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Introduction

This is the fifth year of examination for this Component (9DR0/03) Component 3: Theatre 
Makers in Practice. Papers were sat in 2020 and 2021 with exceptionally small cohorts due to 
the pandemic and, in essence, were offered for resit purposes. The AS Drama and Theatre 
qualification was discontinued in 2019.

The component takes the form of a two-and-a-half hour written examination, and requires 
candidates to consider, analyse and evaluate how different theatre makers create impact.

Throughout the component, candidates will have studied how production ideas and dramatic 
elements are communicated to an audience from the perspective of a director, a performer 
and a designer, as well as an informed member of an audience themselves.

There are three areas to be covered:

Section A: A live theatre evaluation (20 Marks)

Section B: Page to Stage: realisation of a complete performance text (18 marks + 18 marks = 
36 marks)

Section C: Interpreting one complete performance text, in light of one practitioner for a 
contemporary audience (24 marks).

Section A: Live theatre evaluation

Section A gives candidates a choice of questions that are designed to give opportunities to 
discuss performance elements, as well as design elements. At the heart of the question is a 
statement that invites a personal response from the candidate, whilst analysing what they 
have seen or heard, and then going on to evaluate it. Perceptive evaluation cannot really 
occur without detailed analysis and candidates responded well to this challenge. For this 
series, candidates were able to evaluate either a live performance they had seen or a 
digital/recorded performance of a live theatre production.

The most popular performances written about included a number of plays that have been 
around for some time now and ones that are readily available on a digital platform in 
particular: Things I Know to be True, The Curious Incident of the Dog in the Night Time and 
Frankenstein. Live performances that were written about were far less popular than recorded 
ones but Small Island and Yerma both proved to be very successful. Frantic Assembly, and The 
National Theatre were the most popular companies seen.
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Unfortunately, there was an increase in candidates writing about musicals or dance shows 
that contained no dialogue. Consequently, such candidates were unable to meet the required 
demands of this Drama and Theatre specification, which is quite clear that sung-through 
productions or productions without the spoken word are not allowed. Similarly, a very small 
number of candidates wrote about performance texts from Section B or Section C, which are 
forbidden texts and had to be awarded zero marks.

Question 1 was more popular than Question 2 although it was perfectly possible to talk 
about the key issues from either question. For example, Technology was often talked about 
in Question 1 and ways of communicating to an audience in 2022 could also be referenced in 
Q2.

Very few candidates expressed a dislike for the production they had seen and even if they 
did, this had no impact on the quality of their response. However, where they had particularly 
enjoyed the production, this passion seemed to elicit a stronger response, particularly when 
connecting to the statement. It was felt that where candidates had been able to see a live 
production, rather than a digital one, it was easier to offer personal evaluation that captured 
the joy and spontaneity of the moment.

For Q1, candidates talked about the issues of the play they had seen, as well as the way it 
was presented within the broader context of how theatre could, or could not, communicate 
successfully in 2022. Higher-scoring responses were able to analyse and evaluate, in equal 
measure, the issues within the play seen and how they were staged, often commenting on 
how themes and issues resonated with their lives.

There was definitely much more discussion about mental health issues and the impact of the 
pandemic on themselves and others, which was something that occurred throughout all 
responses on the paper. 

Repeated references to the statement helped keep candidates on track and ensured that 
they were responding to the question. Repeating the statement, and then citing key 
moments with the support of the 500 words that candidates are allowed to take into the 
examination room with them, seemed to be a logical way to approach Question 1 or 2. It is 
difficult to say whether candidates performed better having seen something probably just 
once live at a theatre, or many times, while watching a recorded performance. There are 
advantages and disadvantages to both formats.
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Section B: Page to Stage: Realising a Performance text. Candidates must explore a 
performance text practically, to consider how theatrical ideas might be realised in 
performance and communicated to an audience. They must write about one of the texts 
below:


Accidental Death Of An Anarchist

Colder Than Here

Equus

Fences

Machinal

That Face

The texts cannot be taken into the examination room. Candidates are given an unseen 
extract which they should place at the heart of their response.

