blow her a kiss, to show that my affection is not genuine. 
I would then pull away, slightly erratically and when Juju asks whether Hedda has slept well, I reply “Oh-
thank you, yes. Passably well” over my shoulder as I am moving away, taking a deep breath in before 
the line, ”It takes time’ to convey subtly to the audience how much of a struggle it is to get out of bed and 
engage with people. 

When George opens his slippers from Aunt Juju on the line “Good heavens! Auntie Juju you’ve kept them”, 
Hedda’s irritation grows even stronger. The slippers are both a symbolic and very real reminder of the 
domestic life which she must now succumb to and the lack of excitement in her marriage to Tesman. I 
would gaze out to the audience, realising my predicament, and would deliver the line “Oh, them. I remember 
you keep talking about them on our honeymoon” with a weary, sarcastic tone. I would start to feel 
overwhelmed at this point, with my low mood and would move erratically away Tesman on the line ‘thanks, I 
won’t bother’, when he asks me to look at them, pushing the shoes away with a false, curt smile and clipped 
tone.

 https://youtu.be/t9YgrF7sn2U
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I would then walk swiftly across the room with an upright posture of an aristocratic woman and would hold 
the full skirt of my ‘morning gown’ as I turn around. I would then move away from the curtains and hold 
my hand up to my face on the line ‘Draw the curtains, the light’s blinding me’, delivering the line in a slightly 
irritated tone. Moreover, when saying ‘No, no, don’t do that” I would walk straight over Aunt Juju at a fast 
pace, and put my hand firmly on her shoulder with a stern look, conveying my annoyance with the fact that 
she has opened the curtains. Finally, when I say “Look at that! She’s left her old hat lying on the chair”, I 
would walk purposefully over to the hat, hold it up and look at it with disdain, as if I am disgusted with it. I 
would let it fall onto the chair when I say “on the chair” before I walk towards George. 

11 quotes    606 words

 https://youtu.be/t9YgrF7sn2U
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Model Answer 2 -  (With annotations)
Hedda Gabler was first performed in 1891 and was written by Henrik 
Ibsen. It is ultimately a tragedy and shows a return to Ibsen adopting 
a more realistic style in terms of his writing. Hedda Tesman is the 
daughter of the renowned General Gabler and has an aristocratic 
background. Her new husband, however, is from a lower social class. 
The stage directions in the opening act suggest an intense feeling of 
being ‘trapped’ within her new surroundings and is reflected in her 
erratic, impatient & antagonistic mood. In the opening scene, she is 
also feeling bored of her new husband and craving some excitement. I 
would portray Hedda’s changeable moods in the style of naturalism, by 
using subtle gestures, facial expression, shifting tempo-rhythm and an 
awareness of the ‘fourth wall’. 

Hedda arrives mid-way through George and Aunt Juju’s conversation, 
and moves swiftly across the stage, with purpose. As a performer, my 
first exchange with Aunt Juju would show a positive and upbeat mood 
as I say “Good morning, dear miss Tesman” with a jovial tone and loud 
projection. My facial expression would be a happy one, to convey the 
fact that I am pleased to see her, but it would be quite a false smile. 
I would take Juju’s hands as I say the line ‘So kind of you’, I would 
emphasise the word ‘kind’ but would maintain some distance from her 
and blow her a kiss, to show that my affection is not genuine. I would 
then pull away, slightly erratically and when Juju asks whether Hedda 
has slept well, I reply “Oh-thank you, yes. Passably well” over my 
shoulder as I am moving away, taking a deep breath in before the line,  
“It takes time’ to convey subtly to the audience how much of a struggle 
it is to get out of bed and engage with people. 

Generalised SCH

Relevant SCH- naturalism

Connects to question

Connects to question

Knowledge and specific 
ideas here

Knowledge & understanding

 https://youtu.be/t9YgrF7sn2U
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When George opens his slippers from Aunt Juju on the line “Good 
heavens! Auntie Juju you’ve kept them”, Hedda’s irritation grows even 
stronger. The slippers are both a symbolic and very real reminder of the 
domestic life which she must now succumb to and the lack of excitement 
in her marriage to Tesman. I would gaze out to the audience, realising 
my predicament, and would deliver the line “Oh, them. I remember you 
keep talking about them on our honeymoon” with a weary, sarcastic 
tone. I would start to feel overwhelmed at this point, with my low mood 
and would move erratically away Tesman on the line ‘thanks, I won’t 
bother’, when he asks me to look at them, pushing the shoes away with 
a false, curt smile and clipped tone.

