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1. Foreword

The 2023 Drama in Education Days took place in Uppsala, Sweden, and - alongside our
annual online edition, which has been running since 2020 - once again brought together a
diverse international community of teachers, researchers, and practitioners committed to
exploring how drama can deepen and enliven language teaching and learning. This
bilingual (English/German) forum offered space for experimentation, reflection, and
exchange. The contributions in this volume come from both the online and the in-person
gatherings and continue our tradition of showcasing innovative practice and grounded

research at the intersection of drama, language, and education.

We open with Tony Goode’s keynote, Drama and the Need to Talk, which goes to the heart
of our shared endeavour: creating spaces where learners step into stories, take on roles,
and discover themselves as active meaning-makers. Goode reminds us how drama
techniques and conventions - such as storytelling and Teacher-in-Role - help shape safe,
creative environments in which learners can explore human behaviour, negotiate
perspectives, and claim agency in their own learning. His reflections frame this collection

with a clear call: drama not only invites talk; it makes talk necessary.

The following chapters offer a range of responses to this call. We begin this section with
Simona Floare Bora, whose chapter charts the opportunities and obstacles of integrating
a theatre project within the constraints of a compulsory curriculum. Focusing on learner
attitudes, institutional challenges, and the rewards of sustained performance work, Bora

shows how theatrical processes can thrive - even in tightly structured L2 classrooms.

From curriculum constraints to multilingual possibility, Aneta Buckova’s

Mehrsprachiges Slawistik-Theater presents a linguistically and artistically rich space

o0ce

y/ BN
Drama in Education Days | online & Uppsala 2023 | Tagungsband @‘o 5




Foreword

where participants explore language portraits and biographies, plurality, and identity—

illustrating how drama can cultivate awareness of diversity and multicompetence.

Building on this exploration of identity and voice, Zoe Hogan’s “A drip of ink and then
whoa’: Building group flow through co-creation” takes us into the world of Community
Language (Heritage Language) teachers experimenting with process drama. Hogan
foregrounds co-creation, group flow, and the evolving curiosity of a professional learning

community as teachers adapt drama strategies to their own classrooms.

Turning to higher education design, Zeljka Prelevic and Manuela Lupsa draw on
multimodal design for learning to trace the micro-processes - questioning, designing,
performing, reflecting - through which students shape understanding. Their analysis
highlights how dialogic feedback supports knowledge transformation in drama- and

language-integrated university courses.

Finally, extending the stage into digital realms, Virginie Privas-Bréauté examines
immersive virtual-reality theatre as a potential language-learning environment, outlining
its affordances and didactic possibilities for emotionally and sensorimotorily engaged

participation.

Taken together, these proceedings — drawn from both our online and in-person editions -
showcase how drama in language education continues to evolve: on stage, on screen, in
virtual worlds, in multilingual classrooms, and in everyday teaching practice. We thank all
contributors and participants of the 2023 Drama in Education Days for their generosity,
creativity, and critical engagement, and we invite readers to use this collection as

inspiration for their own experiments in drama and language learning.

Eva Goksel and Stefanie Giebert (Eds.)

o0ce

y/ BN
Drama in Education Days | online & Uppsala 2023 | Tagungsband @‘0 6




1. Vorwort

Die Drama in Education Days 2023 fanden in Uppsala, Schweden, statt und - parallel dazu
- auch in unserer seit 2020 jahrlich durchgefiihrten Online-Ausgabe. Erneut kam eine
vielfaltige internationale Gemeinschaft von Lehrenden, Forschenden und
Praktiker*innen zusammen, die auslotet, wie Drama den Sprachunterricht und das
Sprachenlernen vertiefen und beleben kann. Diese zweisprachige (Englisch/Deutsch)
Plattform bot Raum fiir Experimentieren, Reflexion und Austausch. Die Beitrage dieses
Bandes stammen aus beiden Formaten - der Online- und der Prasenzveranstaltung - und
setzen unsere Tradition fort, innovative Praxis und fundierte Forschung an der

Schnittstelle von Drama, Sprache und Bildung sichtbar zu machen.

Den Auftakt bildet Tony Goodes Keynote Drama and the Need to Talk, die den Kern
unseres gemeinsamen Anliegens trifft: Rdume zu schaffen, in denen Lernende in
Geschichten eintauchen, Rollen tibernehmen und sich als aktive Sinnstifter*innen
erfahren. Goode erinnert daran, wie dramapadagogische Techniken und Konventionen -
wie Storytelling und Teacher-in-Role - kreative, aber doch sichere Lernumgebungen
formen, in denen Lernende menschliches Verhalten erkunden, Perspektiven aushandeln
und Handlungsmacht in ihrem eigenen Lernen beanspruchen. Seine Uberlegungen
rahmen diesen Band mit einem klaren Appell: Drama ladt nicht nur zum Sprechen ein; es

macht Sprechen notwendig.

Die folgenden Kapitel bieten eine Vielzahl von Antworten auf diesen Appell. In ihrer
Studie berichtet Simona Floare Bora iiber Chancen und Herausforderungen bei der
Integration eines Theaterprojekts in den Rahmen eines Pflicht-Curriculums und bietet
wertvolle Einblicke in Lernendenhaltungen, institutionelle Hiirden und das

transformativen Potential langfristiger Theaterarbeit im L2-Klassenzimmer.
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Vorwort

Vom Curriculum zur Mehrsprachigkeit fiihrt Aneta Buckova mit dem Mehrsprachigen
Slawistik-Theater einen sprachlich wie kiinstlerisch reichhaltigen Raum vor, in dem
Sprachportrats und Sprachbiografien, Pluralitdit und Identitdt erkundet werden - und

zeigt, wie Drama das Bewusstsein fiir Diversitit und Multikompetenz scharft.

An diese Exploration von Identitdt und Stimme kniipft Zoe Hogan mit “A drip of ink and
then whoa’: Building group flow through co-creation” an. Der Beitrag fiihrt in die Arbeit
von Lehrkriften in Community Languages (Herkunftssprachen) ein, die mit Process
Drama experimentieren, und riickt Ko-Kreation, Gruppen-,Flow"“ und die wachsende

Neugier einer professionellen Lerngemeinschaft in den Mittelpunkt.

Mit Blick auf das Hochschulsetting zeichnen Zeljka Prelevic und Manuela Lupsa -
gestiitzt auf das Konzept des multimodalen Designs fiir Lernen - die Mikroprozesse nach,
durch die Studierende Verstandnis erreichen: Fragen, Gestalten, Spielen, Reflektieren.
Ihre Analyse zeigt, wie dialogisches Feedback Wissenstransfer in drama- und

sprachintegrierten Lehrveranstaltungen unterstiitzt.

Abschliefdend erweitert Virginie Privas-Bréauté die Biihne in digitale Rdume und
untersucht immersives Virtual-Reality-Theater als mogliches Umfeld fiir das Lehren und
Lernen von Sprachen. Sie skizziert die Potentiale und didaktischen Moglichkeiten fiir

emotional wie sensomotorisch engagierte Teilnahme.

Als Ganzes - und gespeist aus beiden Ausgaben, online und in Prasenz - zeigt dieser
Tagungsband, wie sich Drama im Sprachunterricht weiterentwickelt: auf der Biihne, auf
dem Bildschirm, in virtuellen Welten, in mehrsprachigen Lernrdumen und in der
alltaglichen Unterrichtspraxis. Wir danken allen Autor*innen und Teilnehmer*innen der
Drama in Education Days 2023 fiir ihre Grofdziigigkeit, Kreativitit und Kkritische
Auseinandersetzung und laden die Leser*innen ein, diesen Band als Inspiration fiir eigene

Experimente mit Drama und Sprachenlernen zu nutzen.

Eva Goksel und Stefanie Giebert (Hrsg.)
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1 Drama and the Need to Talk

Keynote at the 2023 Drama in Education Days

This is the keynote address given by Tony Goode during the online 2023 Drama in Education
Days. It addresses drama and language teachers and provides insight into some of Tony’s
thoughts around applying drama conventions in everyday and educational settings. Tony is
a UK-based free-lance drama/arts education consultant and co-author of “Structuring

Drama Work” (2015).

To cite this article:

Goode, Tony. (2026). Drama and the Need to Talk. In Stefanie Giebert and Eva Goksel (Eds.),
Dramapddagogik-Tage 2023/Drama in Education Days 2023 - Conference Proceedings of the 9™

Annual Conference on Performative Language Teaching and Learning (Pp. 10-16).

https://dramapaedagogik.de/wp-content/uploads/proceedings2023 /final.pdf

Introduction

My interest in the development and documentation of conventions for dramatic action
goes back over many years, and the momentum for this work owes much to those
practitioners whose in-service work has recognised the need to facilitate teachers' use of
the medium of drama by providing them with clear points of access at both practical and
theoretical levels. Part of this process involved the publication, by Cambridge University,
of what are now three editions of Structuring Drama Work: A Handbook of Available Forms

in Theatre and Drama (Neelands and Goode, 2015).

With this in mind, my purpose in this talk is to explore in a straight forward manner what
drama can do and how it does it. Despite not being a language specialist, I will try to apply

those considerations to your work though I will undoubtedly need your help in making
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Drama and the Need to Talk

some of the necessary connections that my discipline base means I'm not aware of. [ will

also need help from someone else. So first, let me introduce you to Noah.

Noah is my grandson, he’s 8 months old. And I'm going to tell you a story about Noah and

me. [ will also talk to you about stories later, but first things first.

So, to begin, Noah and I are desperate to communicate. But, of course, he has no language
and I have too much. Noah had had a cold at the start of the week and had discovered
coughing. Although he was now clear of his cold, he was still practising his cough. He was
also singing and had decided to put a couple of coughs at the end of his song. [ mimicked
his song and likewise added a couple of coughs. We did this a few times and I could see him
thinking as he looked at me. I looked at him. We looked at each other both thinking. Then,
he just coughed and I coughed in return and we fell about laughing and coughed some
more. Our coughing was conversation without words. It came out of our mutual desire to

communicate; to talk. And, of course, to listen.

At the same time, the other important aspect of our ‘conversation’ was that we were
pretending. We both knew that we were pretending and that our coughs were not real.
They had nothing to do with illness and we were making this happen through mutual

agreement.

Pretending of the kind that Noah and I can manage is, of course, embryonic. It is playful
pretending and for us as teachers we will need to extend this process towards drama.
Consequently, the first thing we need to do is to embrace story. Barbara Hardy says:

“narrative, like lyric or dance, is not to be regarded as an aesthetic invention used by

o0ce
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Drama and the Need to Talk

artists to control, manipulate, and order experience, but as a primary act of mind

transferred to art from life” (1968:5-14).

While Hardy has argued that: “Story is a primary act of mind,” in her view, the narrative
process of ‘storying’ allows an individual the opportunity to objectify their experience.
Through engagement with others' stories and the characters, situations, and the voices
they contain, people can build bridges between the story they newly experience and their
own personal stories and in so doing create new ways of describing, analysing, and
explaining their own lived experience. Thus, an essential skill for us as teachers is to be
able to select stories which resonate with young people, stories which encourage

involvement and the need for talk.

In our teaching we will need to marry the purposes of story with the power of drama.
Successful drama activity should utilize the innate human potential of the dramatic
imagination (Courtney 1968). This act of mind involves us in imagining ourselves in the
other person’s shoes and attempting to assess how they are reading our portrayal and
how they will therefore respond to it. This process (Clark et. al. 1997: 24 - 29) is both an
attempt to interpret experience in ways that are personally meaningful for us and a

mediation between our inner selves and the real world.

Drama occurs when a group agree to pretend, to willingly suspend disbelief (Ben Chaim
1984) in the created fiction and maintain that pretense through an acceptance of symbolic
relationships between People, Time, and Space. Such pretending is significant because it

frees us from the constraints of our own lived reality.

David Booth, the leading exponent of ‘story drama’ describes the essential contribution

that drama can make to the broader educational process:

“Drama may be one of the few language situations that opens up story possibilities, that
allows spontaneous narrative to enter naturally into the flow of talk - every kind of story
from personal experience to literary fictions - so that the narrative mode can be an

integral part of the school curriculum.” (Booth, 1994:39)

The potential exists in using story and drama for the teacher to teach in the most organic
way with their group, building on the children’s natural urge to make up stories, to

pretend and to act out these stories and the stories of others. One has only to watch young
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Drama and the Need to Talk

children free play to see the possibilities that exist through utilising and structuring
activity of this type to help young children create new perspectives and understandings

about their world.

As Booth writes: “We sometimes forget that children roleplay naturally from the time they
can first move about: drama is the very stuff of their casual play - imagining an old crate a

castle, a stool a horse, a paintbrush a magic wand.” (1993:17)

However, while I do not want to lose the playfulness of children’s play, | would argue, that
even the imaginative play described by Booth is not drama. So, what then might a drama
look like? Let’s take a traditional story like Jack and the Beanstalk and a closer look at the

activity.

1. Storytelling

In the usual classroom area where stories are shared the teacher recaps the story of “Jack
and the Beanstalk,” up until the point where the beanstalk is first seen. Rather than telling
the whole story from the start it is important to carefully select a point of access; a point
chosen to ask questions of the listeners rather than provide answers. A point chosen to

awake interest in terms of what happens next.

2. Establishing Roles

The teacher tells the children that they are going to pretend to be Jack (gender
unimportant) and that they are going to ask the group to pretend to be the villagers that
live in the same village as Jack. But first, they ask the children “What does the village look
like?” “What do the villagers do?” (For example, there might be a river running through
the village by a church. The villagers might be farmers or look after sheep, etc.) This
‘creation’ of the village is important as it helps the children build belief in and a common

understanding of their pretend life.

3. Teacher-in-Role

[ should stress here that TiR offers an important opportunity for Mother Tongue Language

Acquisition Modelling about which I'm sure you know more than me. The teacher tells the
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Drama and the Need to Talk

children that they are now going to take on the role of Jack. (A ‘signifier’ may be useful
here - a scarf or cap which allows the teacher to take up and to discard the role.) Jack
stands looking up into the air at the pretend beanstalk with a puzzled expression on their

face. The villagers stand around Jack watching.

4. Storying in Role

Jack tells the villagers that mum threw some beans out of their window last night and
when they got up this morning this huge, tall plant was there. Jack wonders of the villagers
“Where did this come from? Why is it here?” Further questions about the beanstalk, how
big it might be etc., can be asked here in order to help deepen the children’s relationship to

the drama.

5. Meeting in Role

TiR as Jack asks for a formal meeting of the villagers to try and decide what might be at the
top of the beanstalk and to plan what they should do next. This meeting should place the
children in a decision-making role. Jack should feed the debate by asking questions rather

than providing answers.

Here is an example of what happened in one classroom; in selecting it  am mindful of the

four skills or modes of language expression: Listening, speaking, reading, and writing.

The children as villagers were trying to talk Jack into going up the beanstalk. (The TiR as
Jack stood on a chair about to climb up the beanstalk but stopping because they were too
scared, and didn’t want to go alone.) The villagers talked Jack into going up the beanstalk
and coming back to tell them what it was like. Then the villagers decided to go up the
beanstalk themselves with Jack and so an amazing adventure began. Initially the group
wished to delay their initial meeting with the giant and so spent some time creating
imagined maps of the world at the end of the beanstalk and annotating these maps with

advice on how best to avoid danger.
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The group’s engagement with the story culminated in the construction of a gigantic
papier-maché head, which volunteers gave voice to in interaction with both the teacher in

role as Jack, and with the villagers.

At the same time they created imaginary newspaper headlines and articles around Jack’s

trading of the family cow, planting the beanstalk etc.

Hopefully, this example has made clearer that, in my view, what is unique to drama is that
itis collectively negotiated meaning within an agreed fiction. This fictional aspect gives us
control over the everyday elements of time, space, and human presence in ways not
available to us in daily living. In drama we can stand up any event, from any place and from
any time. We can become the people driving that event and using drama conventions we
can stop it, repeat it, slow it down or speed it up in any way we wish. Indeed, drama
conventions such as Thought-tracking allow us to hear aloud the thoughts inside a

character’s head. Something I have wished for in real-life situations on many occasions.

Uniquely drama gives us, in Dorothy Heathcote's phrase, "permission to stare". As a result,
we can look closely at the behaviour of others; explore and decode events, and analyse
human interaction and behaviour in a safe and protected, liminal space in which
understanding is made paramount. Engagement in another’s story either as created
characters or as our imagined selves creates the need to talk, to discuss and hypothesise
and offers young people the means to critique and create their own cultural and human

identity.

Fundamentally, it is this significant opportunity to explore and experience; to become,
even for a brief time, subject rather than object of our own experience which no other way

of learning can replicate.
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Simona Floare Bora

2 Daring to set the stage in a compulsory
curriculum: the highs and lows of
implementing a theatre project in an L2
language classroom

Despite the continually growing recognition of drama-based approaches which include theatre
performances as tools for increasing opportunities for communicative discourse in the foreign
language classroom (Bora, 2022; Giebert, 2014), there is little evidence to suggest that a
theatre project is common practice in language lessons, particularly when implemented in

rather rigid obligatory curricula.

A theatre project can offer a range of benefits within a language classroom, such as increased
motivation, engagement and language development. However, during its implementation
within intracurricular lessons various challenges can also arise. This article provides insight
into a high school class’ experience in Italy with the highs and lows of staging a full-scale
performance during their English language lessons. Responses related to the learners’
attitudes and feelings regarding the process and the outcome of the theatre project were
collected. Challenges and opportunities from students’ interviews and questionnaires are

revealed, and lessons learnt throughout the process of the project are discussed.

