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Abstract

This portfolio thesis makes the case that participating in group devised theatre and using

voice work benefits selfefficacy in additional language acquisition for advanced adult
learners. The main source of evidence istA OO0 AOA&I Oi ET ¢ , AT COACAODS
took place at the University of Mulhouse, France, with adult participants from diverse
cultural and linguistic backgrounds. | also draw on my earlier practice undertaken during

the development of the thesis, including an article chapter that discusses a pilot research

DOl EAAOR O%@bAOE ATMPpracce-Auked redeéirad Arigagedigiotp deyiged
OEAAOOA AT A EOO AOOAT AAT O Al AT AEPAOI OU AT A
self-efficacy in using the target language, English. | argue that an egalitarian ethos
engendered by group devised theatre can address relations of power and the dichotomies of
student/teacher and native/non-native speakers which are counteractive to achieving
strong self-efficacy for language learners. The approach of group devised theatre also
encourages and accommodates the renegotiation of identity that is prevalent in language
learners. The overall findings of the research show that the benefits of participation in

group devised theatre include: increased selefficacy in using the target language, English;
development of communication and engagement skills; and better awareness of nowerbal
communication, gesture and a developed understanding of the use of the voice.
$AOACEDPOEIT O 1 £ IighekdsdGd AOB PEOAMICEARRA G0 EI1 0
of the overall thesis and to provide the reader with a sense of the practice and research from

a phenomenological perspective. Also examined are aspects of theaative and learning
process that occurred outside of theensembledevising process; these were not immediately
apparent but, | claim, give a fuller picture of both the process of group devised theatre and
additional language development that took place. Rirthermore, this thesis maintains that

the unfinished and messy nature of SLA should be recognised and embraced in additional
language development and that groupdevised theatre provides an exemplary methodology

for doing so.
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Preface

Garret Scally is a theatre practitionerresearcher who uses theatre in educational settings for
additional language development. He was awarded an M.A. in Applied Theatre from the
City University of New York in 2010. His M.A. tlesis investigated the use of group devised
theatre for additional language development. Garret is currently researching this field on
the Professional Doctorate in Applied Theatre (Applied Theatre PhD) programme at the

University of Manchester.
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Introducti on to the Portfolio T hesis

This portfolio thesis charts the course of research that took place over seven years,
beginning in September 2011. The work presented here includes false dawns and discoveries
and ultimately much of the in -between because this idargely an attempt to capture the
process of discovery. This brief introduction is intended to guide the reader through this
research project because the variety of elements that are included make this submission
more eclectic than a conventional PhD. Thevarious pieces of writing that are included are
from stages in the research over the sevegear period and the style therefore might not be
as homogeneous as a thesis written in a much shorter timeframeand it has two parts.
There is, however, a coherenthread to the thesis and it may help the reader to know when
each element of the research took place and how the pieces relate rather than being read as

discrete sections.

This thesis is based on a research enquiry into the use of group devised theatend
voicework for developing and supporting self-efficacy in additional language development.
While group devised theatre is the theatrical methodology that is documented and
researched in this thesis, the aimis not to investigate the process of ensemble deising,
though moments of collaborative creation are detailed and analysed. Nor isthis thesis
meant as an exemplar of best practice, either for group devised theatre or théeaching of
drama in additional language development Accounts of the practicalities of devising
theatre can be found in the writings of, for example, Tina Bitt & Chris Baldwin (2002), Alex
Mermikides and Jackie Smart(2010) or Scott Graham & Steven Hoggett(2014) methods
and approaches to teaching additional languages are myriad andhany well documented by

scholars such as Rod Hk (1994, 1997, 200&nd Lourdes Ortega (2009, 2013)

Group devised theatre encompasses a wide variety of practices, yet,his a distinct

philosophical orientation, in contrast to the instrumentalism of, for example, the use of
11
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dramatic role play for grammatical exercises (Richards and Rogers, 2001)And while it
shares much in common pedagogically with process drama, currently the foremost
approach in theatre for addition language development, the research in this thesis does not
seek to speak tothe burgeoning developments in that area, though a discussion of how the
methodologies of group devised theatre and process drama differ can be fountdroadly in
the Qiterature Reviewdand more specifically in the ®ley! Teacher!Leave those Kids Aloné

stAOET 1T 1T &£ #EADPOAO &EOAR O4EA )YCil OAT O &AAEIE

Following this introduction to the portfolio thesis is Part One containing three
addendum, followed by a methodology chapter. Part Two is next covering the main case
study and research project, 00 A O £l Oi ET Ccomphding &b Anodudtidm conclusion
and four other chapters. The concluding chapter includes a summary of the findings, an

evaluation of the research am the implications and recommendations for future research.

The literature review has five main sectionsO&ond Language Aquisition304 EAA OO /
and Drama for Additional , AT COACA , AAOevEdde B RA OO Dddypardse A
theme of O Bfinishednesd The section on Second Language Acquisition (SLA) outlines
some of the more prevalent and preeminent concerns in the field which are addressed by

my practice and research.

For the purposes of this review, and throughout the thesis Second Language
Acquisition (SLA) and @dditional language learningd are synonymous. The terms that
describe the field, in fact, are continuously debatedz a welcome state of affairs in my
opinion z and although | am not fastidious about the terminology, words matter and
AOOOAT 01U ) POAZAO OEA DEOAOGET ¢ OAAAEOQEIT AI

been advocated by LarserFreeman and | support her view that it reflects the dynamic and

12
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non-teleological nature of language development(Larsen-Freeman, 2015b) However, | use
the abbreviation SLAand the appellations of O1 AT COACAATIAA AGGTAATQXBACA A
throughout in cases where @dditional language developmenBmight be ungainly or cause

confusion.

The @heatre and Drama br Additional Language Learningdsection covers various
practices, including process drama which is the preeminent approach that has be
researched and written about in the last decade.The notion of @nfinishedness3in the
literature review is an initial outline of my thinking at the beginning of this research project
and represents the possibilities of its application to additional language acquisition through
applied theatre. An overview of group devised theatre includes its appropriateness for my
practice research for additional language development. This is later expanded on in the
introduction to Part Two where | define my working practice. The section on the body is
not extensively developedin the second part of the thesis as otherfacets of the research
became more prominent during the 00 A O &I O E1 Qesearkh pifeds, thd case study
which | draw on exclusively. While the researchand practice involving the body is not a
direct part of the research inquiry in Part Two of the thesis, it does inform OEA OET 60O
intermittently and flavours and informs the research, practice and methodology of the case

study in Part Two.

lLarsenFreemanexp AET O OEA AET EAA T £ OAAOGAT T i AT 68 AO Al
a view of language from a complex systems perspective. Such a perspective rejects the
AT T 1T TAEEZEAAOQETT 1 &£ 1ATCOACA EIiPIEAA AU @&k adlAOI
iTOA AUT AT EA NOAI EOGURh EiPIi EAA AU OEA OAOI OAAOA
developing resource. It also acknowledges the mutable and interdependent norms of bilinguals and
multilinguals. In addition, this perspective respects the fact that from a target-language vantage
Pl ET Oh OACOAOO ET 1 AAOT A0 PAOAEI OI ATAARA EO AO AEA
AAAAOGOA EO OAAT GCI EUAO OEAO OEAOA EO 11 (lafsénd 71T
Freeman, 2015b49)).

13
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Following the literature review is a chapter written as ajournal article entitled Qet
-A (AAO 9100 "T AU 4ATEq OwgPAOEAT AET C GEA 7
which discusses a pilot study | made and markedout potential leads for my research at the
time. This is followed by an addendum to the article that describes why, although these
leads were followed up in my practice, they were not, ultimately, included in the
O0AOAEI O El Qrase #ddyCThd\adei@ém serves tademonstrate how the practice
led the research, AODO EO Al Ol OA&EI AAOO Ei x OAODPI T OEA
preferences must be given precedence to research concerns (no matter how rich the
potential might be). Also demonstrated is how my practce and researchevolved over
several years, informed by theory and the practice itselfGiven this, it is important to note
that the literature review chapter and the publishable article chapter were written five to six
years ago. While there have been adtlons and alterations they have stayed largely as they
were. This is because they stand to document the process of discovery and capture
particular moments in the development of my practice and thinking on the subject. While
the literature review has beenupdated in a couple of instances| have also chosen to embed

further literature within the deeper research and theory in the second part of thethesis.

The third chapter in Part One, tE AMetBodology8chapter, contains an account of
the methodological choices that were made and the choice of a case study approach. This
includes consideration of ethical issues, a discussion of the research design including the
instrumentation and procedure for data acquisition, processing and analysis. There is also
an outline of setting and participantsin OEA 1 AET OAOAAOAE DOIT EAAON

All of this is supported by a set of appendices.

Part Two isdivided into four chapters plus an introduction and conclusion. It draws
on a case study of a group devisedheatre project process and performance, which took

place from January toMay 2015n Mulhouse, France. The chapter titles are:Jhe Ignorant

14
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Facilitator§ @he Individual in the Collective § ®oicing Identity § and Messing It Up As We
Go Alongo In these chapters the breadth of second language acquisition section of the
I EOAOAOOOA OAOEAx 1T AOOI x0 OF xEAO EAOA AAAI

acquisition (Atkinson, 2011b)

Throughout Part Two, | describe how they informed my applied theatre practice and
in turn how my practice and research may duly inform those alternative approaches and
theories. | also use the theories and proposals of JacgseRanciére from The Ignorant
Schoolmasterthroughout, especially in the first two chapters, @he Ignorant Facilitator8and
dhe Individual in the Collectived This accordingly informs the analysis of my role as
teacher-facilitator -researcher in the first of these chapters and, in the second chapter, of the
individual learning within the context of collective creation. 06 1T EAET C discubskd OE O
El x OEA AT11AAOEOA AOAAOEIT bDHOT AAOGO AT I AETA
Approach to second langua@ acquisition analysing three different elements of the project
in consideration of this theoretical and practical foregrounding. The understanding of the
notion of unfinishedness from the literature review underwent a transformation in my
thinking both du ring and after the main research project which is addressed in the Part
Two of the thesis. The eventual formation of this is fully discussed in the chapter Messing It
Up As We Go Alongdwith an exploration of the application and usefulness of the notion of

Oi AG6s O1 1 AT COACA 1 AAOTET ¢ OEOI OCE CcOI Ob AA

The conclusion addresses the crux of the research which is an investigation of
ensemble devising as a vehicle and methodology for additional language development,
specifically how it influences self-efficacy and confidence in adult language learnersThere,
| provide a summary of the findings, an evaluation of the research and its implications along

with suggestions for future research

15
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PART |

16
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Chapter One

Literature Review

As explained in the introduction, this literature review was a piece of research done
at the beginning of the research project seven years ago and surveyed the state of the field
at that time. While the bulk of the review reflects this, there have been updates and the
chapter has been adapted for relevance to the rest of the thesis. The five main sections are
®econd Language Aquisitiond Theatre and Drama for Additional Language learningd

Group Devised Theatre§ @he Bodyd and @nfinishednessh

Second Language Acquisi tion (SLA)

0AOAO )OAOG EAO OOAOGAA OEAO OOIT A 1T &£ OGEA
of the twentieth century have been concerned with language: Ludwig Wittgenstein,
Ferdinand de Saussure, Martin Heidegger, Jacques Derrida, Michel Foucaultlirgen
(AAAOI AOG AT A . T (A004: B BNe icQuidl Ledsily add to that list current
academically popular writers and thinkers such asMikhail Bakhtin, Pierre Bourdieu,
Antonio Gramsci, Theodor Adorno, Maurice Merleau-Ponty, JeanrLuc Nancy, or Henri
Lefebvre. In fact, the concept and exploration of language has been a fundamental element
of the work in many fields with applied linguist Christopher Brumfit claiming a constant

scholarly interest from not only linguists and AAODAAQET T AT EOOO ADOO Al
OEAT OEOOO AT A 1 EOCAOAOU AOEOEAOh PDEEIT O1l BPEAO
(2001: 8) It is, of course, also a fundamental part of human existence for, as Richard

SAEAAET AO DPITET OO 1 O6O6h OOEAOA E@00F fii). teléetl, Ak OT
renowned linguist David Crystal sees languad AO OEA OAOU OEEI ¢ Ox

E O1 A2080:15) Given this, a complete study of language clearly falls outside the remit for

17



01l OD $AOEOAA 4K AAOOROAMG O 'OBMRAEOGEOET T 6
this literature review. Furthermore, the challenge in working in the field of language is
AoAi p1 EXAEAA AU 6AI AT OET 611 THETTO ET EEO NO

(Bakhtin, 1994: 26)?> Even so, narrowing the scope to the suffield of second language

acquisition may not be enough and requires broad brush stroke to cover the topic.

