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Exemplar Paragraphs from 
Reflective Reports 
(For teacher use only)

Here are some indicative paragraphs from a band 5 ‘Reflective Report’.

Extract 1: From ‘Macbeth’ by William Shakespeare – 
Act 4, Scene 1 with no practitioner applied

My interpretation, inspired by the 1542 law which made witchcraft a crime and the widespread 
fear of witchcraft in 1606 when the play was first performed, worked well in performance.  In 
this scene, I interpreted that the Witches are scheming and sowing the final seeds of their plan.  In 
role as Witch 3, my cry, “Harpier cries – ‘tis time, ‘tis time” created a strong focal point for the 
audience showing them that ceremony and magic were to begin.  I held my open hand high as if 
drawing energy from my attendant spirit for the magic to come, clasping it and pulling my hand 
into my heart before slowly releasing my fingers with great tension.  I adopted the shadowy, light-
footed qualities in my movement that I visualised being used throughout the play as I interpreted the 
witches on the edge of all major action treating the other characters as puppets.

Our work as an ensemble during workshopping created a strong sense of unity between us 
throughout this scene; if one moved, slowed or paused then so did the others.  The lack of stage 
directions enabled us total creativity, we used stretchy cloaks to create unhuman shapes with our 
bodies which Macbeth stepped back from, and which entranced the audience.  I held my cloak 
tightly at the front with one hand before elongating my left leg, hunching my head and jutting my 
right hip and shoulder to create an animalistic shape as he entered, finally, slowly revealing my 
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face and hissing into, “we’ll answer.”  Moving as an ensemble though in different ways created 
the sense that the Witches were in control and creating sudden movements which had an instant 
effect on Macbeth and resulted in cackles form us showed our total control over him.  For 
example, I suddenly dropped my left arm to the ground on the line, “thou shalt not live” and at the 
very moment, Macbeth stumbled.  Our performance was strong, unified and clear; the clarity 
between us in our meaning and our whole play ideas helped retain focus and helped us to create 
physically engaging work.

Band 5 - Candidate has clearly stated an interpretation which has been informed 
by research.  Specific examples to text, performance and workshopping 
techniques are assured and perceptive and build the interpretation in an 
analytical way.  Candidate highlights the opportunities created by lack of stage 
directions.  Interpretation is developed by ensemble work during workshopping.  
Evaluation is evident.

Extract 2: From ‘Pool (no water) by Mark Ravenhill with 
Frantic Assembly applied

Frantic Assembly’s core aim is to attract new, young audiences to keep theatre alive; this was a 
central priority to me when choosing a text, I wanted something topical, relevant and engaging.  
A particular focus was “telling stories in a voice we don’t always hear.”  This was resonated 
immediately when I read Pool (No Water), the characters voicing their taboo thoughts emanated 
this concept.  I wanted the opportunity to further develop my direct address and this text 
offered that alongside the challenge of interpreting the text physically utilising stylised methods 
“combin[ing] movement, music, design and text to create their unique physical style. 
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We wanted to convey the desperation of the characters to join ‘her’ in her wealthy fame and 
researched classic and modern art.  I was drawn by Rodin’s sculpture’s and after extensive 
experimentation, used this as a starting point to create art using hymn hands to create movement.  
I pressed my hands into the flesh as I manipulated the body in front of me, I used the “three 
universes” with absolute focus on my sculpting hand as I ‘shaped’ and adjusted my partner’s foot 
placement, hips, raised each of her arms into a strong, elegant pose, and turned her chin up into 
the air, reflecting a triumphant, almost-arrogant looking statue. “After the touch”, I reflected 
and developed my movement to move fluidly and swifty with moments stepping back examining 
critically to show how important my work was to me.  I layered lines in a tone of wonder as I recall 
her twisted body in the pool, “And her face. You would have thought – locked into a grimace of 
pain…”.  This sequence was effective in reminding the audience that, behind all of the commotion 
and drama, the characters are a group of creative, inspired artists and will use anything to 
succeed. I developed my skill feeling less restrained by building blocks and using the layers to 
focus my meaning using my analysis of the text to create it; having a mental image of Rodin’s 
sculpture helped me to create coherent movement.  The moment exposed the artists’ passion for 
art and creativity as opposed to their jealousy and selfishness. 

Band 5 - Candidate has made a theoretical and practical link between the 
text and practitioner.  Opportunities are identified to apply key elements of 
practitioner theory.  Candidate gives a good sense of interpretation inspired by 
textual analysis.  Practitioner theory has been carefully applied to a specific 
example, research has enhanced the technique.  Precise details are utilised 
throughout.  The candidate is analytical and evaluative throughout.
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Achieve A/A* Component 3- Model Answers

5
© We Teach Drama 2021

Extract 3: From Blood Wedding by Lorca, applying 
Polly Findlay as a practitioner

One of Polly Findlay’s distinguishing features while directing is the “forensic attention to detai”’ 
(said when directing ‘Beginning’) she pays when analysing the playwright’s dramatic intention. 
Our dramatic intention, like Lorca’s, was to show the universality of death and destruction. We 
wanted the audience to see that passion can sometimes be so powerful & overwhelming that it 
can lead to unstoppable pain. Lorca showed this through the conflict between will and reason, 
shown within the bride. The bride knows that she should marry the bridegroom, but she can’t 
stop herself being pulled towards Leonardo. Her overwhelming desire meant she chose what 
was wrong for her. My individual intention as the Mother was to portray the guttural anger and 
bitterness she feels at how her last son is dead because of a treacherous girl and the power of 
the fates. There is nothing she can do to change that, seen when I say “One a fated day….”

We used Polly Findlay’s methodology to inform our rehearsals to achieve our dramatic intention. 
When she directed ‘Antigone’, she wanted to make sure she “identified the gesture that 
Sophocles was making”, therefore we made sure we identified the gesture that Lorca was 
making. Additionally, she also said that “it’s important to make an historical play feel 
accessible”. As the poetic style of ‘Blood Wedding’ is very similar to the poetry and tragedy of 
‘Antigone’ we tried to make our extract feel ‘accessible’ to let the audience feel the universality 
of pain and suffering. 
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One Polly Findlay rehearsal technique we did was annotating each line with what we thought our 
character’s first intention and second intention would be when saying this line and what’s ‘at 
stake’ when we say the line. For example, when I said, “Where is her honour?” to the bride, I wrote 
down that my first intention was to belittle the bride and then I wrote down my second intention 
which was to avenge my son. The next thing was did was to write down the ‘transactions’ 
between the characters i.e. the bargaining of information on every line. This allowed us to get 
under the skin of the text which Polly said “Allowed the audience to see more than just the tip 
of the iceberg of emotion” when she directed ‘Beginning’. For example, when I said “Because I 
must not recognise her, so I won’t dig my teeth into her neck”, I am giving/ paying information to 
the bride as I am warning her that if she takes one more step into my house I will attack her. The 
technique helped to focus the performance and helped the audience to see the dynamics between 
our characters. 

Band 5 - Research is in depth and relevant to the text and practitioner. Solid 
understanding of the practitioner and approaches of Polly Findlay. Very detailed 
in terms of the process undertaken and how the piece developed, by applying 
Findlay’s methodology. Reflective and analytical.
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