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The reflective report: How to plan 
and structure the written work 
Mat Walters 
A level – AQA Component 3

Introduction
The aim of this scheme of work is to provide teachers with a guide to how to: 

 f Create a plan over two years to deal with the written coursework demands of 
Component 3

 f Structure the reflective report
 f Link the theory and techniques of the chosen practitioner with the plays and 
extracts chosen

 f Build in consistent evaluation terms into sections examining rehearsal and 
more sustained workshop performance moments. This is really useful planning 
that can also be used in Section C: Live Theatre Productions.

What is the reflective report? This is the written document, marked by the visiting 
AQA examiner for Component 3: Making Theatre. In it, students are required 
to analyse and evaluate the methods they used to bring the three extracts they 
have researched, rehearsed and brought to some form of workshop performance 
for the first two, and a full assessed performance for extract 3. AQA state that 
extracts 1 and 2 do not require an approach to theatrical realisation that reflects 
the influence of a practitioner, but this seems like a missed opportunity for two 
dry runs before the final assessment of extract 3 by a visiting examiner. My 
students use Artaud for all three extracts and build up their expertise regarding 
demonstrating his influence as they work over the two years. They do Berkoff as 
practitioner 2 for Component 2 as there are clear links between them that can be 
explored, as well as significant differences, which definitely helps them to refine 
their own work. 

The reflective report expects students to discuss the opportunities and 
challenges offered by each extract. They must show understanding of the 
genre and style of each play, the context of each chosen extract, the playwright 
intention and their own theatrical aims. They must also consider why their 
chosen plays and extracts are appropriate for an approach influenced by 
their chosen practitioner. This means that subject matter becomes a central 
consideration for an Artaudian approach. It also means that students are going 
to need to do some good old fashioned research and, if you can afford it, get a 
workshop in early in that research to give them some ideas about exactly how 
they can put the rehearsal techniques (and these are vital for the reflective report) 
into actual, purposeful practice.

Students need to consider the reflective report as their own theatrical memoirs. 
It is a document where they detail their success in bringing their practitioner-
influenced realisation of a chunk of a play to life. They are essentially a theatre 
company trying out the ideas of a famous theatre individual or group, and saying 
what methods they used, why they used them and how successful they were in 
their execution. It is, essentially, like a live theatre productions essay, but instead 
of discussing what they saw and why it was successful, they are describing 
what they, individually, did and what was successful for about 80 per cent, and 
what they did as a group for about 20 per cent. It is mostly about their own skill 
development.

Mat Walters is head of drama and 
theatre studies at Guernsey Grammar 
School. He has been a senior member of 
the AQA drama examining team and has 
taught drama at all levels for 23 years.
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Top tips on planning the timing 
of the reflective report
1) Autumn term Year 1: Extract 1

Start the first term splitting the lessons equally between studying the 
practitioner and working on the first set text. Spend the first half term 
teaching the theory and practice of practitioner number 1 and use short 
extracts with which to practise techniques. With Artaud, we start with a short 
devised piece creating a dreamlike, surreal atmosphere with no dialogue, 
then use a very short poem or extract from a play that has a clear symbolic 
element and non-naturalistic dialogue (something that has a definite 
rhyme or rhythm works well) and then, after a half term of mastering key 
practitioner rehearsal and performance techniques, extract 1 is attempted 
with a workshop-style performance just before Christmas. During this term, 
students also create the reflective report notes they will need for section 1 and 
two for extract 1.

2) Spring term Year 1: Extract 2
During the spring term, develop the students’ further understanding of the 
practitioner; they don’t need to be experts on the practitioner to workshop 
extract 1 successfully. Indeed, having a smaller list of techniques to include 
in their first attempt at an extract can be beneficial and you can reflect the 
number of skills successfully attempted in your marking and/or feedback. 
But extract 2 should be the culmination of their practitioner knowledge and 
that should be put into practice in rehearsal and a workshop performance, 
preferably to an audience. By the end of the Spring term, extract 2 should 
have been successfully rehearsed and performed to reflect the demands of 
the practitioner. This is the practice run for their Component 3 practical exam 
and a useful marker when it comes down to predicted grades and progress. 
During this period the notes needed for the reflective report extract 2 Section 
1 and 2 are created and checked. The notes for extract 1 can also be checked 
and refined. This means that almost two-thirds of the reflective report is 
completed by this stage, at least in draft form. 

3) End of November Year 2 to March Year 2.
Rehearsal and fully realised performance of extract 3 to reflect the chosen 
practitioner. Section 1 and 2 of the reflective report for extract 3 are drafted 
and checked. One week before the final exam performance of extract 3, 
reflective reports are completed and handed in.

