
NOTE

This online version of the thesis has slightly different page
formatting and pagination from the printed version held in

Griffith University Library. The content is otherwise exactly
the same.



Unravelling the Mystery:
A Study of Reflection-in-Action in

Process Drama Teaching

Joanne O�Mara

Bachelor of Education, Victoria College, Rusden
Associate of Trinity College, London (Speech and Drama)
Licentiate of Trinity College, London (Speech and Drama)

Master of Education, The University of Melbourne

Griffith University, 1999

DISSERTATION
Submitted in fulfillment of the requirements for the degree of Doctor of Philosophy

within the Faculty of Education at Griffith University.

December 1999



i

ABSTRACT

Unravelling the Mystery is a qualitative case study that examines the teacher researcher�s reflection-in-

action as she teaches using process drama.

The teacher-researcher taught a class of Year Seven students for a school year. She worked with the

students using process drama from 2-5 hours per week. All sessions were recorded and transcribed as

part of the reflective practice research. They were then examined to study how the teacher might use

reflection-in-action.

The data is written as a series of vignettes. The vignettes are used to illustrate reflection-in-action and

as a basis for discussion and analysis. In the thesis the data from five of these sessions is presented as

vignettes�these vignettes illustrating the teacher�s reflection-in-action process.

The analysis focuses on the reflection-in-action for the teacher. The vignettes and accompanying

analysis for the basis for an illustrative model of the scope of the teacher� reflection-in-action as she

works using process drama.

The study addresses the following questions:

• How might reflective practice inform my teaching?

• How can I as a researcher describe and document my reflection-in-action when working as a

teacher in process drama?

• What is the scope of my reflection-in-action when working as the teacher in process drama?

• How might an increased understanding of reflection-in-action be useful to teachers of process

drama?

These questions are considered in light of the analysis and literature review. The study concludes that

reflective practice is valuable to enable teachers to develop their practice. It recommends that this type

of research is beneficial to both develop models of practice and to improve the practice of individual

practitioners.
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1
Seeking Insight

�Insight, I believe, refers to that depth of understanding that comes by
setting experiences, yours and mine, familiar and exotic, new and old,
side by side, learning by letting them speak to one another�
Mary Catherine Bateson, 1994, p. 14.
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From Novice to Practitioner to Mentor

As a novice teacher I watched in awe as my mentor, Monica Morgan, engaged

with her class in process drama. An eager student, I constantly questioned her,

studied her approach and tried to put her curriculum into action in my classes.

Passionate about her work and patient with me as her apprentice, she would

describe in detail, at my insistence, how she constructed and created the dramatic

encounters she produced.  Yet, while she explained to me how she was managing

the class, how she was bringing together her ideas and experience of theatre with

those of Heathcote (1976) to produce her own way of working, there was

something incredible happening that was elusive to description, I could not

comprehend.

In these early years of my teaching, Monica would often discuss with me my

reflections on and recounting of my experiences as I struggled to make sense of

the complexity of the classroom. Our conversations helped me to bring some

sense to my practice, guiding me through uncertainties and insecurities, giving me

a strong framework with which to view and shape my work. Gradually, almost

imperceptibly, I developed a way of creating dramatic encounters in my

classroom, understanding what I might seek and how I might think as I worked in

process drama. With growing confidence and competence, I began to understand

intuitively the focus of Monica�s attention when she was creating drama.
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It was almost ten years later that I realised that what Monica and I had been doing

was working together as reflective practitioners�she as mentor, myself as

novice� unravelling moments of our teaching in drama through reflection in

order to improve, develop and survive our classroom practice. Schön�s (1983)

text, The Reflective Practitioner became a starting point for my initial research

into reflective practice, as I completed some ethnographic teacher research

focusing on �What happens in my Year Eight drama class?� Through this research

I began to understand what it might be to act as a reflective practitioner researcher

and how reflective practice might be documented. I was drawn into thinking about

reflective practice, how vitally important it had been to work through this model

in my initial teaching, and how it continues to be a source of revival to me as I

struggle with my development as a teacher of drama. My own work with novice

teachers revitalises memories of my early teaching, and I realise the importance of

my apprenticeship to Monica to the development of my teaching. I realise also

that not everyone is so fortunate to have such a mentor.

Schön (1983) describes the process of thinking about something while doing it as

reflection-in-action (p. 54). Reflection-in-action describes the element of

Monica�s teaching that I could not understand as a novice, her thinking and

sorting through the possibilities she saw in the classroom and the drama during

her decision making as she developed that drama. I began to develop my own

understanding of the classroom, a way of seeing what was there in that classroom

and a way of being able to utilise theatre forms to create what is now called
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process drama with my students. I was learning how to reflect-in-action as a

process drama practitioner.

Process drama is a form of drama education where the students and teacher are

working in and out of role to explore a problem, situation, theme or series of

related ideas or themes through the use of the artistic medium of unscripted drama

(O'Neill, 1995). While process drama is improvised in the sense that it is not

scripted, it can be a highly structured way of creating theatrical experience in the

classroom. This teaching methodology has developed primarily from the work of

Dorothy Heathcote and Gavin Bolton, although the usage of the term can be

traced to O'Toole (1989, 1991) and O'Neill (1991, 1995). Teachers� work in

drama practice tends to be individualistic and idiosyncratic, so when practitioners

follow models created by others they approach it uniquely. This uniqueness in

teaching styles extends to individual classes. If a drama to be working in process,

it must be open to the possibilities which unfold as it is experienced rather than

working towards a pre-determined outcome (Taylor, 1995a). Even if the

practitioner uses the same material with different groups, the drama will be

experienced uniquely according to how the group shapes their experience.

Reflection-in-action drives process drama practice. Schön writes that it is �central

to the art through which practitioners sometimes cope with the troublesome

�divergent� situations of practice�(p. 62). When teaching process drama the

teacher is constantly dealing with divergent practical situations and relying upon
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reflection-in-action to make sense of their situation to make decisions for action.

Process drama begins with an �impulse for action� or pre-text (O�Neill, 1995, p.

23) and works as �spontaneous improvisation�(O�Neill, 1991).  �However it

originates�, writes O�Neill (1995), �the text of any improvised drama is clearly

not a prior document, but a kind of animating current to which the actors submit�

(p. 23-24). As the teacher, one cannot chart precisely the flow of a current prior to

its animation. Rather, the teacher finds the impulse for animation and then must

work in action, making decisions based on their reflection-in-action to guide the

current�s flow.

Schön sees that reflection-in-action tends �to focus interactively on the outcomes

of action, the action itself, and the intuitive knowing implicit in the action�(1983,

p. 56). Reflecting-in-action while working in process drama, a practitioner might

ask: �What choices are available to me?�, to set the range of possibilities for

action; �If I make this decision, what might happen?�, to consider the outcomes of

the action; and �This has worked before, I wonder if it will work in this

situation?�, to consider how previous knowledge and experience might be applied

in this new situation. Reflection-in-action is a description of intuitive

understanding of how to act as a practitioner (Schön, 1983, p. 276). When Monica

worked as my mentor in helping me to unravel my messy classroom problems,

she was teaching me what to look for and how to deal with situations and complex

problems I was facing in my process drama teaching. Because each situation I

would find myself in was unique, she was not giving me set rules to follow, but
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guiding me towards developing my own artistry in teaching, prompting me

towards what might be important to consider and understand for my work to

develop. Ultimately, through teaching me how to deal with the practical situations

of uncertainty I faced in my work, she was leading me to develop my awareness

of the teaching act and the classroom situation. I was developing my ability to

reflect-in-action as I taught using process drama.

Purpose of the Research

The purpose of this research is to examine the nature of reflection-in-action for

the teacher in process drama. Because reflection-in-action, like process drama

itself, is elusive by its nature, the inquiry examines how reflective practice might

be used as a research method to focus upon reflection-in-action. The research is

presented as a case study of my own processes of reflection-in-action when

teaching process drama. This study was conducted in 1996, when I worked for the

entire school year with a class of Year Seven students as their drama teacher. The

students were partners in the research, illuminating to me the effects of my

teaching through their insightful comments and observations of our work together

in class. Through the use of narrative vignettes, documenting moments of

teaching the process drama Mystery Pictures, I have described and analysed my

reflection-in-action. From this description and analysis I have developed a model

of my reflection-in-action as I teach process drama. The model maps the diversity

of my concerns as I engage in the act of teaching process drama, the scope of my

attention as described in the vignettes.
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Any analysis of elusive phenomena such as the scope of reflection-in-action, must

be, by its nature, incomplete. Schön (1983) highlights that when practitioners

reflect-in-action, they are describing their own intuitive understandings and

displaying artistry in their practice. He writes that it is impossible to describe

reflection-in-action itself, noting that there �is always a gap between such

descriptions and the reality to which they refer� (p. 276). Schön notes that when a

practitioner displays artistry:

Their intuitive knowing is always richer in information than any
description of it. Further, the internal strategy of representation,
embodied in the practitioner�s feel for artistic performance, is
frequently incongruent with the strategies used to construct external
descriptions of it (p. 276).

The fact that reflection-in-action is occurring intuitively and instantaneously in

moments of practice means that it is only possible to describe and illustrate it

through the use of another medium, in this case the writing of narrative vignettes.

Capturing thinking as it occurs is at present impossible. Accepting this as a

constraint of the study, I have studied my reflection-in-action when working in the

classroom and recaptured as many aspects of the process as possible in my

descriptive reconstruction of moments of this reflection-in-action.

During the fieldwork my reflective practice research was focused on problems of

practice and emergent themes from the classroom. Since completing this

fieldwork, I have reviewed and analysed the data, and subsequently studied the

way in which I make decisions in practice. Considering my work over the year in

its entirety, I have come to recognise the patterns in the way that I work, and have
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sought to analyse these patterns in terms of the practical theories of drama

education that are driving these behaviours. Presenting myself working and

reflecting-in-action in classroom moments through the vignettes illustrates the

way in which I use process drama in the classroom. My analysis of these vignettes

provides an outline for practitioners seeking to understand the quality of

reflection-in-action, pointing to the scope of attention for this teacher working in

process drama, this being a major purpose of the research.

Research Questions

The major purpose of this research being to examine the nature of reflection-in-

action for the teacher in process drama, the research questions focus specifically

on reflection-in-action, its relationship to process drama teaching and how this

might be researched. The research addresses the following questions:

•  How might reflective practice inform my teaching?

• How can I as a researcher describe and document my reflection-in-action

when working as a teacher in process drama?

• What is the scope of my reflection-in-action when working as the teacher in

process drama?

• How might an increased understanding of reflection-in-action be useful to

teachers of process drama?

These four questions are the focus of the study, and drive both the presentation

and discussion of the research findings as well as the research methodology. I
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consider reflective practice as a research methodology (a concern addressed in

�How might reflective practice inform my teaching?�) as well as contributing to

the theory and practice of drama-in-education by developing an initial theoretical

framework for the nature of reflection-in-action in process drama teaching. The

reflection-in-action vignettes are in chronological order from one particular

process drama, although the entire drama is not described due to space limitations.

This decision has been made deliberately to examine how the teacher�s attention

may shift during one process drama unit. I am also concerned to illustrate the

evolution of the process drama as a result of the decisions made by the teacher as

a result of her reflection-in-action and the qualitative inquiry process.

Place of the Study

This research makes a contribution to both reflective practice research and process

drama research. The research connects directly to the work of Dewey (1928,

1933) as developed more extensively by Schön & Aygris (1974), Aygris & Schön

(1996) and Schön (1983, 1987). It links to Schön�s work on reflective practice by

applying his work on reflection-in-action to a specific field of educational practice

where reflection-in-action is a vital component of that practice. Schön (1983)

suggested that further research was needed into the nature of the process of

reflection-in-action (p. 320). This suggestion applied to all fields of professional

practice. Specifically in education he felt that if teachers could elucidate their

practice they may, �by the very task of describing their understanding of a

task...restructure it� (p. 321). He did however point out that researching reflection-
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in-action would be very difficult and that for individual practitioners seeking to do

this there would be a fear of exposure and failure (p. 321).

This research is located in the field of process drama where it follows directly

from the work of Taylor (1992/1998) in reflective practice research in process

drama and Edmiston (1991) in reflection in process drama. Edmiston�s study of

how the teacher deliberately structured opportunities to reflect into the process

drama work both reinforced the value and necessity for the teacher to provide

opportunities for the participants to reflect on their action in the drama and

considered the excellence that Heathcote achieved in this regard. By considering

the nature of the teacher�s reflection-in-action while teaching process drama, this

study builds on Edmiston�s work to understand the types of reflection which occur

in process drama.

This research follows that of Taylor to develop reflective practice as a valid

research form for researching artistic practice. His initial (1992) study considered

the nature of his classroom practice with his students, focusing on his planning

and structuring of the classes. Since the initial study, Taylor (1996, 1998) has

completed a great deal of work in developing the use of reflective practice as a

research paradigm. Taylor (1998) argues that, �if teachers can empower

themselves to believe in their own capacity to act as researchers, if they can

generate faith in their own ability to observe and reflect critically on their work,
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then they are capable of effecting change in their own educational settings� (p.

129).

It has been recognised that reflection-in-action is a vital component of teacher

mastery if a teacher is to work in process drama (Peters, 1995; Taylor, 1998;

O�Neill, 1998). While reflection-in-action is individual and highly idiosyncratic,

the necessity of its mastery is important for any competent professional (Schön,

1983). Peters (1995) argues that a high degree of mastery of theatre form

combined with the capacity to reflect-in-action successfully to account for the

multitude of factors arising in any given moment of practice, can be seen as a

mark of competence in drama teaching. Understanding how reflection-in-action

might occur for a teacher working in action with her students, is therefore a vital

step for us to take as we deepen our understanding of professional practice in

process drama teaching.

The study fits into the wider field of process drama research, drawing on the work

of O�Toole (1991), O�Neill (1992), Scheurer (1995), Manley (1995), Warner

(1995), Flynn (1995), Prior (1997), Winston (1997) and Bolton (1998) who have

all researched different aspects of process drama. In the cases of O�Neill, Bolton

and O�Toole, their work was vital to the development of both the term Process

Drama and the analysis of it as a distinct art form. The studies of Scheurer,

Warner, Manley, Flynn and Prior all considered various aspects of process drama

classroom practice through case studies of process drama:
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• Focusing on an exemplary process drama practitioner (Scheurer);

• Using process drama with the hearing impaired (Manley);

• The nature of engagement in process drama (Warner);

• How an outside artist might collaborate with a classroom teacher in process

drama (Flynn);

• Challenging student teachers� notions of effective process drama teaching

(Prior);

• Process drama and moral development (Winston).

My study fits into this tradition, using a classroom based case study to build upon

our understanding of process drama through a study of a specific aspect of process

drama teaching� the nature of reflection-in-action for this teacher as she works in

process drama.

While having methodological and theoretical similarities to other studies, this

study stands apart as having a different focus. This research is the first to my

knowledge that has attempted to examine the nature of reflection-in-action for the

teacher in process drama.

Importance of the Study

While reflection-in-action has been acknowledged as vital to process drama

teaching (O�Neill, 1998; Taylor, 1998), it has not to my knowledge been

addressed as the focus of research. This study is important because it addresses
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the nature of reflection-in-action, developing an initial theoretical framework to

describe the scope of reflection-in-action for the teacher as she works.

This study is important to help demystify classroom practice through its recreation

of the teacher�s thought processes in moments of process drama teaching. The

work illustrated has both highly successful and less successful moments the

analysis considering how my reflection-in-action contributes to the degree of

success of my actions. This study has made me more highly aware of my own

intuitive processes and attentive to the scope of my reflection-in-action. Schön

argues that:

When a practitioner does not reflect on his [sic] own inquiry, he
keeps his intuitive understandings tacit and is inattentive to the limits
of his scope of reflective attention. The remedy to the mystification of
practice and to the constriction of reflection-in-action is the same: a
redirection of attention to the system of knowing-in-practice and to
reflection-in-action itself (p. 282).

Through providing a model of a practitioner�s reflection-in-action when teaching

process drama, it is hoped that experienced practitioners will use this as a basis for

viewing and reviewing their own practice.  The study is also aimed to help novice

practitioners by guiding their understanding of what might be important sources

of attention for them in the classroom.

The study has broader implications for teaching practice generally, as competence

in teaching relies upon reflection-in-action and developing the skills to work in

the moment with the students and conditions at hand. While this is accentuated in
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process drama, it is still a necessary factor for teachers of other subjects. The

classroom is a site for unpredictable situations of novelty and uncertainty.

Finally, I present this work in the spirit of Heathcote's (1972) proposal for opening

up practice to other practitioners, "allowing one's work to be open to scrutiny

knowing it will not be torn apart, but valued for what it did achieve and built on

by examination" (p.28). This research is my attempt to do this.



2
Creating Connections

�Familiarity breeds a sense of equality if not contempt. We deem
ourselves on a par with things we daily administer�
John Dewey, 1929, p. 13.
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The Research Questions and the Literature Review

This thesis examines the nature of reflection-in-action for the teacher in process

drama, focusing specifically on the research questions:

• How might reflective practice inform my teaching?

• How can I as a researcher describe and document my reflection-in-action when

working as a teacher in process drama?

• What is the scope of my attention of reflection-in-action when working as the

teacher in process drama?

• How might an increased understanding of reflection-in-action be useful to

teachers of process drama?

These questions drive  the construction and the content of the literature review. The

review begins with a discussion of reflective practice, locating it within pedagogical

theory and practice. I briefly outline how theory and practice have become separated

from each other, and discuss some of the impact that this has had on practice,

education and process drama. This general discussion moves on to a detailed

discussion of reflective practice, focusing on the elements which constitute reflection-

in-action. The relationship between reflective practice and process drama is then

highlighted, concentrating on the importance of reflection-in-action to process drama.
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PRACTICE AND THEORY IN EDUCATION

The Separation of Practice and Theory

The daily routine of teaching can close down the sense of surprise and wonder in

teaching practice, familiarity can breed contempt. I remember my first encounters

with educational theory as an undergraduate, and the struggle to insert theory into the

educational diet I was administering my first students. I remember the sense of

hopelessness I often felt in the classroom, the lack of control I felt over the class, the

curriculum, my situation. With practice, the basic act of teaching became familiar,

and I felt equal to it. But it has been through de-familiarisation of my daily practice

through reflection and the articulation of my reflection-in-action that theory and

practice have merged for me. This use of reflective practice has uncovered a

fundamental question: Why are theory and practice generally treated as separate

entities?

Dewey (1929) argues that theory and practice have been positioned in opposition to

each other. He argues that the �depreciation of action, of doing and making, has been

cultivated by philosophers� (p. 4). Work is constructed as �onerous, toilsome,

associated with a primeval curse� (p. 5), a necessity performed under compulsion,

while intellectual activity is associated with leisure. Work is seen as a necessary evil,

associated with negative metaphors and images. Dewey claims that the separation of

practice and theory has resulted in theory being associated with the intellect, and

positive images of leisure, while practice is linked to work and the negative images

it evokes.
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Cartesian dualism has contributed to this separation of theory and practice by seeking

and valuing the intellect above the body. Irrefutable truths are sought and valued. The

role of the body in understanding is discounted. Facts, the knowable, the

reproducible, seem controllable and therefore to be secure. Dewey argues that as

practical security is relative, the "arts [methods] by which man [sic] attains such

practical security are looked down upon" (1929,  p. 8). Practice is insecure. The

conditions for practice are variable and unpredictable, and practical activities are

often viewed as ephemeral and lacking rigour.

Scientific Knowing, Belief, Judgements and Practice

Scientific knowing, equated with a rigorous search for fixed realities, is seen to be

more reliable and therefore superior to other forms of knowing (Polanyi, 1962, 1964).

Traditional philosophy, �glorified the invariant at the expense of change� (Dewey,

1929, p. 17). The fundamental requirement of good scientific research is creating

reproducible results. Science has been very successful at framing its findings as

constant truths. Polanyi (1962) points out however that scientific truths are only

constant while the frame of reading them is constant. When these frames change,

former knowledge becomes obsolete. He argues that the extensive laboratory training

in science courses is proof of the need for training from expert to novice,

demonstrating the extent to which the �art of knowing has remained unspecifiable at

the very heart of science� (p. 55). Has science made a huge error by separating its

theory from its practice in this way? Certainly it is difficult for scientists to report on

hunches or feelings that they may have regarding their research, particularly before
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they have proved them in the scientific sense (Bingham, 1998). Einstein hints

towards artistry in the art of scientific knowing in his much quoted statement,

�Imagination is more important than knowledge� (Gardner, 1993).

For belief and judgement to gain the status of knowledge they must be reproducible,

unchangeable in the manner of science (Dewey 1929, 1938). Practical activity always

involves change, varying essentially from instant to instant, moment to moment.

Dewey argues that the aim of mastering practice is to "gain the kind of understanding

which is necessary to deal with problems as they arise" (1929, p.17). The approach

needed to deal with the uncertain, unknowable, novel situation is a way of working

in the world which is open to shift and change. Moments of shift and change are not

reproduced exactly in every instance of similar practice, nor are they reducible to

specific formulae or equations, even in the practice of a scientist or a philosopher.

Practical work can never be reduced to a set of communicable axioms because the

territory of practice, with its eternal fluidity, its lucid, viscous boundaries is the

dynamic, changing world. �Practical activity deals with individualisation and unique

situations which are never exactly duplicable and about which, accordingly, no

complete assurance is possible." (Dewey, 1929a, p. 6). Practice does not have the

status of theory as it cannot be quantified.

Practice and Professional Standing

Professions are valued in accordance to the extent that they are based on scientific

thought. Schön (1983) quoting Glazer (1974) argues that the �major professions are
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disciplined by an unambiguous end� health, success in litigation, profit� which

settles men�s  [sic] minds� (Glazer, 1974, p. 363). He argues that professions such

as law and medicine operate in stable institutional contexts and are grounded in

systematic, fundamental knowledge, of which scientific knowledge is the prototype.

They may have a �high component of strictly technical knowledge based on science

in the education which they provide� (Glazer, p. 349 in Schön, p. 23). In contrast, the

minor professions such as teaching, suffer from �shifting ambiguous ends and from

unstable institutional contexts of practice, and are therefore unable to develop a base

of systematic, scientific professional knowledge� (Schön, 1983, p. 23). He asks, �If

applied science consists in cumulative, empirical knowledge about the means best

suited to chosen ends, how can a profession ground itself in science when its ends are

confused or unstable?�(p. 23). Education in Australia, as demonstrated by election

rhetoric, relies on political whim for funding, so it is difficult to achieve complete

institutional stability. Teaching has its base in constantly changing and shifting

situations, particularly drama education which works essentially in the moment.

I can remember my difficulties as a novice teacher writing aims and objectives in my

lesson plans, thinking the ultimate aim of my teaching was �for the students to

become articulate and literate, well-balanced citizens who were prepared to question

society and work towards justice and equality�. I can remember the realisation that

it was impossible to measure the success or failure of these aims after a 45 minute

session with the students. At this point, like the students Prior (1997) studied, I was

unable to bring my understanding of educational theory into my practice of teaching.
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Bound by the form of the outcome driven lesson plan, I lacked the confidence to

drive my own practice forward in a less quantifiable way, unable to accept that

teaching was a fluid and dynamic task which could not always be quantified. In order

to increase its aura of professionalism, the teaching profession often attempts to

reduce the act of teaching to a series of quantifiable procedures. This ignores the

complexity of  the theoretical aims of teaching and the practical work completed in

the classroom.

THE EDUCATIONAL IMPLICATIONS OF THE SEPARATION OF

THEORY AND PRACTICE

Dewey (1929) argues that being exclusively theoretical �makes no difference

anywhere� (p. 39). To be exclusively theoretical seems impossible, as I see the

relationship between theory and practice as inextricably woven together, theory the

warp, practice the weft. Even though we can extrapolate theoretical principles from

practice their application is limited. Dewey suggests that:

Our depreciatory attitude toward "practice" would be modified if we
habitually thought of it in its most liberal sense, ...if we surrendered
our customary dualism between two separate kinds of value, one
intrinsically higher and the other inherently lower (1929a, p.32).

The separation of theory from practice and the status given to theory creates a

hierarchical model of professional knowledge.
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This hierarchical model of professional knowledge has separated research from

practice. Schön (1983) describes the carefully defined relationships of exchange that

exist between researchers and practitioners:

Researchers are supposed to provide the basic and applied science
from which to derive techniques for diagnosing and solving problems
of practice. Practitioners are supposed to furnish researchers with
problems for study and with tests of the utility of research results. The
researcher�s role is distinct from, and usually considered superior to,
the role of the practitioner (p. 26).

Practitioners become the consumers of the theories made by the researchers based

upon the practice of the practitioner. The relationship between the practitioner (as

servant and consumer) with the researcher (as evaluator and diagnostician) sets the

researcher in a position of greater power and prestige.

This dynamic is played out in the value placed by the universities on publication and

research rather than teaching. Gitlin and Russell (1994) note that:

Over time, as research knowledge became seen as the form of
legitimate knowledge, the influence of those who based their
knowledge on experience was curtailed... While it is true that
experiential knowledge has currency within some local contexts, such
as schools, at the policy level it carries little weight (p. 192).

Faculties are encouraged to focus on research, with funding rewards sometimes given

to faculties who carry out more research. Additional funding is given to universities

who secure the largest external grants. My observations of the Australian university

system suggest that academic prestige seems to be attached to scholarship that attracts

large grants from the national funding body, the Australian Research Council, and
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teaching is not valued. Bolton (1992) notes the high number of key appointments in

teacher education institutes that are filled by those who have a Ph.D. without a

consideration of classroom experience, arguing that �the myth that evidence of

doctoral research has greater validity than the evidence of sound practice is being

perpetuated...�(preface). Hoepper�s (1996) study of three tertiary drama education

programs supports Bolton�s claims. Hoepper writes, �It seems reasonable to surmise

that none of these appointments was made on the basis of artistic practice� (p. 108).

In the field of tertiary drama education, the university�s emphasis of research over

practice means that  the excellent faculty teaching and the artistry of staff are largely

ignored, with faculty being evaluated solely in terms of their research output. Theory,

research and practice are split and differently evaluated, thus restricting the direction

in which faculties can grow.

The Divergence of Research and Practice and the Drama Classroom

The divergence of research and practice exacerbates the practitioner�s
dilemma which [sic] I have called �rigour or relevance�, and tempts the
practitioner to force practice situations into molds derived from research
(Schön, 1983, p. 308).

The devaluation of practice impacts greatly upon subjects like drama education which

are eclectic in content and live in practice. There is a perception that drama has a lack

of theoretical output. Tertiary educators in the arts are often disadvantaged with

respect to their colleagues, as much of their extra work may be in producing art

exhibitions, theatre pieces and musical performances, which are time consuming

intellectual acts but lack the status of another academic text. Art works generally do
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not count towards promotion and tenure, so academics in the arts often neglect their

practice. This hierarchy continues in the secondary schooling system, as seen in the

implied value given to subjects within the school curriculum (Gitlin & Russell,

1994). Subjects such as mathematics and science are often perceived to be more

rigorous and difficult, and given more credit in terms of university entrance. English

Literature is considered more difficult than General English, with its focus on

utilitarian types of writing. The arts are sometimes seen as less important. I believe

that this is because they are both practical and non-utilitarian. They are not designed

to be useful in the survival sense (as opposed to practical subjects such as woodwork,

home economics and textiles), but are instead a physical expression of thought and

emotion. The devaluation then occurs because being practical without a utilitarian

purpose is seen as less valuable than other practical subjects, (�You can always fall

back on your typing, but acting is risky business�). To counter this, educators of

practically based subjects emphasise the theoretical side of their subject and attempt

to squeeze their work into frameworks with measurable outcomes.

The traditional place of the arts, aesthetically as a form of worship in the Catholic

Church (paintings, rituals, music, poetry, incense and other aesthetic experiences

which are religious ritual)  creates an interesting exception to this in the Catholic

schooling system. The arts are accepted and valued�practicing the arts is an

important aspect of contemporary religious life. I have noticed that many Catholic

schools generally place value on the arts as part of their curriculum. The school in
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which this research is set fits this model, with the principal affirming all artistic

practice, as much for her embracing of the difficult questions often raised by the arts,

as for its aesthetic value.

Advocacy of drama education reveals a great deal about its vulnerability. Charting

the development of the Drama Australia (formerly the National Association for

Drama in Education) Journal, I noted the extent to which the association is concerned

with advocacy. The first issue begins with strong advocacy statements (Scott, 1976;

Stevenson, 1976; Foulds, 1976 and Burleigh, 1976). This preoccupation continues

throughout the NADIE Journal, giving a sense that drama education must constantly

market itself in order to survive. Marketing the arts does little to demystify the nature

of artistic practice. The arts are often marketed as utilitarian. I have fallen prey to this,

emphasising public speaking skills (O'Mara, 1993) and drama�s use in teaching other

subjects (Damascus College Curriculum, 1994). O'Toole (1997, Sydney) shows how

drama automatically teaches the Mayer competencies, and drama�s use across the

curriculum is well documented (Elliott, 1976; Fogarty, 1979; Gray et. al., 1980;

McCann, 1981; Burns, 1981; Lovell, 1982; Neilsen, 1984; Wesley-Smith, 1983).

These moves, while being intelligent acts of advocacy and survival, become a

preoccupation of drama educators. This is often at the expense of sharing practice.

The Artistry of Problem Solving and Finding

The processes required in artistic thinking and emotion are not generally recognised

as a way of knowing. Individuals with a high level of artistic skill are often perceived
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as �talented� and that their abilities are innate rather than learned (Gardner, 1983).

An implication of this viewpoint is that artistry is elusive and cannot be taught.

Polanyi (1962) claims that artistic practice is unable to be reduced to rules, or a set

of formula:

Rules of art can be useful, but they do not determine the practice of
an art; they are maxims, which can serve as a guide to an art only if
they can be integrated into the practical knowledge of the art. They
cannot replace this knowledge (p. 50). 

While there are not rules in the way that there are mathematical rules, there are ways

of attending to art works, ways of using the metaphoric artistic forms, and practical

knowledge of the art form, which can be learnt through practise. Greene (1992)

points out that to be what she describes as �fully present� in attending to an artwork:

depends on understanding what is there to be noticed in the work at
hand, releasing imagination to create orders in the field of what is
perceived, allowing feeling to inform and illuminate what is there to
be realised, to be achieved (p. 4).

Developing skills to notice what is there to be noticed are skills of artistic

appreciation which can be taught to individuals through practice in the artwork and

developing a sense of a way of seeing that artwork.

Releasing the imagination, to be fully present, to see what there is to be realised,

echoes Schön�s (1983) explanations of how gifted professionals sometimes display

artistry in their day-to-day practice, which begins with understanding what is there

in the practical situation to be noticed. He argues that �professional practice has at

least as much to do with finding the problem as with solving the problem found� (p.

18). �If the art is not invariant, known, and teachable, it appears nonetheless, at least
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for some individuals, to be learnable�(p. 18). Schön argues that there is a crisis of

confidence in professional knowledge because there is �no satisfactory way of

describing or accounting for the artful competence which practitioners sometimes

reveal in what they do� (p. 19). He sees that:

Professionals have been disturbed to find that they cannot account for
processes they have come to see as central to professional competence.
It is difficult for them to imagine how to describe and teach what might
be meant by making sense of uncertainty, performing artistically, setting
problems, and choosing among competing professional paradigms, when
these processes seem mysterious in the light of the prevailing models of
professional knowledge (p. 19-20).

These processes also seem mysterious to novice practitioners, who can understand

some elements of practice, but cannot yet operate at the artistic level of performance.

It is this artistic quality that I found mystical in Monica�s  practice when watching

her. The complexity of the classroom and the changing nature of its dynamism can

not simply be managed by the application of steadfast rules. Even using teaching

strategies requires the teacher to have already analysed the situation at hand�

understanding what there is to be noticed and defining what the problems are in the

situation. The teacher must restructure the �complex and uncertain� situations into

a readable and manageable frame. Setting the problem and defining the situation are

the artistry as much as the action. 

Eisner�s (1985) claim that �Rationality includes the capacity to play, to explore, to

search for surprise and effective novelty� (p. 186) concurs with this. Eisner sees that,

�Such activities are not necessarily contrary to the exercise of human rationality; they

may be its most compelling exemplification�. Certainly, in the case of professional
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practice, seeking the problem and understanding the situation at hand require

rationality, even though the thinking may be elusive, artistic, or even playful. As

Eisner states, �What diminishes human rationality is the thwarting of flexible human

intelligence by prescriptions that shackle the educational imagination� (p. 186). The

imaginative and elusive decision making and problem setting of professional practice,

 occurring as a result of reflection-in-action, may be its most important aspects.

Practice and Institutions

It is a premise of this thesis that we construct theories of operation in the world from

 our practical experience of the world. These constructed theories, based on real-life

experience become our operating principles. All practice is rooted in theory.

Proponents of critical theory argue that practice must be considered in terms of the

institutional and societal constructs which shape the practitioners� approaches to their

work. Freire (1970, 1982) sees that an understanding of praxis, combined practice

and theory, enables the practitioner to arrive at a greater understanding of their

actions. Giroux (1992) argues that �Central to the development of a critical pedagogy

is the need to explore how pedagogy functions as a cultural practice to produce rather

than merely transmit knowledge (p. 98). Part of what I have tried to do in the analysis

of my work is to pay heed to this, considering the cultural influences that have shaped

what I believe to be good practice as I recognise my personal tendency to embrace the

theoretical positions of others that fit in with my world view, or as hooks (1994) puts

it, �my lived experience of theorising�. She writes:
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When our lived experience of theorising is fundamentally linked to
processes of self-recovery, of collective liberation, no gap exists
between theory and practice. Indeed, what such experience makes
more evident is the bond between the two� that ultimately reciprocal
process wherein one enables the other (p. 61).

Reflective practice research is such a lived experience of theorising whereby

practitioners, through reflection on and in their work, can recover, recreate and

reconsider their actions. Where communities of practice reflect and attend to the

detail of their work, it can become a source of collective liberation.

REFLECTIVE PRACTICE

To practice� anything, playing the violin, extracting DNA in the
laboratory, rock climbing, doing Zen meditation, bathing the baby�
is to repeat what appears to be the same action over and over,
attentively, mindfully, in a way that makes possible a gradual�
almost imperceptible� process of change� Communities of practice
blur the line between aspirants and adepts because both are still
developing. To attend� even when attending means sitting on the
sidelines, like a medical student watching a surgical procedure� is
to become a participant (Bateson, 1994, p.115).

I remember my Nanna tirelessly teaching me to crochet lace as a child, repeating the

actions again and again as I watched her deft, 80 year old fingers and �the feel� she

had for the tension of the thread, the timing of the movement. I marvelled that she did

not seem to even look as she worked. I practised the stitches again and again, pulling

them out, adjusting them, changing the tension, aiming for the perfection of my

foremother, �If I just try one more time, moving the needle over a little...�.

Gradually, almost imperceptibly, my lacework developed and improved� I feel the

tension of the thread like Nanna explained, the relationship between thread, hook and
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lace coming together in my fingers, creating shape, design and texture. More recently,

I have taken this artistic sensibility for thread, acquired as a child, and applied it to

quilting, knowing almost instinctively the texture, feel, tension, sizing of the stitching

in this new art form. This artistic sensibility for thread is personal knowledge, able

to be brought into use in different contexts.

Personal Knowledge

Understanding personal knowledge is an important step to working towards a model

of a practitioner reflecting-in-action. Personal knowledge was named and explored

by Polanyi (1958), in an attempt to describe the art of knowing through an analysis

of how one comes to know and act. Essentially personal knowledge is that which �we

ourselves necessarily contribute in shaping such knowledge� (Polanyi & Prosch,

1975, p. 29). This is the �hunch� that leads to a particular investigation, the

knowledge of body which �feels� how to do something. Personal knowledge is

important in science as much as in the arts, as both rely on the acute use of the senses,

the �trained delicacy� of perception enabling �correspondence between the exact

predictions of science and the actual experience of our senses to which these

predictions shall apply� (Polanyi & Prosch, p. 31). The imagination of the scientific

sense becomes scientific knowledge through its testing in action and actual

experience in the world.
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Polanyi & Prosch point out that there are two different kinds of awareness. If I think

back to my Nanna crocheting lace, she does not watch the crochet hook, but feels for

what it is doing to the thread. She concentrates on the creation of the lace and focuses

on what she is making, not what she is doing. She is not watching the hook in the

palm of her hand, �but watching something else by keeping aware� of it (p. 33).

Polanyi & Prosch describe this as a �subsidiary awareness� of the feelings in the hand

which is merged into the �focal awareness� of making the lace. They argue that

perception works in the realm of subsidiary awareness when we are focusing on

something else. If I think of my perception when using process drama, in my best

teaching my focal awareness is on the creation of the process drama artwork, this has

my focal awareness, my full attention.  My subsidiary awareness is my peripheral

sensitivity to the other aspects of the work� the class and its needs, the space where

we are working, the time frame.

Personal knowledge constantly changes and develops as practitioners practise and

become more skilled and adept at their work. �Personal, tacit assessments and

evaluations are required at every step in the acquisition of knowledge� (Polanyi &

Prosch, p. 31). The use of personal knowledge, the hunch or feel for the thing at hand

is an integral part of reflection-in-action. Teaching as a profession needs to develop

an increased awareness and acknowledgment of the importance of personal practical

knowledge in the training and continued professional development of teachers.
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Indwelling

Reflection-in-action often occurs as a form of indwelling. Indwelling is a term

developed by Polanyi to describe how we rely on our subsidiary awareness while

attending to something else, as in the case of my grandmother relying on her

awareness of what she is doing with her crochet hook in attending to the lace created

at the end of it. We assimilate this information into our body. Polanyi (1974) argues:

In this sense, subsidiary knowledge is held by indwelling. We
comprehend the particulars of a whole in terms of the whole by
dwelling in particulars; or, in other words, we grasp the joint meaning
of the particulars by dwelling in them (p. 123).

By focusing on the pattern of the lace and imagining the design complete, the

subsidiary knowledge of how to deal with the tools is held as a part of this act. It can

be a part of reflection-in-action, because the practitioner may come to an

understanding in action through dwelling in the action itself.

Indwelling is an act of the imagination and I believe it is at the heart of what we do

in process drama, where often the focus of attention of the meaning of the drama is

arrived at by focusing on something else. Polanyi, (1974) describes that we can

understand the mind of another �by attending to his [sic] mind by dwelling in its

manifestations. Such is the structure of empathy�(p. 127). He argues that this alone

can establish a knowledge of other minds. He gives the example of how we rely

constantly on our bodies as a means for observing and manipulating objects yet:

we rarely attend to our own body as we attend to an external object...
We may identify, therefore, our knowing of something by attending to
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something else with the kind of knowledge we have of our own body
by dwelling in it (p. 142).

So when we rely on being aware of some things as a way of attending to other things,

Polanyi (1974) would argue that we have assimilated these things into our body.

Indwelling can be used to develop a concept of knowing as:

we know the clues of perception by dwelling in them when we attend
to that which they jointly indicate; and that we see the parts of a
whole forming the whole by dwelling in the parts. We thus arrive at
the conception of  knowing by indwelling (p. 142).

Polanyi argues that indwelling operates on all levels of reality, that when we know

living things, our indwelling �enters into an especially intimate relation to that which

it knows�(p. 142). He sees that we can come to know another�s mind by rehearsing

their actions. �Knowing a man�s [sic] mind is then to experience the joint meaning

of his actions by dwelling in them from outside�(p. 143). Polanyi argues that this is

�a theory of knowledge which tells us how we can both know and experience the

higher intangible levels of existence, which a positivistic empiricism refuses to

recognise� (p.143). Given that indwelling is outside the realm of positivism, it is

difficult for such a theory to find general credence, since the knowing of indwelling

is not the kind of knowing that positivists rely upon for reproducible, proven answers

to their questions.
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Characterisation in drama operates using a form of indwelling to know the minds of

characters, to understand the complexities of plot and see the world from another�s

point of view. Individual character development is generally not important in process

drama, although it can build up an understanding of a character, point of view or a

theme by living in moments of a character�s situation and choices. Through this,

students come to know the motivation and action of the character. Indwelling is

closely related to Heathcote�s descriptions of moving from the particular to the

universal in process drama. She argued that through coming into an understanding

of a particular person or set of circumstances, one could generalise these moments

into an understanding of broader human experiences. Heathcote (1983)  writes:

It's the pressure, or the authenticity, of that dramatic moment which
creates the new knowledge, that makes the different connections, and
that suddenly brings connections that have been dormant in my
previous knowledge into active use in making sense of new
information I encounter (p. 695).

These connections are the result of indwelling in the dramatic world. Through the

dramatic moment we rehearse the actions of such a moment and experience the joint

meaning of those actions by dwelling in them from the outside. Process drama

enables us to know and experience alternative viewpoints and realities.

In reflective practice research, through dwelling in moments of personal action, a

practitioner breaks those moments into their individual parts and comes to a greater

understanding of their own actions. Indwelling has been very important to this

research and is an important part of reflection-in-action.
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Tacit knowledge

When I describe the scope of the practitioner�s attention while reflecting-in-action,

I am largely describing the tacit knowledge which is brought into the reflection-in-

action, usually as subsidiary knowledge rather than the focus of attention. Tacit

knowledge is that which is known to the practitioner to such an extent that it is not

a part of conscious decision making when working in action. As a practitioner

develops expertise, their practice becomes increasingly tacit as they base their actions

on their personal practical knowledge of the field. Much personal practical

knowledge is tacit, feelings and hunches which are brought to bear on the decision

making process but not considered consciously by the practitioner. Polanyi (1966)

describes this as we can �know more than we can tell� (p.4). He suggests that tacit

elements form an indispensable part of all knowledge, but argues this is unrecognised

because the aim of modern science is to establish strictly detached objective

knowledge (p. 20). Certainly as a practitioner one must be aware of the tacit

dimension of one�s work and decision making processes.

Tacit knowledge includes personal practical knowledge and elements of practice that

have become tacit through routine and repetition. Schön (1983) writes:

With practise, a practitioner's knowing-in practice tends to become
increasingly tacit, spontaneous, and automatic, thereby conferring
upon him[sic] and his clients the benefits of specialisation (p. 60).

The benefits of experience and the growing tacit dimension to a practitioner�s work

in drama education are outlined by Peters (1995) who, while not using this term,
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charts elements that show a novice becoming a more experienced practitioner in

terms of their developing use of tacit (and other) knowledge.

The tacit spontaneity that may come through repetition and familiarity hold dangers

according to Schön (1983), who argues that through routine and tacit spontaneous

knowing-in-practice there can be a tendency to neglect reflection-on-action, to act

without thinking. Practitioners can develop �patterns of error� which they cannot

correct. Practitioners can also learn to become �selectively inattentive to phenomena

that do not fit the categories of [their] knowing-in-action�, become bored and burnt

out and �afflict [their] clients with the consequences of [their] narrowness and

rigidity. When this happens, the practitioner has "overlearned" what [they] know�

(p.61). Conscious attention to details of practice and the motivations of decisions

through reflection can enable a practitioner to recognise and correct over-learning:

Through reflection, he [sic] can surface and criticise the tacit
understandings that have grown up around the repetitive experiences of
specialised practice, and can make new sense of the situations of
uncertainty or uniqueness which he [sic] may allow himself to experience
(p. 61). 

Tacit understanding of practice brings positive benefits of increased confidence and

specialisation. The danger is that a practitioner, through overly relying on tacit

understandings, can narrow their vision and thinking about the problems of practice

and move into routine solutions and approaches. Reflection-on-action can work as

a way of re-gaining the sense of surprise and freshness of approach that characterises

a novice. This can enable practitioners to reconsider their practice, to develop an



Unravelling the Mystery Creating Connections

37

attitude of openness and experimentation towards their work while operating with the

benefits of experience and knowledge of the field.

Anticipatory Reflection

Van Manen (1991) outlines anticipatory reflection, which is the reflection we engage

in before an event. This includes all of the reflection a practitioner has done in

preparation for a particular activity; in the case of education, the reflective

preparation and planning a teacher might complete before a process drama class. 

Anticipatory reflection influences reflection-in-action because it provides some pre-

determined plans of attack. Anticipatory reflection is an open type of planning which:

�allows us to deliberate about possible alternatives, decide on
courses of action, plan the kinds of things we need to do, and
anticipate the experiences we and others may have as a result of
expected events or our planned actions (p. 101).

Anticipatory reflection works as a type of planning which enables us as drama

teachers to approach our students in a planned and prepared way, while leaving the

way open for spontaneity. Van Manen describes phenomenological research as an

attempt to:

�transform lived experience into a textual expression of its
essence� in such a way that the effect of the text is at once a
reflexive re-living and a reflective appropriation of something
meaningful (p. 36).

He sees that a reader of phenomenological text experiences the research through

anticipatory reflection. This occurs for the reader as they think ahead into the text,

this being a necessary part of their reflexive reliving of that text. In this way, the text
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of the research itself provokes the reader to engage in their own lived experience of

the research phenomenon, with the reader engaging reflectively in a lived experience

of the text.

Anticipatory reflection can equally be applied to process drama. Often students�

comments and responses in process drama indicate a form of anticipatory reflection

as they make suggestions in anticipation of potential events and turns of the dramatic

world. Anticipatory reflection works as a foundation stone for reflection-in-action in

the drama event.

Problem Setting and Framing in Practice

Much reflection-in-action is concerned with setting and framing problems. Schön

(1983) argues that in professional practice there is an emphasis on problem solving.

Professional practice is often taught in terms of having a certain number of problems

requiring choice, and these problems are solved through selecting from standard

solutions. He argues that �with this emphasis on problem solving, we ignore problem

setting, the process by which we define the decisions to be made, the ends to be

achieved, the means by which may be chosen�(p. 40). He claims that in practice

�problems do not present themselves to the practitioner as givens. They must be

constructed from the materials of problematic situations which are puzzling,

troubling, and uncertain�(p. 40). Practitioners have to make sense of situations which
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 initially make no sense, to move from situations of uncertainty to plans of action.

Schön (1987) outlines problem setting:

When we set the problem, we select what we will treat as the "things"
of the situation, we set the boundaries of our attention to it, and we
impose upon it a coherence which allows us to say what is wrong and
in what directions the situation needs to be changed. Problem setting
is a process in which, interactively, we name the things to which we
will attend and frame the context in which we will attend to them (p.
40).

Surveying the situation that presents itself and naming what is there to be dealt with

is the first step in professional practice. Much of this is performed tacitly by

experienced practitioners, as they skip to the heart of the problem. Schön argues that

it is reflection-in-action that enables practitioners to deal with �situations of

uncertainty, instability, uniqueness, and value conflict� (p. 50). Problem setting is an

integral part of the work of a teacher of process drama as the dynamics of the drama

are constantly changing. The success of the work relies upon the teacher�s ability to

re-set the problem through their reflection-in-action. Problem setting is also integral

to reflective practice research, as the practitioner acts on hunches and emerging

themes in the work to frame the problems and questions that they will pursue in the

research.

Knowing-In-Action

�Our knowing is ordinarily tacit�, argues Schön (1983), �implicit in our patterns of

action and in our feel for the stuff with which we are dealing� (p. 49). Our knowing

is in our action. Schön argues that to consider that there is a kind of knowing specific
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to intelligent action, one has to put aside the traditional separation between theory

and practice and stop thinking of intelligent practice as �an application of knowledge

to instrumental decisions�(p. 50). If we think back to some of the consequences of

the separation of theory and practice in terms of the devaluation of practice, it

becomes obvious that one of the consequences of the devaluation of practice for

educational drama has been a lack of acknowledgment from the field of education of

the extent that in process drama our knowing is in our action. Through our actions

in moments of drama practice, participants move from a state of knowing-in-action

to acquiring knowledge-in-action when they theorise about their knowing-in-action.

In reflection-in-action, �One must use words to describe a kind of knowing, and a

change of knowing, which are probably not originally represented in words at all� (p.

59). Schön describes the movement into professional practice as occurring in stages,

the novice practising to improve their work. Through practise, a practitioner�s

knowing-in-action becomes �increasingly tacit, spontaneous, and automatic� (p. 60).

Peters (1995) charts this movement from novice to practitioner in drama teachers. My

initial illustration of my wonder at Monica�s practice when I began my own work

demonstrates the early stages of a practitioner�s work. As I watched I gradually

became more skilled myself, although there would be a point where I could

intuitively do more than I could describe, where my knowing-in-action became

increasingly tacit, automatic and spontaneous. The vignettes describe and interpret

my reflection-in-action, explaining in detail that which is normally tacit and

spontaneous.
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Reflection-in-action

Although reflection-in-action is an extraordinary process, it is not a rare
event. Indeed, for some reflective practitioners it is the core of practice.
Nevertheless, because professionalism is still mainly identified with
technical expertise, reflection-in-action is still not generally accepted�
even by those who do it�as a legitimate form of professional knowing
(Schön, 1983, p. 69).

As described previously, reflection-in-action is the process of thinking about

something while doing it. It is the artistry of practice, which enables practitioners to

�cope with the troublesome �divergent� situations of practice� (Schön, 1983, p. 62).

Schön (1983) describes that in order to reflect-in-action, a practitioner must allow

themselves to �experience surprise, puzzlement, or confusion in a situation which he

[sic] finds uncertain or unique� (p. 68). Through reflecting on the current situation

and prior knowledge the practitioner carries out a kind of experiment which serves

to generate  a new understanding of the phenomena and a change in the situation (p.

