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OUR ‘DARE TO DREAM’ 

ROAD SAFETY FRAMEWORK

JUTE Theatre Company's, Dare to Dream program features new theatre works that tell Indigenous stories. 

These stories are developed in collaboration with Indigenous artists who are the key creatives on the 

project. Each year a theatre work is being toured to schools in remote areas of North Queensland, and a 

one-week workshop program is being conducted in ten (10) schools with significant numbers of Indigenous 

students. This teacher’s booklet provides information and learning activities that can be used before and 

after the show.

Before the play

Identify the history of the local First Nations peoples – clan names, place names based on local language 
and so on.

Discuss whether local First Nations were moved elsewhere, if so where?

Explore stories about those First Nations people who left/have come back.

Talk about places and objects that are precious to you, your family, and your community.

Do the ‘before the play” workshop in this document and identify any students for whom this production may 

cause stress or anxiety.

During the play

Practice respect for the actors and other audience members through listening. This is called ‘theatre 
etiquette’.

Notice the different contracts and techniques the actors use to tell the story.

Note the various staging elements such as set design, props, sound and so on that help create mood and 
atmosphere and tell the story.

Think about questions to ask the actors.

After the play

Debrief with students about car/bike accidents and the devastating impact they can have on families.

Reflect on the key messages of the performance.

Do the post-performance workshop in this document.

•   WHY THIS PERFORMANCE?

 This performance was devised to create awareness of the importance of road safety and how important it 

is to resist peer pressure.

•   NOTE TO TEACHERS 

The issues in this performance may cause distress or anxiety for some students.  We advise teachers to 

consider carefully students who may have had family or friends involved in road accident.
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THE PLAY: BACK ON TRACK 

BY ISAAC DRANDIC 

Back on Track is written as a two-hander touring show.

The work has been commissioned by JUTE Theatre Company as part of the Dare to Dream Project (Road 

Safety).

Our lead character, Eric is played by one actor (male) and the second actor (female) plays the other 

characters. There are quick character and costume changes throughout the play and simple, clear and 

clever conventions are used for practical and theatrical purposes. The costume changes (for example) are 

as simple as a hat, glasses, cravat, wig, eye patch to distinguish one character from another. The action 

moves swiftly from one moment to another with no big scene changes or flagging of scene changes.

SYNOPSIS

Ten-year old Eric dreams of becoming a dare - devil motocross champion just like his hero Chad Reed. 

Eric lives with his Nan, however, who has laid down the law about motorbikes and road safety. She says he 

must wear a crash helmet and he cannot practice with all the other kids. Eric thinks he’s never going to be a 

champion with these tough rules! Nan has a good reason to be cautious, though; both Eric’s parents died a 

few years ago in a car crash when someone threw a rock at their moving car. Eric alone survived the crash 

because he was wearing a seat belt. Eric lies to his Nan and sneaks off to the practice race track with the 

bigger boys, where his hero Chad Reed will be watching from the sidelines. It'll be a wild ride and how far 

off track will Eric go? How off track can he go? Between playing it safe and taking risks, Eric has to learn 

the way to making his dream come true means getting back on track and listening to his own instinct. And 

his Nan.
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JUTE'S

DARE TO DREAM

THE COMPANY & KEY CREATIVES

JUTE Theatre Company has a story, a simple one; the best stories are. Like all the best stories, ours is rich 
with courage, resilience, hope and joy. It began with a simple passionate idea, yet one that has endured for 
almost 30 years, engaging the talents and the hearts of artists and audiences alike. Our story has developed 
a compelling plot; one that twists and turns, adapts and refines, delivering satisfying experiences time after 
time. But our story is also grounded in reality with a clear eye on the practical challenges of the current world 
and foreseeable landscape. It is a story with no denouement in sight – for it has a vision, a mission and a 
strategy to build upon its past successes and to forge ahead into a bright and ambitious future.

KEY CREATIVES

Monica Stevens, Creative producer, is a mBabaram woman. Her Aboriginal 
ancestry is Yidindji, Kuku Yalanji and Guugu Yimithirr of Cape York Peninsular. 
Monica was born in Gordonvale, Far North Queensland, Australia. After 
graduating with a High School Certificate from Innisfail State High School, 
Monica moved to Sydney to pursue an arts career. She is a 1984 National 
Aboriginal Islander Skills Development Association, (NAISDA) dance 
college graduate. She performed with the original Aboriginal Islander 

Dance Theatre (AIDT) for six years and Monica is a founding member who helped establish Bangarra Dance 
Theatre, Australia. During her extensive performing and working life, Monica has performed in various arts 
and administrative roles, touring nationally and internationally, finding dance theatre a rewarding career.