Do not leave the reflective report to the last minute. As each extract is 
completed, get the students to write it up, hand it in and check it through.

So, what exactly should your students be writing about?
The mark scheme for the reflective report states that, for a top band 5 grade, 

students should be analysing, evaluating and referring in precise detail to their 
theatrical realisation of all three extracts. It should also be structured fluently, 
and my students understand that this means that their report needs to show 
an awareness of the theatrical process and use of key theatrical terminology. 
It should also be clearly and neatly presented. They also need to show an 
understanding of the contrasts between each extract and how challenges are 
overcome and opportunities embraced. They should also reveal expert knowledge, 
in at least their approach to extract 3, of their chosen practitioner and must use 
appropriate terminology associated with their theory: this is where research 
lessons will come in.

Section 1 of the reflective report: 
the challenges and opportunities 
offered by each chosen extract
Research and understanding of the play, extract and practitioner; for this section, 
students should research the following in detail:

Knowledge of the plays chosen: What do they need to know about the play, 
the playwright intention and how the play (if a practitioner has been chosen 
as an influence at this stage) fits in with the practitioner’s influence? So, 
start with some research on the following. This works well as a first series of 
homework tasks.
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1) Who wrote the play and when?
2) Was the play part of a specific theatrical movement or style? If so, how 

does it reflect that? For example, 4.48 Psychosis and the ‘In Yer Face’ theatre 
movement of the 1990s.

3) What was the initial critical reception? Why? Has that now changed?
4) What themes or meaning/messages are in the play? What is the playwright 

trying to convey?
5) What is the genre? Is there more than one?
6) What is the style of the dialogue? Is that style appropriate for an approach by 

the chosen practitioner? This is vital as the practitioner’s influence cannot be 
simply grafted on.

7) What is the context of the chosen extract from the play? What is the 
importance of that first line?

8) What are the group’s aims for the extract (in keeping with the plot and 
playwright intention)? Component 3 practical work is marked on contribution 
to the performance of the play and application of the practitioner’s 
techniques. This is where their ‘theatrical realisation’ comes in.

9) How does the play clearly reflect the interests and passions of the 
practitioner? (E.g. for Artaud: Is the subject material shocking and taboo 
breaking? Is the dialogue open to a physical theatre approach? What 
opportunities are there for highlighting key themes and ideas with symbolic 
usage of sound and lighting? Does it, or can it, contain screaming?)

10) What are the theatrical aims of the chosen practitioner?
11) What did they build on or rebel against in the theatre of their time? What was 

their theatrical context?
12) What specific rehearsal techniques did they develop and use? Why? Did these 

change over time? Why?
13) What specific performance techniques did they expect actors to demonstrate? 

What were their key productions? Grotowski’s work is now much more widely 
available. Key works in the practitioner canon, written or performed? Live/
DVD performances of their work in action? How can they use examples from 
these to influence their own theatrical realisation of their extracts?

14) What is the practitioner’s contribution to the development of modern theatre? 
Where can their influence be seen now? For example, Artaud’s contribution 
to avant garde/experimental theatre, physical theatre and the development of 
modern lighting use, strobes and projections.

15) What challenges and opportunities are presented by each play and extract in 
regard to the intended approach taken by the student?

Once completed, this section can be presented using the following structure:

Section 1: Opportunities and challenges presented by each extract
a) General justification of why each extract is appropriate for an approach 

influenced by the specific practitioner chosen. Reference to specific 
practitioner techniques that can be used and subject material/themes of 
each chosen play that relates to the demands of the practitioner (challenging, 
taboo-breaking material and ‘universal truths’ for Artaud, complex, emotional 
and naturalistic characters for Stanislavski, political and social commentary 
for Brecht, etc.).

b) First extract specifics: genre, style, playwright intention and theatrical 
interpretation comments. Identification of specific extract to be used and 
intended, justified theatrical interpretation. Challenges and opportunities 
presented by the play and the extract (it’s worth encouraging students to 
use these actual terms for the specification). Methods to overcome those 
challenges/embrace opportunities to be attempted.

c) Second extract: as above, but firstly identifying the contrasts with extract 1.
d) Third extract: Identified as the extract to be presented for the final 

assessment and then as above, including clear contrasts with the other two.
e) Students should build into Section 1 detailed knowledge of the aims and 

techniques of the chosen practitioner. If word count becomes a problem, key 
techniques can be bullet pointed. They should demonstrate expert knowledge 
of the chosen practitioner and the key aspects of their work.

Students can certainly break this down in separate sections for each chosen 
extract, or complete this first section as one whole reflection on challenges and 
opportunities, commenting on and contrasting each extract together in one whole 
paragraph. Students should be aiming for 1000 words for this first section.