I would then walk swiftly across the room with an upright posture of 
an aristocratic woman and would hold the full skirt of my ‘morning 
gown’ as I turn around. I would then move away from the curtains and 
hold my hand up to my face on the line ‘Draw the curtains, the light’s 
blinding me’, delivering the line in a slightly irritated tone. Moreover, 
when saying ‘No, no, don’t do that” I would walk straight over Aunt 
Juju at a fast pace, and put my hand firmly on her shoulder with a stern 
look, conveying my annoyance with the fact that she has opened the 
curtains. Finally, when I say “Look at that! She’s left her old hat lying 
on the chair”, I would walk purposefully over to the hat, hold it up and 
look at it with disdain, as if I am disgusted with it. I would let it fall onto 
the chair when I say “on the chair” before I walk towards George. 

11 quotes    606 words

Connects to question (mood)

Specific performance ideas

Relevant SCH- costume

Specific performance ideas

Specific performance 
ideas- creative

Knowledge & understanding 
of play as a whole

 https://youtu.be/t9YgrF7sn2U
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Act 1, Scene 7: Harry and Duckling Go Rowing
The scene takes place between Harry and Duckling, two characters 
who are based on real historical figures, like many of the characters in 
Wertenbaker’s play. 
Duckling was a child prostitute who beguiled Harry Brewer, and Harry 
helped to commute her sentence from hanging to transportation. So, 
Duckling is certainly indebted to him and is ultimately controlled by him. 
She is understandably resentful of this, which I want to portray as a 
director. 
The Playmakers, on which Our Country’s Good is based, describes 
Harry and Duckling’s intense and strange relationship in detail, so my 
interpretation will be informed and influenced by this.
I would direct the actress playing Duckling to sit in front of Harry in the 
rowing boat, and they would sit side-on to the audience. I would direct 
Harry to continually stare and try to make eye contact with Duckling 
throughout the scene but have Duckling’s body turned away, with her 
arms crossed across her body. This would clearly show her disgust, 
unhappiness and resentment towards Harry. 
I would direct Harry to have an awkward pause before his line ‘It’s 
almost beginning to look like a town’ to create tension between them 
and then direct his focus out into the audience. 
In contrast, Duckling would use a small circle of attention, maintaining 
her focus downward and fiddling with her nails. 
On Duckling’s line ‘If I was rowing in the Thames, I’d be free’, Duckling 
would emphasise the word ‘free’, conveying to the audience that she 
does not have any freedom in the camp and feels trapped. This would be 
accompanied by a glare in Harry’s direction. The audience should feel 
some empathy towards Duckling here. 

Section B- 20th & 21st Century Drama
Explain and justify how you would direct the performers in the printed extract in order to create 
your preferred audience response to the characters. (10 marks)
You must make reference to the SCH context in your response.

Relevant 
SCH-

KN and Und of 
the relationship/ 
dynamic

Specific directorial 
ideas which are 
appropriate

Connects to the 
question

 https://youtu.be/t9YgrF7sn2U
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The audience’s response on the line ‘You know I hate trees. Don’t be 
so filthy!’ should be one of shock, as Duckling changes her tone and 
physically retreats even more into the corner of the boat. 
The only moment when the actors make eye contact is when they kiss 
on the line ‘Will you kiss your Harry?’ and remain with their foreheads 
touching for a moment, showing the sexual nature of their relationship. 
Throughout the scene, I would help the audience understand Harry’s 
status and control over Duckling by making his seat slightly higher 
so that he looks down on her. The actor playing Harry should also be 
larger than Duckling and more physically imposing in order to reinforce 
Duckling’s vulnerability. 

Word Count: 400 
Quotes: 4 

Summative Comments
Band 3: There are some specific directorial ideas here and relevant SCH. However, there is only 
selective coverage of the extract and the response does not develop sufficiently for Band 4. More 
textual references are needed and a more solid grasp of the complex relationship between the two 
characters. 