68).  This bringing together of professional knowledge in a new situation while

decision making in that situation is reflection-in-action.

If a practitioner considers themselves a technical expert, dealing with constant

problems, they may shut off their openness to reflection, their acknowledgment of the

uniqueness of the different professional cases with which they deal. Schön sees that

these practitioners have become skilful at disregarding novel elements of the situation

and are attempting to control what is happening to preserve the constancy of their

knowledge in practice:
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For them, uncertainty is a threat; its admission is a sign of weakness.
Others, more inclined toward and adept to reflection-in-action,
nevertheless feel profoundly uneasy because they cannot say what they
know how to do, cannot justify its quality or rigour (Schön, 1983, p. 69).

Because reflection-in-action generates new courses of action in the moment of

practice, practitioners tied to a technical way of problem solving may not allow

themselves to experience the tacit dimension of reflection-in-action. They may

attempt to create definite principles of action applicable to every situation.

Because practice is devalued and practitioners are often too afraid to reflect-in-action,

believing that approaching problems of practice as uncertain is a sign of weakness or

lack of control, it is vital that reflection-in-action is studied. Schön (1983) writes:

The dilemma of rigour or relevance may be dissolved if we can develop
an epistemology of practice which places technical problem solving
within a broader context of reflective inquiry, shows how reflection-in-
action may be rigorous in its own right, and links the art of practice in
uncertainty and uniqueness to the scientist�s art of research. We may
thereby increase the legitimacy of reflection-in-action and encourage its
broader, deeper, and more rigorous use (p. 69).

While Schön acknowledges that technical problem solving needs to be placed within

a broader context of reflective inquiry, the difficulty with this is that the study of

reflection-in-action demands qualitative design. Because reflection-in-action is so

elusive, this research is at the most qualitative edge of the spectrum. Schön (1992)

notes:

Reflection-in-action has received surprisingly little research attention.
But this is explained by its very nature. It is an ephemeral episode of
inquiry that arises momentarily in the midst of action and then
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disappears, giving way to some new event, leaving in its wake, perhaps,
a more stable view of the situation (p. 125).

It is difficult to see how technical rationalists, who are already having problems

accepting that reflection-in-action is a part of their everyday practice, will accept and

embrace research methodologies that are removed from their world view. The

practitioner�s inquiry is not simply an investigation of how to get to a certain result,

but the way of solving the problem and the problem to be solved are worked out

together in action as the practitioner frames the problem. Practice and theory, doing

and thinking, come together. Process drama, with its base in novel situations for  the

leader and participants, is an art form that requires a specific ability to reflect-in-

action.

Reflection-in-action and Virtual Worlds

Schön�s description of the use of virtual worlds describes how a practitioner might

prepare for the action of a process drama. When practitioners work they often create

virtual worlds in order to deal with the real-life situations of practice. Schön cites the

examples of the architect�s drawing and therapist�s discussion of the relationship with

a patient, explaining how the drawing and the discussion are shaped to become a

representation of the actual world. �In such a world it becomes possible to slow down

phenomena which would ordinarily be lost to reflection. Actions which might be

otherwise irreversible can be examined for their meanings, revised, and tried again�

(Schön, 1983, p. 161). The examples Schön gives work effectively for those areas,
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and this concept is certainly applicable to  the preparation of and reflection on process

drama.

I am now going to consider Schön�s work in terms of process drama, through using

Scheurer�s (1998) excellent detailed analysis of O�Neill�s planning for process

drama. This model points towards O�Neill�s use of virtual worlds as defined by

Schön in her planning process. Scheurer�s model reveals the complexity and intensity

of O�Neill�s preparation for the drama. O�Neill remains open to the multiplicity of

possibilities that may occur in action, and explores different possible thematic

directions she may draw on in action. She describes O�Neill�s preparation for process

drama as beginning with the selection of a pre-text to initiate the work� a �word, a

gesture, a location, a story, an idea, an object or an image�(O�Neill, 1995, p. 19). The

pre-text defines the limits of the dramatic world and provides possibilities for action.

This is a part of the problem setting for the process drama, as the use of a particular

pre-text will determine the range of dramatic possibilities. Preparing a particular pre-

text does not mean that one will necessarily use that pre-text,  although it is highly

likely. I attended a workshop with O�Neill at IDEA 1995, and as she began to launch

the pre-text, positioning the workshop participants as parents of boy children�

undesirable in that community. She assumed a role in the drama where she was

addressing us, as parents, in a public meeting discussing our concerns. More and

more people came flooding into the workshop after the drama had begun and the
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space became cramped. I believe that during reflection-in-action, O�Neill decided to

ditch her new pre-text, given the unstable situations of her classroom context, and run

with a tried pre-text, �Frank Miller�.  This was an extraordinary moment for me, as

it revealed the incredible flexibility and insight of O�Neill�s practice, and yet it was

over in a flash, potentially unnoticed by those not fascinated by the process of

reflection-in-action.

Scheurer (1998) explains the extent to which O�Neill prepares for the dramatic

action, discovering related pre-texts, immersing herself:

�in the dramatic actions, relationships, tensions, themes, motifs,
structures, dramatic devices and images which other creative artists
had productively used, thereby opening up possibilities which might
be employed during the active construction of the drama with the
students (p. 33).

This exemplifies thinking in virtual worlds, living through these other dramatic

moments through the chosen pre-text. Schön (1987) notes that the construction of

virtual worlds in this way is �significant to the question of rigour in

experimenting�(p. 75). Scheurer describes how O�Neill then looks to this web of

possibility that she is creating to consider the curricular objectives that might be met,

noting �teaching dramatic form; giving participants an opportunity to live within a

dramatic world and submit to it; seeing how a pre-text operates; shutting down plot;

and giving the participants an experience�(Scheurer, 1998, p. 33).
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During this phase of preparation, O�Neill listed tasks, purposes and structures which

might be used in the drama: 

At this point, O�Neill made a conscious effort not to decide on a specific
direction for the drama but allowed the many possibilities to germinate
in her mind. This process of immersing herself in the possibilities while
remaining open, allowed ideas to blend together, to bounce off of one
another, and sometimes to become transformed into whole new entities.
In addition, it allowed her to remain open to, encourage, and quickly
implement the ideas which arose during the course of the drama (p. 33-
34).

This as an example of the practitioner conducting hypothesis-testing in the virtual

world. Through allowing many possibilities for dramatic action to germinate in her

mind,  O�Neill is sowing many seeds, exploring their fruitfulness without the

constraints of working in the world. Schön (1987) writes:

In his [sic] virtual world, the practitioner can manage some of the
constraints on hypothesis-testing experiments that are inherent in the
world of practice. Hence his ability to construct and manipulate virtual
worlds is a crucial component of his ability not only to perform
artistically but to experiment rigorously (p. 75).

O�Neill�s hypothesis testing enables her to manage some of the constraints in the

world of classroom practice by determining some of the scope of this practice before

it is lived out in the classroom. Schön (1983) makes comparisons between this type

of testing and the work we carry out in dramatic role play, describing role play as an

�improvised game in which the participants learn to discover properties of an

interpersonal situation and to reflect-in-action on their intuitive responses to it� (p.

162).  While we would not necessarily describe role-play as a game, Schön�s

comparison is true of process drama�a world is created where the participants can
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discover properties of interpersonal situations and reflect-in-action on their lives.

Schön describes this in terms of experimentation, �In improvisation, musical or

dramatic, participants conduct on-the-spot experiments in which, as improvisation

tends towards performance, the boundaries between virtual and real worlds may

become blurred�(p. 162). While I am uncertain as to what Schön means by the

blurring of virtual and real worlds as the work moves towards performance, process

drama can be described as a type of on the spot experiment using an artistic form, to

see how that form can be managed, and to see what will happened in that created

world.

Virtual worlds are important for a research practitioner also. The vignettes in this

thesis are virtual worlds, reconstructed from the reality of the experience with the

focus on the analysis of reflection-in-action. They function to enable me to take

control of time, to reproduce the ephemeral and consider the scope of my reflection-

in-action. The reproduction of the classroom data as vignettes aims to lead the reader

to enter into a vicarious experience of the reflection-in-action process of the

practitioner as she works in process drama. Schön (1987) writes:

Virtual worlds are contexts for experiment within which practitioners can
suspend or control some of the everyday impediments to rigorous
reflection-in-action. They are representative worlds of practice in the
double sense of �practice�. And practice in the construction,
maintenance, and use of virtual worlds develops the capacity for
reflection-in-action which we call artistry  (p. 79).
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The use of virtual worlds for the teacher, the students and the researcher are

important to the development of process drama.

Reflection-on-Action

Reflection-on-action is thinking about a specific action or event outside of its

occurrence. It is retrospective reflection which occurs after the event, although it can

occur while the practitioner is still engaged with the situation. For instance, as the

teacher in process drama I may make a decision that I immediately regret�the

moment of regret is reflection-on-action. Slamming my finger in the car door shows

how closely to the event reflection-on-action can occur. In the instant before the door

slammed shut I realise that I have closed the door with my finger still there. Even as

I move it away, I know that it is too late to avoid injury.

Reflection-on-action can also occur in hindsight years later. For example, in my

opening sequence to this thesis, I reflect on my early teaching days working with my

mentor, Monica Morgan. Van Manen (1991) would classify this as "recollective

reflection" arguing that this assists one to "make sense of past experiences and thus

gain insights into the meaning of the experiences"(101). Recollective reflection

conveys a sense of reflection on the more distant past, but it is nevertheless a type of

reflection-on-action.
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Reflection-on-action is important in the planning process for new action. In this

research I reflect-on-action in different ways: writing up the field log; typing up the

students� journals, analysing the field log. There is reflection-on-action built into the

process drama work itself: writing in role; students� reflection on the drama through

writing: reflections on the drama using dramatic forms to depict and represent the

events. It is the process of reflection-on-action, studying the video tapes and my

reflective journal writing, which has enabled me to come to an understanding of and

recreate my reflection-in-action in the narrative vignettes.

Reflection-in-Action, Connoisseurship and Artistry in Teaching

Reflection-in-action is central the development of  connoisseurship and artistry in

professional practice for the teacher of process drama. Connoisseurship is recognised

as  a qualitative form of knowing of what constitutes excellence in practice. Polanyi

and Prosch (1975) argue that connoisseurship should be recognised as a �valid,

indispensable, and definitive form[s] of knowledge� (p. 32-33). Because

connoisseurship is a tacitly based form of understanding that makes exemplary

practice, Polanyi (1962) argues that, �Whenever connoisseurship is found operating

within science or technology we may assume that it persists only because it has not

been possible to replace it by a measurable grading� (p. 55). He argues that

connoisseurship is a type of knowing which cannot be measured or graded. When a

practitioner is fully cognisant with and attentive to the field they are operating in, they

have developed the intuitive ability to recognise exemplars of practice and know what

it is that creates excellence in their field, even if they cannot articulate this.
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Eisner (1985) sees connoisseurship as providing a �fundamental core of realisation

that gives criticism its material� (p. 220). He sees it as a vital element of practice and

argues that because it is so central to any understanding of practice he is surprised it

has received so little attention. He suggests though that the �neglect of

connoisseurship is due to the fact that relatively few people doing educational

research spend much time in classrooms� (Eisner, 1995, p. 220). Eisner (1985) argues

that:

To develop connoisseurship one must have a desire to perceive
subtleties, to become a student of human behaviour, to focus one's
perception. Looking is a necessary condition, but looking is
essentially a task one undertakes; it is seeing that is an achievement
(p. 220).

To develop connoisseurship in teaching is to develop a sensitivity to one�s work.

�Teaching is an art in the sense that the ends it achieves are often created in process�

(Eisner, 1985, p. 176). Artistry in teaching is based upon similar conditions to those

with which Schön describes reflection-in-action, focusing on the shifting, changing

situations teachers face:

Craft has been defined as the process through which skills are
employed to arrive at preconceived ends. Art has been defined as the
process in which skills are employed to discover ends through
action... Teaching is a form of human action in which many of the
ends achieved are emergent� that is to say, found in the course of
inter-action with students rather than preconceived and efficiently
attained  (p. 176-177).
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When Nanna followed a pattern to make lace she employed her skills in craft. When

she designed her own lace tablecloth, working from the centre and finding the

external edges through the process of lace creation, she used her skills as an artist.

While teaching is often viewed as a craft, reducible to proven recipes of successful

lessons that need only implementation, teaching, with its changing, shifting action,

is an art form. Eisner (1985) recognises this, arguing for �theory that unapologetically

recognises the artistry of teaching and that is useful in helping teachers to develop

those arts� (p. 22). This research is a contribution to such theories of teaching action.

This work is a case study of one teacher struggling to develop her own artistry of

reflection-in-action as she lives through the myriad of problems and challenges faced

in the classroom.

Eisner (1985) recognises that elements of teaching practice require an inherent sense

of artistry, describing the teacher's activity as �influenced by qualities and

contingencies that are unpredictable� (p. 176). Because of this, the teacher must find

strategies to cope with these contingencies:

To say that prescription and routine do not dominate the teacher's
activity is not to say that they are not present or play no part in
teaching. Teaching requires for its artistic expression routines with
which to work; the teacher must have available repertoires to draw on
(p. 176).

This is particularly true of process drama, where the teacher plans the work in action,

choosing from a repertoire of available strategies to further the work. Often in action

new forms are created. Thinking back to Scheurer�s analysis of O�Neill�s work, one
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can see that much of the preparation is the playing out of potential contingencies

which may or may not occur in action. It is a preparation of possibilities for action.

This is a necessary step in process drama, and as I work more with a particular

dramatic structure or series of dramatic devices, I feel myself becoming more creative

within those structures. Eisner describes that it is through repertoires or routines that

teachers can devote their energy and attention to what is emerging in the class, the

presence of well-developed routines or teaching repertoires enables the teacher to

deal inventively with what occurs in class, to respond-in-action in a unique way to

the situation as it emerges. Eisner argues further that:

It is precisely the tension between automaticity and inventiveness that
makes teaching, like any other art, so complex an undertaking.
Without automaticity and the ability to call on stock responses,
energies are lost and inventiveness is hampered. Yet, if responses are
too automatic or routine, if they become too reflexive, the teacher's
ability to invent is hampered. Teaching becomes a series of routine
responses rather than an opportunity for ingenuity (p. 176).

The tension between automaticity and inventiveness is reflection-in-action as the

practitioner works in the moment to deal with the emergent situation. Stock

responses, preparation, prior experience and knowledge of participants are some of

the factors that may contribute to teachers� artistry as they reflect-in-action while

leading process drama work.

CONCLUSION: Reflective Practice Research: Creating Connections

When a practitioner becomes a researcher into his[sic] own practice, he
engages in a continual process of self-education. When practice is a
repetitive administration of techniques to the same kinds of problems, the
practitioner may look to leisure as a source of relief, or to early
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retirement; but when he functions as a researcher-in-practice, the practice
itself is a source of renewal. The recognition of error, with its resulting
uncertainty, can become a source of discovery rather than an occasion for
self defence (Schön, 1983, p. 299).

Reflecting on theory, practice, reflection-in-action, reflection-on-action, and the types

of thinking a practitioner engages in during moments of practice, I am led back to the

Dewey quote with which I prefaced this section. �Familiarity breeds a sense of

equality if not contempt. We deem ourselves on a par with things we daily

administer� (Dewey, 1929, p. 13). Schön suggests that when a practitioner researches

their own practice they begin to engage in a spiralling process of continual self

education�de-familiarising the familiar, making the ordinary extraordinary and

finding new perspectives from which to view everyday life. This resounds strongly

with what I have discovered through the process of my research.

Taylor (1998a) describes the relevance of reflective practice research to the study of

process drama. He argues that because process drama is improvisational and

spontaneous by nature, teachers must of necessity reflect in and on practice.

Furthermore, Taylor sees that �without the ability to reflect and press self-monitoring

steps into their work, leaders would not be able to structure a successful drama

experience� (p. 125). Reflection-in-action is a necessary mode of operation for the

teacher in the process drama. Taylor concludes that:

It seems to me that reflective practice and process drama go hand in
hand. Both are practically orientated since teachers monitor, evaluate,
and revise their own practice continuously; they both require open-
mindedness and flexibility; and both demand a willingness for leaders
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to surrender their own agendas and allow the work itself to dictate the
terms (p. 125).

Following Schwab (1969), �The inquiry that characterises good teaching is

instrumental for better practice, rather than an end in itself� (p.24), this research,

while specifically describing the scope of attention for the practitioner as she reflects-

in-action in process drama, is seeking to provide a new understanding of practice

itself, one that sees practice as embodying its own theory.



3
Making Sense

�One learns about method by thinking about how one makes sense of
one�s own life�
Norman Denzin, 1994, p. 501.
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The Research Questions and the Methodology

In this chapter I address the research question, �How can I as a researcher describe

and document my reflection-in-action when working as a teacher in process drama?�.

I have documented my research journey through  method literature and my field

experiences, tracking the research process. As a result, the chapter is narrative in

style, discussing method literature in terms of how it has informed this research and

further locating this study in the wider field of education research.

Selection of the Research Site

Like many other qualitative researchers, the selection of the research site caused me

much angst.  I devoted a considerable amount of time in the latter half of 1995 to

finding a research site. Scheurer (1995) described her search for a "model school

environment". The qualities Scheurer was looking for in a program where drama was

"embraced theoretically and methodically, used effectively, and recognized as an

essential art form"(p. 21), were qualities I was hoping to find present in the school

generally. I was looking for a school where staff appreciated the framework of

process drama. Like Flynn (1995), I needed to find a teacher who was willing to

allow me daily access to the classroom and curriculum and to work collaboratively

and share reflections on the process with me. Finding this teacher was the most

important aspect of the selection of a research site.
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While the teacher was going to be the most important person to me in terms of the

day to day research, I was also aware of the "Gatekeeper", who was in this situation

the principal. Hamersley & Atkinson (1983) advise that:

Even the most friendly and co-operative gatekeepers or sponsors will
shape the conduct and development of research. To one degree or
another, the ethnographer will be channelled in line with existing
networks of friendship and enmity, territory, and equivalent
boundaries (p. 73).

My experience of schools and working with principals had made me very aware of

this, so I saw the necessity for the principal to empathise with my research endeavour.

So began my search.

The procedure I followed to find a suitable research site was to contact a school via

telephone, discuss drama education with the principal and then, if it seemed of mutual

benefit, organise a visit to the school. I telephoned over twenty schools, selected for

proximity, and visited eleven. Two of these schools seemed like potential research

sites, so I offered to come back and conduct a workshop with students. One of these

workshops was promising, as the teacher and I shared educational values and

teaching styles. She also shared my understanding of drama education, was interested

in reflective practice and could relate to my research perspective. Her enthusiasm was

extended as she was involved in further study herself, and saw the potential benefits

for her own work of this collaboration. I was very excited because, not only was the

school itself keen, but the project seemed like it would be mutually beneficial.
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However, she received a promotion and moved to the Gold Coast region to run a

special unit (which was fantastic for her). I was somewhat depressed about this, but

had been doing some sessional lecturing at the Australian Catholic University, and

the school studies placement officer helped me track down Frances and Josephine

(pseudonyms for the principal and the classroom teacher I eventually worked with).

She recommended them as the school was known for its use of the arts and creative

approaches to curriculum. I tell the story of establishing the relationship with them in

Chapter Four.

Gaining Permission: Establishing Myself in the Research Site

The school community was informed of what I was doing in the newsletter before I

arrived. This gave the parents who wanted to question the work further an

opportunity to voice their concerns/questions should they feel the need to before the

project began. None did however. I met with the parents after the opening Year Seven

Mass to talk with them about the work and they were all very supportive of  the

teaching and the research. None of them indicated any suspicion about it whatsoever,

and I suspect that this was because I had set up such open channels of communication

with them and that they trusted Josephine and Frances, who were both publicly

supportive. At least one parent of each student was at this Mass, so this meant that I

was able to establish rapport and communication with the parent body before the

formal consent forms were sent home.
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Formal Consent

I drafted formal consent forms, based on Taylor (1992) and informed by the Research

and Higher Degrees Handbook (Griffith University, 1996). Copies of these forms

appear in the Appendix. The consent forms were signed by all of the students and one

parent of each of the students. All of the forms were returned quickly and the students

were enthusiastic to begin the work. Richards (1996) noted that after the release

forms were signed in her study that "Not one parent ever call[ed] to request more

information about the procedures of the study"(p. 105). Similarly, none of the parents

contacted me in a questioning or suspicious way. I became highly involved in the

class and their work and the community embraced me. I was often asked about the

progress of the research. People seemed to be enthusiastic about the work I was

doing. Parents who spoke to me seemed to be aware that I was teaching at the school

for no payment, as I was conducting research, so they saw the research as a gift of

something extra to their children's education. Many of them remarked throughout the

year how "lucky" they were to have me working in the school. Josephine and Frances

both saw it this way, so the service aspect of the work gave me some power in terms

of my relationship there and enabled me to negotiate my work more freely. Being

supported in the work itself was also a great help. I do not consider it a limitation of

the study that I deliberately chose a setting where I would be welcomed into the

community. I did not have the time to forge links with an unwelcoming situation as I

would have had were I employed in such a school. Given this research context, I
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needed to be able to get on with the work rather than spending time establishing the

validity of my art form.

Ethical Issues in the Data Collection and Usage

Babbie (1998) lists ethical issues in data collection and usage including: voluntary

participation, no harm to participants, anonymity and assurance of confidentiality, no

deception of subjects, accuracy in analysis and reporting (p. 444). I was aware of

these issues throughout the collection, analysis and selection of the data for this

research.

The formal consent forms emphasise that participation in the research is voluntary,

although had anyone declined, participation in the classes would still have occurred

as it was a part of the school curriculum. Students who did not wish to participate in

the research would not have been included in transcripts, field notes or the report.

This may have been difficult to achieve as drama is group based and all students are

important to the outcomes of the work. However, this was not an issue as all students

and parents agreed to participate. The formal consent form guaranteed anonymity.  I

have endeavoured to protect the anonymity of the participants at all stages of the

research. All of the names in the study are pseudonyms and the school name, parish

name and school sport�s team house names are also pseudonyms. I worked with these

pseudonyms from the very beginning of the data collection in my logbook and

transcriptions of material and notes. I have also deliberately omitted some
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descriptions of the setting and interview data from the students which was collected

in the field log from the final report as I feel that these details have the potential to

reveal the location and consequently the identity of the participants.

A Concern with Growing Intimacy

I made an appointment to see the ethics officer at the university after my second

round of interviews in May, because I was concerned about the level of intimacy

during interviews with some of the students. The ethics officer assured me that I was

not being unethical in my data collection as the questions I was asking the students

were related to the work we were doing, and the students themselves were talking

about the work more broadly. When the students confided in me during interviews

about their family lives and social situations, I considered whether they were sharing

this information because they trusted me or because they knew I was researching our

work. I did not include any information in the report which I did not feel was given to

me as data.

Developing and Maintaining a Climate of Openness

Openness in the process of data collection was important to ensure that it was ethical.

All of the recording and videotaping was highly visible and became part of our

classroom routine. The students were very aware that I watched the tapes closely, as I

often commented on them. They sometimes left me messages by speaking into the

recorder, and would check with me the next day to see if I received them. The
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students trusted that I would not play these audio and video tapes to anyone else, and

I respected this trust. During two interviews, students signalled to turn the audio tape

off at various points, and once in class when I was disciplining a student he asked me

to turn off the nearby audiotape. One student came up to me later, after an interview

and requested that I don't include some of the things that she said about her friends in

the report. I promised and did not transcribe this material from the tape. These were

however the only approaches I had not to include data in the final report.

Writing Ethically

In the preparation of this report I have tried to "avoid the temptation to save face by

describing ... findings as the product of a carefully preplanned and analytical strategy

when that is not the case" (Babbie, 1998, p. 444). Throughout the writing and revision

of this methodology chapter I have attempted to present the methodology of this

research as accurately as possible, acknowledging that, "Many findings arrive

unexpectantly even though they seem obvious in retrospect"(p. 444).

I also avoided the temptation to commodify the data. I attempted also to tell "the truth

about the pitfalls and problems... experienced in a particular line of inquiry" (p. 444).

Endeavouring to use the data in an ethical way, I have sought to be open and honest

in the presentation of it, making choices about what was selected for presentation

based upon what best illustrates my research questions rather than what illustrates my
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teaching at its best. This means that mistakes and inadequacies are revealed. However

I believe it makes for a much stronger and realistic piece of reflective practice

research.

Data collection for a qualitative researcher can become a consumer sport with the

researcher wanting to collect more and more and more data. Reason (1994) describes

"data" as "the recording of experience for the purpose of reflection"(p. 334). For me,

the process of collecting data was a method of reflecting deeply about process drama

and reflection in action in my teaching work. The comprehensive field engagement

(Taylor, 1992) was therefore important because my relationship with the school

became far more than simply a "data commando raid" (Eisner, 1985, p.143).

Following Reason's description of data as recorded experience highly influenced my

approach to the task. Throughout the year at the school, rather than seeing the data as

a commodity, I viewed it similarly to process drama, where we were trying to use

theatre to deepen understanding rather than to focus on creating a product. The

production of this thesis obviously was very important to me. However the data

collection and immediate analysis as a reflective practitioner forced me to consider

and think more intensely about every aspect of my teaching and notice things I

missed in action. Data collection captures elements of the classroom event,

transforming them through their recording onto video and audio and then later to field

notes and transcriptions, to enable them to be relived vicariously for deeper

introspection and engagement in a different form. However, I cannot deny that I
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became addicted to data collection, a consumer, and have a three-volume field log to

prove it!

Ely (1996) challenges the consumerist approach to data collection with:

There seems to be a myth about that the more data one collects, the
more chance one will have a meaningful and believable study. And I
believe that this myth is promulgated by much qualitative literature (p.
168).

Having admitted to the consumerist approach, I must also admit to feeling that I felt

that more data meant a better study. I collected a great deal of data for analysis, only a

small portion of which is in the final report. While collecting data initially made me

feel successful, I soon realised that the data collection process only achieved a great

deal if I really scrutinised the data and recognised it for what it was. The full year

spent in the field, collecting multiple perspectives on the issues at hand was very

important for this purpose. The process of data collection and immediate analysis

kept me mindful, improving  my on-site teaching and understanding and assisting my

later data analysis.

It was also important in this research to follow Doyle's (1993) recognition of the

"absolute need for teachers to know their students, who just have to mean more to

teachers than seating arrangements, completed assignments and test scores" (p. 133).

The data collection focused my attention on the students more deeply, the research

itself increased their significance to me as a teacher. This may sound unorthodox as
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teachers are socialised to believe that they should love and care for their students

(Grumet, 1988). Strangely, the research act made the students more present to me.

The Organisation of the Data Collection

As the teacher-researcher, I taught the Year Seven students drama 3-5 times per week

for the year. My role was to teach drama, the regular classroom teacher, Frances, and

I scheduled our timetables together. I declined the school�s offers of payment for my

work. I wanted to retain my independence, and felt that my autonomy would be

compromised if I was paid. The work itself was highly valued by the community and

was treated and received as a gift with no external expectations or requirements.

The drama sessions were generally 45-60 minutes in length, although the time varied

from as little as 15 minutes to entire morning blocks.  Frances and I were  very

flexible in the arrangement, and the drama work formed an important part of the

students' studies. I tried to work the themes we covered in drama to reinforce the

curriculum generally. This task was made easier by the fact that much of the time the

students themselves shaped their curriculum, so the themes and concerns tended to be

consistent.
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From Teacher to Teacher Researcher

Scheurer (1995) discusses the problem of reinventing oneself as a researcher, "There

was an uncomfortable period when I was changing hats and coming to terms with my

role" (p. 5). I too initially experienced discomfort, trying to down play my

relationship with the university at the school, for fear of being seen as too "high-

status"; trying to play-up my status on campus for fear of being seen as "just a

teacher", and trying to sustain a collaborative relationship with Frances while aiming

to be independent in my drama teaching. During this time I described myself in

action:

I flit from group to group randomly and dissipate energy in every
direction. It is a wonder that there was any sort of focus anywhere. I
certainly am not focused on forwarding the drama.

Dissipated energy was characteristic of my early classes with the group, and caused

by my general sense of panic about the PhD research. I later reflected:

I knew the drama and was not reflecting clearly in the action of
teaching. The choices I was making were not refined and they were
based upon my feelings of desperation, my grasping at straws rather
than using my knowledge of dramatic form and teaching to restructure
the work.

"Grasping at straws" aptly summarises these early moments as I was attempting to

juggle all of my roles in the classroom and as a researcher. My angst as a researcher

was significantly affecting my confidence and skill as a teacher.
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Scheurer�s research recognised that feelings of anxiety were a part of the process of

adjusting to the new role of classroom researcher (p. 5). My experience with Frances

in establishing a co-worker relationship was similar. Patience and humour enabled

Frances to hand her class over to me for drama and time enabled me to settle in to my

multiple roles. However the process of researching meant that it could never be

"business as usual" as such, because I was becoming more and more focused on the

research. The further reflection-on-action I have engaged in in the writing of this

chapter has made me realise that in this type of research it is important to relax into

the work, to hear what there is to be noticed rather than thinking that it can be seen all

at once. The study, the research and the writing process itself unfold slowly through

repeated searching. This searching needs to be engaged, with the presence of mind

that enables the writer to be "fully present" (Greene, 1995) to the situation rather than

in a panic because the scope of the work is not revealed immediately.

The Field Log

The field log became the major site for my collected material for reflection. All of the

field notes I made were contained within it, as were transcripts of lessons from the

audio and video tapes, reflective notes to myself and reflective entries after each

session of process drama. I was vigilant in my compilation and updating and

correction of the log, and tried to view/listen to and transcribe each video/audio tape

before the next session. Miles and Huberman (1994) state that qualitative data is "not

usually immediately accessible for analysis, but require[s] some processing. Raw
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field notes need to be corrected, edited, typed up; tape recordings need to be

transcribed and corrected" (p. 9).

To keep track of my data and focus on my topic, I tried to process the data as quickly

as possible. Not only did this prevent me from becoming overwhelmed by the

backlog, but it also was vital to the thrust of my research. To work the research as

reflective practice, particularly to focus on reflection-in-action, it was important that

the notes, insights and understandings in my log were as vivid and fresh as possible.

The immediacy of my reflections in the logbook proved invaluable to my later

analysis, as my detailed log was highly evocative and the data could be, as Reason

(1994) described, used very successfully as a record of experience "for the purpose of

reflection" as I was transported back into the moment through the reading.

Field Notes

I wrote notes on scrappy bits of paper and old notice sheets in my personal shorthand

while in the field. These notes were rigorously typed up every evening and

incorporated into the Field Log.  In keeping with Richards (1996), where "The

reflective portion of the field notes was written after the school day", I tried to reflect

on the action of the class moments and relive my reflection-in-action as I went

through my notes and video and audio tapes each evening. Sometimes I would make

a note of some specific suggestion a student may have made, or an idea I may have

had which could be used in the next drama session. The field notes became more than
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a means of data collection, as my reflection-on-action in the log was used to plan

subsequent drama classes.

The Wilderness Log

The lived experience (Van Manen, 1990) of this research occurred within a series of

relationships that formed the boundaries of the field. Initially the research seemed so

large and all consuming that I could not define the field. In desperation I began a

wilderness log as an accompaniment to my field log. In it I wrote:

I thought about the whole concept of a field log. What is a field log
for? To record information about the field itself. What is the field? A
field is an English paddock with neatly trimmed green grass and a
fence around its perimeters. Where does the field begin and end in my
study? Where exactly is the fence?  (Wilderness Log: 1)

My Australian rejection of  "the love of field and coppice" (Mackellar, 1936) in

preference to the wild stuff beyond the dingo fence, "the sunburnt country"

(Mackellar, 1936) developed into an instinctive understanding of where the territory

began and ended for me. The relationships between the principal, the teachers, the

students, myself, the parents, the wider school community, the Parish and drama

education form the borders of this work, although I am ever aware that each moment

resounds throughout all of the experiences of our lives. Miles and Huberman (1994)

write that, "Qualitative researchers often struggle with questions of  "What my case

is" and "where my case leaves off" (p. 25). They explain however that the case is "in

effect, your unit of analysis" and that there is a focus or heart to the study and  "a
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somewhat indeterminate boundary defines the edges of the case" (p. 25). It was

through the process of data collection and on-site analysis that I began to see exactly

where the borders may be. My negotiations as a teacher-researcher through this

landscape define a messy antipodean wilderness edge rather than a neat hedge or

stone wall. It was the relationships between the facts that I connected as a teacher

researcher through reflection in and on action that enabled me to give the field

structure and create borders around the work.

Analytical Memos

My initial analytical memos were very formal and separate from my field log. I wrote

them as a routine way of tracking the data. By the second term however I was very

engaged in the study, and the style of my memos changed. They became more

frequent and less formal, appearing throughout my logbook recording, "speculation,

feelings, problems, ideas, hunches, impressions, prejudices" (Bogdan & Biklen, 1982,

p. 86).  I wrote letters to myself, notes and speculations and poetry about my data,

which were all essentially memos. One day I sketched cartoon character faces down

the list of students in the class, describing the impression I had of their feelings

towards our work in process drama. This was a note to myself, and a way of

capturing part of the research experience. I wrote a list of dramatis personae, with

some descriptions of the students, hoping in the character outlines to pinpoint how

they interacted in class. This was another form of analytical memo. These dramatis

personae were further developed as the basis for producing three-dimensional
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caricatures as book fronts as a parting gift for each of the students. I attempted to

model these faces on the impressions I had of the students rather than their actual

physical looks. The creative process of making these book fronts worked as a type of

analytical memo, forcing me to summarise visually my notes as I moulded each face.

 

Ely (1991) describes, that "Analytical memos can be thought of as conversations with

oneself about what has occurred in the research process, what has been learned, the

insights this provides, and the leads these suggest for future action" (p. 80). The

importance of all of these forms of analytical memos is that they enabled me to build

theory from the immense quantities of data I collected. In this reflective practice

research, the analytical memos were a vital starting point for me to interrogate the

character "of my own truth" (Taylor, 1996, p. 28).  I see the analytical memos also as

a phase of pre-writing and early writing before re-drafting, full of ideas and

speculation, paths to be followed and explored.  Writing analytical memos enables

one to, as Ely (1991) suggests, "look back so that we can check our beginning

assumptions, analysis, and conceptual frame, and they allow us to look forward so

that we can create direction for our work" (p. 82). Constructing these throughout the

data collection process and post-field analysis is a valuable methodological tool for

focusing the inquiry.
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Interviews

I interviewed the students continually throughout the year, both formally and

informally. I recorded at least four interviews with each student. These interviews

were conducted in groups of 1-3 according to the students� preference. The interviews

were generally recorded on audio tape only. I videotaped the first few interviews at

the beginning of the year, but the students found the videotape interviews

intimidating, so I abandoned it in favour of audio tape. These interviews were then

transcribed into the body of the field log.

With each set of interviews conducted I had a specific question or problem in mind,

but followed a flexible format. Usually I asked if the students had anything in general

that they wanted to say about the drama work before we began. Pines et al (1978)

support this approach, arguing that interviews may have structured and unstructured

portions, the unstructured section cannot be pre-planned as it is dependent upon

spontaneous judgements. Babbie (1998) reinforces this claiming that, "the interviewer

has a general plan of inquiry but not a specific set of questions that must be asked in

particular words in a particular order" (p. 290). My interviewing closely follows this:

I have an overall plan, however it is not constrained by a specific set of questions.

I tried to focus each interview on only one or two issues. Rubin and Rubin (1995)

suggest that limiting the number of topics in this way helps to maintain a flow of

conversation. "The more abrupt the transition [from topic to topic] the more it sounds
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like the interviewer has an agenda, that he or she wants to get through, rather than

hearing what the interviewee has to say" (p. 123). Letting the students know that I

was listening to them and that I really wanted to hear what they wanted to say was my

main aim in all of the interviews. I wanted to communicate my genuine desire to

understand them. This approach concurs with Lofland & Lofland (1995) who write:

A naturalistic investigator, almost by definition, is one who does not
understand. She or he is "ignorant" and needs to be "taught". This role
of watcher and asker of questions is the quintessential  student role (p.
56).

The transformation of roles between teacher and student became a vital strategy of

our work together generally, but it was played out at its most intense in the

interviewing process.

The interviews had several functions. They enabled me to get to know the students

more closely, through individual or small group discussions about the specific aspects

of the work itself. They also enabled me �to follow up hunches, to probe complexity,

and to understand why certain behaviours were demonstrated� (Taylor, 1996, p. 45).

The interviewing process also enables us to seek new paths when we find that we

were wrong in our assumptions.

For example, early in the field experience I note in an analytical memo:

I as teacher have a real sense of shifting the work, of listening to what
is happening to the students inside and outside of the classroom... As
teacher it seems that I am "fully present" to the teaching situation.
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It seems. When I watched the videos through I realised something very
disturbing. During the section of the drama where the students were
meeting in pairs, Harry, a student diagnosed as autistic, was under one
of the tables. I like to think that I thought he was working with some
of the other students, but if I am completely honest with myself I have
to say that I did not notice this until I saw it on the tape. I watched him
on the video, first sitting under one table and then another. I rewound
the video. One of my students had been sitting underneath tables while
I was teaching and I had not noticed. I assumed that this was probably
some inability to join in the exercise, some form of "autistic
behaviour". I figured that the other students did not want to work with
him and that he had sat underneath the tables as a way of escaping. I
was compelled to question him about this.

When I interviewed him about it the next day, he initially began with,
"I liked most of it. I liked all of it really". As I continued though, he
took it as an insult that I was questioning him, because he read it that I
did not believe that he was working. He became very defensive and
explained that he was a spy. I asked him if he could find anyone to
work with and he looked at me as though I was an idiot and said,
"Spies work by themselves. Otherwise they get caught".

He showed me where he had been throughout the class. He had begun
at one side of the room behind the overhead projector, moved next to
the video stand before moving underneath two desks at the back of the
room. All of the time when he moved between items of furniture he
was "undercover". Is this non-involvement?

I asked him why he had spied instead of having an interview, as was
the set task. He became more defensive and would not make eye
contact with me, saying that he didn't want to do that. That the others
had pairs and they didn't make a pair for him.  I asked him if this
happened often. He said sometimes but not all of the time. Then he
looked at me and said, "I don't care" with his voice, but his eyes were
saying, "I do care, very much".

I checked back at his earlier work on the videotape. I checked the
lesson where we had initially created the characters and there were
pictures of them as a child displaying a proclivity for what they later
ended up being famous for and, sure enough, the frieze was about him
being a spy. There was a scene with a boy lying on the floor,
presumably dead, and someone running off with a gun and Harry was
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lying there, spying on the floor about to "get him" as they ran past.
This incident raises so many questions for me about the way we label
and categorise students and about how fully we can ever be present to
the situation of our teaching.

This incident raises even more questions now. I think to the assumptions I was

making about Harry. He was diagnosed with Asperges Syndrome, a type of high

performance autism, and I assumed he would not be involved in the class as it might

be too hard or too demanding. Interviewing him, I realise that this was partly wrong

but not entirely. He was "involved" in the drama, but it was in his own playing out of

the drama, and while it remains uncertain as to why, it appears that he was not

included in a pair, and proceeded to work on his own. After knowing Harry for the

entire year, I know that he would want to have a partner, so the working on his own

as a spy is a cover up. Reviewing the tape, I know also that I had no idea that he did

not have a partner, that I had not in fact noticed him under the table. This makes me

question how much I miss, how much remains unnoticed. Nevertheless, I think that

this is a pertinent example of the sort of breadth that interviewing the students

continually can give to a practitioner's understanding of the work and classroom

events.

There was only one time when my role as "the interviewer" was challenged in any

way. I was interviewing Kylie and Katharine later in the year about timing in our

drama classes. They both had extremely strong opinions, and had been discussing

how sometimes they may not be able to come to a resolution in their group, and this
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causes the group to fall behind in the preparation time. I have been intently following

their responses, and get to the point where I feel that I have nothing more to say:

Kylie: That's true. Some don't.  I think that they are selfish.
Jo: That is so interesting... I can't think of any more questions to ask.
Kylie: Can we ask you?
Jo: Yes.
Kylie: Why do you like teaching drama so much and what kind of ..
what pushed you to teach drama?
Jo: How do you know I like teaching it so much?
Kylie: That is what I asked you first.
Jo: I like teaching it because... What pushes me to teach it?... That is a
good question. Um. I think I am pushed to teach it because I really
believe that it helps people to understand more about themselves. That
when they enter into the dramatic world  that they can kind of find out
things about themselves and about who they are. So I think that drama
teaches you to know yourself and your ideas and to realise that the
world is far more complex than you imagine. So instead of just having
one idea, instead of just thinking everything from your point of view, I
think that you can think of things from other people's perspectives as
well.

Without missing a beat, Kylie turned the situation around and I found myself being

interviewed! Somewhat unprepared, I am hesitant at first, and the transcription above

shows me moving into my new role, as I re-conceptualise the situation. I use stalling

techniques such as asking Kylie a question and repeating the question in a

contemplative way, while thinking through my answer. The interview continued for

some time as Katharine and Kylie both asked me a myriad of questions, all

professional, but from the perspective of them wondering what it might be like to

grow up, have ambitions and move on. Their questions are fascinating and articulate.

After some time I try to close the interview:
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Jo: Do you want to ask me any more questions?
Katharine: Do you think that you have learned something from what
we have said today?
Jo: Yeah. Quite a lot.
Kylie: What is the most important thing that you have learnt?
Jo: What do you think I would have learnt from the interview?
Katharine: Our personalities I guess.
Kylie: Our personalities.
Our ..They both speak at once and it is hard to hear.
Katharine: um. I think that you learned from Kylie and I more about
how we sort of judge things and people.
Kylie: I think that you have learned from Katharine and I today um
about our personality and about our feelings towards drama and what
you have taught us and how you have influenced our lives and you
have um  added a lot of things to our lives doing drama with us. It
makes us more confident and it helps us just to know what we are
talking about and know what we are like.
Jo: And I think I learned a lot from your questions you asked me.
Kylie: What did you learn?
Jo: Um. Probably about how you perceive me  how you think about
me. Just probably not something that I think about. There is a pause.
Ok. Thank you. That was a really interesting interview.

When the teacher is asked the teacher's question, "What did you learn?", I shy away

and do not answer fully. These eleven year olds however are more than able to hold

their ground, turning all of my attempts to shift the focus away from me as subject

back onto me as their subject. As a piece of data however, this interview was very

illuminating for me as a researcher, because although in action I respond to them that

I have learned how they might see me, as I transcribed the interview I realised that the

questions that Kylie and Katharine asked revealed a great deal about their current

concerns and interests, their questions revealed more about themselves than they did

about me. Questions such as, "Do you feel that teaching drama has an effect on your
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life?"; "When did you start being interested in drama? Like when you were a kid, or

did you just start?"; "Did you think that if you had an ambition to do something.. Did

you ever think that you would actually become what you wanted to become?"; "Do

you feel when you have had us...You know, taught us and you...Like you are driving

away...Do you feel that you have accomplished something? Do you think that you

have accomplished something?". Looking at these questions more closely made me

realise some of their current feelings and perceptions of their own lives and futures,

as well as drama and school. As a result of this, I shifted my classroom focus to

considering the changes that the students were facing as they moved into adolescence,

secondary school and imagined their lives as adults. We explored some of the issues

they faced with moving into secondary school through our drama work, and built a

play on this theme. This process enabled them to explore some of their fears about

moving to their new schools. I was alerted to their fears through the data collection

interviews.

By the beginning of Term Four when I asked the students what they wanted to do in

drama classes, I was extremely surprised that many of them wrote in their journals

that they wanted to have more interviews. It appeared as though the interviews were

highly significant for them. Comments such as Amanda's, "I like having personal

interviews because I get to express my feelings about drama, all about drama, what I

like about drama, what I think I should improve or what I hate"; John's, "I like

interviews because Miss O'Mara asked us questions. I learned a bit more about drama
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and what we have already done"; and Hilary's statement that she liked sharing

"personal thoughts" the most "because you can express how you feel about doing

drama", illustrate some of the reasons the students cited for valuing the interview

process. I believe that they felt listened to and as though their opinions and views

were highly significant to me. Earlier in the year, in the first set of interviews, many

of them had stated that they did not feel listened to in many aspects of their lives. The

students felt that the fact that I was recording what they thought and transcribing it

(which they knew because I showed them some of the interview transcripts after

typing) meant that I was really listening to their opinions and that they mattered to

me. This it appeared was very important to them.

Journals

All of the students kept drama journals which they used to reflect on the work we

were doing, as well as to record set pieces of writing which we did as a class group.

The use and meaning of these journals varied for individual students and changed and

developed significantly throughout the year. Like Taylor (1996), I found that "In

reflective practitioner research, journals can become powerful devices for providing

another perspective on the work. Like the interview, they can invite students to

expose their evolving relationships" (p. 47).

Initially I established both a group journal for the entire class and personal journals

for each student. I purchased the journals, so they all began looking the same. By the
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end of the year however, they reflected the personalities and interests of their owners.

The group journal was a failure, as no one chose to write in it, even though I often

mentioned it and had it constantly available. I believe that this was because, as a

public document, students felt that their ideas would be open and exposed if they

wrote in this group journal. The personal journals however were extremely successful

both as a method of collecting data and a way for the students to have an open

personal channel of communication with me. Some students constantly wrote in their

journals about the drama and their life, while others chose to write minimally, only

using the journal when there was a set writing task. Those who used the journal as a

channel of communication (mostly girls, with Timothy, Shannon and John as the

notable male exceptions), shared their hopes and dreams, reflecting on the drama, and

more broadly, asking for advice and information; some asking questions relevant to

their own lives. Susan particularly took to journal writing, and she would give me her

journal regularly, filled with questions and responses to my comments. I formally

collected all of the journals every Friday and read through them and commented on

them over the weekend, typing into my field log any responses that seemed pertinent

to the research.  Lisa was on e-mail, and she would randomly send me notes and

messages about the work. However, these notes tended to be more about "how

exciting it is to e-mail" rather than about the work, Lisa's responses in her journal

being more thoughtful and provocative. However, as more students have e-mail

access, I believe that this has great potential for data collection, especially if a "list"



Unravelling the Mystery Making Sense

81

was formed so that they could have an open dialogue with each other, as well as the

ability to comment privately on the class work.

The Use of Videotape and Audiotape to Record the Work

Classes were generally videotaped and audiotaped, although several were audio taped

only and some were recorded with field notes only. I would set up the video camera

and cassette recorder before class and let them run, not really making any effort to

move them or adjust them during the class. This meant that there was one wide view

angle that covered most of the classroom, but some areas would be out of range or

obscured when students were working in front of the camera. I always audio taped the

class at a different point in the room from the video camera, so the audio tape

sometimes captured fragments of a different perspective.

It is important to note that I used the videotape to capture the class moments for later

reflective analysis, rather than to record peformances as is often done in drama. In

their drama education research, Farris & Parke (1991) used the video tape as a means

of recording the students for assessment. They noted that when they watched the

videotapes back that all of the students enjoyed seeing themselves on videotape. "The

videotaping showed them skills they were unaware of when performing and made it

easy for them to participate in the evaluative part of the drama/theater curriculum"(p.

234). Richards (1996) used the videotape for research purposes in a similar way to

myself. Initially she had problems with the usage of video, finding that she allowed
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the children's focus "to shift from spontaneous drama experiences to practiced

performances"(p. 82). Although my students were very aware of the camera, I did not

have this problem as their awareness for it diminished as they accepted it as a

classroom feature.

Refractions of a Teacher Researcher on data collection

I have found being a teacher researcher exciting and yet filled with difficulties and

uncertainties. The mechanics of data collection and the initial analysis of this data

most affected my onsite teaching. I cannot deny the influence that had on my

practice. During the initial stages of my data collection, I was pre-occupied with

being a researcher. As a "teacher researcher", are you a researcher who teaches or a

teacher who researches? Are the roles balanced? What takes priority? Even though I

liked to think that data collection always took second place in the teaching and

learning experience, there were many moments where I held up what we were doing

to re-set the camera or change a tape, and always a part of me was aware that my

thoughts, movements and decisions were becoming data as I spoke.

The most profound impact on the teaching and learning was the actual initial analysis

of the data that occurred during the writing up of field notes and transcribing of tapes.

Van Manen (1990) reminds us that:

All recollections of experiences, descriptions of experiences, taped
interviews about experiences, or transcribed conversations about
experiences are already transformations of those experiences. Even life
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captured directly on magnetic or light-sensitive tape is already
transformed at the moment it is captured. Without this dramatic
elusive element of lived meaning to our reflective attention
phenomenology might not be necessary. So, the upshot is that we need
to find access to life's living dimensions while realising that the
meanings we bring to the surface from the depths of life's oceans have
already lost the quiver of their undisturbed existence (p.54).

Reading van Manen and scuba diving in the cold water off the coast of British

Columbia during the times I was further analysing the data from the entire year, I

thought through my experiences. I realised that not only were the meanings I brought

to the surface after the dive a simplified version of the deeply mysterious

phosphorescent shadows and darkness filtered by slithers of sunlight, but that I could

dive the same Pacific Ocean off the coast of tropical Queensland and the experience

would be completely different. Viewing the classroom events as data through any

question shifts its meaning. Having lost the quiver of undisturbed existence through

my presence, the complexity of what is there for me to experience is already reduced

to fleeting images upon returning to the surface. As the central problem in this thesis

is to describe reflective practice, particularly reflection-in-action as it occurs in my

teaching of process drama and then to consider reflection-in-action in teaching

process drama, the whole notion of capturing and describing these elusive fleeting

ideas and merging processes pre-occupied me. If I were to study reflective practice,

how could I capture reflection-in-action? I could reflect-on-action, which seemed to

be me telling the story of the dive after it was over, but could I somehow capture and

re-create the ephemeral ebb and flow of moving water, the glint and splinter of
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refracted underwater image, the silent glow of the British Columbian Pacific, the

illuminated brilliance of Queensland waters?