Ask students to complete a rough draft of this section. I would recommend 
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taking it in for checking while rehearsals are under way for each extract to check 
development, subject-specific terminology use and, if relevant to extract 1 and 2, 
but certainly for extract 3, links between them and the chosen practitioner. 
Constantly remind them of those links during rehearsals.

Section 2: Analysis and evaluation
In Section 2 of the reflective report, students need to discuss their theatrical 
interpretation and the processes they used to achieve it. While there is no 
requirement for students to discuss final performances, the sense of a workshop 
approach to each extract needs to be conveyed, so it is wise to consider in this 
section key rehearsal moments and a clear sense of their development, progress 
and refinement. Students need to demonstrate an understanding of their 
own skill development in the context of the extract and, for at least extract 3, 
the influence of their chosen practitioner during rehearsal and development. 
This means comments and evaluation of rehearsal and ‘runs’ of significant 
moments from the pieces. Comments should, in the majority, be about individual 
contributions and development.

Again this section can be a holistic overview of their approach to each extract 
and their theatrical realisation, or they can take each extract in turn. For Artaud 
influenced extracts, my students are expected to consider a successful moment of 
rehearsal from extract 1 first and then analyse and evaluate the rehearsal process 
used. Evaluation here becomes very similar to the kind of evaluative terms used 
in Section C of the final written paper.

 f Start by identifying the context of the chosen moment of rehearsal; where 
exactly in the scripted extract did it take place. The understood playwright aim 
for this moment can also be discussed and the group’s theatrical aims for the 
moment should be made clear. This can be the intended effects for, or response 
from, the audience, but, for an extract with a practitioner influence, this is a 
moment where the aims should definitely reflect that influence. So, for Artaud-
influenced pieces, this should be a moment that shocks and disturbs the 
audience into a ‘primal, intuitive response’. For Stanislavski-influenced pieces, 
it could be the development of a character through the use of the System’s key 
rehearsal techniques (starting with circles of attention, etc.) or for a company 
like Frantic Assembly, it could be finding a piece of music and development 
starting movements inspired by the rhythm and pace of the track.

 f Students need to show that they are discussing rehearsal and not performance 
here, so the use of terms like ‘experimented with’ and/or ‘improvised’ are 
advisable. They must show understanding of key rehearsal techniques 
associated with their chosen practitioner (if relevant to extract 1 and 2), 
experimentation with and analysis of the rehearsal process, and then an 
evaluation of their success.

 f For Artaud, my students are expected to experiment in rehearsal with a range 
of the following in order to show an understanding of Artaud’s belief that ‘an 
actor is like a physical athlete; an athlete of the heart’ and how his specific 
rehearsal techniques can be used to develop and refine their work. With 
Artaud, rehearsal techniques can also be used as ideas for performance, but all 
of them must be directly related in comments to how they helped the students 
achieve their theatrical interpretation. They must be used to make meaning 
from the script.

For example, key Artaud rehearsal techniques to experiment with would be:
The actor

 f Body as a sign/hieroglyph and not as a psychologised character
 f The body and movement as tools to communicate feelings/thoughts/
ideas directly – so, not experiencing an emotion as a character, but actually 
embodying it.

 f Breathing exercises: timed breathing, circular nose breathing
 f Stretches: Full body stretches, push and pull exercises to develop strength but 
also to demonstrate relationships and power dynamics/status onstage through 
more symbolic, physical methods. Thigh and knee boxing to develop physical 
skills but also to communicate ‘war with your own nature’

 f Walking: Balancing the space. The idea of a magnet in the centre of the space 
drawing everyone towards it (‘we are not free and the sky can still fall on our 
heads’), moving in a way that shows sharp edges and harsh, sudden turns, 
fluid lines, moving only across the stage at right angles, knees bent, hands on 
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hips, holding toes, wide exaggerated eyes and extreme facial expressions to 
embody emotion. These rehearsal techniques are directly inspired by Artaud’s 
experience of Balinese Dance.

 f Minimum surface contact with the stage and/or rolling point of contact. Artaud 
believed that rolling on the floor at the start of a rehearsal gave the actors a 
freedom and a desire to experiment with levels and transitions. It was also a 
cathartic experience.

 f Heightened emotions through experimenting with physicality and developing 
control over different areas of the body: the ‘crying foot,’ ‘grieving hand,’ 
‘laughing with your elbow’ and ‘kissing with your whole body’. 