Audience response 
but vague- needs 
developing

Appropriate 
interpretation

 https://youtu.be/t9YgrF7sn2U
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Act 1, Scene 7: Harry and Duckling Go Rowing
The scene takes place between Harry and Duckling, two characters 
who are based on real historical figures, like many of the characters in 
Wertenbaker’s play. Duckling was a child prostitute who beguiled Harry 
Brewer, and Harry helped to commute her sentence from hanging to 
transportation. Therefore, Duckling is certainly indebted to him and 
is ultimately controlled by him. She is understandably resentful of this, 
which I would want to portray as a director. The Playmaker, on which 
Our Country’s Good is based, describes Harry and Duckling’s ‘intense 
and strange relationship’ in detail, so my interpretation would be informed 
and influenced by this. In terms of acting, it is important that Duckling 
looks very young (late teens) in comparison to Harry. The ‘real’ Harry 
Brewer was at least 39 before he joined the navy, so there would be at 
least a 20-year age difference between the characters. I would also cast 
Harry as physically larger and more imposing to emphasise Duckling’s 
vulnerability even more. Throughout the scene, I would want the audience 
to understand Harry’s status and control over Duckling and would do so 
by making his seat slightly higher so that he looks down on her. 
At the very start of the scene, I would want to remain faithful to the stage 
directions, which state that ‘Duckling is sulking’, so I would direct the 
actress playing Duckling to sit in front of Harry in the rowing boat, with a 
moody facial expression, and they would sit side-on to the audience. On 
Harry’s first line, ‘It’s almost beginning to look like a town’, Duckling’s 
gaze would stay fixed out to the audience with a slight pout and blank 
stare to convey her sulky mood, even when Harry laughs awkwardly on 
the line ‘Duckling cove, eh?’ I would direct Harry to continually stare and 
try to make eye contact with Duckling throughout the scene but would 
keep Duckling’s body turned away, with a closed body posture, conveying 

Model Answer 2 – Top Band Response
Explain and justify how you would direct the performers in the printed extract in order to create 
your preferred audience response to the characters. (10 marks) 

 https://youtu.be/t9YgrF7sn2U
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her disgust towards him. I would direct Harry to awkwardly pause before 
his line ‘It’s almost beginning to look like a town’ to create a tense 
atmosphere between them and then direct his focus out into the audience. 
In contrast, Duckling would use a small circle of attention, maintaining her 
focus downward and fiddling with her nails. 
As Harry’s speech develops and yet Duckling is still silent, it is important 
to convey the idea that Harry desperately wants Duckling to love him 
and to gain her attention. With his question, ‘Would you see the orange 
trees, Duckling?’, he would lean in, staring and waiting for a response, 
his growing frustration depicted by slightly more erratic movements as he 
is rowing. This would build to the line, which I want to be delivered with a 
pleading, desperate tone, ‘Say something, Duckling!’, when Harry would 
let go of the oars and stare more aggressively at her. On Duckling’s line 
‘If I was rowing in the Thames, I’d be free’, Duckling would emphasise the 
word ‘free’, conveying to the audience that she does not have any freedom 
in the camp and feels trapped. This would be accompanied by a glare 
in Harry’s direction. The audience should feel some empathy towards 
Duckling here. 
The audience’s response on Harry’s viscous and insulting line ‘Filthy! 
You’re filthy, you filthy whore!’ should be one of shock, and I would direct 
Harry to spit these lines out, slightly whispered, giving the audience 
an insight into the more controlling and aggressive nature of Harry’s 
character. Duckling’s growing frustration would build and be conveyed 
as her breathing becomes more audible and she lifts her head up suddenly 
as she projects the line loudly, ‘Just stop watching me!’ Duckling would 
emphasise every consonant in this sentence and look Harry straight in 
the eye, holding his gaze for a moment, her desperation and oppression 
communicated vocally and physically. The only moment when the actors 
make eye contact is when they kiss on the line ‘Will you kiss your Harry?’ 
and remain with their foreheads touching for a moment, showing the 
complex, sexual nature of their relationship. 

Word Count: 676  
Quotes: 10 

 https://youtu.be/t9YgrF7sn2U
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Extract: Act 1, Scene 1 (The Voyage Out)
Our Country’s Good is an historicised play with epic features, consisting 
of 22 scenes and swift transitions. The first production of the play, at 
the Royal Court in 1988, employed a simple stage design to aid these 
transitions and multiple locations. As a result, it is appropriate for lighting 
to be more sophisticated to enhance the mood and atmosphere of the 
scenes. Lighting should also be used to create contrasts between the 
varying moods of the play, from the excitement of the convicts learning 
their lines to the romance of Ralph and Mary’s beach scene to the 
solemness of Liz’s monologue at the start of Act 2. 
Act 1, Scene 1 starts on a convict ship on the way to Australia. The First 
Fleet’s voyage lasted for eight months, limiting the convicts imprisoned in 
the hold of the ship to minimal sunlight and fresh air. It is this oppressive 
atmosphere I would wish to create for the opening scene, and I would do 
so by using a practical light stage right and lighting the convicts from one 
side as they are huddled together in chains. The opening stage directions 
clearly state ‘semi-darkness’, so a side light would create this, along with 
emphasising the shadows, cheek bones and malnourished faces of the 
convicts as we hear Ralph Clarks’ voice say ‘monotonously’, ‘Forty-
four, forty-five…’ Before Sideway’s body is ‘dumped with the rest of the 
convicts’. To convey ‘semi-darkness’, a 50–60% intensity would be 
used. 