To cite this article:

Bora, Simona Floare. (2026). Daring to set the stage in a compulsory curriculum: the highs and
lows of implementing a theatre project in a L2 language classroom. In Stefanie Giebert and Eva
Goksel (Eds.), Dramapddagogik-Tage 2023/Drama in Education Days 2023 - Conference
Proceedings of the 9" Annual Conference on Performative Language Teaching and Learning (Pp. 18-

29).

https://dramapaedagogik.de/wp-content/uploads/proceedings2023 /final.pdf
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Daring to set the stage in a compulsory curriculum: the highs and lows of ...

Introduction

[ would like to start this paper with a quote from the film “Infinity” (1996) which, in my
view, encapsulates the essence of drama, and implicitly, the essence of a theatre project:
“Father, what is the name of that beautiful singing bird over there?” a little boy asks. “If
[ knew”, the father says, “I would tell you the name in all languages. But then you
would only know what other people call it. You would really know nothing about it.
You need to look at the bird, listen to it, try to understand what it is doing, and maybe
touch itif you ever can. Notice everything! Only then you will remember its name for a
long time”.
In light of the above-mentioned quote, learning a foreign language (L2) through drama
becomes learning by doing and by experiencing, which ultimately will be more lasting and
enduring. Since speaking is widely recognized as one of the most important aspects of
communicative competence that influences how students succeed in foreign language
learning (Nunan, 1991; Ur, 1996; Galante, 2018), a theatre project where learners learn by
doing and by experimenting seems to be an ideal approach that teachers can bring into the
classroom in order to enhance learners’ L2 speaking skills effectively. Oral competence

not only offers affordances for learning, but also represents a significant component of

learning outcomes and syllabus content (Nguyen, 2023).

A theatre project can be process-oriented or product-oriented. A process-oriented form
“tends to focus on the dramatic medium itself, in which the negotiation, rehearsal and
preparation for dramatic representation become the focus for language learning” (Moody,
2002: 135-136). Instead, a product-oriented form involves various processes in the
interpretation, rehearsal and public performance of a text and “emphasizes the final
staging of the student’s public performance, wherein the concluding dramatic realization
in front of an audience is viewed as one of the primary goals of the learning experience”

(Moody, 2002: 135-136).

In the following, [ shall describe an initiative which attempted to stage a play in English in
a foreign language classroom at a small private school in Italy as part of a mandatory
curriculum. The rationale of this mainly process-oriented theatre project, the data

collection and data analyses as well as the findings related to the highs and lows
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experienced by the learners who engaged in this mandatory theatre project will be

discussed.

Why a theatre project in foreign language teaching and learning

Whilst theatre projects are predominantly discussed in the literature regarding second
language acquisition contexts at a university level or as an extracurricular activity (Ryan
Scheutz & Colangelo 2004; Wager et al., 2009; Shenken 2017), a theatre performance
implemented in a compulsory curriculum is less common. However, a theatre based
activity can offer a range of benefits that include spontaneous, creative and authentic
speaking interaction (Bora, 2021; Goksel, 2021; Piazzoli, 2018), building confidence
within safe communicative situations (Galante 2017; Dalziel & Piazzoli 2019; Sestigiani &
Pechenkina, 2024), engagement within the lessons because of the fun element (Almond,
2019), focus on the communicative act rather than grammar only and significant language
improvement (Bora, 2022) among others. It helps to reduce anxiety and shyness when
speaking which in turn will lead to greater fluency and accuracy (Shenken, 2017; Bora,
2021 & 2022; Ngyuen, 2023). The safe playful atmosphere created aids the breaking of
inner, psychological barriers, which may block the learners from communicating in a
foreign language and helps them accept that mistakes are part of the learning process
(Piazzoli, 2018). By empowering students in the process of learning, it can also help to
foster the students’ agency (Dalziel & Piazzoli, 2019). Acting in front of an audience can
reduce learners’ reticence to speak and stimulate their self-confidence in public speaking
(Sestigiani & Pechenkina, 2024) by giving the learners a chance to express themselves and

perform first in the class and later on the real stage (Almond, 2005).

Rehearsals can also enhance learners’ accuracy through repetition and new vocabulary
may become more memorable due to the emotions the students feel when portraying the
characters. So, working in the context of the play not only enriches students’ vocabulary
(Giebert, 2014) but, in the process of interaction when preparing the play for the stage
learners can also support each other and practice their speaking skill effectively (Bora,
2019). Through performing a play and engaging with the characters, learners can improve
their oral skills, their grasp of vocabulary and grammatical structures and improve their

pronunciation (Shenken, 2017; Bora, 2018 & 2022). Furthermore, it promotes positive
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relationships within the group. An additional benefit is that learners who participate in
drama-based activities focus on both verbal and non-verbal forms of communication that

can be found in real life (Ntelioglou, 2011).

Why steer away from a theatre project in the language classroom

Theatrical performance in a compulsory curriculum has not yet become extensively used
despite the comprehensive research that demonstrates its success in different areas of
language learning (see Belliveau & Kim, 2013 for a literature review). Many contributions
to the ongoing discussion on drama in a foreign language classroom focus on drama
techniques, but very few studies have taken a closer look at a theatre project in the
mandatory curriculum. Whilst most teachers employ a theatre, that is, product-focused,
approach as an extracurricular activity (Ryan Scheutz & Colangelo 2004; Wager et al,,
2009; Shenken, 2017), only a few made an attempt to set the stage in an intracurricular
course at university level (Fedorowicz & Wodziniska, 2002; Marini-Maio, 2010; Ryan-
Schutz, 2010) and even fewer to incorporate a full-scale theatre project in a compulsory
high school curriculum (Moody, 2002; Jarfas, 2008; Sestigiani & Pechenkina, 2024). As
outlined by Giebert (2016: 9) “not all teachers feel at ease with employing drama [and/or
theatre] in the classroom - there are constraints of time and space and not every teacher
feels confident to use a method they have not been trained in” (c.f. Royka 2002) as they
feel they are not a “theatre” person, but an L2 teacher (c.f. Marini-Maio, 2010). Carkin
(2004) assumes that the word “drama” is identified with “theatre” and thus, associated
with “alot of glitz and showy entertainment” (Introduction: I). Bancheri (2010) holds that
“objections to this kind of dramatic course include concerns that it is too specific, not
structured enough and not goal-oriented enough” (ibid: 84), and therefore, it should be

introduced only after the intermediate level of language instruction has been completed.

Additional reasons brought forward concern the fact that, on the one hand, a theatre
project requires considerable and meticulous planning and structure, plus organizational
skills on the teacher’s part (Wessels, 1987) whilst, on the on the other hand, the use of
theatrical texts may not be appropriate or appealing to all learners (Ryan-Scheutz, 2010).
Colangelo & Ryan-Scheutz (2010) assert that a major challenge appears to be the fact that

foreign language classes at high school level generally follow a traditional sequence in
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which particular grammatical concepts are taught at specific points in a graded way, from
what is supposed to be easy before gradually moving on to more complex linguistic
grammatical structures. As a result, it would be difficult to find a play which adheres to
these rules. Further concerns include class sizes which may be larger at the high school
level than in a different setting, whilst time and resources may be limited. Concerns
regarding the “wash-back” effect of the national exams are also invoked, with students
and parents expecting more exam-oriented work from the teachers (Korkut, 2023).
Teachers also complain that they may lose control of the class (Korkut, 2023).
Furthermore, they maintain that for staging a performance, the full commitment of all
participants is imperative to the success of the theatre project. Thus, the research
questions which stem from these concerns are related to the challenges of a theatre
project in a compulsory curriculum in which students do not willingly enroll and how the

whole process with its highs and lows is perceived by the learners.

The context of the study, data collection and analyses

The present study took place in a small public high school in the northern part of Italy. The
theatre project was implemented with an intact class of ten final year Italian high school
students who were learning English as a foreign language. Their level of English ranged
between lower intermediate and intermediate in their speaking skills. The theatre project
became an integral part of their compulsory lessons and spanned ten weeks with a two-
hour lesson held each week. The play chosen was “Over the Wall” by James Saunders due
to the range of vocabulary, the theme which was meant to engage the learners and the fact
that any number could participate, so the students were given the choice to be actors in
the play or take on other roles in its production. All students were willing to impersonate a
character in the play. During the project, learners read the play during their English
classes to familiarize themselves with the plot and decided on the role each of them would
take. They worked towards the memorization of their parts, rehearsed scenes in turn and
commented critically on their performance during their language classes. At the end of the
term, a final performance was held in class with an audience formed of some students

from other classes in the school despite the fact that not all lines were successfully
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memorized and some learners still relied on the script occasionally. Some simple props

brought by the students were used.

Regarding the data collection, at the end of the project learners completed a questionnaire
and sat through a semi-structured interview in which they were asked to express their
views regarding their experience with the theatre project. A qualitative approach and
frequencies of mentions drove the analyses of the data collected with themes and patterns
individuated. Grounded Theory (GT) was set out as being the most appropriate method
for this data analysis since it refers to the discovery of theory grounded in data that are

gathered through the systematic research of a specific topic (Strauss & Corbin, 1998).

Results and discussion

Mixed results were gleaned from learners’ questionnaires and interviews. The prominent
themes which appeared from the data were i) motivation and enjoyment, ii) oral skills
development and iii) affective negative aspects and challenges students encountered

through the project.

First of all, the theatre approach appeared to enhance their motivation because of the novelty
effect, the content of the play which engaged their imagination and because they familiarized
themselves with cultural elements. Another positive aspect mentioned was that learning language
within the context of a play made the whole process of learning more meaningful because they had
a goal in mind even though the process was more important than the final product. The learners
particularly appreciated the active way of learning when taking roles in the production of the play,
which ultimately proved beneficial for their language development. One of the students affirmed:

During our theatre project we learnt because we needed to take roles and to put the

language into practice whilst actively living the lesson. We were not passive receivers,

but we lived actively the whole process of learning.
The cooperative learning was also cited as a source of motivation and enjoyment. The
learners learnt from each other and helped each other especially when they had to
memorize their lines whilst simultaneously practicing the non-verbal communication.
They felt positive about working with others as a group and it appears that the process of
interaction for negotiation of meaning made the whole process more meaningful as well

as fraught with amusement.
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I really enjoyed rehearsing the little scenes in class together with my classmates in

preparation for the play. We did have a lot of fun.
Another positive aspect regarding the theatre component was that learners found it
easier and more engaging to learn a language which was more alive and real, spoken in a
conversational tone. Through the repetitions done during the rehearsals they also learnt
plenty of new vocabulary which they said they will remember because they had to repeat
it many times.

The repetitions done through the rehearsals were also useful because now I can use the

ready-made sentences outside of the classroom, in the real-world such as "Get out! You

are wasting my time". Other lines are stuck in my mind now because I kept repeating

them.
The theatre project offered abundant opportunities of “learning by doing” which was also
considered useful since the learners found it easier to acquire vocabulary, grammar and
ready-made expressions in context. New vocabulary and expressions were often guessed
and straightforwardly learned from other people’s behavior and reactions whilst
rehearsing. The mere process of acting “trains the emotional memory”, which makes it
less problematic for students to retrieve the new vocabulary and use it when necessary
(Almond 2005) because it is linked to the emotions experienced previously when
impersonating a character in a play. Stage directions in the play were also a source for
learning memorable new words and expressions through experiencing. In this regard, one
of the students mentioned:

It was much more interesting and much better and easier compared to how we have

been taught English up to this point. That was because we could also learn the language

with the right pronunciation and the correct stress and intonation. I kept thinking back

to the situations and the emotions I lived when acting my role and that helped a Iot.
Consequently, the vocabulary and pronunciation improvements were the most

mentioned aspects of the whole process:

The theatre project helped me a lot with my pronunciation because we continued to
repeat in order to get it right and use the phrases memorized with a correct
pronunciation. We have also learnt plenty of new words when trying to stage the play.

The whole class appreciated the full-immersion theatre project because it offered plenty

of opportunities for speaking and language enhancement:
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Compared to the ways we have learnt English so far, the theatre engaged me more
because there was more conversation taking place which offers more opportunities for
practicing the speaking skills.
What is more, most of the learners also felt that they built their self-confidence when
speaking. As Piazzoli (2011) rightly points out, “walking into someone’s shoes helps

learners feel less shy to produce the target language”:

I have to say that I feel less anxious and more confident when I speak English now,
without that persistent fear of making errors.
The last prominent theme was affective negative responses. Despite the perceived oral
skills development reported by all of the participants in the study, not all of them enjoyed
taking roles in the performance. Feelings of discomfort, translated into embarrassment

and anxiety at the thought of acting in front of an audience, were still reported:

I am pretty timid by nature and I didn’t feel entirely comfortable when acting even if it
was in front of my classmates. I have to admit that it was a lot of fun especially when
rehearsing for the play, however, I would have felt a certain degree of embarrassment if
I had to act in front of other people.
In order to be successful, a theatre project requires collaboration between students and
full commitment from all participants. Consequently, frustration with non-cooperative

students transpired from one student’s feedback who would have liked more involvement

and commitment from her classmates:

Because of our classmates who were not too serious about memorising their part, I felt
that sometimes we were wasting our time.

The memorization of individual lines was reported as being not quite a pleasurable task in
itself. However, the learners appreciated the games which were created by the

teacher/researcher in order to aid them in their endeavor:

1 did not like too much learning my lines by heart. It was not easy, but the games we did
helped a Iot.

Disappointment with not having enough time to learn all their lines by heart and not

having staged the performance were also expressed:

It is a pity we did not have enough time for memorizing our lines properly and for
preparing a full-performance with an audience.
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Other somewhat negative aspects were that rehearsals were also deemed by the students
slightly repetitive and the staging was not performed with a large audience as originally
planned, which in turn caused disappointment on some learners’ part:

I was somewhat confused because we had a real audience in mind when we started the

project, but then this did not happen. I guess it was because of the students who did not

put all the effort into preparing the play, and also because it was the end of the term and

we were all tired. It was a pity we did not manage to have a performance with a larger
audience.

Lessons learnt from the project

One of the lessons learnt from this intra-curricular theatre project is that it requires
careful planning; most importantly, it should not be left until the end of the term. That is
because it requires considerable time and involvement on the learners’ part who may not
have the necessary time for preparation especially when their exams are approaching as
in the present case study. A second point is that for a successful performance to take place,
the audience component should be stressed more strongly throughout the whole process.
The reason may be that a performance in front of an audience would be more motivating
for all students - it would avoid feelings of disappointment and encourage them to
effectively memorize their lines. Additionally, students could be involved in the
production of the flyers and advertising the play by sending emails which could help them
with more language practice and get them even more interested in the project. It is,
however, clear that for successfully staging a performance, the full commitment of all
participants is imperative and before deciding to base a course entirely around one full-
scale production of a text, the teacher could also evaluate whether the majority of
students would be sufficiently enthusiastic about putting on a full-scale show. However,
another solution could be to work only on text extracts of dramatic literature rather than

on an entire play, which will surely prove to be an invaluable experience for learners.

Conclusion

Based on the results I would conclude by stating that overall a theatre project is a
rewarding activity in the language classroom within a mandatory curriculum. Performing

a play has a myriad of benefits for foreign language learners and students’ responses have
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confirmed that this type of full immersion was beneficial in terms of engagement,
motivation and language improvement. These results have clear implications for foreign
language curricula in terms of their practical goals (oral skill development) and affective
goals (motivation and feelings of confidence) since learners reported higher fluency and
accuracy, vocabulary and pronunciation improvement along with feelings of confidence
when speaking. This study also revealed how important it is to shed light on learners’
personal opinions so these can be borne in mind when planning lessons and deciding to

introduce a theatre project in the language classroom.

In light of these findings a theatre component should become a more prominent part of
foreign languages curricula whenever possible as it enhances learners’ motivation and
engagement leading to language skills development, promotes team-work skills and
nurtures emotional and social learning. Even though the theatre project was not fully
accomplished since we did not manage to perform in front of a real audience as initially
planned, “we should not hope to achieve anything of great artistic or theatrical merit. The
reward will lie in the greater confidence and ability of the students to use the target

language” (Wessels, 1987:10).
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3 Mehrsprachiges Slawistik-Theater

Die Integration von Mehrsprachigkeit in den dramapddagogischen Sprachunterricht bietet
eine vielfdltige und bereichernde Mdoglichkeit, das Sprachenlernen zu férdern. Dieser Text
prdsentiert einen sprachwissenschaftlich fundierten Ansatz zur Erforschung dieser
Thematik und beschreibt das Mehrsprachige Slawistik-Theater an der Friedrich-Schiller-
Universitdt Jena als Fallbeispiel. Dieses Projekt wurde zum ersten Mal auf den
Dramapddagogik-Tagen 2023 vorgestellt. Der Kurs umfasste verschiedene Aktivitditen, wie
das Sprachportrait und die Sprachbiographie, um das Bewusstsein fiir Mehrsprachigkeit zu
stdrken und den Spracherwerb zu férdern. Durch diese Methoden konnten die
Teilnehmenden ihre individuelle Sprachkompetenz reflektieren und verschiedene
Dimensionen von Mehrsprachigkeit erkunden. Die Reflexionen der Kursteilnehmenden
zeigen, dass die dramapddagogischen Spiele und Ubungen nicht nur das Sprachenlernen
unterstiitzen, sondern auch die soziale Interaktion férdern und das Bewusstsein fiir
Diversitdt und Multikompetenz schdrfen kénnen. Diese Herangehensweise bietet somit eine
ganzheitliche und effektive Methode, um Mehrsprachigkeit im Unterricht zu integrieren und
die Lernenden zu motivieren, ihre sprachlichen Fdhigkeiten auf eine kreative und

interaktive Weise zu verbessern.
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Einleitung

Wie kann Mehrsprachigkeit in den dramapaddagogischen Sprachunterricht integriert

werden? Welche Vorteile und Herausforderungen bringt es mit sich? Der vorliegende
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Text stellt einen durch sprachwissenschaftliche Forschungsmethoden gestiitzten Ansatz

vor, um sich der Beantwortung dieser Fragen zu nahern.