Brumfit views the subject of language (along with that of education) as
disadvantaged due to thembeing areas of study®oth O1 |  AEAR0EL 4 Bvérgone uses
language and has been educated in some form and, he argues, this generates forceful
I DETEIT Oh AOAAOGET ¢ AEOAOQI OOAT AAO (B 001 Oy Ae ¢
As adults, when we refer to learning languages, we are referring to languages other than the
ones we learn as a native speaker. The area that directly addresses this is SLA and it has a
relatively brief history. Rod Ellis, a longstanding and widely published documenter of the
field, states that SLA began to be established as a field of enquiry at the end of the 1960s,
which would make it now approximately 50 years old(1994)3 Despite its brevity as an area
I £ OOOAUh OEAOA EO A Ai1T OEAAOAAT A AIiTO01O 1
I TAAT O AT AEINS BSH: @B)Avbich, Ellis points out, had even led to calls for
OEAT OU OAOI I ET Cd(Lokg] 1990)ERen A BIIOKU AYAET O OEAO O
Language] acquisition is an enormously complex phenomenon and will benefit from
i Ol OEPI EAEOU 1T £ PAOOPAAOEOAOh (Qrodst sx)AThis AT

openness is reflected in the interdisciplinary nature of the field

Along with Ellis (Ellis, 1994, 1997, 2008, 2013atsy Lightbown and Nina Spada

(2006) have mapped out the development of linguistic theory and its influence on SLA

2 There is considerable debate as to whether the works o6 1 1 1 H(&rd iP&vel Medvedev) were
written by Mikhail Bakhting &1 O AT 1T OAOOEAx 1T £ OEEO AAAAOAR O
Bakhtin Reader: Selected Writings of Bakhtin, Medvedev, and/oloshinov (Bakhtin, 1994)
3 The study of learning additional languages, of course, existed before this period but Ellis thinks that
the impact of the methodological approaches and lines of inquiry from first language acquisition on
3,! OAOOAO OI I AQ6os:ok) OOAOO 1T £ A EET A
18
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They first outline Behaviourism, advanced by Burrhus F. Skinner (1957) as based in

OEI EOAOEI T h DPOAAOEAA OAET £ OAAI AT O y8e AT A
of environment as the foundation of all language learning(Lightbown and Spada, 2006: 34)
3AATT AT Uh OEAU AgGAI Eebrpof anlinhdte héntah dgraminar §Udiveal
"OAIT T AO TO 5'qh ETEOEAI T U OEA{Codnék} AISE whicth OA
gave the Innatist perspective, positing that humans are born with mental structures for

I AT COACA AEET O OEA O1 AOOOA LightbolvAdnhdl $pdd lodR T x /
atEO OEA OET OAOAAOQEIT 1 E OZ0AA Ddfwhidh RdtahlishdsAd balddeO O D
between the nature-culture debate. Here the learning process is very much linked to the

environment, learning from experience, and cognitive development, with proponents still

recognising the important role of the actual brain (Lightbown and Spada, 2006: 19)

7EEI A 3EETTAO8O OEAI OEAO EAOA Olspedtice®AA
including Chomsky, universal grammar has been a predominant reference point in the field
i £ , EITCOEOOEAO AiiT¢c xEOE 1 AOGAO Al AEi O &#OI i
system (linguistic nativism) (2007). These theories have lately bee strongly challenged by

Guy Deutscher (2006, 2011) Geoffrey Sampson(2009) and Paul Ibbotson and Michael

Tomasello (2016) Deutscher alongwith lbbotson and Tomasello question the concept of

OEA T ETA AEDRLGOPO®EEI A 3AIiDOTT AOOAAEO OEA
OAOOGEI 1T T £ OOEA A% 0do)eiEing anl akay of Adador® Foudh&rsal

grammar OEAT OUG O [R00b)EAltHolgh Aoth Chomsky and Pinker refute these

arguments (most importantly, the one of dominance), within the field of linguistics,

understandable that as the depth of writing about linguistics, and even SLA on its own, is

4 Chomsky has also revisedis theory substantially (Hauser et al., 2002)
19
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broad, complex and contradictory, there are many issues which are vigorously debategthe

battle between innatists, behaviourists and interactionists being a case in point

In terms of influence, Ellis observes that the major theoretical development in SLA
since 1994 is the emergence of 'sociocultural SLA' from the work of Leo Vygotskynd
Aleksei Leontiev (Ellis, 2008: xxi). This move from the previously psycholinguistic
dominated approach to SLA looks more at the sociological and cultural elements of
languagelearning, and the influence on it of theories of identity and culture and vice versa.
The first main proponent of Identity Theory in additional language learning was Bonny
Norton (Norton Peirce, 1995; Norton, 1997, 2000and her influence over the past two
decades has led to a huge amount of research exploring the relationship between identity
and language learning and teaching, incorporating the themesf, for example, race, gender,
class (Blackledge and Pavlenko, 2003; Block, 2007)Norton was influenced by the
poststructuralist work of both Pierre Bourdieu (Bourdieu, 1986, 1991, 201&hd Christine
Weedon (1997 & OT I OEAEO x1 OEh .1 0011 EAO i RADIOGBE CGEA
relation to additional language learning which interconnects with theories around
Oi T OEOAOQETT186h BDOET AE Démyéi (Doraydi, 1908 Darydi And Bdivér,: T 1 (

2002; Csizér and Doérnyei, 2005a, 2005b; Dérnyei and Ushioda, 2009, 2013)

Along with how language is learred, a principal area of contention in the study of

languages is the growing dominance of certain idioms and the rapid disappearance of

[ ETT OEOU 1 AT COACAOR E1 Al OA EPeanychok, ABA)aWith ths O E 1

ET T ETARh A 1T Ax & Oi Ol AGET1T OI OEA NOAOOEIT E
ded68 "1 OOAEAOEO xI1 OE [T ECEO CEOA A OAODPI T OA
5Interactionismmeans UOET ¢ A AT I 1 O1 EARDEOR A giehGsorGRiO@nGgello,
2016:74)

67 AAATT OAT AO O OOA OEA x1 OA OOOAEAAOEOEOEAOS OA
17).

7 Pennycook attibutAO OEA DEOAOA O1 ET1 COEOOEA CATiT AEAAS Ol
Ultimate Inequality: Linguistic genocide (Day, 1985)
20
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dominance of one language or way of speaking in histheoAO 11 OAOI OOOAI &
capital, which | return to in the sections below in this chapter and also the journal article

chapter (Bourdieu, 1986, 1991, 2013h response to the growing influence of English as an
international, and intranational, lingua franca, John Naysmith (1986) proposes a different
OEAOGEO OI OEA EAAA OEAO OAAAEET C %l Ci EOE E
O1 AAOOOAISE B)IHE Believesthat &.L.T. [English Language Teaching] has become

part of the process whereby one part of the world has become politically, economically and
culturally dominated by al T O E(Raygmith, 1986: 3) He earlier equates the English

1 AT cOACA OAAA Britiae mAidienabdelof infe@aibn@ datterns of domination

AT A OOAT OAET AGEITT ATT1 01 AET ¢ OEAO Oy OeEA Al
%l CIl EOE 1 AT COACA EAO OAEAT AO O@aysnith 19880 CA 1
4EEO DI OEOEIT AAETAO ' AT OiI1860 OEATOU OEAOD
manipulated to maintain and promote capitalism while also demonstrating the connection

between ideology and languagg1973)

4EA DPOT AAAAET ¢ O1I ET COEOOEA Ei PAOEAI EOI &

Cook and Sarah North(2010)as being led by Alastair Pennycook2001) Henry Widdowson

(1994) who emphasises questions of ownership, and David Crystal who, while being
concerned about the threat to the diversity of languages, alsos#O | AT U Bi OEOEOA
fellow linguist, David Graddol, similarly views English as a world languag@. However, he
seespotential benefits such as Englishbeing as ameans to escape from traditional values

and expected relationships, mainly in Asia (Graddol, 1997, 2006)relating back to the
exploration of identity through language and the possibility of social change through SLA

This in turn brings into question ideas around ownership, 'normative' perceptions of

language, and what is the goal of language teaching. Graddol addresses this subject

8 James Thompson points out the inadvertent collusion of the agents of applied theatre in
Performance AffectsAO BDAOO 1T £ OOEA Al i PIAgG xAA ET xEEAE
A A & qI11516)
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identifying the traditional English as a Foreign Language (E.F.L.) model with the native
speaker as the ideal standard as a model for failure and the current move from English as a
OAATT A 1 AT COACA O OEA ([AdelafoA@ak, 200E CQstak 20031 C |
Graddol, 2006: 8286). Ellen Bialystok and Kenji Hakuta have also challenged the standard

set of norms questioning the minddOAO ET xEEAE OEA O1 AAOT AO
stateable goal, a standard and perfect version of the language that is embodied in the mind

I £ AOGAOU 1T ADEOYES)KhEhArAdied &% longterm stability around which to

base language learning is poblematised by its protean nature. Language systemsare
constantly in flux, x EEAE EO OOOA 1T &£ OEA O1 AGEOGA ODPAAEA
learners. Therefore,competence should not be gauged against a notional, fixed idea of a
native speaker asstandard. So, what should the aim of the language learner be if not to

emulate a notional native speaker? This inquiry returns us to the notion of identity.

Forty-five years ago, Guiora, Bei{ A1 1 AET Eh AT A "OAT1TI11 AIlA
second languageEO OT OAEA 11 (cited in Block, P0&7A 61 0THI® ldéa has
permeated much of the theory in Second Language Acquisitionled by Norton whose work

has shaped much of the currentwriting as it has expanded in breadth. For instance, David

>

EETC OA 1TAx 1 EZEA | AAEAOAAQ2085) e réfeks<to Jaddi 0O O

(@}
(@}

] AOBO AOOAOOEI T OEAO EiI DPAOAI Oi AOEIkedOEAT
repetition of actsd(cited in Block, 2007: 1Y a h " OOl A Q 8Ibck dppliEsEBAtRIESO q

OEAT OEAO O1 OAATTA 1 AT COACA AANOEOEOEIT AT/

Pl OEQOEI T O AOC(CwmAcogl OIEAEIAMAGCBEA 11 OEIT 1T &£ ODAO:/
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here is distinct from that of theatre performance the understanding of instability and

uncertainty is well understood in the theory and pedagogy of Applied Theatre®

Helen Nicholson recognises the OEAAA OEAO EAAT OEOU EO
becoming rather than a pre-given expression ofbeingd(2005: 65) a notion that relates to the
concept of unfinishedness, explored in more depth below in this chapter, and she argues

OEAO OAOAIT A EO A c¢iTA OAEEAI A OEOI OGCE xEEAE

A
EAAT OEOEAO AT A OA O @005:8%) sdpdkately, Nichbidon hagclabmbEthaC 6

(@]

A TAx 1T AT COACA AAT Al 01 OAOOA AO A OAEEAI £

ET EAOCAT O AgbAAqdil 1A7EAEAMEH O0OBDT 000 '1 AOA O0A

PAI DI A EAOA AAAAOO O OEFE( Aghére detitr andseiallytnay £ i

AR AT 1T OOOOAOAA AT A PAOAN O AA ABomassy Rkfering to E A

0AOI ATET 30 OAOAAOAEh %I 1 EOs QAT O®AAIG OOBOAHB OO
¢

O

Of

>

E

O

through the leamnil ¢ 1T £ A OAA 2004 31HA T ICORLA 61 1 OET
EAAT OEOU EO AT OE A O AEAI AT A ET AEOEAOAI Al
change orAAAEOET T O1 1 AAOT (2008E3233DATThedektent teEvhEEMAI isD E O U
true for individual language learners may be moot; yet, clearly, there are ame forms of

affect and certainly one of vulnerability, which becomes apparent in the Spanish language,

for example, in how the standard of a second language is measured, reflected in the

PEOAGET Ch OD O Abkdn defeAdERdeBAOT AS |

In Emotions and Multilingualism (2006), Pavlenko explains the intrinsic emotional
nature of language learning. Also evident is the state of vulnerabilityz a common sensation
for language learnersz which can inhibit the learner from taking the inevitable risks that
must be taken in engaging with a new form of speaking or communicating. Regarding this

vulnerability, Nicholson posits that creative spaces give people safety while taking these

% For distinctions, debate and musings on thematter of performance and performativity see:Butler
1997; Schechner 2003; Carlson 2004
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OEOEO AT A OAI 11T x OEAI OAI OGAO AT A00k: A0 tDe OI
Applied Theatre field, the tendency is to work with populations that are vulnerable and
marginalised® 4 EAOA EO EI xAOABDT GOORADEAGNOI DROAAIT A

additional language learner.

