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ABSTRACT 

This article arises out of the authors' research into the reflective journals of practical work used in three different undergraduate drama degree courses at The Central School of Speech and Drama, London, UK. For many years the reflective/evaluative journal has been a popular component of drama courses from school to postgraduate level. The researchers wished to identify the validity of these documents. (At Central School the term `journal' refers to a range of material that includes multiform portfolios, essays, diary accounts, records and notebooks. The researchers were particularly interested in the reflection that is evidenced in these forms.) The intention of the article is to report on the outcome of this stage of the research project. In the project, the researchers sought to explore the rationale for the inclusion of reflective journals as a mode of learning in examined courses; analyse current practice; and identify clearer frameworks for students who are engaged in such reflective work. The article reports on the project in three sections. Firstly, it establishes the context of the research and discusses the research methodologies. Then the theoretical research is analysed, which helps identify a rationale for reflective journals; this is related to the analysis of current practice. Finally, the researchers set up a new framework for their students' reflective journals based on the research. In addition, future stages are suggested for the research project. 

Context 
Reasons for the Research 

Our reasons for conducting this research are our firm belief in the importance of student reflection, combined with a long-standing sense of dissatisfaction with the reflective written work produced by students on our undergraduate degree courses at the Central School of Speech and Drama (hereafter referred to as `Central'). In addition, reflection upon practice through action research has been preoccupying us for some time in our work with postgraduate students (see Dacre et al., 1996). We are interested in investigating its application in undergraduate courses. As a result, we have spent the last year on the first stage of our own action research project focused on drama students' reflective journals. (By action research we mean that we are enquiring into our practice as teachers and facilitators of student learning and we will take action as a result of our enquiry.) 

Students on the three different degree courses at Central that we considered are asked to write different forms of reflection upon their practice at several points in their course. We have used selected examples for our research from across these degrees (listed in the next section). In addition, we have elected to include research into similar forms of drama evaluation taking place in statutory schooling and post-16 education. (With experience in teaching, examining and writing for such courses, we recognised that it would be useful to identify similarities or differences across a wider age range and to acknowledge the place of incremental learning in drama education.) Nor is reflective writing on practical drama work confined to students. We have also studied accounts of practice written by professional actors and directors in order to widen and enrich our data. 

Research Approaches 

As a general guide for our research, we set up an action research cycle which comprised: 

· identifying a general area of enquiry; 
· reconnaissance (theoretical research, data sampling, analysing); 
· establishing a focus (first stage only so far); and 
· further reconnaissance (which would lead to a second focus). 
(This is based on Nodie Oja &; Smulyan [1989,p. 21] and Elliott [1991,p. 71].) 

We have used qualitative research methods. The arguments for qualitative research as an appropriate research methodology for drama education have been very well rehearsed over the past few years and we do not intend to repeat these here (see Errinton, 1992; Taylor, 1993, 1996; Mienczakowski, 1994; Dacre, 1996). It is enough to say here that our methods fitted Bogdan & Biklen's description. 

[Qualitative research is] an umbrella term to refer to several research strategies that share certain characteristics. The data collected is soft, that is rich in description of people, places and conversation and not easily handled by statistical procedures. (Bogdan & Biklen, 1982, p. 2) 

Statistical procedures and quantitative research methods have not been appropriate at this stage of the research although we may find such methods useful at a later stage. 

At the outset of this research, however, we wanted to find a theoretical or conceptual frame that would help us establish a rationale for reflection. Why encourage students to reflect upon their practice? To find a theoretical rationale for this, we felt free, as Bailin suggests, to engage in philosophical research. 

One centrally important type of research is often neglected [in drama education], that is, research which is philosophical in nature . . . . [T]he kind of enquiry which philosophy embodies is, I would argue, of central importance to the development of sound theories and practices, and, moreover, provides the grounding for meaningful research of the empirical kind. (Bailin, 1996, p. 79) 

We hoped to find appropriately `sound theories' which would justify our faith in reflective journals as worthy educational practice. As Freire says, `every educational practice implies a concept of man and the world--educational practices do not exist apart from beliefs about people and the world' (Freire, 1972, p. 21). We wished to locate this particular educational practice in a `concept of [wo]man and the world'. We knew that educational theorists had written extensively on reflective practice, particularly in the teacher education field. We did return to some of this work (e.g. Schon, 1983, 1987; Carr & Kemmis, 1986; Griffiths & Tann, 1992) but initially we were more interested in moving away from education and searching elsewhere for reinvigorating `public theories' (Griffiths & Tann, 1992). We took Bailin's advice and turned to philosophy to provide `the grounding for meaningful research of the empirical kind'. 

In short, our research comprised the following. 