Isaac Drandic, Playwright and director, is Noongar from the south west of 
Western Australia and is connected through marriage to Yidinji (Gordonvale) 
and Meriam (Murray Island/Mer Torres Strait). He is also Croatian on his 
father’s side. He is a father, actor, playwright, dramaturg and director. He 
trained as an actor in the Aboriginal Theatre course at the Western Australian 
Academy of Performing Arts and made his professional acting debut in One 
Destiny by Black Swan Theatre Company in 2001. He is a recipient of the 
Victorian Indigenous Performing Arts Award - Uncle Jack Charles Award 

2008. In 2018 The Season was nominated for eight green room awards winning the big three for best new 
writing, best direction and the coveted award for best production in the Theatre Companies category.

Dr. David Hudson (composer) is an internationally renowned musician, artist 
and entertainer, and a proud Western Yalanji/Ewamin man of North Qld. His 
work comprises a combination of contemporary and traditional Aboriginal 
influences. He stepped into the oral tradition of yarning, story-telling and 
cultural knowledge - and this is the basis of his ‘writing’. Currently, he holds 
a position as a QTIC Champion (Qld Tourism Industry Council) Chairman of 
FPAC (First People’s Advisory Board) – Cairns Regional Council and a former 
Chairman of Ewamian Aboriginal Corporation. David sees himself as a global 

messenger. His company DIDGERALIA P/L works to build capacity and knowledge amongst Indigenous 
Australians through inspirational speaking, workshop facilitation and conferences.
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Hayley Gillespie - Set, costume and props designer, was born in London and 
relocated to Cairns in 1996. She has been a professional artist since 1989 
- From theatre and set design for a touring theatre company in the United 
Kingdom to artwork for London Council and Royal Park’s. In Australia she 
has worked alongside The Young Company, Overall Arts and JUTE Theatre 
Company, creating sets and costumes for shows and facilitating workshops 
for young people. Hayley has created puppets alongside Dead Puppets 
Society, playwrights, Cairns Regional Council and ARK Disabilities. She has an 

interactive mobile roving theatre that pops up at festivals and events. Hayley has worked on collaborations 
including most recently with Amber Grossman during a youth mentoring program.

TOURING TEAM

PJ Rosas is a Yidinji Mbarbrum man whose people are originally from 
the Atherton Rainforests. He is a stage manager who works from North 
Queensland and Melbourne and one of the partners of the Slippery Eel 
Productions. After a working life in education and employment he completed 
training at Swinburne University and Victorian College of the Arts in 
production management. He has worked extensively for over three decades 
as a stage manager, tour and production manager for many arts organisations 
including ILBIJERRI, and festivals across Australia and internationally. He has 

worked for major events such as the World Indigenous Peoples Conference, and the 2018 Commonwealth 
Games Festival. He has been a tour manager for the 2016 and 17 Proppa Solid, 2018 Bukal and 2019 The 
Longest Minute Dare to Dream projects.

Taeg Twist is a Birri Gubba woman from Thursday Island. She is currently 
studying her Bachelor of Creative Industries at Central Queensland 
University. Taeg has performed in the QANTAS and Gondwana Choirs. Some 
of her performances include the Shanghai World Expo and the Oprah Winfrey 
Show in Sydney. She has performed for Cairns Choral Society as ‘Rizzo’ in 
the musical Grease and ‘Gary Coleman’ in the musical Avenue Q and in JUTE 
Theatre Company production of Bukal. Bukal also toured as part of the Dare 
to Dream Tour and Residency program to 10 regional and remote North 

Queensland communities following the initial production in 2018 and performed in Bukal at the Woodford 
Festival. Taeg was a lead facilitator on the Dare to Dream residency program and has been a facilitator for 
the 2018 and 2019 JUTE Actors Studio.