Das Gros des Textes bildet die Beschreibung des Mehrsprachigen Slawistik-Theaters,
eines Kurses fiir Studierende und Lehrende der Friedrich-Schiller-Universitat Jena, der
am Institut fir Slawistik und Kaukasusstudien angeboten wurde und in dem
Mehrsprachigkeit zum Thema gewahlt wurde. Es werden ausgewahlte Methoden
geschildert und diskutiert, die in der linguistischen Forschung angewendet werden, wie

das Sprachportrait oder die Sprachbiographie.

Der Artikel beginnt mit einer kurzen Einleitung zu der Bedeutung von Mehrsprachigkeit
in der Bildung und mit der Auflistung von bisher dokumentierten mehrsprachigen
Theaterprojekten. Danach wird auf den Verlauf des Kurses Mehrsprachiges Slawistik-
Theater eingegangen und dariiber reflektiert. Im Fazit sollen die eingangs gestellten
Fragen beantwortet und iber die Maoglichkeiten einer mehrsprachigen

Theaterinszenierung diskutiert werden.

Mehrsprachigkeit im Sprachunterricht

Um das Potenzial von Mehrsprachigkeit im dramapadagogischen Sprachunterricht in
moglichst vollem Ausmaf3 nutzen zu kénnen, ist es vorteilhaft, sich der Bedeutung dieses
Konzeptes bewusst zu sein bzw. sich bewusst fiir eine bestimmte Definition zu
entscheiden. Im Folgenden wird unter Mehrsprachigkeit der Zustand einzelner Personen
oder einer sozialen Gemeinschaft verstanden, die sich bei der taglichen Kommunikation

mehrerer unterschiedlicher Sprachen bedienen (Gliick & Rodel 2016: 449).

Diese Definition unterstreicht erstens die Tatsache, dass Mehrsprachigkeit nicht nur eine
psycholinguistische, sondern auch eine soziolinguistische Dimension beinhaltet. Sie
betrifft demnach nicht nur Individuen, sondern auch soziale Gruppen, wobei von einem
gegenseitigen Einfluss des Individuums und unterschiedlicher Gruppen (Familie,
Gleichaltrigengruppen usw.) auszugehen ist. Zweitens ist der Aspekt der Kommunikation
entscheidend. Es muss nicht um eine ausgewogene Zweisprachigkeit gehen, die von den
Kritikern und Kritikerinnen als ,the sum of two monolinguals in one“ paraphrasiert wird

(Matras 2009: 61). Den im Folgenden beschriebenen Aktivititen liegt daher ein eher
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funktional basiertes und weniger bewertendes Verstandnis von Mehrsprachigkeit

zugrunde.

Kiippers (2020: 63) bezeichnet = Mehrsprachigkeit, die in  modernen
Einwanderungsgesellschaften zu einem Bestandteil der Alltagsrealitit geworden ist, als
,Bildungsressource fiir Individuum und Gesellschaft”. Daher erscheint es als naheliegend,
wenn sie auch in den schulischen oder universitiaren Unterricht als solches integriert
wird. Dies geschieht laut Kiippers (2020: 64) zum Beispiel durch Sprachvergleich, der
Sprachreflexion unterstiitzen kann. Das so geforderte Sprachbewusstsein kann folglich
generell zur Steigerung der Selbstwirksamkeit und Selbstbewusstsein fiihren. Erganzt
man diese kognitiven Lernprozesse im dramapadagogischen Sprachunterricht durch
Bewegung, Emotionen und soziale Erfahrungen, kann Mehrsprachigkeit auch
»ganzheitlich erlebt werden” (Kiippers 2020: 64) und der erwiinschte Lerneffekt kann

nachhaltiger sein.

Henning (2020: 78-83) bietet einen Uberblick der in den letzten Jahren dokumentierten
mehrsprachigen Theaterprojekte im deutschsprachigen Raum und dariiber hinaus.
Dieser Uberblick zeigt gleichzeitig verschiedene Strategien, wie mit Mehrsprachigkeit auf
der Biihne umgegangen wird. Beispielsweise kann ein klassisches Theaterstiick (hier
konkret Shakespeares Sommernachtstraum) so adaptiert werden, dass jede Figur eine
andere, in der Gruppe vorhandene Sprache spricht, was durch erlduternde und
zusammenfassende Passagen auf Deutsch ergdnzt wird (Glage 2000). Eine andere
Variante stellt eine Workshopreihe dar, bei der jeweils eine vielsprachige Prasentation
erarbeitet wird. Dies ist der Fall des SPRACH-FLUSS-Projektes, das mit Deutsch-
Lernenden in Subsahara-Afrika realisiert wurde (Holl 2011a, 2011b). Ahnlich wurde im
Projekt Inszenierte Mehrsprachigkeit in drama- und theaterpddagogischen Settings im
Regel- und Projektunterricht vorgegangen. Im Zentrum dieses Ansatzes steht die
lebensweltliche Mehrsprachigkeit der Schiiler und Schiilerinnen und ihre Inszenierung in
spielerischen Szenarien (Rost-Roth et al. 2015). Ebenfalls in dem Projekt PlurCur:
Schulische Gesamtsprachencurricula wurde in einer mehrsprachigen Theater-AG ein
Theaterstiick aus mehrsprachigen Szenen zusammengestellt (Henning 2020). Im
mehrsprachigen Lesetheater wird hingegen auf ein Lautleseverfahren fiir literarische

Texte in unterschiedlichen Sprachen gesetzt (Kutzelmann, Massler & Hendel 2017).
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Alle genannten Ansatze bringen je nach Zielgruppe, Zielen und Rahmenbedingungen
unterschiedliche Vorteile mit. In den folgenden Ausfithrungen zum mehrsprachigen
Slawistik-Theater wird auf einzelne Prinzipien und Aktivititen aus den genannten
Projekten zugegriffen, um das oben genannte holistische Erleben der Mehrsprachigkeit zu
ermoglichen und den Teilnehmenden eine aktive Begegnung mit Drama und Theater

anzubieten.

Mehrsprachiges Slawistik-Theater

Im Folgenden wird die Einbeziehung der Mehrsprachigkeit im dramapadagogischen
Sprachunterricht an einem Beispiel aus dem universitiren Bereich in Deutschland
illustriert. Die Zielgruppe des Theater-Kurses waren Universititsstudierende und -
dozierende der Friedrich-Schiller-Universitat Jena. Der Kurs wurde am Institut fiir
Slawistik und Kaukasusstudien angeboten und strebte die Einbeziehung maéglichst vieler
am Institut vertretener slawischer Sprachen an. Er dauerte ein Semester lang und fand
einmal pro Woche (90 Min) statt. Sein Ziel war es, nicht nur das Sprachbewusstsein zu
stirken und Sprachreflexion anzuregen, sondern auch eine Maoglichkeit zum

Spracherwerb zu bieten, wofiir der Erwerb von Leistungspunkten moglich war.

Im Vergleich zu den oben genannten Theater-Projekten, die auf Schiilerinnen und Schiiler
abzielten, handelte es sich beim Mehrsprachigen Slawistik-Theater um eine andere
Zielgruppe. Universitatsstudierende und -dozierende sind generell dlter und sie bringen
ein anderes Hintergrundwissen, eine andere Lebenserfahrung und womdglich auch

Motivation mit sich als Jugendliche.

Ein weiterer Unterschied zu den bisher beschriebenen Projekten bestand zum Teil auch in
der Zielsetzung: Die Mehrsprachigkeit soll nicht ,nur gezeigt werden‘ - es sollte auch
Erwerb stattfinden und gesteuert werden. Auf diese Weise sollten die psychosozialen und
linguistischen Lernziele verbunden werden. Damit der Spracherwerb unterschiedlicher
slawischer Sprachen gesichert wurde, setzte man auf die Zusammenarbeit mit den fiir die
jeweiligen Sprachen zustandigen Kolleginnen und L1-Sprechern und Sprecherinnen
dieser Sprachen. Die Tatsache, dass beispielsweise das Polnische fiir eine Teilnehmende
die Erst- und fiir eine andere eine neue Fremdsprache war, wurde als Potenzial fiir das

Voneinander-Lernen aufgefasst und geschatzt.
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Erstes Herantasten

Weil vorige Erfahrungen mit dramapadagogischen Arbeitstechniken nicht vorausgesetzt
werden konnten und die Teilnehmenden sich gegenseitig nicht kannten, sollte die
Theatergruppe in einer Kennenlernphase in einem geschiitzten Raum zusammenfinden.
Schon bei diesen ersten Begegnungen wurde Mehrsprachigkeit in die einzelnen Spiele

und Ubungen integriert.

Dies geschah zum Beispiel im Multilingual walking, einer Aktivitat nach der Beschreibung
von Kiippers (2020: 66-67). In dieser Ubung laufen die Teilnehmenden zuerst kreuz du
quer durch den freien Raum (zum Beispiel als ob auf einem Spaziergang). Bei einer
Begegnung begriifden sie sich mit einem Lacheln. Auf ein vereinbartes Signal wird die
Begriifdung konkretisiert - zum Beispiel das Wort ahoj (tschechisch fiir hallo) und eine
bestimmte Bewegung, wie das gegenseitige Antippen mit der rechten Fufdspitze. Nach
dem néachsten Signal folgt eine andere Sprache mit einer anderen Bewegung. Die Sprach-
und Bewegungsvorschlage konnen natiirlich auch von den Teilnehmenden selbst

ausgehen.

Wie Kiippers (2020: 67) schreibt, erfordert diese Ubung durch die Koordination von
Bewegung und Stimme eine hohe Konzentration. Gleichzeitig kommt es zu Momenten des
Lachens, die aus der Sicht des Gehirns die Aufnahme neuer Informationen erleichtern.
Diese werden gleichzeitig auditiv und motorisch erfasst (und ggf. auch visuell, falls die

Begriifdungen aufgeschrieben werden).

In dieser Phase wurde aufderdem der Campus als ein facettenreiches Milieu mit vielen
unterschiedlichen Raumlichkeiten und Orten (zum Beispiel die Bibliothek, Mensa,
Priifungsbiiro) in Gruppenimprovisationsiibungen erkundet. Der Campus wurde als ein
gemeinsamer Ausgangspunkt, den alle Beteiligten gut kennen und mit vielen

unterschiedlichen Situationen verbinden, gewahlt.

Sprachportrait

Als Ausgangspunkt fiir Mehrsprachigkeit als Thema wurde die individuelle Reflexion in
Form eines Sprachportraits gewihlt. In dieser Ubung erhalten die Teilnehmenden eine
Korpersilhouette (siehe Abbildung 1). Sie werden gebeten, die sprachlichen Ressourcen,

Ausdrucks- und Kommunikationsmaoglichkeiten, die in ihrem Leben eine Rolle spielen,
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mit bunten Stiften darzustellen und die Darstellung mit einer Legende zu versehen (Busch
2012: 35). Nach der reflektierenden Einzelarbeit kommt die gegenseitige Erlauterung,
zuerst in der Intimitdt von Paararbeit und dann in gréf3eren Gruppen, sodass anhand von

den Erfahrungen der anderen mehr von der eigenen Geschichte abstrahiert werden kann.

Abbildung 1: Korpersilhouette (Busch 2013: 38)

Die Studentin und Polnisch-Lernende Sophie (Name gedndert) hat sich beispielsweise fiir
die Darstellung ,ihrer’ Sprachen durch die Nationalfarben von Landern, in denen diese
Sprachen den Status einer Amtssprache haben, entschieden - siehe Abbildung 2. In den
Hinden ihrer Korpersilhouette hat sie Deutsch und Englisch platziert, denn diese
Sprachen gebraucht sie taglich im Studium oder in der Arbeit. Im Kopfist das in der Schule
erlernte Franzosisch angesiedelt und im Bauch das Norwegische, das sie als Jugendliche
durch einen ldngeren Schulaustausch in Norwegen selbst erworben hatte. Das Polnische
als ihre neueste Sprache befindet sich in ihrem Fufd und alle Sprachen tragt sie im Herzen.
Interessant ist auch die Darstellung der zeitlichen Ebene. Auf der linken Seite ist das
frithere Ich zu sehen, das erst mit der Zeit immer mehr Sprachen in sich aufgenommen
hat. Auf der rechten Seite zeichnet sich eine neue Korpersilhouette des kiinftigen Ichs ab,
wobei noch nicht klar ist, welche Sprachen in welcher Zusammensetzung die Zukunft
bringen wird. Obwohl das Sprachportrait grundsatzlich auf den Ist-Zustand abzielt,

schaffte es Sophie, ebenfalls die mit Mehrsprachigkeit verbundene Dynamik zu erfassen.
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Abbildung 2: Sprachportrait (Scan: Aneta Buckovad)

In Sophies Sprachportrait spiegeln sich einige positive Assoziationen mit Sprachen und
Sprachenlernen wider. In der Diskussion erwdahnten Sophie und andere Teilnehmende,
dass Sprachen fir sie Freiheit, neues Wissen, Erfahrung, Kompetenz, Méglichkeiten und
Stolz bedeuten. Sie haben in ihrem Leben bereits erfahren, dass Mehrsprachigkeit fiir sie
einen Mehrwert auf unterschiedlichen Ebenen darstellt und ihnen neue Welten eroffnen

kann.

Diesen Aspekt betonen auch Goksel und Cullen (2024: 101) in ihrer Analyse von
Sprachportraits kiirzlich migrierter oder gefliichteter junger Erwachsenen in Irland.
Durch die Erstellung und Reflexion eigener Sprachportraits erfuhren ihre
Studienteilnehmenden Anerkennung als Sprachexperten und Sprachexpertinnen. Das
Bewusstwerden der eigenen Sprachkompetenz und Autonomie bei der bildlichen
Konzeption des eigenen Sprachrepertoires kann als eine wichtige Voraussetzung fiir

weitere schopferische Arbeit mit dem Thema Mehrsprachigkeit angenommen werden.

Die visuelle Darstellung der Sprachportraits kann folgend durch auditive und motorische
Aspekte ergdanzt werden. Holl (2011a: 55-56) schldgt vor, dass die Teilnehmenden ein

sog. Kugellager bilden. Dafiir schreiben sie die in ihren Sprachportraits enthaltenen
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Sprachen auf Post-its und kleben sie auf die entsprechenden Stellen an ihrem Koérper auf.
Dann stellen sie sich in zwei Kreise, sodass jeweils ein Mensch im Innen- und ein im
Aufienkreis ein Paar bilden - siehe Abbildung 3. In unterschiedlichen Komplexitatsstufen

lassen die Paare nun die Sprachen ihres Gegeniibers erklingen, bis es zu einer

rhythmischen Wérterperkussion kommt.

Abbildung 3: Kugellager (nach Holl 2011a: 55-56), Foto von Aneta Buckovd

Die beschriebenen Aktivitaten halfen den Teilnehmenden, sich verschiedener Aspekte
der eigenen Mehrsprachigkeit bewusst zu werden. Ausgehend von dieser Erfahrung
suchte die Gruppe in improvisierten Szenen nach Situationen, in denen auf dem Campus

mehr als eine Sprache vorkommen.

So entstand zum Beispiel ein Dialog zwischen einer Dozentin und einer Studentin, die
wegen ihrer mangelnder Polnisch-Kenntnisse einen Priifungstermin versaumt. Diese
Szene thematisiert die durch Sprachkenntnisse befestigten Machtverhaltnisse und Frust

im Spracherleben der mehrsprachigen Studentin.
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In einer anderen Szene kommen zwei Personen auf dem Campus unerwartet ins
Gesprach, weil die Person A hort, wie die Person B fiir sich auf Russisch flucht, und so
erkennt, dass sie diese Sprache teilen. Durch die - normalerweise unsichtbare -
gemeinsame Sprachkompetenz entsteht spontan eine Nahe zwischen ihnen. Die

Mehrsprachigkeit wird als etwas Verbindendes gezeigt.

Sprachbiographie

Nach dem Visualisieren und auditiven sowie kindsthetischen Darstellen des eigenen
Sprachrepertoires gingen die Teilnehmenden einen Schritt weiter, indem sie ihre eigene
Sprachbiographie  verfassten. In dieser Datenerhebungsmethode aus der
Sprachwissenschaft, die meistens die Form eines narrativen Interviews hat, wird der
Fokus ,auf den Erwerb und den Umgang mit den eigenen Sprachen gerichtet”

(Franceschini 2004: 123).

Die Teilnehmenden wurden gebeten, eine Erzahlung dariiber zu schreiben, welche
Sprachen mit ihrem Leben verbunden sind oder waren. Sie sollten dariiber erzahlen,
welche Sprachen sie auf welche Art erworben oder gelernt haben oder aktuell lernen. Sie
wurden gefragt, welche Sprachen sie wann verwenden oder verwendet haben und was sie

ihnen bedeuten (vgl. zum Beispiel Nekvapil 2003).