How many times has the language learner felt acutely ashamed of their inability to
articulate what they would like to say? Piazzoli (2018)presents various instances bher own
experience in this regard when having to speak in an additional language (English). One of
these experiences was when, as an experienced practitioner, researcher and writer in drama
for language acquisitionand highly proficient in English, Piazali found herself floundering
to explain at a conference to a room of teachers the merits and benefits of using drama for
SLAMInstead of enthusiasm for the possibilities of a new approach, Piazzoli noted to herself
the responsesfrom the teachers, making her confidence drain awayy, O. 1 (Z0Di8E184 08
)y #h AO 0OAT OEE AOOAOOOKh O! pbi EAA 4EAAOOA EO
dp]articipants in applied or community theatre processes are lacking something that
OT 1 O A1 8 DA[2a1R:AR) ther perhapDthe field would do well to rethink its
Oi AET OO0OAAIT 8 bl bé&IimarGaiiséd8dmay7 ferkdinA unddrtandably and
legitimately, the primary concern of Applied Theatre work as many practitioners,
researchers and writers in the field have identified, it is necessary to remain aware and

challenge the role of our practice in awider context.

(1T xAOAORh EA OE Applied théatrepladtitelisid work with geople on

the margins or extremes of mainstream society it is worth noting that many times it is with

056 01 1 AOAAT A Pi DOI AGET T O ETAI OAA OEA AAT 17 lo&w-AAT T (
income children, the elderly, the homeless, those with human immunodeficiency virus (HIV), and

OEI OA xEOE 1 OEAO AEOITEA EAAI OE Al Robet Q/Bdd DobrisonET Al
Foundation, 2006: n.p.)

This is similar to an experiene Yaman Ntelioglou had,discussed below
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participants who, if not always unwilling, are often initially unwitting. This has led many
(for example, Ackroyd, 2000; and Balfour, 2009) to debate the ethics of intervention and
raise questions of intentionality which Prentki provocatively states is indicative of the field

b A O E B(EOAZO 2) Also, James Thompson has pointed out irPerformance Affectsthat the
DOAAOEAA T &£ ' bl EAA 4EAAOOA T AAAO O1 AA OAA
part of?0(2011: 30)Furthermore, the implications for ethical responsibilities, echo concerns
raised by theO1 ET1 COEOOEA EI DPAOEAI EOI 6 AAAAOA

Conversely, there is also an emphasis on moving away from praus ideas of
implementng OAEC8 AEAT CA Gizefd-Al 1GBEAAPBITEAAAGET T T £
smaller (or micro) changes, less accountable to social or political policie§Thompson, 2005,
2011; Balfour, 2010Yhe concerns, challenges and new directions, mentioned here briefly,
have implications for Applied Theatre, some of which are shared, some unrecognized, and
some to which the field has started to turn its hand. For example, while he adult additional

language learner does not readily fit into a set prerequisite of vulnerability or marginality,

there are aspects and concerns that Applied Theatre pedagogies can address.

For an understanding of additional language development | align myself with the
general positon of the OAT OAOT AGEOA A DbBAKndoA E2A10G) Thése 3,
Sociocultural, Identity, and Complexity Theory approaches have differingemphases,but all
seek to locatethe individual learner more effectively and deliberately in the larger social
world and involve the (re-)negotiating of the relations of power within the learning
environment. The approaches view SLA as a sociocultural practice that take place in specific
contexts; a relational activity where behaviour is formed by motivating factors, investment
in a purpose, and the sociocultural context(Norton and McKinney, 2011: 79)These defining

factors determine the performance of communicative activities. Fundamentally, they all
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take the stance of language development being an opeended process and, also, product.

These approaches are further eplored in Part Two of this thesis.

Theatre and Drama for Additional Language  Learning

During the last half a century, publications by educators and researchers have
supported using theatre and drama exercises and activities for additional language
acquisition (Maley and Duff, 1978; Schewe and Shaw, 1993; Kao andeéill, 1998; Wagner,

1998; BRuer, 2002a; Stinson and Winston, 2011; Schewe, 2013; Piazzoli, 2048)extensive,

if not exhaustive, synthesis of the literature on drama in SLAcan be bund in the writing of

Gary Carkin (2007), George Belliveau & Won Kim (2013)and Kathleen Rose McGovern
(20178 - AT £ZOAA 3 AEAxA ET £ OI odtlinéihowddnduépe pelBagogyO A O A
can benefit considerably from practice in drama in education, theater in education, and

POl AAOGOET T Al OEAAOAOmakidg O AQEOAD® GBRA EBDOTEA A AR\
our concerns as language teachers, becausedhability to interact and to communicate in
AEFEAEAT O xAUuO EOh AEOAO Aiil h AORIRER) ABAAOC
important approach to doing this for SLA is the one of process drama first advocated by Kao

and O'Neill in Words Into Worlds: Learning a Second Language through Process Drama

(1998)where they explain that process drama:

y8e OAEAOO O AOAI A AAOEOEOE#OtealherAO AEI|
dominated exercises. Instead, the drama is extend® over time and is built up
from the ideas, negotiations, and responses of all participants in order to foster

social, intellectual, and linguistic development. (1998: x)

"AOU #AOEET Odhd®mkr@armdds influénceAntbbth SLA and process drama in
deaching English Through Drama: The State of the Afin which lays out the historical
background that informs the use of drama in language acquisition, beginning in the work of

Dorothy Heathcote (Carkin, 2007). There has bea little written about devising as a method
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for drama-based language pedagogy, though full length plays have been advocated by
Douglas Moody (2002)discussingrEO 1T x1  x1T OE AT A AEOEiI ¢ 1T OEAO
learning can be enhanced through creative group activities that utilize drama through both

OEA DPOT AAOGO AT A DOIT AOA QFODZ: 163) vithileAPGtér | LikARdt Aas A A O

documented a full-length production he researched in great detail(2007).

| now look at the most recent publication (at the time the literature review was
written) on the area of second language learning through drama, theRIiDE Special Edition:
Drama education and second language learning: a growing field of practice and research
(2011). This publicationpromised to be a rich source of emergent theory, methodologies and
approaches in what is a growing field of practice and research. The seven articles
demonstrated a range of approaches and perspectives, explaining the theoretical
frameworks both from linguistic and dramatic perspective balanced with descriptions of the
work. Here, in more detail, | review the individual articles regarding the current use of

drama in the second language learning field.

In many of the articles in this collection the emphasis is on an approach and method
presented as pedagogy, namely, that of process drama. It is understandable, following Kao
AT A |/ E. AET 1680 OAI ET Al OA@Oh 1 AT OETTAA AAT OAnR
process drama in addiional language learning; indeed, there are interesting studies of this
provided by Erika Piazzoli, Julia Rothwell, Julie Dunn & Madonna Stinson, and ShiMei
Kao, Gary Carkin, & LiangFong Hsu, in four of the seven articles (2011). Piazzo{R011)
convincingly argues the case for drama's ability to reduce language anxiety in the analysis of
one student's breakhrough concerning lathophobic aphasia (anxiety or stress when trying
to speak, especially an additional language). There is, however, a problematic element that
appears in the article, and the others in this addition. In her study with Italian as the target
1 AT COACAh OEAUUITE AgbOAOOAOG EAO AAOCEEAL A& O
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558) and believes that it would be beneficial for her students to inhabit the culture of the
OAOCAO 1 AT cOACA AO |1 OAE AO DI OOEAI Ah xEEAEN
whereby the flow of knowledge continues to be dominated i OEA OAl OAO 1 £
(1986: 3) The study seems to imply that the goal of the students is, aslosely as possible, to
approximate the standard of an Italian native speaker. This notion of native speaker as the

Cl Al &£ O OEA AAAEOEITTAI 1 AT COACA 1 AAOT A0 xE
strongly challenged by Bialystok and Hakuta(1999: 165)Also, if there were to be a perfect

version of a native speaker, therwhich Italian native would this be?

This notion of the native speaker as the idealas the goal for a language learner
becomes more problematic when applied to English, which has become the preeminent
present-day international lingua franca.!? Changing ideas aboti the centrality of the native
speaker to norms of usage have come to the fore in additional language learning theory,
challenging the traditional, outmoded English as a Foreign Language (EFL) model. This is
seen as designed to produce failure, as the lingst David Graddol states inEnglish Next his
analysis of the position of English worldwide (2006). He claims this notion fails,
pedagogically, in its unrealistic aims of nativelike pronunciation and grammatical accuracy,
OAOOET ¢ OI AEAT T U AT A DPIi1TEOEAAIT U AO A OCAOA
Al E@GAdId, 2006: 84) This is remarked upon byAstrid Yi-Mei Cheng and Joe Winston
ET O3EAEAOPAAOA A @o1Awhs&dnktiisiaitn and App@ddtipededuisite is
evidenced by the need of the students involved in thér study to gain access to cultural
capital z in the shape of a knowledge of Shakespearg in order to avoid being left
OADI OOOATT U AT A 1 EXgOm4 Athdughi Ghehg #d E#da Aaie O 6
ensuring that the interests of students are cared for, the underlying factor of the nonnative

being somehow inferior to the native speaker is one that pervades the language learning

12That said, Italy does have its own imperial and colonial history and still has influence, for example,
in Ethiopia and Eritrea.
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classroom. While the notion of the inherent benefit of the use of Shakespeare in the piece is
debatable, there are some intriguing possibilities suggestedising physicality, participation
and playfulness. As complimentary activities to formal textbooks, the stidy suggests that
the students became more enthusiastic in their attitude towards English as well as having a

deeper understanding of the language they used.

* Ol EA 21 0OEABRAO Al A@1YaiscCekaiipds dhe possibiliies ® the
use of the physicality allowing the learner to become more aware of the role of the body in
ET OAOAOI OOOAT AT i1 O1 EAA OHlifférentATAR T AFERDEBRDSOE A i
acknowledges that in such a short study a comprehensive examination of kinaesthetic
elements of process drama are limited, though this outing suggests that further research
could open a valuable vein for investigation.Rothwell also puts process drama forward as a

vehiclefor Amulti-i T A A1 Be@roidy (201&E 577)

Yaman Ntelioglou also looks at this type of learning alongside aDi O1 OEI E QA (
DA AAC®QD 896)mnd the use of drama for this purposeis analysed in Ntelioglou's
examination of two factors of this approach (20118 4 EA E£EOOO EO Oi 061 OE

textual, aural, linguistic, spatial, and visual resources to communicate meaning and the

OAATTA EO OOEOOAOAA DPOAAOGEAA innavitideE learBingOdi 1 O
environments that create opportunities for students to engage in meaningful experience,

i AEET ¢ OOA 1 £ (NbodldiO201M:x6087). [ IrEN®Adglou's study, immigrant
participants from various parts of the globe make use of their own life experiences to create
OEAAT OEOU OA@0OO68 4EAOA APPAAORh DAOEADPOHh 11
ET OT1 OET C %i Cl EOE DPOAAT I EH AIOCEIORA OGA BDE ABT AAA AA
anchored and specific notion as the use of Shakespeare, forwarded by Cheng and Winston.
Ntelioglou also points out that there is resistance to the protracted use of drama, for

example, the use of devising and improvisation, as it is seen as time consuming/hen
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AT 1 OEAAOET ¢ OEA AAIi ATAO 1T &£ OEA AOOOEAOQOI Of 8¢
perhaps more tellingly, from the adult students themselves who want what they regard as
OEAOA OEEI 1068 4EEO OUPA 1T &£ OANOAOO tHatGs AAO

DOAOAT OAA ET OEA A 111 xET¢c AEADPOAO ET OEEO O

7A OAOOOT O DOT AAOGO AOAIT A ET $O1T1T NAl A 3
7EQOET 60 OEA Thepfiddy Aké Ntglioglowy thad éhere is a challenge to convince
educators of the pedagogical benefits of drama in language learning. This is evident in one
of the groups of language teachers involved in the study that the researchers instructed in
drama techniques, specifically in the use of process drama. Ding the study, these teachers
xAOA &£ OT A O 1TAci AAO OEA ET 1 EOOEA OOA 1T &£ A
methods after superficial attempts to use the new methods. Given that the authors
AAET T x1 AACA OEAO OET Al bcilitxd mdsttiin®in A qdddripartitdh T T O A
manner, making decisions as actor, director, playwright and teacher simultaneously,

Ol AATEAAT U A Al i Pl A@ (Buhnfand®EnEon, &d11: 618)he/sihidy DA E ET C
the article draws on was unhelpful in demonstrating that drama is also a valuable tool.