Leonard Donahue, a descendant from the Djabugay people of the rainforest 
from Far North Queensland. Born in Cairns and grew up in a small 
community called Kowrowa, north of Cairns. He is a 2014 graduate from the 
Aboriginal Centre for the Performing Arts (ACPA) with a Advance Diploma 
in Performing Arts. He is a Brisbane based artist and a member of the 
performing arts ensemble known as eXcelsior. He has performed at festivals 
such as Homeground (Sydney Opera House), Woodford Folk Festival and 
Boomerang and Byron Bay Blues Festival. He has worked creatively with Digi 

Youth Arts (DYA) on the stage production In-dig-gen-ous. Through working with DYA, Leonard has had the 
opportunity to attend the 2016 Festival of Pacific Arts as one of the Australian delegates to Guam. As a part 
of the exhibition known as “This is my Heritage”, he had the opportunity to present a rainforest shield at the 
Queensland Museum that was collected over 200 years ago from his Country.
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CURRICULUM LINKS & PRIORITIES

WAYS OF LEARNING

Aboriginal and Torres Strait Islander Professional standards

The Australian Institute for Teaching and School Leadership (AITSL) oversee the Professional Standards 
that are described to teachers at four levels:

• Graduate

• Proficient

• Highly accomplished

• Lead teacher

There are seven Professional Standards that are further divided into smaller domains. It is important that 

teachers incorporate these standards into their daily teaching practice and planning. Standard 1.4 relates 

to strategies for teaching Aboriginal students and/or Torres Strait Islander students, and Standard 2.4 that 

pertains to understanding and respecting Aboriginal and/or Torres Strait Islander histories, cultures and 

languages. For further information:

https://www.aitsl.edu.au/tools-resources/resource/improving-teaching-in-aboriginal-and-torres-
“strait-islander-education-australian-professional-standards-for-teachers
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The five art forms (music, dance, drama, media and visual art) are explored through the interrelated strands 

of Making and Responding.  This performance provides links and stimulus to these strands.

Drama allows students to work in interactive and embodied ways to explore contexts. In drama, role- play, 

narrative, and the elements of drama (tension, focus, mood, symbol, place, time, space, language, and 

movement) are used to communicate meaning. After viewing the performance students can make drama 

related to; finding the balance between taking risks and keeping safe and the challenges of peer pressure 

and wanting to succeed. For example, they can create improvisations about peer pressure. They can also 

respond, reflect upon and evaluate the performance.  

Visual Art involves skills of art, craft and design as students devise visual representations that express 

ideas. Students can use the stimulus of the production to make visual images and to respond to the 

performance e.g. using the symbol of the track to capture Eric’s journey in the play.

English curriculum includes speaking and writing. Dramatic approaches for English provide opportunities 

for students to engage in embodied and collaborative experiences. For example role on the wall, which 

allows students to build vocabulary. In the learning experiences provided here, students are invited to 

examine characters, themes, and the tools of theatre to lead into writing and speaking.

History focuses on understanding the perspectives of different people across time and place. Drama is one 

of the best pedagogies for doing this as students are asked to ‘bring it to life’ in the moment, rather than only 

talking or writing about events and histories. It also allows students to investigate the artefacts, symbols 

and protocols of other times in history. In this performance, the use of totems from Indigenous culture plays 

an important part. 

THE AUSTRALIAN

CURRICULUM
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DRAMA & INDIGENOUS WAYS OF LEARNING 

COMMUNICATION

Drama and Indigenous ways of learning communication Indigenous history, records and further 

considerations

While drama and theatre might be considered western theatre forms, storytelling and performance modes 

have been at the core of Aboriginal and Torres Strait Islander cultural identities and practices. Dramatic 

forms of learning can provide positive pathways and opportunities for expression by First Nations artists 

and young people, as well as building further understanding for the wider Australian population.

Aboriginal Australian First Nations cultures are the longest continuous living cultures in the world, 

stretching back at least 60,000 years; with recent DNA evidence suggesting it could be more like 75,000 

years. Many of the issues they have faced are not dissimilar to other First Nations peoples around the 

world, with experiences of colonisation, dispossession, assimilation, racism and deracination.  Throughout 

the twentieth and twenty-first centuries, there have been concerted efforts to acknowledge the wrongs 

of the past and initiate reconciliation processes. There are also important stories to be told about First 

Nations peoples’ resilience and creativity and this play ‘Back On Track’ is one such story.

