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All dramatic activity is made up of key elements, which are used like building blocks 
to shape and develop the drama. This is just as true of the improvisations we do in the 
classroom as it is of major plays performed in theatres. By learning to use the elements 
of drama effectively, we can greatly improve the quality of our own dramatic work, and 
also develop our understanding and appreciation of all forms of drama performance.

In Unit 1 we explored in-depth the fundamental dramatic activities of 
improvisation and characterisation, and discovered how we can create and express 
dramatic situations and characters in our own dramas. In Unit 2 we look at the 
particular elements which make all dramas more exciting and powerful. We begin in 
Chapters 5 and 6 with Focus and Tension, the forces that drive the drama. Next, in 
Chapter 7, we examine how to create a range of dramatic environments, and also how 
this is done in the theatre. Chapter 8 explains the elements of Ritual and Symbol, and 
looks at how they give extra meaning and depth to all drama.
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55Chapter Chapter 
FocusFocus

Introduction
Every improvised drama and every play performed on stage 
needs focus and tension to function effectively. Focus is essential 
to the creation and performance of any drama because it is the 
way we direct attention to the most important and exciting or 
amusing aspects of the work. All the people involved in a piece 
of theatre—the playwright, director, actors, designer and audience 
—make use of focus in different ways. In Chapter 5 we explore 
each of the essential types of focus and learn how to use them more 
effectively.

Key Content

5.1 Focus
5.2 Points of Focus

Outcomes
In this chapter you will: 

• use the element of tension 
to enhance the improvised 
dramas you create

• apply the skilled use of focus 
to scripted performance.

• identify and analyse the use 
of focus in the drama work 
you see in the classroom and 
on stage

Cate Blanchett in Charlotte Gray provides a focus for the audience as 
she focuses as an actor
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Key Term 

Focus is the way we direct our 
attention or concentration.

Journal WritingJournal Writing

5.1  Focus5.1  Focus

Developing and Directing Focus

Whenever a drama is created, we begin with an idea, a story, 
a group of characters, or an issue. In other words, we focus on 
something that interests or concerns us and we build our drama 
around this focus. 

Throughout the performance of any piece of drama, our 
attention is focused on different situations and characters, and 
in theatre the director decides this focus. Of course, the actors in 
drama focus their attention on their own performances and also 
direct their focus to the most important actions and characters in 
each scene. 

As an audience watching a drama we also focus on particular 
characters or actions or situations in a play, concentrating intensely 
on the parts that interest or amuse us most. Focus in drama 
therefore means directing our concentration and making particular 
facets of the work the centre of our attention.

In fi lm and television the focus of attention is dictated by the 
camera, which shows only particular scenes, certain characters and 
chosen shots.

 Cameras create and direct focus in a number of different ways, 
according to the story, the action and the characters. Sometimes the 
camera will have a really wide focus, showing a whole landscape 
or city, and it can pan or move slowly across the scene to show 
everything. The camera can also give an extremely wide focus by 
fi lming from a great height, using a crane or even a helicopter to 
give a bird’s eye view of a scene. At other times the camera will 
zoom in to a close-up of an object or a person, or even an extreme 
close-up of just a person’s eyes. It can also focus very clearly on 
something important like a person crying, leaving the rest of the 
screen hazy and out of focus. Finally, the camera helps the audience 
to focus by only showing them images that are important to the 
story, leaving out or cutting everything else.

In the classroom and the theatre, we do not have a camera 
to provide the focus for us, so we need to learn how to do it for 
ourselves. Although this is a real challenge, it also gives us the 
freedom to create focus in any way we choose, whereas the use of a 
camera limits the focus in a fi lmed drama. This chapter will explore 
some of the key techniques for creating focus in the classroom and 
on stage.

Make a sketch of a play being performed on stage and draw arrows and label 
them to show the direction and location of the focus being used.
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5.2  Points of Focus5.2  Points of Focus

Although we talk about focus as though it is just one element, in 
fact there are four separate and important types or points of focus 
in drama. We use these four points of focus in different ways at 
different times in a dramatic work.

Focus Point 1:  Creating the Drama—
the Playwright’s Focus

When we fi rst begin to make a play, we try out different ideas, 
stories, characters and issues. Which one of these we choose to 
be the main focus of our work depends on our interests and the 
purpose of the drama. 

