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Profile Form 1           

Name: Alison Darke 

 

 
Areas of activity and learning outcomes for Unit 1 0 1 2 3 4 

 
Please think about these areas of activity: 

 

1. Design and planning of learning activities and/or 

programmes of study 

2. Teaching and/or supporting student learning 

3. Assessment and giving feedback to learners 

4. Developing effective environments and student support and 

guidance 

 

Using the Key below, place a tick in one of the columns 
on the right to indicate where you see yourself in relation 
to the activities.  

 

Now have a look at the intended learning outcomes for 
the first unit of the course and tick the appropriate column 
in the same way: 

 

1. Critically analyse and evaluate your own practice in 

relation to contemporary pedagogical theory 

2. Apply theoretical principles to the development of course 

design, project planning and assessment 

3. Reflect on your practice to identify scope for enhancement 
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    * 

 

 

Key 

0 I have not really considered how to do this; nor do I have any direct experience to reflect upon. I can thus 

produce no evidence of engaging in the activity/achieving the required learning outcome. 

1 I have started to think about this; I have only limited experience to draw upon. However, I can produce little or no evidence 

to demonstrate that I have engaged in the activity/achieved the required learning outcome. 

2 I have thought about this; I have had experience of doing it. However, I can produce little or no evidence to demonstrate 

that I have engaged in the activity/achieved the required learning outcome. 

3 I have thought carefully about this; I have had experience of doing it. I can produce evidence that demonstrates 

that I have engaged in the activity/achieved the required learning outcome. 

8 I have thought carefully about this; I have various experiences of doing it. I can produce substantial evidence 

that demonstrates that I have engaged in the activity/achieved the required learning outcome. 

 

  

Once you have completed this Profile Form, you should write a short Supporting Statement 

(1000-1500 words) explaining why you have positioned yourself as you have and describing 

how you see your current context and yourself as a supporter of learning. Please post this on 

the Blackboard site, following the attached instructions, before the first meeting of the course.  



ALISON DARKE 
PROFILE STATEMENT 1: 
 
To introduce myself I shall give a brief summary of my professional practice in 
teaching. I am an Associate Lecturer in Design for Performance at Wimbledon 
School of Art (WSA).  I started teaching in 2000 inheriting an eight week 
costume design and realisation project from a retiring tutor. My responsibilities 
at Wimbledon expanded in 2005 to become the 3rd year co-ordinator. This 
involves preparing the students for their individual programmes of study, 
organising tutor groups and assessments and tutoring my own group of 
students through their final year. I am also one of their internal examiners. I 
have taught across the Theatre BA disciplines at London College of Fashion 
and tutored MA Costume Design students. At Mountview Theatre Academy I 
was a part time design tutor from 2004 – 5. I also began teaching this term on 
the WSA Foundation Course. 
 
In completing the Profile Form 1, I recognise that although I carefully consider 
and have some experience and evidence of engaging in the design and 
planning of learning activities, teaching, assessment and development of 
effective environments, I have never formally reflected on my professional 
practise in relation to contemporary pedagogical theory. It has therefore been 
interesting to question from what perspective I do reflect and evaluate my 
practice and the limitations of this view. My own education and work as a 
Designer for Performance have been the major source of materiel and 
method. I studied at WSA and at post graduate level at the Slade School of 
Fine Art, both very different but positive experiences. My subsequent career 
has been varied. I have worked as an illustrator, animatronic puppet designer 
for film and TV, and theatre designer. Comparing these working 
environments, from the solitary nature of illustration to working within a large 
team for film and collaborating on theatre productions have helped me 
appreciate different approaches and needs of creative activity. I have also 
observed how contrasting hierarchical structures, modes of communication 
and personality can encourage or inhibit. As theatre design is inherently a 
collaborative Art form my involvement has been invaluable to the teaching 
process itself.  
 
I had worked with young adults at the National Youth Music Theatre but the 
costume design project at WSA was my first experience within higher 
education. My engagement with and evidence of planning is limited to 
individual projects and I have yet to engage with planning programmes of 
study. Initially I followed the structure of the costume project as it had always 
been taught. As the aims of the unit have been developed and clarified so has 
my awareness of this costume projects’ context within the course and the 
students emerging professional practise. Fundamentally the aims have not 
changed but I have adapted the structure and delivery. For the majority of 
students it is their first engagement with script and character analysis, 
research and the development of design ideas that come from these activities 
and can be a confusing process. I have found it helpful to create a structure 
with this in mind having tutorials at strategic points to assist in their 
organisation and time management skills. The project can be divided into 



achievable tasks reflecting professional practise when meetings with a 
director might happen at comparative points.  
 
Within this framework I have introduced group tutorials. I have seen it can be 
intimidating to share first impressions and design ideas but it is a vital part of 
the learning. I hold these sessions in a separate room to ensure focus and 
create a ‘safe space.’ I encourage the students to reflect and give feedback to 
each other as without doubt they, and I learn most from engaging in these 
discussions. This practise continues with group presentations at assessment 
points throughout the course and future collaborative projects. Alongside this I 
hold individual tutorials in the studio. In viewing their whole process, 
especially work that they may feel is unworthy of display but shows their 
creativity uncensored, I learn how each student is engaging with their work.  
 
At London College of Fashion the design projects’ aims are similar but run in 
parallel with other work. Tutorial time is shorter but continues for more weeks. 
Again I follow a given project brief but plan the structure, content and delivery 
in the allocated time. I have also run a project for students across the theatre 
departments of costume design, technical arts, and make-up design to 
collaborate on a concept for an opera. Using my knowledge of professional 
practise I planned the work balancing the need for collaboration and subject 
specific design processes.  
 
Three years ago I was invited to participate in an intensive 2 week workshop 
organised by Theatre de Complicité called the ‘Laboratoire d’Etude de 
Mouvement’. (LEM) It has proved an enormous influence on my practise and 
teaching. The workshop brought together other professional theatre 
practitioners to explore the dramatic potential of the body in space through 
movement, drawing and construction. The delivery was experiential and 
experimentary and involved physical participation and observation – learning 
by doing. I have incorporated aspects of this into the costume project. Last 
year I was asked to run a Minor Unit at WSA for students across the first year 
theatre school. This was an opportunity to use what I had learnt at the LEM. In 
the brief I wrote a unit description which set out the broad aims of the work, 
intended learning outcomes, personal and professional development, unit 
content, teaching methods, and assessment criteria. This has been the most 
challenging of my teaching experiences. Encouraging self conscious students 
to ‘move’ required a safe and trusting environment and sensitivity to students 
inexperienced in theatre practise. When this didn’t happen the students 
became defensive and lost trust in the relevance of the work itself. This 
workshop relied on a core of confident students willing to participate and when 
this occurred the results were very exciting. I learnt by observing students’ 
response to the various activities and from some of their incredibly insightful 
log books. I was made aware that as professional participants we were more 
confident in exploring unknown methods of enquiry despite any intended 
outcomes remaining a mystery!  
 
Presentation skills are a core element of the Design for Performance course 
at WSA. This skill is practised in group tutorials but receives more attention at 
assessment points. The editing, display and verbal explanation of work are a 



requirement of each project as are written self evaluations. I am not required 
to write assessments for the costume project but give informal indicative 
marks to the course director. I have written comprehensive formal 
assessments and marked all the projects undertaken at LCF, for the Minor 
Unit at WSA and the design projects at Mountview and have carefully 
considered their impact. Although I have never received feedback as to their 
effectiveness the experience helped in understanding assessment criteria for 
examining and marking the final body of work for the degree, appropriately. 
 
My work with the 3rd years at WSA and increased participation in staff 
planning meetings has given me a more comprehensive overview of the 
courses aims. I assist the students writing their own programme of study for 
their final year. The diversity of these projects under the umbrella of Design 
for Performance reflects contemporary theatre making but requires careful 
monitoring and sensitivity to individual aspirations as the students begin to 
identify their potential place within the profession. Inevitably I am also 
becoming involved in discussion relating to planning and budgeting. With the 
impact of increased targets for student numbers in higher education along 
with budget cuts I need to explore different strategies to ensure quality of 
delivery within the framework and allocated teaching time. For example, in 
2007/8 the first year had 20 students. This year there will be 45!  
 
Much of my acquired experience in teaching has been trial and error, 
observing and listening to the students, and a continued passion for Theatre. 
Apart from student achievement I have no criteria for evaluating the 
effectiveness of my teaching. I have a growing awareness of the relationship 
of current political policy to education and the direct impact on my practise. I 
would like to acquire a broader spectrum of appropriate strategies for 
communicating with all students, ensuring an inclusive educational 
environment. This would also help meet the needs of an ever increasing 
number of foreign students who do not have English as their first language.  
 
I have an interest in child psychology and development and its relationship to 
creativity. Philosophically, I have been greatly influenced by the underlying 
‘student centred’ and holistic approach to education within the theatre design 
department at WSA. Parenting a teenager has also put into perspective and 
challenged my ability to allow students to discover their own motivation for 
learning – when to interject and when to leave well alone! I aim to support and 
inspire the students in their learning and encourage them to take an active 
responsibility for their development and method of identifying and expressing 
their own potential and creative voice. 



Profile Form 2           

Name: Alison Darke 

 

 

 
Areas of activity and learning outcomes for Unit 1 1 2 3 4 5 

 
Please reconsider how you might position yourself in relation to 

your experiences on the course so far: 

 

Areas of activity: 

1. Design and planning of learning activities and/or 

programmes of study 

2. Teaching and/or supporting student learning 

3. Assessment and giving feedback to learners 

4. Developing effective environments and student support and 

guidance 

5. Integration of scholarship, research and professional 

activities with teaching and supporting learning 

 

 

Learning outcomes: 

1. Critically analyse and evaluate your own practice in relation 

to contemporary pedagogical theory 

2. Apply theoretical principles to the development of course 

design, project planning and assessment 

3. Reflect on your practice to identify scope for enhancement 

 

       

 

 

    

 

 

 

    * 
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    *      
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    *     

 

 

 

 

 

 

   * 

 

   * 

 

 

Key 

1 I have not really considered how to do this; nor do I have any direct experience to reflect upon. I can thus 

produce no evidence of engaging in the activity/achieving the required learning outcome. 

2 I have started to think about this; I have only limited experience to draw upon. However, I can produce little or no evidence 

to demonstrate that I have engaged in the activity/achieved the required learning outcome. 

3 I have thought about this; I have had experience of doing it. However, I can produce little or no evidence to demonstrate 

that I have engaged in the activity/achieved the required learning outcome. 

4 I have thought carefully about this; I have had experience of doing it. I can produce evidence that demonstrates 

that I have engaged in the activity/achieved the required learning outcome. 

5 I have thought carefully about this; I have various experiences of doing it. I can produce substantial evidence 

that demonstrates that I have engaged in the activity/achieved the required learning outcome. 

 

 

Once you have completed Profile Form 2, you should use it to inform your Supporting 

Statement 2 (2000-2500 words).  



ALISON DARKE 
PROFILE STATEMENT 2 
 
Writing this profile statement concerning my teaching practise in the light of 
contemporary pedagogic theories has made potent the claim that learning has 
the potential for transformational experience, full of emotion. I have put my 
approaches to learning under the spotlight and confronted my resistance to 
accept limits, impatience, tolerance of ambiguity and genuine excitement at 
becoming lost in thought. I have ‘flirted with possibilities.’ It is not unlike my 
experiences of designing for performance with the need for shifts between 
subjective and objective perspectives to construct new meanings and hope I 
communicate my intentions. 
 