NOTE: For the 2022 series, centres were given Advance Information (AI) in February 2022. 
This AI gave centres a targeted extract for each of the set texts of around 300 lines, from 
which the 100 lines in the examination would come. They were asked to consider a possible 
staging of the selected unseen extract and the intended impact their creative ideas would 
have on an audience.

Equus remained the most popular text but only just. There were definitely many more 
candidates writing about all of the other five texts, which seemed to be represented in 
almost equal measure. There was nothing in the responses seen to suggest that any one text 
leant itself to the questions more readily than any other.

This section of the examination gives no choice of question: candidates have to respond as 
both a performer and as a designer.

Examiners felt that question 3, where candidates were in the role of a performer, was 
answered slightly better than question 4, where they assume the role of a designer. However, 
responses to Q4 were definitely much stronger than in previous series'.

These questions also asked candidates to make reference to the performance text as a 
whole. It was this last aspect that many candidates neglected and this meant that a really 
strong, detailed response on the extract alone could not gain higher marks.

The AI provided such a tight focus to one of the two unseen aspects for these questions that 
there were many more centre responses that were exceptionally similar. Indeed, there were 
many strikingly similar responses from all candidates, irrespective of a centre style.
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Question 3 clearly states that they are the performer ('As a performer...') and while most 
candidates wrote in the first person there were still many who blurred the boundaries of a 
performer with that of a Director. They are not a director in Section B: they are a performer 
or a designer and, as such, must write as if they were that particular theatre maker.

Many candidates wrote in multiple voices throughout their response, sometimes as the 
performer, sometimes as the director. This could lead to confused ideas, which limited the 
response overall.

Some candidates wrote exclusively about the extract, which meant they had not referred to 
the rest of the text. Higher-scoring candidates readily connected the extract to the rest of the 
performance text. They were clear about how they would use voice and non-verbal 
communication to show the audience their relationship with one other character in the 
extract.

A clear working knowledge of the performance text is essential to success. Many candidates 
had an impressive idea of exactly how they would stage their chosen performance text and 
had well-crafted responses to being both a performer and a designer. The AI had clearly 
allowed centres to consider every performance and design aspect in great detail, although in 
some cases, this was at the expense of the performance text as a whole.

Question 4 was exactly the same, in that responses felt well-practised and very detailed. A 
small number of candidates referenced more than one theatrical element so could only be 
awarded marks for the element that featured most prominently.
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Section C : Theatre Makers in Practice: Interpreting a Performance Text.


Candidates must explore a complete performance text practically, in the light of a chosen 
practitioner, in order to outline and justify their ideas for a production concept. They must 
write about one of the texts below:

Antigone
Doctor Faustus *
Hedda Gabler
Lysistrata *
The Maids
The School for Scandal
The Tempest
Waiting for Godot
Woyzeck *

* These are carry-over texts from the legacy qualification and are available as a free 
download from the Edexcel website. It is recommended that candidates use these editions.

The practitioner must come from the list below:

Artaud
Brecht
Berkoff
Complicite
Kneehigh
Joan Littlewood
Punchdrunk
Stanislavski

The most popular texts for this section continue to be Woyzeck and Lysistrata – in fact, there 
seemed to be more of these than ever, this year. Antigone and Hedda Gabler appear to be the 
next most popular, with a very small number of The Maids, The Tempest, Waiting for Godot, Dr 
Faustus, and The School for Scandal.

Popular practitioners were Kneehigh, Punchdrunk and Brecht: although all the others were 
seen, even if in small numbers. Stanislavski was popular, particularly with Hedda Gabler, 
although some responses dwelt too long on rehearsal techniques, rather than their overall 
performance concept. Some candidates had difficulty with the choice of practitioner when 
their methodologies did not sit easily with the choice of playtext.

Candidates respond to one question from a choice of two. They take clean copies of their 
chosen text into the examination room with them, then respond to an unseen named 
extract, as well as to the rest of the play.
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Note: For the 2022 series, centres were given Advance Information (AI). This AI gave centres a 
targeted extract for each of the set texts of around 300 lines, from which the 100 lines in the 
examination would be taken.