Once we have chosen the focus of our drama, we can begin to 
build our play around it. For example, we might come up with the 
idea of being a group of teenagers on holiday who take temporary 
jobs at Warner Bros. Movie World on the Gold Coast. The focus 
we have created for our drama is the story of this particular group 
of characters working in a particular situation. On the other hand, 
we could take the same situation but make our focus a mystery 
character working at Movie World who comes in contact with the 
group of teenagers. If we wanted to explore the issue of friendship 
we could have one of the group get into trouble at Movie World 
and explore the reactions of her friends.

As you can see, we can use the same characters, stories, ideas 
and issues to create a range of different dramas, all depending on 
which aspect becomes our focus or centre of attention. Whether we 
write down these dramas as a play or express them in improvisation, 
we are all working as playwrights to create plays that each have 
a special focus. We must therefore learn how to select the right 
focus for our work as playwrights and become skilled at using it 
effectively. 

What is the key point of focus here?
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One effective way to do this is to think of our drama as a series 
of pictures that need to be put in the right frames to make the drama 
work. Just as the camera operator on a fi lm or video chooses the 
right frame for each shot, so we need to choose the right dramatic 
frame as playwrights in order to bring the drama to life.

The playwright’s frames

For a start, we can choose when and where to locate our drama. 
This gives us a time frame and a place frame to focus on when we 
create our play. 

In the Movie World improvisation, for example, the time frame 
is now, and the place frame is Movie World theme park on the 
Gold Coast. This place frame in particular is the main focus of the 
story, and it really decides what happens with the characters and 
the action. If we wanted to create a drama about the discovery of 
Australia by Captain Cook, the time frame of 1770 would be the 
most important focus. It is therefore essential for us as playwrights 
to put our dramas in a time frame and a place frame which focus 
our work clearly. 

Michael Gow’s play Away, which we looked at in Unit 1, uses 
a beach somewhere in Australia as its main place frame. It doesn’t 
really matter which beach—just the general location is important 
because the characters are all on holiday, and in Australia holidays 
often mean the beach. However, the specifi c time frame is very 
important to Away. The year is 1968—Australia is involved in 
the Vietnam War, and the protest era of hippies, free love and 
anti-conscription demonstrations is changing the face of Australia 
forever. In a way this time frame of 1968 is the central focus of the 
play, because the characters and events are part of, and are affected 
by, what happened in that year, in particular the Vietnam War.

Can you identify the time and place frames here?
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Another important way to use frames when focusing our 
dramas involves focusing the action. We can do this as playwrights 
by choosing different frames for the story according to what is 
happening and who is involved. This helps to give us different angles 
or perspectives, making the work more interesting and effective.

Workshop 1: The Playwright’s FramesWorkshop 1: The Playwright’s Frames

Creating Drama72  

Make lists of the plays you know where the time and place frames are absolutely 
central to the play. Can you identify the key time and place frame for each play?

Frame 1—in the action 
We use this frame when we want to focus on something important 
happening to particular characters. For example, if our drama 
involves a rock band winning a ‘Battle of the Bands’ talent quest, 
we would create a scene showing them actually winning the prize. 
In other words, the frame for this scene would be the talent quest 
and the characters would be the band actually winning it—right in 
the action!

Frame 2—on the edge of the action 
This frame still uses the same time and place frames, but concentrates 
on characters who are less central to the action. In our rock band 
drama, we would still be at the talent quest, but this time we would 
be other characters there, such as another band or friends of the 
winners. The scene would explore the reactions and experiences of 
these characters, to give a different slant or perspective on the story 
(and on talent quests!).

Frame 3—outside the action
This involves moving to another time frame, before or after the 
talent quest, and it can also involve a different place frame as well. 
The members of our rock band could be shown the next day, at 
home with their families, telling them that the ‘Battle of the Bands’ 
prize includes a major overseas tour. We would then use this frame 
to explore the reactions of the families to the news.

Warming up

1 Mirroring Exercise. Working in pairs, take it in turn to mirror your partner’s movements; 
fi rst just hands moving then whole body movements. Focus intently on your partner’s 
movements and try to synchronise your actions until it really looks like a person in front 
of a mirror.