1. We addressed appropriate theoretical texts including the work of Giddens (1990,1991), MacIntyre (1985), Lash (in Beck et al., 1994), Taylor (1985) and Schon (1983,1987). These were `appropriate' because they addressed theories of reflexivity. 
2. We analysed specific samples of students' work comprising six of each of the following: 
3. first term undergraduate reflective/evaluative pieces on the Improvisation unit in the BA (Hons) Drama and Education degree; 
4. second year undergraduate reflective/evaluative pieces on a unit entitled Collaboration and Application, BA (Hons) Drama and Education. (The unit asks students to collaborate on a practical project. The product ranges from short educational videos to school residencies to touring Theatre in Education pieces); 
5. journals accompanying the BA Drama and a Language Theory and Practice of Drama first year course; 
6. journals accompanying the BA Drama and a Language Theory and Practice of Drama first year production (Camino Real); 
7. journals accompanying the BA Acting first year productions (Volpone and A Winter's Tale); 
8. student reflective/evaluative pieces for a drama examination taken at the age of 16. (Such examinations mark the traditional end of statutory education in the UK); and 
9. post-16 (pre-undergraduate) student reflective/evaluative pieces from two different examination courses. 
10. 3. We analysed seven professional accounts of practice (Hall, 1983; Callow, 1984; Sher, 1985; Branagh, 1989; Stafford-Clark, 1990; Miller, 1991; Sher & Doran, 1996). Initially, we felt that turning to professional practice would provide us with rich research data that could inspire and impact upon our own students' work. In fact, the professional practitioners had very different reasons for their reflective writing. They ranged from a consideration of theatre politics (Hall, Callow) to theatre practicalities (Sher) and were often anecdotal, relying on the recording of events rather than reflection upon them. However, they had undoubtedly helped some performers reflect upon and understand their craft and the various means by which practitioners recorded their ideas offered useful example data for students. For example, Anthony Sher inspired various sketches in one of the journals we studied. 
Theoretical Research and Related Data Analysis 
As stated earlier, we wished to find a theoretical or conceptual frame in which to place our students' reflective practice. We turned to philosophy initially. 

We found our `concept of the world' for the educational practice of reflective journals in the field of hermeneutics, reflexivity and self-interpretation. To different extents, all our theoretical sources argued against nomothetic, positivist modes of human enquiry into one's own activities. Instead, our sources were advocating concepts of (self-) reflexivity (Lash in Beck, Lash & Giddens, 1994, and Giddens, 1991), self-interpreting animals (Taylor, 1985) and a unified life (MacIntyre, 1985). These ideas matched our search for a conceptual field within which we could place the educational practice of reflection. 

As we analysed samples of student and professional material, patterns began to emerge that aligned with the philosophical theories we were reading. In our data analysis we were able to categorise students' comments, using certain of these key theoretical concepts as headings. In this section, therefore, we will present these key concepts from our theoretical research, which were of direct use to us in seeking to validate the importance of reflective student work. Within each concept/heading, we will present matching `evidence' from our data. 

We have summarised the key concepts under the following headings: `Reflexivity, self-reflexivity and self-interpreting animals'; `Expert-systems'; and `Narrative traditions'. 

Reflexivity, Self-reflexivity and Self-interpreting Animals 

Lash suggests (in Beck et al., 1994, pp. 112-113), that the dysteleology (the doctrine of purposelessness in nature) symptomatic of modernity (and postmodernity) could be negated by advocating reflexivity as a natural mode of `being in the world'. He suggests that the peculiarly anti-communitas aspects of modernity are recognised and challenged through the reflexive process. `What happens when modernization, understanding of its own excesses and vicious spiral of destructive subjugation (of inner, outer and social nature) begins to take itself as object of reflection?' (Lash, in Beck et al., 1994, pp. 112-113). If the reflective process becomes an automatic habit, Lash suggests, people will gain the framework of knowledge that can be used as a `rational critique upon the "system" itself'. The `destructive subjugation' that modernity supports would be negated by reflexive thinkers. 

Lash differentiates between reflexivity and self-reflexivity (in Beck et al., 1994, pp. 115-116). He suggests that reflexivity is when the individual frees him/herself from the constraints of society and reflects upon the `social conditions of existence', or the `rules' and `resources' of the social structure (pace Giddens, 1990). Self-reflexivity is a sub-category of reflexivity but offers a shift to an `autonomous monitoring of life narratives' where the individual `reflects on [him/her]self' with `self-monitoring' at the core. 

The philosopher Charles Taylor argues a similar case to Lash's self-reflexivity (1985,pp. 45-76). He uses the term `self-interpreting animals', setting up hermeneutics against `a paradigm of clarity and objectivity'. He equates the latter, in a similar fashion to Giddens, with positivist thought. Taylor argues that human beings are immanently self-interpreting. Hermeneutics is not just a fashionable mode of critical theory. Taylor lays out a convincing argument that we cannot be other than self-interpreting. He uses the emotions as the core of his debate, suggesting that these `subject-referring feelings are the basis of our understanding of what it is to be human' (1985,p. 76). Emotions are particular and peculiar to humans. He suggests that humans articulate their emotions, often helping to clarify the emotion in the process, and by articulating them, clearly, we are interpreting them within our cultural frameworks. So, if we feel shame, we articulate this (to ourself perhaps), trying to seek the cause of the shame and, perhaps, even to try and lessen the emotion. We will think through the incident that caused the shame, understanding why we feel this way, localising the events and interpreting the shame in the light of all the contributory factors. Our reflection is historically and socially located. Thus, we are articulating our emotions and we are interpreting them within our cultural framework. All humans have emotions and all humans interpret them: all humans are self-interpreting animals. 

If we accept Taylor's argument and those of Lash and Giddens, we are suggesting that all humans are immanently self-interpreting or, to put it another way, all humans must practice self-reflexivity. There is a natural and quite proper inclination to interpret our emotions and behaviours within our cultural context and to reflect autonomously upon our practice. In addition, we should be automatically reflexive, critiquing the social structures in which we live. 

Lash and Taylor had given us a rationale for reflection, but not specifically a rationale for reflection upon creative practice and we were aware in our research of the problems that occur when artists are asked to analyse artistic creativity. 

I have read a great number of actor's autobiographies. I've come to think of them as rather dangerous things. I'm suspicious of talking about acting or `life'. It seems that as soon as I think I know something and try to describe it, it's gone. (Branagh, 1989, p. ix) 

It was at this point that we turned back to educational theory to help us further. In Outline of a Theory of Practice, Bourdieu quotes Husserl's remarks that the work of art always contains something ineffable, without concepts (1977,p. 1). Polanyi (in Schon, 1983, p. 52) talks about `tacit' knowledge as a sort of spontaneous artistic judgement. Are we asking students to describe the indescribable within their journals? 

