
2Chapter 

32  

Introduction
Inventing an imaginary person in a fictional situation and then 
acting as that person is the core of drama. Pretending to be someone 
else and behaving in the ways they would is very simple. However, 
it takes both learning and skill to do this effectively so that really 
interesting people and situations are created and maintained. Actors 
on stage and students in the classroom both need to understand and 
use the full range of knowledge and techniques that are required to 
make characters.

We have already explored the physical aspects of characterisation 
in Chapter 1. Now let’s explore the different levels of role which 
are part of our everyday lives and are vitally important in effective 
drama work, and finish by really focusing on the art of making 
characters.

Role and Character

Key Content
2.1 What is Role?
2.2 Levels of Role
2.3 Character

Outcomes
In this chapter you will:
• explore the use of role 

in drama
• experiment with a range 

of roles
• develop different levels of 

role appropriate to different 
scenarios

• create and perform 
characters through 
improvisation and from texts

Making Drama second edition

Actors in role—Sophie Winkleman and Guy Lankester in 
Don Juan at the Theatre Royal, Bath
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Journal Writing

Try This

2.1  What is Role?

Role is the heart of drama in the classroom and on stage. It is also 
an important part of our everyday lives. To take on a role means 
to act the way someone does in a particular situation. For example, 
each musician in a band has a particular role, such as drummer 
or lead guitar or vocalist, and that means they play certain music 
and behave in certain ways. If you play in a forward position in a 
sporting team, your role is to score goals!

We also experience a range of different roles throughout our 
lives, as children and parents, students and teachers, relatives and 
friends. In the drama classroom we are able to take on any roles 
we choose, and use those roles to create interesting and challenging 
dramas. To do this effectively, you need to understand how roles 
work, and the different levels of role that are possible. Once you 
are confident and skilled in your role work, you can apply your 
understanding of role and the skills of movement, sound and setting 
studied in Chapter 1 to create complex and believable characters in 
performance.

Roles in Everyday Life

Understanding how roles work in your everyday life helps you to 
use them more effectively in drama. In a single day you can take on 
dozens of different roles depending on your activities, and all these 
roles require you to behave in certain ways. When you begin the 
day, it is usually as part of a family, which means you are in the role 
of son or daughter and brother or sister. Think about the way you 
behave in your family role and the things you say and do.

How do you act in this role?

Once you get to school and join your friends, your behaviour 
changes, sometimes quite radically. Your role as friend is very 
different from your role in the family, and so you act differently. 
Inside the classroom your role changes again, to that of student, 
and your thoughts and actions change to suit the role. If you play 
a sport, or are involved in a theatre production or a debating 
team, or have another hobby outside school, then you take on yet 
another role.

Working in pairs, take on a 
number of different roles and 
freeze in position as teacher 
and student, parent and child, 
police officer and suspect.

Work out how many different roles you take on in one day. Write down the roles and 
a brief description of each one.
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Not only are there many different roles in your everyday life, 
but also your level of involvement in each of these roles is different. 
For example, let’s imagine the teacher asks you to take a message 
to another classroom. You take on the role of messenger just for 
five minutes or so, and all the role requires you to do is physically 
deliver the message. You don’t have to change the way you think or 
act at all. On the other hand, if your school has a student council 
and you are elected to represent your class or year, then you take on 
the role of Student Representative. This can be a demanding role, 
sometimes lasting for the whole year, which requires you to make 
suggestions, discuss issues and present the point of view of your 
class or your year.

Using Technology

Video and compile a number of 
short scenes in which groups 
of students take on all the 
different roles that happen in a 
school.

Some of your roles will last your whole lifetime, constantly 
changing and developing. If you have brothers and sisters, then 
this is a lifelong role. As you grow and change, you will decide just 
how your role of brother or sister develops, and how important it 
is to you. In the same way, the job or career you finally choose is an 
important role, and one which affects you throughout life.