My Field Log has, scattered throughout, memos and notes to myself about reflective

practice and the multiple roles of teacher and researcher. Again and again I note

questions such as, "How can I collect the best data for my study while still teaching?"

and "Should my attention be to the teaching and learning or to the data collection?".

As a teacher researcher the focus on the teaching and learning experience is

paramount, the teaching is the subject of the research. The focus must be the "here

and now" and not to the data analysis, even when the focus of the study is the

reflective processes of your own teaching. Researching one's teaching does impact on

the class situation. In my case, the subject I was teaching to the students was new to

them. My relationships with my students were heightened as I was more focused and

aware because of the close attention I paid to the work. Some of the data collection

strategies such as journals and interviews were important to developing and

sustaining relationships with the students. In the past I have had many informal chats

with students, however the process of formally listening and asking, talking, writing

and transcribing what the students said, has made me more attentive to their views

and needs.
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Considering the Patterns

As the leader of a process drama, one is constantly searching for patterns, hints of

emotion or irony, ways of extending the students, moments to increase the tension or

ambiguity, listening for clues and dramatic elements contained in class suggestions

and comments�ways of moving the drama forward and creating design and form

that precludes instant resolution. Heathcote & Bolton (1995) write that teachers who

work in this way see �the tapestry in the thread and the flower in the seed� (p. 93).

Working in process drama my adrenaline rushes as I collect scraps of information,

fleeting moments of experience and look for the pieces to highlight and create the

energy and fabric of the dramatic work. Heathcote�s idea of moving from the

universal to the particular is a search for patterns: What can I learn about the world

from what I have learned from this moment? How might this truth resound through

history? Seeing new patterns emerge, creating patterns and recognising known design

elements are fundamental to process drama work.

Patterning is also the work of qualitative researchers. Catherine Bateson (1994) writes

that (as a professional anthropologist) it is her business "to winkle the patterns out of

voluminous notes and months of work and to analyze them" (p. 223). Winkling

patterns out of pages of typing, is the search for emergent themes. Bateson suggests

that "The question for everyone, living in a world of constant contact between

cultural groups, is how to become routinely sensitive to patterns, even with minimal

cues, suspending judgement and looking for how they fit together". She suggests that
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to prepare others for that kind of attention, children should be offered early and often

both the experience of difference, "always in the context that there will be a pattern to

observe", and the experience of making and looking at art, "which demonstrates that

two people can look at the same mountain and see something different" (p. 222).

While we may never see the world omnisciently, "we can sense its mystery by being

open to alternative visions, including those offered by the telescope and the

microscope along with those offered by painters and poets and other cultures" (p.

222). The hope of this qualitative research is that through finding patterns, looking at

moments in isolation and then reconnecting them to the whole, we can move towards

creating an alternative vision, a way of understanding reflection-in-action as we teach

process drama.

Searching for Patterns in the Data

The process of data analysis was long and arduous. It began in the field as I struggled

to make sense of what it was that I was collecting. The passage of time enabled me to

shift from my role as teacher to analyse the data that came out of the teaching

process. Patterns emerged from the detailed analysis of a single drama that seemed

applicable to the data as a whole. I was alternately depressed and in a void after

leaving the field. The depression was the sense of loss that my work with these

students, this school, this experience that had come to mean so much and occupy so

much of my life was over. The void was my haziness about how to proceed. Initially I

analysed the data very generally, reading and re-reading it, listing themes and
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recurrent ideas. I considered my reflection-in-action, seeking general patterns

throughout the work. I then examined the patterns for changes and developments

throughout the year.  Delineating my reflection-in-action, I considered: how the

school structures influenced the day to day classroom life; the students' understanding

of multiple perspective and point of view in the drama; the group involvement at

different points during the year; the students' growing understanding of how to work

in process drama.  I then considered how these themes played out in my reflection-in-

action process. I tracked the students' work in process drama as I saw that they began

to make more suggestions about not merely the subject matter of the work, but also

the form in which they explored that work. I noted that my attention to the teaching

varied and that the dramatic success of sessions seemed to be directly related to my

processes of reflection-in-action.  This led me to the analysis of the Mystery Pictures

drama I present in this thesis. This drama was at times successful and unsuccessful.

An analysis of my reflection-in-action throughout the drama revealed to me why a

particular session went badly, while another one went particularly well. The analysis

of Mystery Pictures is included herein as it was the most interesting and revealing in

terms of describing reflection-in-action more clearly.

Coding the Field Log

Miles & Huberman (1994) describe codes as "efficient data-labelling and data

retrieval devices. They empower and speed up analysis" (p. 65). My initial coding of

the field log had followed their suggestion of making codes before fieldwork and
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using my research questions to guide my coding process. They recommend

"Keep[ing] the codes semantically close to the terms they represent" (p. 65). I

developed abbreviated coding during the data collection. Noting that "marginal

remarks add meaning and clarity to fieldnotes" (Miles & Huberman, 1994, p. 67), I

had been adding these extensively throughout the data process, to the point where

much of my field notes and remarks were now illegible. The field log was basically

overmarked and wrecked, so I re-printed it and minimised the notes, writing up many

of my initial margin comments as early chapter drafts, some of which were extended

memos to myself. I also explored a qualitative data analysis (QDA) package,

NUD*IST, at this point. While I found it a useful tool, it did not do what I hoped it to,

which was to provide me with a means of analysing reflection-in-action. Richards &

Richards (1994), in their analysis of contemporary qualitative research computer

software packages, write that:

Although software designs imported from artificial intelligence and
database research are providing the breakthroughs, none of them is
exactly what QDA needs. The problem and the excitement is that
QDA is probably the most subtle and intuitive of human
epistemological enterprises, and therefore likely to be the last to
achieve satisfactory computerization (pp. 460-461).

Reflection-in-action and on-action, being extraordinarily subtle and intuitive, are not

suited to the available tools. I did however make use of the "FIND" function of my

word processor, using this as a way of quickly checking through and screening the

data. This was especially valuable as an efficient way of checking data entries for
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individual students, as I could type in their name and easily move to all of the parts of

the field log where they were mentioned.

Data Reduction

Miles and Huberman (1994) describe data reduction as the "process of selecting,

focusing, simplifying, abstracting, and transforming the data that appear in written-up

field notes and transcriptions" (p. 10). They write that this occurs continuously

throughout the research process:

Data reduction is not something separate from analysis. It is part of
analysis. The researcher's decisions of which data chunks to code and
which to pull out, which patterns best summarize a number of chunks,
which evolving story to tell  are all analytic choices. Data reduction is
a form of analysis that sharpens, sorts, focuses, discards, and organizes
data in such a way that "final" conclusions can be drawn and verified
(p. 11).

Data reduction is about selection, but it is also about omission. With every story told,

there are countless others neglected, with each experience highlighted, others fall into

darkness.

After further reading of the data, I realised that the significant shift in the students'

development of their use of process drama seemed to occur around the time of the

Mystery Pictures work. This series of lessons was also particularly insightul for my

work as a teacher, containing moments of success and failure side by side, with many

keys and notes to my reflection in action. Having decided to consider the Mystery
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Pictures drama more deeply, I then went through and annotated it carefully. These

notes quickly became in danger of becoming indecipherable. Using a table model

based on O'Neill (1995) and dividing the work into episode and analysis, the

description was modified and used as a secondary form of analysis, forcing me to

look more closely at specific aspects of the work to fit it into this format, classifying

the work in a moment by moment way. Similar tabulation methods have been used by

others (Edmiston, 1991; Peters, 1995) to describe and analyse process drama.

Creating the data tables allowed me to move the work into description and analysis

with the two pieces together, and the tabulated form enabled me to cross check the

data and themes more closely for patterns.

Verification and Structural Corroboration

Verification of data has been continual and ongoing, through data collection,

transcription, analysis and writing and re-writing and editing this work. Checking the

data collected when transcribing and writing became a natural part of collection, as I

would, once the transcript was typed, listen and watch the tapes back to check for

accuracy. If there were moments of complete confusion, I would either describe them

thus, or try to sort them out by checking with the students. This has meant that much

of my transcript captures moments where we are essentially working in a large group

as an entire class. Sometimes during small group work the noise level was higher and

there were many conversations at once, so the tapes were difficult to understand.
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Verification of the data for accuracy in its reproduction is relatively easy if one sets

about its collection in a methodical and systematic way.

Verification of the emergent meanings that I described in terms of my reflection-in-

action was however more problematic. Miles & Huberman (1994) suggest that the

"meanings emerging from the data have to be tested for their plausibility, their

sturdiness, their "confirmability" that is, their validity" (p. 11). Confirmability of

emergent meaning is more difficult than checking a transcript against a tape. I was

initially uncertain as to how I could confirm meaning with a single case, particularly

where a focus was my reflection-in-action as the teacher. Eisner (1985) was very

helpful on this, arguing that:

The credibility of the observations, whether written or verbal, will be a
function of the coherence they possess and the extent to which the
observations are helpful in illuminating the situations they seek to
describe (p. 341).

Eisner's sense of observations possessing coherence and enabling the reader to "learn

what [they] already "knew" but were not aware of" (341) gave me a strong directional

path to follow in both confirming my findings and developing the writing structure. I

saw that I needed to present the data in such a way that the reader would be led to see

the data through the thematic development, and understand what was there that was

not necessarily self evident.
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In arguing for case study research as a way of expanding the field of educational

research, Donmoyer (1990) argues that case studies "allow us to look at the world

through the researcher's eyes and, in the process, to see things we otherwise might not

have seen" (p. 194). This usage for case study corroborates with Eisner's ideas.

Donmoyer adds that case studies can take us to places where most of us would not

have had an opportunity to go, enabling us to "experience vicariously unique

situations and unique individuals in our own culture" (p. 193). In this thesis, the data

vignettes attempt to enable the reader to experience vicariously moments of

reflection-in-action. This is presented as a coherent model to encourage the reader to

consider how practice is a direct result of reflection-in-action.

Reading Eisner's (1985) description of what he terms "structural corroboration", as:

a process of gathering data or information and using it to establish
links that eventually create a whole that is supported by the bits of
evidence that constitute it�when pieces of the evidence validate each
other, the story holds up, the pieces fit, it makes sense, the facts are
consistent (p. 241).

gave me new insight as to how I might check the meanings I saw emerging from my

data. Eisner sees that the data becomes evidence for the case and is structurally

corroborative: �when pieces of the evidence validate each other, the story holds up,

the pieces fit, it makes sense, the facts are consistent� (p. 241). Structural

corroboration is a natural way of dealing with the world:

In the flux of events and in encountering new situations� a new
classroom, for example� we try to read its code, to find evidence for
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our impressions, to structurally corroborate our initial observations so
that our expectations for that situation are appropriate  (p. 242).

As a practitioner, this is how we use our personal practical knowledge in new

situations, so corroboration of this nature is very natural. Structural corroboration is a

way of checking that the research story forms a coherent, persuasive whole. Eisner

argues that if the story holds together and has "referential adequacy" with respect to

the "phenomena it seeks to describe, interpret, and evaluate"(p. 244) it is valid.

Newman (1997) supports this, writing that:

A case study researcher faces an overwhelming amount of data but has
been immersed in it. Immersion gives the researcher an intimate
familiarity with people's lives and culture... [The researcher] looks for
patterns in the lives, actions and words of people in the context of the
complete case as a whole (p. 331).

The patterns winkled from the Mystery Pictures data are common to all the field work

and my general teaching practice.

Understanding and Validity

Epistemological validity, argue Lincoln & Denzin (1994), "can now be interpreted as

a text's desire to assert its own power over the reader"(p. 579). They argue that

validity is no longer authoritarian, it obtains when a writer presents the text as:

sufficiently founded, triangulated, based on naturalistic indicators,
carefully fitted to a theory (and its concepts), comprehensive in scope,
credible in terms of member checks, logical, and truthful in terms of
its reflection of the phenomenon in question (p. 579).
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Their concern is that, �If validity is gone, values and politics, not objective

epistemology, govern science� (p. 579). Whilst accepting Lincoln & Denzin�s notion

of validity, I would claim that validity does not imply a single truth. Throughout the

data collection and analysis I have tried to remain faithful to what I saw, felt and

heard, to get to the heart of the experience. I acknowledge however that while this

report is informed and enhanced by the perspectives of others, the final voice is my

own.

In an essay on validity, Wolcott (1990, 1994) outlines an intensely personal and

moving story of his relationship with a research participant. The story is so personal

and so moving that as reader, I felt it was privileged information; he was allowing us

into his life to reveal something pertinent about the nature of validity in research.

Having shared this illustrative story of his intense and personal involvement with a

research subject, Brad, who later attempts to kill Wolcott, he writes:

I can state unequivocally that I find no counsel or direction in
questions prompted by a concern for validity. There is no exact set of
circumstances here, no single and "correct" interpretation, nothing
scientific to measure that tells us anything important... For every actor
in these events there are multiple meanings (1994, p. 365).

The multiple meanings and interpretations of the story as felt, lived and told by

Wolcott are open to interpretation as are the multiplicities of every moment. Greene

(1995) writes that "reality must be understood as interpreted experience, and... there

can be multiple perspectives and interpretations within a given context and according
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to acknowledged norms" (p. 58). This holds true for both qualitative research

interpretation and process drama. In my work and that of many colleagues, the aim in

process drama is to uncover multiple truths and perspectives, opening up questions

and leading the students to question the world as they know it. Reflective practice

requires the practitioner to question who they are and how they operate in their world,

and why they see the world as they do. Seeing reality as interpreted experience, there

are no exact sets of circumstances or single or "correct" interpretations. It is true

however that for every actor in every event there are multiple meanings.

Finding My Voice as a Research Writer

What I discovered... seemed to me so complex and interconnected that
I struggled for a time to find a way to write up my many findings,
which could simultaneously encompass the data's breadth as well as its
depth (Scheurer, 1995, p. 28).

Everything in the data seemed and still seems complex. Themes, metathemes and

links between them became an intertangled web blocking my vision. Shifting from

third person to first person plural to first person singular, moving from �scientific�

writing to metaphor, my early attempts to find a voice with which to write this were

largely experimental, shifting and moving between many different genres. Richardson

(1994) warns us that we need to nurture our own voices as writers to "release[s] the

censorious hold of "science writing" on our consciousness, as well as the arrogance it

fosters in our psyche. Writing is validated as a way of knowing" (p. 518). The voice I

was using determined the authority with which I spoke. Primarily I wanted to invoke
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my own voice to give life to the writing. Eisner (1985) "hopes that the refined vision

and skilled writing that marks the competent educational critic will be exploited in

order to share with the reader the fact that a person, not an impersonal machine, wrote

that criticism"(p. 340). Researching a case study, and particularly a case study of my

own practice, it felt ludicrous referring to myself as "the teacher". Writing in the third

person makes the research more objective, even though it may read that way. By the

time I was writing the final drafts of the thesis, the work had lost its immediacy. I was

able to confront myself as I appeared in the data.

Initially I tabulated the analysis of Mystery Pictures in the third person. I then re-

wrote it in the first person, feeling that the analysis sounded too abstract when I tried

to distance it from myself. Much of the analysis relies upon knowing what I am

thinking as the teacher as I reflect-in-action, so writing it in the third person and

referring to myself as "the teacher" meant that the analysis read like speculation from

an observer writing about what the teacher was thinking. In the first person, the

analysis is more narrative in style, filled with reasons for my actions and thoughts I

have about things I said and did in particular lessons. This analysis is written from my

immediate reactions in the field log, and my later reflections on these entries.

Repeated viewing of the Mystery Pictures drama developed an intimate knowledge of

the events as they occurred as documented in the field log, . This allowed me to see

more clearly how I function as a teacher in the classroom. Many of my values and
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beliefs about education, and the reasons I make the decisions I do as I reflect-in-

action in the classroom have become more apparent. I have tried to represent these

truthfully and accurately, even when it reveals my work as being less successful than

I would hope, or it reveals my attitudes as being more directive or narrower than

those to which I would aspire and profess as my own. The data challenges my beliefs

about myself and my work. Overcoming this challenge was difficult, as was resisting

the temptation to edit the data to present myself in a more favourable light.

Finding a Form that Reveals Patterns

When I had found my voice and worked out more or less what I wanted to say and

who agreed and disagreed with me, I embarked on the serious job of writing up the

research, finding it to be yet another process of discovery. Many qualitative

researchers have written about this. Richardson (1994) notes that:

Students are trained to observe, listen, question, and participate. Yet
they are trained to conceptualise writing as "writing up" the research,
rather than as a method of discovery. Almost unthinkingly, qualitative
research training validates the mechanistic model of writing, even
though that model shuts down the creativity and sensibilities of the
individual researcher (p. 517).

I determined to avoid mechanistic writing models and to write in a way that preserved

the character of my data. According to Denzin (1994), writing "relives and reinscribes

experience, bringing newly discovered meanings to the reader"(p. 504).



Unravelling the Mystery Making Sense

98

Writing is not always easy. At times I felt a separation from the data, the writing and

my purpose. Bateson (1994) reflects, "When I let myself abandon the effort of

learning- finding the patterns, putting the small details in context�I became easily

bored, and at the same time I felt unauthentic, cut off from these lives I had wanted to

know" (p. 125). The process of analysing and recording and then trying to re-present

reflective practice was difficult. As reflection-in-action is the moment of decision

making in action, it is elusive. Much of the decision making process is tacit, and

based upon previous knowledge and experience. As it was impossible to capture the

moment of reflection-in-action by recording, I realised that I was reflecting-on-action

through re-living moments on the videotapes and transcripts, to determine how I

reflected-in-action.  I was concerned that it may not be possible to record such an

elusive phenomenon with accuracy. I worked to ensure that, not only would the data

interpretation be accurate, but that I could find a way to communicate my findings

with my reader. I realised that I needed to concentrate on explaining the tacit thought

of the process and to somehow reconstruct a reflective reconstruction of the teaching

in action.

The "shaping of a believable final product is part of a seamless whole research

process  ethically conceived and carried out", writes Ely (1996, p. 168).  Donelan

(1998, pers. comm.) stated that she believes that in the best qualitative research

writing the writer transports the reader back into the moment. When she reads reports

such as this, she wants to see the class in progress.  Denzin (1994) writes similarly
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that, "Authentic understanding is created when readers are able to live their way into

an experience that has been described and created"(p. 506). My aim is to take the

reader into the classroom and to enable them to experience the teacher�s reflection-in-

action.

Representing Tacit Knowledge

Transforming tacit knowledge into propositional knowledge is the work of qualitative

researchers generally, but this was to become a particular problem of my study.

Lincoln & Guba (1985) argue that naturalistic research should not leave knowledge at

a tacit level, as it must be communicated to the reader. They state that it must be

expressed as propositional knowledge so that "the inquirer can both think about it

explicitly and communicate it to others" (p. 198). The act of expressing tacit

knowledge forces one to think very explicitly about each moment. Altheide &

Johnson see that "Good ethnographies reflect tacit knowledge, the largely

unarticulated, contextual understanding that is often manifested in nods, silences,

humor, and naughty nuances"(p. 492). They argue that "to treat the subject matter of

social science as merely "discursive" or "textual" materials overlooks the subtle and

significant role of tacit knowledge" (p. 493).

Altheide & Johnson (1994) note that:

By and large, tacit knowledge is nondiscursive, whereas textual and
many other symbolic forms of communication are discursive. The
problem, then, is how to talk about what is seldom spoken about, and,
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indeed, one of its features is that it is beyond words, seemingly more
basic and pervasive than the spatial configuration of spoken words,
and especially written words, allows. More is involved here than
simply positing that "to speak of something changes it"; we believe
that, but this is a different issue. The issue, again, is how something
that operates in existential moments and has a distinctive temporal
form can be adequately communicated (p. 493).

Like Altheide & Johnson, the central problem I faced was how to communicate the

ephemeral and existential in an interesting and informative way.

Narrative Vignettes

The narrative vignettes are my solution to the problem of recreating the classroom

moments of process drama, while revealing my reflection-in-action. Moments of

process drama are difficult to document.  O'Toole (1990) discusses the characteristics

that make process drama difficult to document:

Its participant nature entails a high component of subjectivity, where
the action is invariably more easily and accurately perceived from
inside than outside. Its newness makes it relatively unfamiliar except
to exponents...Moreover, recording of drama, whether by print or by
visual media, necessarily effects a transformation of particular
dramatic form into another mode, with an entirely different audience
or orientation (p.2, Preface).

He suggests that this may be why "extant documentation and records are limited and

fragmented, and widely regarded by exponents as unsatisfactory" (p. 2). Using the

data to write vignettes from my perspective as the teacher seemed to overcome many

of these problems.
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Scheurer (1995) found that while one of her paramount objectives was to describe, at

times that "the description became firmly connected to [her] interpretation and

analysis"(p. 25). To overcome this, she presented data and analysis concurrently,

describing drama excerpts analytically and including "descriptive examples

throughout this document to enliven factual, theoretical and analytical sections" (p.

25). My experience was similar, much of the description contains analysis,

particularly as I was trying to recreate the in-action reflection which was going on for

me as the teacher.  I experimented with different ways of writing up the data, initially

using Taylor (1991) as a model, quoting verbatim from the logbook and referencing

this with page and line numbers. Whilst my log book had been kept with the intention

of referencing in this way, I realised that direct data did not read well in the text. I

also wanted to include analysis in the excerpts, so rewrote them in the vignette form.

Like Scheurer, I began to look for designs to weave the threads of description and

analysis. Grumet (1990a) advises:

Let our songs have three parts, situation, narrative, and interpretation.
The first, situation, acknowledges that we tell our story as a speech
event that involves the social, cultural and political relations in and to
which we speak. Narrative, or narratives as I prefer, invites all the
specificity, presence and power that the symbolic and semiotic
registers of our speaking can provide.  And interpretation provides a
different voice, a reflective and more distant one... What is essential is
that all three voices usher from one speaker and that each becomes a
location through which the other is heard. None is privileged (pp. 281-
282).
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In this sense, the registers of writing in the work are seen in themselves as being

multiple, according to the perspective or role from which the individual is writing.

Heathcote and Bolton (1995) provide some exciting examples of insightful writing

that combines a variety of established genres including: conversations, standardised

academic writing, experiential examples, recreations of events, notes and letters; as

well as inventing new genres and forms of writing. The text itself reveals the process

of the search for deeper understanding of the Mantle of the Expert approach to

teaching drama.  Two sections of this text greatly influenced the weaving of

description and analysis in the data vignettes. The first was a rewrite of a lesson

sequence (pp. 88-90) where the italicised lesson script is followed by analysis in

square parentheses. I experimented following this form. The planning section of the

text showed Heathcote's ideas about the work in action italicised next to the

description (pp. 118-120). This was very valuable as a way of trying to represent the

internal mind of the teacher, and an illustration of how important this type of thinking

is in drama education. I was inspired to develop this into an internal monologue of the

type of thinking I was doing in action as I taught the sequence.

I hope that the narratives of this work will resonate for the reader. I have endeavoured

to recreate the pace of classroom life, the texture of events and the inner experience

of the teacher reflecting-in-action. Maybe as you read this work you will recall an

experience reminiscent of those described; if you are a teacher you may remember a
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moment when a class excelled and a time when things fell apart because of your

inappropriate responses. As a researcher you may recognise patterns of my journey

that fit into the tracks you stepped. As this narrative unfolds you may be able to place

yourself into my classroom, to see as I saw.



4
Cradled Relationships

�Because every act of teaching and learning is saturated with the
specificity of time and place, educational theorists and researchers
struggle to bring that specificity into their accounts�
Madeleine Grumet, 1998, p. 7.



Unravelling the Mystery Cradled Relationships

105

Cradled Relationships

The research was conducted in a catholic parochial primary school in an

Australian metropolitan city. The school is administered by an order of sisters

who have an established base in the parish community. The school has one stream

at each year level, approximately two hundred students representing a broad range

of socio-economic backgrounds and family groupings. The research group

consisted of the Year Seven students, the class size varied from twenty-six to

twenty-eight students throughout the year.  The students had never studied drama

as a subject in this school before, their previous experiences of drama education

being limited to the school Christmas plays.

These are the basic facts of the research setting. Classroom experience is cradled

by the relationships between different aspects of the context in which it occurs.

Even though my relationship with the school community was formed in order to

conduct the research, and explore reflection-in-action, this study of reflection-in-

action cannot be divorced from the situation in which the data was collected.  As

Grumet (1998) writes, �Because every act of teaching and learning is saturated

with the specificity of time and place, educational theorists and researchers

struggle to bring that specificity into their accounts� (p. 7). Because of this

specificity, it is important to understand how the general context of the school has

shaped this practice.
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Moving in to a new setting for this research I noticed and recorded things at the

onset that I later accepted as a part of everyday life at the school. Bateson (1994)

eloquently summarises what I felt in terms of my relations with the school:

Arriving in a new place, you start from an acknowledgement of
strangeness, a disciplined use of discomfort and surprise. Later, as
observations accumulate, the awareness of contrast dwindles and
must be replaced with a growing understanding of how
observations fit together within a system unique to the other
culture. Having made as much use as possible of the sense that
everything is totally alien, you begin to experience, through
increasing familiarity, the way in which everything makes sense
through a new logic (p. 227).

This chapter details my initial experiences and observations of the field. The

principal, classroom teacher and parish are introduced to the reader as I initially

experienced them, but with the benefit of hindsight. The chapter concludes with a

consideration of the aspects of the school community facilitated this teacher

research, considering how the culture of this school influenced my work,

specifically which elements of this school culture are pertinent to my illustrations

of reflection-in-action in the following chapters.

Initial Contact

The number was worn along the edges of the little yellow post-it
note, but the figures were legible. I dialled the numbers nervously.
My call was answered by a relaxed, even, meditative tone. A
pleasant voice. A woman. No. Frances was teaching. She was busy
all day. But yes, the voice assured me, she would pass on the
message. What was the message?

She took down the details: Joanne O'Mara� Griffith� drama�
teacher� research� Year Sevens� phone numbers. She read the
numbers back. Home. The office. "This all sounds like Frances can
help. I am sure that she will be interested".
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I laughed nervously. I could hear my twittering echoing back
through the phone line, sounding like an adolescent securing their
first date. After folding and unfolding the paper for three days, I
had phoned the number. I was sure that voice on the other end was
a Sister and maybe the principal, because her manner lacked the
traditional officiousness of a secretary, but what sort of school has
a principal who takes phone messages?

I waited. All that afternoon. That evening. That night I lay in bed
thinking about the process I had already been through; the schools
I had contacted last year, appointments with principals, meetings
with teachers, the difficulty of establishing myself as a teacher
researcher in a new city where I had very few contacts in the
education world.  But what did I want from this? Why was this
initial contact so important?

I had come from a school where the drama studio was my space
that I shared with my students. Working with a primary grade, I
recognised that these students would essentially belong to someone
else: that I would be coming in to work with them, but ultimately
they would not be mine. They would be borrowed.  Donelan
(1996) had alerted me to the delicacy of the relationship I was
setting up. As mentioned in Chapter Three, I saw the establishment
of my relationship with the teacher as fundamental to the success
of the research; affecting the flexibility of my timetable, the value
with which my work was seen and the way that that work was
accepted into the landscape of classroom life. I did not want drama
to be seen as an "extra", but I did not have time to fight the battle
of securing its position in this particular community.

A big ask.

I did not hear from Frances the next day. She had a study day. Was
she too busy? Was she interested or not? What had she done with
the post-it note my message was written on? Or would it be written
on re-cycled photocopy paper? How did this school pass on its
messages?

Entry # 3, February 15, 1996
I could not stand the suspense. I called Frances at school at lunch
break. She is interested. Very interested. I am going to see her next
Thursday, February 22, at 3.00. I also spoke to Sr. Josephine the
lady I spoke to the other day who is a Sister and also the principal.
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The Search for the Familiar

Ely (1991) stresses the importance of the establishment of the initial relationship

with the gatekeeper,  �that essential person who could provide the permission ...to

study in a particular setting� (p. 20). The research begins with the first question

that leads to it; the relationship with the research group begins at the moment of

first contact.  Or does it begin before that moment of contact, with our former

experiences and preconceptions?  My early field log entries focus on establishing

myself in the field. Feeling comfortable in the relationships with the principal and

the teacher were my initial priorities, and as a consequence I subconsciously seek

the familiar. In an early draft of this work, expanding an analytical memo I wrote,

"Everything about the environment resonated of what was desirable to me in

education". With the self-knowledge that comes from the depth of continual

reflection-on-action, I now recognise that what was "desirable" was what was

"familiar". My sense of angst made familiarity suggest acceptance and helped

allay my fears about the research process and the unmapped territory through

which I had to navigate.  My initial entry after the first visit to the school  seeks

comfort from recognition of the familiar.

What an exciting experience it was to go into the school today, and
what an open, welcoming reception I felt!!!!

This afternoon is one of those wild, windy days where the sky is
about to erupt into a storm at any second and the animals and
children are hysterical! When I arrive at the school, everything is
blowing. The wind is drifting up the stairs into the office and a
portrait of Mary McKillop is moving with the breeze. It is a very
young, friendly looking portrait, not one of those stern older ones
of her teaching around Penola.
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The principal's door is ajar and I can see into the office. There is a
line of dolls of all shapes and sizes. Several of them are the same
size as a six year old and they are all dressed in the school uniform
 some standing, some sitting on the ground and some cross-legged
on the floor reading books. It is such a fabulously warm and
welcoming display and makes the PRINCIPAL'S OFFICE a very
inviting place. 

I, as adult teacher researcher, feel welcomed by puppets and dolls. Josephine, the

principal, revealed that she had made them for that purpose. When she first came

to the school, the administration area, and in particular her office, was very stark,

unwelcoming and "felt like a place for adults". She wanted it to be a place for

children as well, a welcoming space that set the scene for the school.  She dressed

the set of her office with the dolls and stuffed animals to make the children feel

relaxed and to show off the uniform to new parents. Barthe (1990) presents the

principal's relationships with her staff and students as providing the model and the

framework for all of the relationships within the school community. The

principal's attitudes to others, whether welcoming and open or aggressive and

closed, have a ripple effect throughout the school community. Josephine is very

much a believer in positive and open-minded relationships and approaches and

she sees it as her role to set the atmosphere for the school. Her example spirals

through her community, and even though there is only one stream at each year

level, there is a great deal of collaborative teaching and learning occurring in this

school. In retrospect, it seems very natural that Mary McKillop's portrait hangs

throughout the school� Australia's first short-listed saint, known for both her

work in education and her radical stances against the authority of the church. As

the year progressed I realise the extent of identification that both Sr. Josephine
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and Frances have with Mary McKillop and, indeed, how many aspects of the

institutional restraints placed on their school are reminiscent of the struggles faced

by McKillop in the establishment of the Josephites.

My relationship with Frances began with the same sense of collegiality. I was

initially extremely nervous about talking with her. I felt uncertain about how she

would respond to the idea of the work and found myself stuttering and

stammering and being most unclear. She was however enthusiastic about both the

research and the drama work. She is concerned about the class' oral abilities and

lack of arts experiences and sees drama as a way of extending these. She is very

secure in her teaching and it was obvious from the enthusiasm, passion,

knowledge and commitment with which she discussed her work that she was a

fine teacher. She was very keen to expand her own knowledge of drama practice

as well. She gave me a brief profile of the class group, but did not go into much

detail, feeling that it would be more interesting and proper in terms of my research

for me "to find it all out for myself". 

Creating a School Community: Assembly as a learning experience

"Strayl-yun-saw-led-uh-srey-joyce... faw-wee-ah-yun-gen-free..."

[Australians all let us rejoice: For we are young and free...]

Whole school assembly was held every Monday. The assemblies were run by the

Year Seven students who had to prepare the assembly the previous Friday. Small
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groups of two to four students were in charge of assembly each week. These

students had to meet with Sr. Josephine earlier in the week, and together they

would work out the agenda.  Frances would collate a basic running sheet in

collaboration with the students in charge of assembly and the other grade teachers

would list their reports to her. Together Frances and the students in charge would

collect the assembly agenda, and the Year Sevens would write their scripts.

Assembly sung forth with the National Anthem while the Aboriginal and

Australian Government flags were held up at the back. There were a number of

Murri students in the school, and often these students would be responsible for the

Aboriginal flag, but this was not restricted to only the Murri students. Frances and

Josephine were both keen that all of the students in the school would understand

the purposes of these rituals, and it was the Year Sevens� responsibility to explain

the meaning of the rituals to the rest of the student body. After an early assembly

where the purpose of the rituals seemed lost, Frances asked that, "whoever was on

assembly next week should explain to the children why they have to stand up

straight with their arms by their side". She then told the Year Sevens that, �It is a

sign of respect, a sign of honouring the country and the flag, a sign of respect for

the Aborigines and their culture. It helps us to embrace all of the cultures in the

country�.

This is representative of the attitudes that Josephine and Frances espoused:

acceptance of others, open mindedness, reconciliation. Later in the year when
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Pauline Hanson, a right wing independent politician, made her controversial

maiden speech in parliament that slandered migrants and Aboriginal people, there

was a great deal of discussion in the staff room. The feeling was that more

educational work was required before those attitudes would disappear. There

seemed to be general staff consensus about this.

The Worth of Presentation Skills

It is significant that the Year Sevens were responsible for assembly because they

were very much seen as leaders in the school community and as such their oral

skills were highly valued. All Year Seven students were required to take on these

leadership skills and there were no excuses to be given for not helping. It was

simply part of being in Year Seven that you would do this. Students from the

other year levels were also expected to participate and present at assembly. This

generally took the form of class reports, where the class would tell the audience of

their achievements for that week. Sometimes they would talk about an excursion

or a class event. Usually all members of the class were involved, saying one line

each of what happened or in the display of work on the stage.

In the first week I was at the school, the Year Ones began the assembly with a

report about "the work they had been doing with patterns".  I noted in my field

log: "They have been researching patterns and where they appear both naturally

and in designs. They had posters of patterns and they had pattern puzzles which

they had made up. They spoke a line each about the patterns that they had found.
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It was like a poem. It was very beautiful". This Year One presentation was very

typical of the way these reports were constructed with artistic appreciation and

confidence. The expectation that everyone would be confident to speak in front of

the school, from the Year Ones to the teaching staff, served to de-mystify the act

of speaking in public.

Public presentation was an important and valued aspect of the school culture. The

quality of presentation at assembly was emphasised at all times; eye contact,

focus, firm handshakes and confidence in voice and stance were frequently taught

and reinforced to the school at assembly by Josephine. She would congratulate

students who gave a good firm handshake and would demonstrate how to give

handshakes and accept awards as part of the assembly format. Frances also

emphasised presentation while preparing the Year Sevens to run the assembly.

"Believe that what you say is worthwhile, then say it out. Then other people will

listen," she explained. In this setting there was a real opportunity for students to

develop oral presentation skills and to enjoy the gratification that comes from

performing in front of an appreciative audience. Take for example an extract from

my field log describing a Year Two student at assembly:

This time we heard monster stories from Year Two, with three of
the Year Two students reading out their monster stories. There was
one particularly gruesome tale about monsters told by an engaging
boy who was very involved in his story. He was rolling his eyes
around in a most macabre and dramatic way and saying, 
"Monsters drink blood". There was a comment from a pre-school
child who was sitting on the sidelines with his mother. He said,
"Yuck Mum!" in a loud, horrified voice that resounded throughout
the hall. The boy from Year Two looked up appreciatively at the
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child. His words were having the desired effect� he knew he had
reached his audience� this sideline commentary was welcome!

The sense of performing for an audience at public occasions was emphasised and

valued at the school. This Year Two child, reading his monster story, already

knew the power of reaching an appreciative audience. Sr. Josephine tried to make

the younger students feel that their contributions were valued as much as those of

the older students. The Year Sevens sometimes felt that "she only cared about the

younger students", but this was not the case. She tried to make everyone in the

school community feel equally important.

Creating Community: Individual Recognition

The positive nature of the school is institutionalised in the assembly format. It is

not just citizenship training, but appreciating individuals within a community.

During the course of the year we celebrated grandparents, mothers, fathers and the

work of an elderly couple who helped with the bin collection each evening.

Students were acknowledged for a variety of things. Sr. Josephine said, "We like

to acknowledge everyone for their contribution to the school". This also stressed

multiple forms of learning and placed value on different skills and activities. The

school song has a line about everyone being valued and important in the school,

and the school lives this commitment out in practice.

Birthdays were celebrated at assembly. The students whose birthdays fell in the

following week would have their names read out, come to the front, shake hands
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with Sr. Josephine and receive a school birthday card designed and made by

Josephine. When all of the children were assembled, the rest of the school would

sing, "Happy birthday to you... Happy birthday dear children..." If it was a

teacher's birthday, this would be acknowledged separately and the students would

sing "Happy Birthday" to the teacher in question. This whole-school simple

celebration had a positive effect on the community. Children and teachers would

be wished, "Happy Birthday" by different members of the community outside of

the assembly, and those whose birthdays fell outside of the school year were

acknowledged and celebrated at different times.

The General Feeling In The Staffroom.

The teachers in this school generally seemed to have a driving interest in the work

that they were doing. For them, this was far more than a job and they were

working for higher stakes than simply a salary. Josephine valued this in her all-

female staff, and looked for staff members with these attitudes, but also worked to

ensure that her staff were well treated and had many opportunities for professional

development. She had received some criticism for the fact that there were no male

staff members. I questioned her about this, and she said that she had looked for

them when she had employed new staff, but every time a new position had come

up, she and her committee had felt that the best applicant was female. In primary

education in Queensland there are few male teachers to select from, as there are

not many who study primary education and many of those that do become
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administrators. This staff worked extremely well together and there was a general

sense of acceptance and working towards a common goal amongst these women.

Creating Links Between the Students: The Year Seven and Year One

"Buddy System"

Frances, myself and the Year Sevens spent quite a bit of time with the Year One

teacher as the school operated a "buddy" system where the Year Sevens each had

a child that they were paired up with from Year One. They worked with each

other every Friday in different tasks: buddy swimming, buddy craft activities,

buddy reading, and, after my arrival, some buddy drama. The system was an

extension of the leadership commitment the Year Sevens made to their

community, as well as providing a strong support for the Year One students. The

Year One classroom was near ours, and the Year One teacher was very supportive

of my work. She was extremely passionate about her own, and was running her

classroom in a similar style to Galas (1997), studying topics through the arts as

well as in more standard ways. The Year One study of butterflies was a good

example of this. The Year Ones showed us their crayon wash pictures of

butterflies at assembly and then recited the poem that they had written. I noted in

my log:

At recess I spoke to the Year One teacher about the butterflies as I
had rather liked their drawings. She described with great passion
the unit they were doing. She spoke of being at school on Sunday
when one of the butterflies they were hatching hatched. She
described eloquently the way it broke out of its cocoon and how it
rested on the curtain and moved its wet wings up and down gently
as they dried. It flew out of the window after its wings had set. She
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also spoke of all the things they were doing�drawing butterflies,
learning the poem, making models and paper ones.

This passion for the work and the general appreciation for each other's work was

typical of how the school itself was run. This made it very easy for me to work

with both the Year One teacher and Frances, as rather than feeling threatened or

competitive in any way, we were working together towards mutual aims of

creating a "community of learners" (Barthe, 1991).

Daily Routine

The students would start the day negotiating the timetable with Frances. Each

Monday, a general plan for the week was written on the board, and Frances would

discuss and negotiate this with the students. The students would expand upon this

daily,  and the times and activities in different parts of the day would be decided

on by Frances in consultation with the students and myself. She would direct the

proceedings. For instance, if they were behind in math, they would devote a little

extra time to it; if we were preparing for a religious feast, we would spend the

time for religion doing that; if we were surging ahead in a particular area, we

might continue on with it and get it finished. If the students had a particular

activity they wanted to do, it would be slotted into an appropriate place in the

timetable. This was a really effective way of working as it enabled the students to

know what was happening and have a voice in the activities and their order. This

flexibility and open negotiation meant shared responsibility also.
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Initially I fitted in with what was already happening in the classroom. From

second term (the twelfth week of the school year) onwards I negotiated themes

with Frances and the students and drama became a valued part of the curriculum.

The times I worked with the students varied in length from fifteen minutes to

entire mornings. Frances gave me a free hand, trusting that the work we did was

always work that the students needed to do. I tried to work thematically with what

the class was studying and also considered the interests of the students themselves

when making curriculum choices for the drama work.

The School and Religion

My introduction to the religious education aspect of the school came on my first

day. Frances asked me to take the students to the "quiet room" to have morning

prayers while she met with the teacher's aide. The "quiet room" was a regular

classroom which had no furniture except for a coffee table and a television and

video unit. Sometimes there were a couple of tables and the electric piano in the

room, but generally it was left free of furniture to be used as a space for group

work and prayers (hence the name). It was in the quiet room that I taught most of

the drama classes; the word "quiet" often something of a misnomer.

On my first excursion to the quiet room I was struck by how the prayers were

prepared by the student and the inclusiveness of the ritual. The students organised

themselves independently of my presence. Throughout the year the students

maintained and developed this ritual. I interviewed Frances about it later in the



Unravelling the Mystery Cradled Relationships

119

year, and she said that she had set up some of the initial format, but the students

developed the rituals themselves. Praying for one particular student every day and

then giving them positive reinforcement about how they were valued in the school

community was taken very seriously by the class. This was a ritual which did not

seem to break down like other aspects of their lives together when they were

fighting with each other, maybe because there was a high degree of ownership of

both the form and content of these prayers.

The school's approach to religious education was characteristic of the ideology

followed in the establishment of the assembly routine: it was inclusive,

participatory and aimed at educating the children to be free thinking individuals

with a high degree of self-esteem. It taught them also to value each other and feel

that they held an important place within their community.

The School and the Church

In my initial meetings and visits to the school both Frances and Sr. Josephine

were reluctant to talk about the parish in which the school was situated. Frances

would just smile enigmatically and suggest that I would "find out for myself". In

the first weeks of my time with the school, we were preparing for the Year Seven

Leadership Mass. This was to celebrate their leadership of the school community

with their families and to acknowledge their special relationship (as Buddies) with

the Year One students who, with their parents, were also invited to the Mass. The

students prepared their own commitments to be good leaders of the community
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and an oath of promise. They also rehearsed accepting their leadership badges and

various aspects of the Mass; a liturgical dance, the readings, welcomes to various

members of the community and the altar service. All of this was practised and

refined in the hall, which struck me as odd as my previous experience when

practising such rituals at other religious schools had always been to rehearse in the

church.

On the day of the Mass we rehearsed in the church. At this time I saw the church

as a beautiful, large old building, built with a huge dome on top of it. It was,

naturally, on a hill, so it could be seen for kilometres. Being interested in

architecture, I was pleased to get a chance to have a good look around the church,

and being a hot March day, thought that, if nothing else, the church would be a

cool haven to relax in. Frances was smiling to herself smugly as we went over.

When we went inside I was shocked and noted that, apart from a bad instillation

of some air conditioning units along the walls, there were very few alterations to

the church since Vatican II. The Priest did face the front and the Masses were said

in English, but the altar rails and padded kneelers at the front were still there, as

were several gory bloodied busts of martyred saints with barbed wire around

them. There were novena candles and the Church seemed from another time, from

another religious tradition to that for which the students had been preparing.

Frances explained to my raised eyebrows that the current priest is new to the

parish.  He replaced a ninety three year old priest the previous year. The old priest
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was extremely conservative and the parish became a centre for conservatives

around the district.  The new priest is caught in the battle to bring the church into

the nineteen nineties. He is quite conservative himself, but nowhere near as

conservative as the former priest, and certainly far more enlightened than most of

the members of his parish. This is causing him a great number of personal

difficulties however, as he tries to remain "neutral" in the struggle between his

parish and the enlightened school community.  Consequently he is under a lot of

pressure from every direction, and shifts and changes sides constantly. The

movement on the altar, the banners and the children being responsible for so much

of the celebration is atypical of this community. Student involvement and true

participation is something that the school is fighting for and many parish members

are fighting against. This parish wants its community, particularly its children, to

be seen and not heard: to attend submissively with no voice or involvement more

than reciting the appropriate responses at the appropriate time in an appropriate

tone of voice.

It was common for members of the parish community to "spy" on the preparations

for school Masses, and there were frequent complaints to the school from

members of the parish regarding the type of celebrations which the school was

having in the Church. Frances sees that no matter what they do in this parish, it

will be a long time before there can be any real change or any real ownership of

the parish by the community within it. The parish would not acknowledge that,

while the people active in the parish community have certain values and beliefs
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that they wish to preserve and uphold, the school itself is servicing a far wider

community than just the children of the parish. Many of the people who are at the

school are children of non-practising Catholics who yet culturally feel themselves

to be Catholic. Many of the students were not Catholics or if they were, went to

Mass in other less conservative parishes. There was only one set of parents within

the class group who were from this conservative grouping in the parish. The

school was seen by the community as being separate from the parish and having a

very different ideological basis.

The Impact of the Power Relationships of the Church on the Classroom

Community

The school lies in the shadow of the dome of the eighty-year old solid brick

church. In this parish however, the school is the source of light and revelation, the

conservative parish and Priest dampening the enthusiasm of the school

community. No matter how much sun falls onto the schoolyard, the cold darkness

of repressive pre-Vatican II values stand monumentally, overseeing every action

the emancipatory Sr. Josephine and her staff make.

Josephine is working to create a structure of schooling in that parish that fits into

her ideals of what education can and should be. In order to change her school she

must ignore the authority of the parish. Although she had the strength of her order

behind her, she found confronting the parish a challenge. She very much wants

ordained female ministry and church reform. Her stance agrees with Kennedy
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(1998) who discusses issues of exclusion from the Church, listing "the poor,

women, homosexual men and women, all the clerics and religious dropouts" as

being excluded. Kennedy states that "Our Church will remain dysfunctional while

ever it remains lop-sided. When people of imagination take up their rightful voice,

then it will be revealing fidelity to a true incarnational focus"(p. 14). Josephine, a

woman of imagination and vision, argued for the inclusion of women and children

in her preparation of liturgies, supported the ordination of women priests and

worked for a restructuring of the Church which is less patriarchal and more

community based. She disagreed with the Church's position about homosexuality

and was openly supportive of homosexual members of the community. She

employed former sisters at the school, showing her support for "religious

dropouts", even though they may be officially disregarded by the church.

The tension between the parish community and the school community affected the

day to day running of the school. The forward thinking emancipatory values of

Josephine and her staff contrasted sharply with the parish community in which

they were situated, and this struggle permeated much of the work that they did in

the school and much of the conversation around the staffroom table. The staff

were concerned with taking the "magic" out of religion and teaching it so that the

students developed a solid ethical foundation. The views held by the staff were

seen as "being on the heretical side of nice" by much of the parish community. 

Later in the year when the Year Sevens were preparing for confirmation it became

obvious that there was an active campaign to prevent the school from introducing
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any contemporary theology into the church or the religious curriculum. Somehow

the conservatives obtained a copy of the Mass booklet before the Mass and

attempted to prevent the Mass proceeding as written.

My admiration for Josephine and Frances, two strong and principled women, only

grew throughout the year. I note Eisner's (1994) warning that:

When the structure of schooling conflicts with our aspirations or
with the innovations we hope to introduce, it is likely that the
structure will alter the innovation or modify the aspiration rather
than the reverse. The school changes the incoming message more
than the incoming message changes the school (p. 8).

Sr. Josephine and Frances worked together to attempt to try to change the culture

around the school so that they could introduce innovations. They tried to prevent

the tensions that they were having with the parish from entering the school rooms,

 by the end of the year the strain had become so great between the school and the

parish that the Catholic Education Office sent deputies to help with the

negotiations between them. The parish priest finally crumpled under pressure and

closed ranks on the school community. Even after the Catholic Education Office

was called in to help with the negotiations (in support of the school) the Priest

would not accept contemporary liturgical formats. Not to be thwarted, Sr.

Josephine re-figured the end of year celebrations to be church and priest free.

Instead of having Masses, we had paraliturgies, instead of celebrating them in the

church, we used our school hall. Nevertheless, the indecision and lack of support

for the school by the parish priest led to Frances resigning from her position at the

school at the end of the year.
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The Narrative of the School and the Community: Reducing the Risk

There is a high level of risk in drama education, in teaching and in research. At

the beginning of my fieldwork I was overly conscious of this.  In retrospect, I can

see that subconsciously I was seeking to reduce the risks inherent in the setting by

finding a group of people who would support me in my work. I found a school,

principal and teacher who shared my credo and were supportive of the research

endeavour. This was important to me as I wanted to focus on the class and the

research and minimise potential obstructions to the work. I felt that if I found a

community where I could easily fit in, I would not be seen as an outsider

conducting research, but someone who was making a valuable contribution.

Teaching the students to raise questions and increase their artistic understanding

of the theatre art form was completely in line with Josephine's hopes for her

students and her school.