Schon, who has written most clearly of the notion of reflective practice as a mode of learning for the professional practitioner (1983,1987), is aware of the difficulties of the reflective process. His ideas support those of Lash and Taylor but he takes us nearer to the world of the rehearsal room. He talks about `reflection in action' and `knowing in action' as part of a dynamic process of practice in the artistic and scientific professions. Design and music are the two artistic fields which he takes as examples. However, his value to the artist specifically lies in his regard for the importance of practice itself. His assertion is that practice and reflection on practice can constitute a body of professional knowledge in itself. There is, he points out, a traditional positivistic divide in the professions between pure and applied knowledge. This divide asserts that practice is a technical procedure to be measured only by its effectiveness in achieving a pre-established objective defined by theory. Schon says that such a divide is rendered obsolete when the artist becomes a reflective practitioner. Practice becomes research when the practitioner engages in a reflective conversation with the situation. 

If we translate these concepts across to the reflective work of the student drama practitioner, we could be seeing the following. 

(a) Critique the group and its context 

A critique of the group or company and its systems (i.e. the social structure and its systems) within the context of the group's existence (i.e. its social and historical context). 

(b) Self-interpretation 

Self-interpretation and self-reflexivity where students rationalise their own behaviours and emotions within the given circumstances of the groupwork and the given circumstances of the artistic process. (There is an additional point here: drama students frequently need to rationalise the behaviours and emotions of their characters as well as themselves and their response to this is part of the larger response to the creation of an artistic whole.) 

(c) Artistic reflection 

Reflection upon artistic practice. 

Related data analysis. Each of the following sections relate to (a) Critique the group and its context, (b) Self-interpretation or (c) Artistic reflection. 

(a) Critique the group and its context. Students are frequently asked to comment on the structure and operation of the group. This has been standard practice in drama reflection and makes sense, of course, as drama, or theatre, has the group, community or `society' as its epicentre. 

[T]heatre is social. Its content--human interaction--is about society. Its organisation is social; its presentation is social. How a performance is put together, where it takes place, who its audience is and how it relates to that audience all depend on social organisation. In other words, wherever you look in theatre, you will find an expression of social relationships. (Turner, 1997, pp. 208-209) 

Any reflection on the drama process is inevitably going to comment on the structure and organisation of that microcosm of society: the group or company. 

The whole company gelled well over the weeks of rehearsal and there was a real sense of camaraderie. (BA Drama and a Language student) 

This comment is typical of many found in the reflective journals of drama students. Certainly, the student is reflecting upon the group but it lacks resonance; it is a generalised comment which is barely adequate in demonstrating incisive and self-challenging reflection. 

Here, a second year BA Drama and Education student implicitly reflects upon a working structure. 

We did not use an overall director who consistently `stepped out' to observe the action and had the final say in the devising process, and instead opted for the whole `collaboration' experience, which, after all, is what the unit was centred around. 

There is some subsequent reflection from this student about the success or failure of these working structures. However, none of the students from any of the samples placed their reflection of group structures and process within a broader framework such as an analysis, however perfunctory or metaphorical, of the structures and substructures of groups and organisations outside the drama world or, even, in relation to alternative structures within the cohort's experience. The reflections were limited and hermetic therefore. 

The professional sources are not always helpful here either. Arthur Miller makes the most interesting comments on the nature of his group of Beijing actors working on his play Death of a Salesman: 

the behavior of the actors reminds me again of the replication of human life that a production represents. The actor begins in helpless dependency, gradually grows up to feel strength, often rebels against director/author, and finally in maturity faces the world as though he had invented himself . . . . Now I am rather in the position of a beloved aunt who taught them as children to play the piano; they are overjoyed to see me, and to see me go. (Miller, 1991, p. 246) 

Miller moves towards a `broader framework' with his metaphor of the human life. As soon as this metaphor is introduced, the reflection becomes altogether more pertinent; it means something to us. So whilst it might become reductive to ask students to explore a broader understanding of group infrastructures, this may encourage greater perception in the students' reflections. 

In addition to this, more rigorous reflection would be achieved by placing the group in the history of its social setting. The professional journals are particularly helpful here. Miller is discussing the moments before the first night of the all-Chinese production of Death of a Salesman in Beijing in 1984. 

[The company's] obvious confidence throws my thoughts across the vast sea we have traveled since those first days when we seemed unknowable to one another and lay as privately as ships in the water, signaling across our decks with the grossest general concepts, anything finer being impossible to decipher. . . . We are, I think, as close as we would be in sloppy American friendships, but a certain formality here is never erased and tends to give our mutual affection more promise of lasting. (Miller, 1991, pp. 246-247) 

In Woza Shakespeare!, Antony Sher & Greg Doran chart their wholly South African production of Titus Andronicus at the Market Theatre, Johannesburg, in 1995. Sher has just been disheartened to see extremely low audience numbers for one performance, which was becoming the norm for the run. 

I'll stroll through tonight's performance, I'll phone it in. If people can't be bothered to come and see me, fine, I needn't bother doing the real thing. 

Then I hear Gys [de Villiers] and Ivan [D. Lucas] over the tannoy, as the emperor's warring sons, lashing into one another, and I hear the rest of the cast, as `the crowd', supporting them with passionate cheers and heckles. And I think, Everyone's really going for it tonight. Why? Why are they working so hard? For such a small audience. 