Candidates already know that they will be asked to respond ‘As a director…’ and it was 
notable that many higher-level responses kept this phrase running throughout their answer. 
Candidates must also research the original performance conditions and show relevant 
knowledge and understanding of the social, cultural and historical factors that were central 
to the original text.

High-scoring candidates used this information particularly well, connecting the past to the 
present with insight and respect for the playwright’s intentions. They were aware of the 
staging implications from ‘then and now’ as well as cultural shifts in recent years in relation to 
a 21st century audience.

Some candidates seemed intent in getting their concept down on paper at the expense of 
focussing on the question, which was (Q5), how they would highlight one key character or 
(Q6), how they would support the use of design elements. Questions 5 and 6 were answered 
in almost equal measure.

Rather as in Section B, the AI resulted in some candidates writing exclusively about the 
extract, which meant they had not referred to the rest of the text. Higher-scoring candidates 
readily connected the extract to the rest of the performance text. The more successful 
responses tended to choose a practitioner that was more suited to the performance text.

The concept also has to be seen to work in practical terms and with due regard to health and 
safety. Punchdrunk and Artaud, in particular, sometimes exposed the audience to gruelling 
experiences, which in some cases were dangerous and/or unworkable.

For candidates using Punchdrunk, a number had seen The Burnt City and had used a range of 
techniques seen in that production, some more effectively than others.

There were some strong responses that were just too short to warrant the higher levels. This 
was either because they had not had enough time to cover the demands of the question in 
sufficient detail, or there was repetition of ideas, rather than development.

In this section, more than any other, there was a sense of a ‘prepared’, answer with some 
candidates not mentioning the focus at all until the final paragraph or ‘bolting on’ a comment 
about the question focus. Less-able candidates often referred to the OPC. They regurgitated 
information from their notes and used the points out of the context of the question or the 
example they were discussing. Simplistic application of Original Performance Conditions 
(OPC) with dates and names did not always work supportively for the candidate. Some 
candidates found it difficult to justify their ideas and tended to describe what they would do, 
without regard for the desired impact on the audience.
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There are numerous aspects to this section and many candidates were unable to cover all of 
them. The release of the AI led to many centres producing a 'centre response' that, in some 
cases, were so similar in detail and phrasing that examiners escalated several responses 
querying plagiarism; this was not the case, but it was an aspect of providing AI.

Unfortunately, some practitioners did not always support the texts chosen by the centre. 
There was a very small number of responses that had used a practitioner that was not on the 
set list. This meant that all references to the practitioner could not be awarded any marks. 
The practitioner’s methodologies need to be supportive to the text that is being studied. It is 
important that centres reflect carefully on how the practitioner links to the chosen play.

Lysistrata is still generating the least plausible concepts – rival football fans or gangs, The 
Troubles in Ireland scenario is still seen frequently, with many almost identical concepts. This 
year more than ever before, a small number of concepts were so ridiculous and/or far 
removed from the text that they were creating quite a different play from the original. At 
best, they made it very difficult to award marks, and at worst, they were bordering on 
offensive.

There were many excellent responses to Woyzeck, with ideas that seemed sincere in their 
awareness of the poverty issue and how some people are ill-treated. These were always well-
researched. PTSD and mental health issues were definitely more prevalent, with some 
candidates referring specifically to the pandemic.

There were many other concepts connected to current affairs using world leaders as the 
protagonist or antagonist, but these were only really successful when the ideas genuinely did 
have a connection to the playwrights' original intentions. The more successful candidates 
were able to root their responses in the extract given, and then discuss other moments from 
the play text.

There were some very interesting directorial interpretations that were imaginative and were 
clearly presented for a contemporary audience. Successful candidates were able to keep 
their directorial concept at the root of the response, whilst also addressing the other 
elements. The theories and methodologies of key practitioners were usually all understood 
successfully and clearly connected to the candidate’s own concepts.
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Question 1

This question was more popular than Q2.