In drama and theatre, we have seen the emergence of a strong body of work by Aboriginal and Torres Strait 

Islander artists and writers. Through their scripts and performances, these creatives have documented 

their experiences, perceptions and imaginings through embracing, adapting and innovating upon western 

theatre forms of performance and contributing to our understandings of Aboriginal and Torres Strait 

Islander Experiences. These play texts contain great sources of insight that can be brought into any 

classroom, not only theatre or drama classes and for all students. There are many other excellent scripts by 

Indigenous playwrights that can be used in the classroom. For example look for works by Kevin Gilbert, Bob 

Maza, Robert Merritt, Eva Johnson, Jack Davis, Leah Purcell, Sally Morgan, Jane Harrison, Wesley Enoch 

and Deborah Mailman, Jimi Bani, Nakkiah Lui and the last ‘Dare to Dream’ script – ‘Proppa Solid’ by Steven 

Oliver. Bangarra Dance Theatre is one of the most successful performing arts companies in Australia. The 

company explores all aspects of Indigenous and Torres Strait Islander cultures and has produced significant 

works to tour the country.

Significant texts and performances include:

• The Cherry Pickers by K Gilbert

• The Cake Man by R Merritt

• Up the Ladder by R Bennett

• Black Medea by W Enoch

• Ngapartji Ngapartji project by BIG hART Physical theatre

• Corroboree, Unaipon, Bennelong and Mathinna by Bangarra Dance Theatre

• The Seven Stages of Grieving by W Enoch and D Mailman

• Box the Pony by L Purcell and S Rankin

• Windmill Baby by D Milroy

• Chasing the Lollyman by M Sheppard

• BabaKiueria directed by D Featherstone (screenplay by G Atherden)
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WORKING WITH ABORIGINAL AND TORRES STRAIT ISLANDER 

STORIES & PEOPLE 

PROTOCOLS
There are many different Aboriginal and Torres Strait Islander cultures, each with specific histories, 
languages and cultures. It is important to acknowledge this and the importance of consulting with the 
relevant group or community when exploring the stories and practices of different areas. 

LANGUAGE
Ensure that non-discriminatory language is used. Be aware of terminology used in previous eras was often 
used by non-Indigenous people to label and assess First Nations peoples. Terms such as  ‘half-caste’, ‘full 
blood’, ‘quadroon’ and so forth are inappropriate and offensive.

TOTEMS
A totem is an object or thing in nature that is adopted as a family or clan emblem. Different clans are 
assigned different totems and, in some cases, individuals are given personal totems at birth. In the Torres 
Strait, people wear personal pendants, which are mostly carved out of wood, turtle shell or shells and often 
represent the person's totem. There are well-established rules about when they can wear the pendants, 
often only during ceremonies or rituals.
(Source: https://www.gbrmpa.gov.au/our-partners/traditional-owners/traditional-owners-of-the-great-
barrier-reef/language-totems-  ) 

In the performance, the wedge-tailed eagle is Eric’s totem. It is Australia's largest bird of prey. Here is its 

name in four indigenous languages and a photo of the eagle. It is considered a symbol of strength.

Source: https://www.theguardian.com/commentisfree/2017/nov/29/many-birds-feature-in-our-art-
and- songlines-but-im-teamwedgetail
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WORKING WITH ABORIGINAL AND TORRES STRAIT ISLANDER 

STORIES & PEOPLE 

The following section is from the play and describes how Eric was allocated his totem.

ERIC

Tell me the story about how I got my totem nana.

NANA

You already know it.

ERIC

Just tell me again pleeeeaase?

NAN

When your mum and dad and me, were driving back from hospital after you was born it was the first 

animal I seen. It flew alongside us and watched over you as we drove all the way home. That’s how I know 

you’re a wedge tail eagle. 
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BACKGROUND INFORMATION

TO THE PLAY’S CONTEXT 

WHAT IS MOTOCROSS?

One of the most popular motorcycling sports, Motocross is run on tracks shaped from natural terrain and 

produces fast, close and exciting racing. Motocross is a physically demanding form of motorcycle sport and 

tests both rider and their machines

Who is Chad Reed ? 

Chad Reed started riding motorcycles when he was only three and a half years old and at four started 

racing them.  He grew up in the Hunter region of New South Wales and is an Indigenous Australian. He won 

his first Australian Championship at the age of seven.  When he was young, he was seen as an underdog in 

championships, but this did not deter him. He has since entered many competitions and he is a multi-time 

super cross and motocross champion and the record holder for most main event starts in AMA Supercross 

history, with 265 starts as of 21 June 2020, with his career spanning almost 20 years.  He has worked in 

Europe and now lives in the US with his wife Ellie and three children. In 2011, he was named a Member of 

the Order of Australia for service to motor sports. He is one of Australia’ highest earning sports stars. Last 

year he announced his retirement from the sport.
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ROAD SAFETY EVERY DAY 

IS EVERYBODY’S RESPONSIBILITY

The Department of Transport and Main Roads in Queensland reports there has been an increase of 37 per 

cent in fatalities from crashes in the last year.  There were 300 fatalities within Queensland, which is 81 

fatalities (or 37.0%) greater than the previous 12-month period. Casualties and injuries caused in these 

crashes often results in people being hospitalised. This is also of concern. For example, during 1 January 

to 30 September 2020, there were 4,883 hospitalised casualties as a result of crashes within Queensland.  