The answer is like a splash of cold water. This isn't unusual for them--tonight's house--this is normal; this is what it's like being an actor in this country. They've had years of this. And along the way, they've made a decision--a decision to serve up the goods, whatever the circumstances. It's why they come in early each evening to do long warm-ups, it's why they were so nervous in the John Barton sessions and learned his lessons so keenly, it's why they reacted so emotionally to the workshops on violence, laughing or crying . . . (Sher & Doran, 1996, p. 220) 

In both these examples, the groups are set in their cultural context; the history of the social setting reverberates in every phrase. The reflection on the group becomes less solipsistic and far more interesting. We are genuinely enlightened about this social structure. 

Obviously, working in post-Cultural Revolution, pre-Tiananmen Square China, or in post-apartheid South Africa, is going to offer highly interesting opportunities for reflection on the cultural context and historical setting of the group. School and higher education students are unlikely to be able to rival this. However, it would be interesting and useful to give some account of the historical context of the group both as an operating company over the past few months or years and (as in our case at Central) as a collection of heterogeneous individuals with completely different histories of gender, race, class, sexuality, wealth and intellect. Then reflections on group structures may become more pertinent and meaningful, as Miller's and Sher's are. 

Interestingly, within the production-related journals the most frequent reflections upon social structures come with reference to the characters students are playing. Here the journals are used to amass a great deal of data to help in character development and these are interspersed with interpretations: 

out of 3401 prostitutes, 177 became chronically affected with epilepsy, paralysis, old age, blindness, syphylis and deafness . . . would this be Rosita? . . . the songs for Rosita put her in mind of things before she became completely and inextricably bound in prostitution on the Camino Real. (BA Drama and a Language student) 

Would Be is like my auntie, pretending to be upper class, keeping up with the Jones's, materialistic. (BA Acting student) 

I think that what attracts writers and filmmakers to boxers is the paradox in that what makes a boxer great is also what destroys him. (BA Drama and a Language student) 

Summarising this with Lash's theories in mind, we see that in the better examples of reflexivity, the individual has, effectively, freed him/herself from the constraints of the society/group and reflected upon the social/group structure within that group's contextual environment. We begin to see a `rational critique upon the "system" itself'. It is also possible to suggest that this reflexivity has facilitated the rediscovery of communitas, much sought after by Lash, Giddens and right-minded drama educators. 

(b) Self-interpretation. This analysis on self-interpretation and self-reflexivity elides with the previous section; in practice, it is likely that reflection in these areas will overlap. For example, a second year undergraduate student says: 

A problem I noticed in myself was the tendency to, after a lengthy period of debate which I considered to be ultimately time wasting, back down, purely in order to progress further than static discussion. My philosophy here was that if discussion failed to resolve a difference of opinion about the way a scene should run, then actually practically realising the contentious section may demonstrate the problem more effectively, and at the same time keep a sense of harmony within the group . . . . However, this method did not prove suitable in the limited amount of time we had to achieve our target . . . . I cannot differentiate here between my experience and that of the group as a whole, as in a sense we learned this lesson as a collaborative unit. (Second year Drama and Education student) 

Clearly, the student's reflection as an autonomous individual within a group is closely linked to reflection on the group's structure. 

Another problem with self-reflection of this kind is that the ability to comment on one's role as an autonomous individual in the social structure of the group is difficult for students to achieve without sounding either desperately self-referential or deceptively disinterested. One 17-year-old school student wrote: `During the rehearsal process I contributed my ideas to scenes in general, whether I featured in them or not'. Here the statement becomes merely a bald account without reflection. This is possibly in an attempt to avoid narcissism. However, this is preferable to the sometimes anodyne comments of young people writing reflections such as `I enjoyed this lesson and thought I did well' (15-year-old school student). This level of comment can also be found in undergraduate work. 

To make the reflection count, students need to be quite clear about specific objectives. For example, one first year undergraduate wants to address a weakness he has with `contributing to group devising sessions'. He sets this as an objective for himself. 

Our group devising mechanisms are democratic. For example we brainstorm, which provides me with an equal opportunity to contribute; groups are mixed, so I have been able to work with most people. Opportunities were there for me to work on this particular weakness. However, I failed to meet my objective. My contributions in devising are still quite minimal . . . . With hindsight, the ideas that I did not share actually hindered the group process. (First year BA Drama and Education student.) 

Here, the self-reflexivity can be seen as a clear learning mechanism because he has set himself a clear objective. There is a sense of the student seeking to rationalise his behaviours and emotions within this criterion. MacIntyre (1991,pp. 208-209) discusses the need for human actions to be intelligible in his advocacy of `the unity of life' (see later, under `Narrative traditions'). That is, an action should be seen to flow `intelligibly from a human agent's intentions, motives, passions and purposes' (MacIntyre, 1991, p. 209). With reference to students' reflective practice, their comments would need to make clear that decisions made, choices mooted and actions taken were intelligible (made sense) when based upon the original `intentions, motives, passions and purposes'. In this instance, the student's decisions, choices and actions were intelligible (if in error) because they were clearly based on explicit original intentions. Without an `intelligible' reflection of this nature, the student's self-reflexivity can be less critical, with the result that the reflection can become trite. 

We were actors . . . all equal and international, with a job to do, to act for everyone around us. As an actor I know I am equal and better through bloody hard work than many of those who would rather spend time in the pub. (BA Acting student) 

Self-reflexivity and self-interpretation raise problems which need to be addressed at the next stage of our research. For example, what degree of objectivity is desirable or possible in students' self-reflection? Taylor believes that we are self-interpreting animals and that this is immanent in us. He dismisses objectivity as undesirable. Giddens, however, recommends a distanciation for `core monitoring'. Bourdieu's theory of habitus (Bourdieu, 1977, p. 72; Inglis, 1979) and his subsequent work on taste and judgement (Bourdieu, 1989) suggest that it is inappropriate for us to be objective as we can only ever respond from the perspective of a person with certain social and cultural capital; all responses will be relative. We are interested in pursuing this further, not least because of assessment issues. At present we assess self-reflexivity in student journals. Should we be assessing `immanent self-interpretation'? 