Whilst many candidates chose to talk about a range of contemporary ways of communicating 
to an audience in 2022, such as Netflix, social media etc, they were very adept at focussing on 
the production they had seen. They were able to connect it with the contemporary issues it 
raised, or the advances in theatre production that made it resonate with an audience in 2022. 

Higher-level responses demonstrated a wide socio-political awareness that reflected on them 
as individuals, often commenting on how themes and issues resonated with their lives. The 
issues included climate change, politics, war and the plight of refugees, as well as more 
personal issues such as LGBTQ+ and mental health problems.

It was not surprising that the pandemic was also referenced; on one level, candidates were 
saying that they were watching the performance on a digital platform because of the 
pandemic and on another level, they were citing the difficulties the pandemic had created for 
them and others.

Stronger responses made reference to the decisions made by theatre makers and their 
planned/actual impact on audiences. Strong responses also balanced personal response with 
subject-specific language. Thus, a context was placed around the candidate’s experience as 
an audience member in the light of wider theatrical processes. Higher-scoring responses also 
made good use of both acting and design decisions. They explored the notion of 
communication in its widest remit – without losing track of the question and a suitable line of 
argument.

A number of candidates found it difficult to balance analysis and evaluation, favouring one 
over the other. It was felt that many responses had incredible attention to detail but, as one 
candidate said, ‘I’ve watched this countless times’. Conversely, examiners did feel that when a 
candidate had been fortunate enough to see something LIVE, the evaluation had a 
spontaneity and joy about it that was difficult to obtain with a recorded performance.

Unfortunately, quite a number of candidates wrote about musicals, which can make it very 
challenging to respond in depth and detail to a question that reflects the Assessment 
Objectives of the A level Drama and Theatre qualification. It was very disappointing to have 
to award zero marks for performances seen where there was no spoken dialogue at all. 
Similarly, a small number of Section B and C texts were used for Q01 or Q02 and could not 
achieve any marks.

Examiners also noted that some candidates had made use of the wording from Q02, by citing 
examples where technology enhanced communication in 2022.
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The introduction to this sophisticated response has an energy and 
confidence about it.

After a brief introduction to the play seen, the candidate is straight into 
evaluation when they say 'the play painfully depicted..'

The question is used or paraphrased throughout this response, which 
keeps the statement at the heart of it.

The evaluation itself communicates with the examiner when they say 'I 
was left desolate', personal comments like this are evaluating, they are 
giving a judgement on what they have experienced and how they felt.

Comments on Page 3 – This is a perfect example of how to analyse and 
evaluate a key moment from the performance. The test is, if you were 
not there and did not see it, does this response allow you to imagine 
exactly what it must have been like?

There is no doubt here what is happening: The Director is named, the 
issue is clear (infertility). The scene is the festival scene, which is 
described in a concise manner. The effect is maddening, the climax 
was draining. The decision to have actors multi-role is analysed. The 
overall impact (chaos) is evaluated and related to the statement.

Total: 17 Marks

Give a brief context to the play you have seen but move on quickly to 
answer the question.

Page 3:

Choose your key moment, describe it briefly, then analyse and 
evaluate it.

What did it mean and did it work ?

Connect it back to the statement.
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Things I Know To be true was a popular choice in Section A.

This extract starts in the middle of a section, analysing why and how a 
particular moment communicated so well.

Simplistically, it's about rain and music but the candidate is able to say 
what they mean beyond this, and the impact this creates.

These technical details give way to the actor and what his body 
language communicated, what the location signified and, finally, it is 
brought back round to the statement.

Total: 18 Marks

Do not just describe a moment without developing it. Use the mantra: 
this is what I saw or heard – but go on to say, this is what it meant or 
communicated.

'Did it work or not?' becomes an evaluative observation.
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Question 2

The statement ‘Live theatre has not kept up with advances in technology’ was argued for and 
against, in equal measure. Many candidates presented both sides of the argument within 
their response, rather than an either/or.