Model Answer 3
As a designer, outline your ideas for lighting in this extract. Explain and justify how these would 
help to create an appropriate mood and atmosphere at this point in the play.
You must make reference to the SCH context in your response.

A focused introduction. 
Relevant SCH. 
Knowledge of the play 
as a whole evident.

Design specifics. 
Technical vocab

 https://youtu.be/t9YgrF7sn2U
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Backlights with steely blue gels would create a sombre, cold mood and 
would contrast with the bright, straw-coloured effect of the Australian 
climate later in the play. I would ensure that this light would be placed 
above a mesh structure in order to create a gobo effect, emulating that 
of the hold of a ship. There would be a slatted gobo projected onto the 
stage and ‘confining’ the convicts to show their imprisonment and create 
an eerie effect. This would further enhance Wisehammer’s line ‘Alone, 
frightened, nameless in this stinking hold of hell’.
John Wisehammer would be positioned at the front of the huddle for his 
short monologue. On the line ‘At night? The sea cracks’, a steep top light 
would be introduced with a green gel to emphasise the malnourishment of 
the convicts and their pale, yellowy complexions. There would be a moment 
of hope on Arscott’s line ‘Roast beef with salt and grated horseradish’. 
So, on this line, I would use a straw-coloured front light to convey the 
idea that a door had been opened in the hold and light was coming in. This 
would give the convicts something to focus on at this moment. 
I would want to prevent disrupting the sombre mood of the scene by using 
spotlights when each actor spoke. Instead, I would employ the lighting 
technique of slightly increasing the intensity of the light when a character 
is speaking, for example, on Mary’s final line, ‘I don’t know why I did it; 
love, I suppose’, before a slow fade to blackout over 10 seconds as the 
swell of the ocean sounds in the background. 

Word Count: 507
Quotes: 5

Specific idea 
here- quite 
creative

Appropriate and 
practical

Summative Comment
Band 4 – A focused response with a range of specific and quite creative ideas for lighting design. 
Clearly focuses on the demands of the question. However, lacks specific focus on atmosphere, 
as well as mood. Relevant SCH. If it was slightly more developed, it could be top band. There are 
specifics related to lighting and a range of lighting-specific vocabulary. 

Technical vocab. 
Focuses on impact/ 
effect for audience
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Extract: Act 1, Scene 1 (The Voyage Out)
Our Country’s Good is an historicised play with epic features, consisting 
of 22 scenes and swift transitions. The first production of the play, at 
the Royal Court in 1988, employed a simple stage design to aid these 
transitions and multiple locations. Therefore, as a designer, I would 
ensure that the lighting would be more sophisticated in order to enhance 
the mood and atmosphere of the scenes. Lighting should also be used 
to create contrasts between the varying moods of the play, from the 
excitement of the convicts learning their lines to the romance of Ralph 
and Mary’s beach scene to the solemness of Liz’s monologue at the start 
of Act 2. 
Act 1, Scene 1 starts on a convict ship on the way to Australia. The First 
Fleet’s voyage lasted for eight months, limiting the convicts imprisoned in 
the hold of the ship to minimal sunlight and fresh air. It is this oppressive 
atmosphere that I would wish to create for the opening scene, and I would 
do so by using a practical light stage right, which would light the convicts 
from one side, using a fresnel, as they are huddled together in chains. 
Lighting from one side would create a more unsettling mood, as it would 
create more shadows across the faces of the convicts. The opening 
stage directions clearly state ‘semi-darkness’, so a side light would create 
this, along with emphasising the cheek bones and malnourished faces of 
the convicts as we hear Ralph Clarks’ voice say ‘monotonously’, ‘Forty-
four, forty-five…’ I would use a pale-green gel, which would emphasise 
how starved the convicts were on the eight-month voyage, many of whom 
would have been ill and vomiting. Immediately before Sideway’s body is 
‘dumped with the rest of the convicts’, a brief flash of light would appear 
to convey the idea that a door had been opened for a moment to bring him 
in. This would make the convicts jump slightly, depicting the unpredictable, 