2 Freeze-frames. Working in groups, create a series of three freeze-frames.
• Freeze 1: A band rehearsing for a talent quest (perhaps arguing, or working at 

different activities, or exhausted at the end of a long rehearsal).
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• Freeze 2: Actually performing in the quest, with the focus on the 
energy and intense commitment of the whole band.

• Freeze 3: The reaction of the band members when they are 
announced as the winners.

Core Assessment TaskCore Assessment Task
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For this task, work to develop an interesting drama that clearly and 
effectively uses characters and situations to frame the focus; fi rst of all 
actually in the action, and then to move the focus in the second scene to 
the edge of the action.

Forming

Work in the same groups as for the second warm up in Workshop 1. 
Imagine you are the band that has just won the quest. You are on your 
fi rst major overseas tour when one of the members of the band suddenly 
disappears a few hours before the concert. Discuss and improvise 
the situation, exploring how and why that person vanished and what 
happened to them. Shape the drama into two frames or scenes. The fi rst 
will be right in the action of the band itself, revealing the cause of the 
disappearance. The second scene will show how someone on the edge of 
the action actually witnessed the disappearance. To create this second 
scene some of you might need to take on roles different from the ones you 
portrayed in Scene 1.

Performing

Join your group with another group in the class and perform your 
two scenes for them. Then take your turn to be an audience for their 
performance. This can be done with a number of groups performing in 
different parts of the room at the same time, or with groups performing in 
different spaces in possible.

Refl ecting

Discuss with the other group the development of their narrative and 
also their use of focus. Now in your own group, use the story and the 
characters from the other group’s performance, and see if you can resolve 
the mystery of the band member’s disappearance in a way which is true 
to the two scenes you watched. Meanwhile, the other group you perform 
for will do the same with your play, developing a third scene, which ends 
the play effectively.

Perform your fi nal scenes for each other and discuss the results.

Sam
ple

 pa
ge

s



Creating Drama74  

Focusing on issues

Aside from the use of frames, there is a further important way of 
focusing the drama as a playwright, and this involves focusing on 
the meaning or message of the drama.

All playwrights have particular ideas or interests or concerns 
that are expressed in their plays. Whenever we write a play, or read 
one written by someone else, it is this focus on ideas or issues which 
is the meaning of the play.

The story of Arthur Miller’s play The Crucible describes the witch 
trials in the town of Salem in Massachussets in 1692 in a powerful, 
dramatic way. However, the play was also deliberately written by 
Miller to focus on a very important modern issue, which is the way 
people in power persecute and even kill people who disagree with 
them, which makes it a modern classic of the theatre.

Miller wrote the play in 1949, when the House Un-American 
Activities Committee was questioning people and blacklisting them 
because they were suspected of being communists. Many Americans 
lost their jobs and their freedom because of this powerful political 
committee, and Miller used the story of the Salem witch trials as 
a metaphor, an illustration of the kind of hysteria and cruelty that 
was happening to people he knew—and to himself!

Amnesty International releases details of thousands of people 
every year who are imprisoned, tortured and even murdered 
throughout the world simply because they disagree with those in 

Journal WritingJournal Writing

Write an individual refl ection on the other group’s play, discussing how effective and appropriate 
their plot and characters were in completing the drama your group had created.

Key Term 

An issue is the main idea, 
theme, concern or aspect of 
human behaviour that the 
playwright wants the audience 
to understand.

In the frame: the band
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Core Assessment TaskCore Assessment Task

power in their countries. This kind of persecution is the true focus 
of The Crucible, and the story of the witch trials is used to make 
this focus really clear. We will work with a scene from this play at 
the end of this chapter.

Throughout the whole history of theatre, playwrights have 
created dramas focusing on particular issues that were important to 
them, just as Arthur Miller did. Because these issues deal with the 
way people live and behave, they are still relevant to us today. This 
is one of the main reasons why Greek plays written 2500 years ago 
are still staged and still have meaning for us. 