Another aspect of self-reflection that needs further research concerns the reflection upon the end product (as against the process). Many students are competent in `reviewing' their work, particularly when they are reviewing against distinct criteria or objectives that have been set out. However, the reviews are often filtered through too close a lens. Students fall into the habit of justifying the strengths of the work rather than `reading' the work as an observer would. This is, again, worthy of further research but it already suggests that there could be a case for students revisiting their work at a much later stage than is current practice. The third section (`Narrative traditions'), discusses reflection as part of a whole life of a practice; this point could be tied into that argument. 

(c) Artistic reflections. When we consider student examples of self-reflexivity with regard to their role in artistic creation we find students wary of exploring this. Some of their reflections show an extraordinary insight into the artistic experience they are involved in, yet they seem reluctant to explore such ideas, almost as if they are of less value than the recording of exercise details. 

Stripping off artifice and pretence, standing naked revealed in the pitiful inadequacy of the spirit where nothing can hide, that is what I'm doing. (BA Acting student) 

It was almost as if when the studio had been dark we had ceased to exist and our characters had come into being and then vanished as C turned on the lights. (BA Drama and a Language student) 

Interesting observations and spontaneous thoughts about the artistic moment are written in the journals, but there seems to be a whole area of reflection upon what the artistic process is that is missing. This is a clear area of difficulty in ongoing journals. The summative reflective writing is less bound by the recording of classwork details but even here, an exploration of the artistic process and an ability to critique the process of work in which they are engaged is lacking. 

Expert Systems 

Giddens talks about `expert systems' (1991). This has relevance for the reflective journal writer. In brief, expert-systems are the systems and practices expounded by authorities to which we turn seeking advice, answers, validity and authentication for our own practices and lifestyle decisions. Giddens refers to them as `systems of expert knowledge, of any type, depending on rules of procedure transferable from individual to individual' (Giddens, 1991, p. 243). Giddens also suggests, however, that expert-systems are, in themselves, variables, `experts themselves frequently disagree over both theories and practical diagnoses' (Giddens, 1991, p. 84). Whilst there is a dilemma here, the variability can be of use to us as it leads us to debate and critique different expert-systems. By undertaking such a critique, we help to establish our own beliefs. The work of Griffiths & Tann (1992) is relevant here. They suggest that there are five levels of reflection and that the most advanced level facilitates `retheorising and reformulating'. They say 

This is the level of abstract, rigorous reflection, which is formulated and reformulated, over a matter of months or years. In the process the teachers' [or students'] own theories will become changed, and it is possible that accepted theories will be challenged. This level cannot occur unless the teacher [or student] is reading theory critically. (p. 79) 

There is a useful argument to be made here for encouraging students to identify their own practice and to address the systems of those experts or authorities that they are using. It is part of their reflexivity. 

Related data analysis. Part of the data collection for drama students is identifying and documenting the techniques and skills of their craft: the expert-systems. We have already mentioned that records are part of the journal's material but that our particular interest lay in how students reflect upon their work. `I worked on articulation today' (BA Drama and a Language student) precedes two pages in one student's journal detailing how she did this with her tutor. There is no reflection on the process or choice of the expert-system, however. 

The BA Acting course students note the objective of their scenes, the warm-up exercises, their director's critical notes. The BA Drama and a Language Theory and Practice coursework journals noted the movement and voice exercises but all with little reflection. When students do move on to reflect upon their work, they do so in the briefest terms and, sometimes, without reference to expert-systems: 

This exercise enthralled me because there was no text involved but an idea obtained from the text. (BA Drama and a Language student) 

I didn't have an objective . . . this will happen to you and I simply mechanically did it. All I'd learnt went out the window. (BA Acting student) 

In the example quoted in the next section (`Narrative traditions'), Stafford-Clark (1990) implicitly critiques Brecht. Even in summative reflective pieces, students seem unable to reflect critically in a similar way. It is relatively commonplace for drama and education students to give a straightforward account of a certain style, method or `expert-system' that they have used. The methods of Stanislavski, Boal and Brecht, for example, are used with regularity. Even Grotowski, Artaud, Brook, Alexander, Cic Berry, Mike Alfreds, Mike Leigh and other less well-known practitioners are cited occasionally in the second and third year of undergraduate work. However, it is rare to find the expert-systems critiqued. 

There is a precedent, however, in school drama. Frequently, school students are asked to differentiate between techniques and suggest alternatives. 

We didn't really learn anything new in the drama . . . but we did see that giving the map away was life threatening and a traumatic moment for the old man. An alternative way of looking into the same event would have been not to use small group role play but instead use Haiku theatre to show five actions which may show the scene more clearly. (15-year-old student writing about session work) 

The transition from this simple form of critique to critiquing, for example, Stanislavski's methods as a way of rehearsing for a production of extracts from The Mahabarata would not be a difficult one to make. On the whole, students and professionals are reflective about their own methods, but they do not always place their own work in the context of whole `expert-systems' and then critique the work. Certainly, undergraduates (and, indeed, professionals) would gain much by doing this. Giddens is useful here: 

Since experts so frequently disagree, even professionals at the core of a given field of expertise may very well find themselves in much the same position as a layperson confronting a similar decision. In a system without final authorities, even the most cherished beliefs underlining expert systems are open to revision, and quite commonly they are regularly altered. (Giddens, 1991, p. 141) 

Critiquing the expert-systems, as part of reflection, encourages drama practitioners to revise such systems, becoming innovative experts themselves. 