Ramsden (2003) claims that learning “Should be about changing the 
ways in which learners understand, or experience, or conceptualise the 
world around them.” (6) 
 

My study begins by challenging my espoused theories with my theory-in-use. 
Do I practise what I preach? In my emerging understanding of contemporary 
pedagogic theory I see how unchallenged preconceptions of my approaches 
to learning limit my practise.  
 

Brockbank and McGill (2007) suggest that “Critically transformative 
learning involves not only deconstructing meanings and the-taken-for 
granted attitudes and myths and ways of seeing things, but also 
restructuring by reconceptualizing and rebuilding” (57) 

 
I espouse a holistic, humanistic and student-centred approach to learning. I 
hope to encourage independent and critical thought. I value imaginative, 
original and creative work. To reflect on my practise and identify scope for 
enhancement I have scrutinised my meaning behind these statements and 
discovered how pedagogic theories might help facilitate these aspirations. 
 

Planning programmes of study 
 
I teach ‘Design for Performance’ as an Associate Lecturer primarily at 
Wimbledon School of Art. Performance as an art form is constantly evolving 
and hence the role of the designer has infinite definitions and outcomes. 
Graduates may work in theatre, film, animation, performance-art, installation, 
public art, education etc. The programme of learning reflects this diversity and 
actively promotes exploring new possibilities. This study has brought into 
focus how the structure of a course as defined in the learning outcomes and 
unit descriptors can powerfully communicate a philosophy and approach to 
learning that informs both teacher and student about the nature of their 
subject.  
 
I am the 3rd year co-ordinator, a 3rd year tutor and an internal examiner. To 
prepare for their final year the students reflect on their experience, knowledge 
and understanding of design for performance so far. With the learning 
outcomes and assessment criteria as a guide they plan a bespoke scheme of 



work that pursues a more personal ambition and emerging sense of self in the 
world. Their learning has purpose beyond the final exam and reflects the 
increase in practitioners who generate their own work. This reflective process 
encourages a holistic and independent approach to their learning, self-efficacy 
and ownership. The students’ autonomy and engagement with planning their 
learning also demonstrates our valuing their meanings. From this I identify a 
humanistic ideal of the human capacity for self determination and that each 
individual has the right and responsibility to give meaning and shape to their 
own lives.  
 

“We are responsible for what we are and for what we will be.” 
American Humanist Manifesto III (2003) 

 

My responsibility is to ensure that their self-directed scheme of work is aligned 
to the learning outcomes and assessment criteria. Transparency is vital for 
communicating so that students know what they have to do. 
 

Davis (2004) explains how “In moving towards a learning paradigm 
which supports autonomous learning it is necessary to be explicit about 
what we expect students to learn”(3)   
 

 

Design and planning learning activities. 
 
From these programmes the students identify component learning activities 
for each planned project. This process reinforces their subject knowledge. 
Their work is framed by a formative assessment at the end of each project 
and tutorials every other week. The students are increasingly responsible for 
this encounter and I for facilitating their reflective process. A 500 word 
reflective statement is an assessed component of the exam. A small number 
of the students already maintain a reflective journal throughout the year. I 
would like to examine further their potential for learning.  
 

Brockbank and McGill (2007) observe that “The possibility for reflective 
dialogue, with fellow students, tutors or more typically, their journal, 
within their study programme, allows students to re-consider some of 
the givens in their situation and peep over the power horizon” (29) 
 

I teach a costume design project to first year students in their first term. I 
therefore meet the students at the beginning and end of their studies. In 
understanding the structure of the observed learning outcome (SOLO) 
taxonomy as formulated by Biggs and Collis (1982) I can identify how the 
plenary programme of study aspires to facilitate students’ development 
through the 3 years to a final synthesis of knowledge, skills and reflection to 
achieve a relational or potential “extended abstract involvement.” Some 
students challenge the nature of theatre making to conceive and generate 
new ideas for performance, beyond that which has been taught. To achieve 
the learning outcomes for each unit students progressively demonstrate a 
“quantative increase in terms of knowledge and skills and qualitive increase in 
terms of how this knowledge is integrated.” Biggs (2007) 



In their first unit the students are introduced to various skills and processes 
and each project brief encourages their appropriate application, a multi-
structural level of understanding. The component tasks needed for designing 
costumes mirrors a hierarchy of cognitive skills - identifying and gathering of 
relevant research material, text and character analysis and finally all 
integrated conceptually to form a cohesive design. This process forms the 
framework for planning the learning activities. The final character designs and 
sketch books are the ‘performances of understanding’ for assessment. The 
‘construction’ of knowledge and skill can be seen to occur in the process. 
  

Biggs (2007) explains that “This system is called constructive 
alignment, based as it is on the twin principals of constructivism in 
learning and alignment in teaching” (11) 
 

The notion of ‘constructing’ knowledge and identity I find a rather rigid conceit 
which may not reflect the more fluid and occasionally random creative 
process and free association required for inspired design. It is then my 
challenge to balance the learning activities within an aligned framework with 
creative freedom. Their design process is structured around a timetable of 
group and individual tutorials at strategic points in the process. If the learning 
is in the process the quality of the product comes from this. For a successful 
outcome the students must engage in a deep approach to their learning. 
  

Biggs (2007) observes that “A low cognitive level of engagement 
deriving from the surface approach yields fragmented outcomes that do 
not convey the meaning of the encounter” (7) 

 
Teaching and/or supporting student learning 
 

The diversity of the student cohort, including a small number of International 
students, can make communication complex and I think in the past I have not 
fully appreciated the inequity of experience, despite the majority having 
progressed from an art and design foundation course.  With this in mind I 
have tried some new ideas in introducing the learning activities. For many 
students it is their first experience of thinking about character, costume and 
interpretations of performance text. We had been introduced to the ‘pyramid 
discussion’ as an effective way of engaging a large group. I set this up to 
explore the questions:” What is a costume? What is an effective costume 
design? And finally “How might a designer achieve this?” The students 
identified a productive process and thus the learning activities. I hoped by 
constructing their own meanings the process would have personal value and 
purpose. They also witnessed through divergent questioning that there was 
room for individual interpretation.  
 

Biggs (2207) claims that creating a base of interconnected knowledge 
involves “Building on the known, making use of students existing 
knowledge, emphasising structural interconnections between topics, 
and confronting misconceptions students may have.”  (96) 

 



I would use this way of introducing a topic again but realise I did not 
concentrate on the ‘how’ enough. Biggs (2007) points out “knowing how much 
structure to present, given your students and their existing knowledge base, 
comes through reflective experience”. The students had identified research as 
a necessary component for design and where to locate relevant sources. I 
have tried different approaches of engaging students with this activity.  If I am 
too directive students respond strategically, with materiel that has no intrinsic 
value for them and remains ‘unprocessed’ in scrap book style. However with 
too little guidance the process can seem overwhelming and some students 
feel lost or stuck. I have possibly expected too much independent learning at 
this point but it is important that the students develop their own methods of 
enquiry. From peer discussions I realise I am not alone with this problem. 
How to get students started? Students do not learn until they begin – make, 
reflect, make!  Another possibility, and one I am inclined to believe, is that 
there is significant learning to be had in getting lost. The struggle with one’s 
learning is the learning, and this is the place for empathic, reflective dialogue.  
 

Biggs (2007) reminds us that “Good teaching is getting most students 
to use the higher cognitive level processes that the more academic 
students use spontaneously.” (5) 

 
Assessment and giving feedback to learners 
 
I have just completed a day of formative assessments for the first year 
costume project and noted a shift in my approach and student response. 
When giving feedback I have been tempted to offer my opinions and answers, 
rather than stand by the students in their problem solving and trust their 
capacity to identify solutions. The students presented their work in small 
groups explaining how and why they had made their design choices. The shift 
from feeling the pressure to give a critique of their design to focussing on their 
experience and learning opened up the possibilities for reflective dialogue and 
peer feedback. The students were far more involved in discussing their 
different approaches to the work and helped each other in identifying scope 
for enhancement. 
 

Brockbank and McGill (2007) point out that “When the social context of 
learning is recognised, and collaboration is valued rather than 
penalised, the significance of relationship in learning makes sense, 
prioritizing involvement and connection, nurturing joint endeavours and 
stimulating the creativity of constructed knowledge, thereby 
encouraging movement towards higher stages of learning”(66)   

 
 

When involved in the internal examining I have only used criteria referenced 
assessment and use the learning outcomes as indicators of achievement 
values along with my own knowledge of my subject. In deepening my 
understanding of SOLO taxonomy and learning outcomes I believe my ability 
to mark more accurately and objectively will be enhanced. If the work created 
via the learning activities is presented for assessment the motivation to 
achieve the learning outcomes can actively promote deep learning and 



communicate high standards. Assessments can provide the stimulus to reach 
conclusions in work and develop time management skills – important in 
honouring deadlines in professional life - the show must go on! 
 
Developing effective environments and student support and teaching. 
  

Reid and Solomonides (2007) claim “Engagement relies on certain 
conditions and attributes that have to be met before a student makes a 
personally meaningful commitment to study” (2007) 
 

In valuing each student potential to construct their own meanings from their 
learning activities I hope to foster feelings of self-efficacy and ownership. Carl 
Rogers in his study of person-centred therapy “On Becoming a Person,” 
identified the optimum conditions for human growth. He described his belief in 
every individual having “the actualising tendency for human growth” 
 

Rogers (1967) explains “It is the tendency which is the primary 
motivation for creativity as the organism forms new relationships to the 
environment in its endeavour most fully to be itself” (351) 
 

The other conditions are to do with relationship.The need for unconditional 
positive regard, (respect and acceptance) congruence (sincerity and 
trustworthiness) and empathy. 
 

Brockbank and McGill (2007) claim that “All the evidence suggests that 
the supportive challenge of empathic confrontation can enable a 
learner to consider contradictions or new materiel as well as 
countenancing the possibility of change that disturbs their world.”  

 
Individual tutorials happen at the students’ desks. At Wimbledon the students 
have their own space which encourages their sense of belonging to a 
community of practise and to promote discourse and co-operation. 
 

Wenger (2006) claims that “Participation shapes not only what we do, 
but also who we are and how we interpret what we do. “  

 
I have observed how different the atmosphere can be in the studios from year 
to year. I believe working in the studio and taking ownership of the space as a 
group can create a culture of productivity, creativity, and of course friendships. 
I am curious to find out how these group cultures are created and how their 
choice to inhabit the space or not effects the students works.   
 
 

Unintended learning outcomes. 
Integration of scholarship, research and professional activities with 
teaching and supporting learning. 
 
A dilemma in speculative work is that the design is not the end product. A 
costume will be embodied by a performer. To engage with the synthesis of 
cognitive knowledge of character with a kinetic knowledge of the impact of the 



performing body in space the students participate in a workshop in the 
college’s theatre. 