Shakespeare’s plays may be diffi cult to understand at fi rst 
because of the language, but they deal with issues we all know and 
feel strongly about—war and peace, friendship and betrayal, love 
and hate, power and courage. The issues they focus on are just as 
important to us as they were to the Elizabethans 400 years ago.

Whether we are creating our own plays or working from a text, 
the playwright’s focus is the fi rst, vital starting point for the drama, 
and demands our attention and skill in developing the use of frames 
and issues to give power and meaning to our work.

Do you know the main issue in The Tempest by Shakespeare?

75  Chapter 5: Focus

Note 

Metaphors are ideas or 
images which convey a 
message, and in drama we 
use them all the time to 
give meaning to our work. 
For example, Ibsen’s play 
A Doll’s House uses that 
image as a metaphor for 
the way Nora, the play’s 
protagonist, is kept like a 
doll in her husband’s house. 
In the musical Cats, all the 
different cats are actualy 
metaphors for types of 
human behaviour.

Journal WritingJournal Writing

Write an outline of a play you would like to script about an issue that is important to you. 
It may be a world issue, like terrorism or the destruction of the environment, a national 
issue such as the stolen generation or refugees, or a personal issue, such as being true 
to your own beliefs. Give a brief description of the characters and plot of the play, and 
describe how you would focus on the particular issue you have chosen.
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Focus Point 2: The Director’s Focus

Once a drama has been created by a group (ensemble) or written by 
a playwright, the next stage is to actually make it into a dramatic 
work. This involves devising or learning it, and then rehearsing it to 
prepare it for performance. 

At this stage the drama needs to be directed to bring all the 
elements together and make the play work, and this can be done by 
a single director, or cooperatively by the whole ensemble. 

However the direction is handled, a vital element of it is the use 
and control of a number of important forms of focus, including the 
use of the performance space, the design and costuming of the play, 
the interactions between the characters, and the fl ow of the scenes.

To direct focus effectively, we need to be aware of the 
possibilities available, and to develop our ability to use them.

Wide focus

Wide focus makes use of all or most of the performance space to 
stage the action or show the interactions between characters. Just as 
a movie or video camera uses a wide-angle lens to focus on a whole 
scene, we can create a wide focus by using staging, the placing of 
actors and movement around the stage to give the effect of big or 
high-action scenes. 

For example, a factory scene is created by fi lling the performance 
space with actors miming machine movements and making machine 
sounds and working together to present an image of a huge, busy 
factory. Party and disco scenes also need a wide focus, with lights, 
music and people talking and dancing to fi ll in the scene. Lighting, 
sound and, particularly, movement are needed for battle scenes and 
busy street scenes.

We can also create a completely different kind of wide focus by 
having a completely bare stage. This empty space in drama generates 
a kind of tension as we wait for something to happen and fi ll the 
space. It is a very effective way to begin a drama. We can then fi ll the 
space with characters and action, still providing a wide focus. 

Alternatively, we could have just one character enter and have 
the lights dim to just one spot, narrowing the focus right down. This 
shift from wide to narrow focus at the start is a favourite technique 
of fi lm-makers, who use a really wide-focus shot of a whole town or 
landscape during the credits of the fi lm, then zoom right in to one 
house or one person as the fi lm begins.

Creating Drama76  

Journal WritingJournal Writing
Make up a brief scenario for a play that would begin with a very wide focus. Describe what 
performance and stagecraft techniques you would use to create this wide focus for the 
audience when the play opens.

Sam
ple

 pa
ge

s



Chapter 5: Focus 77  

Narrow focus

Narrow focus involves directing attention to just one spot or one 
character in the space, and can be done in a number of ways. 

We can use a platform or rostrum block to make someone 
stand out above the rest of the characters, or use a single spotlight 
or a different colour to highlight a person or an object. 

Narrow focus can also be directed through the use of movement. 
This can be done by having one person move while everyone else is 
still, or a character frozen still when everyone else is moving. 

Sound effects and speech are other obvious ways of directing 
the focus to a particular place or person. 

Signifi cant objects, which have a special or symbolic meaning, 
are also effective for creating an intense, narrow focus. A knife or 
gun, both symbolising violence, always draw our attention and 
build up tension, while a goldfi sh bowl stuck on someone’s head 
would certainly be the focus of a comedy scene!