Roles in Drama

You take on roles in drama just as you do in everyday life. The 
intensity of the roles and the time they last can vary just as they do 
in our lives. The main difference in drama is that the situations and 
roles are imaginary ones you have created for yourself. You choose 
the roles you want to explore, and you have the freedom to take 
on roles that are interesting and worthwhile for you. Drama allows 
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Workshop 1: Role

everyone to create roles that have some 
meaning for them as individuals.

In fact, there is no limit to the type of 
role you can explore in drama, except the 
limit of your own imagination. You can 
choose roles you have never experienced 
in your daily lives, and become a rock 
star, an Olympic skater, a movie director 
or an astronaut. You don’t even have to 
limit yourselves to human roles. In drama 
you can become a dinosaur, a rainforest, 
a shark, a chainsaw, a butterfly, a loaf 
of bread, a jellyfish or anything else you 
choose to imagine.

You can also use roles in drama to learn 
more about the roles you experience in 
everyday life, or would like to try. You can 
become parent or child, sister or brother, 
teacher or pupil, boss or worker, friend 
or enemy. One of the most interesting 
ways to use everyday roles in drama is 
to experiment with role reversal, taking 
on roles completely different from your 
normal ones. For example, in a teacher–
student drama situation, you take on the 
role of a teacher; in parent–child dramas 
you explore the role of a parent; and you try out the role of the boss 
in a work scene. Reversing roles like this in drama gives you the 
opportunity to experience another person’s point of view, and to see 
yourself as other people see you.

Key Term 

Role reversal involves 
choosing a role which is the 
opposite or reverse role to the 
one you normally take in your 
everyday life.

Warming up

Walk around the room, changing your body shape and the way you move to suit a range 
of different roles. Try using different voices to suit the different roles.

Forming

Working on your own, choose a role to explore which involves someone you admire. 
It can be someone you know, or someone famous, or a character in a play, film or 
television series, or you can invent the role. Work on developing the role, rehearsing the 

Non-human roles on stage—the horses in Equus
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Performing a role—Marcus Graham in a Melbourne Theatre Company 
production of The Shaughraun by Dion Boucicault

way this person moves and speaks and the things they do. Mime a scene from their 
life, which shows them as you see them.

Now working in pairs, experiment with a number of role reversals, taking it in 
turns to be the teacher, the parent, the police officer etc. As you create the roles, 
try to make them as believable as possible, speaking and acting as your character 
would so that you do experience what it is like to be in the opposite role to your 
everyday one.

Performing

Perform this scene in the drama classroom for one other student, then watch their 
scene in turn. Discuss with them the roles you both created, talking about the use 
of movement and voice to convey the role, and identifying what it was about that 
role which interested you.

2.2  Levels of Role

In the drama classroom and in your everyday life, there are three 
main levels of role you use for different purposes:

• role-taking
• role-play
• role-creation
If you want to produce skilled and effective drama, it is essential 

to learn to use the right level of role in your work. Let’s look at the 
three levels of role in detail, and see how they can be used.
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Try This
Working on your own, take on 
five different roles one after the 
other, changing quickly from 
human to machine to other 
things. For each role, make a 
movement or a sound which 
clearly identifies the role you 
are taking.

Workshop 2: Role-taking

Warming up

Working with a partner, take it in turns to be a mirror. Begin by sitting, facing each 
other, and move only your hands while your partner mirrors you. As you become 
skilled at mirroring each other, try standing up and doing whole body mirroring, 
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Role-taking

Role-taking is the simplest form of role, in which you do a few 
actions, obey a set of instructions or copy someone else. Role-
taking usually lasts for a short time, and does not involve exploring 
people’s thoughts or feelings or personalities. It is just a matter of 
making a few physical actions or even freezing in a particular shape. 
Remember the example of being a messenger and delivering a note? 
That is a good example of role-taking. In drama, imitating the 
movements of a machine, making the sound of a storm and creating 
a frozen picture of an accident all involve taking on a role.

Although it is the simplest form of role, role-taking is a useful 
tool in drama. You can create an imaginary environment such as a 
forest or a coral reef just by making the shapes of trees or coral and 
adding sound and movement as though they were being blown by 
the wind or moved by the tide.