Perhaps too much was asked of these inexperienced teachers (in terms of drama) by having

them try to incorporate a method as complex as process drama into their teaching.

Considering the demands already placed on clagsom teaching, the suggestion that
a different level of training is necessary could seem burdensome. That said, currently there
is much discussion on the notion, and promotion, of performative language teaching and
the artistry of the language teacher, orginating from Manfred Schewe (2013)and elucidated
by recent publications from John Crutchfield, Piazzoli, and Schewe (Crutchfield and
Schewe, 2017; Schewe, 2017; Piazzoli, 2018)-wa Dora To, Yuk-lan Phoebe Chan, Yin
Krissy Lam and Shuk-kuen Yvonne Tsang also seek to imoduce drama pedagogy to

language teachers through a mentoring approach. They found that, although there was
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ET EOEAI OAI OAOAT AAnh OEA OAAAEAOO EAA Oy OeEA

students] positive responses- from passive to motivated, from silent to lively, from bored to

ET OAOAOGOAAR AT A AOiI 1 OACAOAET (QoraThd @l MWI1G2R O E
AT A OyOeOOAAl 00 xAOA Ti 1i1CAO OAAT AO DEAJ

EOI AT AAET CcO (BoEeadg& et ZEA2D1155B5THR Geader can be excused in being
surprised at such contrasting findings in Dunn and Stinson's express warning of the need

for teacher artistryil AT 1 OOAOO O 4T h #EATh , Al OQ 40AT C

The most prescient concern for additional language development through drama is
pointed out by Madonna Stinson and Joe Winston in the editorial to this edition of RiDE

when they state:

At present there is a notable lack of longterm or longitudinal research that
interrogates teaching-learning processes, contextual factors and the
complexities that are embedded within local contexts, or the longterm impact

of drama pedagogy on second laguage learners(2011: 48%5)

This shows that research in drama for language learning is still finding its feet; not only in

its place within the Applied Theatre field, but within that of language learning. Overall, this

is a useful edition which captures the shape of the field presently and indicates the need for

much more future research®As noted above, the main development in drana and language
learning, since this literature review was initially written, has been the concept of
OPAOAEI Of AGEOGA 1 AT ¢COACA OAAAR&B)Cdong B0 otheEl O x A
contributions to the SCENARIO journal that has a focus on theatre and drama in the

learning and teaching of additional languages and is an important resource in a growing

13This RIDE special issue has subsequently led to practical handbook and is published as a book
(Winston, 2012; Winston and Stinson, 2014)
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field.'* Notably, though, there have been no major developments in terms of the use of

group devised theatre for additional language development.

Group Devised Theatre

As an approach to making performance, devising is howvidely used: from schools
in the field of participatory theatre (Punchdrunk, Frantic Assembly, DV8). That said, there
has been a striking paucity of critical and theoretical literature published on the subject,
especially in connection with Applied Theatre.® Alison Oddey (1994) Deidre Heddon and
Jane Milling (2006), and Emma Govan, Helen Nicholson ad Katie Normington (2007) are
the main authors to address the field, with the journal Theatre Topicspublishing a special
issue on devisingin 2005 O3 DAAEAT ) OO0 QAng rededt ériival BFthE lat@r twéol 1 §
works has led to hopes that further writing on the subject will be stimulated, though it
POAOGET 601 U ZEAEI AA O 1 AOAOEAI EOA efédseatdRiothel T OA

field (1994: xii)

There is literature on the practical aspects of devised work: from how to devise or
collaborate creatively (Kerrigan, 2001; Greig, 208; Swale, 2012)ase studies a the creation
of devised shows(Mermikides and Smart, 2010) and the significance ofphysical theatre in
the development of devising (Callery, 2001) the latter of which Govan, Nicholson and
Normington see as fundamentalto discussions on devising(2007). Regarding the physical
and the practical, many of the activities or games that are now used by Applied Theatre

i 1 GamasOfdr MctotsiagANokE A O

4 The SENARIO journal is based 4 the Department of German & Department of Theatre at
University College Cork with Manfred Schewe and Susanne Everserving as editors since its
establishment in 2007.
15 A significant contribution has been made by Kathryn Syssoyeva and Scott Proudfi2013a, 2013k
two volumes since this literature review was written and | have updated the reviewin this regard.
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Actors (20028 4 EAU APPAAO O1T AAO OEA 1711 AT Al AOOOA i

OEAU AOA Aiiil1TT1U OOGAA Oi OPOADPAOAS DAOOEA]

making a performance, with perhaps the exception of Forum Theatre peces.

Oddey, Heddon and Milling, and Govan, Nicholson and Normington variously see
devised work as a reaction and a challenge to orthodoxy; not only within the field of
theatre, but, at times, of society, emphasising the need for collective and collaboratie
movements in contrast to hierarchical systems that pervade contemporary society through
ONOAOGOET 1T ET CGovaned &.| 2007 RFDAWEEN work is here very much viewed as
a process, that can find its stimulus or beginning in anything z moving away from
conventional notions of a pre-existing script. Additionally, pliability and openness are
considered appealing to practitioners who wish to work as far removed as possible from
pre-conceived notions of creativity or performance, especially with participants who are

unfamiliar with working with drama.

Like process drama, a variety of drama techniques and conventions can be used for

devising purposes such as improvisation(Johnstone, 1979; Boal, 2002)r tableaux (Boal,

2002), although it would be amiss to limit devisET C6 O OAOT OOAAOG O1 OEA
-AOI EEEAAO AT A *AAEEA 31 AOO DPIETO 10606 OxEAOD
adaptability to different contexts and group compositions; and its potential for constant
innovation in terms of procesO A O x Al I (2810: 28) QtiisAtdIsAvddE range of
techniques and adaptability that make devising useful in engaging in additioral language
learning. Furthermore, this there is a pervading ideal within collective creation or devising

of a democratic ethos and this forms the grounding for my approach using theatre for

second language development, which | expand on throughout the maa case studyin Part

Two, as well as later in this section.
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Before that, if we return to the theme of identity mentioned above in the SLA
OAAGEIT T h xA TECEO OAA OEAO O0AOIATEI 80 OEI A
regarding identity and a broader understanding of incompleteness finds an accommodating
home in devising. For example, Heddon and Milling situate many devising groups as
I DAOAOET ¢ xEOEET A DPI O00i T AAOT DAOAAECI(2008EOQE
224h OAAAT T ET C OEAO !'1 AgAT AAO +A1T 1 U 1 AponsieE OA
x AU 1T £ xxBEEAE B O OAI AOAAAO OAOAT AEPEOUG A/
O1 D OA A HifellyAied ik eddon and Milling, 2006: 197)

It is this openness to possibility, directed by the members of the group themselves
along with space for individuality that could prove an interesting direction for language
AANOEOEOETT OEOI OCE AAOEOEI c8 7AAATT OOCCAO«
possible forms of social organizaton and their likely social and political consequences are
defined and contested. Yet it is also the place where our sense of ourselves, our subjectivity,
EO Al 1 O@0OOAHAADO O A 11T x 7AAATT80 11 CEAN
devising as a complimentary process. ARichard" AOi AT BT OEOOh OEO EO
nature of performance that renders it an especially privileged site for the investigation of
the communicative constitution of social life, including the constructio n and negotiation of
EAAT b9 4EEO EO OECTIEZEAAT O £ O iU OAGAAOA

I £/ OEA OOAEDOI T AOO 1T £ Oi O1 OEI 1T AAT EOQUS AT A .10

The following part of the devising section covers the most reent and extensive
discussion of collective creation and devising which is found in Kathryn Syssoyeva and Scott
0 O1T OA £E Qdiude, A Histbry of Collective Creation and Collective Creation in
Contemporary Performance(Syssoyeva and Proudfit, 2013a, 2013PFyoudfit and Syssoyeva
AAOAOEAA AT 11 AADEAA ADAAODEIOOEA @A (0132AR6A A
which is a fitting start for an exploration of the suitability of this form of theatre as a
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conduit for additional language development. This aptness is further supported by

SyssoyevdAT A 001 OAZLZEO6 O Al AEIi OEAO Al 11 AAOEOA A<
OOCEA Al i bl AGEOCEAO T £ CEOA AT A OAEA (DEAQ6) I EA
AEAOA OAT I P1 AGEOGEAO | £ CEOA AlplAthad kEhA Procds© A £

and purpose of language which allows humans to interact.

4AAEETC 6EAOT O 40601 A06O OEI OCEOO 11 OEA
structure, Syssoyeva offers us the perspective of collective creation as working in the limiha
AOAA AAOxAAT OPAOAI O AOEOE GUA I1YAE Ay phiicdebthal E £A
there is reciprocity between the creativity found in social and ethical organisation and that
of the making of a performance. To this | would add thata democratic ethos engendered by
people working together provides an ideological approach to support language
development.!® However, it should be noted that Syssoyeva sees any potential political
O0OAT AA AAET ¢ OOOAOOI AA ETOI A OPAAOOOI I A
holding no particular ideological perspective which, in turn, throws into question the

customary idea of collective creation having essentially radical, countercultural and

innovative egalitarian methodologies (2013a: 6)

In fact, amid the array of influences that has informed collective creation, its
approach as institutionally egalitarian is harder to evidence. Intriguingly, as Syssoyeva
points out, as authoritarianism can be disguisedAU OACAI EOAOEAT OEAOI ¢
Al 01 AA OOOA xEOE OAEOAAOI OEAI AT 1 ET AT AAG
devising (2013a: 7) Mermikides contributes to this debate in noting that just having a
director in place does not necessarily mean that collective creation cannot occur, going on

to suggest that a leadership role in facilitaing is vital to the ongoing success of the

endeavour (2013: 57)This, on facevalue, seems to revisitthe roudA  OEAO OOT 1 AT T A

6571 OEET ¢ OI CAOGEA0O8 EO OEA [AAGéabo@iedd i E OB k@da A A&
together +1 A A e 10 watk} (Oxford English Dictionary, n.d.).
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ET AEYWOLAGET OEA OCEOA AT A OAEAGS 1 AT OETTAA
nuanced in this regard and an egalitarian ideal might be viewed more as a guide than as a
radical starting point.’As such, there may be curency in aiming to revise and reform group
structures to act as models for future language learning environments while grappling with

the practical ramifications of the theoretical politics of egalitarianism for additional

language development.

To do this involves a methodological nod to the collective creation movement of the
1960s and their sefexamination as collectives. These groups or ensembles began to form a
model structured around their politics, producing work which strived to enact how they
saw that wider society should be designed(Di Cenzo, 1996: 31)Their long-term vision of
building an egalitarian society was practised and represented in the very wathe group
interacted economically, politically or even on a person to person basis(Proudfit and
Syssoyeva, 2013b: 128Ithough Mark Weinberg asserted a quarter of a century ago tha
OOCEIi PI U T OCATEOET ¢ AT A 1 DAOAOET(1092:A18) Syssoydva I 1 A
claims that in the intervening period and, more evidently, in recent histories of collective
creati T h OEA OA1T 01 6AO0 DHOI i I £ AOOT AOAAU AT A |

and questioning of pre-ordained roles foregrounds the pedagogical approach used in the

reseach detailed in Part Two of this thesis 18

In examining the approach of the director (or facilitator), Syssoyeva draws on
6 OAOT 1T A - AUAOEIT I A8 @ rod.Bvkyerhoid Aawdhs Aole A€tiefdstng 6r6
OAEOAOQOOOEI T 06 AAEI OA OEA AOOEOOO AOA GEOAT 7
OEA AEOAAOT O AT i A0 ET ACAET h OrAeyEreal by@that T O

artists within thisclT 1 1 AAOEOA AOAAOQEI T y8e (4 O S@syevaE AOI

7The role of the leader is an area on which | will expand expressly in part two of this thesis. )
8. AUAOET T A PT OOEAI U AEOOO EIT OOT A QBykshye\@aRB13cOAYI OAI
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2013c: 51)The show is then given over to the actors once more to do with as they please;
OEAO EOh OO0I AEOEAO OOGAO #Z£EOA OiI OEA OEEDOG
AAAEOEI T OR 1710 Oi OEA OAGO y8¢MeyAdd qtdiin OE A
Syssoyeva, 2013c: 58n approach evenmore radical than this was that of the work done at

the Reduta theatre (a main influence on the style and models of Jerzy Grotowski) through
xEEAE OEA T1TOEIT xAO & Oi 601 AOGAA OE &G re€itsOe OA
from collective creaO E T (Ddinski qtd. in Salata, 2013: 63) This sense of communal
responsibility gave an attitude to the directorial role, yet, would be generally led by a couple

of individuals from the group who would work in similar ways to Meyerhold (Salata, 2013:

63). From the Vieux-Colombier School, Suzanne Bing advocates a more gradual approach;

as if the director acted in a way akin to butterfly stitches, dissolving until their presence
AEOAPPAAOAAR OEA OOAOGAOG OEAOh Oy OeEA AAOQOI O
AEOAAOI 060 AT 11 AAT OAOT O AT A OAT A A@BinginEChpeduA O O A
gtd. in Baldwin 2013, 77) So, given this, is the aim of the facilitator/director/teacher to

eventually fade into irrelevance? This dissolving of pre-defined, convention roles is

discussed in more depth inPart Two of the thesis.