Narrative Traditions 

A further theoretical source that impacted upon our research is the work of moral philosopher Alistair MacIntyre. The particular ideas that we want to use from MacIntyre's work come from his philosophy concerning the `unity of a life' (MacIntyre, 1985, pp. 204-225). In this stage of his thinking, MacIntyre places ethical behaviour and practice within a personal and social narrative of existence. We are not directly concerned with his ethical debate here but it is this concept of personal and social narrative that is particularly useful for our examination of reflective practice. 

MacIntyre rails against the current preoccupation of atomising human action and the excessive emphasis on individualisation in modern society (cf. Giddens and Taylor, discussed earlier). His thesis concerns the need to place the self in a whole, coherent narrative from life to death. In addition, and of relevance to us, he asks that the narrative of the self must be historically and socially located. There can be no such thing as an isolated, sealed narrative. 

In addition, MacIntyre discusses the need to place one's narrative in the history of a practice. 

[T]he narrative phenomenon of embedding is crucial: the history of a practice in our time is generally and characteristically embedded in and made intelligible in terms of the larger and longer history of the tradition through which the practice in its present form was conveyed to us; the history of each of our own lives is generally and characteristically embedded in and made intelligible in terms of the larger and longer histories of a number of traditions. (MacIntyre, 1985, p. 222) 

In effect, then, reflection on practice becomes more intelligible if you place it within the tradition or history of the practice or genre. If you contextualise your own practice within the genre or, to phrase it differently, if you conjoin your personal practice with `public theory', your reflection can lead to retheorising and reformulating [ 1]. 

We have felt for some time that it is important for our students to locate their own work when they evaluate it. So, there are useful points to be taken from MacIntyre's philosophy for our research. If we translate these concepts across to the reflective work of the student drama practitioner, they could look like this: 

(a) Identify long-term intentions 

Students need to contextualise their practice within their own narrative history as a drama practitioner. MacIntyre suggests that `short-term intentions' are placed within the frame of `long-term intentions' in his advocacy of `the unity of a life'. This makes sense for the drama practitioner. In this way we will be able to judge short-term intentions as part of a long-term plan. If a student is engaged with reflective practice, how valid is this if it only succeeds in addressing the short-term intentions of that particular project and his or her role within that? Students should see their place as drama practitioners as one long-term narrative rather than a series of atomised, short-term projects. 

(b) Contextualise work within the location 

Students should place their work within the social setting and the history of that social setting or practice. (This can be seen as an extension to Lash's earlier point concerning reflection on social structures. The extension would be that students demonstrate an awareness of the history of the setting.) 

(c) Consider the traditions of the practice 

Students need to consider the history of the practice. Are they working in a particular tradition? How far does their work reflect or challenge the theories of that tradition? Accessing the tradition and theories of the practice could be seen as an extension of drawing upon Giddens's `expert-systems'. 

Related data analysis. Each of the following sections relate to points (a), (b) or (c). 

(a) Identify long-term intentions. 

Before starting this unit [Improvisation], my previous experience of improvisation had been during my time as a writer-in-residence for a youth theatre. Although I successfully used improvisation work with the youth theatre as a basis for subsequent scripted work, my inclinations were against it. I tended to regard this process as an encumbrance in the name of democracy rather than a genuine creative process. (First year BA Drama and Education student) 

It is the ability cited in this example to contextualise one's practice within a personal narrative of the drama practitioner that we found to be rare in our analysis of students' reflections. This student subsequently describes how he has been encouraged to revisit his previous prejudice against improvisation and he finds that his own skill, and his perceptions, have changed. By placing his work within a fuller personal narrative as a practitioner, he recognises the importance of the learning progression. Another student is less reflective, more immediate, yet recognises that she is engaged in a long-term practice: `I can't believe I messed up so early in the course. I'm dead, I'm toast, this is so embarrassing. Too late to go back to the library and no one has a copy I can borrow' (BA Drama and a Language student). In another example, the revisiting and reconsideration of work in the light of other parts played in past practice enables one student to reflect upon his current work: `It is interesting to compare my character in Wildview with Kilroy. What is different about Kilroy is that as well as being a character, he is a symbol' (BA Drama and a Language student). On the whole, however, students have not been encouraged to place their reflection within the concept of lifelong learning. 

Professional reflections, however, provided excellent examples of one project being part of a life's narrative of developing practice. Not surprisingly, these texts were littered with allusions to past performance and to future aspirations. There is a strong sense of these accounts being part of a longer journey in discovery and growth as drama practitioners. Stafford-Clark, Miller, Doran and Sher, for example, have an underpinning subtext of learning from the different experiences. As a reader, you believe that they have significantly added to their skills and expertise. Peter Hall's diaries offer a simple journal format but, again, with a rich sense of developing experience. A student's familiarity with such autobiographical works would enable him or her to recognise that one performance experience falls into a wider context. As such, one reflective journal might gain greater reflective insights when written in conjunction with an earlier one in the student's course. 

The vast majority of the student pieces addressed only the short-term project and their intentions or objectives for that particular project. Here is an area that we can substantially develop. 

(b) Contextualise work within the location. When we discussed reflexivity earlier, we noted that students had not yet fully engaged with reflecting upon their group's operations within the context of the group's social setting. There were no examples at all of students engaging with the history of the group's social setting. However, students were more interesting when they wrote of their personal social setting. This student even hinted at the history of that social setting: `I am the bottom rung of my family's ladder with three better rungs above me. What am I to you all beyond a woman with a black skin?' (BA Drama and a Language student). 