Included in these statistics were:

• drivers /passengers 

• motor cycle or moped pillions

• bicycle riders and pillions

• pedestrians

(Source: www.tmr.qld.gov.au ) 

Thus, the need for vigilance and awareness of road safety rules is of great importance. 

For a breakdown of the Queensland Statistics, please head to:

https://www.tmr.qld.gov.au/Safety/Transport-and-road-statistics/Road-safety-statistics.

For a detailed breakdown of all of Queensland’s road safety rules please head to the following:

https://www.tmr.qld.gov.au/Safety

Key safety rules for young people on the road 

The following websites provide a range of critical rules for young people to use.  Please discuss the 

following suggestions below with students.

https://raisingchildren.net.au/toddlers/safety/car-pedestrian-safety/pedestrian-safety#pedestrian-

safety-and-road-safety-for-kids-nav-title
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ROAD SAFETY 

TIPS & INFORMATION

1. Know Your Signals

2. Stop, Look, And Cross

3. Pay Attention – Listen

4. Don’t Run On Roads

5. Always walk on the footpath

6. Crossroads and Pedestrian Crossing – take your time

7.  Never Stick Hands Outside The Vehicle

8.  Never Cross Road At Bends

9. Staying Safe On A Bicycle – always wear a helmet

10. Staying Safe Inside A Moving Vehicle – wear a seatbelt

11. Always get out of cars footpath side

12. Be Seen, Stay Safe

13. Don’t Rush

(Source: https://www.momjunction.com/articles/important-road-safety-rulestips-to-teach-your-

children_0077932/ ) 

Why should you always wear a helmet? 

The value of wearing a helmet is for preventing serious injury, disabilities and death, whilst riding a bike or 

motorcycle, is now highly researched and documented. Please see the following for further details.

https://www.who.int/roadsafety/projects/manuals/helmet_manual/1-Why.pdf
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PRE PERFORMANCE

WORKSHOP

BACK ON TRACK BY ISA AC DRANDIC
(Please adapt and use these activities in your classroom to suit age levels and curriculum priorities)

Themes 

• Road safety

• Champions

• Conflict with parents and grandparents

• Truth /lies

• Totems

• Flow and being in the moment

• Peer pressure

• Taking risks

• Indigenous sporting heroes

Key questions 

• What safety rules do you know already?

• Why is it so important to wear a helmet?

• What do you love doing and when you are in that moment, you don’t think about anything else?

• Who do you listen to: your parents, an aunty, and your friends?

• Do you want to be a champion?

• What will help you become a champion?

Drama tools and conventions used 

• Multiple role-playing

• Dialogue

• Symbols /metaphors

• Mood

• Comedy

Notes:
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STEP 1  

Device:   Who started the motion?

Purpose:  To explore working and moving as a team. 

• In a circle teacher starts a movement that all students mirror (swinging arms from side to side etc). 

•  Select a student to move outside the room, while another is silently selected to start a new motion.

• The whole class then mirrors the action; the aim is not to let the person outside guess who is starting 

the motion. Student re-enters and tries to guess who is starting the motion. 

• The selected student changes the movement but tries to conceal and not let onto the student. (Teacher 

coaches the students to work closely together as a team. The aim is for the group to be working in 

unison picking up the changes seamlessly.) 

• The group should gradually start to movie into a collective groove, which requires them to watch 

carefully so as to remain in the groove.

• Explain to students that when artists work together in a performance they need to work closely 

and act as a team. The performers listen carefully, accept the ideas of others and work together to 

communicate and express ideas.

STEP 2  

Device:   Freeze frames 

Purpose:   To explore objects in the play

Hand to foot: In pairs, students connect the body parts as teacher calls them out. E.g. elbow-to-elbow, 

foot to toe, shoulder to knee, increase the difficulty as you go along. Instruct the students not to talk but to 

silently workout how to achieve the connection.