 
Brook (1968) described how “A true designer will think of his designs 
as being all the time in motion, in action, in relation to what the actor 
brings to the scene as it unfolds. In other words……….the designer 
thinks in terms of the fourth dimension, the passage of time” (114) 

 
From simple movement and drawing the workshop becomes incrementally 
more complex until the students use themes of human emotion to explore the 
dynamic potential of the moving body in space and transform their experience 
into 3D form using simple materials of corrugated card, string and sticks.  
 

On reflection I had not given enough time for students to reflect on their 
experiences. I realise I had neglected a major learning opportunity in the 
students engagement with the three domains of learning – cognitive 
(knowing); conative (doing); and affective (emotion) and of deciphering a 
language of theatrical impact through reflection. I am discovering the part 
reflective dialogue plays in creating a common language of discourse – and a 
richer vocabulary to communicate ideas and values in performance. This is an 
attribute for collaborative theatre making where each ensemble will evolve a 
unique performative and visual language. 
 

Mitter and Shevtsova (2005) describe that “Simon McBurney happily 
admits to the centrality of the ensemble as a kind of multi-headed 
storyteller, swarming as one multiple organism, ‘like a flock of 
starlings’. Above all, he holds to an amplified quality of attentive 
listening to and engagement with rhythm, tempo, musicality and the 
dynamics of space as core components in elaborating and evaluating 
live theatre” (248)   

 
The workshop also brought into focus the need to allow for unintended 
learning outcomes when creativity is free to open ended exploration, play and 
the ‘ability to tolerate ambiguity.’ 
 

Hale and Harding (2007) claim “It is precisely that ambiguity, valued in 
the arts for its richness of interpretive possibility that is perhaps most at 
risk in the current sector and institutional climate of imposed order.” (1) 

 
I was excited by the authors’ creative process in relation to play. They 
propose that learning outcomes possibly ‘induce’ or ‘trap’ students into 
engaging with ‘deep’ approaches. In “Playing and Reality” the psychologist 
D.W. Winnicott explains that when playing is interjected with external 
interpretations the “materiel is indoctrination and produces compliance” which 
can be equated with Harding and Hale’s “strategic learners”- neither deep nor 
surface but derivative and unfelt.  
 

Winnicott (1971) describes how play happens in” the intermediate area 
between primary creativity and object perception based on reality 
testing. The transitional phenomena represent the early stages of the 



use of illusion and creativity in the relationship between what is 
objectively perceived and what is subjectively conceived of.” (11) 

 
Play, illusion and reality testing can be recognised in the make-believe of 
theatre. Jacques Lecoq proposed that it was the actor’s body not just the 
spoken word which is the crucial generator of meaning. As a teacher Lecoq 
valued the ability to play. 
 

Murray (2003) proposes “If there is a paradox inherent in Lecoq’s views 
on play it lies in the tension between necessity of achieving at the 
same time both engagement and distance. Play or playfulness is only 
possible if a performer is fully present in the moment.” (69) 
 

He is advocating playfulness with mindfulness for learning. 
 So, to the domains of learning I would add somatic knowledge as an 
instrument of enquiry for theatre designers. 
 
 
Conclusion 
 
Forming my own interpretations of contemporary pedagogic theory and giving 
it meaning in relation to my practise and subject has been a motivating and 
empowering experience. Beginning to understand the language of pedagogy 
in common with my peers has enriched communication and in reflecting on 
my practise I recognise new possibilities, enhancements and connections to 
my design and my learning. 
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ALISON DARKE 
ACTION RESEARCH PROJECT STATEMENT 
 
I teach design for performance at Wimbledon school of art and my action 
research is based around a 6 week costume design project for first year 
students situated in their first unit. My plan for this action research project is to 
analyse and reflect on three aspects of my teaching. 

* To re-examine the content of an aspect of this project 
* To explore the delivery and learning through reflection in action 

 * To analyse the results as reflection on action 
In this specific project the students chose between an opera and a play and 
their challenge is to produce a set of costume designs for some or all of the 
characters. This involves background research, character analysis and an 
understanding of interpreting text for performance. One of the learning 
outcomes is to demonstrate the impact of the body on performance space. A 
dilemma in designing for costume is that the 2D representation of a character 
is not the end product. The costume will be constructed and embodied by a 
performer.  
 
To explore this aspect of costume design and its relationship to performance, 
I have run a workshop in the colleges’ theatre space. The workshop is 
primarily aimed at transforming one’s own physical experience as a ‘body in 
space’ into 2D or 3D form. The work starts with simple exercises in movement 
and drawing or movement and 3D sculpting. Later as a vocabulary of visual 
impact is developed the students explore emotion and character from a given 
text. 
 
I have continually adapted and tried different exercises and challenges. I have 
adapted the workshop as a 10 week minor unit with the enforces on drawing 
as a means of communicating physical experience.  
 
However, what remains unexplored for me is understanding the impact on 
student learning through this workshop. I would like to explore the role of 
reflection within this workshop as a means of uncovering learning. Through a 
peer observation it was noted that I had not allowed enough time or structure 
for the students to reflect on their experience. – I had possibly missed a major 
learning opportunity. This is an important part of my development and 
increasing confidence as a teacher to allow time and space for the student 
experience to unfold through reflective dialogue. I have been too eager to 
make the workshop full of activity and pace. The result is superficiality and the 
students may feel it is fun but remain unclear as to its purpose.  
 
I have also always structured the workshop very thoroughly and would be 
interested to allow myself a more creative and spontaneous response to the 
students experience in shaping the work so opening the possibility for 
beginning an action research cycle. 
 
The process of reflective dialogue and self reflection through a written journal 
might enhance the exploration of ideas and experiential learning which 
otherwise remains tacit and unconscious and therefore unused. This year the 



students ended the workshop looking at characters from the given texts. 
However, I realised that the students that hadn’t absorbed the learning from 
the previous exercises to inform a more abstract expression of character and 
space resorted to symbolism and illustrative responses.  
 
I am also interested in harnessing the students’ capacity to develop a 
common vocabulary with which to discuss their work. This reflects an 
essential skill required for collaborative theatre making – the ability to 
communicate and give value to theatrical expression. We comment on  work 
with an assumption that we know what each other means by such qualities as 
strong, weak, powerful, exciting, provocative etc. I can see that imbedding 
reflective dialogue into the process of the workshop would encourage this 
skill. 
 
The workshop also looks at an aspect of performance to do with time and 
space – understanding the dynamics of movement and space.  This involves 
the shaping of performance through time – a bit like the shape of a symphony, 
and can only be appreciated by doing and observing and discussing. 
 
 
To fulfil these ambitions for my’ Action Research’ I am organising a 2/3 day 
workshop with a group of volunteer students from WSA and CSM in a studio 
space at CSM. I will plan various exercises that explore the students’ 
experience of their own bodies in space and transforming these into 2D and 
3D structures. They will use simple materials of cardboard, string and sticks to 
also explore their inherent qualities and how they can be utilised to show 
different tensions and dynamics in 3D structure.   
 
At strategic points the students will be given the opportunity to reflect on their 
experience and discuss what their experiments have uncovered. In response 
to their observations they can increasingly form their own process of 
exploration and I would hope to shape the workshop accordingly.  
On day 2 and 3 I will introduce a text to stimulate further exploration of 
character, movement and theatrical impact in space. Using the process of 
reflective dialogue the students will move towards an autonomous 
engagement with the experience.  
 
I will record their work and reflections on camera and write my own reflective 
journal. At the end of the 3 days I will ask the students to produce a reflective 
piece of writing in response to a series of questions regarding their experience 
and learning. I would also hope to invite a small audience of their peers to 
witness their work and give feedback. 
 
This will serve as data for me to understand what their learning is from the 
workshop. My own response during the workshop will form a reflection in 
action on my teaching and inform further developments in this way of 
exploring character and performance. 



Reflection on Presentation of the research proposal to peers: 
 
The day I should have presented my Action Research Proposal to my peer 

group clashed with the Costume design project ‘Event’ – the presentation of 

their realised costumes. This meant I joined the Wednesday group who I had 

not met before.  So it was with some relief that we sat in small informal 

groups. We had 10 minutes each to present our projects with 10 minutes for 

feedback. The other presentations were incredibly interesting and varied in 

their structure, subject and ambition. I had prepared well, expecting to present 

in a far more formal situation. I had some photos of the previous workshop to 

illustrate my presentation. The workshop at Central St Martins was not 

confirmed so I was still unsure exactly how many days or what the student 

cohort would be. But I did know the subject matter and the aspects of the 

workshop I was to investigate. Unfortunately my presentation was the last of 

the morning and we had over run so my feedback was not quite as thorough 

as I would have liked. But it was very helpful. I was still unclear how I would 

collect feedback from the students and we discussed possible questions for a 

questionnaire and my recording my own reflections in a written journal.  

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 
ACTION RESEARCH PROJECT 
ALISON DARKE 
 



 
 

INTRODUCTION: 
 
My Action Research Project was an opportunity to explore in greater depth a 
workshop I facilitate for first year Design for Performance students at 
Wimbledon School of Art. (WSA) The workshop forms an introduction to a 
costume design project.  
 
Taking the conceptual premise that the relationship between time, movement, 
space and the body as central to dramatic expression the students explore 
their own perceptions of space through experiential discovery. The activities 
of the workshop were inspired by the work of Jacques Lecoq 1921-1999 
(teacher of performance) and Krikor Belekian (architect and scenographer) 
that I became familiar with through my own participation in a two week 
intensive workshop held in London in 2003 facilitated by Pascale Lecoq (also 
an architect and scenographer) and Krikor Belekian. The ‘Laboratoire D’Etude 
de Mouvement’ (LEM) introduced ways of exploring the performance space 
through encountering our own experience of movement and transforming our 
perceptions into 2D and 3D constructs to express different dimensions – 
mechanical, dynamic and dramatic. No dogma was taught. We learnt by 
doing. When something ‘worked’ we grew to recognise it and more 
significantly to ‘feel’ it. 
  

“The brilliant ambition of the course seems to have been to restore in 
us a sensibility that organises the world with intuitive conviction.” 

 (Rupert Jones. Film Director. LEM 2003) 
  
I have taken an approach to this study that is not the ‘objectivist’ social 
scientific model I discovered in some Action Research theory which seemed 
to promote implementing theory into pedagogy practise to achieve technical 
rationality. This model sat uneasily with the teaching available to me and my 
subject matter. Elliot (1991) among others advocates a perspective that 
“integrates teaching and teacher development” for “a holistic appreciation of 
the situation as a whole.” And as Collins (1991) cited in Boud, Cohen and 
Walker (1993) suggests “it is more efficacious to think in terms of engaging 
thoughtfully with theory and, then, putting ourselves into practise.” I felt 
intuitively more comfortable with this approach and way of presenting my 
study. 
 