Role-taking also allows you to create dramatic pictures that are 
like living photographs. All you have to do is start performing some 
physical action and then freeze as though a camera had just taken 
a photograph. These freeze-frames make interesting beginnings and 
endings to dramatic stories. You can create individual freeze-frames 
of one person playing a sport, climbing a mountain or doing a solo 
dance. You can work together to make group freeze-frames of 
situations such as a family argument, an escape from jail or a meal 
in a restaurant. You can even create whole class freeze-frames such 
as a convict settlement, a circus or a disco. In fact, you can create a 
whole drama just out of freeze-frames.

Finally, role-taking is an excellent way to build imagination, 
focus and concentration in your drama. Mirroring someone else’s 
movements involves simple role-taking, but it makes you watch and 
respond to the other person. Taking on the role of a robot working 
on another planet makes you use your imagination to visualise the 
planet and the work the robot is doing, and then express this with 
real concentration through controlled, machine-like movements. 
Creating freeze-frames has the same effect of encouraging you to 
imagine something vividly and then represent it in action—in frozen 
action. You can also use role-taking to act out a story, poem or 
song, for which you provide the movements and freeze-frames to 
go with the text.

Sam
ple

 pa
ge

s



pretending you are getting dressed or practising tennis or dancing, while your 
partner mirrors you. Finally, try shadowing in turn, starting with your back to your 
partner and moving around the room using different actions and different levels 
while your partner mirrors you from behind.

Forming

Working in small groups, create a number of different freeze-frames to make 
dramatic living photographs, such as:

• The Rescue
• Trapped
• Caught in the Act
• Receiving an Academy Award
Begin by discussing and practising the freeze-frames to make them effective, 

and then, once your group is working well together, try making new freeze-frames, 
suggested by the teacher or one of the group, in just a few seconds. The teacher 
could suggest a freeze-frame such as ‘Day one of a major sale at a city department 
store’, then count down from five to one and call ‘Freeze!’, giving your group just 
five seconds to create an interesting picture.

Working in groups, take a story, poem or song and read it or play it, working 
together to act out in movement the action, story or situation from the text you 
are using. You might like to create your own story or poem, or use a piece of 
instrumental music and imagine the story or situation that it suggests.

Performing

Perform your group movement piece to another group and then watch their 
performance.

Reflecting

Discuss with each other the different roles that were taken and how they contributed 
to the dramas.
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A dramatic image—trapped!
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Try This
Working in a group, make 
a series of freeze-frames of 
stereotypic characters from a 
week of television. Show your 
characters in typical poses and 
in typical situations.

Journal Writing

How many examples of stereotypic comic roles can you think of from the television 
programs you watch? Make a list and briefly describe the main stereotypes in these 
programs.

Workshop 3: Role-play

Warming up

Working in groups, put some chairs together to create a doctor’s waiting 
room. Take it in turns in your group to enter the waiting room and sit 
down, playing a role as a patient with something wrong with them. Talk 
to each other in role.

Forming

Working in pairs, experiment with some simple role-play situations. Here 
are some suggestions: Chapter 2: Role and Character 39  

Role-play

Role-play is experimenting with different roles, using them to try 
out different situations and ideas you find interesting. Role-play is 
more complex than role-taking, which mainly uses movement and 
freezes. Role-play requires you to talk and behave like other people, 
either by exaggerating what they say and do or by focusing on one 
particular facet of their lives or personalities. Role-play is often 
used to create stereotypes, which are fixed images or impressions of 
certain kinds or types of people—such as the great actor, the famous 
footballer, the supermodel, the bloodthirsty vampire, the mad 
professor and so on. Stereotypes are useful for exploring fantastic 
or exaggerated roles and situations, or for providing a quick sketch 
of a certain type of person you need to make your drama work.