Im Folgenden wird ein kurzer sprachbiographischer Text von Linda (Name geédndert)

vorgestellt:

slch verwende deutsch und russisch so gut wie immer. Ich beherrsche die beiden
Sprachen auf Muttersprachenlevel. Russisch hab ich in meiner Familie gelernt, es hat
mir meine Mutter beigebracht, und deutsch lernte ich aufierhalb der Familie, im
Kindergarten und in der Grundschule. Irgendwann fing ich auch an, zuhause deutsch
zu verwenden, da es Uberall sonst um mich herum gesprochen wird. Und doch ist
Russisch nicht in Vergessenheit geraten, und mittlerweile studiere ich slawische
Sprachen mit Russisch als Hauptsprache. Jedoch waren meine Russischkenntnisse
nicht immer etwas positives gewesen. In der Schule wurde es als etwas negatives
wahrgenommen und ich wurde deswegen eine Zeit lang gehanselt. Sogar die Lehrer
waren nicht davon begeistert. Und doch hat Russisch fiir mich eine grofie Bedeutung.
Ich bin mit der Sprache aufgewachsen, mit den Liedern und den Trickfilmen dieser
Sprache. Deshalb féllt es mir manchmal schwer, die Dinge zu verstehen, mit denen
meine deutschen Freunde aufgewachsen sind und ich kann da selten mitreden.
Dennoch bin ich sehr dankbar, zweisprachig aufgewachsen zu sein. Zusatzlich kann
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ich noch die Sprachen Englisch, Latein und Tschechisch erwahnen. Die verbinde ich
hauptsachlich mit Schule bzw. Uni.”
Linda erzahlt in ihrem Text tiber ihre friithkindliche Bilingualitit und benennt dabei auch
die Domanen, die sie mit Russisch als Sprache der Familie und Deutsch als Sprache der
Umgebung assoziiert. Sie spricht auch den wechselnden Sprachgebrauch an, indem sie
darauf hinweist, dass Deutsch mit der Zeit aus der Sicht der Haufigkeit und Vielfalt der

Gebrauchskontexte zu ihrer Primarsprache wurde.

Ein bemerkenswertes Moment stellt Lindas Erinnerung an die Schulzeit dar. Sie erwahnt
die negative Einstellung ihrer Mitschiilerinnen und Mitschiiler und sogar der Lehrkrafte
zu der Tatsache, dass sie aufder Deutsch auch Russisch beherrschte und verwendete.
Linda deutet damit eine im Zusammenhang mit Mehrsprachigkeit mehrfach geaufderte
Erfahrung der negativen Emotionen an, wie Frust. Es ist anzunehmen, dass auch
Stereotype oder sogar Vorurteile eine Rolle gespielt haben konnten, auch wenn Linda sie
nicht explizit erwahnt. Auf jeden Fall zeigt Lindas Erinnerung das Potenzial des Themas
Mehrsprachigkeit fir die Entwicklung von Szenen, Geschichten und anderen
performativen Formen, die ein dramatisches Potenzial in sich tragen und die den
Charakter heutiger Gesellschaft und ihren Umgang mit Andersartigkeit ein Stiick weit

enthiillen konnten.

In dieser Kursphase konnte die Gruppe daher langsam tiefer in die sozialen
Zusammenhinge der Mehrsprachigkeit eintauchen und in ihren Szenen auch negative
Erfahrungen verarbeiten, um ihre Einstellung zu eventuellen Missstianden durch das
Rollenspiel zu artikulieren. Anhand der Sprachportraits und Sprachbiographien wurden
Themen und Orte identifiziert, die bei der sprachlichen Entwicklung eine wichtige Rolle
spielen koénnen. Zum Beispiel wurden im Zusammenhang mit dem Ort Schule die
Stichpunkte Zweifel, Langeweile und Konkurrenz genannt. Die Teilnehmenden wurden
anschlief3end gebeten, in kleinen Gruppen eine Szene aus dem Sprachunterricht in der

Schule vorzubereiten, in der sich einer oder mehrere der Stichpunkte zeigen.

Der Umgang mit der Mehrsprachigkeit wurde dabei der Gruppe iiberlassen. Einige

Gruppen haben stark auf die Kontraste gesetzt, beispielsweise zwischen dem Deutschen
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und dem Russischen, andere Gruppen haben dabei mit der Interkomprehenz zwischen

der slawischen Sprachen bewusst gespielt.

Diejenigen, fiir die die verwendete slawische Sprache eine Fremdsprache war, konnten
von der Sprachkompetenz anderer Studierender profitieren, die diese Sprache als
Erstsprache mitbrachten. Die unterschiedlichen Sprachniveaus spiegelten sich manchmal
in der Rollenverteilung und in dem Status der dargestellten Figuren, wobei eine kleinere
Sicherheit in der Sprachproduktion oft mit dem niedrigen Status verbunden war (siehe

auch oben das Beispiel der Szene mit der Polnisch-Studentin).

Erste Reflexionen

Die Kursdauer von einem Semester erlaubte es nicht, die erforschten Themen o6ffentlich
auf die Bihne zu bringen. Die Teilnehmenden entschieden sich, an dem Thema
Mehrsprachigkeit intern, im geschiitzten Rahmen der Theatergruppe, zu arbeiten.
Dennoch wird aus den schriftlichen Reflexionen am Semesterende ersichtlich, dass die
Teilnehmenden auf die individuelle sowie gesellschaftliche Bedeutung von
Mehrsprachigkeit aufmerksam wurden, was als ein erster Schritt zu einem bewussten

Umgang damit gedeutet werden konnte.

Als Bereicherung wurden mehrmals ,die Vielfalt der Sprachen“ oder ,die bunte
Gemeinschaft, [...] die so an der Universitat eigentlich kaum entsteht” genannt. Diese
Beobachtungen lassen darauf schliefden, dass die auf dem Campus bereits vorhandenen
sprachlichen und sozialen Ressourcen, auf die im Kontext von Bildung auch Kiippers
verweist (siehe oben), in der Theatergruppe (endlich) genutzt werden konnten. Es
scheint so zu sein, dass blofle Anwesenheit von Menschen mit verschiedenem
sprachlichem und kulturellem Hintergrund in den einzelnen Studiengangen nicht zu einer
intensiven Auseinandersetzung mit Diversitat fiihren muss und dass Kurse, die bewusst
ihren Fokus darauflegen und die Begegnung Studierender verschiedener Fachrichtungen

und Biografien im Allgemeinen ermdglichen, von grofier Bedeutung sein konnten.

,Die Menschen entfalten sich von den Seiten, die im Unterricht nicht zum Vorschein
kommen.” Diese Beobachtung betrifft nicht nur das Thema Mehrsprachigkeit, sondern
auch die dramapadagogischen Arbeitsmethoden und Anldsse zur Kreativitat. Sie deutet

an, dass der ,herkommliche’ Unterricht nicht das volle Potenzial der Studierenden und
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Lehrenden nutzt und damit in seiner Effizienz vielleicht ein Stiick weit auf der Strecke
bleibt. Forderung von Kreativitat und Ganzheitlichkeit konnten hingegen nicht nur zu
einer besseren Stimmung, sondern auch zu besseren Kurs- und Studienergebnissen

beitragen.

Die Interpretation dieser Reflexionen beruht auf der durch Fachliteratur gestiitzten

praktischen Erfahrungen der Autorin und miisste empirisch tiberpriift werden.

Fazit

Der Artikel setzte sich mit Mehrsprachigkeit im dramapadagogischen Sprachunterricht
auseinander. Er ging auf das Verstandnis der Mehrsprachigkeit im Bildungswesen und auf
die bereits durchgefiihrten mehrsprachigen Theaterprojekte ein. Es folgte die
Beschreibung des Mehrsprachigen Slawistik-Theaters an der Friedrich-Schiller-
Universitat Jena, das Mehrsprachigkeit zum Grundsatz und zum Thema gewahlt hatte. Es
wurde der Kursablauf beschrieben, bestehend aus dem ersten Herantasten und
Kennenlernen, der Entfaltung des Themas durch Sprachportrait und Vertiefung durch
Sprachbiographie. Die Beschreibung wurde durch die Interpretation erster Reflexionen

der Kursteilnehmenden abgeschlossen.

Die Vorteile des dargestellten Ansatzes wurden zum Grof3teil aus den ersten Reflexionen
ersichtlich. Die Reflexion iiber die individuelle sowie gesellschaftliche Mehrsprachigkeit
und die darauf aufbauenden dramapidagogischen Spiele und Ubungen stellen fiir die
Teilnehmenden eine Bereicherung auf der personlichen, sozialen und fachlichen Ebene
dar. Sie erlauben ihnen, ihre persénlichen Freuden und Kummer durch ein neues Licht zu
beleuchten, es in grofieren gesellschaftlichen oder sogar politischen Zusammenhangen zu
sehen und sich dazu zu positionieren. Gleichzeitig findet in der Gruppe ein teils
gesteuerter, teils ungesteuerter Spracherwerb statt. Die Teilnehmenden lernen
voneinander, einige lernen ihre Erstsprache neu kennen, indem sie anderen helfen, sie zu

erlernen.

Die Herausforderung koénnen die Komplexitit und Abstraktheit des Themas
Mehrsprachigkeit darstellen. Es kann je nach Erfahrung mit dem dramapaddagogischen

Arbeiten schwer sein, die Erfahrungen oder Gefiihle in konkrete Situationen umzusetzen.
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Mit dem Ziel eines o6ffentlichen Auftritts kann der Druck bei dieser Aufgabe noch steigen.

Es liegt bei der Lehrkraft, der Gruppe zu helfen, passende Formen fiir ihre Ideen zu finden.

In diesem Zusammenhang stellt sich die Frage, wie Mehrsprachigkeit abseits einzelner
Ubungen in einer Inszenierung sinnvoll eingesetzt werden kann. Eine Teilantwort bieten
die oben genannten Theaterprojekte mit Jugendlichen. Einen Ansatz fiir die Zielgruppe
der Universitatsstudierenden zeigte in ihrem Workshop auf den Dramapadagogik-Tagen

2023 Elisabeth Vergeiner (2024).

Wie auch die Teilnehmenden des Mehrsprachigen Slawistik-Theaters gezeigt haben, ist
Mehrsprachigkeit ein Bestandteil des Lebens auf individueller sowie gesellschaftlicher
Basis und bringt viele Themen und Situationen mit sich, die auf der Biihne, ausgehend von
der eigenen Erfahrung der Spielenden, dargestellt werden kénnten. Dariiber hinaus
konnte der Fokus auch auf Aspekte der sog. Multikompetenz (Cook 2016: 2) gelegt
werden. Es konnten bewusst Codeswitching oder Interkomprehenz inszeniert werden.
Gerade Letzteres, das heifdt die gegenseitige Verstandlichkeit zweier Sprachen oder
Sprachvarietidten, funktionierte auch sehr gut im Mehrsprachigen Slawistik-Theater,
denn slawische Sprachen sind durch ihre genetische Verwandtschaft bis zu einem
gewissen Grad zumindest rezeptiv gegenseitig gut verstandlich. Dies hat sich auch in
improvisierten Szenen als ein Mehrwert erwiesen und es kann auch als eine Metapher des
Mehrwerts des zwischenmenschlichen Briickenbauens durch Mehrsprachigkeit generell

verstanden werden.
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4 “Adrip of ink and then whoa’’: Building
group flow through co-creation

This article compiles a series of reflections shared with the 2023 Drama in Education Days
(DIE) conference, considering group flow and engagement in process drama with
Community Language (CL) teachers (also known as Heritage Languages)’. This research
involved a group of 11 CL teachers participating in an 8-week process drama program
designed to introduce drama-rich pedagogies to their teaching practices. Workshops were
conducted in English and teachers adapted drama strategies for use in their own classrooms
and language contexts. This article incorporates provocations and questions from the DiE
community about the research, indicating where our curiosities as a community of teachers,
researchers, and teaching artists lie. These questions and my responses are demarcated in

boxed text throughout the article.

To cite this article:

Hogan, Zoe. (2026). “A drip of ink and then whoa”: Building group flow through co-creation. In
Stefanie Giebert and Eva Goksel (Eds.), Dramapddagogik-Tage 2023/Drama in Education Days
2023 - Conference Proceedings of the 9" Annual Conference on Performative Language Teaching

and Learning (Pp. 44-54).

https://dramapaedagogik.de/wp-content/uploads/proceedings2023 /final.pdf

Introduction
In 2022, [ was fortunate to embark on a creative process with a group of women from a
range of cultural and linguistic backgrounds, brought together by their shared experience

as teachers and principals of Community Language (CL) schools in Sydney, Australia. In

! An earlier version of this presentation has been published in SCENARIO journal, as: Hogan, Z. (2023). “I
would like my students to feel like that too.” Reflections on engagement in drama-rich pedagogies with

community/heritage languages teachers. Scenario (Cork), 17(2), 159-179.
https://doi.org/10.33178/scenario.17.2.9
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this context, the goal was to provide professional learning that would enable participants
to use drama in their language teaching. Participants volunteered for a process drama
program “to give you the skills to teach language through drama with your students” (K.
Cruickshank, personal communication, March 16, 2022). What follows is a reflection on
how the initial motivation for attending - teacher professional development - evolved
into autotelic engagement and the experience of group flow, as evidenced through

participant interviews, informal discussions and contributions to the creative process.

Research context

Community Languages (CL), also referred to as Heritage Languages, are generally
understood as the language associated with one’s cultural background (Cho et al., 1997).
CL schools form a unique and important role in the landscape of language education in
Australia and internationally. In almost every sense, they exist on the periphery: as not-
for-profit schools run on weekends and weekdays outside school hours, established by
migrant communities to meet the needs of migrant children and their families. CL
teachers are usually volunteers, often migrant women with qualifications from overseas,
who enter the schools as a pathway to further study and career development, although
these pathways are often blocked (Cruickshank, 2022). The teachers participating in this
research represented Arabic, Laos, Persian, and Uighur CL schools across Western

Sydney.

The process drama we explored together was based on the myth of Penelope, the faithful
wife of Odysseus in Homer’s epic The Odyssey. Although the ultimate goal of Odysseus, the
protagonist of the hero’s journey, is to return home and reunite with his wife Penelope
after being at war for ten years, Penelope exists largely at the margins of the story. Her
name has become synonymous with patience and fidelity. As Margaret Atwood’s Penelope
laments in the reimagining of her story, “And what did I amount to, once the official
version gained ground? An edifying legend. A stick used to beat other women with”
(Atwood, 2005, p.2). However, Penelope can also be considered a transgressor and a
trickster who, while in charge for twenty years, manages the estates better than any man
could and keeps her suitors at bay (Massoura, 2017). This myth was chosen because of its

potential to explore the experiences and qualities of female leadership, an experience that
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was shared by all participants as teachers, principals and community leaders. The story
was intentionally dislocated from a specific time and place, so it could operate as a kind of
blank slate on which the group could co-author a new story and experience a greater

sense of creative freedom (Campbell & Hogan, 2022).

Question: What did you actually do in the drama workshops?

We began each week with a series of drama warm-ups that helped prepare us for the main
part of the workshop, either energetically or thematically. We then followed an episodic
approach to the drama - so we would read a small fragment, or ‘episode’ of the story of
Penelope each week. We explored key moments in the story using various drama
strategies, such as Hot Seat, Conscience Alley, and Gossip Mill. The ideas generated
through these strategies were then incorporated into the ever-evolving story of Penelope,
which would be added to and refined every week. My collaborator Victoria and I call this
new version of the original story a ‘post-text’. So by the end of the eight week program, we
had co-created a completely unique and new ‘post-text’ of the myth of Penelope, that was

indelibly connected to this particular group of women.

Research approach

The research used Arts-based inquiry (Barone & Eisner, 1997, 2012) to illuminate
participants’ personal, social and creative experiences. Informal focus group discussions,
in addition to one-on-one ethnographic interviews, provided qualitative, cross-sectional
data to elucidate participant experiences. This data was complemented by the artefacts
created by participants during workshops, which included visual arts (maps, roles-on-

the-wall), writing (writing in role, reflective writing) and a co-created post-text.

One of the main themes that emerged during analysis of this rich data was engagement;
including exotelic and autotelic engagement, and individual and group experiences of
flow. The following sections provide a brief overview of pertinent literature, with

reflections on how engagement and flow was experienced in this process drama program.
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Flow

Flow is best understood as the mental state of being completely present and fully
immersed in a task. Csikszentmihalyi’s concept of flow has been influential in studies of
creativity, and many scholars have found that high levels of intrinsic motivation
engendered by the flow state are correlated with high levels of creativity (Duncan & West,
2018). Flow is usually examined in terms of an individual experience of creativity
(Csikszentmihalyi, 1997, 2008, 2014). The conditions of the flow experience include clear
goals, immediate feedback, challenges that match skills, deep concentration, exclusion of
irrelevant stimuli, possibility of success, reduced self-consciousness, an altered sense of
time, and ultimately, that the experience becomes autotelic, or worth having for its own

sake (Csikszentmihalyi, 2014).

In defining flow, Csikszentmihalyi made an important distinction between ‘autotelic’ and
‘exotelic’ experiences. Autotelic activities are self-contained and intrinsically rewarding,
while exotelic activities carry an expectation of future benefit. While Csikszentmihalyi
(2008) concedes that most activities are not purely autotelic or exotelic, he does describe
how an activity undertaken for exotelic or instrumental purposes can, in time, become

autotelic.

Csikszentmihalyi uses the example of a person learning to play the piano for exotelic
purpose of becoming a good pianist: “With time, however, the goal of becoming a good
pianist may recede as the primary motivational factor because the experience of playing is

so rewarding that it can sustain the process by itself” (Csikszentmihalyi, 2014, p.154).