Then in pairs or groups no larger than four, ask students to create freeze frames of an object called out. A 

freeze frame is a convention in which students use their faces and bodies to make a frozen picture. Teacher 

asks the class to create a freeze frame of the following. Allow time to view each what each group creates:

1. Track in the bush

2. Motor bike

3. Car

4. Helmet

5. Eagle

Remind students there is no right or wrong and that the image they create is their interpretation.

PRE PERFORMANCE

WORKSHOP
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STEP 3 

Device:   Class Discussion 

Purpose:  To highlight two important themes in the play

  Share the following section of the play with the students.

NAN

This is no joke. You need to be in the habit of wearing your helmet even if it is only pretend. 

You know what the go is!

She gives her grandson his helmet. It has an indigenous design on it of a wedge tail eagle.

Ask students in pairs to make a list of all the road safety rules they know.  Share with each other and bring 

their attention to the list provided.

Display to the students the categories of people who are hospitalised because of crashes. (P. 7)

• Driver /passenger 

• Motor cycle or moped pillion 

• Bicycle rider and pillion

• Pedestrian

(Source: www.tmr.qld.gov.au ) 

Ask students to write down in their pairs, the rules that each group must use to ensure road safety. Provide 

some of the rules to help them get started. (P. 7) E.g. Drivers and passengers must always wear a seat belt 

and not speed.

This activity could be extended and students could draw cartoons or create images with slogans.

Display to the students the photo of the wedge tail eagle. Explain that it is Eric’s totem and its meaning in 

indigenous culture.  Ask students, in the same pairs, to list other totems that can find through research.  The 

following link to the Australian Government website for Great Barrier Reef Marine Park Authority provides 

further information and examples.

https://www.gbrmpa.gov.au/our-partners/traditional-owners/traditional-owners-of-the-great-barrier-
reef/language-totems-

Notes:

PRE PERFORMANCE

WORKSHOP
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STEP 4 

Device:   Whole class discussion about champions and sculptures  

Purpose:  To highlight one of the important themes of the performance

Students list their favourite sporting champions.

Display the list of indigenous sporting champions.

https://www.creativespirits.info/aboriginalculture/sport/famous-aboriginal-athletes

Students in pairs to select one sports star and research the champion.  What skills and attitudes helped 

make the sports star a champion?

In their pairs explain that one will be A and one B. A is going to be a sculptor B will be the clay. Person A will 

mould B into a statue of the sports star they researched.   There is no need for too much touching, A can 

describe or model to show their partner what they are looking for. Remind them to think about posture, 

facial expressions and levels. Once all the As have finished ask them to sit down. Then around the room 

select sculptures. See if the students can guess who the sporting star is.  The sculptor then explains who it 

is and key points about the sport champion.  Reverse rolls and allow Bs to sculpt.

Notes:

PRE PERFORMANCE

WORKSHOP
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POST PERFORMANCE

WORKSHOP

STEP 1 

Device:   Tap and talk to explore peer pressure 

Purpose:  To explore what it feels like to be under pressure to do something you are unsure about

Grouping:  Groups of 4

Students sit in circles of four and share one piece of butcher’s paper. Each student is to share a story about 

a time they have observed peer pressure or experienced it themselves. Ask them to think about a time that 

might be related to riding a bike, car travel, motorbikes or quad bikes.  On the paper, they record the key 

parts of each story.

In the groups student then select one story that they will recreate. Ask them to create three freeze frames 

of one of the stories. They need to carefully consider the character they will play and what would that 

character being saying at that moment.  Are they the bully, the victim or a bystander? 

Allow time to rehearse and then ask students to present. 

Tap and talk: as the group presents the teacher approaches the freeze frame and taps each student in turn, 

who then says their line so the audience can understand the situation better. They say the line in character.   

If some of the groups are confident you can bring to life for a few seconds. 

Debrief and discuss how it feels to be in this situation and what you can do to avoid and resist. What safety 

rules may have been challenged in the stories? 

Close of workshop 

Introduce the play, the playwright, the actors and the company for Back on Track.

Notes:
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POST PERFORMANCE

WORKSHOP

Please adapt and use these activities to suit your class.

STEP 2 

Device:   Role on the wall 

Purpose:  To explore the two characters in the story: Nan and Eric and to extend vocabulary and  

  language skills in preparation for responding.