We want to guide students away from sealed narratives which do not take account of their social settings and the historical and social location of these settings: 

We cannot . . . characterize behavior independently of intentions, and we cannot characterize intentions independently of the settings which make those intentions intelligible . . . [A] setting has a history, a history within which the histories of individual agents not only are, but have to be situated, just because without the setting and its changes through time the history of the individual agent and his [or her] changes through time will be unintelligible. (MacIntyre, 1985, pp. 206-207). 

Here is another aspect of reflective writing which can be developed. 

(c) Consider the traditions of the practice. In Letters to George, Max Stafford-Clark (1990) writes to the early eighteenth-century playwright, George Farquhar, author of The Recruiting Officer. Stafford-Clark is directing this play in 1988 for the Royal Court Theatre, London, in conjunction with the first production of Wertenbaker's Our Country's Good. In this book, which comprises a series of letters to the long-dead Farquhar charting the rehearsals, Stafford-Clark's production is inevitably firmly embedded in late Restoration/early eighteenth-century comedy. The very fact that he is communicating with the author situates his present practice in the play's history. In addition to embedding his practice in 1706, he also situates some of his directorial choices in the mid-twentieth century. There is one fascinating section where Stafford-Clark refers to Brecht's Trumpets and Drums, an adaptation of Farquhar's play. Stafford-Clark is discussing two very different traditions of theatre practice. 

Indeed George, I must convince you that I am not so serious a socialist as to wish to simplify the complexity of art with the certainty of dogma. I do realise that Brecht has turned your play inside out . . . On the other hand . . . although Marxist theory doesn't explain every single aspect of human behaviour, it's probably true that an approach to your play that didn't mess about with the text, but, nonetheless, chose a superobjective for each character, determined by class interest, would lead to a pretty well-muscled production. Maybe that's the way we ought to go. (Stafford-Clark, 1990, pp. 46-47) 

Brecht represents one of the great paradigms of theatrical practice. Here, Stafford-Clark embeds his own practice in the history of theatrical practice, using an `expert-system' and its associated theories to guide his own decisions. 

Reflective journals should acknowledge the narrative of a practice and place the work within that tradition. The student playing Kilroy in Camino Real (BA Drama and a Language) becomes aware that `Kilroy represents the American Dream, Gutman [represents] American Society'. He widens his frames of reference: `Watched On The Waterfront again . . . Watched Raging Bull again' and discusses how his character belongs to their genre. 

The following undergraduate (Second year BA Drama and Education) was working towards a piece of Young People's Theatre (YPT) for the 7-11 age group. 

We wanted to deal with issues of social interaction with the protagonist going through a journey that would enable him/her to have completed a journey by the end of the performance. This would be communicated to the audience of children, and the sign systems used would be explicit and easily comprehensible. 

Although fantasy plays may successfully explore political issues . . . the most popular mode of the enterprise is `social realism'. . . . Such are the connotations of fantasy that some companies, perhaps, believe that a `literalist' style might seem to signal a more `relevant' play and have a better chance of being taken seriously. (England, 1990, p. 155) 

Here, the student identifies the practice, drawing on a relevant `authority' in the field of YPT and goes on to discuss the problems of locating the style of the devised piece in the light of the `expert' advice. An area that this student did not develop, however, was contextualising his own piece of YPT in a history of the practice. This would have been of some use in the reflective journal because their work was strongly reminiscent of YPT in the late 1970s and early 1980s. If the student had addressed this, some of the underlying purposes and meanings in the piece could have been drawn out more clearly through comparison. This is a weakness across the examples; few students acknowledge the history of the practice, and lose the insights and theoretical perspectives that could be gained from such understanding. 

A subgroup of data which sits uneasily within this category is the material in the journals which formed, in effect, an ongoing conversation with the tutor: 

By the way, I was not the only person in the group who failed to read the play I was the only one to own up. The others decided to wing it. (BA Drama and a Language student) 

X [another student] refuses point blank to even consider some of my ideas about her character. (BA Drama and a Language student) 

This is X's [another student's] play, not mine. They are the director. (BA Acting student) 

It is a subgroup which has a validity in the journal, allowing a private monologue to emerge, with an audience of one, enabling a student to voice concerns and, hopefully, move forward. There is a sense of using it as a part of a long conversation about practice (sic, Yinger, 1991) with the tutor. It is also data which would be valuable for the student to reflect upon when events have moved on. 

Further Thoughts 
Undertaking theoretical research has enabled us to find a rationale for maintaining students' reflections upon practice. Analysing data within a theoretical frame has assured us that some good practice exists in our students' work and has helped us identify areas for `improvement'. This section addresses further thoughts and some conclusions. 

The Reflective Journal as Action Research 

We were aware in our search for a rationale for reflective practice that Schon and Giddens, Taylor, MacIntyre and Lash were discussing a reflective practice that did not depend upon a journal. We had to consider whether the journal diminished the import of the practice or strengthened it. Does it enable students to analyse action, to consider their frames of action, to engage with the problematic and uncertain? Does it educate the reflective practitioner? Or does it provide an excuse to avoid reflection within the practice room itself? Does it weaken the `practice becomes research' idea of Schon by moving back to that other divide between written and practical study? We felt that we had to consider the use of the journal as an educational tool in other fields. 

It is interesting that the reflective journal first became established as a mode of teaching, learning and assessment on social science degree courses as the journal is itself a means of data collection in qualitative research, the main means of documenting case studies in the social sciences and education. The Social Analysis course document at the University of Exeter, states that the individual workbook or diary is used `[t]o give the students training in using this classic sociological tool'. (Claridge, 1993, p. 1). 