An important dramatic use of role-play is to explore social 
issues or aspects of the world through the behaviour of certain types 
of people. For example, if you are creating a drama about homeless 
street kids, you may want to develop the story from a particular 
street kid’s point of view. In this case, the various people your street 
kid encounters, such as police, shopkeepers, social workers and 
other kids, would mainly be shown as stereotypes, each of them 
behaving in certain ways and showing certain attitudes to your 
street kid. By using role-play in this way, you are able to discover 
more about the world of street kids and particularly how they feel 
about the people they encounter.

As well, stereotypes are often used to create humour, with roles 
such as the nerd, the freak, the hunk and the bimbo. These comic 
stereotypes allow us to make fun of certain attitudes people have and 
the way they behave. Most comedians use stereotypes to get laughs.
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Try This

• dentist and patient
• army interrogator and spy
• two actors auditioning for the same role
• tough boss and lazy employee
• gang chief and informer
In small groups, create some humorous situations involving stereotypes—for 

example, a rock star, a supermodel, a goth and a nerd sitting together in a 
restaurant.

Create a whole class drama, which shows the experiences of a kid from the 
outback coming to a big city and looking for work, accommodation, friends and 
entertainment. One member of the class can be the outback kid, or different 
students can take on the role in different situations. The rest of the class should use 
role-play to create all the stereotypic roles, taking on a whole range of different roles 
if necessary.

Performing

Perform the drama in the classroom or for another class. Remember to make use of 
the skills of movement, sound and setting in your performance.

Reflecting

In your journal, analyse the play you performed about the kid from the outback, 
identifying the different types of role-play and how they contributed to the drama.

In pairs, take on the roles 
of a concerned parent and a 
teenager who is in trouble. Try 
to act as truthfully as possible 
in the situation you have 
chosen.

Role-creation

Role-creation is the most complicated level of role. It is used to 
explore the way a particular person thinks and feels. In other 
words, you try to create a complete and believable person who 
is different from you and who appears to be experiencing the 
dramatic situation you have created. For example, if you decided to 
find out what it feels like to be a parent who is trying to cope with 
a difficult teenager, you would use role reversal, deliberately taking 
on the role of the father or mother. Then you would try as far as 
possible while you were in role to behave, think and talk as a real 
father or mother would.

This does not mean that the role or the situation has to be 
totally realistic and representative of everyday life, nor does it 
have to last for a long time or be part of a scripted play. What is 
important is your commitment to the role you are creating in the 
situation you are exploring.

For example, a group of you might decide to become a tribe of 
cave people who were frozen in the ice for 10 000 years and then 
came back to life in the year 2050. Not very realistic! However, if 
you really wanted to find out what it would be like to encounter 
modern society as a complete outsider, you would try hard to put 

Note

In role-creation it is very 
important to avoid playing 
stereotypes or trying to make 
the role funny just for the 
sake of laughs. Instead, the 
purpose is to explore the way 
real people might behave in 
the dramatic situation you 
have invented.
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yourselves in the place of the cave people from the past and respond 
to the modern world as they might. In other words, each one of you 
would need to create the role of a cave person, to try to become one 
for the purposes of the drama.

Workshop 4: Role-creation

Warming up

Walk around the room, taking on the movement and voice of a role that is 
believable. Speak to other students in role, acting and reacting to their roles with 
conviction and sustaining your own role.

Forming

Working in pairs, create the role of an older and younger brother and sister who fight 
all the time. Try to create real and believable roles, and develop the situation to a 
point where the conflict is resolved in a way which is consistent with the two roles. 
For example, the older sister might be a bully who is always tormenting her younger 
brother, and then one day hurts his feelings badly and feels guilty. Or the brother 
and sister might be fighting over a portable CD player they share, and in the end 
break it completely!

Performing

Create and perform a group or whole class situation like the one in the book and 
film Playing Beattie Bow, in which a child from the past comes into the modern 
day and takes someone back with her. Whether you are creating the world of today 
or Australia of more than 100 years ago, make the roles you create as complex and 
believable as possible.

Playing Beattie Bow
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2.3  Character

Most of the time in the drama classroom you will use the three 
levels of role to become the imaginary people in the dramas you 
make. However, there will be times when you will act on stage in a 
scripted play, or rehearse and perform for an audience in a drama 
you have created yourself. When this happens, you will need to 
form and develop characters that are believable and interesting.