Model Answer 3 – Top Band Response
As a designer, outline your ideas for lighting in this extract. Explain and justify how these would 
help to create an appropriate mood and atmosphere at this point in the play.
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frightening atmosphere on the ship. To convey ‘semi-darkness’, a 50–
60% intensity would be used. 
Backlights, once again fresnels, with steely blue gels would create the 
sombre, fearful mood of the convicts and would later contrast with the 
bright, straw-coloured effect of the Australian climate. I would ensure 
that this light would be placed above a mesh structure in order to create 
a gobo effect, emulating that of the hold of a ship. Several convicts would 
have been confined to a space two by two meters squared. There would 
be a slatted gobo projected onto the stage and ‘confining’ the convicts to 
show their imprisonment and create an eerie effect. This would further 
enhance Wisehammer’s line ‘Alone, frightened, nameless in this stinking 
hold of hell’.
John Wisehammer would be positioned at the front of the huddle for his 
short monologue. On the line ‘At night? The sea cracks’, a steep top light 
would be introduced with a green gel to emphasise the malnourishment of 
the convicts and their pale, yellowy complexions. There would be a moment 
of hope on Arscott’s line ‘Roast beef with salt and grated horseradish’. 
On this line, I would use a straw-coloured front light, probably a parcan, 
to convey the idea that a door had been opened in the hold and light was 
coming in. This would give the convicts something to focus on at this 
moment. I would want to prevent disrupting the sombre mood of the scene 
by using spotlights when each actor spoke. Instead, I would employ the 
lighting technique of slightly increasing the intensity of the light when a 
character is speaking, for example, on Mary’s final line, ‘I don’t know why 
I did it; love, I suppose’, before a slow fade to blackout over 10 seconds as 
the swell of the ocean sounds in the background. 

Word Count: 620
Quotes: 8

 https://youtu.be/t9YgrF7sn2U


Model Answers & Supporting Notes for Webinar

21
© We Teach Drama 2021

Section C- Live Performance Review
What is the Total Dramatic Effectiveness?
• The effects created for you as an audience member. 
• How it made you feel
• What it made you think about
• How it created a response or reaction for the audience
• The Director’s vision or key ideas
• To what extent the production aroused: Shock, fear, anticipation, laughter, surprise, sympathy, 

empathy, pity, anger, anxiety, disdain, contempt, revulsion, horror, sorrow, admiration, respect, 
status

• In order to create:

� Tension or suspense

� Light relief

� Comedy

� Dramatic irony

In order to make the audience:

� Relate to

� Realize that

� Understand that

� Feel that

� Believe that

� Expect that

� Be entertained by
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Model Answer 1- Live Theatre Production 
Briefly explain how one or more performer(s) used their vocal and physical skills to engage the 
audience at particular moments. Analyse and evaluate the contribution of the performer(s)’ use 
of these skills to the total dramatic effectiveness of the production. 

[25 marks]
Extract from a Band 5 response

Danny Boyle’s staging of Frankenstein at the National Theatre is a 
bold re-imagining of Shelley’s Victorian Gothic novel which tells the 
beautifully tragic story of humanity, and a suffering man struggling 
to communicate with a world that failed to listen. In terms of the style 
and form of the production, it is performance-led, showcasing the 
commanding acting skills of both Jonny Lee Miller and Benedict 
Cumberbatch, who alternate between the two lead roles on a nightly 
basis. Boyle’s production combines realistic acting with more physical 
sequences, underscored with Underworld’s filmic musical score. Flashes 
of light create the effect of ‘total theatre’ which is wholly unsettling 
and immersive for us as an audience. However, it is Cumberbatch’s 
sophisticated and captivating performance skills as the creature, 
which supports and informs the total dramatic effectiveness of the 
production and truly engaged me as an audience member, enabling me 
to view the creature as more human rather than monstrous.