Reason (2006) claims, “The primary purpose of research/practise is to 
enhance human flourishing…. (it) is not only about collecting empirical 
information but about a whole range of information based on the 
experience of those involved – intuitive inquiry into values and 
purposes, conceptual inquiry into frames and sense-making we as 
actors are bringing to the situation, and practical, sensuous inquiry into 
our actions as individuals and members of groups and communities.” 
(p. 20) 
 



1. Identifying and clarifying the general idea: 
 

Although I have constantly adapted the structure and content of the 
activities in the workshop to explore different approaches and for 
different contexts, what remains unclear is a real understanding of the 
impact on student learning. I need to scrutinise my espoused theories. 
Through intuition and observation I have witnessed engagement and 
enjoyment but often sense that students remain unsure of the 
relevance to their studio practice or beyond, and so the experience 
although fun lacks meaning and value. In carrying out this study I hope, 
as Elliot (1991) claims it will improve my practice by developing a 
“capacity for discrimination and judgement in particular, complex, 
human situations.” And that it can unify “inquiry, the improvement of 
performance and the development of persons in their professional 
role.” (p.52) 

 
 
I can reproduce activities performed at the LEM and provide my 
interpretations with energy and enthusiasm – but suspect I leap between the 
processes described by Piaget (1947) of “assimilation” and “accommodation.” 
 

Kolb (1984) warns that, “When accommodation processes dominate 
assimilation, we have imitation – the moulding of one-self to 
environmental contours or constraints. When assimilation 
predominates over accommodation, we have play – the imposition of 
one’s concept and images without regard to environmental realities 
(p.23) 

  
Learning, or “intelligent adaption,” can only occur when the ‘space’ is held 
between these two processes in balanced tension. From this I deduce that 
until I have re-examined the process and potential learning of the workshop 
my role as facilitator will remain either derivative or indulgent and the student 
and my own experience impoverished. I must challenge my perspective and 
espoused theory. 
  

Brockbank and McGill (2007) state “Critically transformative learning 
involves not only deconstructing meanings and the taken for granted 
attitudes and myths and ways of seeing things, but also reconstructing 
by reconceptualizing and rebuilding – a continuous process that 
becomes the subject of further transformative learning” (p.57) 

 
I need to enter into and explore the dimensions of this metaphorical ‘space.’ 
Holding it open for me and the students to reflect on our experience will, I 
hope, deepen our engagement and authenticate our experience. The focus of 
my enquiry is the role of reflection in this workshop as a tool to enrich 
learning.  
 



 Further motivation was prompted by a peer observer who noted that I had not 
given time after activities for reflection.  
 

Brockbank and McGill (2004) suggest that, “Reflection is a necessary 
precursor to effective action and that learning from experience can be 
enhanced by deliberate attention to this relationship” (p13) 

 
 
The course director of the Design for Performance Degree at Central St 
Martins School of Art (CSM) was familiar with the subject matter of my 
research and invited me to facilitate a movement workshop incorporating the 
principals of Lecoq to a cohort of first year students. The year is split into two 
groups so I would repeat the one day workshop over two consecutive days. 
This would be followed by a two day workshop open to 2nd and 3rd year 
students whose participation would be voluntary. This provided me with the 
opportunity to implement an intense Action Research Cycle. My specific 
intervention would be to embed space and time for reflective process within 
the framework of the workshop. As one method to assess the effects I would 
ask the students to complete a questionnaire at the end of each day and 2 
day workshop. Their feedback would provide stimulus for change. I planned to 
record my observations and experience over the four days by writing a 
reflective journal. I would also use photography to document the workshop.  
 

Varela, Rosch and Thompson (1991) reaffirm my approach, stating 
that, “By not including ourselves in the reflection, we pursue only a 
partial reflection our question becomes disembodied; a view from 
nowhere.”(p.27) 

 
The writers believe that to attempt a rational ‘disembodied view’ leads to 
having a very specific, “theoretically confined, and preconceptually entrapped 
somewhere”.    
  
 
 
 
 
 

2. Reconnaissance. 
 
In preparation, I asked the WSA first year participants of the workshop in 
December 2008 to complete a short questionnaire. I sought their permission 
to use their feedback anonymously as data to clarify my aims. 
 
I received twenty five replies. In answer to how they felt participating it was 
clear they had enjoyed the workshop. They described feelings of excitement, 
energy and light heartedness. In asking if any particular activity had made an 
impression and why over half described the last activity when the task was the 
transformation of the body in movement and form, for characters from their 
set texts. They could clearly see a connection to their project. My own 
assessment was that their final pieces of work although full of ideas and 



energy did not fully grasp the relationship between space, emotion and the 
body explored earlier. Their work used more naturalistic or symbolic imagery 
for representations of character.  
 
A few quoted the movement exercises in the theatre space but were less 
specific as to why although they were expressive in how it made them feel. Of 
these only two made connections from this to spatial relationships between 
individuals and the impact this might have in performance. Their suggestions 
reinforced my suspicion that I had rushed through activities as many 
suggested it should be spread over two days, or more time given to each 
exercise. This echoed my eagerness to make the workshop full of activity and 
pace. Some felt the activities were disconnected, didn’t understand the 
relevance to costume design and wanted more explanation. 
Possibly my ambitions in what could be achieved in one day were too big a 
conceptual leap across the ‘taxonomy’ of learning. I was sacrificing depth for 
breadth. 
 

Biggs (2003) claims, “Breadth: wide coverage and surface learning 
giving disjointed multistructural outcomes; or depth: fewer topics and 
deep learning giving relational and extended abstract outcomes.” (p. 
46) 
 
 

I decided therefore to only introduce a text on the 2nd day of the 2 day 
workshop. The feedback also reinforced my resolve to encourage reflective 
dialogue, as Schon explains when achieving the” ideal of reciprocal reflection-
in-action, the students learning tends to be broader and deeper and more 
substantive, holistic and multiplicit.” (p. 169) 
 
My own tacit ‘knowledge-in-action’, that is the practised but ‘un-named’ 
methods by which I create meaning and my own conceptual interpretations of 
the workshop must become explicit to allow; 
 

As Schon (1987) explains, “The reflection-in-action by which practioner 
and practise-oriented researchers sometimes make new sense of 
indeterminate situations and devise new strategies of action.”  
(p. 309) 

 
 
I have always structured the workshop thoroughly and was interested to allow 
myself a more creative and spontaneous response to the student experience 
and to monitor unintended outcomes.  
 
 
 



3. Constructing the general plan: 
 
I planned a time table with fewer activities to allow more time, but gave myself 
alternatives so that I could respond flexibly. I would have specific points for 
group or plenary reflection at the end of the morning and afternoon sessions. 
To prepare practically for the workshop I organised the materials required. I 
wrote an introduction to the 2 day workshop to which the students would sign 
up allowing for twenty participants. (appendix) I prepared the questionnaire 
that the students would complete at the end of each session. (appendix) I 
chose a short poem for the final day. (appendix) I thought about the ethical 
issues of this study. The student feedback would remain anonymous and I 
would seek their permission to use it appropriately as part of my research and 
to use photography as a means of documenting the activities and their work. I 
had already discussed my proposed research with the Course Director who 
had invited me to hold these workshops. He had booked the ‘black-box’ 
theatre studio space for the 4 days.  
 
 
 

4. Action 
 
 
DAY 1         
DfP 1 GROUP A 
 
Having never taught CSM before it was with considerable anxiety that I faced 
the day. The ‘black-box’ studio space was smaller than I had anticipated. 
Once the students had arrived we sat in a circle on the floor and introduced 
ourselves. I gave a brief introduction to the work of Lecoq and the LEM 
workshop. I explained the purpose of my research and sought their 
permission to take photos during the day and explained how their voluntary 
feedback would be used anonymously and for my research.  
 
We began the workshop with a short physical warm-up an essential pre-
curser to movement for protection of the body and as a means of locating 
creative energy in physical activity. I noted that the students’ focus was hard 
to ‘grasp’. I sensed a defensive scepticism. There was a lot of giggling and 
although playful they were reluctant to engage with the work. It was very 
distracting and fed into my insecurities that I was incompetent to lead the 
activities. I become tense and inhibited. Group activity can expose the 
complexity of group dynamics. 
 

Brockbank and McGill (2004)“The unconscious forces within a group or 
set, often called defence mechanisms, include projection, projective-
identification, transference, counter-transference and other dynamics of 
group behaviour.” (p.133) 
 

These complex psychological processes are heightened with anxiety. 
Members project feelings onto others, identify with and take on the feelings of 
another or bring memories of past relationships into the present. It was 



important to own and disentangle my feelings from the students’. I might have 
alleviated some of the tension at the outset had I opened the day to reflect on 
how we felt participating in this workshop. Being congruent about my fears 
would have modelled disclosure and acceptance of emotion without 
judgement. I had missed, 
 

As Boud, Cohen and Walker (1993) point out, “…a crucial moment in 
terms of creating the right emotional tone under which authentic 
discourse can occur.” (p. 27) 

 
This would reflect the psychodynamic ideals underpinning the humanistic and 
student-centred values I espouse of openness, owning, honouring and 
respecting choice, - congruence, unconditional positive regard and empathy. 
 
In the student questionnaires many commented on their initial anxiety.  
 

“I felt vulnerable. Overcoming this performing - then there was a sense 
of satisfaction.” 
 
“Reluctant. I’m aware of my nervous laughter and how it can affect 
people’s focus. However it was a friendly atmosphere and I felt 
comfortable.” 

 
I was reminded of the importance of building a trusting environment and safe 
‘space’ for courageous new ways of working, creativity and learning. In her 
paper “Playgrounds, studios and Hiding places”, 
  

Sagan (2008) describes how, “In showing/modelling a capacity for 
mentalization, for a tolerance of the difficult, the ambivalent, the ugly, 
the care-giver ‘contains’ and detoxifies the raw, sensory experience. 
This containment is essential in the management of anxiety necessary 
for learning” (p.179) 

 
After walking in, running around, squeezing the centre and pushing the edges 
of the studio to ‘get the measure of it’, the students experimented with pushing 
and pulling each other individually and as a group around the space. They 
then drew a ‘push’ with charcoal on paper to express the tension and dynamic 
they might have felt, without illustrating the act. The students were silent and 
engaged in the challenge. As each finished we taped them to the wall and this 
was the first point of directed reflection. They were reluctant to speak. It is a 
real challenge for me to ‘tolerate silence.’ Tension inhibits my spontaneity to 
find a thought or question to prompt discussion. I fill the space with my 
observations. 
 

Jarvis  (2006) claims, “We cannot have another person’s experience. 
Experience is always subjective and therefore so must learning 
be.”(p.45) 

 
The students decided which drawings were most convincing, but I noted in my 
journal that I had missed the opportunity for reflecting on the challenge of 



transforming felt phenomenon into a visual expression. An experience they all 
shared.  
 

Winnicott (1971) states clearly, “Interpretation outside the ripeness of 
the material is indoctrination and produces compliance.” (p.51) 

 
All the students formed a large circle connected with a 90cm stick between 
every person by each using the tip of the first finger to support it. Enough 
pressure must be maintained on the ends of each stick to not drop a stick and 
break the chain. The circle can begin to move. Disbelief! If awareness of the 
person in front and behind is maintained the group can move as one entity – 
even turn it inside out, tangle into knots and unwind. The atmosphere had 
changed and everyone was engaged. (appendix fig 1) 
  

“Working with the sticks – physically working with others – makes you 
think about movements, shapes and other’s positioning more” 

 
Dividing the group into three I left them to experiment. In their feedback many 
students expressed that this exercise had been significant for them. They 
appreciated working collaboratively and to being so reliant on the whole group 
become one form. They valued the freedom to be creative and amazement at 
the character of movement that each small group developed. One was lyrical 
and fluid, another fast and tightly woven and the third moved through a 
sequence of poses. At one point the first two groups began to move together, 
each responding to the other’s ‘character’. Then one got inside the other and 
became two entities in one, until they were released. The theatre director Tim 
Etchells (1999) describes a similar need for freedom and trust in the rehearsal 
room: 
 

 “They talked about the difference between arriving at a decision and 
making a decision. The difference between coming to a decision and 
forcing one. They always preferred the former approaches – the 
meandering – (with a strange certainty that you dare not trust) towards 
the thing that they needed but could not name in advance.” (p.53) 

 
In allowing this activity to unfold at its own pace and run its course I saw how 
a form of reflecting-in-action or learning from doing, had given the space for 
creative activity. I had not interrupted with my interpretations or directions.  
In my journal I wondered if placing this group activity earlier in the day would 
help create a cohesive and confident group dynamic and alleviate worry and 
inhibitions. 
 