Contrasting focus

One very effective way to make a drama work is by using 
contrasting focus, where we suddenly switch from wide to narrow 
focus and back again. We saw how this can be done at the start of 
a play or fi lm to build tension, but it is a technique that can be used 
at any time in a drama.

Bertolt Brecht, the infl uential German playwright and director, 
used contrasting focus to powerful effect in the staging of his plays. 
All Brecht’s plays deal with important issues, like the causes of 
war and the consequences of human greed. He directed his plays 
to focus on these issues. A wide focus scene like a battle would 
suddenly end with a freeze or the stage emptying, and all the focus 
would narrow down to just one actor who would sing a song or 
talk directly to the audience.

This happens at the end of his play The Resistible Rise of Artuo 
Ui, which is about the rise to power of Adolf Hitler and the Nazi 
Party in Germany in the 1930s. After all the violent action of the 
play, it fi nishes with the actor playing Hitler 
stepping forward and warning the audience 
that what they have seen could all happen 
again, and that another Hitler could easily 
come to power if people allow it to happen.

As you can see, we need to think carefully 
about the direction of focus in our dramas, 
and to make full use of wide, narrow and 
contrasting focus whenever possible.

Note 

In fi lm and television, narrow 
focus can be achieved by 
close-ups of people and 
objects. On stage we can get 
the same effect by moving 
actors or objects closer to the 
audience in performance.

What effect does 
this combination 
of wide and narrow 
focus have?
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Warming up

Same sequence groups: Each member of the class is given a number 
from one up to ten by the teacher. You then form same groups with all the 
number ones in a group, all the number twos in a group and so on, making 
ten groups. The same groups try making different shapes. For instance, 
make a circle where you all hold hands facing inwards, a star where you 
hold hands facing outwards and stretch out to make the point of a star, a 
scrum with arms around each other’s shoulders, and a stretch where you 
crowd together in a tight huddle and all stretch both arms up as high as 
possible.

Now form sequence groups so that there is a one, a two, a three and 
so on up to ten in each group. Now make the different shapes again as 
quickly as possible.

Finally, the teacher or a student can call out types of group and the 
shapes and the group to do it fi rst each time is the winner—for example, 
same star, sequence circle, sequence scrum, or same stretch.

Once you are all warmed up, stay in your last group so that there are 
two or three working groups of ten students each. 

We will explore the issue of people displaced from their homes by 
confl ict through the use of director’s focus.

Forming: wide focus

In your large group, create a series of fi ve dramatic freeze-frames of war, 
each one showing an aspect of the battle and its impact on individual 
people. In each freeze-frame one person should be the focus of the 
image—the protagonist. For each freeze-frame add a caption. This can be 
a word, a phrase or a sound.

Performing

Each group then presents their sequence of freeze-frames to the rest of 
the class.

Refl ecting

The audience for each freeze-frame responds with observations and 
questions about the meaning of the image. Individual students can be 
invited to go and change an aspect of the image to increase this impact—
by removing someone from the freeze, or changing the protagonist’s 
position, or altering the composition of the whole freeze-frame. Again, 
these changes can be discussed and analysed.

Forming: narrow focus

The class chooses one of the most interesting protagonists from one of the 
freeze-frames to explore their story. Working in your small same groups, 

Key Term 

The protagonist is the central 
character in the drama: the 
person who is the focus of the 
story and the action.

78  Creating Drama
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develop a drama about this person, establishing their relationships with 
the people closest to them and forming the story of how they became 
trapped in a war zone or fl ed to become a refugee. One of your groups 
should function as a storyteller, either in the action as a character or 
outside it as a narrator.

79  Chapter 5: Focus

What is the main type 
of focus here?

Focus Point 3: The Actor’s Focus

When we are actually performing in a drama there are two more 
types of focus which we need to be aware of and to use. These are 
focusing the performance and focusing the character.

Focusing the performance

To really concentrate and be fully focused in drama, we need to 
learn and practise some important focusing techniques. 

The fi rst and most basic way of focusing is to control our 
breathing so that we are completely relaxed and unstressed, ready 
to work with real concentration and commitment.