A key moment of the production that I found highly captivating was 
‘The Monster’s’ evolution into imitating human existence in the first 
twenty minutes of the production. When Cumberbatch coiled out of 
his monstrous heartbeat I was captivated by the delicate placing of his 
fingers, and how they moved like distorted piano keys, his mannerisms 
were similar to that of a beetle that seems disjointed. Each muscle in 
the Monster’s body was strained and tired, which supports Boyle’s and 
Shelley’s vision that this body was not made in a humane way. It was 
brilliantly unsettling the way that Cumberbatch interacted physically 

Movement skills- connects 
to question

Connects to TDE

Subjective/ personal

Implicit connection to TDE

Form & style clearly 
introduced
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with the ‘pod’ he was inside, which visually conveyed to me the idea of 
both embryonic skin and birth. As an audience member I felt the pain 
of the monster, as he tried to place one foot in front of the other when 
he emerged, as he wobbled like a duck, distorted in pain. His gait was 
arched, jilted in pace and moved restlessly without direction as he tried 
desperately to move and evolve from the space he was created in. 

The commitment to this character and the skillful use of Cumberbatch’s 
movement skills, made me believe every sense of emotion the monster 
was feeling for that moment, and the beautiful simplicity of tasting 
rain for the first time. Cumberbatch successfully highlighted to me 
through realism the joy of what this sensation would feel like, as he 
managed to demonstrate intense joy within his eye-contact, as he 
gazed up to the fly-bar and flapped his tongue in excitement to reach 
the rain. I was captivated by Cumberbatch’s ability to show us sheer 
joy in something so simple, and yet was a great contrast to the pain his 
character suffers. His commitment to his non-verbal communication 
and droning amalgamated sounds was both impressive and unsettling, 
which continued throughout the production. For example, I thoroughly 
enjoyed watching Cumberbatch trying to eat. He elongated his mouth 
into different animated shapes of discomforting facial expressions 
to communicate he experienced burning, then the joy he felt when he 
had food that had cooled down. This powerful and visceral opening 
sequence, showcasing Cumberbatch’s performance skills helped 
to establish a true connection with the creature as a character and 
allowed us to empathise with him from the start. 

Subject-specific vocab

Evaluative- focus on 
physicality

Audience response

Form/ style

Movement focus

Detailed analysis

Vocal skills- evaluative

Implicit TDE

Subjective, audience 
response
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Appendix: Design Fundamentals (Set, Costume, 
Lighting & Sound)
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Key Elements of 
Costume Design 

 

Just as we have our own

personal style, so does

every character. What

are the details in the

costume which

communicate their

unique personality? 

The colour of a costume can tell you

so much about a character. Colour

can be used to emotionally

manipulate the audience. 

Colour Palette

Every fabric has a different

texture. This refers to how the

fabric feels and moves on the

actor. For example, is it rough,

smooth or soft? 

Texture & Fabric

Character/
Personality/ 
Style

Consideration of the shape of the

costume on the performer's body

and the silhouette it creates on

stage. Silhouettes can indicate

specific time periods. 

Shape & Silhouette

What are the
key elements or
considerations
for a costume
designer?

 We Teach Drama 2022
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Key Elements of 
Lighting Design 

A transition from

one lighting state

to another.

The angle of light as it

hits the performer or

object.

Direction

The use of colour to

convey a particular

mood or atmosphere

Colour Movement

How bright or dimly

lit the stage is.

Intensity

Quality

Whether the beam

of a lantern is hard

or soft. We Teach Drama Ltd
info@weteachdrama.com
www.weteachdrama.com
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Key Elements of 
Set Design

Using skills in scenic

carpentry and painting

to create specific

effects. 

The physical features of the set

and how the actors use the

space to tell the story.

Practicality &
Shape

Masking hides any

distractions which might be

in the wings or backstage.

Masking
Faux Effects

How colours within the set

evoke certain emotions and

associations for the

audience. 

Colour

Set Dressing
Consideration of the props and

furniture on stage (e.g. chairs,

books etc) We Teach Drama Ltd

info@weteachdrama.com

www.weteachdrama.com

How set pieces relate to each

other, the actors and the

audience, in terms of size

(usually 1:25).

Scale 
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Key Elements of 
Sound Design 

What is the 'trigger' for

the sound to be played or

performed (e.g. a line of

dialogue or visual 'cue')?

Where is the sound coming from?  If it's coming from

a speaker, where is the speaker in the performance

space? For example, behind the audience or

underneath the stage? Are they wall mounted?

Source & Direction

Are the sounds recorded or

live (Foley)? Diegetic or

non-diegetic?

Types of sound Cues

Is the sound being

played at a quiet,

medium or loud volume?

Volume

Editing

How has the sound been

manipulated or edited?

(e.g. echo/ fades/ loops)
We Teach Drama Ltd 2022

info@weteachdrama.com
www.weteachdrama.com
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