 Resources:  Butcher’s paper and pens/pencils 

Draw two outlines of people on the butcher’s paper. Identify one as Eric and one as Nan. Write the name 

on the top.  Start with Eric. Ask the students to think of words that describe Eric physically and write these 

on the outside of the outline. On the inside of the outline brainstorm words that describe his personality, 

his likes his dislikes, his attributes. Be as detailed as possible. Repeat the activity for Nan. What type of a 

relationship did they have? 

Notes:
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STEP 3 

Device:   Play reading

Purpose:  To highlight the turning point in the performance 

This an extract from the script when the turning point in the drama occurs. In pairs, act the scene out.

After rehearsing and performing the scene, students consider the following questions.

1. Would you have done the same thing and joined the boys?

2. Why did he join in the race?

3. What do you think Nan said when he saw them?

4. Students to create a scene that is not in the play when Nan arrives in the hospital and devise the  

 conversation.

POST PERFORMANCE

WORKSHOP

Notes:



23

CHAD REED

On your marks, get revved…

He drops his hat

We hear 5 motorbikes burn off

ERIC

I come screaming out of the gates like I’ve been shot out of a cannon ball. I go on the offensive and I try 

taking out Flying Joe on the bermed corner but I’m bumped off my line by Tommy Two Wheels whose 

knocked me through the barriers and off the track. I recover in the nick of time but I’m at the back of the 

pack and have some catching up to do. I can make up some time over the whoops. Whoop whoop whoop.

We see Eric ride over the whoops. It’s pure comedy

Here comes the rhythm section. It’s all in the hips, it’s all in the hips.

We see Eric moving his hips in rhythm

And Chad Reed can see how I ride like him. He’s watching me. I can’t believe he’s watching me ride. I 

should probably be watching the track instead of watching Chad Reed watching me. Oh no. What the…I hit 

a pot-hole and my front wheel buckles under me sending me flying over the handlebars spread eagled!

The world goes into slow motion. He lands…hard!

‘Awwww! 

Eric is in a lot of pain!

CHAD REED

We’re gonna have to get you to hospital. Don’t worry kid. We all fall sometimes. It’s how we get back on 

track that matters.

ERIC

Nan’s gonna kill me!

We’re at the hospital.

POST PERFORMANCE

WORKSHOP



Activity sheet: Responding to the show
Add words and phrases about you response to the play

See student booklet pages 1-3 for activities connecting to student names and country. 
Script extracts can be used as prompts for students own scenes and writing.

* Symbol - is where something is used to represent or something else or the link conveys 
meaning. e.g. a heart shape for love, a curved shape for a person in some Aboriginal art. 

A key
moment from

the play

I saw...

I thought
about...

I felt...

What did you learn 
about Yidinji history 
and culture? 

What do you know 
about  local country 
and culture? 

Country

People

Stories

Special Objects
and Symbols*

Movement/Ceremony

Voice/Language

POST PERFORMANCE

WORKSHOP

ACTIVITY SHEET: RESPONDING TO THE SHOW
Add words and phrases about your response to the play
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NOTES:

STEP 4



ACTIVITY SHEET: RESPONDING TO THE SHOW
Add words and phrases about your response to the play
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BACK ON TRACK 

RESPONSE AND REFLECTION 

QUESTIONS FOR FURTHER DISCUSSIONS

Checking comprehension/ elements of drama/ message

1. What is the rule that Nan is very strict about? Does Eric break this rule or any others?

2. Describe the relationship between Nan and Eric. How do the actors in the play create this?

3. There are only two actors in the performance. How do they create the different roles that they perform? 

Do they use costumes, props or just change their body or voice?

4. Read the following text from the play:

ERIC:

I just wanted to be a champion so bad. You don’t know what it means to me. When I’m riding it’s like nothing 

else. It’s like all the world’s problems go away and it’s just me and the humm of my bike. I’m in the moment. 

I don’t think about anything else. I don’t think about mum and dad and what happened. Everything is clear. I 

feel like it’s the one part of my life I can control. I feel free.

Do you want to be a champion?

You can be a champion in a range of activities: sport, art, dance, acting, music, making movies, or writing 

plays.  What is your area and what do you need to do to achieve this goal?
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5. Read the following text from the play:

ERIC:

It’s okay cuz. I had to get myself back on track before I could get back on track if you know what I mean.

This is a powerful insight from Eric. He is using symbolism to capture his emotions comparing himself to a 

track. What does Eric mean in this line, what is his message to his cousin?