My initial obsession with establishing my relationship with the school community

meant that I lost sight of my role as a drama teacher. My early field notes are

filled with my observations of the setting and the school itself and how it

functions. Even as a teacher who had taught in secondary schools for ten years, I

had a real reluctance to begin the actual teaching work. I was nervous. I was

preoccupied with the thought of PhD research and afraid to begin. The students

too had been primed and told that I was coming from a university to do research

and this made them frightened of me. In addition to this, they and their parents
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had signed formal consent forms, which heightened their awareness of me and the

work.

My initial effort to establish myself and the program paid off. My relationship

with the entire school community was smooth throughout the year, and my work

was valued and supported. Frances and I worked well as a team, and even through

times of great strain, when she was in conflict with the parish priest, our

relationship did not falter. We shared a strong commitment to the students.

Neither of us expected that the students were there to provide us with emotional

support or cater to our needs as people. Mary, a relief teacher for Wednesdays,

expected emotional support from the students and felt very threatened by my

presence. She taught in a very rigid way, using textbooks and methodically

working through them. She seemed to resent my presence and disapprove of my

work. Consequently, I avoided Wednesdays. I have seen teachers confuse

emotional support with teaching, or worse still, expect that the students give them

emotional support. My relationship with Mary, while very congenial on the

surface, became fractured when I could not incorporate her rigid teaching style

and need to be liked by the students into my work. I was impatient with her, and

even though I was trying to include and understand multiple perspective and

different points of view in my research and process drama work, in my dealings

with Mary I found it difficult to incorporate a stance which was so different from

my own.
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The Principal As Support

Sr. Josephine's knowledge of the arts and appreciation of all art forms meant that

she supported both my research and my teaching.  Her personal commitment to

improving the children's presentation skills meant that she saw a place for drama

in her vision of the school, both in terms of the themes we studied and the oral

language development.  Josephine and I both went with Frances and the class on a

religion excursion to visit some sisters later in the year. It was after we had been

looking at homelessness in drama. One of the sisters asked if anyone knew what it

would be like to be poor. Hands shot up everywhere and the students gave long,

poetic explanations of what it felt like to be homeless. The sister we had been

visiting was very impressed with the depth of their knowledge and empathy, and

the feeling level of their experience. Josephine said, "It is because they have

studied it in drama". She freely acknowledged that the learning in drama was

different and she valued this learning. Her appreciation was not simply for

drama�s utilitarian function, but for its power to develop students' general

confidence, artistic appreciation and questioning capabilities.

My relationship with Josephine and Frances was in many ways enhanced by their

negative relationship with the parish. I was fully supportive of them through this

process, and often, particularly during the periods of greatest tension, my presence

enabled Frances to take a break from the stresses of the situation, or to devote

time to her duties as Vice-Principal. I also felt a great deal of personal freedom in

my selection of pre-texts for the drama and my development of the drama
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curriculum because I received such strong approval from Frances and Josephine. 

This has been important for the research, because although I negotiated my place

in the school, I operated as if I was employed there as a full-time drama teacher.

Elements Of The School Culture Which Are Pertinent To My Reflection-In-

Action

This chapter has outlined and examined the school community in which the

research was conducted. The school community was conducive to research

process drama as a teacher researcher and to collect the students' responses to

their experiences. This was very important to my sense of freedom in the research,

enabling me to teach as I would in any setting where I belonged. Elements of the

school culture were pertinent to my reflection-in-action in process drama:

• The principal was supportive of the arts, allowing students to express their

opinions and have a real voice in the school community. She embraced new

approaches and new projects. Her innovations meant that outsiders were

welcomed into the school community. As a teacher researcher it is helpful to

have the support of the principal in the investigation as I noted in my previous

work (O'Mara, 1995). This meant that in-action my work was not hindered by

any subconscious feelings of disapproval from the school. This gave me a

sense of freedom.
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• The school established community through public events: assembly, Mass,

parental involvement. There was an established recognition of the value of

performance and presentation skills, and a general appreciation of arts

practice. This made the establishment of the drama program with the Year

Seven students much easier, and meant that drama was embraced by the

school community.

• The tension between the school and the parish was a constant factor

influencing the school community. Given Sr. Josephine's position, this was

very positive for my research. The school community supported my work in

drama, encouraging the students to attend and question their lives more

deeply, develop a sense of dramatic artistry and to help them to become more

confident and competent in the art form. My collusion with Josephine and

Frances in this conflict meant that I felt supported in my ideological position,

and therefore empowered to make decisions in-action with the knowledge of

their support.

• Because of their previous experiences, the students were open to questioning.

They were not afraid to grapple with difficult questions in our drama work, or

in interviews, and were open in their questioning. This meant that in action I

could be confident of their ability to deal with many different turns in our

drama work. This knowledge gave me a greater freedom of choice in action.
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• Frances had an open and negotiable relationship with the Year Seven group,

which suited my style of working with students. The students were prepared to

share their feelings in drama without fear of ridicule as they were used to

doing this quite openly in the Religion program. It was acceptable to talk

openly about feelings and attitudes.

• The students could accept my different roles as the teacher during the drama

classes, as a researcher when I was interviewing them and as a friend and

confidante at times. They respected the work and the research, and this was

perhaps the most significant feature of our relationship. I allowed them into

the research process, showing them the work I was doing, and this developed

open relationships.

I believe that when you are teaching drama it is very important to enlist the

support of the entire school community for the program. Being enthusiastic about

the work and speaking with other teachers, students, parents and the principal

about little class incidents that show how powerful drama is, as well as inviting

them to watch you work in drama and see the students' work, are good ways of

building support for the program. Small fragments of finely tuned work for public

display are also helpful. Being interested and supportive of the work that your

colleagues are doing can enable teachers to form mutually beneficial collaborative

relationships with each other.
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This same approach applies to enlisting support for your work as a teacher

researcher. Being open about the process with the students and your colleagues,

discussing your hunches and emerging themes and testing them with other

colleagues� opinions and ideas helps to both sustain the support of members of

your research setting and strengthen and clarify your thinking. I believe that the

time and energy invested into the establishment of the initial relationships was

worthwhile as these people became my colleagues and their support helped to

carry the weight of the work.

These factors had a very positive influence on the study, as I was given complete

co-operation with every aspect of my work. This level of support meant that I felt

free to explore in any direction. The tension in the school between the local parish

and the school community served to bind me more closely with that community as

I openly supported both their views and their attempts to overcome the negative

situation with which they were faced. I had a strong sense in my work throughout

the year of feeling the need to perform well, due to my loyalty to the school. The

sense of belonging made me feel that my work was seen as a valuable

contribution to the community. I was freed from the restrictions of the timetable. 

This flexibility meant that I could live out decisions made through reflection-in-

action�I frequently took the drama beyond the constraints of the forty minute

period.



5
Mapping the Imaginary
World

�Drama provides access to an imaginary world in which themes,
issues, and curricular materials may be explored in context.  These
imaginary worlds are generated by teachers and students as they work
together.  The reality of the classroom setting is temporarily
suspended and replaced by these worlds, which provide a wide range
of situations in which attitudes roles and relationships become
available for investigation"
Cecily O'Neill, 1998, p.86.
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The Mystery Pictures Drama

Creating an imaginary world in which to live out the drama is the first step in any

new work. Suspending the reality of the classroom setting to investigate the

dramatic world requires a great deal of preparation and planning by the teacher.

This chapter explains the Mystery Pictures starting point as outlined in O'Neill &

Lambert (1986) before describing how it is mapped out as the beginnings of an

imaginary world in my classroom. The descriptions show the initial creation of

the drama from my perspective as the teacher, as I negotiate the establishment of

this dramatic world. These descriptions are presented as vignettes with

accompanying analysis, both describing and documenting my reflection-in-action

and the reasoning behind my decision-making processes.

The opening sequence follows the suggested mode of beginning the drama

according to the text although, as with all process drama work, each group creates

their own path through the drama structure as the teacher works with them to

develop the structures to support their particular journey. Because of this, I

describe our living out of the drama as it occurred for analysis, taking into account

the fact that while the version that we created together was based upon the work

in Drama Structures, it was simultaneously particular to our experience. The

chapter concludes with a discussion of the elements that may be a part of the

reflection-in-action for the teacher in the initial establishment phases of the

process drama. This is the first stage of moving towards an understanding of the

scope of attention of reflection-in-action for the teacher as they work using

process drama.
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The Mystery Pictures Pre-Text

Pre-text is a term that O'Neill (1995a) uses to refer to "the source or impulse for
the drama process" (p. xv). O'Neill describes a pre-text as:

...an effective starting point [that] will launch the dramatic world in
such a way that the participants can identify their roles and
responsibilities and begin to build the dramatic world together as
rapidly as possible... A pre-text has a precise function that goes
much further than merely suggesting an idea for dramatic
exploration. The function of the pre-text is to activate the weaving
of the process drama. As well as indicating that it not only exists
prior to the text but also relates to it, the term is valuable because it
carries the further meaning of an excuse, a reason (p. 20).

The pre-text for this drama is two pictures and a scenario. The pictures (Appendix

A) are two naive drawings of a bedroom. The first shows the bedroom in its usual

condition, the second shows the bedroom in complete disarray. The scenario is

that the students are all in role as doctors and child psychologists�medical

experts with an interest or specialisation in children. They have been called

together for a special meeting to examine a very interesting and unusual case. This

case has the head of the unit (teacher-in-role) baffled and she has called the

students-in-role (as medical experts) to help. A seven-year-old child was found

outside her bedroom, crying, a few days previously and she has refused to speak.

Her parents brought her into the hospital for examination, and she has been there

ever since under observation. She has not spoken a word since she entered the

hospital. Her only communication in fact, has been through drawing of two

pictures, one of her bedroom in its usual state and one in the state of disarray it

was found in after she was found outside it.
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There are several questions that this pre-text raises:

• Why would a seven year old girl be found outside her messed up

bedroom, stony, silent, refusing to speak except through two drawings?

• What might these two drawings, one of her bedroom before it was

destroyed and one of it after the event mean?

• How could we, as leaders of our field, solve such a mystery?

Asking these questions, whether internally in character or externally to the

teacher-in-role enables the students to develop a relationship to the problem.

Neelands (1984) writes that the purpose of using teacher-in-role "is to put the

children into an immediate situation where they have to do the thinking, the

talking, the responding, the decision taking, or the problem solving" (p. 50). The

use of teacher-in-role here creates a relationship to the pre-text where the students

ask these questions themselves, rather than have them supplied by the teacher. If

these questions are allowed to develop for themselves and be voiced by the class

group, the group is beginning to develop their own questions and their own

connection to the work.

Inclusion of the Mystery Pictures drama

My field log entry on the morning we started the Mystery Pictures structure

acknowledges my commitment to this particular pre-text and gives insight into the

reasons that I was working from it. I had first experienced this structure at The

University of Melbourne in a Masters Course with Philip Taylor. I had a powerful

aesthetic encounter with the structure and have subsequently used it with many
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classes. I wrote in my field log that, "I have used this particular structure many

times with different groups of students and it is always successful for bringing the

students in a structured way to a deeper feeling level with the work". I also noted

in my log that:

The students themselves are ready for a more challenging and
deeper series of drama workshops. Mystery Pictures is the best unit
I can think of for this, because it is initially presented as a mystery
drama but something about the structure of the work itself always
seems to lead the work to a much deeper level quite quickly. It
always seems to be more about the girl herself and her family than
the room.

The situation of the small girl, terrified outside her room seems to engender

feelings of empathy among the participants in the drama. The professional roles

the students play as the medical specialists who are trying to help solve the

mystery, while simultaneously looking after her welfare (with a personal

responsibility that investigators would not be given) provides a strong latch into

the work. Empathy is the emotional link to the pre-text and combined with the

need to solve the mystery provides the "trap" (O'Neill, 1995b) to lure the students

into the dramatic world.

I have been using this drama for some years now and it has many resonances for

me. As a pre-text, it seems inexhaustible. I am secure with the use of this pre-text,

having explored it many times. The pre-text still holds new possibilities and

sustains my interest. Booth (1995) discusses his connection to The King's

Fountain, a story he has used for over two decades, in similar terms. He describes

this type of classroom experience as being a "template for forming new lesson
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directions". These experiences have given him the strength of developed ideas,

while enabling him simultaneously to have flexibility and "no definite route" pre-

planned. Miller (1997) analogously describes the subtleties of new interpretation

possible from her use of the Rose Blanche pre-text. For Booth and Miller, the use

of these pre-texts gives continual new delight and satisfaction through discovering

new interpretations and nuances in the text. "I have been on a thousand journeys

reminiscent of this one, and I have relished the twists and turns on the way"

(Booth, 1995, p. 61). Mystery Pictures works in a similar way for me, containing

the security of the known and the excitement of new possibilities.

There is a strong parallel between Miller, Booth and my own descriptions of the

richness found continually in good pre-texts and Scheurer's insightful (1998)

analysis of O'Neill's preparation of a new drama pre-text. The stage of creating a

"web of possibility" (p. 34) with only a pre-determined starting point, occupies

O'Neill as she prepares for a new process drama, exploring the potential

possibilities for action. Her comment to Scheurer that, "I really won't know what I

am going to do until I get in there" (p. 34), captures the duality of being fully

prepared yet simultaneously open to the new experience. This links closely to

Schön's notion that practitioners create virtual worlds to explore possibilities of

the action to prepare for practice. Using van Manen's language it is anticipatory

reflection� a way of developing preparedness, a series of strategies for use in the

classroom, although the practitioner does not really know what will happen. Using

a structure such as Mystery Pictures many times means that I have prepared and

planned many possibilities for action in a way similar to planning a new drama.



Unravelling the Mystery Mapping the Imaginary World

138

As the title suggests, Mystery Pictures works in the guise of a "mystery", and has

the students working towards the "solution", but, as I noted in my field log, the

dramatic exploration always seems to turn to the girl who drew the pictures, and

what might have happened to her. The journey meanders through a study of the

girl's life, and may touch on her and other people: family, friends, and people she

deals with in her everyday life. The pre-text is open enough for many directions

and questions to be asked of the situation. This drama has so many possibilities

because it enables the entire group to have a significant impact upon the artistry of

creating meaning. The students' ideas and reflective discussions direct the work,

with the teacher following leads from the students as she works with them in an

artistic exploration of the possibilities the mystery opens to the group.

Reflection-on-action and the Selection of Mystery Pictures

Reflection on the action of the classroom events, the students themselves and the

curriculum influences the teacher�s reflection-in-action and lesson construction.

Reflection-in-action is natural: a teacher may think of an idea while searching

through books; thinking about the class generally; or planning to deliver their

curriculum. Pre-determined curricula, often given to the teachers by the state, do

not take into account the specific needs of the class group at a particular time.

Teachers often have to find ways of manipulating the curriculum so that it does fit

their group. Reflecting constantly on the actions of the group is important so that

the teacher can plan future action. Even in my simple field log explanation of why

I chose to embark on this unit at this time, there are examples of different types of
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teacher knowledge at play, coming together in my reflection-on-action to give me

a greater understanding of my classroom context. An understanding of the current

classroom context is evident in my field log. The short entries, quoted earlier as

my rationale for using this drama, demonstrate a deep knowledge of my

classroom situation, the students, the drama and how these come together in my

classroom. Reflection-on-action is necessary to develop the teacher's

understanding of her classroom context.

In my log I note that "I feel as though the students are ready for a deeper or more

feeling� challenging work". While I have expressed this as a feeling, or a hunch,

this hunch is based upon what I know of the students from our work together, the

current classroom context. Most significant in this hunch is the fact that we had

recently completed a drama unit that focused on the Olympic Games. We did this

while the games were occurring in Atlanta and considered a wide range of issues,

emotions and feelings associated with the Olympics. We had followed team

members through a rigorous training schedule and had considered how they may

spend their time off. We had focused on what the experience would be for the

individual athlete, what it might feel like to represent your country on the

international sporting stage and how the intense competition might affect the

individual athletes. We had also considered the politics of the Olympics. We had a

very significant session where the students went to bed in the Olympic village in

Sydney 2000 as athletes who had just won gold for their country. We remained in

the same location and positions, but I shifted the date back two years and changed



Unravelling the Mystery Mapping the Imaginary World

140

the students� roles. The newspapers the athletes had taken to bed with them telling

of their victory became their only sources of shelter as homeless people. When

morning came I selected several delegates to walk with me through the homeless

shelters and we were the Sydney 2000 officials. I, the brutal teacher-in-role head

of the group, explaining the rubbish on site that would need to be removed,

gesturing to the homeless covered in newspapers as part of that on site rubbish.

This session had had a profound impact on the class, as we spoke of what went

into a large public event such as the Olympics and talked of some of the

consequences of "cleaning up" bad areas. The students then spoke emotionally of

what it felt like to be homeless and of the vulnerability they saw too often in the

eyes of those who seemed homeless on our streets. This session had been a

turning point for us as a class. My knowledge of this session, and those that had

followed it, informed my feeling, my hunch that the students were ready to extend

the feeling dimension of the work. I knew that now that they had experienced this,

they were prepared to risk more in their work and push themselves further in the

risks that they were prepared to take. This hunch was based on my knowledge,

through reflection-on-action, of my current classroom context. This generalised

context evolves slowly through the year, although sometimes it can change

quickly, as in the example of my Olympic/homeless session. The teacher can

come to know this context through constant reflection-on-action and can use this

knowledge to inform their reflection-in-action.
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Knowing my classroom context through reflection-on-action, I selected the

Mystery Pictures pre-text. I use many pre-texts in my work, borrowing from

others, finding my own, adapting and adopting ideas to suit different groups and

classes� all of these pre-texts become my resources in the classroom. Taylor

(1998) writes:

When practitioners fall back onto their own resources and are
knowledgeable about the constraints of their own behaviour, they
are more capable of recognising what is needed and how best to
implement it�perhaps if teachers had been more encouraged to
believe in their own ability to design, implement and reflect on
their practice, they would not feel compelled to repeat, sometimes
mindlessly, a process drama that doesn't resonate with the context
in which it is experienced (p. 128).

Context can not be pre-determined, but must be a feature understood and

considered by the teacher as they prepare for their work.

Moving into the drama

I watch the class pour into 'The Quiet Room' noisily. I have a red
manila folder, holding two pictures, drawn in the style of a seven
year old child. I drew the pictures myself. I clutch my pre-text,
savouring the excitement and anticipation of starting new work,
smug in the knowledge that I am the only one who knows what is
in the folder.

The students are everywhere! I look at them sitting on chairs,
spilling all over the room. I think about the context for our
dramatic scenario�a meeting of medical professionals. The noise
and chaos is the wrong atmosphere for a group of medical
specialists to begin an important meeting. Do I move the furniture
and re-set the class or do I begin immediately in role and hope that
they will pick up my cues? I look around again at the scattered
bodies... I opt for physical rearrangement.

I wait for silence. Wait for the students to come to attention, wait
for them to be stilled. I instruct the students to rearrange the chairs
for the work before we begin.  I help them. They are eager to begin
and move with energy and enthusiasm of twelve-year-olds. I move



Unravelling the Mystery Mapping the Imaginary World

142

briskly and indicate I am professional through my tone and
manner, to try to change the atmosphere. We move the chairs into a
large circle. Having the chairs in a circle with the students all
sitting down on them more closely resembles a meeting of
professionals. I have a sense of control over the situation. I can
begin.

I stand. I smile. I speak with the voice of authority, standing to my
sitting audience, clutching my manila folder.

"When I return, we will all be in role. I will be the head of a
children's department in the hospital. You are all here for a
meeting", I hear myself say. "You are psychiatrists, doctors and
children's specialists. You have been invited to discuss a very
strange and unusual case. Think about why you might have been
invited here and what your role could be".

The students shift on the chairs, growing in stature, sitting tall. The
silence broken only by their shifting weights. I stiffen. I straighten
my folder, drawing attention to it as I place it under my arm. My
movements are quick, efficient. I try to create an atmosphere
around my character that says, "this is business".

I sit down and place the folder on my lap. I nod in
acknowledgement of several individuals and welcome everybody
to the meeting. I look around the room and catch Lara's eye,
beaming with recognition. "Dr. Lara, thank you so much for
cancelling your meeting to come".

There is a momentary anxiety-ridden pause, when I am not sure
that she will respond, and then she nods back, "That's OK", she
says.

I smile and look at Zach. "Dr. Zach, I'm so glad that you could
make it� I know how busy your unit is at present. They let you
have some time off?".
He nods.

The vignette above recreates the opening of the drama. As I re-read my field log

and review tapes of my teaching, I note that I demand that the students focus

before we begin working. I believe that focus is necessary to begin the drama.

This vignette, directly written from my field log, tries to convey the sense of me
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waiting until I feel in control of the situation. I create the appropriate level of

tension I need to establish the drama--to move the students from the classroom to

the room of the hospital where, as medical professionals they will be introduced to

a strange and unusual case. Creating tension through waiting for silence is

consistent with how I begin almost all of my process drama work, and how I

regain control over the work when I feel it slipping away from me. Here however,

the same techniques that are used to create real-life tension are utilised to both

gain attention and then to create anticipation in the drama. This is very similar to

darkening the house-lights in the theatre, a signal for the audience to become quiet

and focus their attention on the stage, which creates a sense of hushed anticipation

for what will happen after the curtain rises.

While I often seem liberal in my relationship with the class, and am always open

to suggestions and ideas, I like feeling in control. I often use silence to gain,

maintain or retain control over the class and the action. This approach is a relic

from my first year of teaching in an all boys� school. Having no luck with hysteria

as a form of control, I was advised to wait for silence. Wait.  As a twenty-year-

old, I �waited� through Year Eight boys having a fist fight. I �waited� through

Year Tens throwing inflated condoms and I �waited� through Year Elevens

whistling as I entered the room. The fight finished, the condoms fell to the ground

and the whistling stopped. I realised however that there was more to �waiting�

than simply standing still. It was the sense of purpose and the sense of action that

was conveyed to the students through the way I waited. In order to avoid being a

pushover I had to mean business.  I do.
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So now I wait with purpose. Gaining control. I use my waiting time to eyeball

individuals who are not quiet. I wait for silence. I intimidate through silence. I use

members of the class as disciplinarians, calling to the noisy ones to stop their

talking because they cannot stand to wait any more. It works. I get silence.  As a

reflective practitioner I have started to listen to the silence, and consider its

meaning in my process drama work. The use of silence in the previous vignette

was to create atmosphere and gain attention, to darken the house lights. I ask

myself, is my need for silence always related to the purposes of the drama?

Shifting the Space

Moving the chairs indicates the beginning of the shift into the dramatic world.

Moving the students onto the chairs works physically to move them into role as

well as to give me a greater sense of control. I acknowledge this shift directly to

the class, "When I return, we will all be in role�. The students know from

previous work that this will involve both myself as teacher-in-role and themselves

in role. The roles are assigned, �I will be the head of a children's department in the

hospital. You are psychiatrists, doctors and children's specialists�.  The general

setting of the scene is given, �You are all here for a meeting... to discuss a very

strange and unusual case�. The students are instructed to "Think about why you

might have been invited here and what your role could be".  "Role" in this sense is

referring more to the attitude that the students might take in the business at hand,

rather than the character sense of "role". This role taking is in the mode of what

Heathcote describes as, �mantle of the expert�, where students earn and develop a
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way of acting and behaving in the world (as shoemakers, as scientists, as medieval

calligraphers). The roles of medical professionals called into a meeting involve a

particular way of seeing the world (as medical professionals called into a meeting)

rather than a specific character's sensibilities (Heathcote & Bolton, 1995). This

cannot be described as �mantle of the expert�, as the students do not earn and

develop their mantle�they are assigned roles and a function within those roles.

The establishment of the drama is succinct. There are no "character sheets", no

studying of the characters before the drama starts. It is important initially that the

students develop the specific orientation and belief in the situation. The students

are however primed for this experience from their previous work in process

drama, where they have already negotiated and established the general contract

for the class. From previous work I know that these students are able to work

successfully with a dramatic world launched in this way, so little explanation is

needed to begin. In these beginning moments I note the students indicate their

acceptance of the situation in action, by shifting on their chairs, "growing in

stature, sitting tall"; reflecting-in-action I move into the drama, acknowledging the

students' acceptance of it.

As teacher moving into role, my shift into performance is subtle, giving cues to

the students such as stiffening my posture, developing a very business-like tone,

quickness of speech and economy of movement. The change in stance and attitude

help to set the scene for the drama. The teacher-in-role is credible and provides
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strong cues to establish the atmosphere of the dramatic world. My reflection-in-

action is focused on gathering their responses to my role. Professionalism is

signed to the students through the manipulation of the folder. The folder is at this

stage of the drama a sign of the doctor's professional status, used as a prop, in the

way a briefcase or set of keys might be used as an indicator of power and

importance. While the students, as doctors, come to the meeting as they are; the

teacher, in role as head of the unit, brings information, holds the questions, chairs

the meeting, and therefore initially has the power and sets the agenda.

The acknowledgement of the students as though they have not been seen before

today, in is a simple way to encourage the students to answer and respond to the

teacher in role. Addressing individual members of the class serves to establish

their characterisations and create a sense of occasion. The students are addressed

as �doctor� to help to create the dramatic world. The interaction draws the

students into the drama and they are given a position in the work. While this

incident happened spontaneously in practice, my prior knowledge of these

students influences my choice in action. Lara has indicated already that the level

of confidence that she feels in class is dependent upon the situation and how much

she feels that she knows about the topic and I had myself felt when interviewing

her "a sense of dragging responses from her". I realise that she often finds it

difficult to contribute to the drama. Zach was often away. Sometimes this isolated

him from the drama, as it can be difficult to join in when you have missed

sessions. My questions require a simple "yes" or "no" answer, but allow for
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elaboration, so the risk factor for the drama and for them personally is relatively

low. My aim is for them to feel involved and welcomed into the drama. As

teacher-in-role I use my role to perform one of my teacher functions.

The function of the teacher-in-role is to establish, maintain and extend the

dramatic world. The acting must be credible, although it should not be perceived

as a performance. Heathcote & Bolton (1995) describe the approach required of

teacher-in-role as "particularly mercurial" (p. 30). In process drama the teacher

operates constantly from both within and outside the fiction, both in-role and as

teacher, continually monitoring the work. Heathcote & Bolton (1995) describe

that in these situations:

It may be just a matter of seconds that the role is held and then
dropped� and then assumed again. It is even possible to convey
with a word and the raising of an eyebrow a deliberate ambiguity
between the two. It is also something of a paradox that the in-role
usage breeds a healthy teacher/student relationship, whereas out-of-
role talk and actions foreshadow the adventure and power of
drama. Both are essential (p. 30).

This opening segment shows me retaining the teacher status when I am in-role, in

that I call the meeting, I need the advice of my colleagues. I have status in the

field as head of the unit and I hold the available information. I change my

relationships with my students, through inviting them into the drama as

colleagues. As an individual I do not relegate my power as the teacher, which is

always there, even if I am in a low-status role. In this role as head of the unit, I

initially have a great deal of power and status in the drama, but this power is

dissipated by the later fostering of an attitude of doubt among the students. When
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the role is credible, I work to undermine it, enabling the students to gain and take

power in the dramatic world.

The choices I make in action are not all focused on the success of the drama.

Some choices are related to my classroom management style. Because I want to

keep the class focused, I insist that only one person speaks at a time in class

discussion. I am quite fanatical about this and become extremely irritated when

things go out of order. Another way of reading re-establishing the room is as a

means to establish control over the class. The instruction to "sit like professionals"

can be seen as a command to simply get rid of the slovenly look and sit up

straight. While I agree in principle that drama should be established and

controlled from within, I do not often manage to achieve this completely in

practice. Watching the videotapes, I am constantly amazed at how authoritarian I

often am. I am very focused and insist on the students' full attention.

Launching the Pre-Text

I look at the students with purpose and begin, in role, to explain the
scenario to them. I try to be efficient and business-like, while
telling the story in such a way to arouse their curiosity empathy. I
begin,  "A seven year old girl was brought into the hospital by her
parents three days ago. They found her outside her bedroom, sitting
on the floor. When they opened up the bedroom it was completely
wrecked. They cannot work out what has happened and the girl
refuses to speak. They brought her here but she won't speak to us
either. She seems to be in shock."

There is silence in the room. I look from individual to individual,
saying nothing, waiting for a response. The silence continues until
I can see that it is felt, and some of the students begin to shift, a
little uncomfortably, on their chairs. I hold the silence from my



Unravelling the Mystery Mapping the Imaginary World

149

position and extend it, noting the growth of tension. The silence
extends and the tension grows.

Joseph breaks the silence. "Was she um... Was the girl bashed up?"

I look him straight in the eye. "No, Dr. Joseph. There are no signs
of physical damage to her."

There is relief that someone has spoken. I look around the room
again. "The girl has communicated with us by drawing these two
pictures." I point to the folder. "The first is a picture that she drew
of her bedroom how it used to be�.

Silence. I take the picture from the folder and hold it up to the
entire class before passing it around. All eyes seemed focused on
the picture. I hand it on for examination. I note all of this while
retaining the officiousness of my character. I read the interest level
of my class. I note the level of their attention, their solemnity and
their eyes on the folder. The students show interest and examine it
carefully before passing the picture on. The intensity of the
examination of the picture by the students gives me the impression
that they can believe that the pictures are the work of a seven-year-
old girl.

The drama is launched as described in Drama Structures, although the detail of

the girl sitting on the floor is not given in the text. I have added it unintentionally.

Reflecting on the action, I think it would have been better to open as described in

the text because the students then have to locate the girl for themselves and are

freer to re-create the scene for themselves in their own minds.  The purpose of the

scenario is to give the basic facts, enough to lure the students into a dramatic trap

(O'Neill, 1995b) and to raise more questions than it answers (Taylor, 1995a).

Giving less information holds open more possibilities. It is therefore not desirable

to create a fixed picture in the students' minds at it closes down the drama rather

than opening it up for a fuller investigation.
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In action I am very focused here on forwarding the drama. The class are interested

and I am attending to maintaining their interest level, managing tension and

timing, and watching for their reactions. This sequence shows the management of

these factors. Presenting information about the case serves to clarify the purposes

of the meeting. The fact that the girl has not spoken is a mystery and opens up

many possibilities for the drama. The prolonged silence occurs spontaneously, but

it is necessary for the students to digest the facts and think about the possibilities,

the length of the silence hopefully indicative of the students� engagement.

Managing the Tension of Silence

I am very careful about allowing time for individual students to make the shifts

into the dramatic world for themselves. Maintaining the silence is a risk (as

students may break it inappropriately), so monitoring their tension is vital.

O'Toole (1990) describes tension in the undertaking of tasks within the dramatic

context:

The characters within the dramatic context undertake tasks in
which they are naturally absorbed, and which take time to
complete, even if there are no other constraints to prevent their
completion... there is a tension implicit in the very undertaking of
these tasks (p. 51).

The tension of fulfilling tasks is always there for the students when working in

role in a dramatic context� in this case the tension of hearing the details of the

situation and realising their task as they move into the dramatic fiction. In any

moment then, the teacher�s tension is different than that felt by the students as

their tasks are different� the teacher�s being to form the dramatic action and the
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students' tensions are within the dramatic fiction. As the teacher, at this point the

greatest tension comes from outside the drama� the tension of, "Will the silence

be inappropriately broken?� When the tension of the silence is broken by Joseph's

tentative question, "Was she um...was the girl bashed up?� I am relieved.

Breaking the lengthy silence releases some of the tension in the room. The

students realise the significance of their role and some of the possibilities held

within the details of the girl's situation. My clinical response reaffirms the

professional relationship, addressing Joseph as "Doctor" and heightening the

language from "bashed up" to "no signs of any physical damage�. I attempt to

resume the discussion now that the students have had time to digest the scenario.

Managing the Fiction

As part of the general classroom situation, I have assumed that the students will

understand that these pictures have been constructed for the purposes of the

drama. Heathcote & Bolton (1995) discuss the value of group tension that is

essential for dramatic experience. They suggest that the group engages in a

dramatic contract to suspend disbelief willingly and engage in the fiction as if it is

real (p. 191). I later realise that some of the students believe the pictures and the

scenario to be bona fide, although they know that we are in-role and our

responsibility is fictional. Sometimes the lines between the drama and the real

world are not so clearly drawn for them as I imagine. This comes from the

ambiguity the students have indicated that they often feel in my use of teacher-in-

role. Heathcote explains,  "One does not just become a person in the play, because

one is teaching as well as signing" (Johnson and O'Neill, 1985, p. 162). It is this
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balance between my teaching and role-signing which is sometimes unclear to the

students. In the case of the pictures, some students think that I say the pictures are

drawn by a seven-year-old as the teacher, rather than as the teacher-in-role.

Creating Internal Tensions

As teacher-in-role, I intentionally answer in detail all of the
questions about the picture itself but avoid directly answering any
questions about the girl, her family or her friends. The students
agree to name the girl, "Jane".

Shannon, ever inquisitive, asks, "Is this the usual way her room
is?�

"Yes, Doctor Shannon. Her room is usually like this". I answer
briskly, and then add, "You will notice that the furnishings in the
room are all matching and that they are designed in the
contemporary French provincial style. See... Look at the use of the
yellow and blue in the decorating".

"Um... Does she... Jane get along with her parents? Do they ever
fight?", Emma asks tentatively.

"I have no idea about that Dr. Emma. I cannot see how that is
relevant to this case when we are looking at her bedroom. How can
that be relevant? The only evidence I have are these pictures."  My
voice is piercing in its business-like tone, but I am excited that
Emma has opened this line of questioning.

"But did you ask the parents about her?", Emma tries.

"What would the parents know that we would not know Dr.
Emma? We are Australia's best medical specialists". I dismiss the
question aggressively, hoping that the department head's negative
attitude towards the parents and faulty logic by simply dismissing
the suggestion will lead to further questioning. It does. The
students are not convinced by this and I note the unrest and distrust
building towards my character.

"They may know the clues that we need. We should ask them more
about it", insists Sueanne.

I ignore Sueanne and hands fly up. Shannon demands to see the
other picture, and wanting to string out the picture examination a
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little longer, I look at Shannon and then clinically pass over the
other picture for examination. As I do I remark, "Jane drew this
picture shortly after the first picture. It shows her room as it was
when the parents found her. It is very accurate according to them,
but I really don't think it is of much help to solve the mystery".

I am deliberately dismissive of the picture, knowing that the
students will become more interested in it because of my attitude.
The students are incredibly interested in it, as it seems like vital
evidence. I watch their eyes follow the picture, trying to get a
glimpse of it.

Shannon studies the picture closely with Danny. They hold the
picture up and then make comparisons between the two pictures.
Some of the other class members call out their observations, but
Sueanne, Susan, Lisa and Emma are talking conspiratorially. They
sense that they are "onto something". I concentrate on making
dismissive gestures and showing a lack of interest in this as I note
that the students' interest is captured by the pictures.

Playing in Role

The addition of completely irrelevant interior design features like "French

provincial", based upon the drawings I have done, is aimed at creating �red

herrings��giving detailed information, but none of it helpful. Even though this is

a serious role, I am simultaneously immersed and enjoying the role, while trying

to use it to build the students� commitment to the drama. In role I am helpful and

answer questions about the picture, but the information I give deliberately limits

the sorts of conclusions that one can draw from it about the case itself. Making a

great deal of information, all useless, available, not only ensures that the drama

will continue, but helps to create many possibilities for the direction of the work,

as well as a high level of tension and frustration for the participants who want to

find the answers to their questions in order to solve the case. Knowing that the

seven year old's drawings of her room portray a "contemporary French provincial
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style" of furnishing tells us nothing about what happened, nor is it likely to be of

value in solving the mystery. This lack of real information about what may have

happened also creates a sense of mistrust and doubt regarding the head of the unit.

Monitoring Students' Involvement

Emma's persistent questioning indicates to me that not only is she is starting to

think about the relationships in the family and to consider how they might be

related to the incident, but she is beginning to see the head of the unit as negligent

and slightly dubious. I notice that as I reflect-in-action and play on her suspicions,

downplaying the importance of her questions by implicitly suggesting that

information about Jane's family is "irrelevant", I shift the focus back to the

pictures and do not acknowledge that hers is a valid line of inquiry.  This is an

intentional move on my part to emphasise the relevance of this direction and to

create a situation where through responding with suspicion to my dismissal, the

students are even more directed towards it. The tension created by the head of the

unit rejecting such an obviously relevant question leads to students internally

questioning the head of the unit and wanting to follow Emma's suggestion. In

action I note that the students around Emma are talking to each other

conspiratorially rather than examining the pictures.  This tension creates a deeper

link to the work itself through increasing the mystery and the commitment to the

drama as the students work to develop a response to it. When the head of the unit's

professional integrity is questioned with the implication that the doctor should

have questioned the parents about the girl, I dismiss this notion, re-establishing
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that the class are Australia's best medical specialists and, by implication, that there

is nothing the parents might know which we would not know. This is deliberately

provocative, aiming to incite other students to question the head of the unit's

position and to create further questions about the family and what family life

might be like for "Jane".

This provocation strengthens the students� questioning of Jane�s home life.

Susan�s support for Emma's earlier idea through her suggestion that, "They may

know the clues we need", questions the teacher-in-role�s stance and opens the way

for the later investigation with the parents. This is the first time the idea of

interviewing the parents has surfaced, so dismissing this idea immediately sets it

up as an even more valid basis for inquiry. As teacher-in-role I work to increase

the students' commitment to what is happening by rejecting the suggestion in role

and deliberately planting seeds of unrest and suspicion of my role, whereas as

teacher I would affirm each individual�s contribution. In action, I judge the

success of this strategy by observing the changing atmosphere; I feel that the

students are converging with their theories about the situation. When Shannon

demands to see the other picture, I "clinically pass" it over for examination. I try

to give the impression to the students that this picture is unimportant as evidence,

despite having built up their expectations of the pictures.

The Pictures as a Source of Tension

As teacher, I feel that casting the head of the unit as slightly untrustworthy,
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misguided and defensive, to be a productive strength of the drama at this point as

the students respond by examining the pictures more methodically. This sets up a

tension between the teacher-in-role and the students-in-role as the students feel

that the pictures will provide the answers. O'Neill (1995a) notes that the pre-text:

defines the natures and limits of the dramatic world and
...[suggests] roles for the participants. Next it switches on
expectation and binds the group together in anticipation. The
pretext that is the source for the work is different from the text
generated by the process, which remains an outline, a trace, in the
memories of the participants after the event. The latter is an
outcome, a product (p. 20).

The examination of the pictures is initially working at a "spot the difference"

level, although they are integral to the drama as the work evolves and deepens. At

this point the pre-text of the scenario and pictures is bringing the group together

and setting up a sense of separation between my role and theirs. They are, through

examining the pictures, creating their story. The pictures are the source of tension

between us.

Moving the Drama Forward

"What about the mother?", insists Susan.  "Didn't the mother
know?"

"And the father too?", Lorena adds.

I have a sense that I have strung this out for long enough and that
any more waiting will be destructive as it is a fine line between
developing the interest and frustrating it. "Maybe we could follow
this up with the mother and the father. Maybe we could call them
in and you could speak with them. I don't know that I want to
speak with them again", I say, calling on the earlier suggestions but
maintaining my dismissal of the parents.
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Emily reinforces her friends� suggestions adding, "They must
know. They must have heard something".

Shannon, having studied both of the pictures very carefully adds,
"The room is so wrecked that they must know about it. They must
have heard".

"Who should we speak to first?", I ask, wanting to move the drama
on.

"The mother. She should know". Lisa is insistent. This seems a
good suggestion, so I turn to Lisa and ask, "Would you like to play
the mother?".

She nods, "OK".

I feel like we need action, so I move immediately into the teacher
role, standing up and speaking as teacher to address the entire
class. "When we set this up we need to make it really a mystery
investigation. Where should we put the mother to ask her
questions?". I want the students to start thinking more extensively
about forming work in drama. I deliberately pass the responsibility
for setting the scene to the students so that they will become more
aware of what difference it might make.

Lorena immediately answers, "At the front".

"Yeah. On a chair at the front", Danny agrees.

I pick up a chair and place it at the front of the room, facing in to
the circle, but as a part of the circle. "Here?".

"No", replies Danny immediately. He points a little more towards
the wall, so the chair is definitely out of the circle, but still facing
towards us. "There".

Two Steps Forward, One Step Backwards

As drama teachers we walk a tight rope, stepping forwards and backwards while

balancing the class and drama on top of an open umbrella. The timing and pacing

of this precarious balancing act is a constant source of anxiousness to me. As I

review the videotape of the class and read the transcript, I am aware of myself
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reflecting-in-action, caught up in the decision making process of when and how to

move the drama on, noting each moment and each suggestion offered to me and

making decisions on where the drama will go based on these suggestions and my

understanding of the form.

I am careful not to be overly negative about furthering the investigation and in-

role "give in" to the insistence of Susan and Lorena to interview the mother. I

simultaneously shunt responsibility for this while retaining the idea that I am not

interested in the outcome. My negative in-role attitude towards the parents, "I

don't know that I want to speak to them again" signals that the head is not keen,

but it is a possibility. This is an important tactic, as it makes it difficult for the

students to work out what to do, in contrast to an enthusiastic teacher response of,

"What a good idea let's do that". My reluctance to speak to the parents again

builds tension as Emily and Shannon back up Lorena and Susan's ideas. Emily

and Shannon's reinforcement up of the situation indicates that interviewing the

parents is receiving credence throughout the class, regardless of whether it is

against the head of the unit's wishes or not. Having generated this interest, I move

the drama on as the teacher while retaining my reluctance to do so as the head of

the unit.

Establishing Lisa as the Mother

I know that Lisa has the integrity to carry this role and at this stage of the work it

will be particularly important to maintain the atmosphere. I make a snap decision
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through reflection-in-action to give the role to Lisa. Lisa has demonstrated that

she is a competent actor who can sustain a role with sensibility, and her work to

date has been mature and sophisticated. She loves drama and has confided in her

journal,  "I want to be an actress when I grow up". I know that she will be able to

sustain the role at this crucial stage of the drama and am aware of this as I make

the decision. It is opportune that she is the one to answer the question, as it seems

very natural to ask her to play the mother, although I had been intending to play

the initial character brought in for questioning myself.  My hesitation here

indicates that I am uncertain�I feel that this is in some ways risky, however, I am

prepared to make a go of it. The out-of-role discussion with the students

emphasises the need for mystery and focus on dramatic form. We establish the

basic structure that we will use and negotiate the use of space together. The sense

of changing the space is very important to establish this scene. The students�

involvement in this is important in terms of them learning techniques for dramatic

spatial organisation.

The Evasive Mother

Lisa meanders to the front and I take her to the door with me so
that she can re-enter as the mother. As we walk to the door I
whisper, "Be mysterious. Don't give any information, especially
any details that might lead to a solution. Avoid answering the
questions. Keep the sense of mystery."

She nods and gives me a conspiratorial smile.

I sit down, a little nervously, to watch the action progress, ready to
ask leading questions and trying to remember to stay in role as the
head of the unit. As Lisa begins, I am immediately confident that
she will work in role to open up the possibilities of the drama
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further. She is delightfully evasive, although she does answer some
questions. I watch with anticipation as she explains that she does
not know where the father was in the evening as she was watching
Party of Five on the television.  She sits back slowly and looks at
the class thoughtfully. I admire her poise and control, her sense of
dramatic timing and the way she is playing to her classmates. She
smiles wistfully and says in a soft voice, confidentially, "I love
Party of Five". She then tells the class that she had the television
up very loud and she did not hear a thing.

The class is at first silenced by this. I am so impressed as I watch
Lisa work. She knows exactly how to build the class' suspicion
towards her.

Lisa was defensive and kept throwing the questions back at the
group. Her evasive responses caused tension. She told the class that
she slept in the next morning. Her husband came in and woke her
up to say that Jane was in the corridor and would not speak. They
had then gone in to have a look at Jane�s bedroom together. The
students did not really question this part of the story at all, focusing
instead on what they saw as they went into the bedroom.  They
asked her many questions about the contents of the room, where
everything was located as she and her husband saw it.

I sat watching and observing everything as it happened, trying to
determine where it was going to lead dramatically. The students
asked Lisa how the room had been damaged. She described the
room in words as it was in the pictures before and after and made a
big deal about Jane's dolls and how the dolls, which were her
favourite things, were destroyed. This intensive questioning about
the state of the room was a check for accuracy, as the students were
using the drawings as empirical evidence for the changes that
would have been noticed and what she should have seen.

I noted that the students were very involved in this as an
investigation. They started to ask more probing questions. Lisa told
us that she had been reading Rumplestiltskin to Jane earlier in the
evening and that Jane had been to the cinema with a friend after
school the day of the incident. The mother suspected that
something could have happened there. I finished the interview
there, as I judged that Lisa had held the character for long enough
and the students were on the verge of asking more demanding
questions that would close off some of the dramatic options. I
stood and indicated to Lisa to stand also, thanked her for coming
and closed the interview.



Unravelling the Mystery Mapping the Imaginary World

161

Reflecting on the Action as Teacher

I walk Lisa to the door to both give her specific direction in her role, and create

the dramatic shift for her from doctor to mother. I intentionally instruct Lisa to be

mysterious away from the group so that the class are working with an unknown

constraint�that the character is deliberately evading answering the questions.

Lisa embraces her role and delights in the evasion as much as she is delightfully

evasive. This creates a tension between the students and the mother because, like

the head of the unit in the discussion of the pictures, while the mother is

seemingly delightful and helpful, she evades the questions and, while giving

details of what she was doing, does not shed any light on the situation. Some basic

facts are invented and these become the pillars of later aspects of the

investigation. While Lisa is creating these details in action, her accuracy in recall

later becomes crucial to the investigation.

Monitoring the Student Actor

In action I was aware of monitoring all of this, deliberately planning to make the

situation more complex for the students and noting the directions in which the

drama was heading. I did not openly contribute at all, even though I was prepared

to do so at any time if the interview was stagnating. Lisa however is controlling

the situation through her role. A colleague at Griffith University, Julie Dunn, is

completing some exciting research into the dramatic play of children. She has

noted that often groups have students such as Lisa, who control and forward the

dramatic action, deliberately building complexities. She calls such children,
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�super-dramatists�. As I watch Lisa push the other students, I feel a mutual

understanding of purpose. Playing the mother, Lisa seemed to understand the idea

of opening up possibilities that could be held within the story itself, rather than

closing them down with other suggestions leading to a pre-determined outcome.

She kept the story very open and left a great deal of room for continuing the

mystery and interpretation. I allowed the interview to continue for so long because

Lisa was sustaining the role credibly. The clues she gave however, such as that

she had been reading, Rumplestiltskin to Jane earlier in the evening, became

crucial to the later investigation.

Initially I saw the evidence that Jane had been to the pictures with a friend from

school not long before the incident as a clue, but in reality there are many more

facets of this initial interview which become central to the created fiction of the

dramatic world. I do not recognise them all in action. There are more clues often

given than I realise, more possibilities can present themselves than I am aware of

in action, working on my toes concerned with all of the aspects of the teaching

experience. Studying the data of this first lesson, I realise that I am not

particularly attending to the content, whereas the students are focused on content.

As teacher I am pre-occupied with establishing the dramatic world and hooking

the students into it, rather than worrying about the details of the work. The

students however hold onto these details and remember them throughout the

process drama and refer back to them accurately in later classes. I believe that

when the students have less information they hold onto it more.
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In-Role Reflection on the Drama

When the mother left, Lisa sat down resuming her role as a doctor.
We then discussed the mother�s responses. I initiated the reflection
to give the students time to talk about what they had seen and to
develop their sense of mystery about the unfolding drama.

"She seems suspicious", Seamus immediately volunteered.

Katharine pensively added, "She hasn't told us everything. She is
only telling us some things". I nodded at her in agreement.

Emma turned the discussion to Jane, "I think her friend will know
the truth".

Louisa agreed with this and thought that maybe Jane�s friends at
school held the key. I noted this��Jane�s friends� could be an area
for investigation.

The students move the discussion from the mother, to wondering
what life might be like for Jane at school. Lisa, now in role as one
of the doctors, remarks casually, "The teacher knows. The teacher
knows everything". I am pleased she has switched roles so easily
and is fuelling the drama.

I am listening closely to the responses from the students, noting
their engagement with the topic and their interest in the pictures.
Ajung and Seamus ask to see the pictures again. They study them
very closely, comparing them and talking to each other about them,
pointing at the pictures as they do so. The class watches them do
this. Ajung then makes a firm statement to the group. "It is
impossible that Jane has done this all by herself. I have a seven-
year-old sister and she is too small to shift the bed around like that.
She couldn't do all that to the room by herself".

I am intrigued by this response. I simply nod however, not wanting
to draw attention to it and trying to stay in role. "Someone must
have come in", Joseph volunteered.

Danny asks, "Can I see the pictures again?" I give him the pictures.
He looks at them. He looks at me. "What side was the broken glass
on? Was the glass on the inside or the outside of the room?"

A little stumped, and not wanting to allow a very specific theory to
develop, I answer, "There was a little glass on either side." Danny
nods, and looks thoughtfully into the picture again.
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The mood of the class is generally thoughtful. I am excited about
the level of engagement and my eyes flit from student to student
watching them. They are still and quiet. They pass the picture
around again.  I have a sense that many of them are in deep
contemplation. I write in my field log, "Musing.  All musing".

Developing Suspicion

I noted that the level of suspicion created by the mother's hesitation and reluctance

to answer questions was very high. I think that the hesitation was in part due to

the time Lisa needed to respond, as she was in fact responsible for creating the

basic facts of the story. Allowing time for the class to reflect on the work enables

the students to stay in role but reflect as a group in role on the situation, and to

sort through the known information. Edmiston (1993) notes that:

By reflecting during as well as after their experiences in drama,
students have more opportunity to deepen their responses and
influence each other as they form their interpretations (p. 265).