In education contexts, the exotelic aspects of learning are often foregrounded. In language
learning, the impetus to become fluent and confident in the target language is particularly
overt. However, Csikszentmihalyi (2014) suggests that the more that learning is talked
about in terms of its instrumental outcomes, the less easy it will be for students to realise

its intrinsic rewards.

Harnessing exotelic and autotelic engagement in the research
In this program, a major motivation for attendance was teacher professional

development. The exotelic motivation of accessing relevant and effective professional
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development is in keeping with the context of CL schools, where many teachers have not

had the opportunity to attain formal teaching qualifications (Cruickshank et al., 2022).

With the reasons for participants’ exotelic engagement in mind, for the first two weeks
myself and my co-facilitator integrated moments throughout each workshop where we
would ‘pause’ the process drama and reflect (as teachers) on the drama strategies used
and how they could be adapted for participants’ classrooms. A digital resource was
emailed to participants on a weekly basis, containing an overview of all warm-up

exercises and drama strategies used in that workshop.

While engagement in the first two weekly workshops was largely positive, my co-
Teaching Artist and I discussed how we sensed that an intrinsic motivation was missing; a
feeling of personal connection to the story. Based on our shared experience, we felt that a
deeper level of engagement could only come about if we created space for intrinsically

rewarding engagement.

To do this, we needed to establish conditions conducive to group flow. This would involve
moving the professional learning reflections from occurring in between each drama
strategy, to the end of each workshop. Participants agreed with this approach, so from this
point onward we reserved time at the conclusion of each workshop for professional

learning discussions. this set the tone for deeper engagement with the story.

Broadening exotelic engagement to autotelic engagement was enabled by the flexibility of
process drama to respond to and incorporate the creative contributions of participants.
As mentioned previously, we co-created a new version of the Greek myth of Penelope.
This involved developing what we call a post-text, which is a new written version of the
myth that contains the fingerprints, or creative contributions, of everyone involved. As the
post-text developed week to week, indications of participants’ autotelic engagement with

the process drama strengthened.

For example, there was a growing sense of dramatic tension and anticipation. At the end of

Workshop 5, Alice? likened the experience to binge watching TV: “[I] cannot wait. I want to

'"

know what’s going to happen. It’s annoying isn’t it?!” Spontaneous discussions before and

2 All participant names are pseudonyms
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after the workshops were just as likely to feature the particulars of Penelope and her story

as reflections on teacher professional learning.

To understand how autotelic engagement began to gain ground, it is necessary to consider

how flow operated in the context of group dynamics.

Group flow

Group flow refers to a collective state where attention is equally put on the task and
others, because the task requires continuous social interaction (Sawyer, 2007; Hackert et
al, 2022). Group flow does not occur when a group of individuals are all in a state of
individual flow, such as has been studied in an interdependent music ensemble (Bloom &
Skutnick-Henley, 2005) or a sports team (Elbe et al., 2010). Rather, group flow refers to all
members reaching a level of complete self-other overlap with the group, which leads to a

collective experience of flow on the group-level (Hackert et.al, 2022).

This state is applicable to a group of individuals participating in a process drama. Of

particular interest are the indicators of group flow, as outlined by Walker (2010):

e Shared intense absorption and engagement with the task

e High attention to group members

e Loss of sense of time

e Less awareness of self

e Surrender of self to the group

¢ Emotional communication during group work

¢ Emotional contagion within the group and observers external to the group
¢ Joy, elation and enthusiasm felt and shared throughout group performance
e The experience builds meaning and a collective sense of purpose

e The group desires to repeat the experience (p.9).

Question: What was particularly helpful in bringing group flow about (aside from
rearranging the workshop plans)?

Some things that worked with this particular group, and [ have a hunch it would probably
differ from group to group, was working quite slowly and making space to be led by

participants. If you know the myth of Penelope, you know that there is a significant part of
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her story where she weaves a cloth every day and unweaves it every night. It's an
important part of the story, but it isn’t perhaps the most inherently dramatic moment. To
explore that, we did plan a whole workshop around Penelope as a woman and an artist
and even though it wasn’t an action-packed workshop, we had some of the most amazing
conversations about being a woman, juggling responsibilities, and finding your own
courage. For the most part, these conversations were initiated by the participants
themselves. [t was a good reminder that sometimes facilitating is about slowing down and

making space for whatever conversations will emerge from the story.

For drama practitioners, the parallels between group flow and the drama workshop space
are resonant, akin to Peter Brook’s ‘sacred spaces’ where a certain ‘magic’ happens
(1996), and Ewing’s description (2010) of how drama bends “time and space to create a

place for exploratory interactions, dialogues and representations” (p.40).

This understanding was concisely described by Alice, in her post-program interview:
“That's why I said we have this wonderful group, that we just leak water and it's whoosh
[mimes explosion], a drip of ink and then whoa.” Alice’s description, combined with
gesture and facial expression to indicate joy and surprise, conveys that it is the shared
readiness of the group that enables the ‘drip of ink’ - creative stimulus or idea - to go
‘whoosh’ - to catch on and become a source of wonder and enjoyment for the whole group
(‘whoa’). Alice’s description of water and ink, is an ideal metaphor for the experience of

group flow.

Drama practitioners tend to have a nuanced understanding of how individual and group
flow can mutually reinforce one another. Shanifa’s experience speaks directly to the

phenomenon of how group flow can impact individual flow in a drama workshop:

Shanifa: What surprised me is that, | don't know about the other people, but as a group
I'm discovering in myself things that I wouldn't do normally, especially when it comes
to acting and activities and freezing and all that. If I was to do that in a normal
classroom, I'll be laughing my head off, or I'll be like ‘I don’t know, I'm not doing that'.
You know what I mean. But because all the group is participating and they're doing it
and I find myself doing it, but I'm learning from it at the same time. (Post-program
interview)
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Shanifa described the experience of an individual in a group flow state, as the awareness
of the self recedes and there is a surrender of self to the group (Walker, 2010): ‘but
because all the group is participating and they’re doing it,” Shanifa found herself ‘doing it’
too. This suggests that for some individuals, a state of group flow may be more accessible
than the state of individual flow. Shanifa described her absorption in the drama activity,
indicating that what she deemed as her usual responses of laughter or refusal to
participate did not occur. It is interesting to note her final comment ‘but I'm learning from
it at the same time’. While Shanifa’s absorption in the experience had surprised her, she
continued to value the exotelic aspect of professional learning; the autotelic and exotelic

are not mutually exclusive.

Question: What did you do about disruptive group members?

In terms of disruptive group members, rather than focus on a particular example, [ want to
highlight the group members who were really important in instigating group flow. We
were lucky to have two or three participants who were so ‘in’ their own flow individually,
that they kind of served as anchors for the group flow. For example, Aynur said “in the
story, she’s [Ellen] forgot herself. Always. She’s in this story in that two hours... I am
laughing like that, but she’s not. She’s seriously in that story. [ never forgot that” (Post-

program interview).

As Aynur observed, Ellen was deeply engaged in the story - in fact, she started bringing in
objects week to week, that were at first connected to the story and then extended upon it.
Many of them became props that we used during drama strategies. When | asked her
about these objects, Ellen said, “I was engaged, everything I see ‘Oh, it could be part of
Penelope’ and all that. And [ would like my students to feel like that too” (Post-program

interview).

In the final workshop, Ellen brought them in all of these objects, complete with printed
labels, and created a sculpture ‘gallery’. Other participants came and took photos of this
gallery. The gallery was a tangible indication of just how much Ellen’s individual flow
anchored the group flow, along with key contributions from a couple of other participants.

With participants like Ellen so deeply in ‘flow’ impacting on the quality of engagement for

o0ce

y/ BN
Drama in Education Days | online & Uppsala 2023 | Tagungsband @‘0 51




Authority or Authenticity? Developing Educational Leaders’ Skills through Drama in ...

all participants, as a facilitator, dealing with disruptive group members was not a

significant challenge during the workshops.

Reflections

This research found that ongoing discussions regarding the instrumental purposes of
drama-rich pedagogies compromised participants’ autotelic engagement. When
participants agreed to instead share professional learning reflections at the end of each

workshop, rather than throughout, several indicators of group flow were observed.

This drama program was a combination of autotelic and exotelic experiences for
participants, yet their nature and quality varied significantly from person to person, as
evidenced through participant interviews, informal discussions and contributions to the
creative process. Participants’ expression of what constituted exotelic and autotelic
experiences provide insight to their personal motivations and identities as Community

Languages (CL) teachers.

Question: Have the participants kept in touch with you and with each other? Have
they shared their experiences of implementing the strategies with their learners?

Generally, we found that the teachers felt confident in using many of the drama warmups
with their students - and many modified drama warmups in really interesting ways for
their contexts. A smaller group of the teachers also shared about using drama strategies,

such as Hot Seat and Soundscapes.

One of Walker’s indicators of group flow is that participants want to repeat the experience
- we are currently working with the group again, as they wanted to build on the
experience and learn more about using drama in the classroom. This time, teachers have
the option to contribute a myth or a folk tale that they want to work with in their
classrooms. As a group, we explore how to break these myths and folk tales into critical
moments to explore through drama. This current program feels like it’s much more

focused on the exotelic aspect of teacher professional development. Perhaps this is at the
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expense of autotelic engagement and experiencing group flow. To revisit Alice’s
description of our ‘wonderful group’, where “it's whoosh [mimes explosion], a drip of ink
and then whoa”, many of the teachers are highly motivated to create that experience of

autotelic engagement and group flow for their students.
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Zeljka Prelevic & Manuela Lupsa

5 Drama- and language-integrated teaching
and learning in higher education

The study described in this chapter was presented at the 2023 Drama in Education Days and
aims to highlight learning processes in a drama- and language-integrated university course.
The theoretical framework for the study is the theory of multimodal design for learning
(Selander & Kress, 2021). According to this theory, the teacher designs for students’ learning,
the students design and represent their learning as a final product and between these
processes, there is a dividing line. The data consists of observations in the drama classroom,
field notes, audiotaped tutorials, and discussions that the students had both in the student
group and with the drama teacher. The data also includes written submissions of the
students’ drafts and the drama teacher’s oral and written feedback. The results show that
learning happens through several micro-processes of understanding, interpreting,
designing, discussing, reflecting, and performing, and is not just a final product. The results
also show that the feedback the students get from the drama teacher and other students

supports their learning.

Keywords: didactic multimodal design for learning, drama- and language-integrated

teaching and learning, formative assessment, knowledge transformation
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1 Introduction

Due to increasing migration globally and in the Nordic countries, there are many
professionals, including teachers, who try to enter the Swedish labor market to practice
their profession in a new host country. The teaching profession is typically licensed at a
national level, thus migrants possessing teacher education degrees from their home
countries are usually not allowed to work as licensed teachers in their new host country.
Therefore, migrant teachers are often required to re-qualify and learn the language of
instruction in the host country. Such a requalification program exists at Malmo University
in Sweden. The program usually incorporates academic training that qualifies migrant
teachers for teaching jobs in the new country and language support courses (Lupsa et al,
2023)° This article is based on a study that explores the integration of drama pedagogy in

a Swedish language support course at Malmo University in Sweden®*.

At Malmo University, migrant teachers are offered two language support courses in the
Swedish language. The student group has competence in different subjects and is highly
multilingual and multicultural. Both language support courses have a drama- and
language-integrated didactic design, and our study focuses on one of these courses.
Although we follow the students both in the language classroom and in the drama

classroom, for this study we chose to focus on the drama classroom.

Drama pedagogical elements have existed in various forms in the Swedish language
support courses for migrant teachers at Malmo University since 2010. Since 2019 drama
has been integrated and has become a natural part of these courses. This means that the
language teacher and the drama teacher plan the course content together. According to
the course guide for the spring semester of 2023, the drama lessons, in terms of the

number of lessons, get as much space as the classroom-based language teaching.

The Swedish language is central to the course and the students are expected to reflect on

and problematize the importance of language for their professional identity in a new

3The program was initiated by the Swedish Government as a project in 2007 and is now offered on a regular
basis. To be eligible for admission to this program, students must have language skills equivalent to level C1
according to GERS, which indicates an advanced level of language proficiency.

*The study is a part of the research project Drama- and language-integrated teaching and learning in higher
education at Malmo University, Sweden.
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school context. The language lessons are text-based, and the language is taught explicitly.
Furthermore, the course content is processed under the guidance of the drama teacher
during drama lessons involving embodied performance in different ways, such as role-

playing and team building exercises.

The course content is presented in various fictitious situations in the outside world and
the students are encouraged to build upon their previous experiences and develop an
understanding of what is expected of them as teachers in a Swedish context, and how they
are supposed to act in various situations. This applies both in contact with pupils and
collaboration with colleagues and guardians, and the students are given guidance in their
future professional roles. In these fictional roles, the students get the chance to talk about
themselves and the challenges that they meet in building a new professional identity in a

second language.

The study aims to investigate and analyze learning processes in which students
participate in drama and language-integrated teaching in higher education. Furthermore,
the aim is to find out how the students are supported formatively in the university course
that has been studied. Questions that are to be answered are:
e What do the students say they learn through drama- and language-integrated
teaching?

e Which resources do they use in their learning?
e What kind of support do the students receive during their learning process?

A term definition

In the literature, the words theatre and classroom drama are often equated and defined as
"using acting techniques within the regular classroom curriculum" (Winner et al., 2013:
157). Our standpoint is that theatre and drama pedagogy are not the same thing. The
definition of drama pedagogy used in this study is “acting in a fictitious situation in a
pedagogical teaching context" (Hallgren, 2018: 5). Another term that is related to drama
pedagogy is embodied performance (Scott, 2018).

2 Literature review

Several studies investigating drama pedagogy in higher education have been carried out

in different education programs and relate to various issues (Alden, 1999; Blanchard &
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Buchs, 2015; Oliver, 2016; Schnurr et al, 2014; Osterlind, 2012). One of these issues is
drama pedagogical elements in university courses for environment and sustainable
development. Blanchard & Buchs (2015) show that drama pedagogy enhances students’
motivation to be actively engaged in environmental issues. According to Osterlind (2012),
drama pedagogy helps students to see connections between their own experiences,
theory, and practice. Hoglund Arveklev (2017) examines drama pedagogy as an integral
part of professional education. The students in this study develop both professional
abilities and skills and better understand how theoretical knowledge converts into

practice with the support of embodied performance and role-play.

Previous research also shows that drama- and language-integrated forms of teaching have
a positive impact on students' development of language skills (Goksel, 2019; Lupsa et al.,
2023; Miccoli, 2006; Zhang, 2021). Miccoli (2003) starts from the assumption that a
language is connected to the culture in the country where the language is spoken and that
gestures, voice, intonation, body language, and similar aspects are closely related to

language itself.

In addition to helping them with language learning, the students in Lehtonen (2020)
describe that drama pedagogy also helped them to express their emotions and to
understand the emotions of others. Archer (2013) investigated how students working in
highly linguistically and culturally heterogeneous groups developed an understanding of
each other's different languages and cultures by using drama. This study shows that
drama and the processing of course content in different ways using multimodal resources,
help the students to see the individual's learning process in a context and together with
others. Additionally, drama pedagogy contributes to the development of the students'
creativity (Ahlstrand, 2014; Piazzoli et al, 2024). However, some research points out that
students can be skeptical about a drama and language-integrated didactic design because
this is new for them (Lupsa et al, 2023; Ntelioglou, 2011), and they need time to

understand and accept it as a learning resource (Zhang, 2021).

3 Theoretical framework

For this study, Selander and Kress's (2021) multimodal theory of learning has been

selected to analyze the learning processes in which a drama teacher and university
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students are involved®. Selander and Kress (2021) view learning as a social and
communicative activity, in which meaning is co-created through the interaction between
people and learning resources (see Figure 1). Learning is also viewed as a process
involving didactic design and multimodal resources as basic elements. Multimodal
resources refer to “various resources that are available to us to interpret the world around
us and create meaning” (Selander & Kress, 2021: 26). Resources can take different forms,

such as material objects, cultural symbols and gestures, and sensory experiences.

According to Selander and Kress (2021), learning is a transformative process of
understanding phenomena using different media that connect form and content
(Selander and Kress, 2021). This process consists of two transformation units (see Figure

1), which are called Design for learning, and Design in learning.

Students' positionings interests and social interactions

v v
Meta reflection
Learning
resources

: Framin Trans-
Curriculum 5 Used Forming -P Representation Grade
Setting formlng resources
Institutional
norms and
regulations
Discussion
A A A A A

Teacher's positionings and interventions

Formative assessment —— What is recognized as —— Summative assessment

Figure 1: Model for didactic design in formal learning environments; after Selander and Kress (2021: 114).

Design for learning refers to all situations in which learning is intended, including
curriculum, learning resources, learning objectives, assessment systems, and other norms
and regulations that affect these situations (see Figure 1). These all together build up a
frame for every learning situation. Teachers are responsible for planning intended
learning and assessment practices as different designs for learning (Selander and Kress,
2021). In other words, in the first transformation unit, the teacher transforms the course

content by forming different learning activities aimed at supporting learners to interpret

> For the English version of this theoretical model, see Selander (2022).
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and transform knowledge using multimodal resources (see Figure 1). In our study, we use
the term staging (see Figure 2) instead of setting, because embodied performance in
various ways is the primary form of students' representation of new knowledge in the
drama classroom. Therefore, it’s just as important to consider how teaching should be

designed as it is to consider what is being taught.