Research has been undertaken into the effectiveness of reflective journals as learning tools in various degree courses although these have been in the social science and health-related fields. David Kember and colleagues compared the journals from their five health-related courses: 

We came to see reflective writing as an ability which took time to develop and for some was quite hard to achieve. Formal education normally requires a style of writing which is virtually the antithesis of reflective writing. (Kember et al., 1997, p. 345) 

A research paper, `Learning Journals in a Women's Studies Course' given at Queen's University, Belfast noted: 

The original guidelines and prompt questions emphasised `learning events'; in practice the students tended to focus on personal reactions--definitively `learning events' but of a more developmental than pedagogical nature. (Fitzgerald, 1993, p. 6) 

As we considered students on social science courses practising the use of this `classic sociological tool' with themselves as a case study and being trained to recognise this, so it became clear to us that the drama student might benefit by being made aware of a similar situation. For the student using the journal to trace his or her development as a drama practitioner, the case study is him or herself and the matter in hand is the means and understanding of this development. 

If we develop the idea of the drama student as his or her own case study, researching his or her own practice, it is useful to consider the diary described by Elliot as the means of gathering case study data for qualitative research. Elliott suggests this should contain: 

`personal accounts of observations, feelings, reactions, interpretations, reflections, hunches, hypotheses and explanations' (Kemmis et al., 1981). Accounts should not merely report the bald facts of the situation but convey a feeling of what it was like to be there participating in it. (Elliot, 1991, p. 77) 

So the student records the data of his or her experience ready to reflect upon them in a considered manner. In this way the drama student becomes a drama researcher. 

Elliot writes about the journal as one means of data collection in an action research cycle, the method of qualitative research that he particularly favours for the classroom teacher and one which we were actually using as part of this research. We found it interesting to consider other aspects of action research methodology that might help students in their reflective work. Our Drama and Media teacher training students at Central utilise their teaching practice file as ongoing `action research diaries'. Could this model help drama undergraduates? 

In action research, the pattern of research is cyclical: reconnaissance/focus/ further reconnaissance. The work is revisited and the initial research findings put into action. This point in itself seemed to have import for our drama students. They encounter several practical projects or productions during their courses. Our data have already pointed to interesting comparisons made across different practical projects but perhaps we should ask students to follow the action research cycle: practice/reflect/revisit. The methodology we chose for our own research actually fulfils the needs of the students whose work we are researching. 

Each undergraduate performance process offers the student a chance to reflect upon but also to revisit their mode of devising/rehearsal work. In suggesting an action research approach to student reflection we are encouraging a careful re-evaluation and improvement of practice. This is clearly related to student consideration of short- and long-term intentions (see section on `Narrative traditions'). 

Interestingly, a consideration of action research methodology (Elliot, 1991) offered us clear ideas on sharpening the ways in which data are collected within the journal. We would now propose that in line with our thoughts on reflective practice students are made aware that they are collecting data about their own professional progress. 

Outcomes of Research Project 

Our consideration of theoretical texts has certainly enabled us to construct a rationale for reflective journals. We believe that, to our satisfaction, we have located this educational practice in a `concept of [wo]man and the world'. We have undertaken appropriate practical research. In addition, we believe we are able to offer better guidelines for students engaged in compiling reflective journals as a result of analysing our practical and theoretical research. 

We would propose that for the next stage of our research the following categories are proffered as guidelines to students. 

1. Reflect upon the structure and workings of the group/company and the nature of the group's social and historical setting (i.e. Lash's reflexivity and MacIntyre's history of the social setting). 
2. Reflect upon your role as an autonomous individual as a member of the group and as a creative artist (i.e. Lash's self-reflexivity, Taylor's self-interpreting animals, Schon's reflective practitioner). 
3. Place your work within the theoretical tradition of a practice and a knowledge of appropriate `expert-systems' (i.e. MacIntyre's tradition of a practice and Giddens's expert-systems). Critique these systems and your use of them, where appropriate. 
4. Reflect upon your work as part of your own narrative as a practitioner. This takes into account your short-term intentions and your long-term intentions. Consider yourself an action researcher, constantly refocusing your own practice (i.e. MacIntyre's unity of a life, Schon's reflective practice and Elliot's action researcher). 
We are now at the focus/reflection stage of our own action research. We hope that the implementation of these guidelines will enable students to reflect more cogently upon their own practice in the drama space. 

Future Stages 

Finally, there are several areas of enquiry that we wish to pursue in the next stages of our action research. These include: 

· offering new frameworks to our students as suggested earlier; 
· further consideration of `distanciation' in self-reflexivity and, closely connected to this, how students might `review' their own end products; 
· consideration of triangulation, another method of data collection common to action research, as a possible method of sharing data on particular rehearsals or events from several points of view. Student partnerships might further enable students to record and reflect upon each other's progress and peer observation reports might develop from the peer assessment work we are already piloting on one degree. A partner's report for instance, might encourage yet more critical reflection; 
· addressing alternative reflective options to the journal as part of the research enquiry. Options such as presentations, seminars and tutorials already exist in the degrees; 
· the journal as a conversation with the tutor about practice needs to be addressed further; 
· in the light of this first research into reflective journals including schools and post-16, it would be interesting to investigate spatial and temporal divisions of such reflective practice; 
· widening the research to include practice in other higher education institutions; and 
· further research into reflecting upon the `ineffable' and the artistic process. 
Note 
[1] This idea has political currency at present. The UK government has recently popularised the notion of `lifelong learning', particularly in their publication The Learning Age (Department for Education and Employment, 1997). Unfortunately, the concept is in danger of losing its power as the term has already become reductive through overuse. 
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