It is important to do this so that the students can voice the conflicting theories and

ideas they have about the case in order to develop their strategies for

investigation. In action I was also keen to see what the students thought, and to

hear their theories about where the drama was going. By this stage, the pictures

are established concrete evidence of the case, and the students are clearly

accepting these as "fact" in the fiction. Ajung and Seamus are posing and testing

their own theories: "Did Jane destroy the room?"; "Is it possible that a seven year

old girl would be capable of such destruction?". Using Ajung's knowledge of his

seven-year-old sister for comparison, they decide that it would be impossible for

Jane to carry out such an act. Ajung's expertise, that of someone who has a sister
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of the same age as Jane, is accepted by the group. He delivers it, presumably in

role, and its validity is not questioned at all. In action I let this happen without

interruption, keeping watch on the general responses of the other students, and

excited to note the complexity of their reasoning.

Danny's question about the broken window, trying to link the location of the glass

to how it was broken, shifts the investigation back to the pictures. My response is

deliberately non-committal, and does not answer the question he has posed, or

develop his theory in any way. I am being very careful to manage the

establishment of the drama closely so that many possibilities are opened up rather

than closed down. The implication of Danny's question that there was a possible

intruder is met with silence. In action I have a strong sense that this silence has a

shared quality to it, a sense of working together on the case. This quiet is

important in terms of students reflecting individually about what might have

happened. The reflection time in drama often carries with it a sense of

"communion in spirit"�a non-quantifiable atmosphere of group solidarity.

The Silence is Broken

Amanda breaks the silence with, "I think that we should speak to
the father. I think the father did it". She is quite insistent about this,
and thinks we should do this next.

Seamus immediately jumps up asking, "Can I be the father?"

I consent and he takes up his position in the chair at the front of the
room. I am feeling a bit unsure about where this might be heading
but welcome him in role. "Hello. Thank you for coming to see us".
I then say in a slightly accusing tone, "We just wanted to make a
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few inquiries about the evening that your daughter's room was
wrecked".

Seamus is comfortable with the situation and, with little prompting,
immediately gives the father's side of the story, ignoring me and
not allowing time for questions.

I noticed the tape clicking off, indicating that the time was almost
finished, but the students were very involved in the interview.
Seamus told the others that he had read, Snow White to Jane and
had then gone off for a run. This caused a big outcry from the
students as the mother said that she had read, Rumplestiltskin to
Jane, and some of them had already decided that a part of the
drawing was the Rumplestiltskin book lying on the ground, so the
father "must be lying". The students pursued what was highly
interesting to them about the case and began to formulate their own
line of inquiry.

I was extremely distracted.  The tape had clicked, signalling the
end of the session, and I wanted to find some sort of closure to the
session rather than have it end because the bell rang. I finished the
interview. I thanked the father for coming and then reminded the
students that the father had given us two basic facts about the
case� that he had read the daughter a bed time story and that he
had gone out running.

In our class reflection afterwards, the students basically all
assumed that the father was lying about this and that the mother
was correct. Some of them looked at the pictures again and said
that you could see that the book on the floor was "definitely
Rumplestiltskin" so he must have been lying.

The bell rang. The students prepared to leave. I watched them
thinking that they were lost to me with the ringing of the bell, the
signal for them to move on to lunch, their heads filled with their
friends and food and freedom. I smiled at them and watched them
leave with as much energy as they entered the room. I sat back, a
little drained, but feeling that the drama had started well.

Throughout this segment I am preoccupied with time. The sound of the tape

recorder  switching off has alerted me to the fact that the class time is almost over.

It is a 45-minute tape and I knew that we only had 50 minutes of drama, so this
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small noise alerts me to the time. I become pre-occupied with finishing this

interview, in order to have some time to summarise what we had done and reflect

on our possibilities for action in our next session. My personal need to finish takes

over my thoughts, and I am not listening�not fully present�to the situation at

hand. The pressure I place on myself means that my determination to have closure

prevents the students from fully playing out the fiction in which they seem

engaged.

When Seamus takes up Amanda's suggestion by assuming the role of the father

immediately, I am taken aback. The students are the motivators of this segment

and I have little control over its direction. Seamus has been highly involved in the

lesson, examining the pictures, working with Ajung on the "Can a seven year old

do this?" question. I suspect he had a specific theory he wished to test. His

volunteering and setting up the situation so quickly makes this the agenda. After

the interview the students sense that the father has been lying to them. I believe

that Seamus did not intend to cause the outcry regarding the choice of fairy tale.

From reading his drama journal, I think his intention was to allow the father to be

absent, leaving the story open for a UFO incident. Nevertheless, the confusion

over the fairy tale is something that the students hold on to throughout the work,

referring to it again and again in future lessons. At the time it seemed so

insignificant for me, and as I was so pre-occupied with moving the lesson on, I

did not foresee effects that interviewing the father would have on future action. In

the students' reflections on the father's statements, there is a real sense that the
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father has been lying to them. The students review the pictures more closely and

begin to treat them as evidence, establishing as dramatic truth that the book on the

floor is Rumplestiltskin. The pictures are used here as a prop, and read in terms of

dramatic fiction rather than in terms of their literal content to me. I did not think

about this in action however, as my thoughts were concerned with the time. I felt

emotionally drained after the lesson. Alone, I packed up the equipment, reflecting

on the session.

Reflecting on the Mapping of the Dramatic World

Schön (1983) writes, that reflective practitioners seek "to discover the particular

features of [their] problematic situation, and from their gradual discovery,

design[s] an intervention"(p. 129). This describes my approach to setting up this

first session from the perspective of my reflection-in-action�I am constantly

monitoring the current situation and then, from my reflection, am modifying my

responses and decision-making in-action.

The initial section of the chapter analyses the factors influencing my decision to

use the Mystery Pictures pre-text at that point in the year. These factors include:

• The necessity for the students to work together as a whole group;

• This pre-text generally leads to a sophisticated exploration of relationships and

character;

• I am secure in the work with this pre-text, having explored it in depth;

• The students are more experienced and have begun to take an interest in the

construction of their drama work.
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I noted that both reflection-on-action and anticipatory reflection played a role in

terms of the selection and preparation of the Mystery Pictures unit.

Reflection-on-action in my field log alerted me to where the students were at in

their learning. It meant that my choice of pre-text was based upon careful thinking

through of what I knew of them in class as a group, and my experience of using

the pre-text with other groups. I tracked how I knew of the students' preparedness

for this drama, citing examples from our previous work together to elucidate my

"feeling" that this was a good choice. I noted that often pre-determined curricula

do not allow this to be the case, as they do not hold the flexibility necessary to

implement specific pieces of work that the teacher feels to be appropriate at that

point in time.

I noted the anticipatory reflection in preparing for class. This was a detailed

consideration of the possibilities for action contained in the pre-text. Scheurer's

(1998) careful study of O'Neill's preparation processes shows O'Neill using

extensive anticipatory reflection. This reflection is very important for the work in

action. Scheurer's descriptions of O'Neill map her thinking through various

journeys held in the pre-text, relating this text to other works and similar ideas and

playing out some of the possibilities for action before the action begins. This

anticipatory reflection prepares the teacher for their reflection-in-action. The use

of the pre-text can be rehearsed through anticipatory reflection. The questions that

the pre-text raises tend to arouse immediately the interest of the students. I have
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observed that when the students ask questions of the pre-text it can be an

indication that they have begun to develop their own connection to the drama.

Setting up Conditions for the Drama: Managing the School Culture

There are many aspects of the school culture influencing my decision-making

processes and the way in which I am setting up this drama. These influence my

tacit understandings of the situation and help me define myself as a teacher in this

particular situation, influencing the framework through which I operate. These

institutional conditions affecting the acceptance of drama were outlined at the end

of the previous chapter. In the vignettes of this opening session of the Mystery

Pictures drama, other elements of the school culture and classroom relationships

are evident. It is also evident that these conditions are generally accepted by the

group.

General school rules for acceptable behaviour and conditions of being a classroom

member can be seen in operation. These include:

• When a teacher raises their hand for silence, everyone is silent and indicates

this by raising their own hand.

• There is a school expectation that students will listen to each other, and

respect what others say.

In addition to this are the specific classroom management strategies that I have

introduced in drama, including:
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• Waiting until the entire class seems ready to begin. Through watching them

silently and creating an atmosphere of expectation, I have specifically

negotiated that we will begin with common focus.

• Expecting that the students will come into the room and sit themselves in a

circle ready to begin the class. The students know that I expect this as a way

of them showing me that they are ready to begin the session.

• Shoddy work is not accepted�if there is any form of presentation and the

students are not up to scratch, they are asked to repeat the work. If they have

not been on task during preparation time, they generally do not perform for the

group.

These conditions are accepted by the group as the basic rules for our negotiations

of the drama. Implicit expectations have been negotiated through both example

and my responses. O'Toole (1990) defines the notion of process in drama as "the

negotiation and renegotiation of the elements of dramatic form, in terms of the

purposes of the participants" (p. 2). I see these behavioural expectations as the

starting point for our negotiation, necessary if we are to engage in "on-going

negotiation and renegotiation of the elements of the form" (O'Toole, 1990, Pref.,

p. 1). I think it is important to note that the dramatic and artistic negotiation and

re-negotiation of the form does not happen in isolation, as there are many implicit

parts of the contract which we have already established and negotiated.

Students generally meet teachers� expectations. Working with my student

teachers, I find that one of the mistakes they make when going into classrooms is
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not having strong enough expectations of the class. If you have certain

expectations of students, they will invariably live up to these�if you not only

trust that they can do something, but also expect that they will achieve

something�as long as it is realistic they will do so. This is an attitude to work

rather than anything specific. In this research my initial worries regarding the

establishment of the project reduced my expectations of what the students would

be able to do, even though I knew from nine years of teaching Year Seven

students drama that they were capable of achieving a great deal.

Launching the Pre-text: The beginning steps towards forming the Artwork

Launching the pre-text of the drama, two pictures and the scenario, is vital to the

success of the drama. O'Neill (1995b) spoke of creating a trap where the

participants of the drama were caught into the dramatic problem being explored.

The tension I feel in the opening section is related to my understanding of the

necessity to create an atmosphere where the students raise the questions of the

pre-text for themselves, initiating their own connection to the work. I demand

silence using my standard managerial strategies, but am also aware of creating a

specific atmosphere in preparation for the work. I note that the sense of

anticipation is similar to the process of darkening the lights in the theatre, creating

"a sense of hushed anticipation for what will happen in those moments after the

curtain rises". This anticipation is also felt by me as I prepare to move into role,

watching closely everything happening in the classroom, developing a clear sense

of the timing of the work and the impact that my characterisation and the pre-text

is having on the class.
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Launching the pre-text is vital to the establishment of the dramatic world�it

should be done quickly and precisely but sometimes the conditions within the

group may not enable this to occur. I read the mood of the group and look for

subtle signs of their movement into role, such as their movements on their chairs

and their eye contact with me, which indicate that they are listening and beginning

to take on the dramatic world. I am aware of the importance of what I am signing

to the students and, by reading back their signs, can assess if my work is effective.

Heathcote & Bolton (1995) describe that:

The main source for authentic signing [is] the teacher. With the
precision of an actor the teacher adopts appropriate body attitude,
gesture, tone of voice, style of delivery, distance, pitch,
vocabulary, deliberate uncertainty or confidence, deliberate
vagueness or precision. However, whereas the actor defines for the
audience the message of the play within the circumstances of the
plot, the teacher uses signing as an invitation to the students to join
in the encounter, effecting and affecting the enterprise. Unlike the
actor, the teacher's purpose is to empower the students, who are
indeed, at first, merely "audience" to the teacher's signing (p. 174).

As a teacher it is possible to read the students� reactions for signs that they have

engaged in the dramatic world. Warner (1995) found however that often students

are engaged in the dramatic fiction before there is any physical evidence of them

doing so. I am aware of this in action, aware that I can only get a sense of what is

actually happening for the students, but by reading what I see, I can reflect-in-

action and monitor my launching of the drama work through my reading of the

students' responses.
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Teacher-in-Role: Dramatic Artistry and Teaching Artistry Combined in

Action

Teacher-in-role brings together dramatic artistry and teaching artistry. Combining

the two arts, the teacher can integrate two ways of being, which Jackson (1980)

argues are generally thought of as incompatible. This is the bringing together of:

an existential, living through mode where the participants have
some degree of autonomy over their experiencing and a theatrical
mode that through the use of tension, context, focus and
symbolisation heightens, sharpens and intensifies that experiencing
(p. 77).

The teacher is both creating and constantly monitoring the dramatic conditions

and considering what the outcomes of the experience might be for her students.

This use of teacher-in-role is seen by Prior (1998), Carey (1990) and Doyle (1993)

to empower the students. Doyle claims that teacher-in-role is "One of the greatest

ways for drama teachers to give voice to their students" (p. 135). During this

initial launching of the drama, I want to give the students voice, deliberately

inviting students (Lara and Zach) into the drama who I feel may be alienated in

some way from it. My attention is working towards establishing what Carey

(1990) describes as, "a pattern of relationships which enable negotiation, joint

ownership and the sharing of power even if elsewhere the normative role of the

teacher is a traditional one" (p. 7). I move between teacher and teacher-in-role in

the dramatic fiction, using the artistry of teacher-in-role to encourage the

development of the dramatic world.
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Heathcote & Bolton (1995) suggest that the teacher should move imperceptibly

into character. While I attempt to sign the action in my launching of the drama,

moving into role through developing the briskness and efficiency of a department

head, I tell the students, �When I return, we will all be in role�. This instructs

directly rather than  hinting that we are moving into the drama. I see my signing

of teacher-in-role as adopting a specific point of view, cueing my movement into

the role. I respond from the point of view of my character. A simple playing-

underplayed but believable and firm is more effective than overdramatising the

role. Bolton reflects (in Heathcote & Bolton, 1995) that, "The more Dorothy

understands about how mantle of the expert operates, the more she realises how

language is one of the pillars upon which the whole experience is built" (p. 163).

This works in different forms of process drama where the language is the source

of authenticity and responsibility. In Mystery Pictures it is the teacher's use of the

professional language, and the students' usage of heightened language which gives

authenticity to the situation. My constant awareness of formal speech, including

addressing the students as doctors helps to maintain and develop the fiction.

The Tension of Silence: Managing Authority, Atmosphere and Emotions

My use of silence both within the fiction and in the classroom has different

rational meaning at different points in the session. The initial silence is part of a

programmed response that I have negotiated with the students as part of my

standard classroom management. It fits with the school expectation that students

will listen to each other and their teacher, that everyone will treat each other with

respect and that the students will attend to the class.
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In the opening of the drama I use the real-life tension of extended silence to gain

the students' attention and create anticipation of the drama. The silence itself

effectively creates the atmosphere for the drama. The students move from

movement and noise to stillness and silence as a way of focusing on the dramatic

problem. Their professional roles which are more focused and quieter than a

rabble of Year Sevens, and require a different manner of seating. The students

accept this, and the lengthy silence after the pre-text suggests that the students are

silenced by their empathy, thinking of the implications of the pre-text scenario for

Jane. Joseph's timid question of, "Was she um, was the girl bashed up?� seems to

be the question unasked in those moments of silence.

I note however that my use of silence is attached to a personal emotional

response, stemming from my first teaching experience. As a result of early

experiences of not coping with class management appropriately, I have developed

a specific style of classroom management. It would be reasonable to say that my

emotional history, in terms of my feelings of inadequacy when I could not always

set up what I perceived to be ideal conditions for class work, affects my daily

classroom management. Silence has its own tension. Students seem to be

uncomfortable with silence; the absence of sound is a powerful force. Heathcote

notes that one of the elements of theatre is the movement between silence and

sound. Silence aggravates anticipatory tension: What will the sound be?
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Reflection

Even in this opening session, the scope of my reflection-in-action encompasses a

wide range of factors. Schön (1983) wrote that,  "A practitioner's stance toward

inquiry is his [sic] attitude toward the reality with which he deals" (p. 163). My

attitude in this opening session toward my classroom reality can be seen to be

primarily concerned with establishing the drama successfully and creating the

right atmosphere and conditions to enable the drama to proceed. Most of my

decision making is based upon this, although personal needs, such as my:

• need for control of the situation;

• feelings of emptiness when the class is over;

• empathy towards individual students;

• fear of running out of time;

• desire for classroom success;

can be seen to be present in my reflection-in-action as I work.

Schön tells us that:

When a practitioner reflects in and on his [sic] practice, the
possible objects of his reflection are as varied as the kinds of
phenomena before him and the systems of knowing-in-practice
which he brings to them. He may reflect on the tacit norms and
appreciation which underlie a judgement, or on the strategies and
theories implicit in a pattern of behaviour. He may reflect on the
feeling for a situation which has led him to adopt a particular
course of action, on the way in which he has framed the problem he
is trying to solve, or on the role he has constructed for himself
within a larger institutional context (p. 62).

Let us move on to examine aspects of my reflection-in-action during subsequent

sessions, noting the scope of my attention as I reflect-in-action, observing how as
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a teacher I deal with the class through the role I have constructed for myself

within the institutional context.



6
Stirring to
Wide-Awakeness

"Our classrooms ought to be nurturing and thoughtful and just all at
once, they ought to pulsate with multiple conceptions of what it is to be
human and alive.  They ought to resound with the voices of articulate
young people in dialogues always incomplete because there is always
more to be discovered and more to be said.  We must want our
students to achieve friendships as each one stirs to wide-awakeness, to
imaginative action, and to renewed consciousness of possibility"
Maxine Greene, 1995, p. 43.
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When I first encountered the writing of Maxine Greene in 1993, my imagination

was set aflame with possibilities as I re-conceived for myself the act of teaching.

The two classroom sessions described in this chapter (the second and third

consecutive sessions in our exploration of the Mystery Pictures pre-text), show me

working to shape the classroom environment into a nurturing and thoughtful

space. I felt that these were both successful, and they provide a strong contrast

with the fourth class, which is described in Chapter Seven. The first section of this

chapter, Imaginative Action, describes the second session of the Mystery Pictures

drama. Most of this class work is conducted in near silence, as the students create

and explore images of Jane. The description is presented as a continuous narrative,

which attempts to capture the shifting moods of the lesson. This description

maintains the seamless quality of the majority of this session. I then highlight

aspects of reflection-in-action apparent in the vignettes. In particular, I note that

my personality often shapes my reflection-in-action when teaching process drama.

I consider aspects of my personality evident in my teaching and summarise the

beliefs about education which are revealed in the way in which I manipulate the

classroom space.

The second section of the chapter, Consciousness of Possibilities, narrates some

classroom moments where the students take control of the action, revealing their

growing consciousness of the possibilities held within both the forms of process

drama and the Mystery Pictures pre-text. The vignettes illustrate my reflection-in-

action as I watch the class work together, changing the classroom space to forward
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the dramatic action and increase the tension in the work. The analysis considers

further aspects of my scope of attention as I reflect-in-action that are revealed in

this session. I consider our usage of space, and my reflection-in-action as I both

manipulate the classroom space myself and observe the students manipulate this

space to increase the dramatic tension. This fourth class of the Mystery Pictures

drama is noteworthy for illustrating the students� growing awareness of dramatic

form and my reflection-in-action is characterised by my focus on the students�

usage of space and  the impact of this on dramatic form.

Imaginative Action

It is Hiroshima Day. When I arrive the students are already seated
in a circle on the floor, having just completed their Prayer Session.
I sit with them. Frances nods to me to take over and she leaves the
room. I begin by speaking of the significance of the day, recalling
to the students a letter I had received over ten years ago from a
photographer friend who was traveling through Hiroshima. He had
described in detail everything he had seen. This included a
particularly detailed description of some images of the shapes of
people caught in the nuclear explosion as they were walking on the
steps of a building. The body shapes of the victims were imprinted
as outline negatives on the steps. This impression of this
description is still with me and has become my image of
Hiroshima.

I recite a version of what I remember of his letter to the students, �I
looked up at the building and saw the white outlines of human
shadows on the stair leading to the front. The arms were
outstretched�they had fallen. I realised that I was looking at a
photographic image of the moment the bomb had impacted. This
imprint was an image of death. I was standing there looking at the
photograph, but it was not a photograph. It was real�.

My voice has the repetitious soft chant of the Rosary. Watching the
tape of the lesson as I transcribe it that evening, I see myself
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thinking back to the fourth year university holidays when my group
of friends and I received the letter from our friend. Moved by the
image we read the simple sentences over and over until these
images of horrific death seemed to dominate our Australian
summer.

Lost in the past, I feel eyes upon me. I am kneeling in a circle with
the students sitting perfectly quietly, watching me.

I smile: stalling for time, recollecting my thoughts, refocusing.
�Where am I? What are we doing?�, I ask myself.

�Think about Jane�, I hear myself saying in a contemplative tone,
learned from the Marist Sisters in Grade One of Primary School.
�Think about Jane�, liltingly, on the breath, as much for my own
benefit as that of the class.

�Jane�, I repeat more firmly as I write �J-A-N-E� on the board in
large calligraphy, I can tell the students are impressed. I underline it
with a swirl, �What do we know about Jane?�.

We compile two lists-- What We Know as fact about Jane, and
What We Suspect about the situation. The students offer many
suggestions and the contributions are divided under the two
headings. I am stirring to awakeness, becoming more present to
where I am and my role. Moving back into teacher role, I am
quickly running through my mind the possibilities that this list can
open for us in our process drama.

Jane... What do we know about Jane? Facts about Jane? Images of
Jane...We could show Jane that morning... Abstract forming... Suits
the mood and the silence and creates a direct path back into the
drama.

I put down the chalk. I turn to the class and say in a composed
voice, �Imagine the moment when Jane was found�. I pause and
look at the students, who seem all attention and then continue in a
low, soft voice, �Imagine the moment when her parents first saw
her outside her bedroom�.

I continue speaking, trying to build their imaginative links to Jane�s
situation. �Was she sitting? Was she lying down? Was she
standing? How might we represent Jane on that morning?�. I
rethink my use of the word �represent� and re-explain, �What
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might we have seen if we were there?�. Each line contains carefully
paced meaningful pauses between the phrases, giving time for the
students to think, time for me to focus.

By now I have moved from my internal world to focus on the
world of the classroom. I am watching the students� responses to
my words and planning how the drama might progress. I have
thought of the images of some of the victims of Hiroshima
immortalised on the steps of the building, and hold this in mind as I
reflect-in-action on the next step we might make in the drama. I
note that the students are with me, their silence contemplative, their
eyes focused. I watch them listening to me, and am aware of their
focus and their stillness, noting their connection to the work. I
decide to use the atmosphere we have created in our reflections
about Hiroshima to hold the work together.

I ask the students to construct, in silence, images of Jane at the
front of the classroom.  They look at me, and nothing happens. I
realise that I may have left important instructions out and I begin to
re-think my explanation, ready to re-explain the work. However,
Sueanne is tentatively moving, standing up. She comes to the front,
and slowly sits down, putting her head in her arms. Her legs are
crossed and her back is bent.

 We cannot see her face.

The students all watch, silently, as she constructs her image of
Jane. I note that the students seem intent as a group. The focus
seems absolute.

Jessica looks at me. I nod permission for her to join Sueanne. She
sits in a slightly different pose, her legs bent at the knee, her arms
hugging them, her face looking down. We watch the two images,
two separate images of Jane on that day, both images supporting
each other. Amanda joins in, standing as Jane, looking out
defiantly to the class. Her image adds a very different aspect of
Jane�the part of Jane that is angry and powerful. Shannon steps
in. He lies down with his head on the floor and feet suspended in
the air. Danny and Joseph and John come out quickly and join in
the images. I think to myself that Shannon has paved the way for it
to be �OK� for a boy to play a little girl. Danny sits down with his
arms on the ground helping him balance as he lifts his head back
and looks up at the roof. Joseph stands up with his head turned
downwards. John stands, facing in towards the wall.
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The silence is broken only by the soft shuffling of students moving
to their positions and the eye movement as they look to me, seeking
permission to take their turn in the constructed image. All of the
students have held their position in silence.

�Let us look at the many images we have here of Jane... Look at
how she may have been on that morning and try to think about
what she might have been thinking and feeling�. We look more
closely at the images. I notice that there are images of Jane sitting
cross-legged on the floor, looking downwards, looking up, leaning
on the wall. Some of Jane�s moods seem pensive, some rebellious,
some aggressive and some filled with sadness. The individual
images combine together to form a complex picture of what it
could be for a seven year old girl to destroy/have her room
destroyed in such an act of violence.

The students are watching the images intently. I want to direct their
gaze, to help them to look at these images as an artistic creation, so
that they can work as artists re-sculpting these images. �Look
carefully at the images of Jane as a group of images, and see if any
of them need to be moved so that we can see them more clearly, or
somehow get a clearer picture of what she felt that morning�, I
instruct. I am hoping that these instructions and this movement will
help the students to look more carefully at the images as a
conglomerate�a set of multiple possibilities for Jane, which can
be read as a single image. I am also hoping that the students will
begin to think artistically about moving these images in space.

After a pause, some of the images are moved. The students move
silently, waiting their turn and seeking permission by looking at me
before entering. I am totally involved in the experience, thinking
about the artistic decisions that the students are making. I watch
each adjustment with excitement, realising that the students are
working together to create a group understanding of how Jane�s
different feelings on the morning she was found outside her room
could be represented as a collage of images.

The images of Jane are sculpted and moved around by the students
to obtain a pleasing and more meaningful arrangement. I watch the
students work together, their silence punctuated by soft whispers.
They move the standing images into the centre. They rotate the
lower images outwards so that the sense that is created is one of
Jane reaching out for help. I reflect that the students seem to be
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working together to create a more artistic and intentionally
aesthetic arrangement. Working in silence adds a sense of awe to
the task itself�we anticipate each move.

I want to extend the students� reflection on the images that they
have just created, and try to think of a way of sharing our
understanding of what the images are about through another
aesthetic form. I say, �We do not know what Jane is thinking. We
can guess at what she might be thinking. We do not know though.
Look at the images of�Jane�. My voice trails off into silence.
�What could she be thinking?�, I ask, before reminding the
students to speak as though they are Jane.
The students give some suggestions in the first person about what
Jane might be thinking. The suggestions echo through the silence.

�This is horrible�.

�I hate you�.

�Leave me alone�.

�Go away�.

�No!�.

The suggestions become a cacophony of voices, shared
understandings of what this girl might be feeling. I feel elated with
the work, the students� understanding and artistry, the quality and
intensity of this piece. Simultaneously, I am overwhelmed by a
tremendous sense of empathy for Jane.

�Thank you�, I say, indicating for the students to relax and return to
their places. �Thank you to all of you for some excellent work�.

The students regroup and we discuss the work. While this is
happening, I decide to ask questions which lead to a group
interpretation of the work, thereby linking the spoken words to the
visual images. I ask, �What could you tell about Jane on that
morning from the way we showed her to be?�.

�She was really depressed�.

�She didn�t want anyone to come near her�.
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�She couldn�t talk about what had happened�it was too bad�.

We move towards a group interpretation of our jointly constructed
artwork. I try to lead the students to think more carefully about the
artistic process itself�how we might have created this meaning. I
ask, �How did we show what... how she felt?�.

The students talked about the way the images had been created and
how when they moved them the meanings changed. �If she looks
down or away from us, you can see that it was terrible because she
doesn�t want to look at us�, suggested Sueanne. �When she is
looking at us you can see that she is angry about what happened�.

�She is really scared�,  Joseph adds,  �and frightened... because of
all the bad things�.

I lead the students to reading the images more carefully and
constructing the �Janes� as a single image asking, �How did
moving the different Janes around change how we saw her?�.

Hilary steps in, �When you have the standing up ones in the
middle, you sort of see all of the things she was feeling at once,
going from wanting to be inside the carpet to looking at the world�.

I nod at her in agreement, pleased at the level of careful thought.

�I want to be in the carpet!� imitates Danny in a sing-song voice,
and some of the students laugh.

I turn and look at him, thinking what to do. Simultaneously, Hilary
pounces on him, �You know what I mean�.

I look at Hilary in support, �It is a strong image�, I confirm. �It is
exactly how Shannon looked like he was. It is extremely interesting
how we can move the images around and show different things that
Jane might be thinking and feeling at once. Sometimes things are
very complicated and we...� I pause, momentarily, trying to draw
the analysis together, smooth over the conflict between Hilary and
Danny and avoid Danny getting any more airtime in one speech. I
try to broaden the students� thinking about the possibilities for
further action in the drama. I say, �We don�t have one exact thing
that we feel or think about it. At this stage there are many things
Jane could be thinking. There are many things that might have
happened. What should happen next?�.
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What should happen next is a question most of the students want to
answer immediately. The room is flooded with suggestions
regarding what should happen next, and I sit back, feeling slightly
disengaged listening to the sea of responses. Christopher asks if we
can continue the investigation. Others are keen to do this. Amanda,
Hilary and Katharine want to interview the father again about the
incident. I stall them on this, feeling that they have a predetermined
resolution to the mystery that they want to enact. Not all of the
students are keen on re-interviewing the father anyway, and so the
students decide, at John�s suggestion, to use our remaining time to
interview Jane�s teacher about Jane�s behaviour at school, and
whether anything unusual had happened lately. The suggestion to
interview the teacher seems to be accepted by most of the group,
and the interview is set up and happening before I have time to
think about it.

We assume our roles as doctors and Timothy plays the teacher.
Hilary asks, �Tell us what you know about Jane�. Timothy
launches into a story of how he had been on playground duty
earlier in the week when he had seen Jane up against the wall with
two bullies threatening her "in some way". He thinks that "they
might have been involved in emptying her pencil case out in some
way", but he is not sure, but her pencil case was pink.

I reflected in my journal that evening, �This incident did not seem
very real to me as a piece of evidence, because a teacher would not
simply watch an incident like this go by�. The students in role did
not seem to notice this however, as the questions were more to do
with establishing what the pencil case looked like and what was in
it rather than establishing why a teacher would watch a couple of
bullies do this to a seven year old girl without taking any action.

We have to finish there, because it is the bell and Frances needs to
talk to the students. It happens all at once and it is a very messy
ending. Timothy simply went back to his place, dropping role as
the teacher instantly and sitting at his desk. The students, after
hearing the sports notice, run out to lunch. I was left alone in the
room, wondering what should happen next, as Frances ducked out
after them to playground duty. Alone, remembering Hiroshima.
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Transitions

This session can be divided into distinct sections: the Hiroshima discussion; the

creation of the images of Jane; the teacher interview. There are particular

transition points where the drama shifts from one section to another: the

discussion of Hiroshima, ending with a pause; the blackboard work about Jane

leading into the image creation; the reflection on the images of Jane after they

were created and manipulated; the discussion of what to do next in the drama,

leading to the decision of interviewing the teacher; with external constraints such

as Frances� message, the Public Address System sport notice and the bell,

determining the end of the drama. There is no extended transition phase out of the

drama into lunch break, as the students are dismissed and leave at the bell. The

analysis that follows considers the evolution of the lesson focusing on how my

personality and general beliefs regarding education and process drama influence

my reflection-in-action during each stage of the lesson.

Creating a Mood for the Drama

This session was held on August the 6th, Hiroshima Day. Frances and the students

had already noted this in their Morning Prayer Session, so when I arrive and they

are still seated in a circle, having prayed in memory of Hiroshima, I spontaneously

join them in this, moving into sharing my own story. Reminders of important

world events are typically incorporated into the day-to-day timetable at school.

However, while my reflection-in-action is initially focused on the classroom
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moment, I become completely engrossed in my own story, to the point where I

drift off, silently exploring my history, lost to the present situation. This pre-

occupation with my history continues as I write in my field log that evening.

Recalling my friend�s letter again, I wrote, �I too look at the photograph, I see the

images. They remain firmly in my mind. I think of this image when I think of

Hiroshima�. My own recollection of the letter and the summer are very strong.

Thinking about the images of human outlines on the steps distracts me from the

classroom situation in-action and it haunts me as I try to make some sense of the

class, reflecting-on-action that evening. The action of the classroom is suspended

as I pause for some time, drifting off into my own world until I realise the students

are staring at me. I try to realise where I am and focus on where the lesson is

going, stalling for time. In terms of my personality, this is quite typical. I am

intensely focused and have a high level of attention. My ability to focus intensely

works both to my advantage and detriment as I teach, depending on where I focus

my attention.

Writing �Jane� on the blackboard in large, thick, calligraphic letters, underlined

with an artistic swirl is a natural pick-up for me. My calligraphy is impressive to

Year Sevens, and the theatrical nature of the act focuses the students on the word,

on both its shape and meaning. This is an effective way to overcome the situation I

have placed myself in, taking the focus off me personally, pointing it towards

�Jane�, and creating anticipation and suspense, through the students watching the
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formation of the letters on the board while I plan the next stage of the drama in my

mind. This theatrical response also helps me to focus; staring at the letters gives

me a focal point. Responding theatrically and using calligraphy as a diversion

tactic is very typical of how I respond in such situations, using something I can

instantly do well to give myself time to reflect-in-action to plan the next events.

Remembering Hiroshima has created a very definite mood for the class. While

very spontaneous and not intended to be related to the drama, the discussion sets

the tone for the work that follows. The vividness of my friend�s experience, both

for himself when he wrote the letter and for myself in its recollection, impact upon

myself and the class. I have always responded strongly to the image of the outlines

of the fallen left on the steps, the idea that the radiation would leave a photograph-

like record of its destruction. With this in mind, constructing images of Jane as

she was found on the morning after the destruction of her room fits in neatly with

the mood as well as being an obvious progression from the work completed the

day before.

Creating such a specific atmosphere of deep thought and careful contemplation

prepares the students for work of this kind. Focusing on Hiroshima has created the

atmosphere for what Neelands & Goode (1995) describe as a ritual aesthetic

where, �art making is an essential life process that feeds and draws on our human

need to make sense of and give account of, human existence� (p. 41). My
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directing the students into this intense image-making session can in part be

attributed to my personal need to make sense of my strong memory, my emotional

response to thinking of nuclear war, and the students� own contemplation of

Hiroshima. In this sense the drama is, �not an escape from reality, but a return to

it� (Neelands & Goode, 1995, p. 41).

Re-establishing the drama�Instinctive Reflection-in-action

I have described my actions in this section as instinctive, but they are trained

responses, based on reflection-on-action. As a teacher, realising that I am focusing

my attention inappropriately moves me to act quickly to reclaim the situation.

Reflection-on-action leads me to choose proven strategies:

� writing on the blackboard focuses both myself and the students on the

word, "Jane". This becomes the starting point for the next moments of

teaching.

� listing what we know about Jane enables the students to recall and reflect

upon the information we have created so far. This is a way of recapturing

the essence of the drama.

� categorising the information on the blackboard according to facts, What

We Know, and speculation and potential, What We Suspect, allows me

to simultaneously stall for time and refocus myself and the students.

Reflecting-on-action I note that the students seem to be very interested in

the idea of dividing the information into fact and speculation. 
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� debating about the categorisation of the examples reinforces both the

shared nature of our experience and shared creation of the dramatic world.

It is important that the facts are agreed upon, because this is the basis for

the dramatic world that we are creating, so although everyone is entitled to

their own speculation, this is separated from what we all agree upon as

being fact.

� creating the images of Jane enables the class to focus on the pre-text and

summarise their thoughts about that moment through their representation

of Jane.

As we re-establish the dramatic world through these processes, I run possibilities

for action through my mind like a rolling slot machine.

Using this as the basis for imaging the moment when Jane was found by her

parents outside her bedroom refocuses the dramatic action and enables the

students to put themselves into the moment of discovery. The question, �What

might we have seen if we were there?�, is intentionally open, �might� being less

definite and clearly signalling that we are speculating about possibilities in this

section of the work, rather than creating facts. This is important in the creation of

these multiple images because if we were portraying the reality of what the parents

saw rather than what they might have seen, only one image (or at the most two, if

the parents� individual perspectives were considered) would be possible.
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�How might we represent Jane on that morning?�, is leading to multiple

perspectives of the scene, and I am constantly aiming for this as I reflect-in-action.

This re-establishment of the drama is completed out of role. Two separate

strategies have been used, an almost scientific approach to compiling the facts and

then a visual imagining of how Jane might have looked when her parents found

her. The purpose of this has been to establish that everyone knows and agrees

upon the basic facts we have uncovered so far, and to recreate the feeling

dimension of the work by encouraging the students to imagine the moment when

Jane was first found, thereby identifying with her. During the blackboard work, I

re-compose myself, reorient myself to the task at hand, and to think of some

possibilities for action. The internal thoughts in italics in the vignette represent the

speed and confusion of these moments where, adrift, I am seeking safe anchor.

This confused stream of consciousness contrasts with the deliberation of my

putting the chalk down, the composure of voice as I say deliberately, as though it

was always my plan, �Imagine the moment when Jane was found�. This line

marks the moment where my full attention is given to the drama.

This sequence is extremely interesting in terms of reflection-in-action. Throughout

my teaching life I have often used large calligraphy on the blackboard to arrest my

classes as the calligraphic design of the lettering and the theatrical nature of the act

demands attention. In this session, writing �J-A-N-E� so dramatically on the board

deliberately creates a focus that gives me time to prepare a plan for action. The
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blackboard work of compiling the information about Jane and dividing it into

What We Know and What We Suspect, creates a pause in the classroom action

refocusing myself and my students. By the time that I am asking the students to

�imagine the moment�, I have worked out my next step, to move their imaginings

into physical imagery through their reflection-in-action. While my personality has

been responsible for the lapse in my teacher focus, aspects of it such as my sense

of the dramatic and ability to refocus help me to regain the classroom moment to

begin the drama work.

Empathy for Jane through Identifying with the Characterisation

Reflecting on the action of this session, I am aware of the students showing

growing empathy towards Jane. The silence and the seriousness accompanying

their representations of her indicate to me their commitment to the task. In a later

interview with Shannon and Danny, we were discussing the question, �Do you

think you can learn things about other subjects through drama?�. Danny suggested

that the drama work about the Olympics has led into and contributed to the

knowledge of the debate that they had recently completed, �Winning gold is what

counts at the Olympics�. I tried to probe their response further, asking, �Do you

think that that work made you understand what it really might be like to be

someone in the Olympics?�. Shannon answered, �Yeah. It made us feel... It made
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us see the point of the Olympian�. Danny added, �How hard it was and that�. We

continued our discussion of this, leading to the section of transcript that follows:

Jo: Can you think of anything else that made you feel like the
character?
Shannon: The Jane thing.
Jo: Mystery Pictures?
Shannon: Yeah.
Jo: What about it?
Shannon: When we showed her outside... you know on the first
day.
Jo: When she was found outside her bedroom?
Shannon: Yeah. It felt pretty sad to think of her there.. You know...
by herself with her messed up room.
Danny: Yeah.
Jo: Did you feel like you could tell how Jane felt?
Shannon: Pretty sad. That�s why I lay down pretending to cry.
Jo: Cry?
Shannon: You know. Outside her room.
Danny: I thought she was angry.
Shannon: Yeah.  
Danny: Angry and upset.
Jo: Why?
Danny: With her family. And everyone else.

In this interview, Shannon nominates the imaging of Jane as a specific moment

when he felt like the character. His image was a strong one and he was also the

first boy to move out and position himself amongst the images that we were

creating. It is clear that the experience for him, and Danny also, is remembered in

terms of the experience of actually creating his perspective of Jane. Danny�s

memory is that he �thought she was angry�, which he expressed through his image

on the stage. In action I am aware that students who are involved in the

manipulation of the images may have a different experience of the event than

those who are acting, as they are focusing on the series of images rather than

creating their own single image. Shannon and Danny reinforce this by articulating
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a sense of empathising with Jane through their characterisation of her. I am aware

of the intensity of the students� involvement in action, and am therefore not

surprised that the students refer to it some weeks later.

Reflection on the Creation of Images

Creating the images moves the private imaginings of individual students into the

public domain. Silence has its own tension, the silence providing a backdrop

against which the images are in relief. We share as a group our understanding of

Jane as she was found. We are all involved in creating a shared dramatic world,

our many voices allowing a multitude of images and meanings to be formed.

Eisner (1991) highlights the unique forms of understanding offered by the arts in

terms of the transformation of  �the contents of consciousness into a public form

so that they can be stabilised, inspected, edited, and shared with others� (p. 7). Our

image creation is a process whereby students transform their individual concepts

into a set of concrete images that are then available for public inspection. Our

understanding is shared because the stabilisation, inspection and editing of the

imagery occurred as a result of the group effort rather than just that of the

individuals who portrayed their own conceptions of Jane. Obviously the

experience is different for everyone, but there is a specific distinction between the

experience of those who act the initial images of Jane and are thinking and feeling
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about Jane from their own perspective (acting, presenting); and for those who are

moving and shaping the imagery (directing, re-presenting). When working in

process drama it is reasonably common for the students to be working at different

elements of drama simultaneously even though they may seemingly be working as

a class at the same thing. All of these experiences work together to enable students

to become conversant with working in and manipulating dramatic forms. This

understanding of dramatic forming drives my in-action work.

Adding an Aesthetic Dimension to the Work

I am conscious of attempting to establish a deliberate aesthetic dimension in the

work through the sculpturing of the images of Jane. The emphasis in this act is to

move the images to create further meaning through the recreation of the overall

setting. In doing this, I was hoping that the students would look closely at the

images, not just for what they said, but also for how they said it. The movements

and the careful alteration of these images by the students have a sense of

deliberation about them. Changing the shape of the images and ordering them so

that they fan out from the middle shows the students� concern with the overall

look of the work. This tableau is held, focused, concentrated. This phase is

deliberately structured to enable the students to recreate the many images of Jane

into one image with many meanings. This final image establishes the idea of Jane

reaching out for help. I felt strongly that this unity indicated a group creation
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rather than individuals creating, and my focus in action was fully on the concept

of creating a deliberate aesthetic dimension in the work.

My work as I reflect-in-action is concerned with the pacing and shaping of the

students� manipulation of the form and interpretation of it in several ways:

� Breaking the silence after allowing time for contemplation has given the

students time to analyse the images and build up an understanding of what

they might mean.

� Discussing the images provides multiple readings of the situation as there

is no definitive version of how Jane might have been found but there are

many ways that she might have appeared.

� Attending to each image individually and then considering what is it that

makes Jane look this way at this time focuses the students� attention more

closely on the details of the positioning.

 These strategies are working to open up and create more possibilities in the work

rather than to close down any available options, something I am conscious of as I

reflect-in-action. Simultaneously however, we are doing this as a group, so

although individual students may have a preference for a particular representation

of Jane, there is not a definitive version. The images represent Jane�s inner life

rather than her physical self. My actions in this part of the class can be seen to be

closely linked to my beliefs and understanding about drama.
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Questioning, Reflection-in-Action and Reflection-on-Action

 The students� reflection on the drama has five distinct phases, each one introduced

by a question:

� Look at the images of Jane... What could she be thinking?

� What could you tell about Jane on that morning from the way we showed

her to be?

� How did we show what... how she felt?

� How did moving the different Janes around change how we saw her?

� We don�t have one exact thing we feel or think about it. At this stage there

are many things Jane could be thinking. There are many things that might

have happened. What should happen next?

While these questions deliberately shape the students� reflection on the dramatic

action, they are shaped by my reflection-in-action. The students are invited to

work in a more interpretive mode�how does she feel, what can you tell�before

being encouraged to articulate and discuss the process of constructing the images.

Morgan & Saxton (1991) argue that �whatever the plan, strategy or technique,

effective teaching depends primarily upon the teacher�s skill in being able to ask

questions which generate different kinds of learning�(p. 3). They divide questions

into categories by function: questions that elicit information, shape understanding

and press for reflection� (p. 41), arguing that:

If you want your students to think about what they are learning in
such a way that learning becomes a part of their view of themselves
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and of their world, you will have to ask questions which help them
to articulate meaning and cause them to think about the meaning
that is being made (p. 42).

This is the intent of my questioning here, to begin by eliciting information about

the construction of the images before moving to a more specific analysis. The

final question aims to help to plan the next stage of the drama. My knowledge of

questioning and prior experience of shaping student reflection on dramatic work

guides my reflection-in-action as I use these questions to shape the students�

reflection process.

The first of these questions, �Look at the images of Jane.  What could she be

thinking?� focuses the students generally on the images, considering the

possibilities for Jane�s emotional state. It was my intention to develop their

empathy for the character through having the students recall information and

interpret the images they had created. The suggestions, given in the first person in

Jane�s voice, emphasise the images and increase the shared quality of the piece.

The suggestions show that the students are identifying with Jane�s suffering, and

the lines are appropriate to the visual images. The lines the students have Jane

speak�This is horrible; I hate you; Leave me alone; Go away; No!�all portray

her as troubled. This gives us a starting point for interpretation of the images in

terms of Jane�s emotional state.  
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Reflecting on this information in action, I begin the reflective discussion of the

work with a question that draws on these responses asking, �What could you tell

about Jane on that morning from the way we showed her to be?�. The three

suggestions put forward by the students�she was too depressed; she didn�t want

anyone to come near her; she couldn�t talk about what had happened, it was too

bad�build a picture of a girl suffering. They also indicate that the students have

thought about and empathised with her emotional state. In action, I was highly

aware of this and concluded that the strength of these responses indicated that the

students had strong empathy and compassion for Jane. Sharing these reflections as

a group leads to a shared interpretation of the artwork we have created together.

The process of artistic creation is considered through the next question, �How did

we show what... how she felt?�. I intended this question to encourage the students

to interpret the meaning of these forms through their actual construction.

Sueanne�s suggestion, �If she looks down or away from us, you can see that it was

terrible because she doesn�t want to look at us... When she is looking at us you can

see that she is angry about what happened�, begins to do this. Joseph extends

Sueanne�s analysis by giving the interpretation that, �She is really scared, and

frightened... because of all the bad things�. These two responses have different

foci�Sueanne is analysing the process of forming the artwork, whereas Joseph�s

response is interpretative, considering the effect of the artwork.
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In action I ask the students to consider the images as a total construction by

asking, �How did moving the different �Janes� around change how we saw

her?�. This question encourages the students to think more deeply about what has

happened. Hilary�s immediate response gives a poetic explanation of why they

may have chosen to move the images into the form they did,  �When you have the

standing up ones in the middle, you sort of see all of the things she was feeling at

once, going from wanting to be inside the carpet to looking at the world.� Hilary

alludes to Shannon�s image on the floor, moving through the images and upwards,

to Amanda�s representation of near-defiance. She has eloquently described the

shift in terms of positioning, �wanting to be inside the carpet to looking up at the

world�. Hilary is excited about this idea that she has offered and turns on Danny

when he tries to make fun of her because of her language usage. While Hilary has

held her position, I am distracted by Danny�s intervention. Danny and Hilary have

been competitive, close friends and rivals since they were four years old; their

relationship is simultaneously supportive and destructive. I have been puzzled and

fascinated by the relationship, writing analytical memos in my field log and

discussing it at length with Frances. Even though I affirm Hilary here and give

some support for what she has said, I do not continue the exploration and develop

this idea further, which is surprising given the comment�s significance for an

analysis of the dramatic form. Instead I focus on the interruption and potential

conflict, fearing that the students are losing interest. There is no evidence for this;
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Danny�s interruption is probably due to the nature of his complicated relationship

with Hilary as well as his own need for attention.

Reflection on the Questions

Moving the reflective discussion along so quickly seems inappropriate in

hindsight as the full significance of this imaging was not explored and the moment

was lost. Morgan & Saxton state that the �key to good questioning is quality not

quantity� (p. 80). While I think my questions are appropriate, my reflection-on-

action alerts me to the fact that I did not allow time for the questions to fully

mature and for the answers to completely develop. I did not achieve the full

potential of the end of this session through a more extended reflection. Instead I

panic as the session is almost over and we had not had our planned discussion and

decision regarding whom to interview next. At this point I should have extended

and deepened the work through more extensive reflection rather than to move the

drama on.

 

 I reinforce to the students that there is not a single answer to the mystery of the

drama before asking the question that moves the drama on,  �We don�t have one

exact thing we feel or think about it. At this stage there are many things Jane

could be thinking. There are many things that might have happened. What should

happen next?� This question elicits an enthusiastic response from the students,

many of whom intend to contribute to the discussion. I manipulate the responses
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so that we �decide� to interview the teacher about what happened rather than the

father. In action I have a strong feeling that Amanda, Hilary and Katharine, who

want to interview the father about the incident, believe that the father is

responsible for what happened. I have noted them looking at each other and

passing comments and they seemed to have constructed this scenario

conspiratorially. As they would be working toward a pre-determined ending, to

explore this more deeply at this time would potentially limit the possibilities for

the drama. Therefore, I deliberately steer the conversation towards interviewing

the teacher, knowing that this is a more open-ended option.

Timing Constraints in Seeking Closure

 Having started this exploration, time became a major constraint, so after the PA

announcements were made, the bell rang and the students left, I was left

breathless, sitting down alone, reflecting on the action. I hate it when the class

ends and because of my mismanagement of time: there is no final discussion, no

inspirational parting words, simply a PA announcement and the bell. The bell

rings freedom for them, failure for me. Ross (1992) constantly referred to timing

constraints through his school-based research. These occurred in terms of both the

planning and execution of the drama work. He cited the example that �a specific

drama activity was seen to depend on length of time for its effectiveness and

student attainment was measured against that standard�(p. 130). He noted the

importance of spending time building dramatic context, but noted that often this

work was neglected due to a perceived lack of time (p. 132). I feel this stress.
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Often when building dramatic context I rush things as I feel time passing and have

a sense that I am not using the time effectively. Ross concluded that, �Whatever

the variation, the consciousness of time as a theme within this study reflects a

wider educational stance that posits time as commodity, as something to be used.