Design in learning focuses on the students’ ability to comprehend and apply new
knowledge to meet the learning objectives (Selander and Kress, 2021). The students
reflect on, interpret, and represent (see Figure 1) the course content in their own ways.
When they are allowed to discuss their representations of the course content with each
other and the teacher, they also can reflect on their choices on a metacognitive level plan
(see Figure 1). Although learning is not a concrete thing that you can see, the students
show signs of learning through representing, discussing, and meta-reflecting the course
content. It is therefore important to observe how new knowledge is acquired and to
identify the indicators of learning in different scenarios. Both teachers and students
process the course content in ongoing micro-processes (see the arrows in Figure 1), but

between the two transformation units, there is a slightly punctuated dividing line.

4 Methods and data

The study was conducted in a Swedish language support course for migrant teachers at
Malmo University in Sweden. The participants are two student groups with a total of 10
students as well as the drama teacher. Both drama teacher and students have information
about the study, and everyone has given individual consent to participate in the research.
The authors are both teachers of Swedish as a second language, but none of them is

teaching in the course where the study was conducted.

The methods for data collection are classroom observations of two drama lessons -
Pedagogical leadership - with conflicts in focus and Teacher’s relational competence. Each
of these lessons was three hours long and was held during the spring semester of 2023.
The data consists of field notes from these drama lessons, audiotaped teacher guidance,
and discussions both in the student group and with the drama teacher (students and

teacher), videotaped embodied performance, written submissions of the students' drafts
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of one of two examination tasks which here is called task 1, and the drama teacher’s oral

and written feedback on this submission (see Table 1).

Table 1: Description of methods of data collection and data

Methods of data collection Data Extent Date

Observation 1 drama lesson Field notes 4 pages 3 March 2023

Observation 2 drama lesson Field notes 5 pages 17 March 2023
Tutorial for task 1

Sound recording incl. the teacher's oral3 hours 21 April 2023
feedback

Video recording Task 1 embodied 40 min. 28 April 2023
performance

Reflecting on

Sound recordin ) .
J discussions on task 1

3 hours 28 April 2023

. , Comments on the .
Gathering of teacher’s 10 reviewed texts

written feedback on task 1 learning platform (task 1)
Canvas

2 May 2023

All the sound recordings were entirely transcribed with the transcription tool
oTranscribe. For the collected material, thematic analysis inspired by Bryman (2006) and
Braun & Clarke (2006) was used. This method makes it possible to identify, code, analyze,

and report on themes concerning the research questions and the theoretical framework.

5 Findings

The results show that a drama- and language-integrated university course offers the
students the possibility to process course content in various ways and with multimodal
forms of expression. One of the students in this study writes a reflection as a part of

examination task 1 about the advantages of using drama in education:

Excerpt 1

During drama lessons, we got the opportunity to make a connection between
concepts from the course literature and our understanding. I will never forget that
drama lesson when we got to experience that one of us closed our eyes and there was
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a group leading that person. Then I learned the importance of having a good leader

and how important the relationship between the student and the teacher/leader is.
In this excerpt, the student expresses the importance of offering possibilities to students
to process the course content and the theoretical terms in many ways, both by reading the

course literature and by working with it in the drama classroom.

The student says that the drama lesson contributed to some important insights. He says
that he understood the theoretical term leadership better during a drama lesson when the
students worked with this theme. One of the student groups embodied the term good
leader through a person who led a group of people who pretended to be blind. Through
this metaphorical embodied performance during a drama lesson, the student got the
opportunity to understand the importance of good leadership but also what good

leadership is characterized by in this country.

Many students in this study say that they are not familiar with working in a group. In the
Swedish school context group work with tasks is quite usual, the students must try this
way of working themselves to then apply it in their teaching practice. However, the
following student refers to challenges that multilingual and multicultural student groups

may face when tasked with staging different themes during drama lessons:

Excerpt 2

During drama lessons, we tried some embodied performances based on our different

suggestions of types of leaders. It was a big challenge for us then to agree on how we

would design our group performance because we have different stories and different

experiences of leadership, due to our different backgrounds. We were forced to agree

and find a solution that would be acceptable to each member of the group.
This student describes the design of embodied performance as a process in which several
experiences and backgrounds come together and which therefore can be “a big challenge”,
as he puts it. The students in the Swedish language courses for migrant teachers speak
different languages and come from many parts of the world. They can therefore
understand and interpret words and themes differently and, because of that, create
different stories. The student in the excerpt says that to manage the task they “forced”

themselves to achieve consensus and choose one of these stories. To do that they had to

listen to each other’s story and then choose one. The criterion for their choice was not the
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best story, but one which was “acceptable” for the whole group, as it says in the quotation.
The implications for the students teaching in the new sociocultural context would be to
learn how to cooperate and make decisions that each group member can accept. This is

important for their professional development in a new school system.

In the drama classroom, the students are encouraged to process the course content by
being co-creators. This is something new to many of them as the student in Excerpt 3 says.
They have studied university courses in various subjects in their home country or other
countries and are familiar with processing course content by reading and writing texts,
but not necessarily by embodied performance. In the drama- and language-integrated
course that we present in this study the students get a theme, or a situation described in
the course literature and must create and perform their understanding and interpretation

of it.

Excerpt 3

When [ watched one group's embodied performance, I realized that knowledge is
everywhere, and everyone has access to it. As a teacher [ am not expected to be a
mediator of knowledge but someone who creates conditions in which students can
create meaning themselves... We have different backgrounds, different cultures, and
different languages, but through embodying and understanding each other's feelings
and thoughts by reading body language, facial expressions, and tone of voice, we
communicate in many ways. That helped us to build stronger relationships with each
other.
For the student in this excerpt, embodying themes and terms is a new way of learning that
awakens new insights regarding the teacher’s role as seen in a Swedish school context.
She also points out that despite the working group’s heterogeneity, they can understand
how they feel and think through factors such as reading body language, facial expressions,
and tone of voice. Through these processes, they are no longer just students who work
with tasks, but also develop a relationship in a co-creation task. To get the responsibility
as a co-creator is a possibility to build, as the student says, a stronger relationship with the
group members. We interpret the excerpt’s comparative form “stronger” as if embodied

performance is more effective than a teaching situation in which students solve a task only

by talking and writing.
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The results also show that the teacher has many opportunities to assess and give students
formative support. During each learning activity that is carried out, the students receive
some form of oral formative feedback. The drama teacher supervises and gives
suggestions on how to think and act during the different performances. When something
is unclear to the audience (the other students in the class), she gives suggestions on how
to make it clearer, and how to use the body, symbols, and language to get the message
across. Students are asked to think using drama metaphors so that the audience needs to
think about what the metaphors stand for. The students then use this feedback to shape
the new knowledge. In the conversations with the drama teacher and during her tutorial,
the students can also reflect on the formation process while the teacher gets the
opportunity to see and confirm the changes the students have made that have led to

increased quality of their representations, as in the following excerpt:

Excerpt 4

You do a great deal of work; you have a foundation on which you stand. Then you must

select a part of all the work you have done together in the group and use symbols and

metaphors that we have talked about during the drama lessons, to convey messages

to the rest of your class.
In this feedback, written by the drama teacher, who has followed the students’ work of
embodying themes, she confirms that they have done “a great deal of work”. The teacher
explains that the quality of students ‘work has been improved by using feedback and
adding symbols and metaphors that have been discussed during the tutorials. The
students cannot only work with the product itself, but they must also consider the
reception of it. If the other students must interpret the messages sent by symbols and
metaphors in the embodied performance of a group, the product must be coherent.
Furthermore, the students are encouraged to be learning resources for each other and
develop their knowledge in dialogue and interaction with each other. They plan and
prepare the embodied performance in groups. When one group has had an embodied

performance, another group watches the performance and interprets it.

The drama teacher reads and comments on the students' written evaluation in task 1.
Formative comments given on the content itself are usually about the need for an

explanation, justification, or something that clarifies and deepens the analysis of the
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leader that the student makes or, as in the second part of exam 1, what is happening with
the students learning when using multimodal forms. Below is an example of such

formative feedback that the student receives from the drama teacher:

Excerpt 5

What an interesting analysis of your leader you have done! You have made important
connections with the course literature in the first part of the exam, but you need to do
this a bit more even in the second part - connect to your own experiences and
examples where you have been active in this process of working multimodally.

The student is asked to develop and deepen his analysis by giving examples of the

experiences covered. Comments given are specific and highlighted in the student’s text to

clarify for the student how to proceed with the text processing.

6 Analysis

Connecting the results with the study’s theoretical foundation, they show that learning
potential increases in an environment where the individual can transform information in
various ways and using multimodal resources. In drama- and language-integrated
teaching and learning the drama teacher transforms the course content and creates
themes, concepts, and fictitious situations that the students then work on in drama
lessons. These themes, concepts, and situations, build the tasks which the students solve.
This is the way the teacher designs for the students’ learning. The students solve these
tasks through micro-processes of understanding, interpreting, designing, discussing,
reflecting, and performing. Their embodied performance and staging become their
representation of the course content. The students are co-creators in both the
transformation of the course content and the forming of new knowledge. In the quality of
co-creators, the students are given the responsibility for their creation or product. The
results show therefore that there is no dividing line between the two transformation units
in the model, design for learning and design in learning (see Figure 2). The study shows

that these units are rather intertwined with each other than separated.

In their transformation processes and representation of the product, i.e. the staging of the
embodied performance, the student groups use several resources, such as emotions,

thinking, body language, talk, writing, facial expressions, and voice, among others. They
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also use the group itself as a resource for learning, as we can see in a quotation. Working in
a linguistically and culturally heterogeneous group can be quite a huge challenge, as one
student in the study says. In our interpretation of this example, the group processes are

woven into task-solving processes and these processes take place in parallel.

The results show that the students process the course content in micro-steps and not just
in the second transformation unit as the original theoretical model states (see Figure 1).
They show several signs of learning along these micro-learning processes, and the drama
teacher in the study captures the students' micro-signs of learning during the observed
drama lessons and supports the students in forming the new knowledge (see Figure 2).
The study shows that this support, in oral or written form, helps students to reflect on the
messages they send with their embodied performance and to improve it. This is called a

meta-reflection in the model (see Figure 1).

v v B v v v
a7 T »Meta reflection,
Transforming .
« ye
. ! v
Staging 4 r 4
a /
Formative support
—_ "* Discussion *
A A A A A

Figure 2: Didactic design of drama- and language-integrated course at Malmdé University; after Selander and
Kress (2021)

The present study shows that this support is very important to the students. It could be
because the modality to transform course content which in this study is called drama- and
language-integrated teaching and learning is new for many of the students. The drama
teacher does not only tell the students what needs to be developed but also shows how

this can be done. The students are then encouraged to edit their drafts for increased
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understanding before submitting them for a final assessment, which confirms the image

of the formative working method the drama teacher continuously uses.

In Selander & Kress (2021) the support itself is not represented as an integral part of
learning but as an underlying factor (see formative assessment in Figure 1). Since the
support is ongoing during the whole course and even has a central part in students’

examinations, we believe that it should have a central role in the model (see Figure 2).

7 Discussion

The analysis shows that the students learn that course content can be processed in many
ways. By experiencing aesthetic resources, they learn how to use their potential as
learning resources in the classroom. They also learn how to work in highly heterogeneous
groups and how to benefit from the various resources the individual and the group have.
In the meantime, the students learn how to design and be responsible for their learning.
With the oral support they give each other during the transforming processes of the
course content and with both oral and written support they get from the drama teacher,

they learn to listen to each other’s opinions, take criticism, and improve their product.

Previous studies showed that drama pedagogy contributes to the development of
students’ oral and written skills in a second language (Miccoli, 2003; Zhang, 2021). In the
present study, the students’ development of language skills itself is not the focus, but the
study shows that the students use various resources to process course content, both
linguistically and aesthetically, and that this various processing is a learning benefit per se.
As Osterlind (2012) and Héglund Arveklev (2017) have shown, the students in the
present study, through embodied performance and role-play, develop both professional
abilities and skills and better understand how theoretical knowledge converts into

practice.

Furthermore, as in a previous study (Lehtonen, 2020), this study also shows that students
enrolled in professional education learn both to express emotions and understand other
people’s feelings through drama pedagogy. These elements are important in the teaching
profession. In addition, the study shows that the students learn to listen to each other’s

stories in linguistically and culturally heterogeneous student groups (compare Archer,
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2013), and to use both the group and its heterogeneity as a learning resource. Also, as in
previous research (Ahlstrand, 2014; Piazzoli et.al, 2024; Scott, 2018), this study shows
that the drama- and language-integrated didactic design contributes to the development

of the students’ creativity and using it as a learning resource.

Although some research (Lupsa et al, 2023; Ntelioglu, 2011; Zhang, 2021) shows that
students can be reluctant about a new and unfamiliar didactic design, such as a drama-

and language-integrated didactic design, this is not the case in the present study.

This study concludes that in a drama- and language-integrated didactic design, learning is
not just a final product, as the theory states, but consists of cycles of understanding,
interpreting, designing, discussing, reflecting, and performing. In these processes, the
students and the drama teacher are co-creators of new knowledge, and they use a
multimodal variety of resources and ways to process the course content. This contributes

to blurring the dividing line between design for learning and design in learning.
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6 Immersive Virtual Reality Theatre in
Language Learning/Teaching

Numerous experiments in virtual reality (VR) conducted with university students (Ciekanski
& Yibokou, 2022; Chateau et al, 2019; Molle et al, 2021) reveal a strong emotional and
cognitive engagement on the part of language learners. Therefore, I wanted to study if
immersive theatre in virtual reality, a new genre at the intersection of theatre and virtual
reality (Garson, 2022) for which the use of VR headsets is required, could become a language
learning/teaching approach. In this article, presented as a paper at the Drama in Education
Days 2023, I explore the possibility of introducing immersive theatre in VR, based on the
participants’ sensorimotor experiences and emotional engagements, in foreign language
learning/teaching classes. After defining immersive VR theatre and identifying its

affordances (Gibson, 1986; Gibson & Pick, 2000), I determine its didactic potential.

To cite this article:

Privas-Bréauté, Virginie. (2026). Immersive Virtual Reality Theatre in Language
Learning/Teaching. In Stefanie Giebert and Eva Goksel (Eds.), Dramapddagogik-Tage
2023/Drama in Education Days 2023 - Conference Proceedings of the 9" Annual Conference on
Performative Language Teaching and Learning (Pp. 72-97).

https://dramapaedagogik.de/wp-content/uploads/proceedings2023 /final.pdf

Introduction

From 2D applications on the Internet to 3D games and immersive virtual environments,
Virtual Reality (VR) has evolved rapidly. Integrating into everyday life seamlessly, it has
recently made its way into the field of education. Some language teachers across the world
(Wigham, 2018; Berti, 2019; Chen, 2019) have seized this opportunity enthusiastically
and have enriched their teaching practices with 360° applications in VR headsets like

Oculus (now Meta) Quest Microsoft Hololens, or HTC Vive, for instance. The numerous VR
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experiments conducted with Bachelor’s and Master’s language students at the Université
de Lorraine, France (Ciekanski & Yibokou, 2022; Chateau et al., 2019; Molle et al., 2021),
have highlighted a strong emotional engagement on the part of the participants. The latter
indicate that they live, what I call, a “phenomenological experience” of the world based on
perception, to borrow the words of Vial (2013). Their immersion, when they try the VR
headsets and explore the immersive environments (like Voices of a Rebel about the 1916
Easter Rising in Ireland or The People’s House, when it comes to visiting the White House
with Barack Obama, for instance) in language learning contexts, is corporeal, emotional,
and cognitive (Privas-Bréauté, 2017). Similarly, the didactic potential of theatre and
theatre practices in language learning/teaching has been underlined (Pierra, 2003; Aden,
2004; Zafeiriadou, 2009; Piazzoli, 2018), placing the approach within the field of cognitive
(Varela et al, 1993; Varela, 1996) and affective neuroscience (Damasio, 2004;
Immordino-Yang, 2016). Immersive theatre® in VR, a new genre at the intersection of
theatre and virtual reality (Garson, 2022) for which the use of virtual reality headsets is
required, relies on this emotional engagement of the spectator through immersion in an

engaging narrative (Reaney, 1999) and a strong sense of presence (Yu, 2019).

In this paper, I explore the possibility of introducing immersive VR theatre, based on the
participants' sensorimotor experiences and engagements, in foreign language

learning/teaching classes.

After defining what immersive drama in VR is, I identify its affordances (Gibson, 1986;

Gibson & Pick, 2000) and determine its didactic potential.

® While the term “immersive theatre” generally refers to artistic performances where spectators are
physically and emotionally involved in the theatrical space - often free to move and interact within a
fictional world - “immersive drama“ is more commonly used in educational or community contexts. It
focuses on the learners’ embodied engagement within a narrative framework. In this paper, I use
“immersive drama“ to describe pedagogical situations where students actively inhabit roles, spaces, and
emotions, allowing language to emerge through situated, enacted experience rather than through
observation alone.

o0ce

y/ BN
Drama in Education Days | online & Uppsala 2023 | Tagungsband @‘0 72




Immersive Virtual Reality Theatre in Language Learning/Teaching

Definitions

Immersive drama

Immersive drama is an invitation to question traditional theatrical conventions. But the
term is very difficult to define. In his introduction to Creating Worlds, How to make
immersive theatre, Warren indeed writes: “if you ask five artists what immersive theatre

is, you might get five different answers” (2017: vii).

Immersive aesthetics emphasize the body's sensory experiences, transforming the
relationship between place and socio-cultural ideologies and histories. They attempt to
break, or at least blur, the relationship between reality and spectacle, between virtual and
real times. Aspects of immersion thus transform the space into sensory and
multidimensional worlds, and spectators are integrated into the creative process itself via
immersion; they become aware of their bodies through the strong emotions they are led

to feel.