Breathing
Deep, slow, controlled breathing is the easiest and one of the 
most effective means of building and strengthening our powers 
of concentration. Before beginning work on a drama, and at 
important moments in your dramatic work, you need to take the 
time to be completely still, silent and relaxed, and to focus on your 
own breathing. 

One way to do this is to stand, sit or lie still with your eyes 
closed and count up to fi ve, taking in a long deep breath evenly 
during the count, and then breathing out as quietly and softly as 
possible. Repeat this exercise at least fi ve times, counting more 
slowly each time until you feel yourself become fully relaxed and 
ready to focus.

Note 

Use this breathing warm 
up for any characterisation 
activity.

Sam
ple

 pa
ge

s



Creating Drama80  

Visualisation
Visualisation is the next step, using the concentration you have 
built up during the breathing. 

Still standing, sitting or lying, with your eyes closed, imagine 
the character and the story you are about to dramatise, seeing them 
unfold like a movie inside your head. 

When we imagine or visualise in this way, our attention becomes 
fully focused and we are completely committed to the drama. For 
example, if you were creating the character of a scientist visiting 
Antarctica, you might begin by fi lling out a character analysis sheet, 
to get some ideas about your character. The next step would be to 
do some slow, deep breathing to a count, and then to visualise your 
character, picturing the person at work and at home, and imagining 
your character’s personality and relationships with other people. 
Finally, you would try to visualise the Antarctic base at Mawson, 
building up a picture of the ice and snow and the incredible cold, and 
imagine your character there. This use of breathing and visualisation 
prepares you as a performer to be fully focused on the drama.

Focusing the character

Once you are fully in character and focused on the drama, it is 
important to make sure that your character is fully focused on stage. 
There are three types of focus we can use when we are actually 
acting in character to help our drama work more effectively: direct 
focus, indirect focus and counter-focus.

Direct focus
Direct focus involves everyone on stage directing their attention 
towards the most important character or action in the scene. 

This can be done by having all the other characters move 
towards or cluster around a central character or object. 

We can also use our character’s body language to face and lean 
towards, or point at, the centre of focus in the scene, or simply have 
our character watch the main character or action at all times. 

In a scene involving a serious argument between two friends 
who are part of a larger group, the argument would be the centre of 
focus, and the other characters on stage would be either involved in 
the argument or at least watching it intently.

Indirect focus
Sometimes we do not want to focus on the centre of attention in a 
scene, either because our character is more interested in someone 
else in the scene or because the character needs to conceal their 
interest. In this case we focus on something or someone else, and 
they in turn direct focus to the centre of attention. 

Imagine a scene where a girl is waiting for a very important 
telephone call, and the phone begins to ring. Everyone in the scene 
would focus on the ringing telephone. If our character is the girl’s 
parent, and we know the call is really bad news, our attention 

Note 

Use this visualisation 
technique along with the 
breathing warm up as often 
as possible to intensify your 
involvement in the drama.
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would be focused on her, and all our concern would be for her 
feelings. In the end, our focus still relates to the telephone call, but 
indirectly, through the character of the girl. This use of indirect 
focus can make dramas both more interesting and more true-to-life 
when it is done effectively and appropriately.

Counter-focus
Sometimes the characters we portray want nothing to do with the 
main character or action in a scene, or else they are too busy to 
focus on the centre of attention. In this case we need to use our 
character to create a counter-focus to the main one. 

If we are angry or hurt, we might go and sit with our back turned 
as far away as possible from everyone else. This creates a silent, still 
counter-focus to the central action, and is a very effective way of 
showing our character’s feelings and building tension in the scene.

If our character is busy doing something else or talking to 
someone outside the main focus of the scene, we can go on doing 
this, but moving quietly and miming our conversation so that we do 
not draw too much concentration away from the centre of focus. We 
need to work to make the scene appear real and believable without 
distracting too much from the main focus. Only completely selfi sh 
and mediocre actors on stage and in the classroom deliberately use 
their characters to steal focus from the most important characters 
and action in a drama.

Warming up

Spread out to fi ll up the space and then stand still. Look around and choose two 
other people in the space who will be your points of focus. What you must do is to 
move around the space always keeping the same distance from both of those other 
people, so that you are in the centre and they are at equal distances from you.