4EAOA EO A AOUUET AOO ET AARAEZETETI ¢ xEAO OA
terms themselves have no concrete distinction. Syssoyeva differentiates between the two
terms, suggesting that colle®© E OA AOAAOQEI T EO OAEOAAODI O1I AOGOS
i T OAT AT O 1T £ OAAAT -Genchafed doAcApts drovidlitg aGawArGieral to be
OAOI POAA j OEADAAK A QZh3c: GUTHEE daid, Ard giveithefemigkaeiapA A O
of ambivalence in practice, | tend towards the interchangeability ofthe terms group devised

theatre, collective creation and ensemble devisig.
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The Body

Building on the brief discussion of the body in relation to devising, in this section |
look at the role of the body in language acquisition and how ideas about devising and from
Applied Theatre can be used to examine this notion. This sedbn is further divided into
sub-sections: Mind, Body and Education; Context and Performance; Rhythm, Space and

Silence.

Mind, Body and Education

Introducing Body and Language: Intercultural Learning Through DramaGerd Brauer
OEOOAOAO EEOOOQGAT OLEI GAGARAAS OA AOOEOOEA xI1 OE
means the interplay between body and language in general that leads to doubts, questions,
and insights for learners interacting with themselves and others and their linguistic and
cultural i dentity (2002a: ixxx). Other theatre theorists and practitioners have commented in
A OEI EI AO OAET 8 &1 O AgAipi Ah #1711 AOOA #1101 L
with the human body, and it also allows us to ask whatwd A AT xEAT xA OAIl E
(2010: 8) Boal in his seminal text Games for Actors and NofActors clamO OOEA 1|1
Ei BT OOAT O AT AT AT O T £ ORMDA teprkior o BoalOAtAud &réssedlT A’
OEAO Oy Oe E A Ald©iA theBnworld GHe fast grdup raleans we still possess of directly
AEEAAOQET ¢ @Wb: Bg)aAddih T dTheater of Cruelty* (First Manifesto) he
AAT T 001U AATT AA A1 O OEA OAAEOAT OAOU 1T £ OOEA
AROxAAT CAOOOOA2018a A3) Thé BdDdatierald drama pmactitioner and
OAOCAAOAEAO "AOGOU *AT A 7Aci A0 AOGAT Al AEi O0g O
AAOGEA O1 EOI AT @002 EWFbllowing thez©thoGghtd around the concepts of

physicality as a way of communicating which is embraced by the drama format, it is

surprising that the literature dedicated to the investigation of the body in relation to

38



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

language acquisition through drama is so sparse. A case in point is the recent RIDE Special
Edition on second language acquisition which contains only one article addressing this area,

which scarcely mention it, if at all. It is possible though that this is due to the body being
perceived as seHlevidently a part of theatre and drama and that, therefore, to explicitly
address the use of the physicality in such a learning environment might ke merely
identifying the obvious. There are, however, some examples of research into the role of the
ATAU £ O 3,!'h A O AgAiblI A ET "OROAOSO ATl 1 A

OEAUUI I (Rigzepli, 2008) E

A corporeal technique to come from the SLA field, though used principally for
beginners, is Total Physical Response (TPR). This has emerged from psychological theories
that looked at learning from physical action. TPR is a method of language teaching in whik
students respond to verbal instructions with a corresponding physical movement. Its
I OECET AOiI 0h *Ai AO ' OEAOh ATiT T AT OET ¢ 11 OEA |
EO | OAEAOOOAOAA O A AEIT @dhbraibamtki, 1998: 40P  E O
has bean somewhat overlooked since its initial appearance and seems to be limited to basic
language acquisition, though it has reemerged incorporating storytelling with more
sophistication that could certainly be of value to my research(Davidheiser, 2002; Alley and
Overfield, 2008; Lichtman, 2018) Indeed, in the field of education, neglect of more physical
approaches has been evident since John Dewey's thought from nearly one hundred years
Aci OEAO OOEA DPOPEI EAO A Al Auh AT A AOET CO E
of necessity, a wellspringi £ AT AOCcUN EO E®eéveyD1930)Dewepwab He@E E T ¢
OAZEAOOET ¢ Oi OOEA AOEI OAOOI OO xEEAE (Deve®A A

1930)

Conroy addresses concerns also raised by Elizabeth Grosz in regard to dualism,
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an example ofdualist AT AOOET A OI | OAE Oi OEAO OOEA 11
OADPAOAOET T A&OT 1 1 OEA@onby AR E8PRebaming=lahfulde,litAsO O 6
evident from the majority of the SLA literature that such a separation is prevalent in the
field and, furthermore, any notion of the importan ce of body is only paid lip-service.
$xECEO ! OEET OIT EAAT OEZEAO OEEO EIT AEOQOEIT G

AOOAOGOET ¢ O OEA AiTI1ETAT AR | @116AB),GhaE B, 0A  /
approaches to language learning are now starting to gradually envge and challenge the
previously prevailing cognitive slant. Merrill Swain, for example, describes her concept of
Ol AT COACET ¢C8 AOGADAEIAQTI BOEAROGD AIGAODOOGET ¢ 1 AT ¢

I DT OAA O1 1 AT COAGCA AAET GCA®odeok) U OAT AAOEOEOD

Identifying that Maurice Merleau-0 T T OUB O xT OE 11 BEATT I AT

AAAT T OOOOAO AOAIT EOI&6h #1101 U OAIT1 O 00 OEA &
xEEAE OEA A£ETAO O1I AAOOO 111 uRom 5HPOERE GHTIGAT 'O

description of Merleau-0 1T T QU8 O x1 OE OEAO ET & O0i 6 004

He locates experience midway between mind and bog. Not only does he link

experience to the privileged locus of consciousness; he also demonstrates that

experience is always necessarily embodied, corporeally constituted, located in

AT A AO OEA 0O0A &GhoBzyfl.n Chrirof, R020: B3PET 1 8
This thinking, in regards to learning (at least from an Applied Theatre perspective) is
OAZ AAOGAA ET 4ET I BPOITSE0 Aiii Al 60 oQéokmisedafl e A/
many elements of awe, fear, love and intrigue that is only diminished in its banishment to
that part of the boAU A AT I AA (2QE A30)Thi, TinAtdrn, has an influence on the
emotions, a crucial factor in language development discussed above in the SLA section.

® A£RAGE emotional factors which influence language learning) is a notion that has

Bl 1T 01T U ET &£ 0 6 06h O0$OAITEOI EO A &I O T &£ ATAITUO

separate but related parts, such as mind/bodyorb AUT OT 01 1T O (12810 @HATAOI OOOAGC
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recently come into vogue in SLA. Initially, the ideas were formed through the publications

of Earl Stevick (1980) and more recently the work of Jane Arnold(1999) The concept of
affect in SLA concerns the influence of motivation, seltconfidence, and anxiety on language
acquisition. Although this is interesting approach to examine, there is little written in
respect to how we physically feel influences our receptiveness to acquirip languages, even
OET 6CE OEA OATT xT AA AT OEOI PI 1T CEOO 271 AEIT
ET AAANOAOA AO OER002A14§14BE in refafion fo Adifdrhadivity theory,
Marvin Carlson describes how Shoshana & A1 | AThed IGterary Speech A& has the
connection between speech and the body as its central concern with Carlson explaining

that:

y8e OEAOA Ox1 Al Al AT OO A Anlattihe€y cah AevedideD AOA OA
made fully congruent either, since the actions of the body are never entirely
volitional or capable of linguistic articulation. The speaking body always creates

an excess that subverts the very speech it produce004: 66)

4EA AT AUGO ET &£ OATAA 11T Eix ATA xEAO ODPAAAE

though a clear division between the two has now been dismissed in most lines of research.

In response to the strictly cognitive perspective, Dwight Atkinson has recently
drawn together methods or approaches that factor in aspects such as physicality and the
AT OEOTTT AT O xEEAE AOA AOGOOAT Ol U AAOGAITTDPET G
O, AT CcOACA 31T AEAIT EUMOETUGENA 6@Dj#E OBBAXGABET DUGS N
ADDPOil AAEAO8 | OEET OI'1T OOAOAOhR O4EA AT OA Al AE
AT AUh AT A xT Ol A £O01 ACEIT ET OACOA0BEDHAMB)theeT O
OAi A AEAPOAOh EA AEAIT AT CAO OEA AicCl EOEOA

physicality saying:

20 | ater rebranded in 2002 asThe Scandal of the Speaking Bodypon Juan with J. L. Austin, or
Seduction in Two LanguageéMeridian: Crossing Aesthetics)
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The body is also intimately involved in cognition. Empirically, researchers have
demonstrated that: bodily states, bodily orientation, and emotions affect and
are affected by cognitive processes; cognitive development depends on
embodied action; and neural mechanisms underlying cognitim are

fundamentally embodied. (Atkinson, 2011a: 145)

Following this, Atkinson claiil © OEAO OEA | £BOA 00 Ahekldiio/Bds
AAT 6O OOEA | AET OOOAAI OEAx OEAO AiCiEOEITAH
OAPAOAOA pIAlk: 145 Adlicd i originalplong with mirror neurons, increasingly,
neurobiology is finding itself involved in thinking about language. Richard Sennett in The
Craftsman describes the therapeutic work of neurologist Frank Wilson on apraxia and
ADEAOEA AO OOCCAOOET ¢ OOEAO Al AEI Uobst 18d¢F AT O
Given the growing influence and importance of neuroscientific investigation, some form of

interdisciplinary connection with drama in language learning offers intriguing lines of

inquiry.

From the perspective of physical theatre, Mermikides and Smart inDevising in
Process,cite Simon Murray al A * 1T ET +AAZA8O Al AEIi OEAO OOD
origins in our contemporary sense to those ideologies and manifestos which sought to
OAOAOOA A AOAI EOI AT A HddAiOMeOkigds arid Snaxt,i2@1& 9)I OA C
Mermikides and Smart also call upon Ana SancheZx-olberg who thinks that physical theatre
EO OAAOAA i1 y8e A [EOCOOOOO i & ys8e 1Al COAC.
O EOAOOAT OOOOEO xEOEI OO NOAOGOEITEI ¢ OEA 1 AQG
(SanchezColberg gtd. in Mermikides and Smart, 2010: 9) While being a somewhat
surprisingly radical theoretical shift for mainstream SLA practice to accommodate, there is
much that needs to be acknowledged in the importance of the physical aspects of

~

AT i1 Ol EAAOGET T8 )1 ODE Odké\idedsy in gombiration) @itd practkdd Ah  C

2 Apraxia and aphasiaare the loss of skilled movement and loss of the ability to use or comprehend
xI OAO OAOPAAOEOAI U®BOSB D) AOOSO AALZET EOETT O
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techniques such as tableaux and TPR lend themselves to looking at the possibilities of an
approach to language learning and research through drama that pay particular attention to
learning through the body in the context of embodied experience. | tentatively call this
APDbPOI AAEh OA@GPAOEAT AET C OEA x1 OA8 1-Pontpd&@bAOI
EEO TTOEITO 1T &£ OEA OAT AU AOPAOEAT AET ¢ OEA x|

the publishable article chapter.