Underlying this stance an assumption links time and learning� (p. 134). This

perception of teaching time as a commodity is a frequent cause of stress and panic.

Morgan & Saxton note that learning is promoted through active listening, quality

thinking time and thoughtful answers (p. 79-80). These three factors require

patience and perseverance, as time is necessary to explore and develop deep

thinking. My perceived need to run the interview with the teacher was not the best

artistic or teaching decision as there was not enough time for it to be completed

successfully and this reduced the quality thinking time. This decision was

motivated by my sense of time as a commodity that needed to be used, my own

assumption that time and learning are linked and my sense of responsibility to

that. I finish the interview so quickly that its purpose is lost. Had I not viewed

time as a commodity to be filled, I would have spent the time deepening the

reflection rather than trying to give the students another experience.

 

My Personality and Personal Beliefs Shape my Reflection-in-Action

 As mentioned in the opening of this chapter, this session alerted me to the extent

that my personality often shapes my reflection-in-action when teaching process
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drama. My work is influenced by both my personality and my personal beliefs

about drama education. In this session my personality motivates the drama:

• Absolute Focus: This personality trait to focus intensely on one thing works to

my detriment as a teacher when I become engrossed in thinking about my

personal memory in class. This ability to focus however helps me to recover as

I realise where I am and the inappropriateness of my actions and quickly

refocus to recover the class.

• Sense of Performance: I have a strong sense of performance and show and

often use this to gain the attention of my students, to capture their interest and

to elevate their spirits. The creation of the dramatic real life moment through

writing �J-A-N-E� on the board in calligraphy is a theatrical action used to

gain attention and thinking time.

• Flow: When my focus is turned to the drama I experience a sense of what

Csikzentmihalyi (1994) describes as flow. In this session I have a sense of

artistry and creation through the image making and forming of the overall

image.

• Stress: The moments when I am stressed indicate aspects of my personality

which influence my reflection-in-action specifically:

Fear of losing the Drama: When Danny attacks Hilary by making

fun of her language use, rather than fully acknowledge Hilary�s

excellent contribution and realising that she is more than capable of
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handling Danny, I become stressed and afraid that the discussion

will be weakened and the drama will be lost.

Fear of running out of time: I perceive time as a commodity as

noted by Ross (1992) and this stress turns to panic when the class

is ending.

Sense of failure: At the end of the lesson I am overwhelmed by this

as I know that I have rushed the ending.

Loneliness/emptiness: The class is over and I am left alone in the

room, having expended a great deal of effort, I am lonely and tired

and feel that no one has appreciated my effort.

The work is driven by my personal beliefs about drama and education. My actions

throughout the class can be attached to some of my general views about drama

education. Considering the action of this class, I have listed some of my beliefs

and attached the action to them to illustrate this:

• Education should emphasise humanistic values: Join in with prayers

condemning the use of nuclear warfare; encourage empathy with Jane.

• Questioning techniques shape reflection-on-action: Use questioning to draw

reflection from the students and attempt to deepen their responses.

• Dramatic possibilities for action should be kept open: Manipulate the class

decision making about dramatic action, so that few possibilities are closed

down.
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• Process drama should develop the students� artistic understanding:

Deliberate dramatic forming work and analysis leading to the students�

articulation of the experience of creating the work.

• Drama can enable students to become more broad-minded: Encourage

multiple perspectives and different points of view.

• Students should be given opportunities to shape the dramatic experience:

Enable the students to participate in decision making and support and extend

their artistic decisions.

• The ultimate responsibility for the drama lies with the teacher: Perceive that

it is my failure that the reflection has not been as extensive as possible.

My reflection-in-action throughout this session is driven by my values and beliefs

about education�the lapse into my own thoughts initiates the close focus and

attention to the action of the class. My reflection-in-action can be charted moving

from disengagement from the act of teaching to a complete focus on the task at

hand.

Consciousness of Possibility

The �quiet room� is being used by another class. We have to use
the noisy hall. The last time we used the hall everyone was
everywhere. The last time we used the hall chairs were swung on
and bent and wheeled around in. I negotiate a contract with the
students before we move to the hall that if we go to the hall for
drama they will not misuse the chairs.



Unravelling the Mystery Stirring to Wide-Awakeness

209

We carry the plastic chairs from the sides of the room into one
corner of the huge hall. We place them, gently, on the floor,
listening to the cavernous echo as they bump down. We make a
square, facing inwards. There is an empty chair in the middle of
one of the sides, with space to either side of it. We have created a
performance space.

Space and Focus

I am highly aware of the spatial relationships in class. Moving the students

initially links the space to classroom focus. As I reflect-in-action, realising that we

cannot have the �quiet room�, I immediately think about the problems that I

associate with the hall. Many people in the school assume that it is ideal for drama

because it is large and open, but I find that the class is distracted and unfocussed

because of the size of the space, the echoing of the boards and the noisy, bendy

chairs. I find the energy of the group dissipates in the hall. I find that the students

respond with more focus in the quiet room, which is the same size as a standard

classroom and has closed boundaries around the action. My reflection-in-action

leads me to attempt to modify a potentially negative situation. The initial

negotiations with the class serve to establish some rules for working in the hall

space. Discussing the rules in the classroom means that I do not have to gather

them from around the hall space to talk to them. The aim is to create a space that

helps the students to focus on the drama rather than distract them from it. My

actions here demonstrate my belief that it is important for students to focus

carefully on the action of the classroom.

A Small Square In A Large Hall
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In role as the head of the unit I begin, �Thank you to everyone for
putting aside your busy schedules yet again to help with the case of
Jane. There has been no change since we last met. She has not
spoken. She has made no new drawings. So we must continue our
investigation. We will begin the investigation by calling in the
school teacher, Mr. Timothy, again�.

I have prepared this opening the previous evening. Watching and
transcribing the tape of the preceding lesson, I decided that we
could further our investigation by redoing this interview in role.
Timothy has a basic prepared answer from yesterday, and it was
clear when we finished that the students had more questions to ask.
I nod towards Timothy, indicating to him to resume the role and he
rises, walking to the single chair.

I note that everything seems to be going smoothly, the students
seem settled in the hall. The space is formal and enclosed and I feel
in control. I look around at the students and then begin, �Mr.
Timothy, thank you for giving up more of your time for us. My
colleagues, the fellow doctors, and myself have several questions
which we wish to ask you again so that we can...� I pause,
heightening my language and then continue, �so that we can verify
what you told us the other day�. I glance at the class. They seem to
be following�"verify" must be a known word. I look closely at
Timothy, drop my voice and ask, �Would you mind telling us again
basically what happened for the doctors who were away from the
meeting yesterday�.

Timothy nods and begins, �I was on playground duty. I am on the
big playground at lunch time. I was walking and I saw two boys
from Year Seven with Jane. They had her against the wall�.

He pauses and there is momentary silence. I watch the class. They
seem interested and I relax.

Danny looks up and asks, �Were they bashing her up?�. Danny�s
air is baiting. I instantly assume that he is trying to railroad the
work, and move into a more defensive position, monitoring the
situation closely, ready to step in. Timothy however, ignores his
tone and intention and answers the question seriously, �No, they
had her pencil case and they were going to tip it out and she was
crying and telling them to stop it�.
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Timothy looks around for another question. I feel secure about the
way he has answered that question, confident in his ability to deal
with Danny. Timothy has established his role successfully. I relax.

�What did you do?�, asks Lisa. Her tone is slightly accusative, and
I realise that she is intending to question Timothy�s
professionalism as a teacher, in terms of the responsibility he
should show. In action I prepare to step into the drama, depending
upon Timothy�s response.

�I went up to them and told them to stop it and they ran... they ran
off�. Timothy pauses and looks at Lisa.

Lisa continues with her inquiries, �Where was the pencil case?�.

�Um...Jane... Jane had it still. After lunch though she couldn�t find
it. I don�t know where it went�.

�You�re supposed to be a teacher. You should know�, says Danny
with a sneer. He scans the room for support. I scan the room also,
trying to gauge the general reaction from the class towards Danny.
It is hard to discern at this point whether the rest of the class is
paying attention to Danny�s interruptions or not.

�Well I don�t know!�, cries Timothy defensively. �Um. I can�t see
everything that happens�.

I wonder what will happen next. I prepare to enter into the drama
with a question to advance the interview, but Amanda moves the
work back to the focus asking, �Did the students always pick on
Jane?�.

�I don�t think so�, Timothy replied, adding, �I never heard before�.

There is a pause, interrupted by Louisa asking, �Do you know what
books Jane has?�.

�No�, replied Timothy firmly.

�Do you think that the pencil case was stolen?�, asks Susan. The
questions are coming quickly now, and Timothy is sitting on the
edge of his seat, answering them in sequence. �I don�t know�.
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I note that the drama seems to be moving on despite Danny�s
efforts to railroad it. He still seems unsettled. He is moving around
on his seat.

�What are you doing to get the pencil case back?�, asks Hilary
accusingly.
�Um�, stalls Timothy. �We looked...um... We looked for it and
there is a notice on the newsletter�.

Hilary draws herself up and says jeeringly, �And you think they
will give it back?�. I notice that Hilary has placed herself in role as
an inquisitor. She is working very much for the drama through this
role and is trying to catch the teacher out in terms of the story that
we have been constructing together.

Timothy is humbled, �I don�t know�.

Hilary, in role as an accuser goes on, �What do you think
happened?�.

Timothy is now a little unnerved by the barrage of questioning. He
shrugs his shoulders and says, �This is all I know. This is all I have
to say�. He is tight-lipped and sits staring at the class. He has had
enough. I thank him and the interview ends.

Monitoring the Dramatic Action

Throughout this section, my reflection-in-action is concerned with setting the

guidelines for the dramatic action, creating the atmosphere though space and

language usage, following the action and thinking about where it might be leading

in terms of the drama while considering classroom management issues. Reflecting

on the action of the previous session, I had been unsatisfied with the interview we

conducted yesterday with Timothy after the creation of our Jane imagery. I had

reflected that I had not allowed Timothy enough time to give a full response and

when I had watched and transcribed the tapes of that section of work, I felt that the

imagery could have been explored in more detail and that this interview had
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remained superficial through lack of time and lack of effort on my part in creating

a suitable atmosphere.

My heightened language and the official tone of the announcement aims to move

the students directly back into the dramatic world. Timothy knows what is

expected of him and stands and moves into role and position. The introduction to

the teacher, �Mr. Timothy, thank you for giving up more of your time for us. My

colleagues, the fellow doctors, and myself have several questions which we wish

to ask you again so that we can... so that we can verify what you told us the other

day�, reinforces the roles (the use of the names and addressing the other students

as doctors) as well as setting the initial limits on the scene�that the class group

will ask questions so that they can verify what the teacher said. The next question,

�Would you mind telling us again basically what happened for the doctors who

were away from the meeting yesterday�, gives Timothy a chance to reconstruct the

story he told yesterday. The aim of this is to recapitulate the scene for everyone.

In this way it can be seen to be taking on the function of a �warm up� in drama, as

it is preparing the students for following dramatic action.

I am aware in action that Danny�s questioning is provocative, and presume that he

is working to discredit the drama by asking, �Were they bashing her up?�. While

the question is logical it is his attitude that leads me to interpret his question as a

deliberate attempt to make the class laugh. There is nothing provocative about the
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question itself, but there is a tone of provocation, a seemingly deliberate attempt to

create humour on Danny�s part. I see that he is attempting to become the centre of

attention through asking slightly off-beat questions. I have noted him doing this

before, as can be seen in the previous lesson, and am anxious about his

intervention in the drama and how Timothy will deal with it. Timothy however

holds his poise and remains in character, answering the question very seriously,

thereby nullifying Danny�s action while answering the question. Timothy�s tone

reflects the seriousness of the scene: Jane was crying, and the other students are

not distracted by Danny�s comment. Lisa�s accusatory tone is directed towards the

character�the teacher: the implication being that as a teacher he should act on

events such as this. Lisa moves the discussion back onto the further investigation

of the loss of the pencil case, and the question of how these two boys were dealt

with was left unasked.

As I monitor this again in action, I do nothing as it seems to be progressing well.

However, Danny�s next interjection is more blatantly challenging to both Timothy

and the drama, and I am obviously scanning the room, trying to judge the impact

of Danny�s comments in the drama. His sneering, �You�re supposed to be a

teacher. You should know�, challenges the drama, by trying to break down

Timothy�s role and make fun of the interview situation. Everything about Danny�s

approach�his searching for support from his friends, his sniggering and his

attempts to gain the attention of other students�suggest to me that he is more
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interested in gaining attention through his attempts to break the drama down than

to participate to forward the dramatic action. While I do not articulate this in

action, it is my tacit knowledge of this and its potential effects on our classroom

work that I am responding to in my scanning of the room. I prepare to make a

move to enter the action to quell Danny if his challenge seems to denigrate either

Timothy or the work. However, his challenge does not succeed for two reasons.

Firstly, Timothy stands up to him in role, disarming his jeering with a somewhat

defensive statement that it is impossible to see everything as a teacher. Secondly,

Danny does not seem to have the support of the class in his actions. His looks are

not returned. There is no general snigger. In fact, his attempts to interfere are

largely ignored and the drama moves on in a different direction through Amanda�s

question, "Did the students always pick on Jane?� Noting all of this in the

classroom, I do not act, but allow the drama to precede as it is. My action

throughout this sequence is to stay still and silent, and this inaction is driven by in-

action reflection such as:

• consideration of language usage--heightened language to extend the drama

and reinforce the characterisations.

• classroom management monitoring-- noting and watching Danny and the

decision to not intervene as the class move the drama back without my

intervention.

Monitoring Events as Reflection-in-Action
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The initial analysis of the lesson (printed below in italics) reflects my monitoring

aspects of my reflection-in-action regarding Danny's challenge to the drama. It

shows my preparedness to act, highlighting the fact that intense reflection-in-

action does not necessarily lead to action. It may lead to a decision to do nothing,

as occurs in this session:

The questions about the incident came fast and thick. I sat back
watching, letting the action play itself out and planning the
direction of our follow-up reflection on the work. I was interested
in watching. Timothy seemed a little overwhelmed by the number of
questions and I suspected that the challenge from Danny made him
a little nervous. The other questions however demonstrated interest
in the actual playground incident. I had a strong sense that these
questions were genuine questions to forward the drama. I also
suspected that they were potentially deliberate as a way of
stopping Danny from destroying the drama, which I think, was his
intent. The fact that Susan (Danny�s girlfriend at the time) was
asking genuine questions, makes me feel this even more strongly
because in earlier interviews some of the students had expressed
concerns regarding Danny and the power he was trying to have
over the group. Hilary�s questioning, while more intense than
Danny�s, has a different tone. As I reflected in action, I did not
interpret this as a personal attack on Timothy or attention gaining
exercise, rather I saw that Hilary was attempting to create a
specific atmosphere. The intensity and perseverance of her
questioning results in Timothy drawing the line on the situation�
he is prepared to give a concise statement of the information he
has to share, but he is not prepared to be cross-examined. It
seemed to me when Timothy deliberately stopped the interview that
he had had enough. Although the ending is abrupt, like yesterday,
it made good sense dramatically to end the interview there and
reflect on what information we had uncovered. The control of the
situation has come from within the class rather than from external
forces, such as the bell.

There is a great deal of time during classes when I am monitoring classroom

events, and sometimes, as in this case, I do not act.
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Monitoring classroom events in the last sequence is both in terms of: 

• classroom management (keeping track of Danny's behaviour), and

• developing the dramatic world (noting the questions asked were generally

forwarding the work).

The next section of the lesson, in the vignette below, sees my reflection-in-action

again in a monitoring role. This time however, the monitoring is focused on the

student's artistic decision-making processes.

Broken Windows

Out of role we reflect on the teacher�s comments. I lead the
discussion with, �What do you think about what the teacher said?
Do you think that he is telling the truth?�.

�He seems honest�, reflects Lara.

�Yes�, says Susan very definitely. �He is telling the truth�. 

Timothy noted that during the discussion he admitted that it was
not always easy to supervise all the parts of the playground at once.
Out of role, he said that this shows that the teacher is an honest
person and an honest teacher because he was prepared to admit that
he was not always perfect. Louisa supported this point of view,
adding, �because not everyone would say that... would say that they
could not know everything that was happening on the playground�.

We compiled our list of agreed facts and looked at the pictures
again. Joseph asked about the window again. �Miss, how was the
window broken?�.

�We just don�t know, Joseph, that is a part of the mystery�.

Danny asked again, �Was the glass on the inside or the outside of
the window?�.
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I looked at him, suspecting that he was searching for an
inconsistency, and said blankly, �There was glass found on both
sides of the window. The inside and the outside�.

Danny looks at me in disbelief, �That is impossible. It could not be
on both sides�.

�I can only go by the evidence we have. The glass was found on
both sides of the window Dr. Danny. I do not know how it got
there�.

Seamus, having looked at the pictures closely again said, �I know
for sure that it is something very serious. It has to be serious
because there is no way that a girl who was seven years old would
have done that... made all that mess so easily�.

The discussion drifts back to the pictures. They are a source of
endless discussion, probably because they seem to be the only real
piece of evidence that we have.

Ajung repeated his idea. �I have a seven year old sister and there is
no way that she could lift her bed up on her side. You can tell that
someone else did it�.

�But who and how?�, I ask.

We sat there looking at the evidence for some time, and then Hilary
interrupted insistently, �Speak to the Mum. She didn�t tell us
everything. She was lying�.

I answer the flying accusation more soberly with, �Do you think
that she was lying or that she just wasn�t revealing everything to
us?�

Emily then suggests, �She was telling us most of the truth, but she
wasn�t telling us the entire truth... She was changing the truth to get
her own way with it... with things�.

I ask, �Do you think that we need to speak to the mother again?�.

�Yes�, Emily cuts in.

Amanda butts in, �And the father. The father was lying because the
father told us lies before about the stories that he read to her. I
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think it was the father. I think that the father has done it and
attacked her�. She is most insistent in her claim and very much
wants to follow through with this line of questioning. This theory
surfaced yesterday; I still want the students to explore the story
more widely before they arrive at a definite solution, so I stall her.
�Well. Let�s begin with the mother�.

�Make it scary�, suggests Seamus.

�What do you mean?�, I ask.

�Make it scary so she tells us the truth�, he explains. �Like police�.

I am still confused. �Like police?�. I am hoping that he will expand
his answer.

�Yeah�, he agrees, not venturing any more information.

I prod him to continue. There is excitement in my voice as I ask,
�How?�.

�Sit close to her and look mean�, suggests Louisa.

�Make her answer every question until we know she�s true�, adds
Seamus excitedly.

�Stand behind her... like police�, says Joseph.

�And walk�, adds Sueanne. �Walk behind her.�

�Can you� do you want to do that?�, I ask.

Sueanne gets up and takes her position. Lisa looks at me
expectantly, and I indicate for her to go outside, ready to resume
her role as the mother. We move all of the chairs into a much
tighter circle than we had before and we put the mother character at
a desk. We sit around her very, very tightly. I sit next to the mother
to chair the questions and Sueanne paces behind us, repeating
everything, her stomping feet loud and regimental on the floor.
Sueanne�s voice repeats the questions in a more menacing and
deliberate way. The questioning has the air of a secret police
investigation, with our aim being to cross-examine the mother�s
story to find inconsistencies in it.
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I monitor the questioning, noting the effect of the pacing and
spatial arrangement, the student involvement and Lisa�s response
to the scene.

�What were you watching on television?�, asks Emma.

�Tell us, what were you watching on television?�, repeats Sueanne
behind the mother.
�I was watching Party of Five�, replies Lisa firmly.

There is immediately a great outcry from the students. This
information was inconsistent. We had already said that Jane was
found on Tuesday morning, so the incident must have occurred on
a Monday evening, and Party of Five is not on on Monday. Lisa
quickly added that she was watching it on video. The students jeer,
they do not believe the mother�s statements. The questions become
more accusatory, their repetition echoing around the hall. The
effect is chilling. Lisa answers the questions smoothly and I note
her confidence and competence. I watch the students� involvement
in the situation and am excited with what is happening.

After a short interrogation, I end the investigation, thanking Lisa
for her co-operation and finishing the interview.

I ask the students to explain what has occurred. The discussion
pours vibrantly from every direction into the centre of our circle,
kaleidoscoping between us. The ideas centered around the actual
content of the interview rather than the form that the students
created, so I ask, �Was it scary?�.

Everyone starts talking at once saying, �Yes, really scary�, and
�You could hear the feet echo everywhere� and �It was like a jail�,
�The Bill�.

�Why?�, I ask through the cacophony. �Why was it so scary? How
did we make it scary?�.

�Sueanne did�, someone calls out.

�How?�

�By walking and saying everything again in that voice�.



Unravelling the Mystery Stirring to Wide-Awakeness

221

Lisa suggests that it was worse when Sueanne stood behind her and
spoke into her ear, because she couldn�t see her and she could feel
her warm breath on her neck.

The class laughs at this, but they consider it nevertheless. The class
drifts to planning the next stage of the investigation.

�What about the kids at school who took the pencil case?�,
suggests Seamus.

�Can we have the girl on the floor and say her thoughts?�, asks
Amanda.

These two proposals cause the room to erupt into a multitude of
suggestions. Pandemonium strikes as suggestions for the direction
of the work and what happened to mess up the girl�s room collide.

As I wrote up these field notes that evening, I could not transcribe
much of the audio tape, or the video tape as it was all energy and
confusion. I wrote notes and a list of the �theories flying around the
group at the moment.� My field log is full of musings and
theorising about what is happening. The field log for me that
evening was a necessary release from the tension of the experience
in much the same way that the bursting discussion had been for the
students. I concluded in my field log, �I think that they are now
really beginning to have a sense of control over the dramatic
action and even the form of the work itself�.

It had been an important day for me.

Monitoring Mood and Engagement

The Broken Windows vignette begins by questioning the veracity of the

interview we have just had with the teacher. The question, "Do you think that he is

telling the truth?", encourages the students to reflect upon the evidence that the

teacher supplies. The students quickly decide that the teacher is honest and

Timothy's comments out of his teacher role emphasise this. He has removed

himself from the role, making Danny's challenge seem puerile. Timothy's claim is
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treated with respect by the class, creating a general consensus that being so open

about your failings as a professional indicates honesty. As Timothy played the

teacher, he is treated as the expert regarding the teacher role by the other students.

This authority subverts the real life challenge that Danny was making to Timothy

and the drama.

I am sure about the class' general mood and engagement with the drama at this

point; they were as a group engaged in the dramatic world and shifting with ease

between their roles as characters and audience members. Danny's challenge to the

work is not accepted by the group because they are more interested in creating the

drama than working to destroy it. O'Toole (1992) writes:

Where the participant group are characters as well as audience,
mood's self-generative function makes it a pro-active force. This
may sound abstract, but it is actually one of the key indicators to
participants and leaders of whether the drama is engaging the
group, and providing an appropriate level of tension. Managing
mood is therefore a key element of the negotiation of the drama,
though it is inevitable that it operates at the intuitive and affective
level of appreciation (p. 220).

Mood is a key indicator of engagement. In this vignette the mood of the class fuels

the dramatic world. The class ignores Danny�s attempt to undermine the work.

Because the class are fully engaged in the dramatic world, I monitor the work but

allow the students the freedom to steer the drama themselves.

Window to Danny
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Danny's behaviour throughout this session is reminiscent of that described by

Warner (1995) in one of her study subjects, "Martin". In an analysis of Martin's

behaviour she notes:

Martin made some valuable contributions to this particular drama.
However, some of his responses indicated that he needed the drama
to focus on him.  Once the drama focused on something else, he
would either devote attention to his classmates sitting around him
or attempt to make the class laugh (p. 109).

Danny often follows a similar pattern of behaviour. He has clearly been seeking

attention throughout the class, challenging the teacher character and then me

personally through his seemingly innocuous question, "Was the glass on the inside

or outside of the window?". The question itself is a very good one, but it is

delivered with a sneer as an invitation to a confrontation. My analytical memo

reflects the effects of this:

I feel challenged by Danny. He is challenging the entire drama.
Other students, me. The students have avoided his taking over of
the drama by moving on with the work as it progresses, staying in
their roles and avoiding conflict with him. I too follow this
strategy, remaining in role and answering his question. I feel that
my authority is challenged both as teacher and in role as the head
of the unit. This challenge extends to me as a subversion of the
drama and what is happening. I do not respond to his baiting,
remaining calm, I answer him seriously, using the drama. Danny's
question seems to be in line with the rest of the class in its words,
but the delivery is a challenge. I know this in action and remember
saying previously that the glass was on both sides of the window,
so I repeat this.

My emotional response to Danny's challenge is not present in my performance as

head of the unit. I simply repeat without comment the same information I gave



Unravelling the Mystery Stirring to Wide-Awakeness

224

him earlier. Seamus, musing that, "I know for certain that it is something serious",

works to both reinforce the dramatic world, with the implication that this work is

serious by changing the focus to the physical impossibility that Jane damaged her

room. Ajung redirects the focus away from Danny even further by providing

evidence based on his seven-year-old sister, concluding that it was definitely

someone else who wrecked the room. Seamus and Ajung's contributions work

together to block the challenge to the work that Danny has been making and

creates a new focus. This done, I try to forward the work and increase the mystery

by asking, "But who and how?", this question reinforcing our new direction.

Monitoring the Students' Artistic Decision Making

The simple question, "But who and how?" opens up new directions. Hilary's

insistence that the mother has withheld information, knows the truth about the

situation and is lying to us and so we should therefore speak to her again adds an

interesting perspective, although it seems again quite prejudiced in its focus. I do

not want the students to simply assume that the mother is lying, so I attempt to

make the work more complex by introducing the idea that she may not have

directly lied to us, but may have simply not revealed everything to us.  Emily's

comment that she may have "changed the truth to get her own way" adds another

interesting facet to the discussion�what is truth and what constitutes lying?
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I reflect on this in action, considering the options that the students present and the

directions to which each idea may lead. Amanda's absolute resolution that we

must speak to the father is stalled because of its focus on closure. I want the

students to explore the story more broadly before they resolve the mystery and am

fearful that if we follow Amanda's suggestion that the drama will prematurely

finish. "Well let's begin with the mother is a way of stalling Amanda�s suggestion

without dismissing it. I do however experience a tension between wanting to

reinforce Amanda's enthusiasm for the work and my belief that the students

should explore more open directions in the work first. I believe now that my own

determination works against Amanda, suppressing her idea and, while I do

acknowledge it and do not dismiss it, I do not give it at this point the recognition

and validation that it deserves. I know, however, that Amanda is extremely keen

and irrepressible when it comes to both myself and the work we do in drama and

that the strength of her commitment will withstand this.

My role in the next section, where the form of the mother's interview is decided,

extends the students' suggestions by prodding them for more information.  I am

initially uncertain about the exact meaning of Seamus' immediate suggestion that

we "Make it scary", still being caught up myself in my emotional dilemma of

overriding Amanda's suggestion.  When he repeats and extends his suggestion, I

realise that he is moving to create a particular atmosphere in the questioning

process�he is moving the narrative of our dramatic world by using artistry to
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create atmosphere and affect. While the interview begins as a way of finding the

truth, the implication being that if we create a certain type of heightened

atmosphere such as police do in their investigations, this will unnerve the mother,

tricking her into telling us the truth about what really happened. I am instantly

excited by this idea, recognise its link to artistic construction and try to extend the

artistry of setting it up in this way, while handing the process over to the students

themselves.

The accepted ideas and form of the scenario�sit close to her; look mean; make

her answer every question until we know she is true; stand behind her like police;

walk behind her�all work together to create an atmosphere of suspicion and

control, aimed at forcing the truth from the mother. I monitor the extent to which

the students are cooperating in this, working together as they build on each other's

ideas as to how the scene will be played out. The details of the interview suddenly

become very important and the tone of the discussion suggests that we are

acknowledging that how we ask the questions may change the answers that we

get. In action as I monitor all of this I recognise the significance in terms of the

students' understanding of drama, reflected in my genuine excitement at both the

level of their engagement and their use of artistic manipulation of the form to

achieve their desired effect.

Reflection-in-Action Drives Later Questioning
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Monitoring classroom elements can help to lead to successful questioning�in this

case the students' artistry is extended through the questioning process. In the

vignette I have tried to recreate the feeling of energy and enthusiasm that the room

was filled with the instant that the actual interview ended. The students needed to

discuss what had happened. They needed to break the tension of the interview,

which we had all been feeling acutely, and the release provided by stopping the

interview for discussion liberated us from the atmosphere and mood that we had

deliberately created. My monitoring of the interview process had given me time to

plan the way in which I wanted the discussion to move, from general comments of

what we had discovered to an analysis of how we had achieved the atmosphere of

police-like conditions. Because I sensed that the students needed to have some

general discussion as a way of releasing dramatic tension by reestablishing the

classroom atmosphere, I gauged carefully when the students seemed settled before

trying to discuss the form specifically and how it had contributed to the

atmosphere.

The reflection-in-action undertaken while monitoring the interview of the mother

drives the questioning process after the drama. My questions gradually direct the

analysis onto the artistic decision-making. They move from a general discussion to

specifically focusing on the use of dramatic form:

• "Explain what just happened" gives time for the students to share stories

generally and to release themselves from the tension of the drama;



Unravelling the Mystery Stirring to Wide-Awakeness

228

• "Was it scary?" invites the students to reflect on their experience of the drama

and allows us to assess that our aims in the creation of the drama were met;

• "Why was it scary? How did we make it scary?" focuses the students on how

we used dramatic form to create the specific atmosphere.

The final question, focusing on how we used dramatic form to create a specific

atmosphere, tries to bring the students' subsidiary awareness (Polanyi & Prosch,

1975) into their direct awareness. Subsidiary awareness, as noted in Chapter Two,

is coming to know about something through focusing on something else. In the

drama the focus on creating the answers for the mother leads the students to an

active manipulation of the space. Doyle (1993) argues that, "Drama is symbolic in

its meaning and its process. The very process of drama is often symbolic. We use

symbols to convey meaning that might be beyond words" (p. 30). He sees that we

need to be better able to understand the construction of symbolic meaning in order

to use the forms of drama for our own empowerment. The process of

deconstructing the atmosphere that we created is a step towards the students

understanding their act of constructing meaning through their use of dramatic

forms. In this case the questions lead to an analysis of the dramatic elements

which created the frightening effect of the work. I see this as a step towards

dramatic literacy, where students can read and interpret symbolic meaning in

addition to forming their own dramatic symbols. The reflective questioning

process is a vital part of this, as it helps students to focus on the processes that
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may have been occurring in subsidiary awareness. Reflective questioning relies on

reflection-in-action by the teacher throughout the forming and creating process.

Teachers must monitor the classroom events closely, as it is this reflection-in-

action that drives the later questioning process.

Monitoring as a form of Reflection-in-Action for the Teacher

As can be seen though out the vignettes in this chapter, there are different ways in

which my reflection-in-action is focused on monitoring the action. This

sometimes leads to the teacher taking action, but sometimes it is a way of the

teacher planning further action or reflective questioning aiming to extend the

classes' understanding and experiences. In the sessions illustrated in this chapter,

different aspects of classroom life have been the focus of my reflection-in-action

as I monitor what happens. These aspects include:

� mood and atmosphere;

� students' behaviour;

� students' artistic decision-making;

� dramatic action.
This reflection-in-action can operate as a way of collecting information to use in

classroom management and later questioning. It is particularly important to note

that the extension of artistry through later reflective questioning is reliant upon

reflection-in-action focused on the dramatic event. This type of monitoring of

events leads to good questioning, which may help students to become more
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conscious of their meaning making processes, stirred to a sense of wide-

awakeness as they work. As Greene (1997) suggests:

In making central to our teaching the arts and the symbol systems
that present them, we may render conscious the process of meaning
making, a process that has much to do with the shaping of identity,
the development of a sense of agency, and a commitment to a
certain mode of praxis. Yes, we are ever on the verge. But to
recognise that there is something "out of reach" is to commit
oneself to the pursuit of possibility (p. 394).

Monitoring classroom events as a teacher reflecting-in-action, one determines

one's own action and inaction at each point, noting that which could be of use later

as we reflect on the action as a group. It is this questioning and reflection that

helps students to "render conscious the process of meaning-making", developing

their understanding of the dramatic event.



7
Mere Errors of
Judgement

�Sometimes it is easier to make a theoretical point from one�s mistakes
especially where those mistakes go beyond mere errors of judgement to
wrong or misunderstood principles� I have made, and still make,
many mistakes when working with children, but I happen to be blessed
with two contradictory qualities essential perhaps to all drama
teachers� to recognise my mistakes combined with an arrogance of
certainty that I can not only learn from them but also abstract a
sufficiently firm philosophy from the experience to write a book about
it!�

Gavin Bolton, 1979, p.2.
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Introduction: Mere Errors of Judgement

This chapter narrates the less successful fourth session of the Mystery Pictures

drama from the perspective of my reflection-in-action. A misreading of the

classroom mood based upon a huge error of judgement on my part leads to a very

negative situation. I use this to theorise about the impact of my faulty reflection-

in-action on the classroom. This particular session is interesting for the way in

which the drama disintegrates and is later re-constructed. The analysis in this

chapter focuses on the contribution of my reflection-in-action to classroom action,

considering how the session falls apart primarily due to my misreading of the

situation as I reflect-in-action, and the conclusions drawn from this detail how and

why the drama fails. I then explore the re-establishment of my relationship with

the students and the work in the latter part of the session, considering the shift in

my reflection-in-action that occurs.

"Can I have your attention for a moment please!"

The students vigorously enter. Lorena and Joseph salute the video
camera, moving it to focus on me. I walk into the centre of the
room, out of the frame and raise my hand in the school "quiet"
signal. I clear my throat. "Um". I say profoundly. "Hah� um..."
Several of the students imitate, clearing and umming with their
hands up in the air. And we wait. Joseph walks up to the camera,
imitating an African American boxer and saying into the lens, "You
talkin' to me? You talkin' to me?" He pretends to punch the camera.

"Can we have everyone sitting on the floor please so that we can
see?" My voice looms out from the noise and confusion as the
students re-seat themselves.

We have just achieved silence when Sr. Josephine's voice

interrupts over the Public Address System. "TEACHERS! CAN I
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HAVE YOUR ATTENTION FOR A MOMENT PLEASE! 
TEACHERS! CAN I HAVE YOUR ATTENTION FOR A
MOMENT PLEASE! WE NEED TO ANNOUNCE THE
CAPTAINS AND VICE CAPTAINS OF OUR SPORTS TEAMS.
THESE CHILDREN WILL NEED TO ORGANISE OUR WAR
CRIES. SO THE CAPTAINS OF  CONNELL TEAM ARE...".

Sr. Josephine pauses. Some one calls out, "Shannon" through the
suspensive pause.

"EMILY AND SUEANNE. THE VICE CAPTAINS FOR
CONNELL HOUSE ARE LARA AND ZACH. THE CAPTAINS
FOR XAVIER HOUSE ARE SALLY AND KATHARINE AND
THE VICE-CAPTAINS FOR XAVIER HOUSE ARE SUSAN
AND JOHN. THANK YOU".

As the leaders have been selected from Year Seven, they are all in
my class. There is a lot of noise as the students congratulate the
leaders as they celebrate the joy of being chosen and accept
fumbled handshakes from those hiding their disappointment. I
however do not acknowledge their selection. I am anxious to
continue with the drama and fail to recognise the significance of
the announcement for the class, saying merely, "OK.
Congratulations to those people", before moving on with, "Um.
What we might do... this room is smaller than the space we have
been working in so can we actually move further... I don't mind if
we move into a square instead of a circle. So perhaps if from
Ajung, if you make it straight up here, and we'll leave this bit for
the characters that we are going to actually interview".

In my field log that evening I note, "There is noise as the students
move around to positions", but do not acknowledge why. Joseph
calls out, "Congratulations Zach", in a friendly tone and I call out,
"Zach, can you move over there?", as I am annoyed that he hasn't
moved yet. I do not say "Congratulations" and as I transcribe the
class that evening I note, "There are some boys being feral".

I continue, "To begin with what we are going to do today is move
on...". I pause. I stare around the room and ask, "Actually can we
just have everyone quiet just for a minute please".

I wait for silence staring at Christopher who is making faces, noises
and laughing as he tries to seek attention from other students in the
class.

I am struggling to hold on to the work, but persist with the silence.
I have still not acknowledged the announcement and given the
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students time to congratulate each other properly. I helped with the
elections a few days previously, so I should have known the
importance of the announcement, incorporating some time into the
session rather than seeing it as a mere disturbance. But I don't, I go
on...

"We don't have a lot of time today and I really would like to move
on with this drama so I am actually not prepared to put up with
anything like that". I turn and focus my attention on Christopher
saying in a voice a little higher pitched than usual, "So if you could
just control yourself and make sure that you behave like a
responsible person...". I stare accusingly as I say this, thinking that
he has been leading the trouble.

I give instructions to the class, setting the scene through
commands. We will interview the two Year Seven boys who were
seen with Jane's pencil case. Joseph and Danny agree to play the
Year Sevens.  I had thought this through very carefully, yet
distracted by Christopher's restlessness, I stumble through the
instructions, my attention focused on him and his eye contact with
other students. I continue with my disjointed instructions..." So, we
have a fair bit to get through really and I would like to bring this
particular drama to..."

Christopher is not listening. He is waving at Zach and giving him
the "thumbs up". I pause. I stare at Christopher. In a low voice I
address him firmly, "Christopher, I am sorry to point you out again,
but this is the second time I have spoken to you".

Christopher looks up, "Ah hum".

His carelessness and lack of attention aggravates me and I can feel
my stress levels rising. �Could you be able to concentrate a little
more please?� I command rather than ask.

Christopher nods.

I glare at him for several seconds before continuing with the class.
"So if we could..." I stop.  I look at the students and then ask,  "Are
you happy with that format?"

There is a murmur of general agreement. A trained response, I
suspect.

"So, doctors, if we could", I continue, trying to move into role in
terms of what I am saying, but my body language is tense and has
not shifted, the tone of my voice is shrill and piercing. "I don't
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mind who speaks first. Which one do you want to speak to first?". I
have lost my focus and am trying to re-gain it. I am not sure if the
students are with me, and don't know what is happening.

Someone murmurs, "Joseph".

"Ok", I agree. "Joseph you go first". I indicate to Timothy to step
up also". OK when they come in, remember we are going to be
back into the drama. So just think about the sorts of questions that
you want to ask... and how you might frame those questions. How
you might ask these questions. OK?".

I am clearly stumbling through this, uncertain of the class and the
drama and put off by the classroom events. The students however
follow the instructions and set themselves up.

"You talkin' to me? You talkin' to me?"

Joseph's imitation of an African American boxer is delivered straight into the

video camera, opening the tape of this session, which I have viewed many times.

Joseph left several messages for me on the video and audio tapes, including a

"Love drama babe!" message and a farewell message, "Life is a mystery, enjoy it

hey!",  just before he left to return to Zimbabwe. When I asked him about his

messages he told me he left them as a surprise for when I do all my work. My

analysis of this tape has returned again and again to this image, "You talkin' to

me? You talkin' to me?". While Joseph was simply imitating a boxer, I have read

into the significance of "You talkin' to me?", realising that it was a lack of

attention to who was talking to who and what was being said that was missed in

my reflection-in-action, causing me to mis-read the class.
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"Can I have your attention for a moment please?", the Public Address System

(PA) message rings through loud and clear, moments after I have obtained the

attention of the class. The principal's voice on the PA has the effect of God

speaking through the clouds to Moses, or Big Brother watching in Nineteen

Eighty-Four. This message is extremely important to the students, and the

principal has their full attention. She is talking to them, I do not think that she is

talking to me. It is I who do not attend to the message. I hear it but do not

acknowledge its meaning for the class. I do not create a space for the class to deal

with the consequences that the message brings: excitement for some as they are

chosen to be the school captains; congratulations from some, whose friends have

been elected; disappointment for others who were not elected and alienation

perhaps if some feel they are not represented. My treating the PA message as a

disturbance denies the meaning of the event for the students. This leads to a

general tension between the class and myself, as instead of allowing the students

some time to release and congratulate each other and then calm down before

beginning the class, I move into the work straight away. This creates a specific

tension between myself` "moving on" and the students who were, from my

perception, staying still and not coming with me.

Maths Not Aths

In my field log I noted that, "there were some boys being feral", my observation of

Christopher, Ajung, Tony and Zach. They were slapping and patting each other. I

was aware of this as a disturbance in action, but it was only from viewing the tape

that I realised what was actually happening, they were congratulating Zach for

being selected as a Vice Captain of the team. I had interpreted their actions as
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"being feral", to myself in the field log, indicating that I was still aggravated that

evening. Zach is their friend, and it is not often that one of them would be elected

to lead the school, so it is an important moment for them, which I do not

acknowledge. Given that (as seen in Chapter Five) I open this drama with an

acknowledgment of Zach's presence, it seems inconsistent that I do not

acknowledge this as a moment of glory for him. When the students move into the

circle I split the group in two, in between Ajung and Tony, so they are not sitting

together and those three are also at the focal point of the circle. Zach is punished

by me rather than being congratulated for being elected Vice Captain.

Deeper than my upset at being disturbed however is my hatred for sports days, for

the importance and timetabling that competitive sport receives on the curriculum.

This resentment on my part towards the swimming carnival, the athletics carnival,

the cross country day, the ball games afternoon, the inter-school sports, has grown

and grown throughout my teaching career. The word "Sport" has come to mean

lost days of rehearsal time and disruptions to my timetable�my curriculum efforts

and agendas replaced by someone else's. The impact of sports on the curriculum

has lead to the situation where I have an automatic avoidance response, shutting

out sport as noise. I used to work with a wonderful mathematics teacher who

campaigned a constant protest of, "MATHS NOT ATHS", which seemed to

represent the feeling of many other subject area teachers who felt that the time and

effort they gave to sport were simply distractions to their curricula, with no returns

or similar arrangement for their subject areas. I joined her protest by referring to



Unravelling the Mystery Mere Errors of Judgement

238

"sport rehearsals" and "theatre training". My feelings on this run very deep, and I

would not generally admit to them.  I can see them in operation here however and

can see the block I am creating to the PA announcement as relating as much to the

fact that the message is about sport as to the fact that it is a distraction to my

purpose.

Extended Resentment

My inability to deal effectively with Christopher initially leads to us being at odds.

Had I been more attuned to the overall situation, I do not think that Christopher's

unsettled behaviour would have progressed to later conflict. I initially notice him

"making faces, noises and laughing" to "seek attention" from other students. This

is in the middle of what I see as my moment, where I am trying to bring the class

to attention. Rather than seeing Christopher as a non-settled student who is

celebrating his good friend's position as Vice Captain of his team, I set up the

battle lines with him, marking my territory. When I address the class with, "We

don't have a lot of time today and I really would like to move on with this drama"

it is for Christopher's "benefit", the scornful look towards him, the comment of "so

I am actually not prepared to put up with anything like that.  So if you could just

control yourself and make sure that you behave like a responsible person...". Here,

I have told him plainly that he may not make faces, distract others in my class, but

have also insinuated that he has no self-control and accused him of a lack of

responsibility. It is a very pointed confrontation. It is very unlike my regular style,

and therefore is confusing for the class to read, widening the gap between us even
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further. I move on with setting up the lesson, although Christopher is still restless.

His restlessness distracts me more and more, and I suspect that he is aware of this.

So when Christopher answers my second warning by looking at me squarely in the

face and saying, "Ah hum", I suspect that he is acutely aware of the effect that his

behaviour is having. He is nonchalant, nodding agreement. Or compliance. Or to

keep me satisfied because he knows that nodding is what I expect.  I continue,

"Could you be able to concentrate a little more please?", his  acquiescence edging

me into a higher state of stress as I reposition myself ready to do battle with the

entire class.

The battle-ground extends. The tone and atmosphere that I project is definite and

business-like, my instructions leave no room for negotiation. My attitude of

having to "get through" all of this is very different from my approach to the

previous classes and my general beliefs about drama education (ie: that the plan

should be finally constructed in action based upon both the opportunities

presented from the lesson itself and the preparation and thinking completed by the

teacher/students outside the class). There is no sense of negotiation or openness to

the class here. Instead, I am forcing my pre-determined agenda into the different

space I find myself in with the class. The class proceeds however. The students

nominate Joseph to be interviewed first. Which, given Danny's attempts to

sideline the drama previously, is probably a good thing. Joseph is highly reliable

and gives constantly high quality responses. Timothy is accompanying him as

teacher, for both individual support and to help move this along.
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Refraction-in-action

Transcribing the audio and video tapes, watching and listening to them numerous

times to analyse the lessons, I became more aware of how the PA Announcement

was not attended to by myself. I realised that the lack of acknowledgment I gave

this event caused stress for both myself and the class, some of whom were

unnecessarily punished due to my lack of sympathy for their mood. I know as an

individual that I react very badly to interruptions. My attention was not on the

announcement, despite the message beginning with, �Teachers! Can I have your

attention for a moment please?�. I was planning what would happen next in the

drama. Every event that occurred I interpreted in terms of its effect on the drama

work I wanted to do�my agenda�rather than the meaning for the class as a

whole. I wonder though, how often does this happen in class? How often are

events missed by the teacher, even though they are in the centre of them? Even

though I am focused on the curriculum, I certainly do not show signs of "wide

awakeness" (Schutz, 1967, p. 213) to the situation. In retrospect, I can see myself

being quite stressed about the announcement and the students� response, seeing it

as an unnecessary interruption rather than as a normal part of the school day.

My reflection-in-action in this vignette is influenced by:

My emotional responses:

• Panic due to need to complete specific tasks in the class time.

• Annoyance at being disturbed.

• Resentment that it is a sport message and the students are excited.
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Classroom Constraints:

• The PA message interrupts just when the class is settled.

• General mood of the class is restless, particularly after

the message.

• Classroom expectations that a class will be silent and well behaved�

as a result I see the students as misbehaving when they try to

congratulate each other.

 

 My behaviour is therefore an example of where there are strong conflicts with my

beliefs about drama (that it should be open to the situation and we should work

from the material presented) and the constraints of the classroom (the PA

announcement, the general mood of the class and the expectation that the class

should be quiet or controlled) and also my own frame of mind (perceiving that the

students were against the activity and more interested in sport, which I see as

irrelevant, a time waster and against my purposes).  I can be see to be, in this

situation, operating in a mode which is antithetical to the beliefs I hold about how

I should operate as a teacher in the classroom. As a result I set myself up against

Christopher and allow myself to be affected by his behaviour and responses to me.

"I'm talkin' to you".

 
 Fumbling around, the scene is set and Lisa begins the questioning,
addressing Joseph with, "Did you do anything to upset Jane?".
 Joseph looks her in the eye, somewhat aggressively, and says, "A
little bit".
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 "Can you tell us what you did Nathan?", I ask.
 

 As I view the tapes, I am struck with how well Joseph is playing
Nathan.  He sits with hostility and has a serious expression of
focused hatred towards everyone. He acts as though the world owes
him a favour. The performance is completely believable. In action
however, I was in no state to acknowledge the strength of his
performance, instead incorporating his demeanour as adding to the
general anarchy I was perceiving the class to be projecting.

 
 Joseph sizes Lisa and me up and down as the enemy and then
responds, "I played with her pencil case and threw her pencils
down and pushed her around a bit".

 
 "You threw her pencils around?", I repeat. "Where did you throw
them?"

 
 Joseph snarls, "In the bushes".

 
 "Why did you?", asks Susan.

 
 "Because I felt like it". Joseph's teeth are shining. He is slouching,
looking up defiantly at the other students and glaring. The students
start to laugh. I have a sense of panic that the atmosphere in the
room has changed. Joseph is playing his role brilliantly, but I am
unaware, feeling challenged generally and struggling to regain the
focus of the class. My hands waft around and I am very insecure.
"Ok. Can we please... Can we please think about this... think about
the implications of this".

 
 Hilary looks at me firmly in the eye and defiantly says, "What are
the implications of a pencil case?". This is directed at me
personally, and not in role. I flounder, "Well, maybe we need to
find some more information. What would that...  would lead you to
ask... what sort of a question would you like to pose to Nathan
now, knowing that ..?".  Hilary just stares at me insolently. I am
faltering. I do not finish a sentence. It seems like she thinks both
me and the investigation stupid.

 
 Emily tries to be helpful and get the work back on track. She
addresses Joseph, "You just said that you asked a question before
that... But what did you say before?".

 
 "I can't remember", says Joseph honestly, and out of role.

 
 I plead with him, a little desperately, "Do you think that you could
try?".
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 I have a sense that this is going nowhere and I am losing the drama
here. My in-action reflection is grasping onto whatever is offered
and I am not thinking clearly. Watching the video of the class, I
note signs of my nervousness; the voice pitch, the biting of the
nails, the lack of clarity, the searching for a solution and the flitting
movements I make. In action I try to refocus the students by
changing their positions, "Doctors, we might actually, before we
move on. Perhaps if we have everyone sitting up properly and
looking a bit more professional it might help the situation".

 
 There is a pause as everyone re-arranges themselves.

 

 "Perhaps if we have..."