The actor’s emotional state onstage
 f Avoidance in rehearsal of miming or physically translating a word, but instead 
allowing the body to become a symbol and embody that state – you are not 
isolated, you are isolation itself

 f Physical methods of embodying key universal truths such as isolation, disease, 
cruelty, assimilation, revolt, disgust, renewal, humiliation and tension. The 
ability, as a group, to represent symbolically a ‘void.’ These were all central 
ideas during rehearsal work for 4.48 Psychosis, The Trial, The Investigation and 
pool. no water.

Experimentation with voice and the addition of sound effects, live and 
recorded

 f Breaking old habits and finding new types of sound
 f Vocal warm-up – passing sound around the circle, keeping it initially exact and 
then experimenting with volume, rhythm and pitch, but for a reason directly 
related to the demands of the extract being rehearsed.

 f Lie on back – circular breathing, resonators – opening jaw, relaxing mouth and 
creating sound – making a continuous sound.

 f Use of the voice to: make a hole in the wall, overturn a chair, put out a candle, 
caress someone, wrap up an object, use it as an axe and a hammer, cut up a 
piece of paper and crush an object from above or blast it from below.

 f Create sound effects vocally: dripping water, humming of a motor, crackle of 
flames

 f Use of dialogue – not focusing on sense at all, but creating interesting sound 
patterns – repetition, elongation, shortening of sounds, gaps and silence, as 
well as noise, different qualities of sound, discordant harmonies, beautiful 
chanting.

 f Exercises combining amplified sound and vocal effects. The use of microphones 
or echo effects. The panning of voices around the stage through amplification 
to build a sense of disorientation and unpredictability for the audience.

 f Dialogue delivery as highly dramatic and having a varied theatricality, instead 
of becoming just a recital of information and feelings. To give words a symbolic 
power that relates directly to the meaning of the play.

 f Vocal experimentation: dialogue is intoned, shouted, whispered, wheezed, 
howled and groaned, sometimes in direct contradiction to the actual meanings 
of the words and sentences.

 f Experimentation with sounds and delivery to emphasise sudden changes in 
volume, explosiveness, sensual qualities and methods of creating atmosphere.

 f Experimentation with the combination of sound effects of recorded footsteps, 
synchronised stamping, stormy winds and waves, the ticking of a metronome 
or a clock and how they can be synchronised with movement onstage to 
create a clear sense of rhythm and also a lack of individual control. Changes to 
them and their impact on the movement onstage, and also on the delivery of 
dialogue, use of transitions and interaction with the spectators. The idea that 
repeated sounds have a hypnotic effect.

 f Combination of vocal and recorded sounds music, silence, light, colour, 
movement and gesture.

Overall aims
To create an immersive, dangerous, sensory theatrical experience, which assaults, 
confronts and swamps the audience, leaving them exhausted, shocked, disturbed 
but also changed. How does this aim link to the chosen plays and their subject 
material? If it is not clear, is your practitioner appropriate for your extract?
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Section 2, part 2
Analysis and evaluation of a polished moment of workshop performance
This is not an evaluation of the final presentation but a discussion of a moment 
that is almost performance ready, so students do not need to refer to the final 
piece and can still reflect on feedback and how to use it for refinement. This 
section again should be, in the vast majority, analysis and evaluation of their own 
individual contribution and skill development, but the contribution of other group 
members should be considered. My students are encouraged to state the other 
group members by name, rather than referring to ‘what we did’.

This section should again be structured using:
a) State the context of the chosen ‘polished’ moment.
b) The theatrical aim of the group for this moment and how it links to the 

playwright intention and makes meaning for the audience. Key challenges 
and opportunities offered by the sequence.

c) The specific vocal and physical techniques used in performance to bring the 
sequence to life. Use of subject-specific terminology. Use of space and stage 
position. Use of transitions between scenes? Addition and impact of technical 
and design elements. Audience position for Artaud-influenced pieces.

d) Key quotes from the section and the skills used to deliver them.
e) The use of, if relevant, and certainly for the consideration of extract 3, specific 

performance techniques associated with their chosen practitioner.
f) Feedback given on their ‘run’. Specific examples of advice stated.
g) Reflection on that feedback.
h) How the performance was adapted and refined in light of the feedback 

offered.
i) Evaluation of the changes, in light of the intended theatrical realisation, and 

link to the aims of the play. How do they know it is ‘better’?

For Section 2, students need to complete a rehearsal moment analysis and 
evaluation for each extract chosen and also one moment for a ‘run’ section as 
well. Word count permitting, it is advisable to include two ‘polished run’ moments 
of evaluation for extract 3 as this is the one seen by the visiting examiner 
and therefore requires further attention. This leads to a second section of 
approximately 2000 words and around 3000 words for the reflective report in total.
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