Context and Performance

In regard to words and context, Colette Conroy posits that we need more than
dictionary definitions to understand different concepts (2010: 15)so it seems apt to start
with her ideas. She speaks of the human body needing to be taken in conteXConroy, 2010:
117 AT A OEEO x1 OEO ET | OAE OEA OAI A xAu AO xE
the word when it is spoken, that is [...] situated as the act of a present (or of a time), and
iTAEZEAA AU OEA OOAT O& O AOEI(1b8s: 1&7)k GlspfedhoedA U O
-EEEAEI " AEEOEIT 60 1T1TOEITT 1T &£ O0O0O0LsAddohl Akihsod OE
highlights OEA x1T OE 1T &£ #EAOI A0 '1T1TAxET EIT EEO OOAO
AT A A AORAGREISIBE60dwin examined the intricacies of the body and meaning
i AEET ¢ AT Ah ET ! OEET OI 160 xiI OAOh AOCOAA OOE
EOI AT ET ORwiAA O|) 1!'60EET O1T 1T 1 AOGAO AEOAO '11 A»
positioning, actions, and orientation of the body in the environment are crucial to how
DAOOEAEDAT 0O O1 AAOOOAT A xEAO EO (@édwib Awd. il ¢ A
Atkinson, 2011a: 151Atkinson goes on to emphasise that this has great significance as
Ol AAOT ET CTOAAAEET ¢T OinAhd 0ddd Aib PuBliclCavalehléE Add froml A A A
being locked away in cognitive space, learning is effected in the hybrid, partly public form
I £ O AET ®o1tal 151GtAlicslindoriginalfhis is notable in terms of the similar crucial
emphasis on the notion of the physical bod/ in ensemble devising.
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In Making a Performance: Devising Histories and Contemporary Practice&ovan,
Nicholson and Normington devote a section of the book to concepts of the body in devised
performance and practice. They refer to the use of phenomenonolgy being key to
Al DPEAOEOA OOEA EIi Bl OOAT AA 1 AGHEn At all, F0G7A 156)TA @D A C
illuminate this point, they later cite Merleau-01 1 OU xET OAUOh OAU OEC
with the body and with the world, we shall also rediscover ourself, since, perceiving as we
Al xEOE 100 AT AU EO A 1T AOOOAIT OAI (merldau-Rdnty AO
gtd. in Govan et al., 2007: 159 4EEO 11 OEiI 1T EO OO1 O6A1 AA AU "
formulated within the framework of his theory of cultural capital. Habitus is defined
variously, beginnET ¢ xEQOE "1 OOAEAO EEI OA1l £#h A O OA 0OUC
schemes of perception, thought and action). The individual agent develops these
dispositions in response to the objective conditions it encounter$(1977: 72) Bourdieu and
Lo& Wacquant describe it as@ppreciation, and action that result from the institution of the
O1 AEAT E1990BX)nExcilabledSpeech * OAEOE " 001 A0 AAI 1 O
DAOAI OIf AGEOGEOUh A AEOAOQET T AT Al AE(1997:BZ5A AT A
the concept is tersely summarised by * T ET "8 4EI I BPOI T AO Oy OeE
ET AT OBl OAQ#o81: BE OGTAGUGOPAAEO OI OEEO EAAA OAl
Al TAEAA AU A AT AU Al OAAAU EAOAAT AA AU EAAEC
(2002: 29) This could, in turn, be problematic in attempting to introduce change, for

example, with a pedagogic or linguistic approach.

Rhythm, Spa ce and Silence

2A0001 ET¢c O OEA 1T1O0EIT 1T &£ OAGPAOEAT AA 1
and one | tentatively introduce here, is to consider the notion of rhythm and embodiment
AT A OEA DPi OOEAEI EQOEAO 1 £ OEI Alcdplof Bajthinanalizsis A A 8
(Lefebvre, 2004p " AT (ECEI T OA ET £ 0i 6 060 OEAO Oy O
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orientation, a proclivity: it is not analytic in any positivistic or scientific sense of the term. It

falls on the side of impressionism and description, ratherOE AT  OUOOAI AGEA AA

(Highmore, 2005: 150) In this way it can serve as a fresh orientatiorg OA &£l O 1 £ E
(Highmore, 2005: 145% x E A O A i AAOT AOO AAT AAAT T A OOEUOE
AT Au AT A O1I AAOT O OEUOEI &O1Ti1T EOh ET 1T OAAO .

(Lefebvre, 2004: 189 5 OET ¢ , AEAAOOAMSI A A1 OEEh O%i GEAR " QyEARe
both social and biological rhythms [...] is a constant reference [...] to orientate ourselves, in

OAT AGET T O1 OEA Al Al @OB)®ick PAbr fha & AdioA of rhghimi x T A A

y8e 11T AAOAO OE A refarenBelpoiri Or thé allfricés @r@d Adnflicts
of rhythms z not just the anatomical, physiological body, but the body as being
in-the-world, perceiving, acting, thinking and feeling. (2009: 19)

y £ xA OAEA "TAI 80 TAOAOOAOET T OEAO xEAT DATE
bl AAAO xEAOAh Ai1T1cOO0 1 OGEAO AEZEZAOAT AAOh 0P
strange locations we indEO | AAAAT ET ¢ O OOAIT A A@OXE30ad AO|
bil AAA EO E1T OEA £EOAI AQOEAH DOEA arddeddnis&iond 11
AAOxAAT A Pl AAAnh A OEI A AT A Al Addhkd DEAE0A |
perhaps we can entertain the possibilities of the use of rhythm in the body for

understanding languages or, at least, beingm®A OAO EI 1 Ad ET OEAEO Al

%l EAO #A1T AOOE OAE Aan®#nel shdceldd hi€ b odEud calbeb 1 A A
Al 0T A ET OEEAGQRAODRBPDE DIELEO/ OEAO 3PAAAOY 501D
Michel Foucault took this concept from the subfield of human geography, briefly outlined
as a space (physically and mentally) where norms of behaviour are suspended to create a

OPAAA 1T £ (@98 EHeErbtdoi@ Offiers intriguing possibilities for site-specific

2 Canetti saying OA 1 A1 C 0 AQGMis@iied byMagBalena Dombekin Call for Papers: Word and

Text z A Journal of Literary Studies and Linguistics, Il, 2 (2012).

2)y7T AT 1T O0AO0O O1 AAIT 1T EIT IsEpacedf tAigy@dHhodks 1905) OEAO 1 AT C(
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learning and the chance to take the classroom into the theatre, rather than take the theatre
into the classroom22>, A FAAOOA Al 01 AOEO OO0 61 01 EOOAT
AEOAAET £61 1 U AAT imbrkurddi & GOl pidneanigl zAand drially P.]

I EOOAT {?2004010) SAzukRiACDIKEure is the Body!x AT @ @arrfto make the whole

body speak, even when one keeps siled{Suzuki and Matsuoka, 1984: 28)

Therefore, perhaps, there is a path to take loolhg at what an emphasis on an
understanding of non-verbal communication in languages can contribute to learning. For
instance, there may be moments when silences provide protection. JameBhompson cites
Marian Tankint who, referring to people in a post-confEl EAO OEOOAOEI T h OAUC
i AEAO DAT DI A | (RaOkdt gt Oih Thbrpkoh,] 28%L: 70) while Thompson
EEI OAl £ OAUO -ADAAAEEDCOEABREOOAT O AA OEA i1I1¢C
i o ATTi1 061 EOU O i AAORIUL AZOnA cabDdkaty @ Bakaddl (Algit OE | A
less extreme circumstances) in the SLA field with Colette Granger explanation that,
sometimes for some learners, silences are not just for understanding or calculating but an
EAAT OEOU 0000¢G¢I A xEOE EAAI ET CO 1 Mmmovidig@én AT A
one language to another, and from oneself O1 AT (2(& &0 6As Patricia Duff noted in
a study she conducted in a multicultural classroom with mE gAA O1 AOEOAS A
OPAAEAOOd O3EI AT AR POl OAZ@A ). Therd is als@&Gne wel E O E
ET1T x1 O3EI AT O 7AU8 AOAKADAThough this métthod places MO OA C 1
AT PEAOGEO 111U 11 OEA OAAAEAOGO OEI AT AAh x/
counterintuitive (and certainly unconventional) approach and allow the p articipants, along

with the teacher, to be silent and use speech when ready in much the same way as a child is

&7 OAAOI 060 00CCA OO EénietdriesEsyimoiofhélsA atsEdardengdndudedms
prisons; Jesuit colonies and festivals (Foucault, 1984)
% perhapsi T OA O1 EZ& xA OOA &i OAAOI 060 OAT &A@ doathsta A |
floating piece of space, a place without a place, that exists by itself, that is closed in on itself and a
the same time is given over to the infinity of the sed(1984: 9)
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allowed their time and space before producing wordsz OEA OOEIT AT O DAOEI

Krashen has described i(1982: 26) As Claire Kramsch suggestdhere is value in class time:

y8e O 1 EOOAT EIT OEI AT AA O OEA AAAAT AAO

aloud, to follow silently the rhythm of a conversation [...] the episodic structure
of a story well told [...] to even foster silence as a way ofetting the students

reflect on what they are right now experiencing.(2009a: 209210)

Perhaps they are experiencing the word or the words andheir rhythm and it might be
worth listening and observing maybe through the notions offered to us by MerleauPonty

and Lefebvre above.

Unfinishedness

yl OEEO OAAOGEIT ) AGAIETA OEA EAAA 1T £
learning, and the role devising and Applied Theatre might have to play. My interest in this
theme stems from three different strands of experience. Academically, eading Paulo
&OAEOAB O xI ABPedagody AfAFEedBENi 90B)ifilSt introduced me to the word
itself and the idea behind it. In my practice and research, prior to thisPhD research, | found
similar notions in the practice of devised theatre and in the readings on that subject, some
of which has been discussed above. The third element is the conversations throughout my
work as a language teacher where my students and | could never feel that we were
OAT i p1 AGA8 1T O0 Al ipi AGAT U ET AiIT106011 AO xA

always be an occasion that would cause us to slip back into that feeling of bewilderment.

o)

A

&OAEOA AAOAOEAAO Ei x 1 OO OOT £ET EOE@AEAOO

52) and fundamental to being engaged learners and our ability to learn, claiming

Oy Ae AOAAOGETT AT AO 110 1 AEA OO AAOAAAI A8 ) O

a7
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OET EAO A OEIi EI AO Al

OO0 AAQrogsAdsf\ 6- EEEAEI " AE

viewing the future as an open and creative space, stating that:

y8e 11 OEETC Al T Al OOEOA EAOultivdedvor@ & EhdT DI AA
world and about the world has not yet been spoken, the world is open and free,
everything is still in the future and will always be in the future(1984a: 166 italics

in original) 26

In the writing on Applied Theatre, Anthony Jackson has noted that learning and meaning

i AEET C EO Al OAAAKQI KA 1AD Egmli: AxA)Gidenkfiésisionilar ideas

ET I OEAO OATT xT AA xOEOAOO EI OEA EEAI A O,
OOET AT I bl AGAT AOGOE 1T £ APpbIl EAA OEAAOOAS AT A 4E
ET OAT OAO 1 (Taflor 4nd OHOMAPSdn Baitd cited in Jackson, 2007: 271)udith

| AEOT UA 11 0AO0 OEA TAAA I O OOAT OAGEOAT AGO A
xEAOA OEA OAIT 1T OET OA1 Of (@01 W BeEndCHatti Latier CalisKkor & OT1 O
DOAGEO AAOGAA 11 OO1T AAAEAAAEI EOUh ETATIT Bl AOAT
OOAT O&I Of AGET 1200411678 AMEGOOABEET EET ¢ A& 111 x0
Dl OOOOOOAOO0OAI EOO OEAT OU ET OEOOAA OEAO OAI I
(2004: 57 AT A *ATAO 711 £ 0 AEAIT T AT CA Oi emBAllel O E
xEQOET 66 A &£ 01 AAOGET I EI B GA Fhe€eE dotons fof A «
001 £FET EOEAAT AOGOGS 1O OO1 A£ET A1 EOAAEIT EOQUS AAT |
language learningi &1 Of AA- AU OEA 1T EI COEOO ' OUu $AOOOAE.
xEAO EO OOAA O1 AAh A @éutséherAnld.) by @iicE hehmednthat A O A

language is constantly dynamic and will continue to be so.

%pmitri . EEOT ET AEZAEAOAT OEAOAO O Oh Beiogue QED%FY68), ArésdingO O1 /|
the semantics of each word, though | use them here interchangeably.
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The Ideali sation of the ®A O E $pdaker

.EAETT1 OIT EEGCEIEGCEOO $AOOEAAGO OOCCAOOEII
O1 E OADariéld gid. in 2005: 137)AT A $AOOEAAGO A@bAT OET1T 11
ET Al OOEiI 18 (A OOAOAO OEAO OOT EOAOOAI h Al PpOUI
universal, always under the authority of a hegemdé EA OOAOAh 1 AT COACAN
and concludes that a single language cannot avoid exclusion of nopeakers and elevation
I £ OEAO 1 AT COACAG O Ob ABakEdh DB Nichosin GdnPleméritsther O O A A
AEOAOQET 1 I £ $AOOEAA OAUEI ¢ OEAOh OyO0eEEO E
1 ATCOACAO OEAO EAOA AAAT T A EACAITT E@Ws: 1300
echoing the concerns of Pennycook, Widdowson,Naysmith and Graddol amongst others

mentioned above.