In the afternoon the students explored the dynamic qualities of the human 
emotions. In small groups they brainstormed – anger, pride, jealousy, greed 
and vanity. I asked them to devise a short ‘performance’ in movement that 
would demonstrate the qualities of the emotion paying attention to where and 
how the audience would view the scenarios. In performing and observing they 
could see and feel the dynamics between individuals and within themselves. 
The students chose one emotion to express the experienced dynamic in 2D. 
Their intense concentration and engagement is reflected in their feedback. 



  
 “I learnt that emotions can be mapped in space.” 
 “….creating emotion through spatial understanding.” 
 “To understand how bodies can create intense emotion.” 
 
My own judgement was that only a few students had captured the sensation 
they might have experienced. They were illustrating the act. Schon (1987) 
describes the inherent dilemma of ‘teaching’ design to illicit self-discovery, 
that the student at first cannot understand what he needs to learn and can 
only learn it from experience, and can only experience himself by beginning to 
do what he does not yet understand! 
 
In my journal I had written some of the questions I would ask myself in this 
process, the tacit ‘knowing-in-action.’  Where in my body did I locate the 
feeling of the emotion? Was it explosive or implosive? Did I breathe in or out? 
Did I show it or hide it? Did I flee or was I frozen…..etc? Eisner (2002) 
describes the development of qualitative sensibilities for painting where “one 
must make judgements about relationships by “consulting” one’s somatic 
experience: How does the image feel? Is there coherence among its 
constituent parts? Does it hang together? Is it satisfying?” (p. 231) This 
consultation with ones self is a process of reflection. The demonstration of the 
type of question I might ask myself would constitute the first part of the 
process described by Schon (1987) of reciprocal reflection-in-action. Although 
he admits these suggestions might be incomplete, ambiguous or incongruent 
with the student’s understanding.  
However, when the drawings were put up on the wall and the students 
reflected on this process these ambiguities could have been discussed and 
we could work towards a ‘convergence of meaning.’  
  

Schon (1987) “The coach’s demonstrations and descriptions, the 
comparisons of process and product, provide materiel for reciprocal 
reflection-in-action.” (p.118) 
 

The students each laid a strip of tape along the length of the room. They then 
thought of a memory and ‘marked’ it out on the tape. During this process we 
had a reflective dialogue-in-action as the students grappled with notions of 
time and space. Was memory linear?  Does it move from one end to the other 
looking forwards? Might it begin in the middle and if so what meaning do the 
ends have? They then devised movement through their ‘memory line’. This 
was a new way of presenting this exercise so the reciprocal reflection was 
spontaneous and genuine. We only had time to watch a few of the ‘memory 
lines’. This was how 2 students described their experience. 
 

“I liked feeling my way around a familiar space, it reminded me how 
powerful memory is, it transported me.” 
 
“I really liked the time-line tape activity. It made a massive impression 
on me – I actually got kind of stuck in my memory and couldn’t go out 
even after I finished performing” 
 



 
We needed more time as I felt this activity was full of potential and that the 
students never quite moved out of their memories to reflect on the creative 
process of transforming their experience into movement. In his study on 
‘Human Learning’ Jarvis (2006) maintains that our ever-changing store of 
memories become a bases for self-identity and affects our perception of the 
world. Although narrative language is usually how we recall memory it is just a 
symbol of things experienced.  
 

Jarvis (2006) continues, “Memory is different from the sensation that 
caused the experience: In a sense, the memory is itself a reflection  on 
the experience and it contains knowledge, attitudes, values, beliefs and 
emotions.” (p.44) 

 
  
We finished the day as we had begun in a circle with a rather rushed reflective 
dialogue. Everyone was very tired. But students made some insightful 
connections to theatre practise – concepts of shaping a performance to a 
given space, the audiences’ view point, and of telling stories from the past in 
the present. 
  

Etchells (1999) asks, “And isn’t theatre now just an endless re-
articulation of this proxemis – the play between ‘here-ness and there-
ness, the play between absence and presence?” (p.79) 
 

(appendix fig 2) 
 

 



DAY 2 
DfP 1 GROUP B 
 
We were able to move into the larger white space which immediately felt more 
comfortable. I was less anxious. This was mirrored in all the student’s 
feedback –in contrast to the previous day. They describe feeling “awake, 
aware, energised, fun, and liberated”  

 
  

After the introduction and warm-up we started with the stick circle. This 
definitely helped to engage everyone immediately. The students 
experimented with pushing and pulling and built human structures based on 
these tensions. In suggesting questions to ask themselves of their experience 
their drawings demonstrated a deeper sensitivity. In the student feedback, 
their responses go beyond describing the act and a personal perspective is 
expressed. 
 

“For me it’s about exploring and understanding deeper the connection 
between the movement of a body in the space and the inner emotions.” 
 
“To be yourself and express your thoughts and creativity – nothing is 
wrong.” 
 

At the end of the morning I implemented a pyramid discussion. Each student 
wrote down three things they felt they had discovered. Then in four groups of 
five, told each other their thoughts and on a large piece of paper compiled a 
list. There was lively discussion and I was reminded that “living is a constant 
process of negotiating meaning.” (Wenger: 1998). Finally they fed their ideas 
back to the whole group.  
 
 
Without imposing my interpretations I hoped I encouraged autonomy in their 
capacity to make meaning from the experience. However, in asking what they 
had learnt, I again focused their attention on the outcome of learning and not 
discoveries about the process or their actual experience. 
 

As Boud, Cohen and Walker (1993) point out, “The recounting of 
commonalities and differences can enable participants to reflect on 
how their experience has been influenced by their unique history and 
perceptions and can highlight the importance of not assuming that we 
all experience events in the same manner. Formulating and articulating 
experience transforms it in ways that can allow us to see it anew.” 
(p.10)  

 
The questionnaire also asked what they had learnt and I suspect some 
answer what they feel they should have learnt. 
 
   
In the afternoon the students investigated the spatial dimensions of colour. 
The day ended with a game playing with balancing the space. I observed that 



in group activity much of the thinking happens in the process of negotiating. 
Maybe there is a point at which too much reflection stops action. This game 
involves spontaneous reaction to space. 
 
Their feedback suggests that their sensitivity to the lived experience had been 
aroused. In response to the question what exercise had made an impression 
and why: 
 

“Balancing the square – reminds me that I should be aware of my own 
and other people’s movement and what effect these actions have –like 
actors on stage.” 

 
“The idea of how mind and body creates. Mind brain and body brain” 
 

From my own observation I felt that more students had begun to find a way of 
relating to their physical experience as a source of creative thought.  
 

Jarvis (2006) believes “It is what we ‘do’ with our experience that lies at 
the heart of our understanding of learning. Our experience occurs at 
the intersection of the inner-self and the outer-world and so learning 
always occurs at this point of interaction.” (p.6) 
 

(appendix fig3) 
 
DAYS 3 and 4 
DfP 2 and 3 
 
The two day workshop proved to be very disjointed. Students had project 
tutorials through out the 2 days and many wanted and would only be able to 
attend for one day. By the end of the first day almost half had left. I felt under 
pressure to prove this was worth their while – imagined or not. I had planned 
to hand out the questionnaire at the end of the 2 days so it was frustrating not 
to get the feedback from the students that had to leave. However the work 
was no less productive and stimulating. The students worked on similar 
activities in the morning to the previous days. In the afternoon the students 
began to look at transforming the body and space. They moved with large 
sheets of card providing huge planes that amplified the body. They 
experimented by placing the card at different heights on their body and 
commented how this altered their perception and movement within space and 
revealed human personalities and emotions. They ‘played’ in groups creating 
moving walls, giant opening and closing forms, hiding places and prisons. The 
learning was in the doing and the group negotiating their improvisations.  
 

“I was inspired when we were using the cardboard – and we all placed 
the card around someone’s neck like she had no body – just a head. 
Then she led us around the space. It was quite frightening. Endless 
possibility for stage design.” 
 
 

(appendix fig 4) 



 
In the plenary discussion at the end of the day I was careful to concentrate on 
their experience to encourage a more personal view. And their responses 
revealed much more personal and diverse interpretations of their experience. 
I also noted that being 2nd and 3rd year students were more able to respond 
with a relational and extended abstract approach to their work giving meaning 
to their experience beyond the immediate action. 
 
I was very disappointed that only four students were able to attend the second 
day. However what was unexpected was how the experience unfolded. The 
students worked with the human emotions, through physically embodying 
them and then creating  3D  ‘landscapes’ using the card, sticks, paper and 
tape to express their spatial qualities. We discussed their experience of 
altered spaces from the day before. They made storyboards using the more 
abstract notions of pushing and pulling, compulsion and retreat, to chart the 
course of an emotion. There was plenty of ‘space’ for reflective dialogue 
which with only four students was continual throughout the day. I was 
conscious of how this created a common vocabulary of reference and in the 
short space of time created a participatory ‘community of practice.’ 
(Wenger1998) There was also a freedom for us all to express doubts and 
uncertainty. 
 
I had given them a short poem and in response to the text to bring a collection 
of objects in a ‘container.’ In the afternoon they devised ways to present the 
poem, container and objects keeping in mind ideas about form, time, space, 
and the audience. The final activity involved creating transformed bodies 
using their own body as the articulated mechanical motor to ‘drive’ their 
creations. Their work from both exercises was highly individual and exciting, 
and their feedback reflects the sensibility I perceived in their performances.  
 
(appendix fig 5) 
 
Brockbank and McGill (2004) describe an ideal model that begins with “an 
openness to abundance, an assumption that the learner already possesses in 
abundance what is needed for learning. In this model, given the opportunity, 
space and encouragement, learning will happen” (p.21) 
 



Although I still felt pressure to demonstrate expertise and insight when I 
relinquish this guard the students’ learning and abundance is apparent.  
 
 
 “I learnt how important it is to make a drama to breath, not always in  
 perfect harmony - a way to think about text – pushing and pulling or in 
 balance.” 
 
(appendix fig 6) 
 
 

5. Conclusion: 
 
My journey through this action research project has been far more complex 
and fascinating than I could have anticipated. In the spirit of allowing myself 
more freedom I have followed paths of enquiry to enhance my understanding 
of the student experience, unsure of my destination, investigating ideas about 
human learning, and the relationships between reflection, experience, thought 
and meaning. Questioning the nature of ‘being’ is at the heart of the LEM. The 
workshop inspired by Lecoq challenges the Cartesian concept of the 
mind/body split by placing the body as the direct source of experience. 
 