6. When in the play is peer pressure applied to Eric and why does he give in?

7. When is comedy used in the performance, which character creates a lot of fun and how?

8. Eric addresses the following monologue to his parents:

The day I was born and you drove me home from hospital, you saw that wedge tail eagle flying next to the 

car, like it was watching over me. When I fell off my motorbike I saw two wedge tail eagles flying over the 

racetrack. Maybe you are both wedge tail eagles now and maybe you are watching over me too. Was that 

youse? It’d be good if Nan knew you were looking out for me. Maybe she wouldn’t have to worry as much.

What lessons has he learnt?  How do the totems help him?
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9. Music and sound effect are used to support the performance. Name and describe the effect they have on 

the mood of the play?

10. Overall, how did you feel at the end of the performance what did you learn?
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STORIES

OF DREAMING 

In the play Eric has great dreams to be a champion motor cross rider. He compares himself to the famous 

Indigenous rider Chad Reed.

Just as there are many ways to tell your story, there are many decisions to make in life, and ways to deal with 

situations and difficulties. Many students will have to leave community for many reasons including education, 

work and family. Discuss fears and concerns and how to work through them to achieve your dreams!

Think back about people you know or who have you seen on TV or read about and those who have become champions.

Identify events in their lives

What are the characters and settings in those moments?
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ADDITIONAL

RESOURCES

Your connection, your country, your place.

Knowing where you are from connects you to your family and helps you to think about you belonging to 

place and country. When you feel like you belong, you feel strong within yourself. This feeling can make 

you feel confident and make you feel like you can achieve your dreams.

1. Ask students to think about where they were born or grew up.  What was the name of the   

 place? What were the features of the landscape?  Were there any special features, animals, birds  

 they recall.

2. Invite students to think of one of these features that they consider important. Ask them to create  

 a gesture or symbol with their hands to represent that feature. 

3. Ask students to introduce themselves and perhaps extend upon the first activity.   Saying “my  

 name is ………..   and I am from ……………. ” showing their hand symbol. (It’s often a good idea to  

 model it first for them).

4. Go around the circle and share these.  You can make this into a memory game.  One person does  

 their symbol and then the symbol of one other person.  That person then does their symbol and  

 the symbol of someone else… and so one around the circle. 

5. You can repeat the process looking at one place students would like to go to, and once again  

 create a hand symbol.

6. Working in pairs or small groups explore various ways to stylise symbols and link them together.  

 This can be the start of creating a movement piece exploring repetition, changing the size and  

 direc-tion of the movement, using single and whole group work and so on. 

7. Share with students the idea that a lot of Indigenous art is about symbolising place, stories   

 about how some parts of the landscape came to be as they are and so on. Ask them about any  

 Aboriginal and/or Torres Strait Islander art, dance and story that they know of and what it is  

 based on.
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FUTURE CAREERS 

IN THE PERFORMING ARTS? 

There are many different work and study options students can pursue both after school and in the future. 

For those students interested specifically in careers in the performing arts and with an Aboriginal and 

Torres Strait Islander focus there are a number of focussed programs available.

• JUTE Theatre Company is  committed to promoting creative development opportunities for Aboriginal 

and Torres Strait Island peoples.

• JUTE runs regular programs in acting and playwriting as well as creative development processes. It 

welcomes the involvement of young indigenous artists and offers a variety of training scholarships.

• Other study options in Aboriginal and Torres Strait Island performing arts:

• Aboriginal Centre for the Performing Arts (ACPA) has Certificate II, Certificate III, Certificate IV, 

Diploma and Advanced Diploma in Performing Arts

• ACPA has a delivery partnership for the Certificate II in Performing Arts with Trinity Bay High School, 

Cairns and Wide Bay College, Weipa. This is delivered as Vocational Education Training (VET) in 

schools (VETis).

• National Aboriginal Islander Skills Development Association (NAISDA) Dance College in New South 

Wales has a Diploma and Advanced Diploma in dance

• Western Australia Academy of Performing Arts (WAAPA) has a Certificate IV Program in Aboriginal 

Theatre

• TAFE North, in Townsville and Cairns, and some high schools in North Queensland, delivers the 

Certificate II and Certificate III in Cultural Arts

• In the case of National Institute of Dramatic Arts (NIDA) and other Universities, Aboriginal and Torres 

Strait Islander student engagement is encouraged as part of their standard degree courses.
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