Aside from the effect on cultures and their potential disappearance, there is the
question of what the aim of language learning should be. Most responses would, with much
merit and immediate logicality, incorporate an ideal of the native speaker at some point
(discussed briefly above in the Second Language Acquisition section). This does however
poshA AT T OEAAOAAT A DPOT Al Al 68 *T ET 4ET I ulageh EIT
and Symbolic Poweb| ET OO0 1 60 OEAO A OPAOOGEAOI AO OAOD
[T ARl T & Ai OOAAOG OOACA y888e DOI AGHKAR) ThHBEA ¢
ignores the conditions that made the practices dominant and legitimate initially, and
OOOAT AAOA8 EO OAATh & O AgGAI PI Ah 11060060 AOGEAA
Received Pronunciation (or BBC pronunciation) and the more current successor, Estuary

English, particular prestige not only in Britain but in its idealisation as the accent to be
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replicated by the English learner??° This is also true in terms of prescriptive grammar,

xEEAE 1 EI COEOO 6EOEAT #I T E OOAOAOH 2tb& 202NA OA /
and provides the basisformo® 1 AAOT AOOS AEOAI AxT OE & O 1 Al ¢
xEAO "EAIT UOOIE AT A (AEOOA AOEOEAAIT U OAOI A

(1999: 165)

Larsen& OAAT AT DT OEOO OEAO OEA -stak GUhedrelic@lg I T |
01 OAT AAT A xAOTET ¢ ACAET 00 Az D0evOod Mandlithis,0 OF
homogeneous, idealized, static endstate competence, where language acquisition is seen to
AA A DPOiT AAOGO i &# Ail A& Oi EOU O Ol EAI Of EOUS
I ATCOACA AO A AUl Al EA Adooea 1 184p Indded, AVRQIESE§al O U C
emphasises that@nguage learning and language use is not simply a case of one target
language variety, but rather a complicated task of discerning power structures within a
social order and power hierdD A §1996: 358)31 E&Zh AO *T ET 4ET I POI 1
in terms of accent, grammar, and vocabulary [...] are indices of the social positions of
speakersandréEl AAOET 1 O T £ OEA NOAT OEOCEAO 1 £ (19¢11 COE
18) which language (or style of language) do we teach? Ellis also addresses the subject of

the idealisation of native speaker and its role in language learning chidenging the

assumption that interaction is predominantly between native and non-native and suggests

27 ®P is probably the most widely studied and most frequently described variety of spoken English in

the world, yet recent estimates suggest ony 2 I £ OEA 5+ DibdOl AOEi ty OPA
website - retrieved 08.09.2012).

B4EA OAOI O%OOOAOU %l Cl EOESE EO A 1 AU OAOI AT A E
Trudgill who prefers that it be described as being from the Home Counties Modern Dialect area
(Trudgill, 2000: 80).

29 Jronically, inteO1l O 1T £ EOO AT | ET A OHnbary comientdtors@leh Aufdest thah A1 Al
younger RP speakers often go to great lengths to disguise their middielass accent by incorporating

regional features into their speechd(British Library website - retrieved 08.09.2012).
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replacing the native/non-native definition with Constant Leung, Roxy Harris and Ben

DA DOT 160 Ail1AADO | (Eis@PI0RRIBPACA %ZDAOOEOAG

Group devised theatre could be an able vehicle in response to this as, Heddon and
-E1T1TETC AOOAOOR OA cOi 6b AAOEOET C DPOI AAOO E
multiple peOODAAOEOAOR OEAO AT AO 110 POIITTOA 11An
and that may reflect the complexities of contemporary existence and variety of narratives
OEAO AT 1 OOAT OI U ET OAOOGAAO xEOEh EIT ARwé: 192)AT A
Alternately, if we are to work with some foOi 1T £ OEA OEAAAI 6h EO 1 Al
3ATTAO080 TETA T &£ OAAOGITEIC xEAOA | Al AAEO 0/
x] OEOEI B EO O OOAAO OEA EAAAT 11T AAT AO O1Ii
(2009: 102103) Here learners might be asked to innovate rather than only imitate and, to
OITiT A A@OAT 6h OOET @] he3ndotlel BeCo®ésOan stirttilGsArétfeh thad a

AT T 1 AROd% 103)

A sense of incompleteness is typicak if not ubiquitous z in additional language

learners, even with those who reach fghly proficient levels (sometimes exceeding the

1 E1 COEOOEA AADAAEI EOEAOG 1T &£ 1 AGEOA 10k AERAOON
AT O1 OAOPTI ET O O OEA EAAA 1T &£ Ol £FET EOEAAT £00h
a sense that onecan progress no further3®2In addressing this issue, Vivian Cook argues that
OEA Oi T AAT & O 1 AT cOACA OAAAEET ¢ OEIT O1 A AA
(2016: 222)preferring, what Michael Byram calls, 'intercultural communicative competence’
(Byram qtd. in Cook, 2016: 228 #1 1 E Al 1T Al OAAO OEAO Oy OeEEO

have goals that students can see as relevant arathievable rather than the distant vision of

30 Most communication in English is between non-native and non-native speakers (Graddol 2006,
87).
253 A1 ET EAO yVYyade ET G&iizatidntddharadtiride akypd obrofdrity that/
represents a permanent state of mind and b& A O E (H&h@rdd Odlin, 2006: 3).
32 Instead of O)ééilization(?(which can be seen to signifyfailure) Ellis (2008: 30) suggeststhe use of
Long's(2008)OA Oi OOOAAE]I EUAOGET 1 68
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I AOEOA ODPAAEA@016A122) BaAésAEUid ik Ghe foreword to Merlead T T OUB O

Consciousness and the Acquisition of Languaggctures this as the need to understand the

O O1 EliyAdD iddbmplete but sufficient comprehensibility which we effect in actually
OPAAEET ¢ (391 xkiBEABORAOCOAO OEAO O @b@U.]wahkthe T AO
laws of linguistic usage accepted in their linguistic communitesared h OET OCE OEAU
to produce understandable sentences(Edie, 1991: xxxii) Regarding teaching, Cook even
should be taught is even less a right of the native speaker than the right to say how

Ol I AOEET ¢ OET (P008A 16%) lvokiddh thel egacy of colonialism and nec

colonialism.

Alan Firth and Johannes7 ACT AO AAl EAOA OEA OOI AEAT Al
1 AT cOACAS8 AOA 1 AOCET AT EOCAAR EZ£ 110 ECI T OAAR
iIT 3,18 xEEAE AAOOAO AT EIiI AAlT AT AA E@99B295) OEA
This, they inform us, gives aOOEAxAA DAOOPAAGEOA 11 AEOAI
Pbil OEOEITEI ¢ OEA 1 AT COACA 1 AAOTAO AO A OAA
competence as the target(Firth and Wagner, 1997: 295296).33 The awareness of context
and its state of flux is increasingly important in additional language learning given that
global communication has become increasingly fluid. An example of viewing language
fluidity and the importance of context is shown when Carlson evokes Bakhtin, seeing what
hA T Ai AA AO OOOOAOAT AAROGE AO Al xAuO AEOEI ¢ PO
manner as context constantly changegCarlson, 2004: 59) The importance of context and
its changeability is noted by Victor Turner in The Anthropology of Performancevia the lens

of posti T AAOT OEAT OuUs 4001 A0 PIEI OO O EITx ATT

33 John Thompson inhis introduction to Language and Symbolic Poweells us that Bourdieu argues

that. | Al #Ei [ OEUSO OAT | bADDA fpéakets (havé)iaicdpaciy AorprduceA & O &
H#EI [ OEUBO OE@MAT) ODAAEAOGH S
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hesitations, personal factors, incomplete, elliptical, contextdependant, situational
PDOI PI 1T AT OO0 1T £ bAOHEuMAhe Adnd naturd & Aufan process itsef
(1988: 77) There seems to be no consideration of this in the literature surrounding drama
for additional language learning. It could be fruitful to see what drama, and, specifically, the

tenets that devising is based on,$ able to contribute in engaging with these challenges.

If we take 61 1 T BB 1A AEI DEAO O1 AT COACA EO yc¢

Nicholson and Normil COT 180 OOCCAOOET 1 OEAOh OOEA E
performance-i AEET C y888e AEAI 1 AT CAO xEAO "1 Al EAO
x| Ol Ah xEEAE AOA 1T £OAT 1 EOCOADPOAOCAT(DB7ASL)AB® /EE

certainly possible to suggest that the theories and practices of devising could address this
sense of incompleteness. Indeed, as Heddon and Milling note, in its development during

OEA i10O0 AT A 01 O6h AAOEOET ¢ AACAhtingQuork tAdt wad E A A C
O O1 AE 1 (BE2AADndtion that is appealing to the aforementioned considerations for

additional language learning.

Mermikides and Smart, in their introduction to Devising in Processgive examples of

OEA AUAI EAAT 1 AOOOA 1T &£ AAOEOET Céh OQAGET C

On

POl AAGO EO (2410 A)TheFEdntEntpEtd thedimportance of ongoing reflection,

bl OET ¢ OEA EAAAADEQBPADE £ZA UDOI ABKHABDI T O1 OAOS
stop thinking about how it might be developed or improved; thus, reflection is, in fact, an
AOGOAT OEAT Al Al AT O 1 (Merhikiddstabd S&@A200: 28)FReyRy@©dn oA O O 6
DI ETO 1 OOh OACAOAET ¢ AAOEOEI C AT A x1 OEET C xE
ongoingconOEAAOAOQETT 1T &£ y888e OAAET ENOAM™ermikKiddOA OA (

and Smart, 2010: 27)This perspective may, therefore, do well to be considered in language
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I AAOT ET ¢ OAOEAO OEAT OEA AAEAOATAA O I1TTA £

approach used by Ntelioglou and discussed above.

)y OAA OOET ¢ OEBAAT GO DHPAOOBAEEAEGOU ADPO C
in language acquisition, such as the role of identity, emotional considerations, and the
T ACi OEAGEIT 1T &£ A AUT Ai EA OEAAAI 8 11 AAI 8 4EA
theoretical foundation for providing ways to address these concerns. As an additional
critical element, something which has been evident in the literature is the length of the
studies and projects that involve drama in additional language acquisition. | find it difficult
toseeET x OOAE OEI OO OET OAOOAT OEI T 08 AAT bDOI OE
drama and so, therefore, | propose more longterm involvement. This is explored in Part
Two of the thesis and involves experimenting with uncertainty and unfinishedness through

theatre for additional language development.

) T 04 E Bectivn, IAliscdissed the relationship of language, body and education
and proposed some possible directions language learning though drama. | have placed
emphasis on the examination of the explict role of the body in language development as |
have found little investigation of this in the literature while critiquing the (still) dominant
perspective of dualism in SLA. Along with this, | looked at possibilities of examining
performativity and performance, and the importance of context. | have suggested
interdisciplinary work with neuroscience and the return to look at the (re)adoption of
methods that have been somewhat neglected until recently (in the shape of TPR). | have
also put forward some ideasaround the concepts of rhythm, space, and silence. In addition,
| have begun looking at the body and/as research as suggested by Jennifer Parktarbuck
and Roberta Mock (2011and James Thompson(2011: 132Dne strand of inquiry connected
to the body that is not included in the literature review is that of gesture and kinesics. As |

continued my practiced research and reading, the possibilities of studying this area began
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to direct my research and led to a pilot studywhich is analysed and discussed in the next

chapter, Qet Me Hear Your Body Talld
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Chapter Two

Let Me Hear Your Body Talk:

Ow@bAOEAT AET ¢ OEA 71 OA8 A1 O ! AAREOGET T ¢

Abstract

This article describes a research project created to investigate the application of
theatre devising strategies to create a heightened awareness of nemerbal language and
embodied experience of words insecond languageacquisition (SLA) learning and teaching.