 It is ironic that, having begun this interview with a compliant class, a series of

relevant and interesting questions and a student playing the interviewee brilliantly,

that I would end up these few minutes of teaching with, "Perhaps if we have

everyone sitting up properly and looking a bit more professional it might help the

situation". What situation? What do I mean by "sit up properly"? Professional?

Am I looking professional as I fumble and chew on my nails?
 Lisa's opening question, "Did you do anything to upset Jane?", is broad enough to

propel the discussion effectively.  Joseph's response of, "A little bit", is perfect,

hinting towards more, without giving the exact details of what happened. It fits in

closely with the concept of the drama raising questions, rather than closing

possibilities (Taylor, 1995a). Joseph gives us a summary of the events as they

occurred: "played with her pencil case", "threw her pencils down" and "pushed her

around a bit". Susan tries to extend Joseph's description with, "Why did you?". 

Joseph's response to this, "because I felt like it", creates a great deal of laughter

from the students. Joseph is fully in role. He has taken an anti-establishment

stance by setting himself up as a complete thug who is against all of the rules and

the structures of the classroom. The students' laughter can be interpreted as partly
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rejoicing in the attitude and partly experiencing delight and joy in the fact that it is

Joseph, the model student, who has created this anarchic figure.

 

 My antagonism towards this laughter is because I have misread the situation. 

Joseph stayed in character throughout all of this. Had I concentrated on building

the dramatic world up further through my own cues and the development of my

teacher-in-role position as head of the unit, I may have been able to make his role

work more strongly for the situation at hand.  I simply should have accepted it as a

natural response and not responded so insecurely with the "Ok. Can we please...

Can we please think about the implications of this?". My insecurity and lack of

belief in the class and the drama make me vulnerable to attack. It is therefore not

surprising that Hilary, who is already potentially annoyed that I have not followed

through with her and Amanda's suggestion of interviewing the father, looks at me

defiantly and answers my plea to think about "the implications of this" with,

"What are the implications of a pencil case?" Indeed she is correct�what are

they? Why have I focused on the pencil case and not Jane, who is supposed to be

the subject of the investigation?  My continued floundering and acceptance of this

as a direct attack, weakens my position even further, as I visibly begin to crumble

with the accusation, my voice rising in pitch, biting my fingernails and moving

quickly and speaking in high-pitched incomplete sentences with a lack of purpose

and direction in my general demeanour.  My insecurity is very visible and I have

completely lost any semblance of my role as the head of the unit.
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 Throughout this sequence my reflection-in-action is focused on myself. I am

seeing and interpreting everything in terms of how it affects me as the teacher and

how I am not getting my own way. I am so caught up in this and self-consumed,

that I begin to incorporate elements of the class into my faulty perspective, so that

I interpret Joseph's performance as directed towards me�his character becomes

an extension of my problems. I am confusing the dramatic world with the real

world and am not operating effectively in either.

 

 Reworking the situation and changing the space from my stressed perspective is a

very good move, as I attempt to alter the mood of the class (even though this is a

misreading on my behalf). I have implicitly shifted the blame to the students, "If

we have everyone", implying "all of you" and "it might help the situation",

implying that there is something wrong with them, that they are responsible for the

fact that I do not believe that we are having a successful dramatic experience. The

students have suspended their disbelief whereas I do not believe in the dramatic

world at this point. I try to re-establish the dramatic world because I have not

entered it. I now believe that my misreading at this point sets the stage for the later

events of the class. Although I rearrange the seating, I still do not move into the

drama or establish my character.

 

 "I don't know and I don't care".

 There is a pause and Shannon puts his hand up. He asks Joseph if
Jane retrieved the pencils. Joseph looks at him for a minute and
then begins to explain, "Um. Yeah. We just pushed her out and
then she went to get her pencils, but she lost some of them".
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 I follow Shannon's lead with the inquiry, "Do you think that she is
still upset about this?"

 
 Joseph looks down at his feet and says, "I don't know and I don't
care". He is stony, silent.

 
 The class is also silent. I direct a question to the teacher, "Mr
Timothy, What did you do when you came across this?"

 
 Timothy replies very matter of factly, "Sent them to the principal's
office". There is laughter from the class at this response. It seems to
echo the punishments given at the school, and Timothy's tone
emphasises this, implying that sending Nathan to the Principal is
the obvious thing to do, there is no other option.

 
 "What else?", I glare at the laughter�I am humourless.

 
 Timothy continues, "Give them two warnings�maybe more". This
too is reminiscent of school policy for dealing with problems, but
this time they do not laugh.
 Amanda is playing with Hilary's leg. They are certainly not in role
as doctors. I call to her, "Doctor Amanda, can you please come and
sit over here now". I am certainly not in role as someone leading an
investigation in a hospital. Amanda moves, ignored by the rest of
the class. Huffing at me as she sits down with her arms folded.

 
 Timothy keeps explaining, disregarding my moving Amanda. "If
they keep doing it we suspend them".

 
 Lorena is sitting forward and looking at me. She nods as though
ready to contribute. I invite, "Dr. Lorena?".

 
 She turns to Joseph and asks, "Have you done anything else like
this?".

 
 Joseph looks up at her, "Yes", he answers simply, "I have".

 
 Emily, "Have you teased this particular girl before?".

 
 "Yes", he says definitely and without remorse, "Yes, I have". He
scowls at the class.

 
 There is some laughter from the class this time, sparked on perhaps
by the intensity with which Joseph is taking his role. I am watching
everyone, waiting for someone to misbehave, monitoring behaviour
and not listening particularly to the drama.

 
 "What did you do to her last time?", asks Lorena.
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 Joseph pauses, "Well, um... We just did exactly the same thing".

 
 "Why do you and your friend pick on her?", I ask.

 
 "Because that is the way we are".

 
 "Are you attracted to this girl?", asks Sally provocatively. 

 
 "No way", replies Joseph vehemently.

 
 There is a great deal of laughter here. I flinch. My patience is
wearing thin and my stress levels are rising. I try and control the
laughter by moving the discussion on. "OK. Any other questions?
Yes?"

 
 "How did you get her pencil case?", asked Emma.
 
 "I just took it off her and threw all of her pencils away", replied
Joseph.

 
 I close the interview, pausing for a minute, staring at the students
as Joseph sits down. The pause is filled with my disappointment;
there is not the same sense of belief or commitment that I would
hope for, and I know that some of the questions have not been
serious. I want to re-establish the atmosphere that we have created,
but as we are halfway through this activity, I have a sense of
wanting to see it through. I hope that by re-establishing this
situation I can re-establish the mood as well.

 
 I, as arbitrator rather than as teacher-in-role, move the discussion
along.

 
 
 I, arbitrator

 This vignette illustrates my sense of panic and uncertainty. This session follows

my agenda�I see the work as my drama. I treat the students as my subjects�I

want them to be the puppets in my show. The earlier 'battle' has resulted in some

of the students being resentful because I have punished them for their response to

the PA announcement. Because of this,  there is not the high level of commitment

by the students as there has been previously. I am so anxious about the entire
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situation in action, and am not thinking about the drama, neglecting to forward

and extend it, missing some potentially valuable moments that the class provides.

My focus of attention is the classroom behaviour and the fact that I am not getting

my own way.

 

 Joseph moves into his role, developing his character further as he slips into it. The

lively aggressiveness of his earlier 'boxer' has been recreated as a sullen, defensive

aggression, where he is sitting slouched, lacking in confidence, shoulders forward

bearing a morose facial expression. It was only the week before that Joseph had

been a puppeteer, working with a large puppet of a little girl, and I had observed

him talking to his puppet in role, stroking the face and kissing it. At this point I

suspect that the other students' responses to him are due to the lack of energy I

spent recapturing the drama, and the atmosphere I had created of "you have to do

this now". So, while Joseph's role was believable and realistic, the class as a

group, and myself as the leader were not fully attuned to the drama he was trying

to create. He however is unfazed by this, and it does not impact upon his

enjoyment in creating his character.

 

 In action as teacher I do not focus on the positive aspects of the situation, but

instead begin to panic in an irrational way about what is happening. I neglect the

potential of Joseph's intelligent performance to turn the situation around. Had I

been more attuned to the situation I would have attempted to find a way to deepen

the drama from within. Throughout this sequence most of the students are not in
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role. My own role is teacher, superficially I say I am the head of the unit, but my

behaviour is that of a teacher gaining control and power, it is not about the head of

a unit of a hospital genuinely continuing an investigation of what might have

happened to a seven year old child. Given my positioning, it is unrealistic to

expect that the students can realise their own roles. My insecurities and general

consternation about the class failings are my focus and I am not listening fully to

the situation. "You talkin' to me? You talking to ME?".
 When Joseph responds with, "I don't know and I don't care", I am silenced, so I

direct a question to the teacher, not able to deal with the opportunities that Joseph

is providing for dramatic development. The question, "What did you do when you

came across this?" is answered very efficiently by Timothy who immediately

responds with two forms of punishment which echo the punishments and methods

of dealing with problems at the school. Being sent to the principal's office to Sr.

Josephine, was the typical response by many of the teachers when they came

across a problem when on playground duty, and a great deal of Josephine's time

was spent engaged in sorting out playground disputes as she seemed to take

responsibility for what happened outside the classroom. Warnings were often

given rather than punishment meted out. The realism of this response no doubt

inspired the giggles that occurred at this point.

 Students helping out the situation

 Because of my general state of mind, I do not recognise the number of students

who are forwarding the work. As well as Joseph and Timothy; Shannon, Lorena,

Emily and Emma all ask pertinent questions. At this point, the only noticeable

lack of co-operation is Amanda and Hilary, and they are not actually creating any
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disturbance to the drama, I create the disturbance by moving Amanda. Even this

does not detract significantly the line of action however, as Timothy is able to

continue with his explanation of the punishments given.

 

 This scene represents many missed opportunities on my part. My reflection-in-

action is at fault, as my attention is not focused on the drama:

� I blame the students rather than considering that I have not worked to

create the drama with them after the break, nor have I given them time enough to

celebrate the sports' team announcements.

� I impose my agenda on the students without any negotiation.

� I lose my sense of artistry with the work and am simply commanding

them to make the work happen rather than structuring the work artistically so that

they can have a satisfying educational experience.

� I do not capitalise on later opportunities to recover the work.

� I make the drama a routine rather than being fully involved and

immersed in its co-creation with the students.

� I do not accept responsibility, projecting blame onto the students.

 While this analysis of my reflection-in-action may seem laboured and very self

critical, I think it clearly illustrates the way that a simple situation can build into

negative classroom moments. The darkest moments are to come.

 

 Danny as Michael

 Danny goes to the door, ready to re-enter in role as Michael,
Nathan's friend who was seen with Jane. There is a long pause as I



Unravelling the Mystery Mere Errors of Judgement

251

wait for the students' complete attention before seating Michael and
continuing the interview. It is as though everything is on pause. I
wait, glaring. There is silence. Some of the students shift. They
move in closer to the front in a more orderly way. I still wait.

 
 

 "Questions?", I ask, springing to life and pulling Danny into the
room and onto the chair.

 
 There is a pause and Danny re-positions himself. There are
questions that confirm that Michael is fourteen years old and had
been Nathan's accomplice as they teased Jane and tipped out her
pencils into the bushes.
 
 Lisa addresses Danny asking, "Did you touch Jane at all?". There is
a nervous edge to her voice. The class reacts, a few gasps and
nervous giggles, but it is not distracting and the attention is on
Danny's response. Danny pauses. I hope that he will not use this as
an opportunity to corrode the work, playing on the giggles, playing
to the crowd. 
 
 He looks Lisa squarely in the eye and says, "Yeah. We pushed her
around".

 
 "Yes?", I ask, seeking more information, feeling a little more
secure that Danny is in role and on task and working with the work
rather than against it. It is Michael, not Danny, who looks at me
and nods ashamedly. He looks at his feet.

 
 There is silence. We watch Michael in his shame, unable to talk
about what happened and what he did. We wonder at what it was.
The feeling is very tense and engaging. I am struck by how quickly
the dramatic world has been established through Danny's focused
performance.

 
 Christopher breaks the silence by asking, "Was it fun?".

 
 The class erupts into laughter and the tension is broken. I am
furious with Christopher. Danny however silences the laughter, by
simply ignoring Christopher. He does not even make eye contact
with him. After a few cheap laughs and the relief of breaking
tension, we are left with the boy clearly bereft and staring down.
Danny is playing his role strongly, and begins shaking, almost in
tears. Danny's characterisation silences the laughing. His focus
refocuses the class.

 
 Sally asks him, "Do you have a crush on Jane?".
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 "No", Danny replies. No one is laughing this time.

 
 There is silence in the room. I am fearful that the mood we have
created cannot be sustained, and I am not fully engaged in the
process of forwarding the drama, still anxious and distracted that
the class is not in the dramatic world. I break the silence gently
with, "OK. Thank you", indicating that we will stop the work here.
Danny looks up, ready to sit down and I notion to Lisa who seems
perplexed, "Would you like to say something?".

 
 Lisa stares at Sally accusingly, "It seems hard to believe that if she
is seven and they are fourteen that they would have a crush on her".

 
 I respond immediately to the thought that Sally may have been
trying to create a disturbance, side with Lisa on this and launch into
an attack. The calm broken, my voice rises in pitch as I say,
"Exactly. I think that we might actually stop asking questions at
this point because um.. The sorts of questions which... Some of the
questions haven't really been furthering the drama. Thank you very
much. Do you just want to just sit on the floor?".

 
 Sally is silenced. My voice is more and more business-like through
the speech. On the videotape I can see myself becoming tenser and
the thought that Sally might be contributing to the breakdown of
the drama sends me off the edge.

  
 John interrupts with, "I've got one more question for Timothy".

 
 I grant permission to John and he asks, "Is this girl in Primary
School?".

 
 "Yes", replies Timothy.

 
 John muses, "If the girl is in Year Three and he is in Year Eight
how did...".

 
 Danny, anticipating that the question is about the logistics of how
Year Eights (who are at secondary school) could do this to
someone at Primary School, interrupts with, "No we came into the
school grounds and then we attacked her".

 
 There is some laughing here. I look to the laughing and Christopher
is lifting a chair high into the air. He is mock attacking Zach with it
and Zach is laughing, others watching are also laughing. I am
furious. It is my breaking point. Danny is on track, in role and these
actions down the back are breaking up the work. I draw myself to
my full height, shift on my feet from side to side, preparing to do
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battle...
 I stop. I stare at the students. I see them as a blurred mass of people
who are against me. I do not make individual forms, except to
focus on those who seem particularly against me and my purposes.

 
 "OK", I snort. "Let's stop these interviews and see if we can...
There are a couple of things.. wh.. There are a couple of things
which have come up which I am a bit disturbed about actually. The
first thing is the lack of co-operation in the questioning. Um.
Questions like, "Was it fun?" You are supposed to be in role as
doctors".

 
 I stare at Christopher, who is still holding the chair, although it is
no longer above his head and aimed at Zach.

  
 "I have spoken to you particularly Christopher, twice today. This is
the third time that I have had to speak to you and quite frankly I am
sick of it. I am not prepared to go through with this. Can you put
the chair down please?".

 
 I pause. I wait, staring at Christopher while he slowly places the
chair on the floor.

 
 "But you are not the only one. A number of people who really, in
their responses to this particular section, haven't been thinking
about who they are, haven't been thinking about what this is
supposed to be about".

 
 "Now one of the things that I thought you would have all realised
by now is that Drama doesn't work unless you kind of get into it.
So, unless you think about yourself as being a doctor when you ask
these questions, or whatever role you are, whether you are a famous
person whether you are an Olympic athlete, the whole thing just
falls apart... Because if you are just there thinking, "Oh yeah, you
know we've got drama. We are Year Sevens, we are sitting around
in a circle or a square or whatever, and you don't treat it as an
actual dramatic situation, you actually don't forward the work. It
becomes nothing. It becomes completely meaningless and we don't
really uncover any new or exciting territory".

 
 "And I suppose that that is one of the most important things, that
you must do that in order for it to work. And if you sort of just sit
around.. kind of making a joke of it saying things which you know
aren't really appropriate, and using it as a forum for that, you won't
get anywhere with it quite frankly. It is just not going to go
anywhere".
 "And I think that in this particular ten minutes or fifteen minutes or
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whatever that we have just had there have been two things
happening. There have been people who have been working really
hard and really been thinking about the sorts of things that they are
saying, but there have been people who have just been saying
things to get a laugh. And really, it just doesn't work like that. It
doesn't work like that at all. It might if you are doing a comedy
sketch or something, but if you are trying to do something with real
implications you just can't sit around like that. You just can't do
that. It doesn't work. It is not very useful".

 
 I look around the room accusatorily everyone. There is silence. No
one dares even to flinch. I relax my shoulders. "Let's take it on, but
we will have a discussion this time as professionals, not as Year
Sevens who are trying to be funny, and let's see if we can push our
case on a bit further, as professionals, not as Year Sevens trying to
have a joke".

 
 There is silence.

 
 

 "The whole thing just falls apart"

 This speech and indeed this entire lesson are not the way I would wish to present

myself as a drama teacher. However, like Bolton I believe that a great deal can be

learned through an analysis of where I misread the context and the constituent

arguments of this speech itself. I have divided the speech into sections to consider

what is really being said here and how these views are influenced by my earlier

reflection-in-action and understanding of drama education.

 Intention of the monologue

 The intention of this monologue was to stop the drama and to refocus it entirely. I

had been unhappy about the whole way that the lesson was progressing and, as we

have seen through the previous analysis of the work so far, much of it can, in

retrospect, be pinned down to my lack of awareness to what was really happening

in the classroom. My intentions in the speech are to stop the drama and make the
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students look very closely at themselves and what they have been doing in the

work, to use the power of the teacher to make the students re-focus and to gain

their attention. This strategy is generally successful for me as I use it so seldom

that when the class is stopped in this way the students really take note, thinking,

"She really means it", so it does work as an effective behaviour management

strategy. While I was not fully in control at the beginning of the speech, I can be

seen to have calmed down by its conclusion. It is not until much later, through

extended analysis of transcripts and tapes, that I come to a more complete

understanding of what has happened, and that I can see how my misreading of the

situation as I reflect-in-action results in the drama breaking down.

 

 Body Language and Speech Patterns

 The body language at the beginning of the speech is defensive, I am "propped up

for battle, drawing myself to my full height and can be seen shifting from side to

side on my feet, preparing to do battle with the students". This body language

relaxes significantly during the speech and by the end of the speech, having

looked around the room accusatorily at the entire group, I realise that they are

stunned into silence, "No one dares even to flinch". It is at this point that I relax

my shoulders and refocus my self. Throughout the course of the speech, the body

language evolves from the initial staring, glaring anger through to gentler and

more open language. It is here that I begin to appeal to their senses of reason and

fairness.
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 My speech patterns change similarly. The opening falters:

 Let's stop these interviews and see if we can... There are a couple of
things wh... There are a couple of things which have come up and I
am a bit disturbed about actually. The first thing is...

 
 My initial angry response becomes calmer. As I relax I become more rational in

my analysis of the present situation and my language usage and syntax improves, I

begin to speak in more fully formed sentences and deliver more complete ideas.

The process of voicing my anger calms me and allows me to be more objective.  I

note than I am disturbed about the behaviour and then begin to note the reasons,

"The first thing is the lack of co-operation in the questioning. Um. Questions like,

"Was it fun?" You are supposed to be in role as doctors". The process of voicing

my thoughts forces them to become clearer.

Construction of the Speech

 The description of looking at the students as a mass rather than individual faces is,

I believe, very important for the emotional state of mind and construction of the

speech. Perceiving students as a mass, rather than as individuals leads to the "me

versus them" mentality and sets them up as a united enemy in my mind. My initial

feelings were that they were all against me, but as the speech reveals my

behaviour moved into a more rational mode, I am noticing individuals and seeing

the events more clearly. 
 My opening criticism accuses the students of not taking the drama seriously. I do

not consider at that point that:

• I have not been in character;

• The atmosphere that I have been creating has not enabled the students to focus
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on the drama;

• I am the one who has not been focusing on the work, concentrating on

classroom behaviour.

 My argument centres on my personal disturbance at the general lack of co-

operation, before moving to focus my anger on Christopher directly for his, "Was

it fun?" question. I use my authority as the teacher to point to the students'

inadequacies, "You are supposed to be in role as doctors", "You" implying that it

is their duty as students to follow my wishes, and therefore to be in role.

 

 As I direct my accusations towards Christopher, I begin to stop seeing the students

as a united front against the drama and myself, and start to consider what the

actual problem may be. I realise that the question I have accused of being

inappropriate,  "Was it fun?" has come from Christopher and that he is still

standing with the chair in his arms, even though it is not raised up towards Zach

ready to hit him. I begin to address Christopher directly:

 I have spoken to you particularly Christopher, twice today. This is
the third time that I have had to speak to you and quite frankly I am
sick of it. I am not prepared to go through with this. Can you put
the chair down please?

 
 I am now considering the students as individuals, but in terms of laying blame. 

Looking around the room slowly staring at the students one by one enables me to

recognise the class as being composed of individuals, some of whom have been

working very hard to keep the lesson on track. With this act also comes their eyes

meeting mine, feelings of guilt for misbehaving and feelings of injustice if they

perceive that they have done the correct thing.
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 Meeting the students eye to eye, face to face has a surprisingly calming effect on

me. I slow down, become more rational and begin to explain the problems I am

having in terms of my beliefs about drama education and my hopes and

aspirations for the class. It is much more rational and positive as a way of reaching

the students, and I make a series of desperate appeals to them, stating that the

success of the drama is determined by the belief held by all of the people in it. I

start to break down the specific problems publicly and reveal some of the

fundamental conflicts between my beliefs about schooling and the reality of my

practice. Firstly, the beliefs about drama are in conflict with the fact that I do not

acknowledge that I as teacher may have been at fault at any stage. My initial lack

of situational awareness�failing to acknowledge the general state of mind of the

students�created the tensions present throughout the entire class time. As the

teacher, I pull rank and use my personal power to free myself from responsibilities

of creating the dramatic world (with the implication that this is for them, not me).

However, despite this, I state that I see drama as:

• Serious with real implications;

• For the students and frame it as a gift I have been giving them which they

have not appreciated;

• Relying on full co-operation, especially in the co-creation of the dramatic

world.

 I state all this without acknowledging my own lack of focus. However I now am

ready to re-open the lines of communication and focus on the drama.
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 Re-Opening Lines of Communication

 "Are you prepared to do that?",  I ask.
 

 My voice echoes through the silence. The silence continues for just
over six seconds. I am being punished by the silence that ensues.

 
 "Is there anyone who thinks that that is too difficult?",  I ask again.

 
 Answered by stunned silence, I interpret the silence as agreement
and change tone and become the kind, warm, generous teacher that
they have all come to love and cherish. "Sit like professionals,
however you want to sit". They move. I beam at them, "There you
are".

 
 I am feeling desperate. I have moved the class from spirited action
to silence, obedience, acquiescence, but forced to do so have lost
their personal commitment to the work. I feel at the centre of
attention, the comedian on stage at the centre of the stage but no
matter what she does she cannot get a laugh. I take on an overly
benevolent position, trying to somehow recreate the "real" me from
the savage teacher the students have just witnessed.

 
 The students' initial silence is my punishment. I cajole responses to
questions and overextend the student's responses to cover the
silence. I ask about the boys' attitude to what they had done to Jane
and draw on Amanda's sense of loyalty when she gives her initial
response of, "They didn't care", eking out her answer with follow
up questions. Sueanne asks a question about what happened and I
answer deliberately trying to establish a warmer tone. I am as
shocked as the students with my outbreak�the ensuing silence is
penetrating.

 
 It is Sueanne who comes to the rescue. She puts up her hand
enthusiastically. "Yes, Dr. Sueanne".

 
 "We should speak to their parents about what they have done", she
says.

 
 "O.K.", I agree, thinking that focusing of Nathan and Michael�s
parents could be an interesting direction.

 
 Danny announces, very definitely, "I think that you should talk to
their family, the parents and then talk to them again".
 I ask him why as I search for a way to move the drama, knowing
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that this next step is vital to the success or failure of the piece,
given the rest of the lesson.

 
 "Um to see like have they ever done anything like this before to
anyone or is it just that they did this at school one day", says
Danny.

 
 "So, you'd like to speak to their parents to see if they have done that
sort of thing before?", I ask.

 
 Danny adds, "And to see the parents and to see their attitude to the
kid".

 
 "OK". I agree, beginning to be excited about the prospect. Danny is
working from an implicit theory here�if we see what is happening
at home, we may see some pattern in the boys lives. "What were
you saying?".  I ask him to expand his idea.

 
 Danny continues, "And the parents might be like that to the kid sort
of thing".

 
 "Yes!", I agree, "There could be a reason for it. I mean how do you
feel about the behaviour itself?  Do you think that we need to
follow it up?" Susan is waving her hand in the air. "What were you
going to say Dr. Susan?".

 
 "The family might be irresponsible", she says.

 
 "In what way?", I ask, seeking more information.

 
 "Ah, that�s because they are greedy".

 
 It is time to move the work on and I organise the students to work
in their table groups. I instruct them to think about the home lives
of Michael and Nathan and to show one picture of a moment in
their lives. "Not the scene we have just seen, but something else
maybe that happened to them that day". I smile at my lame attempt
at humour in the pun and some of the students smile back. The
students work quickly, forming their pieces and preparing for
action.

 
 

 Drawing on Empathy to Re-establish the Class

 I was as shocked by my outburst as the students were and the ensuing silence
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reached all of us, creating a distance between us and a space in which we could all

reconsider our actions. My appeals to the class are for help�to help me, the

situation and the class by making a contribution and re-building our relationships.

My reflection-in-action at this point could be characterised largely in terms of my

emotional state:

� Surprise at the atmosphere I have created;

� Hope that I can change it.

 I deliberately play to the students' sense of:

� Empathy, appealing to the fact that we like each other, my body language

open and trying to draw the students to me, as individuals. This works because our

relationships have been set up as generally positive and they like me, but most

importantly, they feel generally that I like them. They are therefore prepared to

help me at this point, working quickly and efficiently.

The appeal to our friendship and their empathy towards me helps us to re-establish

the situation. I feel their co-operation and use the time while they are preparing to

re-focus myself on the rest of the session. Calmed by feeling supported, I put my

outburst "out of mind", and my reflection-in-action focuses on ways of making

these moments of Nathan and Michael's lives more dramatic. I decide that we will

watch the pieces as the doctors we have been playing, so we watch the moments to

give us a deeper insight into their lives. We all do this, and the work is interesting,

much of it metaphoric. We comment in role on the pieces after we view each one,

and I focus my attention as I reflect-in-action on potential ways of forwarding the

drama from what is offered. Timothy, Lee and Danny's piece particularly seems to
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lend itself to further investigation. It is a short play that they announce as a typical

scene from Michael's life at home.

Michael at Home

Lee is seated next to the rubbish bin on a chair. Timothy comes in
and walks up to her. He yells, "I thought I told you to put that
garbage out!" Some of the audience smirk at this as Timothy is
usually so non-aggressive.

Lee turns to him, scowls and says, "I don't have to".

Timothy walks up and down, pacing, turns to Lee and says
threateningly, "When I tell you to do something, I expect it to be
done".

"I don't have to", Lee restates.

"Yes you do!", roars Timothy. "I am in charge around here. If I tell
you to do something I want it done".

"You are not my boss".

Timothy sneers. "Well, I don't see you working full hours a day
shovelling sand. All I see you doing is putting your feet up and
having a big cup of tea".

Lee looks at him and then says sarcastically, "Oh I really do think I
do that".

At this point, Danny bursts in screaming, "Mum! Dad! Stop it!".

The parents turn on him. "Shut up!", Timothy yells.

Danny screams, "You guys, I hate you! You are horrible parents!".
He runs from the room. The parents look after him and freeze at the
end.

The students are silent. Watching. Looking around the room I judge
that the play has made an impact. I plan the possibilities that this
scene offers for further investigation. It seems like the work is
turning around and we will be able to create a strong conclusion to
the lesson.

These three students are an unlikely combination to work together,
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Danny and Timothy generally having little to do with each other.
Lee would not normally choose to work with any of the boys, being
extremely shy and reluctant to participate in a very active way.
Their play however is very convincing. It is acted with sincerity
and it has obviously been polished as the characters are all
confident of their delivery and performances.

Danny plays Michael, at home with a violent and domineering
father who is domineering over his mother and also him. Frances
had already revealed to me that Danny's home life is in itself very
unusual, with his parents living in the same house but not
communicating with each other. They are emotionally violent to
each other and Danny is often in the middle. There is some artistic
understanding that home has an effect on who you are in the world,
and there is a deep truth held within these convincing moments of
theatre. I think of Danny's life as I watch the piece, my empathy for
his situation enhancing my reading of this classroom moment.

As I watch the scenes I decide that we will re-watch Lee, Timothy
and Danny's scene as though it is videotape and analyse what is
happening in role.  We do this. I instruct, "Think about this as
being a typical moment from the life of this family. Have a look
very carefully at the interactions. What is the mother like? What is
the father like? How is this impacting upon the child? And we are
going to use this as the basis of our report, because I think that all
of the other pictures taken are borrowing on a very similar theme.
A theme where when we look to the family maybe we get some of
the clues".

I constantly reformulate the work in action.  I pause, look at the
class to see if they are ready, glance across at Lee, Timothy and
Danny who have re-set the scene with the rubbish bin. It is clear
that they understand my veiled instruction, but Timothy is re-
negotiating the space, pointing to where exactly he will place the
bin. Lee is pointing to where she wants to position her chair. She
does this and Timothy places the bin. She nods at him and then I
say, "So, if we could wind the tape...", as an indication for them to
start.

"I thought I asked you to put that garbage out", calls Timothy.

They begin the play again, much the same as before, although they
are more confident with the piece. Lee's performance is particularly
improved. She screams out at Danny when he tells them to "Stop
it!" . It is a roar of extreme magnitude, I think she is actually saying
something, but I do not know what it is, something indiscernible. It
is, however, a fine performance. When the scene ends, some of the
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students who are audience to it begin to clap. We are, however,
supposed to be watching a video tape.

"We won't clap the video tape. Why would anyone clap a video
tape?", I ask with humour.

The students laugh at this, and Hilary and Katherine turn around
and scold those behind them, acting as though they are imbeciles
for clapping tape and that they would never be so stupid! The
feeling has changed; everything is relaxed. There is a strong
interest in the tape, the students are genuinely interested in the
performance.

"When my colleagues and I first saw this piece of tape we were
very, very disturbed", I say, pausing and shaking my head ever so
slightly. "Would anyone like to point out the things that they
noticed the most as they were watching this image? Any
descriptive things that you think might be important for us to
notice?".

Sally is the first to answer. "He must get influenced by the parents
and their fighting kind of thing", she suggests.

"How would you characterise their relationship? How do the
parents relate to each other?" I re-frame the language as I speak to
make it accessible to the students. "What seems to be happening
there?".

"They don't care about each other". There is emotion in her voice.
This is a real contribution from Hilary, who has been in and out of
the work. I feel that she wants to be involved in this work and she
wants to like me as a teacher, but she doesn't know how.

"They don't seem to care about each other. How?"

There is a deep silence. It is not intimidating, it is a comfortable
silence, enabling the students to consider potential responses that
they may make.

"Can anyone explain that in more detail?", I prod.

The silence continues. Flitting movements, eyes and hands move
softly in thought.

I think to myself that the question is too obscure.  I must reword it
to help the students out. "How do they relate to each other?", I try,
knowing that if we can compile some factual evidence regarding
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the statement we may be able to slowly build a more abstract
discussion.

Joseph answers, "They are always fighting all of the time".

I look at him as though I might never have thought of this and nod
my head slowly. I repeat the information, rewording it as, "They
seem like that they might fight all of the time". I am being careful
to point out that we are inventing this as we go and that we do not
know any of this information for sure.

"Do they communicate very well with each other?", I ask a very
simple and direct question, hoping to lead the responses towards a
more complex discussion while building on Joseph's idea.

"No".

"Dr. Danny", I address him directly. He looks back at me seriously.
"How would you characterise their relationship?"

Danny replies firmly, "Not very good".

"OK", I agree. "In what ways?", I say, trying to extend his response.
"Um", he pauses and then says, "Because they fight all of the time
and they don't like just sit down and discuss it as a family. They
just go out and jump to conclusions".

"Dr. Joseph?", I ask, hinting that he might have something to say.

"They are setting a bad influence for their child when he grows up",
Joseph says firmly.

"They don't really care about him. They want him away", says
Sueanne.

 I ask, "And what does the scene show? What can we see in this
scene?"

"The child is very upset," offers Amanda.

"Fighting", says Hilary firmly.

"Fighting. OK". I nod, waiting to see if that is all. "How is the
scene set? Dr. Amanda?".

"The child is very upset and wanting the parents to stop fighting",
she says.



Unravelling the Mystery Mere Errors of Judgement

266

"Yes, the child seems to be very upset. What does the child say at
the end? Dr. John?".

John has been staring at me blankly. I think he is skilled in day
dreaming under the guise of paying attention. He asks me to repeat
the question and he concludes, "The parents are always fighting
and the child usually leaves. They're always fighting".

I murmur, "OK" and then ask, "Has anyone else got anything to say
about that? Do you think that would be a common event?".

There is a murmur of agreement from the doctors. Some of them
nod their heads.

We watch the tape again. I give them very specific instructions that
this is the last time that we will see the tape and afterwards we will
write reports. I explain to them that we are to write in role and they
are to be the specialist doctors and to consider the themes that they
picked up about Michael's family based on the video. These
reports, to be marked as "confidential" will form the basis for the
recommendations from the unit to social services regarding the two
boys.

The students nod. They sit at their desks. They begin with the
heading I have written on the blackboard, "Confidential Reports,
Michael C. Clark".

I walk around the room, speaking to the students individually. We
write in silence for fifteen minutes. Then it is time for choir
rehearsal. The students give me their books at the door. They go to
a choir rehearsal. I go to the staff room for a coffee break.

Coffee Break

That evening I typed up all of the reports and printed them out as a set of typed

official doctor's reports�CONFIDENTIAL REPORTS: Michael J. Clark. The

typing gave me something to do as I reflected on the significance of the session. I

planned to use the reports later in the drama, but for now I had to put energy into

thinking and describing what had actually happened.

The students generally described the video in terms of the negative effects that the
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parents� behaviour was having on Michael. Timothy described the parents as

having, "a very bad relationship because they obviously fight over little things".

He described this in terms of what a good relationship is like, "People who have

good relationships just don't fight over putting the bin out! Most kids didn't mean

it when they say, �I hate you!�, but this time Michael did, I'm sure". I thought of

the effect my behaviour was having on the class and flicked to see what

Christopher had written, "I think that Michael's family is really mean and they

pick on him all the time. In the videotape we saw that Michael's mum and dad

always fight and that is setting a bad example so he might think that fighting is

good and he might pick on kids at school". I wonder whether Christopher feels

like I always pick on him and thinks that I am really mean. Christopher links the

parents' example to Michael's behaviour, suggesting that Michael is developing

his attitudes and beliefs from the example given to him by his parents. I regret my

behaviour towards Christopher earlier in the day and lament the fact that he

probably sees me as setting a bad example to the class.

I type on with the responses, using the act as a form of penance and a task to do

while reflecting on and trying to make sense of all that had happened that day. It

would be quite some time later that I would be able to look more objectively at the

events, my words and actions. Even now my analysis of how my reflection-in-

action during this session fell apart and was reconstituted is incomplete, as such an

analysis must be forever incomplete, as every thought cannot be consciously

articulated, let alone recorded for analysis. Even if it could I could not recount
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everything to you. Stake (1994) notes that, "Many a researcher may like to tell the

whole story but of course cannot: the whole story exceeds anyone's knowing,

anyone's telling" (p. 240).

Reflecting on the classroom action I take solace in the fact that the students

quickly forgive bad moments when they feel harboured in positive classroom

relationships and know that I can walk into class tomorrow moving the curriculum

to a positive experience if I learn from the lesson of today. As Courtney (1980)

wrote, "Curriculum is what takes place between a teacher and a student" (p. 61).

What takes place between us is ultimately my responsibility.



8
Composing Lives of
Grace

Attention is transformed from openness and delight into life's first
exaction and tainted with boredom. Yet to compose lives of grace we
need to learn an artful and aesthetic pattern of attention to the
environment of those lives, attention that turns and turns again,
embracing nature in all its diversity and other persons with all their
potentials.
Catherine Bateson, 1994,. p. 109-110.
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A Passionate sharing of a meaningful world

Grumet (1990a) writes:

The assertion of an individual history and passion is necessary if
instruction is once again to be a valid sharing of a meaningful world.
Reflection is necessary if that vision is to acknowledge its own
partiality and assume the irony that challenges its own dogma and
invites another view (p. 282).

Introduction

This chapter is structured around the four questions central to this thesis:

• How might reflective practice inform my teaching?

• How can I as a researcher describe and document my reflection-in-action when

working as a teacher in process drama?

• What is the scope of my reflection-in-action when working as the teacher in

process drama?

• How might an increased understanding of reflection-in-action be useful to

teachers of process drama?

I consider these questions again in light of the previous chapters, developing a model

of the scope of attention of reflection-in-action for teachers as they work in process

drama. This model is based upon the research findings and works towards a greater

practical understanding of reflection-in-action, particularly as it pertains to a teacher

using process drama. The overall conclusions and suggestions for further research
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apply to the multiple aspects of the study: Teacher Research, Qualitative

Methodology, Reflective Practice and Process Drama.

PART ONE: HOW MIGHT REFLECTIVE PRACTICE INFORM MY

TEACHING?

Reflective Practice and My Teaching

Practitioners do reflect on their knowing-in-practice. Sometimes, in the
relative tranquillity of a post-mortem, [practitioners] think back on a
project they have undertaken, a situation they have lived through, and
they explore the understandings they have brought to their handling of
the case. They may do this in a mood of idle speculation, or in a
deliberate effort to prepare themselves for future cases (Schön, 1983,
p. 61).

Reflective practice has informed my teaching from its beginning. My opening

example in Chapter One of my work with Monica Morgan in my first years of

teaching is illustrative of reflective practice. The work was formalised in that we met

regularly at appointed times to either discuss our shared classes, or for her to teach me

new drama skills. We also had �informal� elements of reflection-on-action where

Monica would talk through my practice with me, even though she may not have been

present during the actual class. She would extend and inform my thinking as a novice

through her experience of both drama and teaching, her knowledge of the school and

the students in my class. This work as novice/mentor reflecting-on-action was on an

as-needed basis, occurring as I needed help and guidance rather than at a specific

time.
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Guidance from mentors such as Monica is instrumental to professional development.

As a new teacher, I did not know how to reflect on my actions, as I could not always

sort out which elements of a situation to attend to. Much of the mentoring Monica did

for me was in the realm of helping me to see what was important to notice while I

was teaching. She taught me how I should go about reflecting-in-action as I taught.

Monica helped me to understand which elements of the classroom I needed to attend

to in action and gave me strategies, both artistic and managerial, for dealing with

different situations. Reflective practice has always been a part of my teaching,

whether as �post-mortem�, speculation or as a deliberate effort to prepare for future

classes.

Reflective Practice as Research

Formalising my reflective practice as a research form has deepened my understanding

and use of reflective practice as well as having increased the extent to which it

informs my teaching. In my initial reflective practice research (O'Mara, 1995) the

impact on my teaching was to make me more generally aware of my practice. Much

of my understanding was that of a beginning researcher, as I had not fully developed

an understanding of the research process and the purposes of my research. I was

coming to an understanding of the form and the power of this mode of research. The

self-consciousness of watching my teaching and becoming aware of my body in the

classroom space alerted me to the fundamental power relationships existing in the

classroom. This awareness of my power as a teacher led to my re-thinking notions of
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practice, theory, voice, personal power and agency and to my further reading of

critical pedagogy.

The finding from earlier research that was most significant for my teaching was

students admitting that they often contributed, participated and agreed with me in

class because they liked me as a person and respected me as a teacher�not

necessarily because they were committed to the work itself. I struggled with this and

did not focus on this factor in my findings. This powerful new way of seeing my

students in relation to me has changed the way I conceptualised relationships between

classes and myself and heightened my understanding that empathy is vital for

teaching.

The Impact of This Research on my Teaching Practice 

Schön (1983), in describing what he sees as the difference between the practice

context and the research context in terms of creating and understanding change, notes

that:

The practitioner has an interest in transforming the situation from what
it is to something he [sic] likes… He also has an interest in
understanding the situation, but it is in the service of his interest in
change (p. 147).

Researching one�s practice, one experiences the immediacy of changing situations.

Reflecting-in-action in a unique case during moments of practice, experimenting in
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the situation �is at once exploratory, move testing and hypothesis testing� (p. 147).

Schön argues that these three functions are fulfilled by the very same action, and from

this follows the �distinctive character of experimenting in practice� (p. 147). It is

different to utilise reflective practice as research than to operate as a reflective

practitioner. When one is researching practice one needs to search for patterns,

deepen, and broaden one's understanding of these patterns in order to write a research

report. The rigor and discipline of this research was heightened by the reflective

practice experience, moving me to a new level of understanding of my practice.

Kinchenloe (1993), in describing teacher research, argues that there are few activities

that �can move teacher education students and practising teachers to new cognitive

vistas as effectively� (p. 192). He provides a tentative list of some cognitive benefits

that accrue from participation in such research as a teacher researcher, including

working at the "critical realm of knowledge production, as it induces us to organise

information, to interpret" (p. 192). The deliberate interpretation of my own situation

through the theory from the literature has been significant in my use of reflective

practice, as it as helped me to deepen my understanding of practice. Conducting the

literature review was significant to developing an understanding of the theoretical

issues surrounding the nature of theory and practice, and bringing this understanding

together has informed both my research and my teaching. The literature review

research developed my understanding of the relationship between theory and practice

and led me to conclude that, �To be exclusively theoretical is impossible as I see the
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relationship between theory and practice as inextricably woven together, theory the

warp, practice the weft� (Chapter 2).

Noting the historic separation in the academy and society between theory and practice

and the resultant devaluation of practice and, therefore, occupations that are

practically based, has enabled me to reinterpret many of my practical experiences in

education, the priority placed on some values and attitudes, in a different light. Much

educational research has been shaped by the separation of theory and practice. Even

though this division is breaking down, educational research for practitioners, is still

frequently about practitioners but not by practitioners. Eisner (1986) laments the

educational �commando raids� such researchers make on school settings.  While the

reading of this history in my literature review has a very particular bias, it has been

fundamental to my ability to reinterpret my practice from the broader perspective of

this research.

Interpreting the events as they occurred in the classroom with myself as teacher and

studying moments of my practice for reproduction as narrative vignettes enabled me

to produce research data. The interpretation required me to shift the moments from

the lived experience on the tape to the narrative vignettes whilst analysing and

interpreting experience. The objectification of my practice has developed insight into

my teaching and ways of working. The writing of the vignettes required me to

consider how my personality, relationships with the class, feelings of empathy,
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teaching objectives and sense of artistry in the creation of the drama might work

together in moments of practice. This has been a significant source of understanding

for me and has resulted in the development of the model of the teachers� reflection-in-

action, as described in Part Three of this chapter.

Focusing attention on our thinking is often an outcome of teacher research.

Kinchenloe describes that working as a teacher researcher  �focuses our attention on

thinking about our own thinking, as we explore our own consciousness construction,

our self production� (p. 192). This has been a particularly powerful aspect of this

reflective practice research. The process of completing the research has forced me to

focus my attention on thinking about how I construct myself in the classroom and

how I respond. I have noted that although I construct myself as being friendly, helpful

and democratic, I demand control. My experience was similar to Baumann (1996),

�Had I not been conducting research I probably would not have kept a journal and

thus would not have been as thoughtful about what was working and not working in

my teaching� (pp. 30-31). Some researchers such as Wong (1996) find conflict in

research and teaching, although many teacher researchers find that the relationships

between the tasks are extremely complementary.

The task of researching ones� practice forces the practitioner to ask generalised

questions about the classroom context. Kinchenloe (1993) argues that, �Such

questioning grants us a higher perspective on who we are� (p. 192). My questioning

of my self, my context and my values has improved my work as a teacher. Noting
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institutionalised inequities such as those caused by the separation of theory and

practice and the institutionalised power imbalance between student/ teacher/

administration/ church/ education ministry has led me to rethink my own perspectives

on education. Considering this in terms of the reality of who I am in the classroom

has enabled me to reassess how my beliefs appear in practice and the extent to which

my reflection-in-action is shaped by deeply held beliefs. I have reassessed my need to

have things go �my way� all of the time. I have asked myself difficult personal

questions such as, �Do I enjoy teaching so much because I usually get my own way?�.

While I feel even more certain of my commitment to process drama and belief of its

educational integrity, I know that in order to be a really successful practitioner I must

submit my power as the teacher to the power of the form.

I have, as Kinchenloe (1993) finds, developed an analytical orientation towards my

work:

We develop a reflective attitude toward our professional lives that
motivate us to contextualise events that take place. We come to see
events in ways that grant them meaning not readily apparent when they
are viewed in isolation...we begin to uncover the deep structures, the
implicate order that connects events (p. 192).

The process of conducting the research and contextualising the research events in

terms of the literature, the methodology and the educational structures of the setting

creates connections between classroom moments and the wider field. My work in that

classroom is informed by my reflection through the theory, through an understanding

of the context, through the students and through my understanding of drama.
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How Reflective Practice Affects My Teaching

I have discussed how reflective practice research heightens the experience for the

practitioner. I have developed the following categories to describe the specific types

of influence that this process has had on my teaching.

Increased Awareness of My Behaviour: An Individual in the Classroom

The analysis of the tapes of my teaching focused my attention on my behaviour in the

act of teaching. Watching myself in the recordings, I could focus on my actions

closely. I became aware of my emotional involvement in the work and the extent to

which my values dominated the classroom.

Emotional

My own emotional involvement with aspects of the situation, such as my

introspection while teaching on Hiroshima Day and my negative response to the

sports captain announcement over the Public Address system, illustrate my emotional

self overtaking my teaching role. Maxine Greene�s (1995) discussion of the multiple

selves we bring to our work in teaching highlights the importance of self in the

teaching context. It is clear that in these episodes I have embodied other moments,

other selves. In the example of my distraction on Hiroshima Day, I am moved back in

time to myself at Teachers� College, the friends and events of that time and I become

completely removed from the current situation. However, when back into my teacher
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role, I have the students� full attention and I use this experience and the atmosphere it

has created to intensify and heighten our work together. In the case of the Sports

Announcement coming over the Public Address system, I take on another teacher

self� the teacher who feels that the arts should be given more priority in the

curriculum, and resentful of time given to sports. My totally unfair emotional

response towards this announcement is irrelevant to the current classroom situation,

and the chain of events my response initiates makes a good illustration of the

potential for the emotional self to hinder teaching.

Values

My own values are embedded in every teaching act. The context chapter (Chapter

Four) is a strong example of my values driving my reading of the status quo.  My

conclusions at the end of this context chapter reveal my values. Noting that:

• The principal was supportive of the arts;

• The students were given opportunities to express their opinions;

• The school community supported my work in drama;

I concluded that the students could easily move between accepting me as the teacher

during the classes, as a friend and confidante at times, and as a researcher when I

interviewed them. My perceptions of  both the research context and subjects are

determined by my identification with these people and their reinforcement of my own

values. My values can also be seen to dominate and shape the classroom discourse,
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while affirming the school values. The recognition of this has affected my teaching

significantly. I have become aware of the effects of institutional context and my own

need to be recognised and accepted within that context. I have become aware of the

power I use within my classroom situation to uphold and sustain my own values.

Empathy towards Students

This research has confirmed and extended the findings of my earlier research

(O�Mara, 1995), which highlighted the extent to which the students� empathy and

positive feelings towards me as their teacher influenced their responses in class.

Kinchenloe (1993) states that the act of teacher research cultivates empathy with

students and colleagues because:

As a phenomenological act, critical action research helps us to explore
the consciousness of those we encounter. Our ability to understand the
joys and pains, the dreams and motivations of our students and
colleagues is significantly enhanced. Thus, critical action research
becomes a vehicle for connected consciousness, a central form of
knowing in a critical constructivist education (p. 193). 

Connected consciousness describes the empathic response I felt to the students aptly.

Creating empathy is frequently the focus of my attention as I reflect-in-action. Arnold

(1998) describes empathy as �a sophisticated ability involving attunement, reflection,

decentring and introspection� (p. 122). She calls for teachers to become empathic

educators, arguing that this creates a way of teaching that validates students, allowing

them to express, explore and modulate their affective and cognitive states. She writes,

�Empathic learning contexts can promote shifts in affective and cognitive states
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which enlarge our awareness of life's possibilities� (p. 124). Empathic teaching and

learning can enable teachers and students to change the nature of their classroom

journey.

This reflective practice research has significantly enhanced my understanding of

empathy in the classroom. The recovery of the session described in the previous

chapter was largely, I believe, due to long-established empathic relations. Even

though my behaviour was harsh and irrational, our established patterns still dominate.

Arnold (1998) writes:

An empathic teacher will take heart from the knowledge that human
beings are quite robust psychically... she knows that failures in
empathy are inevitable and rarely catastrophic. Furthermore, empathic
teachers will forgive themselves such failures, recognising too that
students are also more ready to learn from (and forgive) those teachers
whom they recognise as empathically attuned or who have their
interests at heart (p. 126).