 Jarvis (2006) states, “The mind is embedded within the neurological 
 mechanism of the brain and cannot either be separated from it nor 
 confused with it; indeed, we cannot separate a self from its body nor 
 a living body from itself. We are both physical and mental.” (p.7) 
 
I believe learning is an integrated activity of all human functions - feeling, 
perceiving, behaving and thinking. I have learnt that the role of reflection in 
the learning process is far richer when its focus is not only on products of the 
learning but on the experience of creating them. As experience is always 
subjective, personal meaning is then given value. Reflection is not only 
possible in directed thought, but in multi-dimensional thinking processes. 
Thought can shape concepts, meander, free associate, make decisions, 
criticise, problem solve, negotiate, remember, plan, and imagine unknown 
possibilities. In challenging pre-conceived ideas and allowing shifts in internal 
schemas I recognise the potential for learning to be transformatory. This 
shape-shifting mirrors the experience within the LEM for our perception of 
metaphorical space to be altered.  
 

Jarvis (2006) claims, “It is what we ‘do’ with our experience that lies at 
the heart of our understanding of learning. Our experience occurs at 
the intersection of the inner self and the outer world and so learning 
always occurs at this point of interaction.” (p.6) 

 



This place reminds me of Winnicott’s (1971) transitional or intermediate space 
where the child is ‘lost in play,’ where the “adult strains to reconcile inner and 
outer reality” and creative activity occurs. In theatre this charged intermediate 
space is the performance arena inhabited by the actor under the gaze of the 
viewer. 
 

Chapple and Kattenbelt (2006)   “Performance theory posits that the 
actor’s body is a medium, and given that theatre needs the audience to 
complete its raison d’être, so too are the bodies of those observing.  
Between the bodies and minds of the audience, and the bodies and 
minds  of the performer is a medial exchange.” (p.22) 
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Appendix: 
 
FIG 1: Stick circle. 
 
 
 
 

 
 



FIG 2: Questionnaire day 1 CSM  
 
 

 



FIG 3: Questionnaire day 2  CSM 
 
 

 



FIG 4: Movement with sheets of card  
 
 
 

 



FIG 5: Transformed body 
 
 
 

 
 



FIG 6: Questionnaire Day 4 CSM 
 
 
 

 



Profile Form 3          

Name 

 

 
Areas of activity and learning outcomes for Unit 2 0 1 2 3 4 

 
Now that you have completed a year of study, how would you 

position yourself in relation to the areas of activity and learning 

outcomes for Unit 2? 

 

Areas of activity: 

1. Design and planning of learning activities and/or 

programmes of study 

2. Teaching and/or supporting student learning 

3. Assessment and giving feedback to learners 

4. Developing effective environments and student support and 

guidance 

5. Integration of scholarship, research and professional 

activities with teaching and supporting learning 

6. Evaluation of practice and continuing professional 

development 

 

 

Learning outcomes: 

1. Use your knowledge of how students learn to inform 

theoretical debate and approaches to practice-based 

problems 

2. Make a presentation to peers in a professional context 

3. Critically evaluate your current practice and identify areas 

for enhancement 

4. Use appropriate theoretical principles to design and propose 

a small-scale action research project within a particular 

sphere of professional practice 

 

 

 

     

 

 

 

 

 

 

* 

 

 

 

 

 

 

 

 

 

* 

 

 

 

 

 

* 

* 

 

 

* 

* 

* 

 

 

 

* 

 

 

* 

* 

 

Key 

0 I have not really considered how to do this; nor do I have any direct experience to reflect upon. I can thus 

produce no evidence of engaging in the activity/achieving the required learning outcome. 

1 I have started to think about this; I have only limited experience to draw upon. However, I can produce little or no evidence 

to demonstrate that I have engaged in the activity/achieved the required learning outcome. 

2 I have thought about this; I have had experience of doing it. However, I can produce little or no evidence to demonstrate 

that I have engaged in the activity/achieved the required learning outcome. 

3 I have thought carefully about this; I have had experience of doing it. I can produce evidence that demonstrates 

that I have engaged in the activity/achieved the required learning outcome. 

4 I have thought carefully about this; I have various experiences of doing it. I can produce substantial evidence 

that demonstrates that I have engaged in the activity/achieved the required learning outcome. 

 

 

Once you have completed Profile Form 3, you should use it to inform your Supporting 

Statement 3 (4000-5000 words).   



PROFILE STATEMENT 3 
 

“I have never in my life been on my way 
 anywhere, only ever on my way.” 

Samuel Beckett. 
 
 

Integration of scholarship, research and professional activities with 
teaching and supporting learning: 
 
I have spent a year as a student discovering contemporary theories of 
pedagogy and reflecting critically on my own practise to expand and challenge 
my understanding of teaching and learning. Brookfield (1993) believes, “our 
experiences as learners provide us with a powerful lens through which we can 
view our practises as educators.” (21) I have felt the vulnerability of self doubt, 
of not knowing and the excitement of self discovery to in the end tentatively 
give a voice to my discoveries and interpretations. The course has 
encouraged and challenged me to enter my ‘self’ into the learning and given 
credibility and authenticity to my critical reflection. I have an emerging sense 
of my own purpose and a philosophical and ethical position against which my 
practise can be measured. 
  
Inherent in the work of ‘Laboratoire D’Etude de Mouvement’, which formed the 
subject of my Action Research project, is the challenge to trust and value 
ones own unique experience as a source of learning and creativity. In valuing 
this ideal and closely examining my facilitation of this way of working I was 
propelled into a line of enquiry to understand more fully the process of 
reflection and experiential learning, the nature and processes of learning 
itself, learning as a development of identity, learning as becoming, and the 
relationship of this identity to the world. 
 

Jarvis (2006) believes that learning “is fundamental to our humanity 
and to our society. It is about the way that human beings are in the 
world and the world in them-it occurs at the intersection of humanity 
and society-it is more than experiential, more than physiological, 
psychological and so on. Understanding it more fully is a momentous 
multi-disciplinary project.” (6) 

 
Our dilemma is that the world in our contemporary age is full of uncertainty, 
and such rapid change that nothing remains predictable or reliable. It is a 
world in Barnett’s (2004) words of “supercomplexity.” It is a world which defies 
definition and any attempt yields answers that “spring from perspectives, 
value positions and even ideologies that are mutually incompatible.” (250) 
In such a place of infinite interpretations, of information overload and “sheer 
multiplication of pertinent evidence of relevant knowledge,” the paradox 
remains that the world is still ultimately unknowable. 
 
  



Barnett (2004) continues, “This is the uncertainty that arises out of 
 supercomplexity for supercomplexity is precisely that paradoxical 
 condition in which our descriptions of the world are always contestable 
 and in which we know that to be the case. Our hold on the world is now 
 always fragile.”(250) 
 
The world of theatre, which holds up a mirror to humanity and its 
preoccupations, reflects this uncertainty and shape-shifting in our structures 
and frameworks of reference. Lehmann’s (2006) study of ‘postdramtic’ theatre 
in the 21st century describes the deconstruction of, and self-reflexive play with, 
the relationship of theatre to drama, performer to viewer, absence and 
presence and real and staged. “It is concerned with developing a perception 
that undergoes at its own risk - the ‘come and go’ between the perception of 
structure and the sensorial real” (103) 
Even an excepted definition of live performance– the simultaneous physical 
presence of the performer and the spectator in the same space in the moment 
of here and now, is challenged by a ‘mediatised’ presence in the performance 
space. These constructions challenge (Chapple and Kattenbelt: 2007) 
“perceptions of reality beyond the seen and into abstractions that impact on 
the body of the receiver” and refer to the “reality in the social and 
psychological representations of the world.” This questioning of a conceptual 
framework reflects the ‘supercomplexity’ of the world as we experience it. 
 

Lehmann (2006) explains, “Theatre thus always reminds us of the 
space  for new ways of producing meaning that diverge from the official 
licensed rules. It implicitly invites not only performative acts that confer 
new meanings but also such performative acts that bring about 
meaning in a new way, or rather: put meaning itself at stake.” (102) 

 
The challenge that Barnett (2009) is presenting to us in his deliberations on 
pedagogy in an unknowable and uncertain world is to then make judgements 
as to how best prepare students in their chosen disciplines to face the 
supercomplexity of the world as it presents itself. He describes a pedagogy of 
‘knowing and becoming’ that promotes a holistic confidence and human 
flourishing living effectively amid uncertainty. Where knowledge and skills 
acquisition for its own sake is understood as limited and contestable and 
therefore challenges a constructivist view of learning. What he appears to be 
promoting is a pedagogy where the 
 

Barnett (2009) “process of coming to know has person-forming 
properties. So the prospect opening before us, more strictly, is that 
knowing has implications for becoming. And the specific suggestion 
here has been that  those implications may be understood in terms of 
the formation of the  dispositions and qualities characteristic of the 
practice in the different fields of knowledge.” (435) 

 
He suggests a curriculum that is sufficiently demanding to promote resilience, 
offers contrasting insights and perspectives to develop openness, demands 
commitment so self-discipline is inspired and contains sufficient space and 
spaces such that authenticity and integrity are likely to unfold. What I feel is 



challenged is the ‘rigid conceit’ (as described in my Profile 2) I instinctively felt 
uncomfortable with, where learning is constructed by the learner, as in 
building blocks where what is known can be built on. I can quite see that in 
the acquisition of facts and skills and knowledge this might be the case. My 
experience suggests learning itself is a far more complex and fluid 
phenomenon.  
 

As Jarvis (2006) points out “Behaviourism does explain some of the 
outcomes of the learning process which can be measured, so that in an 
age where quantification is important, it is not surprising that 
behaviourism retains its attractions.” But he continues,” it is incapable 
of explaining the processes themselves.” (35) 

 
Mark Johnson believes that meaning; understanding and rationality arise from 
and are conditioned by the patterns of our bodily experience. The mind 
constructs image schemata and metaphorical elaborations and these are; 
 

Johnson (1987), “ one of the chief means by which our understanding 
is structured to give us a more or less comprehensible, patterned world 
that we can partially make sense of and function within.” (127) 

 
Even these schemas appear to fix interpretation of the world. They do not 
suggest the shape shifting that I believe accompanies learning and its 
transformational properties.  
 
Jarvis, (2006) is sceptical about the assumption behind behavioural objectives  
that the  “teachers will be in a position to make learners experience precisely 
what the curriculum specifies, and that the learner’s experience is what the 
curriculum designer would have it be.”  (198) He advocates that the whole 
person is brought to the learning situation. “The whole person involves the 
complete mind – knowledge, attitudes, emotions, beliefs, values, and the 
senses.” (196) 
 

Barnett (2009) describes,”If as might fairly be contended there are 
numerous ways of coming into a valid relationship with the world, and 
so of knowing the world, then there are multiple bases on which the 
formation of students might be built.” (432) 

 
With these thoughts (which are actually still questions) in mind I reflect on my 
past experience and look to the future. 
 