To me, immersive plays are innovative productions based on 3 pillars:

- dramaturgical immersion in redefining the role of the audience through an
“engaging” narrative (Reaney, 1999),

- sensorimotor immersion in using the scenic space to engage the spectator's body
and emotions and make them feel present (Yu, 2019),

- cognitive immersion in engaging the audience mentally and psychologically in
the story (Bottin, 2012).

In light of this, I distinguish four types (that could also be called “generations” since they
were born one after the other) of immersive theatre. Examples of 1st type immersive
theatre include plays like Sleep No More by Punchdrunk (2011), The Mists by Anu
Production (2015), or The Queen of the Night by Randy Weiner (2013). In this kind of play,
the audience actively participates in the story, jumps on stage, and becomes an integral

part of the story. In this case, the 4th wall no longer exists (Photo 1).
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Photo 1: Actors on stage in the 2018 Shanghai production of Sleep No More (photo credit Benjamin Roberts).7

There is also a second type of immersive theatre, which appeared at the end of the 2010s.
It is based on the same criteria as 1st type immersive theatre, but it uses new information
and communication technologies like binaural headphones (Photo 2) or VR headsets
(Photo 3), for example, to further immerse the audience in the story and in the piece

through an experience involving many of their senses (seeing, listening, feeling).

7 Source: https://yicaichina.medium.com/sleep-no-more-shakespeares-macbeth-keeps-shanghai-
theatregoers-eyes-wide-open-4f74fb5c25f2
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Photo 2: Binaural headphones (HG, 2016). Photo 3: VR headsets (source: Phonandroid).

In this article, we discuss this type of immersive theatre exclusively and refer to it as

immersive VR2 theatre (drama when it comes to the educational context).

A third type of immersive theatre experience can be described as a hybrid form that
combines live, in-person acting with extended reality tools, such as virtual or augmented
reality. In these performances, the audience navigates between physical presence and
mediated perception, engaging both with real actors in tangible spaces and with digital
elements that enhance or transform their environment. This hybrid configuration not
only expands the aesthetic and sensory dimensions of immersion but also introduces new
modes of interaction. Productions like The War of the Worlds (Photo 4) or The Gunpowder

Plot (Photo 5), developed by Layered Reality in the UK, exemplify this approach.

Photo 4: The War of the Worlds. (source: Time and Leisure).
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Photo 5: The Gunpowder Plot. (source: Standard).

Finally, immersive theatre of a fourth type, close to the aesthetics of video games, occurs
entirely in the metaverse. Spectators must log in on dedicated platforms (like Sansar,
VRchat or RecRoom for instance) at a distance and wear special equipment. Most of the
time they must choose or create an avatar since the piece is played with avatars. We can
cite the examples of creations like Tempest (2020) by Tender Claws and Piehole® (Photo
6), Collider by Single Thread Theatre’, Non-Player Character Musical by Brendan
Bradley' (this play occurs on a stage, though, since participants come onstage, choose an
avatar and then play on a platform broadcast live) and The Council of Titans VR by La
Cuarta Pared VR'' (Photos 7 and 8).

8 6/11/2020 ( https://www.youtube.com/watch?v=jQ29Z5Kll0g)
? Collider - A 2D Archival Recording: https://vimeo.com/560371866

10 Non-Player Character Musical, Live On-Stage @ RICH MIX: https://www.youtube.com/watch?
v=0Cg4K58rgIM&t=31s

1 “Theatricalizing the metaverse through VR” by Antonio Baia Reis:
https://thewritingplatform.com/2022 /03 /theatricalizing-the-metaverse-through-vr/
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Photo 6: Screenshot of Tempest (source: Road to the con).

Photo 7: Avatar of Antonio Bais Reis, The Council of the Titans VR (source: Blog of Antonio Baia Reis).
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Photo 8: Screenshot of the play The Council of the Titans VR VR (source: Blog of Antonio Baia Reis).

The main difference between the second, third and fourth type of immersive VR theatre is
that spectators adopt a first-person perspective in the second and third type and either a
first or a third-person perspective with the fourth type (due to the creation and use of an
avatar), even though they are both immersed and engaged in the story happening under

their very eyes.

A few examples of immersive VR2 theatre

Many examples of immersive theatre with VR are provided by the National Theatre’s
Immersive Storytelling Studio, founded by Toby Coffey. This studio presents itself as “a
place where members of the National Theatre work with artists and emerging
technologies to develop new dramatic works and experiences” (National Theatre
website'?). It examines how virtual, mixed and augmented reality, as well as other
emerging technologies, can extend and enhance the National Theatre's mission to pioneer
dramatic storytelling and enable audiences to step into the shoes of an actor. It has

supported the three productions I'll give as examples below.

12 https://www.nationaltheatre.org.uk/about-us/theatre-makers/immersive/
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All Kinds of Limbo (2019)

All Kinds of Limbo (Photos 9 and 10) is a 10-minute musical performance developed
alongside the National Theatre's 2019 production of Andrea Levy's award-winning novel
Small Island, about the Windrush generation. It recounts Nubiya Brandon's experience of
a life in limbo: the difficulties of being born with distant roots, of struggling to find an
uncertain identity - while being purely a product of her environment. The audience
embarks on this musical journey, inspired by the influence of Caribbean culture on the UK
music scene, with Brandon telling her own story of living in limbo through the genres of
reggae, grime, classical and calypso. Based on an idea by Brandon, the immersive
environment shows an island of artifacts — a mixture of objects from her personal life,
musical memorabilia and items referring to the golden age of the British Empire. Behind

her, a portal represents the threshold between the real and virtual worlds.

Photo 10: All Kinds of Limbo (source: All-kinds-of-limbo)
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Draw Me Close (2019)

Draw Me Close (Photos 11 and 12) was written by Jordan Tannahill in 2019 and blurs the
boundaries between live performance, virtual reality and animation to create a chronicle
of the relationship between a mother and son, tracing 25 years of a journey marked by
love, learning and loss. This immersive, one-on-one experience blends storytelling theater
with cutting-edge technology, allowing everyone to take on the role of the protagonist,

Jordan, in a universe combining animation and live action.

Photo 11: Draw Me Close (source: YoungVic).
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Photo 12. Draw Me Close (source: Office-National-du-Film-Canada).

Museum of Austerity (2021)
Directed by Sacha Wares in 2021, Museum of Austerity (Photos 13 and 14) is a mixed-

reality exhibition that lasts 30 minutes and preserves memories of public and private
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events from the austerity era, a ten-year campaign of public budget cuts that began in the
UK in 2010, following the global financial crisis of 2008. Combining oral testimony,
original music and volumetric imagery, audiences are invited to consider first-hand what
happens when state support is inadequate. Using recorded interviews with family
members, the exhibition tells the story of ten disabled benefit claimants from the
post-2010 decade of austerity, whose deaths have been linked by the Disability News
Service (DNS) to failings in the UK's Department for Work and Pensions (DWP).

Photo 13. Museum of Austerity (source: ETT30).

Photo 14. Museum of Austerity (source: ETT30).
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New technology at the service of artistic creation

For Machon, new technologies guide and/or accentuate the imaginative journey of the
audience-spectator-participant, through a sensual involvement on their part (2013: 75).
Immersive VR2 pieces like the examples cited above all show that new technologies are
indeed also at the service of artistic creation to enhance the experience of the audience in
“encouraging greater access to a sensual and felt response from the individual audience
member and opening up ideas within and around creative spaces, encompassing the
internal human capacity of imaginative space as much as designed rooms, architecture

and geographical location.” (Machon, 2013: 48).

All Kinds of Limbo offers participants an intimate, immersive experience using cutting-
edge virtual reality and holographic technologies, through Oculus Quest glasses, and an
audience of about 20 (as many as VR headsets are available). Immersive technology, live
performance ceremony and the art of theatrical staging transport the audience into the
heart of the performance space. During the experience, each member of the audience is
represented by a light column and can move freely around the installation to view
Brandon from any angle on this journey. In 2022, the piece was adapted into an XR
(augmented reality) broadcast framework, allowing audiences around the world to
simultaneously experience the collaborative musical performance in VR, AR or video

game form. The show has been performed on every continent except Antarctica.

Experienced through Microsoft's HoloLens 2 headsets, Museum of Austerity combines
verbal testimony, original music and volumetric recording, inviting audiences to consider
the human impact of austerity at close quarters. To construct the narrative, the
filmmakers recorded ten separate performances for use in nine different scenes of the
installation, each demonstrating a different element of the impact of austerity. Room 1, for
example, tells the tragic personal stories of disabled benefit claimants who died between
2010 and 2020 as a direct result of austerity. Using headphones, visitors can interact with
holograms representing the victims in different parts of the room. As they approach the
holograms, an audio experience is activated with family members telling each

protagonist’s personal story.
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At last, combining theatrical storytelling with drawing and new art forms of technology
(Photo 15), Draw Me Close allows the viewer to play the role of the protagonist, Jordan,

inside a living, animated world.

S S e

-

Photo 15: Numerous art forms in Draw me close (source: The Globe and Mail)

Affordances of immersive theatre

“Affordance” is a neologism coined by Gibson in 1979 from the verb “afford”, meaning the
act of allowing, offering or providing the opportunity to do something. Norman
(1988/1998) then applied the concept to everyday artefacts to focus on the relationship
between agent and object to better understand how to design everyday objects.
Affordances are now defined as "the perceived and actual properties of the thing,
especially the basic properties that determine how the thing can be used"” (Ciekanski et al.
2020: 86). The concept of affordance is widely used in the field of Computer Assisted
Language Learning (CALL) when referring to the functionalities of a technological
product, digital environment, or tool. Decisions and preferences are said to be based on
feelings related to the positive or negative evaluation of the agent's interactions with the
environment or tool. Affordances therefore imply a reciprocal relationship between the
agent and the environment. For this study, I have chosen to focus on six affordances:
sensorimotor immersion, empathy, interaction, interactivity, feeling of presence, willing

suspension of disbelief.
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Sensorimotor immersion

Immersion is the first affordance that comes naturally to mind when thinking about
immersive VR2 theatre. For Slater et al., a virtual environment is "immersive because it
immerses a representation of the person's body in the computer-generated environment”
(Slater et al, 1995: 204). Immersion is made possible by several elements including the
visual and auditory information that come first and that is provided by the device. This
immersion can be enhanced by other parameters, such as sensorimotor contingencies and
illusions, which is the case with VR. Miller and Bugnariu (2016) highlighted three degrees
of immersion that can be experienced by the user, depending on the quality of the
immersive tool used: low, moderate and high. According to the researchers, tools that
enable VR are the most immersive technology. As a matter of fact, as feedback from
audiences show (figure 1), immersive VR2 plays arouse the participant visually,

auditorily, emotionally, kinaesthetically.

“a stunning virtual replica of the “Tmarnersive technologies, the ceremony of live “q hean_Iendjng mixed
Donmar Warehouse theatre in performance, and the craf? of theatrical staging S -

; 4 g reality installation”
CoventiGarden and wotch-Adurt transport audiences inta the beart of Y

Children - a poignant virtual iy .
Nubiya's perfarmance space.”
reality drama about longing to be 5 - . ey
fascinating

together in o time of social
distance.”

“Indeed, you're not sitting at
the show, you still stand up,
following the show through
virtual reality glasses. Thanks
to this technology, the
invisible barriers of
traditional stage
performance is removed,
enhancing the power of
connection.”

“These stories grab
you by the throat
and don’t let you go”

“You were shown people in desperate
and sometimes humiliating
circumstances but could choose
whether to stop and listen at a

mn e

an unsettling

intin

“Visits to the exhibition
were limited to thirty
minutes, which wasn't respectful distance or walk up close

” " _—
“Was it voyeuristic of me, | wondered, enough time to hear all i s . 2
to move from one person to another the stories in full. An and nosily inspect them.
without hearing their whole story, or attendant told me that

test audiences found it
too upsetting to take in
between their experiences?” every single detail.”

“combines verbal
testimony, original
music and ground-
breaking volumetric
capture that invites
audiences to
contemplate close-up

was | looking for common threads

“Mind officially blown. Unlike any
“An emotional and experience I've ever had”.
technalagically briliamt

experience that takes the
cancept of immersion inta “This collapsing of art forms ... is deeply the human impact of
new heights " affective, and thus powerful”. austerity.”

Figure 1: Testimonies of VR spect-actors gathered by the author (various sources)
Their testimonies show that the public experiences embodied adventures based on

perception. This corroborates much scientific research made on VR as falling within
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embodiment theories, more particularly the neuroscientific enaction paradigm, to access

cognition (Riva, 2008; Bailey et al., 2016; Kilteni et al., 2012; Privas-Bréauté, 2017).

Empathy
Similarly, some of the extracts we can read above highlight the degree of empathy that
some audience members can feel for the protagonists. The discovery of the existence of
mirror neurons by Italian teams of cognitive neuroscience researchers led by Rizzolatti
(Rizzolatti and Craighero, 2005; Rizzolatti and Sinigaglia, 2011) made it possible to
conceive of imitation as motor resonance in living beings (Berthoz, 2004) and to consider
empathy (Thirioux, 2011) as a system for simulating the emotional states of others in the
brain. This major discovery in non-verbal communication as a first approach to relating to
and interacting with others and an environment offers the possibility of considering the
origin of language in gesture, the sensory input that links us to our environment and to
others:

The mirror neuron system thus appears to be decisive for the emergence as an object

of study of this field of shared experience in which our ability to act not only as

individual subjects, but also and above all as social subjects, is rooted. (Rizzolatti and

Sinigaglia, 2011: 11).
The functioning of mirror neurons is now called into question by Andrieu and Berthoz. To
them, the interaction between the body and the world cannot be reduced to isolated
neural mechanisms. Mirror neurons alone cannot explain why we understand the others’
actions and intentions (Andrieu and Berthoz, 2011). Empathy mainly “requires the ability
to change one's point of view while maintaining a sense of self" (Berthoz, 2004: 263) and
relies on agentivity, i.e. the ability of subjects to act on their environment, on objects and
on others, as well as the subject's perception of this faculty, and self-awareness as a “body
in action” (Andrieu and Berthoz, 2011). The process of empathy and its neural
embodiment, motor resonance, trigger an emotional reaction and are based on non-verbal
and verbal communication that create strong links between actors and spectators, as is

the case with immersive VR2 theatre.
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Interactivity and interaction

Interactivity is the third affordance that can be associated with immersive VR2 theatre,
and interaction is the fourth. To clarify the ambiguity created by two apparently similar
terms, Mangenot (2001) recommends reserving the term “interactivity” for human-
computer (or digital) relationships, while “interaction” could refer to human relationships

mediated by technology, which is also the case in immersive VR2 theatre.

The relationship thus established between users and the interface of the virtual
environment they are using would indeed create the illusion of reality through
sensorimotor elements. In this way, users and the technological interface are constantly
interacting in what Fuchs has conceptualised as a “perception-cognition-action loop”:
The user acts on the virtual environment using motor interfaces that capture his or
her actions (gestures, movements, voice, etc.). These activities are transferred to the
computer, which interprets them as a request to modify the environment. Based on
this request for modification, the calculator evaluates the changes to be made to the
virtual environment and the sensory reactions (images, sounds, effects, etc.) to be
transmitted to the sensory interfaces. (Fuchs, 2017:11).

To interactivity, we can add the multimodal interaction fostered in VR between actors and

spectators on both non-verbal and verbal levels (Pekarek Doehler & Berger, 2018).

Feeling of presence

When sensorimotor immersion, empathy, interaction and interactivity are not hampered
by technical inconsistencies (and other limitations as will be studied below), a sense of
presence can emerge (Steuer, 1992; Slater et al., 1995), which we will consider to be the

fifth affordance of immersive VR2 theatre.

Presence can then be understood as an individual, emotional and subjective response to
an immersive environment. In this case, the feeling of presence can only emerge if the
experience is deemed "credible" by the user, who believes the experience is real, agrees to
participate in the game and, in response, feels a sense of presence. In this case, the
experience is seen as credible if the participant activates, unconsciously or not, what is

called “suspension of disbelief”.
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Willing suspension of disbelief

“Willing suspension of disbelief” is a phrase coined by Coleridge in 1817 and refers to the
act of temporarily setting aside one's critical thinking and logic in order to believe
something that is unreal or impossible in reality, such as a concept presented in a work of
speculative fiction, for the sake of enjoying the narrative. This concept has its roots in the
Greco-Roman principles of theatre, where the audience would willingly ignore the
unreality of fiction to experience catharsis from the actions and experiences of the
characters. We are here applying it as the sixth and last affordance of immersive VR2

theatre.

Considering these affordances, we can now determine the didactic implications of the

using immersive VR2 theatre as an educational approach.

Didactic implications

Embodied cognition theories

The educational values of drama as a language learning/teaching approach have long
been studied in light of embodied cognition theories and neuroscience (Baldwin, 2012;
Aden, 2017; Piazzoli, 2018; Baldwin and Galazka, 2021) to examine the cognitive

development of language learners.

If we adopt a neuroscientific standpoint, we can also study immersive VR2 drama as an
educational approach falling within embodied cognition theories such as the enaction
paradigm (Varela, 1996) and the emotional thought matrix (Immordino-Yang, 2016) in so

far as it appeals to the senses, bodies and brains of the learners/spect-actors.

Varela’s enaction paradigm inscribed in cognitive neuroscience puts forward the idea that
the construction of meaning and access to knowledge (including language) takes place
through the body, therefore not in isolation, but in context (Varela, 1996; Varela et al,,

1993).