The choice of production seen did not really matter. Some candidates chose the route of 
saying that the technology was inferior but this did not matter because the acting was 
brilliant. Others felt that advances in technology absolutely 'made' the production, what it 
was. However, productions that had sophisticated technology could be a help and popular 
choices were The Curious Incident of the Dog in the Night Time, Frankenstein, A Streetcar Named 
Desire, Small Island and The Ocean at the End of the Street.

Some candidates used detailed technological language when analysing elements such as 
lighting or multi-media moments. Others cited moments when the technology was a 
distraction to the performance, as well as other responses that presented a more diplomatic 
middle road to the advances (or not) in technology.

Successful responses avoided superficial comments about young people and technology. 
They were rooted in the live event, the impact of technology, and how it works symbiotically 
with the performers on stage.

These responses indicated that centres had prepared carefully for a question in this area. 
They had guided candidates on how to achieve balance in their responses, so that technology 
could be promoted in response to the question or considered against the work of the 
performer.

Be very clear about the key moments that candidates select.

Use past papers to make sure that these moments allow them to respond to a range of 
questions and statements.

Put fine details in the 500 words. It is easy to remember the big things, but it is the details 
that may support a top-level response.
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Small Island was a popular choice for candidates who had seen live 
theatre.

This extract comes towards the end of a sophisticated response. It is a 
good example that provides a counter-argument to the statement. It 
pulls together acting, lighting and sound, with a brief quote from the 
performance.

The analysis and evaluation of the audience reaction is clear, as well as 
the impact it had on the candidate. It draws together relevant and 
balanced elements perceptively, of the production overall.

Total:20 Marks

Include details in your answer.
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This performance of Medea was seen via an online recording yet the 
candidate engages so enthusiastically with it, one could have thought 
that they were actually there.

The moment of the finale is a clear account of who and what was on 
stage and the overall impact this had. Analysis is more implicit but 
evaluation is explicit and the underlining of the word 'has' makes the 
reaction to the statement abundantly clear.

Total: 19 Marks

Select a key moment: analyse and evaluate it in fine detail.

Use technical knowledge to support your answer.
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Question 3

Almost all candidates answered successfully as a performer, writing in the first person. On 
occasion, they would drift into the third person, when they would then be responding as a 
Director.

The first choice for candidates to make was to decide which one character they were going to 
perform as. It was very interesting that from the same text eg Equus, there was no clear 
trend, with as many candidates appearing to choose Dysart, as Alan. The same was true 
across all six texts. Candidates had to specify how they would use voice and non-verbal 
communication (NVC) to show their relationship with one other character, and this was done 
exceptionally well by almost all candidates.

The AI had provided such a tight focus that it looked as if most centres had prepared 
responses for all 300 lines, covering every possible permutation of performance skills. This 
did result in many strong responses but also many that were incredibly similar, to the point 
of memorising set essays. Examiners reported that some responses were so alike in details 
and phrasing that they did question how much creativity came from the candidates, as 
opposed to a centre response.

Strong candidates connected their analysis of what they would do, and why, to specific 
moments from the extract.

Possibly because the AI gave such a specific focus on one of the two unseen aspects, many 
responses did not reference or connect to the performance text as a whole, which prevented 
some very detailed work from gaining higher marks.

Candidates who were able to make connections to the rest of the text gave themselves so 
much more to write about and develop. These moments were very well-considered and 
highly supportive to the response overall. Frequently, candidates used a statement such as: 
‘this would contrast with my interaction with… earlier in the play in which I…’. Candidates who 
used quotations and/or specific moments from the extract were able to achieve marks more 
readily.

A few candidates responded as a director (Section C), with some still offering ideas for 
rehearsal techniques. Some responses even used practitioners within their response when 
there is no need to do this in Section B, and on balance, it was not helpful.

It was extremely pleasing to see a much wider use of all six texts.

Look carefully at any words in bold print: they are emphasised to assist.

In this extract it is clear to see that the candidate has focussed on voice and NVC, both 
emboldened in the question.
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In this extract, the candidate has chosen to play Henry from That Face.

The candidate gives superb detail about:

exactly how individual words should be said
where there should be a pause
how vocal tone should be used.