To achieve this you need to be able to imagine yourself 
in someone else’s place—to become them to a certain extent. 
Stanislavski, the great Russian director, developed a whole system 
to help actors create a character effectively by becoming that 
character while remaining in control of their creation. Stanislavski’s 
system is still the one most widely used in the world today to train 
actors. In your drama studies at Levels Five and Six and in senior 
drama you will explore Stanislavski’s techniques in detail.

The ‘Magic If'

You do not need to use Stanislavski’s whole system to create 
effective characters every time you perform for an audience, but 
there is one technique which is valuable in all performance work. 
Stanislavski called it the ‘Magic If’. He encouraged his actors to 
create a character by asking themselves: ‘If I really was this person 
in this situation, what would I think, what would I feel, what would 
I do and say?’

Stanislavski pointed out that, to do this successfully, you need 
to use both your imagination and your powers of observation. The 
use of your imagination is the key to all ingredients in all drama, 
because it is your imagination which first brings to life the characters 
and situations you explore in the classroom and on stage. To make 
these characters believable and true to your dramas, it is vital to use 
the ‘Magic If’ to visualise the characters and to give them a life of 
their own.

You can increase your ability to bring to life the characters you 
imagine by using your powers of observation. For example, if you 
were acting as a doctor or nurse in a play, then watching films and 
television shows about hospitals would give you a range of models 
you could use. If your nurse or doctor character lost their temper a 
lot and treated everyone badly, then observing how people behave 
in real life when they get angry could provide you with realistic 
ways of acting the emotions of your medical character.

Key Term 

Stanislavski’s system is a 
collection of exercises and 
techniques which work 
together to train actors to 
create complex, believable 
characters on stage.

Using Technology

Visit the Krying Sky website 
for more information about 
Constantin Stanislavski’s 
life and his work in the 
theatre. What do you think 
was Stanislavski’s greatest 
contribution to the theatre?

> www.pearsoned.com.au/schools
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Try This

A hospital drama on television

In groups, create a hospital 
drama involving the 
relationships between doctors, 
nurses and patients. Try to 
make the characters as real as 
possible in their behaviour.

As well as using imagination and observation to develop 
characters, Stanislavski also tried to analyse the reasons for a 
character’s behaviour. This can be really valuable in understanding 
why your character might feel and behave in certain ways, and 
therefore in performing that character more realistically and 
intensely. The best way to analyse characters is to imagine their 
whole life story before and after the drama, and to try to invent 
valid reasons for the way they behave. Your angry nurse or doctor 
might have suffered serious injuries more than once while trying to 
help patients or relatives, and as a result might now be wary all the 
time and suspicious of everyone.

Movement and Voice

There is another part of Stanislavksi’s system that you have 
explored already in this book. This is the skilled use of movement 
and voice in making a character. As you saw in Chapter 1, mime, 
body language, sound and setting are all important components of 
drama. Stanislavski particularly emphasised the importance of the 
actors’ use of their bodies and voices in creating movement, sound 
and transformation, which expressed the true natures of different 
characters.

He pointed out that some of the strongest thoughts and feelings 
people experience are shown through simple actions. For example, 
someone who is deeply upset or hurt by something may simply turn 
their back, or begin to cry very quietly without moving. Sometimes, 

Note

Not all characters have to be 
completely real to life. In the 
musical The Lion King, all 
the characters are animals. 
However, their relationships 
and feelings are very human 
and the audience needs to 
believe in them to enjoy the 
show.
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a really deep shock causes a person to freeze completely, and really 
intense anger might be shown only by the clenching of fists or the 
tightening of lips.

So, in all your role work, and particularly when you are 
developing characters in your dramas, remember to make use of the 
movement, sound and setting work explored in Chapter 1 as well as 
the role and character work covered in this chapter.