The students feel empathy towards me, despite my failure to be empathic on that

particular occasion. Their co-operation demonstrates their forgiveness. I agree with

Arnold that empathy is a key to all classroom relationships and a great deal of my

attention as I reflect-in-action is directed by empathy. The process of reflective

practice research has made me aware of the extent to which empathy drives my

reflection-in-action.
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Individuals

There were different times throughout the year of research when my empathy was

focused particularly on different students, in relation to their needs. The act of

research and the level of attention I gave to pay to every teaching act�what the

students said, either in class or in interview, transcripts of both (completed by myself)

becoming my raw data�meant that very little escaped my attention. Even if a student

mentioned something once, my own exposure to the comment was much greater, as I

transcribed the tape, read the transcript and reflected on this �data� in relation to other

data. The research act therefore made me highly aware of the students. Throughout

the vignettes presented for analysis in the research, there are many examples of my

empathically driven decision making in class. Some examples are my awareness of

inclusion of Zach and Lara in the first class, drawing me to question and include them

in the opening of the drama and my empathy for Danny when he sets up the powerful

drama reminiscent of his home situation with Lee and Timothy. While the attention

directed toward Christopher in Chapter Seven was extremely negative, my

relationship with him was more empathic at other points in the year. 

Awareness of the Students

The research process has heightened my empathic reading of the atmosphere of the

class generally. While this is not always present in my actions, most notably when I

neglected to allow the students to congratulate each other for being �Sports Captain�,

the rigor of the research heightened my attention to classroom atmosphere. This
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research emphasises the necessity for empathy with students as individuals and the

class as a group in order to create a successful classroom experience. Chapter Seven

is a good illustration of how a classroom atmosphere can be destroyed due to a lack of

empathy. Empathic teaching puts students at the centre of their learning, recognising

the �development potential for learning through engagement with others and the

world of relationships, knowledge and culture� (Arnold, 1998, p. 124). Developing an

empathic teaching style attunes the teacher more closely to the class and enables her

to assist students to broaden their relationships with their class and their learning.

Management of the Classroom

The reflective practice research has informed my classroom management style

significantly. The analysis has revealed that both the school culture and the needs of

the drama influence my classroom management.

School Culture

Describing my search for a school in which to base my study, I realised the extent to

which I was looking for a school culture where I could feel supported. School culture

shapes the classroom�not simply its physical space, but emotional and intellectual

spaces. My increased awareness of the impact of school culture has alerted me to the

complex external influences that shape my classroom action. I have reflected on the

teachers I have known in the past in various teaching situations who have not fitted

into the school culture. I have noted the negative impact that this has had upon them

as individuals. Eisner (1994) states simply that �The school changes the incoming
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message more than the incoming message changes the school� (p. 8). My reflection-

in-action moves me to fit into school culture at various points throughout the year. In

the vignettes I mould my behaviour to the school expectations by:

• Reinforcing the prayers for Hiroshima (Chapter 6);

• Giving strict rules for hall behaviour (Chapter 6);

• Insisting on silence before beginning the class (Chapter 7);

• Working in table groups in accordance with the classroom procedure (Chapter 7);

• Following the general school protocol of using a hand signal to request silence

and a focus of attention (Chapter 5).

All of these actions are deliberate attempts on my part to assimilate into the existing

school culture. This research has alerted me to the way in which both my

surroundings and my personal need to be accepted by the school community influence

my teaching style. I am led to ask: How might the demands and expectations of the

institutions I serve shape my teaching style?

Needs of drama

The vignettes illustrate many moments where, struggling with classroom management

or something external to the dramatic world, I neglect the needs of the drama. O�Neill

(1995) writes of working in role that:

From the outside, it may appear that the leader is in complete control
of the action, but the leader must also obey the developing logic of the
piece and avoid arbitrary and individual decisions (p. 61).
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It is important then that the drama leader can negotiate with the class through the

dramatic action. O�Neill quotes Gavin Bolton claiming that the practice of teacher-in-

role challenges the very conception of teaching�it is a strategy for learning and a

significant principle for teaching (p. 62). I agree with this, but the vignettes reveal that

I do not always carry this out in practice. This is one of the major findings of the

research that informs my teaching. I know the theory of teacher-in-role and had

assumed that my work successfully reconstructed teacher/student relationships when

we were working in this way. In the vignettes the traditional relationships have not

significantly altered and many decisions I make seem arbitrary and individual rather

than following the logic of the piece. I have pre-set notions of how I want the

classroom to be, and I sometimes misuse my power as the teacher to gain control of

the classroom when I feel that I am losing control. There is a tension between my

beliefs about how my classroom should be run (i.e. I should be working for the

drama) and my practice (i.e. I am working to control the class). The reflective practice

research reveals that in order to follow my beliefs regarding teacher-in-role I need to

relinquish power to the students in the dramatic action, using my artistry in drama to

manage the class and develop the drama pedagogically.

Increased Understanding of Process Drama

The reflective practice research process informed my understanding of how process

drama is constructed in action. Reflection-in-action is the mainstay of process

drama�if the drama is to be built by the students as a truly improvisational form, the
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teacher�s ability to focus successfully on the needs of the drama is important in

determining the development of the dramatic action. The research process informed

my understanding of the importance of selecting appropriate strategies at each point

in the work, while focusing on the students� learning outcomes as the class

progresses.

Analysing Strategies as they are Played out In-Action

Analysing the impact of various process drama strategies as they were realised alerted

me to my own strengths and inadequacies with these strategies as well as the values

and uses of each strategy. I noted that my teacher-in-role work was the strongest when

I had either planned for it (as in beginning the drama or a specific action that moved

the drama on) or where either the students or the dramatic action threw me into a

specific role. I noted over the year that every time I played a more sustained role, such

as the Head of the Unit in the Mystery Pictures drama, my performance varied in

strength, and often I was managing the class as the teacher, rather than from within

the role. Throughout much of the work described in the vignettes, there is not a great

deal of distinction between my role as the teacher and my role as the teacher-in-role. I

do not sustain the performance completely in these situations, signalling confusion to

the students. This reinforces the necessity to take heed of Heathcote and Bolton�s

(1995) understanding that:

The teacher�s responsibility is to empower and the most useful way of
doing this is for the teacher to play a facilitating role (i.e. the teacher
operates from within the dramatic art, not outside it). The regular
student/teacher relationship is laid aside for that of colleague/artist (p.
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4).

The problems inherent in my teacher-in-role at times are that I am not laying aside my

role of teacher and not reconstructing class relationships. This is a very difficult thing

to do, and Heathcote and Bolton are right to point out that the drama must be

managed from the frame of this new relationship. O�Toole (1999) pointed out that

rather than sustaining high status throughout the drama, as I did in Mystery Pictures,

that changes in the status level can assisting in forging new relationships. The

teacher�s reflection-in-action must be focused on how to best facilitate the drama,

preferably from the perspective Bolton and Heathcote suggest�that of empowering

the learner. For me, this means setting new relations with the class, taking both high

and low status roles, and focusing my reflection-in-action on the dramatic outcomes

throughout the drama.
Learning Outcomes for Students

Researching on-site for an entire year had a tremendous impact on my understanding

of the students� development in their ability to form drama. While this was not one of

my research questions, during the data analysis stages I was tempted to change topics.

I had collected a wealth of data that revealed the students� increasing ability to

participate in the process drama work and take more responsibility for the artistic

choices made within the drama. A very good example of this occurring is in the

vignette where the students deliberately create an atmosphere of suspicion and

intimidation when they interview the mother for the second time (Chapter Six). This

use of dramatic form is specific in intent and successful in its outcomes. Recording

the students� shift in their understanding of how theatre forms work has significantly
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developed my approach to the work, and highlighted the necessity for teachers using

process drama to constantly extend and challenge their students� use of form.

Conclusion of Part One: How Might Reflective Practice Inform My Teaching?

It can be seen that this research has had a definite impact on my teaching, due to my

increased understanding of my role as a teacher through the research process. This

process has resulted in a permanently increased awareness of myself as a teacher

standing in front of my classroom. Specifically, reflective practice has resulted in:

• Increased awareness of my behaviour as an individual in the classroom;

• Deepened sensitivity to the functions and importance of empathy in the

classroom;

• Developed my knowledge of classroom management, its relationship to context

and content;

• Greater understanding of the teaching of process drama.

I am driven, like Brunner (1994):

�by the idea that continual, reflective examination may somehow
result in action, in a stab at the possible, at the what then. Despite our
uncertainty, a world in pain cries out for action, even if that action is
only that of one person at a time practising change (p. 60).

The greatest impact on my teaching from this research has been an improved

understanding of my reflection-in-action style, through continual reflective

examination.
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PART TWO: HOW CAN I AS A RESEARCHER DESCRIBE AND

DOCUMENT MY REFLECTION-IN-ACTION WHEN WORKING AS A

TEACHER IN PROCESS DRAMA?

Describing and documenting my reflection-in-action as I work as a teacher using

process drama has been the major methodological question in this thesis. While

aspects of this have been already mentioned in Chapter Three, I will now discuss the

search for a way to describe and document reflection-in-action and reflect upon my

methodology.

Attempts to Record Reflection-in-Action

As described in Chapter Three, I used video and audio tape extensively to record the

classroom events and interviews. The use of audio and video tape, and the transcripts

made from these, were vital to the production of the data. In the initial stages of the

research, I made many attempts to try to record my reflection-in-action, before

concluding that it was actually impossible to record reflection-in-action, because the

act of vocalising it and concentrating on expressing thought altered the nature of the

actual thought process. Keeping running observational notes regarding my reflection-

in-action during the class time as I taught was useful in the initial stages of the

research. I realised when I attempted to keep such notes, however, that thinking about

my process of thinking about the act of teaching drama became my focus in action

rather than the teaching itself. The most bizarre method I experimented with was to

carry around a hand held tape recorder and talk into it about what I was thinking

about during the lesson. This was unsuccessful, as the students thought I was playing
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some sort of spy game with them, and the recording took my attention away from the

class. Eventually I came to the realisation that I could not record reflection-in-action

in this way, as this effort to record my thinking was distorting the actual teaching and

reflection-in-action process.

At this point, I kept collecting data, and conducting my extensive reflective practice

approach, reflecting in my journal on how I taught and my pre-occupation with the

teaching process, and validating the work with the students. I struggled for ways to

understand my own reflection-in-action process, and came to see the patterns of my

work over the year. I felt uncertain about the inquiry and where I was heading with it.

Schön�s explanation that this dilemma of �rigor or relevance� (p. 42) arises more in

some areas of professional practice than in others, gave me a different way of seeing

the situation. He describes that in professional practice, �there is a high, hard ground

where practitioners can make effective use of research-based theory and technique,

and there is a swampy lowland where situations are confusing �messes� incapable of

technical solution (p. 42). I was researching the swampy lowlands, muddling through

messy moments of practice. I took note however of Schön�s understanding that:

The difficulty is that the problems of the high ground, however great
their technical interest, are often relatively unimportant to clients or to
the larger society, while in the swamp are the problems of greatest
human concern. Shall the practitioner stay on the high, hard ground
where he [sic] can practice rigorously, as he understands rigor, but
where he is constrained to deal with problems of relatively little social
importance? Or shall he descend to the swamp where he can engage
the most important and challenging problems if he is willing to forsake
technical rigor? (1983, p. 42).
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I descended further into the swamp, knowing that by staying there I could engage in

what I perceived to be the most important and challenging problems. For a long time

however, it was very murky down there.

By the time I finished the data collection at the end of the school year, I had

significantly developed my understanding of my working processes as I reflected in

action while teaching process drama. The after-class reflections in my field log and

ongoing analysis of the audio-visual record  and transcripts brought my reflection-in-

action into sharper focus. As I worked I became more aware of reflection-in-action

and trained myself to recall it in my field log in much the same way that some people

train themselves to remember their dreams. However I had few ideas regarding the

presentation of the data in a form that could reveal reflection-in-action as it occurred.

I took comfort in Baumann (1996), writing that the struggle of trying to integrate

inquiry into one�s work enables teacher researchers to:

come to know themselves better as teachers and persons, learn to
understand their students and families in ways heretofore unknown,
increase their professional esteem and credibility, share their learning
with colleagues locally and beyond, and, most importantly, help their
students develop intellectually, socially, and emotionally. And that is
what a dynamic, reflective, action-orientated research pedagogy is all
about anyway (p. 31).

Through my struggle with the integration of inquiry into the work, I came to

understand the working of my reflection-in-action processes more closely. I then
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faced the difficulty of finding a form to present this information in a coherent way to

the reader. How could I share my own learning with my colleagues? I am ever aware

of the extent to which the struggle of this research has extended my understanding of

self significantly�my close examination of my beliefs and process as I reflect-in-

action forcing me to confront the inconsistencies in my work, as well as to value its

strengths. I see myself continually reconstructing myself in the teaching act,

reflecting-in-action, attempting to make sense of every moment.

A short extract in Heathcote & Bolton (1995) inspired the data presentation. Bolton

was examining Heathcote�s opening of a drama entitled, �Cancer: Finding a Cure� (p.

88). He writes that she began the drama this way:

�They say that scientists who try to find out about what makes people
ill get their money from the government in Washington, and the
President signs their checks". [A very brief pause while she makes
general eye contact, not stressing any particular student� She
suddenly sees this as an unproductive first step�the work would be
focused immediately on �applying for grants� activities; so she changes
her premise]��If we were going to be scientists, we�d need a place to
work� (p. 88-89).

Reading this from the perspective of reflection-in-action, I realised that this moment

captured Heathcote�s reflection-in-action where she changed the focus of what she

was saying to avoid a potential restriction in the drama. Heathcote and Bolton�s book

is structured as an ongoing dialogue between them, so it is reasonable to assume that

Heathcote explained her reflection-in-action retrospectively as �seeing it as an

unproductive first step�. In this fragment Bolton describes a moment of Heathcote�s

process of reflecting-in-action, alerting us to the shift she makes from �signing
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checks� to �place to work�. Bolton then analyses Heathcote�s entire opening speech

to show the way her language shifts and changes and how the contract between her

and her students is negotiated. He writes, �Of course the teacher does not know for

certain that her intention is going to have any of the implications she thinks she�s

trailing, but she�s watching for signs of growing or receding interest� (p. 89). This

description opened the way for me to be able to rethink how I might present and

analyse my data to show the focus of the teacher�s reflection-in-action. As I described

in Chapter Three, I wrote the vignettes to illustrate my reflection-in-action in the

Mystery Pictures drama. While narrative in style, these come directly from the

transcripts of the video tapes and my field log observations and reflections.

Conclusion of Part Two: How can I as a researcher describe and document my

reflection-in-action when working as a teacher in process drama?

Through closely reviewing the tapes and reading transcripts, I saw that I could

recreate my reflection-in-action by bringing together elements including:

• Knowledge of how I work;

• My written reflections in the field log;

• The study of self in-action from the tapes;

• The transcripts, containing a great deal of immediate reflection-on-action.

My reasons for choosing to illustrate Mystery Pictures are outlined at the beginning of
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Chapter Five. These include:

• The timing of this drama (students� experience and level of expertise);

• The level of reflection-in-action and reflection-on-action evident in the texts/tapes

for this particular unit;

• Diversity of class room action;

• Possibilities presented by the drama.

I wrote the classroom vignettes from my perspective as the teacher, with a recreation

of my reflection-in-action. This was a manageable task because I had already studied

the patterns of my reflection-in-action as well as having recorded very detailed field

reflections, as most transcripts were written with reflections added on the evening of

the teaching. As Schön (1983) says:

There are those who choose the swampy lowlands. They deliberately
involve themselves in messy but crucially important problems and,
when asked to describe their methods of inquiry, they speak of
experience, trial and error, intuition, and muddling through (p. 43).

It was the overall synthesis of the actual vignettes that led to my presentation of the

model of the scope of attention for the teacher as they use process drama (Part Three

of this chapter). I created the general categories when looking at the data from the

entire year. These vignettes could be seen to illustrate various elements of the scope

of attention for the teacher as she taught�the scope considering the range and type of

thinking a teacher may utilise as she works in action using process drama. The aim of

this model is to develop an understanding of the complexity of every classroom
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moment for the teacher. A teacher's multiple interests and selves influence their work,

and the vignettes attempt to portray the scope and nature of my reflection-in-action as

I work.

PART THREE: WHAT IS THE SCOPE OF ATTENTION OF MY

REFLECTION-IN-ACTION WHEN WORKING AS THE TEACHER IN

PROCESS DRAMA?

Scope of Attention of Reflection-in-Action

To attend means to be present, sometimes with companionship,
sometimes with patience. It means to take care of. Its least common
meaning is to give heed to, for this meaning has been pre-empted by
the familiar pay attention, which turns a gift into an economic
transaction. Yet surely there is a powerful link between presence and
care. The willingness to do what needs to be done is rooted in attention
to what is. The best care, whether by a parent or a physician or a
teacher, is founded in observation of even contemplation. I believe if
we believe that we can learn a deeper noticing of the world around us,
this will be the basis of effective concern (Bateson, 1994, p. 109).

Ethnographic writing and data analysis provide this type of attention�the attention

that leads to the development of skills to be �fully present� (Greene, 1995), the

attention that occurs when we �listen deeply to everything�, as Katherine so

eloquently described her experiences in this study at the end of the year. It is this type

of attention to detail that I have been aiming for in this thesis.

Observing the detail of the pattern, unravelling each moment of my practice has

highlighted the different elements I attend to when reflecting-in-action while teaching
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process drama. Bateson writes that in school the word attention is corrupted:

Attention is transformed from openness and delight into life's first
exaction and tainted with boredom. Yet to compose lives of grace we
need to learn an artful and aesthetic pattern of attention to the
environment of those lives, attention that turns and turns again,
embracing nature in all its diversity and other persons with all their
potentials (p. 109-110).

Mapping my scope of attention has enabled me to consider details with a new sense

of wonder. Finding this balance between the detail and the overview, the pace of
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everyday classroom life and holding single moments for examination, has made me

realise the extent of internal and external competition for a teacher�s attention. It is

difficult to know where to focus attention, and which calls to answer. I have realised

that often in my scope of attention there are elements that are irrelevant to the drama

and to my role as teacher. The vignettes have been to me as freeze frames in a drama

class, the freeze holding a constructed moment that we as a group examine in more

detail from both aesthetic and narrative perspectives. They chart my journey through

each moment, and the model is developed from these vignettes.

Developing a Model

As seen in the vignettes, the concerns I have as a teacher reflecting-in-action are

broad. As a way of mapping the diversity of my concerns, I have developed a model

of the scope of my attention as I work. I have divided the model into four broad

categories of attention:

•  SELF (private/emotional; public/values);

•  EMPATHY (individual students; class relationships);

•  MANAGEMENT (atmosphere; needs of class);

•  ARTISTRY (teaching; process drama).

It is important to note that this model is based upon my analysis of the work in this

thesis, and will not necessarily apply to all teachers as they work. It is however useful

as a model to open dialogue about the range of concerns and the diversity of factors
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competing for attention in a teachers� reflection-in-action.

SELF

While these vignettes have deliberately been shaped around the teacher's reflection-

in-action, I have been surprised to what extent it is possible to follow many of my

classroom actions back to personal needs. I have, using the work of Grumet (1988)

and Brunner (1994), divided this into two categories�the private/emotional self and

the public/value-laden self. The definition of self here is that used by Brunner (1994)

where �personal meaning here suggests self with other, not self in isolation, and it

suggests a self that is continually made and changed and made again depending on

experiences with others� (p. 28). The extent to which this research has opened my self

to my own scrutiny has impressed upon me the need for teachers to develop

themselves in community, continually reassessing and remaking oneself in

communion with others.

The research work revealed that my personal needs and idiosyncrasies were a part of

my reflection-in-action, as is my belief system that I present as my public values.

While I was not always in control of my self in the teaching moments presented in

this thesis, I believe that understanding the power of self and recognising the role our

personal needs play in our teaching is vital. Eisner (1985) writes,

Unless the school can provide the necessary life-space for the teacher's
growth, the existence of optimal conditions for the educational growth
of students is not assured (p. 190).
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Caring for the self and the development of self is an important but often neglected

aspect of a teacher�s life. Teaching is often seen as a service profession (Grumet,

1988), and teachers� personal needs are often neglected in educational planning

(Eisner, 1985; hooks, 1994). A sense of self is important in all learning for both

students and teachers. Bateson (1994) reinforces this, writing that:

In all learning, one is changed, becoming someone slightly�or
profoundly�different; but learning is welcome when it affirms a
continuing sense of self. What is learned then becomes a part of that
system of self-definition that filters all future perceptions and
possibilities of learning. It is only from a sense of continuing truths
that we can draw the courage for change, even for the constant, day-to-
day changes of growth and ageing (p. 19).

The constant challenges of teaching require a strong sense of self to enable the teacher

to manage classroom challenges. My inadequacies in the classroom can tellingly be

traced to my history or personal needs. It is obvious that our private and emotional

selves influence our public actions. I have been surprised to the extent that my

personal idiosyncrasies can have major ramifications on my classroom actions. The

instances specifically outlined in the vignettes include:

•  History of working in boys� school creates the need for control and silence

(Chapter 5);

• History of recollections on Hiroshima Day lead to my reflective private moments

while on view in a public space (Chapter 6).

•   History of alienation from sports events leads to my negative response to the

sports announcement over the public address system (Chapter 7);

My fear of �losing control� of my classroom shapes my classroom practice, my
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personal fears of failure resulting in overcompensation where I am capable of

terrorising my students. My bias against sport leading to my frustration with the

announcement is an example of a teacher�s personal needs blocking classroom

practice. My introspection on Hiroshima Day shows the need for us to sometimes

recognise our private selves, even when under the public gaze. It stands to reason that

the better adjusted and more self-aware teachers are, the more their selves can be an

asset to their practice.

My personality is also defined during and through my presentation of self as teacher

and researcher. Britzman (1995) writes of the importance for young student teachers

to move through the process of defining themselves as teachers. She sees that life is a

series of changes and of movement between stages and always we redefine our selves

and our beliefs in terms of our new knowledge and new positions. This is at the heart

of the best education, where students are encouraged to quest for redefinition of self

and knowledge about the world. To facilitate this type of learning, the teacher herself

must be in a constant state of self-refinement and redefinition. Brunner (1994) writes

similarly:

For each of us operates out of a history and a world view and each of
us views schooling accordingly, but it may be the extent to which we
consider ourselves capable of repositioning, capable of dislocating
boundaries, and capable of negotiating meaning in any given situation
that may define our roles as teachers and learners (p. 55).

The empowerment of self-definition and self-knowledge enables us to be capable of

extensive repositioning. This cannot happen however without institutional support
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and researchers such as Eisner (1985) alert us to the reforms necessary for continuous

staff development to occur.

Teachers need to be given time and space to grow and develop, to understand and

extend themselves so that they can focus on extending the students rather than

focusing on feelings of being stifled or inadequate. Greene (1978) writes of the one-

dimensional lives that are lived by so many people:

So many of us today confine ourselves to right angles. We function in
the narrowest of specialities; we lead one-dimensional lives. We
accommodate ourselves so easily to the demands of the technological
society�to time schedules, charts, programs, techniques�that we lose
touch with our streams of consciousness, our inner time (p. 199).

Regaining our inner time can help us to move ourselves beyond narrow confines to

lives of multidimensional meaning.

EMPATHY

The need to create empathy and develop empathic relationships is an important focus

of my attention as I reflect-in-action. As discussed in Part One of this chapter, Arnold

(1991, 1993, 1998) has completed extensive work on empathy in drama classrooms.

My research supports her findings, but also leads me to draw links between classroom

empathy in relationships and the requirement for engagement as outlined by Warner

(1995).



Unravelling the Mystery Composing Lives of Grace

302

Warner�s (1995) study significantly built upon the earlier work of Morgan & Saxton

(1987). She took their outline for a �Taxonomy of Engagement� (in drama), and

extended it through comprehensive research considering when and how engagement

occurs for students as the drama begins. She concluded that,  �In order for a

meaningful dramatic experience to take place, it is necessary for teachers to be

perceptive about their students and to recognise the variety of levels of student

engagement that might be present in the classroom� (p. 219). Her research revealed

that different students engaged with dramatic action at different points in the drama.

Understanding when students had engaged with the drama is an important observation

skill based on empathic attunement with the class. In Chapter Seven my inattention to

the students� engagement with the dramatic processes (they were clearly still focusing

on congratulating their friends on selection as sports� captains) leads to inappropriate

timing of the drama and lack of engagement in the dramatic action. Warner argues

that �Teachers who can identify their students� personal engagement categories will

be better able to select strategies and techniques to generate a richer and more

significant dramatic experience� (p. 219). Noting engagement levels is an important

focus of reflection-in-action when establishing the drama.

An empathically attuned teacher can read the class level of engagement as they

reflect-in-action, using this as a way of planning and monitoring the progress of the

dramatic action. This study supports O'Neill and Lambert's (1982) assertion that to

provide opportunities for engagement the teacher needs to ask questions that �build
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belief, direct, control, arouse, probe, give choice and challenge the students� (p. 220).

Warner notes that, �By providing other means of access for students to communicate

their involvement, the teacher might be able to get glimpses of the extent of a

student�s mental and physical involvement in the drama� (p. 221). Teachers who

successfully monitor engagement levels as they reflect-in-action while establishing

the dramatic world often signal to the class that the drama is about to begin. Warner

notes that this can be through skilful questioning and a suggestion of verbal and

visual contexts.

In the opening of the Mystery Pictures drama in Chapter 5, my reflection-in-action

focuses on monitoring the students� engagement, using my understanding of their

engagement levels to time the shift into the dramatic world using these techniques.

Warner notes, � �Alternative� communication patterns were set up where the teacher

evoked responses from the students, rather than explicitly directing these responses�

(p. 191). As the teacher modified the classroom communication, �She was no longer

the instructor, she became the facilitator, a regulator to help students focus, define and

structure the framework of the drama� (p. 191). Warner notes that is the point where

engagement for the students and teacher begins. This concurs with Heathcote and

Bolton�s (1995) descriptions of classroom relationships in drama.

The empathic teacher works from the basis that �effective pedagogy is enhanced by a

context in which there is an engagement between thinking and feeling, at personal,
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interpersonal and intra-personal levels� (Arnold, 1998, p. 115). Empathy extends out

to the students from a strong sense of self. hooks (1994) emphasises that, "teachers

must be actively committed to a process of self-actualisation that promotes their own

well-being if they are to teach in a manner that empowers students� (p. 15). Because

teaching is so reliant upon personal relationships, self-knowledge and development

are important aspects of teacher�s lives. Hooks (1994) criticises �bourgeois

educational structures [that seem] to denigrate notions of wholeness and uphold the

idea of a mind/body split, one that promotes and supports compartmentalisation� (p.

16). She supports the fostering of relationships within the classroom as vital to

changing negative cultures. �In regards to pedagogical practices we must intervene to

alter the existing pedagogical structure and to teach students how to listen, how to

hear one another� (p. 150). Drama is often noted as encouraging empathic growth.

Making classroom relationships and the development of empathy a deliberate focus of

attention in reflection-in-action is important both to the development of class

environments and successful drama work.

MANAGEMENT

Classroom management, in terms of class control, creating specific atmosphere and

conditions necessary for dramatic action, and providing for the needs of the class

group; occupied a great deal of my attention as I reflected in action. 

As seen in Chapter Five, sometimes I am overly concerned with keeping the class �in
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control�, and this becomes the focus of my attention. I focus on behaviour and

misbehaviour rather than considering the development of the dramatic action. As

Heathcote & Bolton (1995) remind us, the use of teacher-in-role requires radically

altering the power relationships in the classroom. As mentioned earlier, shifting the

power relations in the classroom is difficult and the research revealed that I rarely do

this, despite my belief that I do. My feeling of needing to �be in control� as teacher

never totally leaves me. Richards (1996) illustrates the conflict between the tension of

empowering the students and the need to control (p. 56). She notes of her research:

The plot of this narrative reveals a teacher who supports her children
in their diverse learning interests and who attempts to genuinely
engage them in curricular conversations. But this is also the story of a
Teacher who silences Children by making them wait to speak until
they are acknowledged by an Adult (pp. 272-273).

This description applies to my practice�full of enthusiasm and empathy for the

students�full of critical pedagogy and believing in empowerment�it is I who find it

difficult to share my power. There is a great deal of tension in handing over power to

the students. I wonder how many teachers are inhibited from doing this by the

expectations within the school context. I wonder how many teachers are able to share

the power of the classroom space.

The tension between freedom and constraint in the classroom is described by O�Neill

(1991) as she compares the use of improvisation for classroom teachers and those in

the theatre who use it in training or rehearsal. She writes that teachers face the

problem of making the exploratory nature of dramatic work seem justifiable in a
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curriculum that is highly controlled and constrained.

The apparent freedom, spontaneity, creativity and child-centred
qualities of improvisation are what drama teachers value, but in an
educational setting there is a pressing need for activities to appear both
purposeful and educative (p. 97).

O�Neill reminds us of some of the tensions impacting upon teachers� use of process

drama. Needing to fit in with the educational expectations of settings can shape

teachers' practice. This research would suggest that, in my case, the need to have what

would be defined as class control and to be seen by others as valuable, shapes my

reflection-in-action as I maintain student/teacher relationships.

Changing classroom boundaries and encouraging excitement in learning seems

transgressive. hooks (1994) describes dynamic teaching methodologies such as

teacher-in-role as transgressing expected classroom rules (p. 7). Teaching process

drama, where one is constantly shifting with the class as the agenda for the class is

co-created in action, malleable to spontaneous shifts, with the teacher located

physically amidst the students for most of the lesson, even now stands as a

transgressive act. This research suggests that teacher-in-role requires much stronger

changes in power relationships than those I achieved.

O�Toole (1990) points to the necessity for teachers to create  an appropriate

atmosphere for engagement in drama, and this is largely through the way in which the

teacher manages the conditions and classroom spaces. This is an important stage of
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establishing the drama, connected to developing the class� engagement and creating

and entering the dramatic world. Creating the atmosphere develops readiness for the

drama. O�Toole (1990) points to the manipulative aspects of teacher-in-role, writing

that:

The use of teacher-in-role techniques have created a backlash among
some drama teachers, especially in Australia, who are concerned about
its manipulative qualities�the very source of its strength (Appendix,
p. 34).

Atmosphere creation is part of the performative act of teaching which serves �as a

catalyst that calls everyone to become more and more engaged, to become active

participants in learning� (hooks, 1994, p. 11). Attending to atmosphere through

reflection-in-action is important for the teacher of process drama. 

The teachers� reflection-in-action should be focused on classroom management,

however, rather than personal control. Doyle (1993) writes that drama can help to

break some of the barriers to transformative teaching and learning by opening fresh

ways of "going about" the process of schooling. He suggests that one way of doing

this is to help students to find their own voices, �encouraging teachers to trade in

voices of domination for voices of encouragement and empowerment� (p. 9). I now

deliberately direct my attention as I reflect-in-action towards encouraging my

students. My awareness of my tendency to dominate the classroom space now frames

my conception of how I operate in the classroom.
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ARTISTRY

Unfortunately, the vignette moments reveal that my mind is not always focused on the

artistry of the drama. However this research suggests that focusing on the artistry of

the process drama moment produces the best work. There are two aspects of artistry

that I include in this, the artistry of reflecting-in-action for the teacher and the artistry

of creating the process drama.

Eisner (1986) defines artistry in teaching in terms of reflection-in-action. He describes

the possibility for the teaching act to be, �performed with such skill and grace that, for

the student as well as for the teacher, the experience can be considered aesthetic� (p.

175-176). He describes the use teachers make of reflection-in-action, making

judgements based largely on qualities that unfold during the course of the action:

Qualitative forms of intelligence are used to select, control, and
organise classroom qualities, such as tempo, tone, climate, pace of
discussion, and forward movement. The teacher must "read" the
emerging qualities and respond with qualities appropriate to the ends
sought or the direction he or she wishes the students to take. In this
process, qualitative judgement is exercised in the interests of achieving
a qualitative end (p. 176).

Reading the emergent situation and making decisions based on this can be done with

a sense of artistry�Eisner reinforces the importance of teachers functioning

artistically. He sees that not only does this provide students with important sources of

artistic experience, but it also provides a climate that welcomes exploration and risk-

taking, cultivating the disposition to play. To be able to play with ideas is to feel free
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to throw them into new combinations, to experiment, and even to �fail�. It is to be

able to deliteralize perception so that fantasy, metaphor, and constructive foolishness

may emerge (Eisner, 1985, p. 183).  He notes that for a student to engage in this way,

teachers themselves need to �feel free to innovate, to explore, and to play� (p. 183).

Reflection-in-action with a sense of wonder and openness to innovation, exploration

and play enables the teacher to approach each moment open to what the class

presents.

The sense of exploration, risk-taking and play in process drama can open up new

patterns of knowing, and play itself becomes a source of invention and discovery.

Verriour (1989) notes that drama has the power to place children in a position to take

risks in their learning without �fear of penalty, to face and deal with human issues and

problems� (p. 285). This �no penalty� zone implies freedom to experiment and

discover. The artistry of the teacher however, is to shape the drama so that students

are dealing with issues and problems of significance, and to do this one must work

towards the artistry of theatre.

Grumet (1980) notes, �Theatre as a deliberate aesthetic enterprise, is the only mode of

theatre that contains form and confrontation and this may contribute to the

transformation of the culture of the school� (p. 63). Focusing on the forming of the

dramatic artwork is an important aspect of reflection-in-action for the drama teacher.
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Conclusions Of Part Three: What Is The Scope Of My Reflection-In-Action

When Working As The Teacher In Process Drama?

As described earlier, the model is based on the patterns of my reflection-in-action as

revealed through the research data and analysis. The model has implications for

teachers� focus of attention as they work:

SELF

• Personal needs play a role in my scope of attention as I reflect-in-action;

• Teachers� definition of self and self as teacher is important to practice;

• Teachers would benefit from being given time and institutional support for

professional development.

EMPATHY

• Developing empathic relations is a focus of my attention as I reflect-in-action;

• Teachers� empathy with students and ability to understand students� engagement

levels is important to process drama practice;

• Drama can encourage empathic growth (Arnold, 1998) and empathic relationships

can support the drama. If teachers make classroom relationships and the

development of empathy a deliberate focus of attention of reflection-in-action,

they may develop both the classroom environment and the drama work.
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MANAGEMENT

• Classroom management is a frequent focus of my attention as I reflect-in-action.

• To work as a teacher-in-role requires significant shifts in classroom management

(Heathcote & Bolton, 1995). Doing this requires overcoming traditional

classroom relationships and sharing the classroom space and power.

• Modifying language use and focusing attention towards encouraging and

empowering students can help teachers to alter traditional student/teacher power

relations.

• Creating appropriate atmosphere is critical to establishing the dramatic world

(O�Toole, 1990).

ARTISTRY

• My work often ignores artistry, however when my focus of attention as I reflect-

in-action is focused on artistry, the quality of the process drama work improves.

• The artistry of teaching is dependent upon the teacher�s reflection-in-action.

• It is important for teachers of process drama to focus their reflection-in-action on

the artistry of the drama.

O�Neill (1995) writes:
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Drama is an art form that generates and embodies significant meanings
and raises significant questions. Every dramatic act is an act of
discovery and our acknowledgement of our humanity and community,
first in the drama world and then in the real world (p. 152).

It would seem that all aspects of the model are necessary for the best process drama

practice. As stated in the introduction to this section, it is important to note that this

model is based upon my analysis of the work in this thesis, and will not necessarily

apply to all teachers as they work. However this model can begin dialogue about the

range of concerns and the diversity of factors competing for attention in a teachers�

reflection-in-action. It is hoped that it will form a starting point for new research on

this subject.
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PART FOUR: HOW MIGHT AN INCREASED UNDERSTANDING OF

REFLECTION-IN-ACTION BE USEFUL TO TEACHERS OF PROCESS

DRAMA?

Process drama relies upon the teacher�s reflection-in-action for its shape, continuity

and progress. By increasing their understanding of their reflection-in-action processes,

teachers can develop their process drama practice. O�Neill (1995) characterises

process drama as different from improvisation as it is �not limited to single, brief

exercises or scenes. Instead, it is built from a series of episodes or episodic units� (p.

xvi). She describes the form as having four distinctive features:

• Absence of script;

• Episodic structure;

• Integral audience;

• Extended time frame (p. xvii).

Each of these features of process drama requires the teacher to utilise reflection-in-

action for the drama�s success.

The use of episodic structure means that the process drama is complex. The class

and their teacher create the episodic units. This structuring implies:

a more complex relationship between parts of the work than the linear
connections of sequence or narrative, where the segments of the work
are strung together like beads on a chain rather than being part of a
web of meaning (O�Neill, 1995, p. xvi).

It is in the development of episodic structure that reflection-in-action is most vital, as

the teacher deliberately shapes the students� responses towards artistry and uses the
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playing out of the improvisations to create new episodes and spin the �web of

meaning� (p. xvi). The web is woven as the teacher draws from the dramatic

possibilities unfolding from the action before her. Even though the teacher may have

explored the topic and experimented with the form, it is only in the moment of the

playing out that the possibilities for further action are revealed. Reflection-in-action is

vital to the structuring of process drama and its pedagogical outcomes. It is through

reflection-in-action that the function of the teacher as playwright and participant is

realised.

The absence of a script requires the teacher to constantly reflect-in-action to move

the drama forward. The integral audience requires a similar level of attention from

reflection-in-action to monitor the complex relationships in the class work. Reflective

processes built into the dramatic structure encourage the students to reflect on the

action and extend their understanding of dramatic processes. Because the extended

timeframe means that the drama often carries over many lessons, as in the case of

Mystery Pictures, reflection-on-action between sessions can help the teacher to plan

the direction of the dramatic action. In the classroom, the reflection-in-action by the

teacher directs the playing out of that action. How the action is played out is not

predictable.

Understanding reflection-in-action can help process drama teachers and teacher-
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researchers to develop their practice, and understand how drama practice works,

through helping to dispel many of the myths surrounding process drama. Scheurer

(1995) outlined reasons why many teachers are afraid of using process drama, even

when they recognise its value in engaging students (p. 16). Scheurer noted that these

teachers:

• assumed that they did not have the talent, skills, or personal disposition to lead

and/or structure dramas in their classrooms successfully;

• thought they could not compare with talented or charismatic teachers in the field;

• believed that drama teachers are born rather than made (Wagner, 1979);

• were intimidated by the exchange of power or perceived loss of control that this

type of teaching demands (O'Neill, 1989);

• were overwhelmed by the idea of working in the medium of dramatics, fearing

that drama methods are too complex and /or demanding to be mastered (Wagner,

1979; Libman, 1996; Wetterstrand, 1995); (Notes from Scheurer, 1995, pp. 16-

17).

In many ways the literature of our field reinforces teachers� fears, exemplifying

extraordinary lessons and teachers, the concept of "master teachers" and magical

transformative experiences on the part of both teachers and learners. I hope that an

increased understanding of reflection-in-action may help to dispel some of these fears.

Working day to day as a classroom teacher, surviving the rosters, roles and rigours of
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the classroom, it is often difficult to believe that positive experiences using process

drama are possible in one�s own class. It is hoped that this study of reflection-in-

action can enable teachers to understand what to notice and think about as they

engage with students in teaching process drama.

This study shows that drama teachers are made in action, as the moments where my

reflection-in-action is successfully guiding my teaching, the work is good, whereas in

other moments of my practice when I do not have the same level of attention to the

task at hand and the work suffers. Researching my work over the year and examining

my patterns of reflection-in-action has enabled me to see that the moments when my

work is most successful are those when I am fully focused on achieving artistry in the

drama and working to extend the class experience through the action. These moments

are dependent upon my knowledge of and empathy towards the class, not on innate

ability.

Conducting studies based on an analysis of reflection-in-action can help teachers to

know what is important within their own classrooms. It gives the individual an

awareness of the complexity of each moment of their practice and reveals the

extraordinary way teachers deal with many things simultaneously. Schön (1983) notes

the importance of examining practice to change reflection-in-action. He argues that

patterns of reflection-in-action can be changed:

�through the practitioner�s reflection on the events of his [sic]
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practice. The study of these sorts of reflection is crucial both to
professional development and to the epistemology of practice (p. 275).

Understanding how one�s reflection-in-action operates in process drama can both

develop the individual practitioner and help to further define and develop the

methodology. Doyle (1993) describes that, �Teachers should treat themselves as

unfinished and not limit themselves to simply working on students� (p. 12). He links

drama practice to critical pedagogy through the process of reflection and sees that

critical pedagogy would be extended by �working out a perspective that is both

critical in thought and emancipatory in action� (p. 74). He considers the practice of

Gavin Bolton. Bolton works constantly towards encouraging and legitimising serious

reflection within the drama. Doyle writes that this enables students to examine and

build on their own knowledge, experiences, and cultural capital. �The opportunity for

empowered reflection is essential for a critical drama pedagogy� (p. 75).

Opportunities for empowered reflection are also essential for teachers to develop their

own drama practice and understanding of how they reflect-in-action.
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Conclusions Part Four: How Might An Increased Understanding Of Reflection-

In-Action Be Useful To Teachers Of Process Drama?

The four distinctive aspects of process drama as outlined by O�Neill (1995), all rely to

some extent on the use of reflective practice by the teacher for their success:

• Absence of script: teacher reflects-in-action to forward the drama;

• Episodic structure: teacher reflects-in-action as playwright and participant;

• Integral audience: teacher reflects-in-action monitoring class relationships and

participation;

• Extended time frame: teacher reflects-on-action between sessions to prepare for

future episodes.

An increased understanding of how reflection-in-action works in teaching process

drama is beneficial to help teachers understand and improve their own teaching style.

With more research into this aspect of teaching practice, research undertaken by

individuals can help practitioners understand their own patterns of reflection-in-

action.

Examining their own processes of reflection-in-action can enable drama teachers to

develop their understanding of relationships between the instantaneous aspects of the

form and their thinking as they teach. Breaking down the tacit knowledge inherent in

process drama teaching through studying reflection-in-action in process drama can

help to dispel myths regarding the teaching and structuring of process drama work. In

addition, an increased understanding of reflection-in-action might be useful to
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teachers of other subjects, both pre-service and in-service teachers, to help create

models of how to frame oneself in the professional act of teaching. Reflective practice

can help individuals to identify strengths and weaknesses in their teaching, helping to

make them more aware of what is important to their own practice.

PART FIVE: SUGGESTIONS FOR FURTHER RESEARCH AND

CONCLUSIONS

Interrupting Patterns

This research has challenged my conception of self as a teacher. Examining my

practice in such detail has made me realise that my actions in the classroom are not

always consistent with my pedagogical beliefs. Reflective practice challenges me to

ensure that my classroom practice does not remain stagnant. Brunner (1994) describes

her experience of reflective practice, concluding that:

our notions of theory, research, and practice are all problematic, and all
in need of continual (re) examination. In other words, (re) examination
or examining again and examining again and again in an ongoing
process is one that, by virtue of its existence, may create an
interruption (p. 38).

Reflective practice has led me to interrupt some of my patterns of behaviour,

particularly actions that are inconsistent with my beliefs. The value of this as a

practitioner cannot be underestimated. I see my practice as continually evolving and I

will continually research and re-examine my work in order to improve.

In addition to providing an interruption to my work and a challenge to re-think my
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practice, the research opens new questions and possibilities for further inquiry. I will

now consider each of the research questions in turn, suggesting further research

stemming from each of them.

How might reflective practice inform my teaching?

This research suggests that school culture can influence individual practice. Specific

research questions emerging from this are:

• How might the demands and expectations of the institutions teachers serve shape

their teaching style?

• How might a teachers� practice change with experience?

• What influences impact upon the development of a teacher�s practice?

I noted that my teaching practice changes and develops as I learn from my mistakes. It

would be interesting to conduct a longitudinal study researching the way in which an

individual�s practice evolves over time. Such a study could track a group of pre-

service teachers until they are more experienced and examine how their attitudes and

ability to engage in reflective practice changes, in addition to a consideration of how

their teaching practice is shaped by the institution in which they work. A series of

reflective practice case studies would be useful to chart the ways that the use of

reflective practice impacts upon various practitioners.
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My research has revealed that my emotional state influences my classroom practice

significantly. It would be valuable to assemble reflective practice research from a

range of individuals to see how emotional patterns for teachers may play out in

classroom life. I also found that my values and attitudes tended to dominate the

classroom discourse. This suggests research using critical pedagogy to examine:

• To what extent do the teacher�s values dominate the classroom discourse?

• How can a teacher relinquish power to students using artistry as management?

Using reflective practice formally as a research method has greatly increased my

awareness of my class room actions and behaviour generally. As Kinchenloe (1993)

stated, teacher research is an effective way of creating change in teaching behaviour�

my commitment to reflective practice will continue throughout my professional life.

How can I as a researcher describe and document my reflection-in-action when

working as a teacher in process drama?

Designing the research also led me to some experimentation with computer

technology as a way of categorising and sorting my data. While my methods were

suitable to my purposes, new versions of programs such as NUD*IST may be

appropriate to assist with reflective practice research. It would be valuable to explore

this further. I also suggested earlier that the use of an email list could be a good way

of collecting student feedback on sessions as well as their journal responses. The

Drama Department at Griffith University has developed an excellent piece of
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software for course evaluation. This software enables students and lecturers to

constantly give feedback to each other regarding developments in the work. It has a

great potential to be used for data collection purposes in addition to as an evaluation

tool. The use of such software for data collection, organisation and feedback could be

a valuable tool in future reflective practice drama research.

What is the scope of my reflection-in-action when working as the teacher in

process drama?

The model I have developed maps the scope of my reflection-in-action when working

as the teacher in process drama. This model is based solely on my own work. The

model could be generalised with further research into the work of other teachers.

Grumet (1990a) writes:

The assertion of an individual history and passion is necessary if
instruction is once again to be a valid sharing of a meaningful world.
Reflection is necessary if that vision is to acknowledge its own
partiality and assume the irony that challenges its own dogma and
invites another view (p. 282).

The dogma of my work needs to be challenged by other views and other attempts to

describe the process of reflection-in-action. It would be valuable to collect numerous

case studies of reflection-in-action by drama teachers (using process drama and other

styles of drama teaching) as well as researching teachers of different subject areas.

The following questions can be used to test the model more thoroughly:

• Do these categories apply to other process drama teachers?



Unravelling the Mystery Composing Lives of Grace

323

• Can these categories be applied to other subjects?

• Does the model work more broadly?

Further case studies could be used to support or discredit this model.

I am also interested to research if my teaching style changes after this research:

• Do I change my style of reflection-in-action to focus more closely on the drama?

• Do my classroom actions more closely match my educational beliefs?

• What is the relationship between empathy and reflection-in-action?

How might an increased understanding of reflection-in-action be useful to

teachers of process drama?

Eisner (1985) writes that, �The qualitative description allows the reader to envision

and experience what he or she has not experienced directly� (p. 238). It is hoped that

through the vicarious experience of my reflection-in-action, you are led to question

your own practice, examining your reflection-in-action as you work. I also hope that

more teachers who use process drama will endeavour to understand reflection-in-

action.

Further studies of reflection-in-action could be used to build up understanding

of how reflection-in-action can be utilized effectively in process drama. I

would anticipate that there are specific areas where more successful
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practitioners focus their attention as they work. It would be valuable to

conduct studies of excellent work, documenting and analysing how master-

teachers reflect-in-action. The style of Scheurer�s (1998) work with O�Neill,

where she documented O�Neill�s preparation process and then the drama

work, would be most appropriate for this research. The elucidation of

reflection-in-action through this style of study can help to unravel the mystery

of how a teacher thinks as they use process drama effectively.

Conclusion: Unravelling the Mystery

This study considers successful and unsuccessful moments of process drama work. It

reinforces that students are forgiving�we are none of us judged solely on one

moment. It reveals the complexity of each moment of practice and the many things

that teachers must simultaneously deal with in the classroom. The research experience

has reinforced my belief that teachers must be self-conscious in their work and open

to change. It has illustrated that my classroom actions do not always follow my

beliefs.

Intelligent reflection-in-action is necessary to achieve excellence in process drama

work. Because process drama is created in-action, reflection-in-action determines the

shape of the work. This study shows that when the teacher�s focus of attention is on

creating artistry in the drama, the work is more successful. Process drama requires a

style of classroom management where the class is operating from within the dramatic
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world.  O�Neill (1995) writes:

If drama is a mirror, its purpose is not merely to provide a flattering
reflection that confirms our existing understanding. It must be used as
mirrors often are, as a means of seeing ourselves more clearly and
allowing us to begin to correct whatever is amiss. It is not merely an
instrument of reference, but also a place of disclosure (p. 152).

Reflective practice also leads to self-disclosure and self-knowledge. It provides a way

for us to see our practice in a different light, enabling us to examine and correct

whatever is amiss.

I cannot turn back from the self-consciousness and awareness learned through this

research process. As I embark on new teaching I am self-aware in my work. In my

new role as an aid volunteer in a developing country, I am aware of the power

relationships between my institution, my students and myself. As I stand as a woman,

I am ever aware of the lack of power women have in this culture and self-conscious of

my whiteness and the sense of separation that that can cause. I am aware that many of

the frames of reference I have used successfully in previous process drama work no

longer hold with my new students, and self-conscious of the power my voice holds in

the classroom.

The classroom situation is as complex as when I first watched Monica teach. With

time, practise and reflection, I have become more skilled in my teaching, but yet there

is always more to learn and understand. I am still unravelling the mystery.
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