It moves on to NVC, again with very specific details. The candidate 
owns this role and is also able to say why they have chosen to do 
things in a certain way.

Total: 17 Marks

Be aware of words in Bold.
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In this extract, the candidate chooses to play Young Woman from 
Machinal.

In this extract, they give very specific details about precisely how they 
would say something.

They then go on to link this to an earlier scene in the performance text.

Total: 18 Marks

You must make connections from the extract to the performance text 
as a whole.

Find moments of similarity or contrast to help you do this.
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Candidates do not need to explain the obvious in their response: the examiner knows the 
whole performance text and the extract.
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In this extract, the candidate has chosen to play Dysart from Equus.

This is a very strong start: the candidate goes straight to the extract.

In the first 10 lines they already:

state who they are performing as
state how and why they would use stillness and eye contact
refer to an earlier scene before the extract

Clip 2:

This is such a clear example of a sophisticated response.

The detail of what the candidate would do vocally and physically shows 
comprehensive knowledge and understanding of the play, and how 
they would perform a role to maximise meaning and understanding.

Total: 18 Marks

Start to answer the question as soon as possible.
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Question 4

Candidate responses appear to be improving at this question and are more familiar with 
designers as theatre makers.

Design knowledge and terminology is much improved and whilst lighting was the most 
popular element chosen, costume and set were also popular, with sound less so. When 
sound was chosen, there were some very interesting ideas.

The question asked the candidate as a designer for one theatrical element: a very small 
number of candidates overlooked this and wrote about numerous elements. Examiners 
awarded marks for the one element that was most prominent in the response overall.

Again, the AI had provided such a tight focus that it looked as if most centres had prepared 
responses for all 300 lines, covering every possible permutation of design elements. This did 
result in many strong responses, but also many that were incredibly similar – to the point of 
memorising set essays. Examiners reported that some responses were so alike in details and 
phrasing that they did question how much creativity came from the candidates, as opposed 
to a centre response.

Strong candidates connected their analysis of what they would do, and why, to specific 
moments from the extract.

Possibly because the AI gave such a specific focus on one of the two unseen aspects, many 
responses did not reference or connect to the performance text as a whole, which prevented 
some really detailed work from gaining higher marks.

Candidates who were able to make connections to the rest of the text gave themselves so 
much more to write about and develop.

Some candidates chose to use quotations from the extract to structure their response, and 
this often served them well.

Overall, high-achieving design responses showed a greater depth of understanding of 
lighting and sound processes, with some good responses also exploring set and costume. 
These successes were evidenced by pertinent examples from the whole play. The context of 
genre and style informing the designer decisions and impact, was at the heart of these 
successful responses.

Be clear about your role as a Designer.

Understand how it can be used throughout the whole performance text and, if possible, try it 
out practically.
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In this extract, the candidate chooses to design the sound for Fences.

This is such a clear start, that acknowledges the focus of the question – 
to convey or support meaning. Sound is a less obvious design skill, not 
always given in stage directions and yet this candidate has thought 
through exact choices of both sound effects and music.

The second paragraph capitalises on the stage direction that it is 
morning. The fact that they have chosen a specific type of birdsong 
because accurately it reflects the birds from that location, is indicative 
of detailed research.

The naming of a particular sound track 'Black Night' by Arthur 
Alexander further supports the attention to detail.

Total:17 Marks
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Do not be afraid to see yourself as an expert in your chosen role.

You are writing to impress the examiner with your in-depth subject knowledge of the 
performance text, and your chosen skill.
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In this extract, the candidate chooses the role of costume designer for 
Equus.

This opening page gives a clear rationale of how costume can support 
meaning. It is well-researched and the candidate knows exactly what 
they want to achieve as a designer.

The second page is all about Dysart's costume. There is a perceptive 
knowledge and understanding of how costume can support and 
enhance meaning. A technical vocabulary is also used, when the 
candidate talks about types of fabric (worsted) and delightful details 
such as the fabric buttons indicating social class.