In addition, the emotional thought matrix, coined by Immordino Yang (2016) and falling
within affective neuroscience, encapsulates the support of emotions and cognition by
interdependent neural processes, all recruited at the same time in learning processes.

Immordino-Yang asserts that emotional thoughts can alter the state of the body in various
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characteristic ways: by contracting or relaxing muscles or changing the heart rate. In turn,
bodily sensations of these changes, real or simulated, contribute, consciously or not, to
feelings, which can influence thought. The experience of these bodily sensations can then
affect cognitive processes such as attention and memory, needed in education. For

Immordino-Yang, there can be no learning without an emotional component.

Engagement

Engagement refers to the way in which participants invest themselves in accomplishing a
task. It results from cognitive and motivational processes and depends on situational
factors that modulate the “sense of engagement” that can be experienced. In virtual
environments, engagement (Huang et al, 2021) refers to the notions of motivation,
agentivity and flow (Csikszentmihalyi, 1990). Flow, which characterizes a person's high
degree of absorption in the accomplishment of a task, also echoes the total sensory and
cognitive immersion that coordinates the emotions felt in task performance. Previous
studies on the use of 3D environments for task performance in the target language have
shown a positive effect on learner engagement and motivation in general (Chen & Kent,

2019; Borona et al., 2018).

Language skills

In terms of educational objectives, immersive VR2 drama, through an engaging narration,
is in line with recent developments in second language learning (Borona et al., 2018;
Chateau etal., 2019; Chen & Kent, 2019; Ciekanski et al., 2021; Molle et al., 2020). It places
an increased emphasis on listening and speaking, characterized by a focus on developing
oral skills, authenticity of communication, the use of real-life contexts, the development of
interactive skills through social practices (web 2. 0), and the use of multimodality (writing
and reading) to facilitate language learning and the development of informal learning
practices to complement language learning. All these elements provide fertile ground for

the integration of immersive VR2 drama into language teaching and learning practices.

Phenomenological experience
Immersive VRZ drama redefines our relationship with the world, through a
phenomenological standpoint. In L’étre et I'écran/Comment le numérique change la

perception, Vial points out that our relationship to the world, as a phenomenological
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relationship to “things themselves”, is nowadays fundamentally conditioned by
technology, and always has been. The digital revolution is not a beginning, but one of those
“ontophanic” restarts that are few and far between in history (adapted from Vial, 2017:
24). To Vial, “experience” in the broad sense designates the order of what can be
experienced by the senses and, more generally, what is accessible through perception.
Experience is the fact of perception, and perception is interaction with the phenomenon

(adapted from Vial, 2017: 108). He writes:

Experience, then, is the fact of experiencing a phenomenon of the world. Every time I
perceive, 1 experience the world. And because I perceive at every moment, I
experience the world at every moment.”* (Vial, 2017: 108).
Immersive VR2 drama triggers a “digital ontophany” (Vial, 2017: 114), that is to say, an
experience of the world possible in the digital age because the conditions under which
perception is exercised are conditioned by the digital system and it invites us to rethink

how we feel-in-the-world.

Future language teachers’ training

In light of what has been studied above, what could be at stake now is to teach teachers
how to use immersive VR2 drama in language classes. Thus, it might be interesting to
include it in their curriculum in higher education, if the limitations mentioned below can

be overcome.

Limitations

Medical counter-indications

One of the main limits of the approach is linked to popular opinion about digital-screen
exposure and the negative impact on the psychological and mental health of pupils.
Despite studies trying to deconstruct this belief (Orben & Przybylski, 2019), we cannot

ignore it.

3 Our translation for “Dés lors, 1 expérience, c’est le fait d’éprouver un phénomeéne du monde. A chaque fois
que je percois, je fais donc une expérience-du-monde. Et comme je percois a chaque instant, je fais a chaque
instant une expérience-du-monde.”
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Moreover, some pieces warn the spect-actors that the content might be too emotionally
loaded for sensitive people:
Content Warning: Museum of Austerity contains material that some people may find
distressing or find challenging to engage with.
This includes:
Holographic depictions of: death and mental distress
Audio references to: mental distress and death, including suicide, linked to the benefit
system

Audio references to: domestic violence, alcoholism, self-harm, eating disorders,
dementia. (National Theatre website)

The age recommendation in this case is 18+, which means that pieces like Museum of

Austerity cannot be used with secondary school pupils.

Recent studies have put to the fore the fact VR apps are cognitively tiring (Kosch et al,,
2023), so this might be one of the reasons why the works are short (they each last a
maximum of 30 minutes). Yet, in an educating context where lessons last less than an
hour, in general, the short length of the pieces is more of an advantage since pupils can

have access to all of it.

Financial costs

The economic aspect is another reason why immersive VR2 pieces do not last long. Since
the cost of production of those plays are very high, producers intend to sell their plays
across the world and promote them by all the media they can. On the website created for
the play, one can thus buy tickets for All kinds of Limbo and watch it at home.
(https://www.allkindsoflimbo.com), as the title of a New York Times article dated 21

January 2022 suggests: “Augmented Reality Theater Takes a Bow In Your Kitchen”.
For Coffey, this is a breakthrough, as he explains:

So far, All Kinds of Limbo XR has gained significant international viewers. We've just
extended the run. It was going for two weeks originally, and we've extended it by
another week (...) What [ do know is we are getting proper worldwide distribution. As
much as a third of audiences are coming from Asia, as well as America and Europe.
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These pieces could also be watched from schools, then. However, equipping schools with
VR glasses also represents an economic challenge, which language teachers must bear in

mind.

Technology dependent

Another challenge for teachers has to do with the technological constraints affecting the
development of VR in their classes. Previous studies (Chateau et al, 2019; Meyran-
Martinez & Spanghero-Gaillard, 2021) have highlighted the many technologically
dependent obstacles when using VR in language classes such as regular up-dates of the

material, WIFI maintenance and equipment control.

No suspension of disbelief
To finish, the last limit we can think about concerns the absence of suspension of disbelief
for some participants. For example, after attending Draw me Close, a Globe and Mail drama
critique explains:
While I found it (Draw me Close) fascinating, [ didn’t actually find it immersive in the
sense that I let myself go and lived in its alternative reality. I always had one foot in the
real and kept exploring the limits of the virtual - sticking my head out a window to see
where the drawings actually ended, for instance. This inhibited me from emotionally
connecting with the content of the show; [ kept aloof from Draw Me Close. Perhaps this
was in part because of the pandemic having made audience participation, which [ was
never allergic to before, feel foreign. But then again, I do recall feeling at a distance
from most “immersive” theatre that invited me to navigate three-dimensional
environments even in the before-times. (Kelly Netsruck, 2021).
If some students do not immerse themselves in the story, they do not make the most of

this language learning experience the teacher is promoting and do not respond to all the

affordances mentioned above.

Conclusion

Immersive VR2 theatre seems to encourage other methodological and pedagogical
approaches in language learning, with an emphasis on embodiment and emotions.
Through the sensory experience they generate, immersive plays in VR encourage the

language learner to “feel” in the target language, thus following in the footsteps of non-
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conventional language learning methods like theatrical practices. Immersive VR2 plays

increase learners' cognitive, emotional and physical engagement.

Previous studies on VR and language learning have also put forward the presence of
customizable personal avatars which strengthens learning in so far as it “enhances the
sense of immersion, telepresence and emotional investment felt by learners that
encourages participation” (Ciekanski et al., 2020). Indeed, embodied in avatars, language
learners can be even more immersed in simulated virtual life and go beyond the limits of
context to learn a foreign language without physically leaving their home country.
Avatars, which we can regard as metaphors for the actor/user’s body (Georges, 2013),
invite us to redefine our definition and perception of the body, and highlight the existence
of a new educational corporality. So, immersive VR4 theatre in particular promises

language learners/spect-actors a very high degree of immersive learning experience.

In a conference on 21 March 2023, Fuchs explained that the metaverse is interesting for
the development and democratization of arts and culture and helps reshape social
relations. Many immersive VR experiences are indeed now offered around the world and
can be used in educational settings. L’horizon de Khéops (photos 14 and 15), an immersive

VR journey across ancient Egypt and developed by the French company Excurio, is a very

good example of multimedia content open to the general public.

.

Photo 16: I'Horizon de Khéops (source: Le Progreés Lyon)
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Photo 17: I'Horizon de Khéops (source: Speedernet sphere)

If teachers could introduce it in their classes, this immersive journey might be used in

history lessons and increase the interest of pupils.

To promote immersive VR plays, we can read on the Dimension studio'* website that “All
the world’s a virtual stage”, rendering immersive experiences international, boundless,
accessible. After weighing the pros and cons when it comes to importing VR immersive
experiences in language education, we realize these new environments are worth the
while. Breathtaking immersive experiences, like those proposed by Layered Reality™ in
London in 2024 and 2025 (The War of the Worlds and The Gunpowder Plot) for instance,
might indeed well stimulate language students and teachers alike and reshape the
contours of learning/teaching approaches as we are riding the wave of digitalization and

hybridization in the 21* century.
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Stefanie Giebert

7 In search of word treasures

Playfully revising vocabulary - a workshop report

This report describes the structure of two workshops for vocabulary revision conducted in
the context of the Drama in Education Days 2023. The aim of the workshops was to provide a
coherent story structure to integrate otherwise isolated vocabulary practice activities and
makes use of an improv game that is based on the plot structure of adventure movie series

about treasure hunter Indiana Jones.

To cite this article:

Giebert, Stefanie. (2026). In search of word treasures. Playfully revising vocabulary - a workshop
report. In Stefanie Giebert and Eva Goksel (Eds.), Dramapddagogik-Tage 2023/Drama in
Education Days 2023 - Conference Proceedings of the 9" Annual Conference on Performative

Language Teaching and Learning (Pp. 99-104).

https://dramapaedagogik.de/wp-content/uploads/proceedings2023 /final.pdf

In search of word treasures

The workshop was carried out twice in the context of the DiE Days: once during the online
conference in September 2023 and once in October 2023 at the on-site conference in

Uppsala. This report describes both iterations of the workshop.

The idea was to combine several drama activities that focus on vocabulary into one
coherent scenario that will engage the learners through the power of the story. Most of the

activities described here are based on well-known improv theater games or Drama in
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Education (DiE) conventions such as described e.g. by Neelands and Goode (2015)'® and

can also be used as standalone activities.

After the online version of the workshop where the characters and the type of lost
treasure had not been clearly defined, for the on-site version I decided to use a treasure
hunt framework deriving from an improv game known as “Indiana Jones improv” that |
learned from an improv website years ago, but cannot now trace back to its source
anymore. In this game players create a three-scene improvisation based on the typical
title and narrative structure of an Indiana Jones movie: “[place name] Jones and the
[adjective] [noun] of Doom”, which usually comprises a scene in which the treasure
hunter (Jones) receives orders by a more or less mysterious and/or shady character to
find the desired object, a scene where Jones is seen searching for the object or gathering
information and a final scene that presents a climactic scene usually involving a
confrontation with the villain(s), ending with Jones saving the object and the world. The
workshop expands this story with drama activities that focus on introducing or practicing
vocabulary. The Indiana Jones story is suitable for practicing words from the semantic
fields of tools, travel, nature, adventure, objects, and adjectives but can be expanded to

other semantic fields.

Preparation

The facilitator divides the group into smaller groups. The facilitator now asks the whole
group - based on the number of groups - for the same number of countries, objects, and
adjectives. These are randomly combined to create titles/quests, for example “Russia

Jones and the cold parasol (of Doom)”.

The teacher then introduces the scenario: “We’re going on a treasure hunt. In fact, we will
hear about different treasure hunting stories, but before we start on those, we will have to

prepare ourselves.”

18 'm also building on ideas from Karl Eigenbauer’s collection of Drama in language teaching techniques (in
German): https://staticl.squarespace.com/static/5b337d4a8ab722c6a3a257cb/t/
636366097f89¢c3017444e310/1667458571130/Dramatechniken+I1+Letztfassung.pdf
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In search of word treasures

Activities

Packing the treasure hunter’s kit

This whole group activity is a variation of the game “I'm packing my suitcase and I'm
taking...” only that in this case we are working with the phrase “I'm packing my treasure
hunter’s kit and I'm taking...” and we are also combining this concentration game with
mime. If this is played with children or teenagers, facilitators might want to first include a
bit of narration to explain how treasure hunters need certain equipment and how in the
treasure hunter academy they are now going to learn about the most important items to

take.

Each student receives a word or picture on a card (these should be concrete objects that
might in some way useful on a treasure hunt). They think of a way to mime the object on
the card. Standing or sitting in a circle (or seated in rows or in random order on a screen

”

online), players play the game, stating “I'm packing...and I'm taking...” showing their
object in mime. The person who guesses the word is next to play. Each player repeats all
the objects every time and adds the next object. The repetition works well for helping
students remember new words. Possible variations: I'm going to the supermarket and I'm
buying... / 'm entering a chemistry lab and I see... / I'm packing my engineer’s toolbox and

I'm taking...

Storytelling with mime/sounds
To introduce the next activity, the facilitator now tells the groups that the protagonists
(for example Russia Jones, Norway Jones and Jamaica Jones) are going to a remote place

because each has contact a person who can tell them about the object they are looking for.

Groups of students create a story about the hero’s journey to the place where their contact
person lives. They choose one or several narrators and some words in the story that they
will mime/sound out every time they are mentioned. They present their travel stories to
the other groups (one or several students in the group narrate, the others make the

sounds/gestures).

For example:
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[ took my car (car starting sound), and drove (car sound) down highway, getting really
tired (yawn). Suddenly, there was my exit (brakes squeal). I turned off to a country
lane. I drove through a puddle (splashing sounds), but since the sun had come out, I
opened the window. I heard birds (bird sounds) sing. Which was really beautiful
(players say: ooooh!). ButI had to get on, so I drove on...
By discussing which words can be accompanied by sounds and by repeatedly practicing
the narration, students become more familiar with vocabulary related to travel (or

possibly nature, cities, accidents, car parts, etc.). They can also practice using the past

tense in the narration.

Crime scene

Narration: “However, upon arriving at the place, there was a surprise for XY Jones. They
were greeted by a police officer who told Jones that the contact person had vanished and
that they suspected a crime. Thanks to some clues, they knew that Jones would contact the
informant and now they are hoping for his/her help. The objects above have been found at

the scene of the (suspected) crime.” (The informant’s house)

The facilitator gives students a list of about 10 nouns (these could be words that students
know from a previous lesson, if they are new words, students would need time to look up
their meaning). The students come up with a scenario about what happened to the contact
person, using all the nouns from the list (objects found at the crime scene). They must
explain why they are there and what may have happened to the informant. They present
their hypotheses with the help of a sketch they draw of the crime scene and the objects
and where they were found at the crime scene. The players are now in roles as police
detectives, helped by Jones. Depending on their level of competence, the players could
practice using prepositions, such as: “There was a knife under the table. Maybe the
missing person lost the knife.” Here they could also practice making hypothetical
statements, such as: “We found a pair of tights. The missing person might have used them

as a rope to climb out of the window”.

Phone conversation
Narration: “Still the informant hasn't turned up. However, the police trust Jones and tell

him/her they have recovered an audio file with a phone conversation the informant was
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having with his/her (spouse, colleague, brother...groups define the person) the day before

they vanished. The following words were audible.”

The facilitator now gives each group a list with a number of words - nouns, verbs,
adjectives, adverbs... The groups’ task is to reconstruct the conversations between the
informant and the other person. They should define the characters (name, profession if
relevant, relationship to each other). The task is then to write a short dialogue with all the
words from the list in it with about 5-10 sentences and to perform it. If words on the list
can for example be used as verbs or nouns (for example “record”), then the groups decide
on how they want to use the word in question. In this task learners must use vocabulary in
context and will probably have discussions on how to use the key words. If the language

level allows, they should discuss in the target language.

Indiana Jones variations

To resolve the case, each group now has the task to devise a short skit (3 scenes) that tells
the story of XY Jones and the something object (of doom) and makes clear how the
informant vanished and what the mysterious object had to do with it. They perform their

stories for the other groups.

Narration: “It seems that the case is now resolved. Good work, Joneses! You now want to
share your experience as a treasure hunter with young adventurous people.” This leads

over into the next activity, a treasure hunter’s alphabet.

Treasure hunter’s ABC

In order to review and solidify the practiced words and terms, as a final task players have
to create a “treasure hunter's ABC”, which in the framework of the story is introduced as a
tool to teach the next generation of treasure hunters about important things and
characteristics a treasure hunter needs, such as: a - adventourous, b - bags, c -
coordination, etc. This could again be done in small groups or going round and round the

circle with each person contributing one letter when it is their turn.

o0ce

y/ BN
Drama in Education Days | online & Uppsala 2023 | Tagungsband @‘0 103




In search of word treasures

Conclusion

In both workshops participants engaged with the scenario with enthusiastically and
seemed to be enjoying coming up with absurd and funny hypotheses on what had
happened on the crime scene. The longer, on-site version, of the workshop culminated in
the presentation of three highly dramatic and hilarious skits on the adventures of the
various treasure hunters. Comparing the two versions of the workshops, having more
time and the opportunity to interact physically in the same room made the on-site
workshop a more rounded version of the structure. While the on-site version had the “full
drama”, so to speak, the online version concentrated more on creating the scenario and
introducing the participants to the idea of integrating a crime-story/adventure-story with
explicit vocabulary revision and grammar structures practice. However, most of the
activities could also be played in an online-setting, which is why I have described them

here.
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