A final word about character work. There are two essential 
tests of effective character performance. First of all, how true is it to 
the situation, the story and the style of the drama? Secondly, how 
believable are the feelings and actions of the character, particularly 
in relation to the other characters in the drama? Remember, the 
purpose of all character work is to make the drama believable and 
exciting for both the performers and the audience.

Workshop 5: Character

Making Drama second edition44  

Warming up

Sitting or lying comfortably, take a deep breath and, as you breathe out, consciously 
relax your arms. Repeat. Now do the same relaxation twice each for your neck, back, 
stomach, legs and feet. Check that your whole body feels completely relaxed. Now 
breathe in steadily and evenly as you count silently up to five, hold your breath, then 
let it out quietly. Repeat this breathing to a count three times, counting more slowly 
each time.

Forming

Now that you are totally relaxed, imagine you are in role as a believable character 
at a busy airport. Visualise the way that character would move and speak, and give 
your character a reason for being at the airport.

Stand up and move around the room as the character at the airport, and talk to 
other students in role.

Choose a partner to work with who has created an interesting character, and 
develop a scene between your two characters at the airport.

Performing

Working with another pair, take it in turns to perform your airport scenes to each 
other.

Reflecting

Discuss and analyse the characters you performed and observed; consider how 
interesting and believable they were.
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Core Assessment Task

Now that you have explored the different levels of role and the 
development of character, let’s apply your knowledge and skills in a 
range of role and character dramas.

Forming

Here are three dramatic situations:
• Stuck in a Lift
• The Bushwalk Disaster
• The Surprise Party

Divide into three groups. Each group should choose, or be given, a 
different level of role to use to explore each of the three situations.

Stuck in a Lift
• Group 1 uses simple role-taking to represent being stuck in a lift, 

with one or two members of the group as people in the lift while 
the rest of the group take on the roles of the lift doors and the 
walls, using mime to show the lift moving up and down.

• Group 2 role-plays the same situation, showing a number of 
stereotypes stuck in the lift.

• Group 3 uses role-creation to explore the experiences of real, 
believable people trapped in a lift.

The Bushwalk Disaster
• Group 1 uses role-play, being stereotypes on the walk.
• Group 2 uses role-creation to become believable people.
• Group 3 uses simple role-taking, becoming trees, snakes etc. as 

well as bushwalkers.

The Surprise Party
• Group 1 uses role-creation.
• Group 2 uses role-taking.
• Group 3 uses role-playing stereotypes.

Performing

Now choose just one of the dramas your group formed, and perform it as 
a scene from a play to the rest of the class. This time, try to create fully 
realised, believable characters in your drama.

Reflecting

Prepare and deliver a brief talk that explains which of the three roles you 
found most interesting and challenging to develop.

In your journal, describe the characters you observed in another 
group’s performance, analysing just how successful the group was in its 
characterisation.
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Choose the role that most interests you of all those you have 
created or observed during the work on role in this unit. Imagine that 
the character you have chosen is telling someone the story of their life. 
Work out what story your character would tell, and then rehearse this 
monologue a number of times, using effective mime, sound and role-
creation to bring the character to life.

Before you begin each rehearsal, use the relaxation/concentration 
exercise which began Workshop 5: Character (see page 44) to help you 
become fully focused.
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Extension Task
The play Honey Spot is written by the indigenous Australian playwright Jack 
Davis. In the play, an indigenous boy called Tim forms a friendship with Peggy, 
despite the fact that Peggy’s father is prejudiced against indigenous people.

Honey Spot

Act 1 Scene 5

[PEGGY is waiting at the honey spot, doing stretching exercises. TIM creeps up 
on her. It appears at first that he is trying to steal her school bag, but when 
he has it in his hand, he replaces it with his basketball and it becomes evident 
that it is just a trick he is playing. PEGGY turns and sees him.]

PEGGY:  You’re late.

TIM:  No I’m not, you’re early.

PEGGY:  You said five o’clock. Where have you been?

TIM:  Mrs Porter kept us in.

PEGGY:  The whole Class Six?

TIM:  No, just me.

PEGGY:  What for?