As ever, it is small details such as this, that start to elevate a response 
to the higher levels.

Total: 18 Marks
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Candidates should be clear and confident about what they are wanting to achieve as a 
Designer.


As long as their creative choices make sense and they can justify them, they are in control of 
these design decisions.
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In this extract, the candidate chooses to design the lighting for Colder 
Than Here.

This is a very clear account of how, and why, lighting will be used.

There is a confidence in the language used: this candidate is clear 
about what they want to achieve.

The reference to scene 9 starts to refer to the rest of the play.

Total: 15 Marks
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Question 5

This question asked the candidate as a Director to focus on one key character from the 
extract.

The question makes a variety of demands, most of which are known before the examination. 
As a result of this, candidates will have an idea about some of the things they are going to 
write about, eg they will:

have researched the OPC
have formulated a concept
know how their choice of practitioner can be used successfully
understand the role of a Director
know their choice of performance text well, in design and performance terms.

The two unknowns are the focus of the question and the extract. There is a considerable 
amount of skill involved in pulling all these threads together with the support of a director’s 
script, which they have with them in the examination.

For this series, the AI had provided such a tight focus and hugely reduced one of the two 
unknowns, that it looked as if most centres had prepared responses for all 300 lines covering 
every possible permutation of a Director’s remit. This did result in many strong responses but 
also many that were incredibly similar, to the point of memorising set essays. Examiners 
reported that some responses were so alike in details and phrasing that they did question 
how much creativity came from the candidates, as opposed to a centre response. There has 
been a rise in centre concepts throughout the life of the specification but this year they were 
even more marked, given the release of the AI.

Possibly because the AI gave such a specific focus on one of the two unseen aspects, many 
responses did not reference or connect to the performance text as a whole, which prevented 
some very detailed work from gaining higher marks.

There are nine available performance texts for centres to choose from, so it is still surprising 
to see the popularity of Woyzeck and Lysistrata, which were carried over from the legacy 
specification. Antigone and Hedda Gabler seem to be the next most popular, with the five 
remaining texts less so.

For a variety of reasons this year, there seemed to be an increase in the number of weird and 
wonderful concepts, which, in many cases, caused problems. As stated in the opening 
paragraph to this question, there is already much to do in Section C, so the added 
complication of a confusing concept rarely helped candidates achieve higher marks. 
Irrespective of whether it is the candidate’s own concept or they are using a centre-driven 
concept, it needs to be safe, workable, theatrical and an honest representation of the original 
text. There seems to be a deviation from the specification that says…
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Interpreting a performance text may or may not include changes to performance style, historical 
period or setting. However, whilst changes and edits to the structure of the text are allowed, it is 
not an opportunity to cut the language or alter the meaning of the original text.

It is also important that students have an appreciation of the original aims and intentions of the 
playwright…

When centres followed the specification, it led to much more focussed, detailed responses 
that allowed the candidate simply to answer the question and flourish. It was also apparent 
that some candidates had tried some of the ideas out themselves while workshopping the 
play, and this gave a real sense of confident execution. There were many responses that 
covered all these bases, whilst revealing an exciting, creative and logical concept that worked 
hand-in-hand with the performance text they had studied.

It can be useful for candidates to give examples of the practitioner's methodologies from 
previous productions they have seen, but they should ensure that they are relevant to what 
they want to expand on.
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This candidate chooses to focus on Prospero from The Tempest, using 
Kneehigh's methodologies to support their Director's concept.

This extract gives a very good balance between how Kneehigh might 
do something and how the candidate has interpreted that. It works 
well.

Total: 22 Marks
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This candidate chooses to focus on Creon from Antigone, using Brecht's 
methodologies to support their Director's concept.

In this extract they combine Brecht's 'V' effect successfully, to distance 
Creon from the audience. They develop this further with the use of 
masks, which is related back to the OPC.

The idea to use the masks demonstrates a director's decision that 
shows knowledge of the:

character
play's themes
the practitioner
OPC

Total: 20 Marks

A helpful phrase to keep using throughout your response to a Section 
C question is..'I would direct..'