 
 
 
 
 
  



Design and Planning of learning activities 
and /or programmes of study 
 
 
What I have understood as a common value between Jarvis and Barnett is a 
respect for the self determination of the individual student for their learning 
and the self actualising tendency of humanity. These qualities are actively 
promoted throughout the Design for Performance course at WSA. In my 
Profile 2 I describe how a curriculum can communicate a philosophy of a 
discipline. It does not just reflect a body of knowledge and skills to be learnt 
but promotes a personal response and responsibility for learning. The 3rd 
years write their own bespoke scheme of work and I am involved in the 
process with them. I had tutorials with the 2nd years to begin their process of 
reflecting on their experience to formulate an idea of what this body of work 
might be. This dialogue continues at the beginning of the 3rd year as they 
refine their plan and creates the space for individual interpretation. The 
students are increasingly responsible for their own planning, and organisation 
of work and this reflects a professional attribute. That they are coming to know 
themselves, and have autonomy in their choices gives their work personal 
meaning and a will to learn. 
 
 Barnett, (2009), claims “For higher education calls for an authentic 
 appropriation of knowledge on the part of the learner; the learner has to 
 own his or her own encounters with knowledge” (434) 
 
 
 
Once the design process in the costume design project is complete the first 
years chose 9 designs to make into head to toe realised costumes. They work 
in small teams, negotiating the tasks between them. The planning of this part 
of the project follows the making process, casting, measuring, pattern cutting, 
fabric buying, constructing and finally a presentation in the theatre. The focus 
is not on the techniques of learning to sew but on understanding the process 
a designer and maker will go through to transform a 2D representation of 
character into a 3D embodied costume. This dialogue and negotiation of 
designer intension and a makers’ practical demands are focal points in the 
process. These fulfil curricular aims of evaluating appropriateness of 
processes and skills, resourcfullness, communication, and a developing 
awareness of how designers listen and lead. This communicates to the 
students a quality of disposition valued in the profession.  
 
 Barnett, (2009), explains his idea that, “Coming to know brings forward 
 desirable human qualities as distinct from knowing itself. It is as if the 
 journey is at least if not more important than the arrival.” (433) 
 
Shifting the focus away from the product or the acquisition of skills to the 
process of, “coming to know has person-forming qualities (and) knowing has 
implications for becoming.” 
 



Barnett, (2009), continues his hypothesis, “A deep and personal 
encounter with knowledge calls for and helps to nourish certain 
ethically worthwhile forms of human being. In turn, a programme of 
study in higher education may be seen as an educational device for 
bringing on these epistemic virtues in an effective and efficient way.” 
(435) 

 
 
In planning the costume project for next year I will repeat and the introductory 
discussion in which the students identified qualities that create an ‘effective 
costume’ and the process involved in designing it. This helped the students 
engage with the process of the project. Their ideas did help identify the 
qualities we would be looking for in the finished product at the formative 
assessment and helped the students reflect on the process they employed 
and areas of strength and weakness.  
In the past I have been much more prescriptive with the planning but I am 
becoming increasingly aware that the range of approaches to designing do 
not always fit into a preconditioned timetable. Some students research 
thoroughly beforehand, to build an over view and interpretation, others will go 
for the detail first. There is no right way, but it is important that the students 
find a method that suits their individual disposition.  
 
 Ramsden (2003) states “The approaches used are also in an important 
 sense the outcomes of learning. In other words, students are learning a 
 process that will be an essential part of their work as professionals. “ 
 

Teaching and /or supporting student learning: 
 
Since completing my Action Research Project I am aware of a shift in my 
understanding and appreciation of the complexity of human learning. 
Students’ approaches to learning are far more varied than the binary poles of 
deep or surface. If learning is seen to be worthwhile, necessary and has 
prescience then deep learning need not be coaxed. 
 

Jarvis (2006) points out,” It is the whole person who learns and without 
learning we could not be people, but we often reduce learning to 
behaviour or cognition and provide reductionist explanations that 
remove the inexplicable from the whole and explain it functionally.” (50) 

 
I believe students don’t learn when there is no personal meaning. It is the 
meaning we freely attach to the learning that provides motivation. There is a 
relationship created between the learner and the materiel. This was illustrated 
throughout my study of the LEM workshop. I was also aware of this during the 
first year costume design project particularly in the research phase and it is 
this I wish to address for next year. This may be their first engagement with 
research that is collected in order to inform a conceptual interpretation of a 
text. Research can be seen as a form of ‘variation on a theme’ and the 
materiel lacks intrinsic worth or is collected to fill a sketch book. This was of 
particular note with a few students who worked quickly to form a visual style 
and ‘finished’ their final designs over the Christmas break. However there was 



no development or research beyond the original idea. To assist in this I have 
moved the project back a week so that there is no break in the middle which 
caused a lack of energy at the end of the autumn term. Through discussion 
the students would decide what research is for and how it can be used. This I 
hope would give it more relevance and therefore meaning to their process.  
 
 Moon (1999), believes that, “Some learners are open and receptive to new 
learning, even if it is unfamiliar, while there are others who have narrow 
orientation and tend to accept new learning only if it is in accord with their 
cognitive structure.” (109) Explanation for these orientations is probably more 
to do with the learners’ biography and previous experiences of learning. 
 

Jarvis (2006), explains that,”Our experience is not a mirror image of the 
external world; we perceive the world and thereby select from it those 
things that are relevant to our biographical development. Perception is 
a major part of the process of constructing experience.” (72) 

 
This would explain why sometimes students seem reluctant to relinquish what 
is known. My experience with the 1st years is at a point in their first unit where 
they are not working to a clear format. They have more freedom and the 
responsibility to make choices.  
 

Ramsden (2003) points out, “We can forget how students can 
experience a sense of disorientation owing to a rapid shift from an 
ordered and familiar environment to one of considerable freedom.” 
(122) 

 
When the materiel is too distant from a students meaning schemes or 
previous experience she can’t see a way forward, or there are just too many 
infinite possibilities. 
 

Johnson (1987) recognises,” Our deep desire for fixed standards 
against which to measure our actions and reasonings, and thereby to 
avoid a frightening indeterminacy in our experience. There lurks in 
most of us a gnawing fear that, should Objectivism prove untenable, 
the floodgates holding back the raging currents of relativism would be 
opened forever.” (198) 

 
Once the realisation that there are no intrinsic meanings or absolute truths 
can be accepted then responsibility for ones learning can begin. As Jarvis 
(2006) points out “Meaning must lie in my action or in its intentionality……In 
this sense meanings lie both in reflection on past experiences and reflection 
(planning) of future actions and experiences.”  
 
This points to the significance of mutual reflective dialogue within a group of 
congruent participants where the fear of the unknown can be reassured. The 
3rd years last year had developed a lively and creative studio culture. There 
was continual mutual support and sense of purpose. This is encouraged 
throughout the course with students having their own work space and sense 
of ownership of the studio. “But when we engage in a conversation,” Wenger 



(1998) believes, “We somehow recognise in each other something of 
ourselves, which we address. What we recognise has to do with our mutual 
ability to negotiate meaning.” (56) 
 

 
Assessment and giving feedback to learners: 
 
The third years have interim assessments and presentations for each of their 
two major projects prior to the final exam. I organise these in small peer 
groups with a scribe to take notes for the presenter. The focus of these 
assessment points is the process. The interim assessments mark a half way 
point in their projects and assist the students in organising their time. Each 
student is asked what they feel they need feedback on or help with. In this 
instance the assessments are very much as Ramsden’s (2003) ideal 
describes, “to understand (the student) in all their complexity, considering how 
their various strengths and weaknesses contribute to what they know, and 
what these strengths and weaknesses imply for their potential as learners of 
the subject.” 
 
This quality of constructive feedback at assessment points where the student 
learns through reflection, self assessment, peer and tutor feedback are 
embedded in the culture of the course. They are a learning opportunity for 
everyone involved. The students give a verbal presentation of their work, a 
skill that mirrors the profession.  
 

Ramsden (2003), states “The central outcomes of the course – those 
fundamental concepts and skills that define competence in the subject 
at this stage of progress – will have been carefully articulated and 
linked to the assessment methods used.”  (182) 

 
When preparing the 3rd year students for their final year of work I make sure 
that they understand the learning outcomes and that their scheme of work will 
fulfil the expectations of the course. The marking of the final exam is in 
relation to these ambitions. This is the same with the first year presentations 
where the discussion at the beginning of the project has identified the qualities 
and content of the design work to be assessed. Moon (1999) suggests that 
“learning that is subject to assessment becomes characterised by the nature 
of that assessment.” Just as the outcomes and curriculum inform the students 
and teachers about the nature of their subject so the assessments reflect 
qualities that are fundamental to professional competence: individuality, 
confidence in one’s communication, integrity, self discipline, respect, 
openness and sensitivity towards others. 
 
It is just these qualities I aspire to uphold when giving feedback during 
tutorials. 
I hope to instigate self reflection to foster the students own capacity to critique 
their work and recognise their strengths and weaknesses and what might be 
done to enhance their work. These conversations can develop a language of 
performance and questioning that reflects the values of the projects aims. In 
the past I have been tempted to offer my interpretations which I identified in 



the workshop as a sign of my own insecurity. I also recognise that I have a 
tendency to rescue students when they are lost or stuck by offering ideas 
 

Eisner (2002) warns, “In the visual arts some teachers may 
inadvertently  take over a student’s project, not by providing options the 
student can consider to determine how the problem might be resolved, 
but by determining what the student should do,” (72) 

 
Some of the skills required for empathic therapeutic relationships are 
comparable to those in the art studio between tutor and pupil, where a 
students’ work can be perceived as a personal expression and therefore 
vulnerable to criticism. Skills such as Brockbank and McGill describe (2007) of 
“communication, disclosure, listening attentively and responding accurately 
with understanding.”  (249) can help support reflective dialogue for learning. 
 

Brockbank and McGill (2007) state “By consciously engaging in 
reflective practise, the learner has created and in turn creates the 
conditions for the type of learning that is the essence of higher 
education.”  (91) 

 
The final unit assessment for the first years is self assessed. The students are 
given a guide as to indicative grades and marking criteria against which they 
can critique their work. In doing this the students understand the qualities that 
are required and the assessment procedures can be seen to be transparent 
and fair and a learning process in themselves. 
  
 
 
 

Developing effective environments and student support and 
guidance: 
 
Learning can be a disturbing and overwhelming experience. There are 
moments of disjuncture when experience is new and does not fit with the 
students’ world view. Change and growth can mean leaving the security of a 
known situation behind. This requires a safe space. Adam Phillips describes 
the insecurity- “if I am eager to learn something, but reading books about it 
exposes my lack of knowledge the more I learn the less I seem to know.” 
 
In her paper “Playgrounds, studios and hiding places,” Sagan explores the 
student relationship with the learning space. She describes how a student 
might bring associations of past spaces, safe or unsafe to the present. 
 

Sagan (2008) states, “There is an absence of the study of space and 
emotion as being inextricably linked in learning: a Cartesian insistence 
on splitting off the ‘out there’ of space with the ‘in here’ of affect.” (175) 

 
The studio spaces at Wimbledon are intense micro-social environments that 
are never free from social implications and the complexity of relationships. In 
my action research project ‘space’ is the subject matter and I have come to 



appreciate the significance of creating safe spaces for the creative work we 
demand of the students. By safe I mean space where anxiety can be tolerated 
and contained. Psychology has encouraged us to think of internal and 
external spaces and how we negotiate and reconcile our feelings and our 
sense of self.  
The individual needs to be respected. There needs to be enough continuity of 
that the student feels ‘known’. This would include consistency of teacher, 
honouring times, place and pedagogical approach.  
 