TIM:  It was Michael Permezel’s fault. He called me ‘Blackie’.

PEGGY:  Then why did you get kept in?

TIM:  Because I bashed him.

 [Silence.]

PEGGY:  Tim?

TIM:  Uh huh?

PEGGY:  What’s it like being born different?

TIM:  What do you mean ‘different’?
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 [He knows what she means but is trying to avoid an 
awkward conversation.]

PEGGY:  Well, you know.

TIM:  I don’t if you don’t tell me.

PEGGY:  Well, do you reckon you and me are different?

TIM:  Crikey, I hope so. You’re a girl and I’m a boy!

PEGGY:  Not that.

TIM:  Oh, you mean, I’m a nyoongah and you’re a wadjella?

PEGGY:  ‘Wadjella’?

TIM:  White fella.

PEGGY:  Yeah, like that.

TIM:  I don’t feel any different.

PEGGY:  Some people say there’s a difference.

TIM:  I feel sorry for them people.

 [Silence.]

PEGGY:  Do you want to come over to my place tonight?

TIM:  I don’t know about that.

PEGGY:  Why not? I came to your place.

TIM:  So?

PEGGY:  So, are you too good to come to my place?

TIM:  No.

PEGGY:  You’re scared.

TIM:  Scared of what?

PEGGY:  Scared of my dad.

TIM:  I’m not scared of anybody.

PEGGY:  Then prove it.

TIM:  I don’t have to prove anything…

PEGGY:  Scaredy cat, scaredy cat.

TIM:  Especially to wadjellas!

PEGGY:  Oh, so you do think you’re different? Wadjellas not good 
enough for you? Well, I feel sorry for you, I really do.

TIM:  You don’t have to feel sorry for me.

PEGGY:  At least you’ve got one good thing.

TIM:  What’s that?
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PEGGY:  Brand new brains.

TIM:  Why’ve I got brand new brains?

PEGGY:  Because you haven’t even used them yet!
 [Silence.]

TIM:  All right, I’ll come to your place tonight.

PEGGY:  And bring cousin William and his didgeridoo.

TIM:  Cousin William? You won’t get him within a mile of your dad’s 
place.

PEGGY:  Dad’s going to a Fire Brigade meeting. So come at eight o’clock, 
Okay?

TIM:  Okay.
 [He leaves. PEGGY calls after him.]

PEGGY:  And bring your mum too!
[She runs off. End of scene.]

48  Making Drama second edition

Forming

Working in pairs, rehearse and develop this scene, using all your skills 
of characterisation to make the characters as real and believable as 
possible. Because this scene is about friendship and the sense of being 
different, the two characters could be two girls or two boys as easily as a 
boy and a girl. All you would need to do is change one of the names and 
a couple of the lines.

Performing

Perform the scene for one other pair and then act as an audience 
for them.

Reflecting

Discuss with the other pair the scene you performed for them, asking 
them how real and believable your performances were, then give them 
feedback on their performance.

In your journal, explain what this scene from Honey Spot shows us 
about being a young indigenous person in Australia. Explain in writing 
what you believe is the point or message of the scene.

Working in groups, create a scene involving the character of Tim at 
school. Show how the other students and the teachers treat him, and 
how he behaves in turn.
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Suggested Further Extension
The preceding scene from Honey Spot is a realistic one in which 
the characters speak and behave the way real children would in this 
situation. While we are watching plays like these, we tend to believe 
that what we are seeing is really happening. This type of realistic 
play has been the most important kind of drama for the past 100 
years, not only on stage but in film and television as well. Realistic 
plays reflect the lives of believable people and show us situations 
and experiences we can imagine would really happen.

What would happen if a group of teenagers who were 
‘different’ in some way started attending an Australian high school? 
They might be refugees whose native language was not English, 
or students on an exchange program, or teenagers with disabilities 
who were being integrated into normal schooling.

Working in a group, create a scene about the way the students 
already at the school respond to this new group. Make the drama 
as real and believable as possible, and show from the point of view 
of the new students the response of the teenagers at the school to 
their arrival.
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