This ensures that you remain focussed in your role as the Director.
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If Stanislavski is used as the practitioner, the focus does not concern how the play would be 
rehearsed, but how it would be directed, to achieve a performance outcome. The emphasis is 
on the performance.
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This candidate chooses to focus on Judge Brack from Hedda Gabler, 
using Stanislavski's methodologies to support their Director's concept.

It is very easy for candidates using Stanislavski to become embroiled in 
rehearsal techniques, rather than deciding on what would actually 
happen in performance.

This clip does refer to Brack's super objective but it is also focussed on 
specific detail from the given extract and what the performer would 
do.

There are also implicit references to the wider text.

Total:19 Marks
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Question 6

This question asked the candidate as a Director to apply the methodologies of their chosen 
theatre practitioner to support the use of design elements, and, on the whole, was answered 
very well.

Exactly the same caveats as mentioned for Q05 apply here too, re centre taught responses 
and unworkable concepts. Whereas candidates had changed titular roles in Q05 to well-
known celebrities, in design terms they cited their productions in warehouses, hospitals, 
prisons and similar. Artaud and Punchdrunk resulted in audiences being gagged, blindfolded, 
spattered with blood and generally given a somewhat gruesome experience. It seemed that 
there were no checks on these concepts and a small number were dangerous and 
disrespectful.

There were some very innovative and creative design choices for this question that allowed 
candidates to demonstrate their knowledge of theatre design, and, in particular, set and 
lighting choices were often inspirational.
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This candidate is directing Woyzeck using Brecht as the practitioner to 
support the use of design elements in their production concept.

This response is very much focussed on lighting, which is acceptable. 
The question states 'the use of design elements', rather than a specific 
number. It would be sensible at least to mention other elements, but 
detailed knowledge of one aspect can work very well, as long as it 
connects with other demands of the question.

This was an holistic response to the question, that kept referencing a 
range of aspects.

Total:14 Marks

If a question specifies a number of aspects ie one character, two 
design elements, you must follow this instruction exactly.
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It is so important that the concept supports the original aims and intentions of the 
performance text.


Candidates do not need to be wildly original: they do need to have a workable, well-
considered concept.
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This candidate is directing Lysistrata using Brecht as the practitioner to 
support the use of design elements in their production concept.

They choose the Kenyan sex strike from 2009 as their concept, which is 
well-documented and logically supports the anti-war themes of the 
original text.

This response has a confidence about it, which demonstrates that the 
candidate:

knows the detail of the concept
understand the OPC
knows how Brecht will work with it
knows the space in which they are performing, where the drum 
revolve etc can all work together harmoniously

This strong start sets the response up and the candidate goes on to 
give details about all these various elements.

Total: 22 Marks

Make sure your concept is workable.
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There is no set way to structure a response but candidates might wish to practice different 
ways.


They could:

use the extract itself for structure
go methodically through a range of design elements
select major themes from the play as a whole, and connect these with the extract
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This candidate is directing Waiting for Godot, using Berkoff as the 
practitioner to support the use of design elements in their production 
concept.

This provides a clear start to the response, with a definite stage space 
in mind.

The candidate has already connected the stage space to the OPC and 
this introduction could be used against any question. The skill is in 
ensuring that it quickly begins to focus on the demands of the 
question. This is not evident on this first page but it is a clear start from 
which to build.

This candidate goes through a range of design elements systematically, 
to structure their response by writing at length about set, costume, 
props, visual elements, sound and lighting.

Total: 20 Marks
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Paper summary

Based on their performance on this paper, candidates are offered the following advice.


Section A is not solely about analysis, it also needs evaluation
Remember to reference the performance text as a whole, for Section B
Use a practitioner that is supportive to the aims of the chosen Section C text
Ensure that the Section C concept is rooted in, and respectful of, the original 

performance text
Remember to reference the performance text as a whole, for Section C
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Grade boundaries

Grade boundaries for this, and all other papers, can be found on the website on this link:

https://qualifications.pearson.com/en/support/support-topics/results-certification/grade-
boundaries.html
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