Forming: direct focus

Working in groups, devise a drama involving a teenager who is a complete stranger 
being brought into a family for the fi rst time. They could be adopted, or being 
fostered, or could be a distant cousin or someone whose parents have gone 
overseas for a long time. Improvise what might happen when the teenager is fi rst 
introduced, making sure all the focus is on the character of the teenager.

Performing

Perform the scene for one other group, and then discuss the reactions of the 
various members of the family to the new arrival.

81  Chapter 5: Focus

Workshop 3: The Actor’s FocusWorkshop 3: The Actor’s Focus
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Refl ecting: indirect focus

With your group, choose one member of the family who had a strong reaction to 
the new arrival in the other group’s drama. The other group will structure their 
response to your drama in a similar way. Each group develops a new scene from 
the other group’s play, placing a strong, indirect focus on the actions and reactions 
of the family member they have chosen. Act as audiences for each other’s scenes 
and discuss your responses to each other’s work.

Focus Point 4: The Audience’s Focus

Whenever we perform a drama for an audience, it is vital to think 
about focusing their attention on the key aspects of our work so that 
they fully appreciate the drama. In a way, the audience’s focus should 
mirror the playwright’s focus, concentrating on the most important 
issues, characters, events and actions that the playwright has created.

Everyone involved in a performance therefore needs to 
concentrate on catching the audience’s attention and directing it to 
the heart of the drama. To do this, we must fi rst study and interpret 
the dramatic text we are performing, regardless of whether we 
created it or it was written by someone else. 

When we are sure we fully understand the text and know how 
to perform it to bring out the drama and the meaning, we must 
choose the best ways of directing the focus of the audience towards 
the key features of the play.

To do this we can make full use of all the focusing techniques 
already described in this chapter, but this time from the point of 
view of the audience.

 Our choice of frames (wide, narrow and counter-focus) and 
our use of performers’ and characters’ focus, which were all part 
of creating, making and expressing the drama, can be altered or 
developed according to the impact we wish to have on the audience. 
This should really be just a matter of fi ne-tuning our work to the 
audience’s focus. 

If our work has been really focused in the fi rst place, and we 
have used the techniques effectively in creating the drama, it should 
catch the attention and direct the focus of any audience seeing it.

In turn, when we are watching someone else’s drama as a 
member of an audience, we can use our understanding of the nature 
and types of focus to fully appreciate their play. 

One of the most exciting apsects of being a theatre audience lies 
in having our interest and focus fully captured by a play, so that we 
are drawn into the story and the lives of the characters and lose all 
sense of time and reality. If we can later identify and analyse how 
this was done, not only does it increase our appreciation of the play, 
but it also inspires us to use focus in similar ways to make our own 
drama work more interesting and exciting.
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Chapter 5: Focus 83  

Choose a play you saw as a member of an audience, either on stage or in the classroom, 
which made effective use of focus. Describe the different forms of focus that were used 
and analyse why they were so successful.

Journal WritingJournal Writing

Core Assessment TaskCore Assessment Task

Journal WritingJournal Writing

Write a diary entry as one of the displaced people or refugees in your drama. Try to 
convey the nature of the experience your group explored as well as the personality 
and feelings of the character you chose.

In this performance task, you need to concentrate fi rst of all on making 
effective use of contrasting focus between the actor and the narrator in 
your own play. Once you have achieved this, the challenge is then to 
choose a character you found interesting from another play and introduce 
this character into your own play, using contrasting focus to show the 
result of this character’s appearance in your play.

Performing

Rehearse and perform the drama you created about refugees for the rest 
of the class, but have the narrator standing or sitting on a different level, 
telling the story while the rest of the group present it. At key moments, 
the group will be frozen, while all the focus is on the narrator setting the 
scene or giving essential information. Sometimes the narrator will be still 
and silent while others perform, and at other times both the narrator and 
the actors will control the focus.

Refl ecting

In your groups, choose the protagonist you found most interesting and 
relevant from the plays by the other groups about refugees, and improvise 
a scene where this character encounters your protagonist and their stories 
combine. Your narrator can take on the role of this new character. Use 
contrasting focus as effectively as possible to highlight the interaction 
between the two protagonists and with the other characters in the play.
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