In the workshop I facilitate where the students render themselves vulnerable 
to unfamiliar work, this need for securing a safe environment is paramount. 
The students often begin feeling self conscious and nervous and I have to 
work to contain and be congruent with the emotions. This is also the case in 
presentations where emotions and nerves can be intense. A sensitivity to the 
presenter is offered by listening and not interrupting a presentation. If I am 
holding small group tutorials I like to hold small group tutorials the privacy of a 
small room where there is a sense of confidentiality.  
 
To ensure inclusivity multiple approaches are needed to meet the needs of 
diverse learners. This year there were two students with hearing impairment . 
They both communicated well but needed to have a view a speaker to lip 
read. It was vitally important to make sure this was achieved especially in 
group discussions where it would be easy for them to feel excluded.  
 
There are two models of approaching disability. The one ‘medical’ sees the 
problem in the disability, the other the ‘social’ model describes the problem as 
being the product of the physical, organisational and attitudinal barriers 
present within society, which lead to discrimination. This sets a challenge to 
the establishment and us as society to ensure teaching is inclusive.  
 

Sagan (2008) writes, “To develop a holistic view of the individual 
learner(and teacher) as embodied, socially and psychologically 
constructed, emotional and situated space is ,I argue, more 
challenging,  but authentic way towards student centredness based on 
actual diversity.  This means inviting and taking risks with emotional  
interactions.” (183) 

 
 

Evaluation of practice and continuing professional development: 
 
My teaching practise without doubt has been greatly influenced by this year of 
study, particularly the intensity with which I scrutinised the LEM workshop for 
my Action Research Project. Throughout this study I have identified scope for 
enhancement: better communication and listening skills, holding the space for 
reflection, letting experience unfold to reveal learning. All these qualities have 
holistic implications which are already reverberating in my life. 
I am on my way. 
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Form 1 Pre-Observation    
 
Preparing for observation 

 

Session to observed:16/1/2009………………………………………………………………………. 

 

Size of student group:…5…………………   Type of activity: Presentation/Formative          

Assessment……………… 

 

Observer: Sussannah Rees…………………………………   Observee:…Alison Darke ……… 

Please discuss with your observer and explain the following: 

 

 Why you have chosen this session for observation 

This is a formative assessment of a costume design project. The students present their work and reflect 

on their process, followed by peer feedback. I would like to be observed in my capacity to facilitate 

peer reflective dialogue – and discussion around the issues raised. 

 

 

 

 

 

 

 What you want to achieve during the session 

Following the presentation the student is supported in his/her reflecting on process – and student 

participation in the feedback. My ability to listen and prompt discussion by divergent questioning 

 

 

 

 

 What particular aspects of your teaching you would like to be observed 

Facilitation 

Listening 

Inclusivity / participation from all students in group 

 

 How you will know that your teaching/learning support has been effective 

Student participation in discussion of learning 

Presenter talking about process, and learning – identifying areas of learning / enhancement. 

Demonstrating an understanding of the process and identifying learning 

I shift from critic to facilitator of student dialogue 

 

Signed: …A.Darke……………………………….                        

  Observer      Observee 



Form 2 Tutor/Peer Observation       
 

Record of Observation 

 

Date of observation: 15th Jan 2009 

 

Observer: Susannah Rees   Observee: Alison Darke 

 

1 Aspects of teaching that were undertaken successfully:  

You encouraged an atmosphere of calm and inclusiveness. You have developed a questioning technique 

that really encourages the students to explore both their own and the work of others in some depth. The 

use of a scribe was successful in the group. 

You were excellent at actively listening to the students, assessing their issues and then voicing them. 

This quality is particularly useful for identifying and highlighting recurring problems between students 

in a group and therefore providing a platform for the students to discuss issues together. 

You imparted a good balance of reassurance and firmness where needed. You enabled the students to 

assess their own work effectively and therefore build confidence in their own ability to critically reflect. 

The act of each ‘crit’ taking place at the student’s desk was an excellent use of the space you had to 

work in and also provided each student with a comfortable starting point for talking about their work. 

 

2 Aspects of teaching that were satisfactory and could be further developed:  

It may be useful to occasionally make a point of encouraging the less vociferous (or less productive) 

students for their thoughts during a crit – especially when working with a small group. This can be 

done in a way that does not embarrass or humiliate but perhaps focuses on an aspect of their own work 

or experience that can be related to another student’s.  

 

3 Aspects of teaching that need to be developed:  

Greater emphasis on the practicalities of what the student wants to do next may be beneficial. What is 

the next step? How will this be achieved? How will we decide on and make the costumes? What needs 

to be done to make this possible? Discuss… 

 

4 Agreed action:  

To build even more on ways in which to include students who don’t contribute to discussion as actively 

as their peers.  

To develop group discussion on how to take a project to the next step. 

 

 

Signed: Susannah Rees                      ……………………………… 

Observer      Observee 

  



Form 1 Pre-Observation    
 
Preparing for observation 

 

Session to be observed:27/11/O9 

 

Size of student group:45……………… Type of activity Movement workshop 

 

Observer :PETER CATRELL     Observee  ALI DARKE 

Please discuss with your observer and explain the following: 

 

 Why you have chosen this session for observation 

 

Students doing a variety of activities in the workshop and facilitating 45 students will be a challenge. 

Doing individual and group exercises in movement and space – have not done many workshops so still 

experimenting with the format – what can be achieved comfortably in one day? 

 

 

 

 What you want to achieve during the session 

 

 A lively atmosphere  and student engagement with the work– exploring the body in space, movement 

and drawing –experiencing through movement, then constructing spatial quality of human emotion and 

finally looking at some of the characters from their texts. 

 

 

 

 

 

 

 What particular aspects of your teaching you would like to be observed 

 

Communication with such a large group – I can get nervous and over excited and rush through.  

Pacing and managing large group through variety of different TLA 

 

 

 How you will know that your teaching/learning support has been effective 

 

Observing the student engagement with the activities and each other – participation in discussion at the 

end of the day.  

 

 

Signed: ……Ali Darke                      Peter Catrell 

  Observer   Observee 



Form 2 Tutor/Peer Observation       
 

Record of Observation 

 

Date of observation:27/11/08  …………………………………….…………………………………. 

Observer:Peter Catrell……………………………………  Observee:Alison Darke 

……………………. 

 

5 Aspects of teaching that were undertaken successfully: 

 

Very good progression of TLA throughout the day. Good management of the large group of 45 

students – getting them to work in small groups on activities. Very ambitious programme for the day. 

The movement workshops pushed the students to limits of their comfort zone. 

 

 

 

 

2 Aspects of teaching that were satisfactory and could be further developed: 

Was the programme too ambitious? Perhaps a small change of emphasis on certain ares as the 

programme covered several activities. I thought they were reluctant to talk about their activities and 

keeping them ‘on stage might help them to project themselves verbally. 

 

 

 

 

 

 

3 Aspects of teaching that need to be developed: 

Could have put 3D objects into groups of emotions and perhaps take the students around each group 

and discuss the emotion and how it relates to the pieces. Keep the ‘actors on stage after their 

performance to discuss their work, don’t let them melt into crowd 

Perhaps get some acting students to enact the emotions also? 

 

 

 

4 Agreed action: 

 

The students were very absorbed in their practical work. 

Break through their shy nature by actions suggested. 

 

 

 

 

Signed: ………………….                       ……………………………… 

  Observer      Observee 



Form 1 Pre-Observation    
 
Preparing for observation 

 

Session to be observed: 26/11/08 

 

Size of student group: 20    Type of activity: formative assessment 

 

Observer: Ali Darke    Observee Peter Catrell 

Please discuss with your observer and explain the following: 

 

 Why you have chosen this session for observation 

 

Typical session of work BA1 

Week 5 of 7 

I know the students well 

 

 

 What you want to achieve during the session 

Everyone familiar with computer suite and basic level of photoshop. Formative assessment Students to 

learn basics, but then – feel free to experiment  

Surface to deep 

 

 

 

 What particular aspects of your teaching you would like to be observed 

 

Managing a group of 20 – access to 5 computers! Giving equal support to all  

How I give formative assessment. 

 

 

 

 How you will know that your teaching/learning support has been effective 

Feedback from students and knowing and observing what stage they have reached.  

 

 

 

 

Signed: …Ali Darke                     …    Peter Catrell 

  Observer      Observee 



Form 2 Tutor/Peer Observation       
 

Record of Observation 

 

Date of observation: 26/11/08 CCC BA1 

 

Observer:Ali Darke     Observee Peter Catrell 

 

6 Aspects of teaching that were undertaken successfully: 

Calm and relaxed atmosphere which made it easy for the students to ask questions. 

Not so many students so no problem with computers. 

Really interesting to see you explain techniques in the dark room – very clear and just the right amount 

of information – also not taking over – letting the student get on with it. 

The same in the c. room – very clear demonstrations. You seemed to see every one and give them time 

also accommodate their different stages in the project 

 

 

 

 

 

 

2 Aspects of teaching that were satisfactory and could be further developed: 

I was unsure what the focus of the experiments in photoshop was– to what end? You said you were 

worried all the other students would arrive in the afternoon – maybe it would help to have a timetable 

in small groups to make best use of computer time and even it out. 

 

 

 

 

3 Aspects of teaching that need to be developed: 

 

What is the focus of the assessment – it felt unclear 

How do the students who miss the session catch up ? 

 

 

 

 

 

4 Agreed action: 

Maybe organize a timetable in 2 hour sessions through the day ? 

Make the assessment criteria clearer. 

 

 

Signed: Ali Darke…          Peter Catrell               

   Observer      Observee  



Form 3  Summary Record of Observations    

    

 

 

Name:Alison Darke………………………………………………………………………………...…. 

 

  

1. Please confirm that you were observed by a tutor this year: 

 

Date:16/01/2009 

 

2. Please confirm that you were observed by a colleague this year: 

 

Date:27/11/08 

 

3. Please confirm that you able to act as an observer for a colleague this year: 

 

Date:26/11/08 

 

 

Now that you have been through the observation process, can you identify any benefits to your own 

teaching as a result of: 

 

a. being observed 

I was observed by Peter in the afternoon of a workshop I facilitate to a cohort of 45 students 

I was definitely acutely aware of his presence at first. but soon forgot he was there! The theatre is large 

enough that his presence was not distracting or intrusive. His feedback has proved very helpful in 

planning future similar workshops eg: giving more time for student feedback and reflection and an 

overly ambitious programme. I have never been observed in my teaching so this was a new experience. 

Also it was refreshing to discuss my work with a teacher of a different discipline with a completely 

different perspective. 

Being observed by a tutor at the end of the costume design project focused my mind on an aspect of my 

teaching – that of facilitating peer feedback and group discussion. I was very alert and aware to my 

presence in the situation and how I related to the students. It was a very positive experience from this 

point of view – to scrutinize practice as it unfolds. 

 

 

b. acting as an observer: 

 

It was very interesting to witness such a different learning environment and activity.  

Being in the middle of a project the students were at very different stages  - not many students turned 

up to this session and it was difficult to grasp the focus – we discussed maybe trying to repeat this 

session nearer the end of the project when more students might be in the computer suite. Very 

interesting to watch Peter explain technical  processes. 