This is in response to the tendency in SLA teachingto lack an understanding of the
importance and the poOAT OEAT 1T £ OEA AT AU80O ©fl lahguegdAl Al
acquisition. Four workshops in Basel, Switzerland were designed and facilitated with adults

from distinct cultural and linguistic backgrounds as part of my doctoral research from
February-March 2013 | use data generated by an ethagraphic approach to fieldwork by
analysing interviews, written responsesin the project blog (both by the participants and my

own), and observations of responses from participants during the workshops.

| discuss the theatrical activities used for this purpose reflecting on the possible
AEeAAOO 11 DPAOOEAEDPAT OO6 1 EI COEOOEA AAEI EOU
ITCIETC OAOAAOAE bDPOI AAOGO8 ) AOAx 11 "1 OOAEA
0 1 T £notidn of the Gody experiencing the worlddto provide a theoretical framework for
analysing the processes of these workshops These frameworks also support the
development of a theatre practice to supportSLAthat | am tentatively AAT 1 ET ¢ OA@PA
OEA xllprophse ghat this approach better provides the pragmatic and social conditions,

re-created and rehearsed thraigh drama, needed in learning an additionallanguage. This

can be done by turning attention to language learning as an embodied expegnce.
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Language can only be understood through beirg-the-world
StephenPriest (1998: 175)

Heading Off: An Introduction

This article discussesa practical project AAT 1 AA Ow@bAOEhdtAdd ¢ O
group devising activities for additional language acquisition. The projectconsisted of four
additional language learning workshops with adults in Basel, Switzerland.It was a pilot
DOl EAAO ET DPOAPAOAOGEIT A O OEA OoPhOmba thisST ¢
thesis. In this article, | analyse the role of the body and gesture for Second Language
Acquisition (SLA) during the workshop series, including the use of the voice and
breathwork with adult language learners This is illustrated in three activities from the
workshops that focus on different facets of the project: overt physicality, awareness of
gesture, and breath andvoice work. The article proposes that theuse of devising with its
emphasis on physical theatre creates a learning environment wherethere is a greaterfocus

on the role of the body in communication. This is in contrast to more conventional SLA

By using devising techniques with its emphasis on the role othe body, the learner
becomes more physically relaxed and feelsless anxiety in their use of a new language.
Aligned with this emphasis on the body, a focuson the voice and breathing can improve
desired pronunciation while also lessening anxiety in oral poduction for additional
language learners. Furthermore, the practice and observance of gesturean increase the
I A A Obwhi@ress of their own gestures and capability to choose appropriate gestures to
accompany speech in the target languageaiding more precise communication. An overview
of literature is provided, forming the theoretical basis of the article It uses ideas from

anthropology, philosophy and sociology, specifically the work of Bourdieu and Merleau
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AOT 1T OEA Owuw@db A Oftdett ArkdisQussédiinithe £dntéxAdi these theories with

an explanation of how discoveries from these moments add to the literature.

All in the Mind? A Theoretical Framew ork

Within the structure of Pierre Bourdieud O AT T BaBitbsOwhithAaccording to
Jom Thompson, comprises @ set of disposition®z a way of acting z acquired through
inculcation into any social environment (1991: 12)Bourdieu identifies a subset called
linguistic habitus: the verbal and physical characteristics that we acquire Wwen learning to
speak within certain contexts (1991: 82)Bourdieu elaborates that this linguistic sense
influences how we regard and value ourselves and our own acts of (linguistic and cultural)
production and how these are exchanged with others, which is dependent on how we are
conditioned by, and positioned in, society (1991: 82) This means that ertain social and

political positons cani AAEAOA OOEA OOAGCA 1T £ 1 AT COAtEAS

0o

OATOA T &£ T1A8G TAIIA AiGMdddiysical hasiike nOEA OT AEAI

(Bourdieu, 1991: 82 italics in origina)) T EEO ET 001 AOA Qdhdgubge anl

Symbolic Power4 ET | DOT 1 A @ Blinquigtit terdhéed @ exfrgssions are forms of

practice [8] to speak in particular conOA @006 h  A£O O O E Ah®dn4uiisiic Adbifddi€ T C

Al O ET OAOE A f1901: E7BoudiieldhimAdif AxXpands on this idea in relation to

world saying:

Language is a body technique, and specifically linguist, especially phonetic,

A

(

AT i pAOGAT AA EO A AEI AT OETT 1T 4&# AT AEI U EAQEO

O AEAT xi Ol Anh AT A TTA8O0 xEITA O AEAIITU

expressed(1991: 86)

10" 1 Adxik, B basic dimension of the sense of social orientation, is a practical way of experiencing
andexpressi ¢ T 1T A0 T x1 OAiBOUKdiel, B8O47)EAT OAl OAG
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This idea is one readily familiar to adult language learners in thesensationthat when we are
using an unfamilE A O O O AliReEah EdBitibAab language we are incompetent and our

being-in-the-world is confused.

According to Rod Ellis, the main development in second language aquisition (SLA)
in the last 25 years is the appearance of 'sociocultural SLAvhich emphasises and involves
socio-cultural considerations in language acquisition (2008: xxi). This position situates the
language learning process as inherently linked to the enviroh AT Oh xEOQOE DAT bl A
I AAOT &O01 1T AobPAOEAT AA OEOI OCE OOEA AANOEOEO
linguistic and cognitive development (Lightbown and Spada, 2006: 19)In response to the
cognitive perspective, Dwight Atkinson points to the fundamental contention of a
sociocognitive approach to SLA is anintegrative combination of the cerebral, physical and
the environmental (2011a: 143MtkinsT T AT O1 AEAI 1 AT CAO OEA AT CTE
the importance of physicality by pointing out the empirically proven innate involvement of
OEA AT AU xEOE AiICIEOEIT8 4EEO Dl OEf@BI, 11 61 A
(Atkinson, 2010)indicates a need for a more overt examination of the role of the body in
language acquisition from within the language teaching community? In line with Helen
EAET 1 O 160 Al Atnlike riaByAother frind Afilearning Gecause it has an
AAOGOEAOEA AEI AT OET1T AT Ah AO OEA AAOOEAOEA EC
(2005: 57), | suggest thatthere are great benefits in involving the physicality of theatre and

drama in the learning process.

Though different traditions of practice place different emphases on the body,
physicality as a way of communicating is certainly embaced by theatre so it is surprising
that there is not more literature dedicated to the investigation of the body in relation to

language acquisition through drama, proportionately mirroring SLA literature in this

2For an extended discussion of this idea, see Atkinson, 2010: 66.39.
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respect There are of coursg some excepions. H O A @Al Pl Ah Boldnd " OR
Language: Intercultural Learning through Drama (2002a) contains a wide range of
contributions from practitioners and there are some notable recent exceptionssuch as

Erika 0 E A U UEmboByin@ Language in Action(2018) along with the work of JeanRémi

Lapaire (2006, 2012, 2016)discussed later in this article The use of drama for SLA for
Brauer EO 11 0 ET OAT AAA 111U &£ O OEA bpOODPI OAOC 1 A
AAOxAAT AT AU @&doZb: xBAT( AOMDIODOEAO Al AAhe@kBAOh O
(linguistic) signs and signals abne is not enough to convey language knowledge
successfully. Communicating the physical language of things, ideas, and people equally
important for learning 6(BrRRuer, 2002b: x) By this | understand that increased emphasis

should be placed in language learning on ways of communicating through varias kinds of
gesture that are learned by living in a certain place and culture and which are not readily

understood or explainablez a tacit understanding.

If discussion of the body is absent from the literature, the suggestion would be that
it is absent from practice to the same degree. Therefore, my premise is that additional
language development is lackingin something which would overcome some inherent
weaknesses in the dominant cogriiivist focus on the mind. Aligning with " O R OgostidrO
andthe undeOOOAT AET ¢ OOEAO 1 AAOTEITC EO 110 All Ag
OAAEO AT A (CAlhodn, Z082A 765l have begun to establish @ approach, which
echoesMaurice Merleau-0 | T QHgdrefical framework | £ O E AeinyinAhd-x © O hsA 8
foundation for my research and my initial practical experiments. This approach is called
OAZGPAOEAT AET G b&sédhn theln@idndhat A Merleau0 1 T OUS O A&l Of OI .
OAACET O1 O1 AAOOOAT A OEA T AATEITC T &£ x1 OAO Ol

AU OAEET C PAOO @G02: 208)AlthbuighCah dpproathEhdiAdeks to place the
learner in a Gontext of actiondmay appear obvious,it is still not a major consideration in

language acquisitionin formal education compared to the emphasis on learning vocabulary
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and lists of verbs, andin contrast with common text -based approacheswhich emphasises

the production of the written word .

Recognition of the more affecting parts of SLA z the intangible sense of
understanding of what to say and do in unforeseen circumstancesz and resolving the
difficulties of social engagement, especially foradult language learners, is neglected in
favour of the more measurable and academic elements of language learning; as the learner
ages, the more exclusively cerebral education tends to become. This is problematic as adults
form their expectations of how languages are learnt through these more rigid, textbased
experiences such as larning lists of verbs or memorisation of grammar. Though these
cognitive methods can certainly be an important aspect of language learning, approaches
that consider the emotional factors are neglected and may even be unnervindgor students.
This wariness of addressing this aspect of language acquisitionpersists despite nany
commentators emphasising the intrinsic emotional nature of language learning. For
example, Jane Arnold (1999) and Aneta Pavlenko (2006), have shown, in theory and
practice, the need to engage with this side of additional language learning as it reflects the
OAAT EOU 1 £ AAAE OE tdntéxi of dctibh. RafhAriGelE. Gabekt AcfndnduGiés
this point acutely, telling us that an immigrant shopping for food in a grocery store in New
Jersey in the United States could not ask a simple question and founthemselves in tears,
explaining, 031 ) AOEAAhR 110 A& O OEA &I T AR AbGO
Englishd(Garrett, 2006: 5) This emphasises the significance blanguage and communication
in terms of sustenance.Butler underlines this vulnerability and the complications involved
in understanding a new linguistic habitus explaining, Fhe speech situation is thus not a

simple sort of context, one that might be defined easily by spatial and temporal boundaries.

47 AA ETEOOAA AU OPAAAE EO OF 0O00&&#AOC A 11

(Butler, 1997: 4) This loss ofwherewe are, | surmis, also alludes towho you are.
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It is perhaps this emotional vulnerability z one of the deepest inhibiting factors for
language learnersz that prevents the learner from taking the inevitable risks that must be
taken in engaging with a new form of speakirg or communicating. This impeding element
might be addressed through a more integrated approach to balance conventional
approaches with methods that consider environmental factors encountered in everyday life.
Of equal significance aredrama techniques foaising on physicality including rhythms and
nuance of language, gesture and vocal productionSuch techniquescould give more control
over various aspects of our engagement with others in differing environments aiding our
ability to communicate more comfortably in new linguistic habitus and comprehend our

being-in-a-(foreign)-world.

To the Heart of It All: Project Outline and the Research Design and Process

To investigate the connection betweenphysical theatre, gesture, and vocal work and
improving confidence and control in using an additional language | set up a pilot theatre
workshop series to test theeffects of these techniques.Ten participants attended a four-
week theatre workshop series for English language acquisition. The duration of the project
was two hours a week, meeting one evening a week, for one montk26™ February- 19"
March 2013) During the process, the research subjects participated in various activitied
led, based on developing an understanding of physicality. The activities exploré non-verbal
communication, the rhythm of the spoken word and, also, accompanying gestures. The
participants discussed the possible effects that these activities have on heightening
awareness of embodied knowledge and the role this plays in communicationn relation to

additional language acquisition, specifically English

Attendees participated for a variety of reasons ranging from more exposure tahe
English languageti AAET ¢ ET1 OOE C GifekentB The gréup dodsistédi oCtend
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participants, made up of four females and six males. Seven of the participants were
Spaniards, two from Venezuela and one from Bmania, and there was a variety in the ages
of the group, ranging from 26 to 44 years old (one was in their 2@ and most were around
40-yearsold). Six of the participants had relocated to Switzerand from Spain within the
last three years to work at a large multinational corporation with four being spouses or
partners of employees relocated by the same company and were actively seeking
employment in their own right. All the participants had received formal education to
university level in their home countries and had developed strong literacy skills in their own
language as well as in othedanguages. There was a range of ability level in Englishtwo
people had no recent practice in spoken English while others were quite capable and mostly
intermediate/upper -intermediate learners2 The group were made aware that there would
be a difference in levels, though there were no concerns about thisThe participants were
asked to be interviewed individually before and after the workshop sessions; group
interview-discussions at each session took place, though not as extensively as planneill
the names of the participants have been anonymised A pre- and post-project survey was
sent out to the participants and a project blog was set up summarisng each session and

requesting responses after each session.

The activities and session concepts for the project were based upon those often used
in theatre devising and geared towards the explicit use of the body in communication. They
included mime, gestural work and vocalisation exercises and | discuss a selection of them in
the following section. They were sourced in the work of Augusto Boal, Viola Spolin, Cicely
Berry, Helen White, Tainan Jen, and other theatre practitioners along with my own
experience and practice in theatre in education.* Each session was planned to stand

individually within an overarching aim of familiarising the participants with a variety of

3B1C1 in the Common European Framework Reference scale.
4" T AGainés for Actors and NorActors (2002) places much emphasis on the role of physicality in
communication and understanding.
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techniques used in theatre. There were performative moments throughout each of the
sessions, which were informally observed by the rest of the group. At the beginning of each
workshop, participants were asked to be especially aware of themselves, the als in the

group and the space they were in, specifically in relation to developing a heightened

awareness of the role of physicality in communication.

My research toolsto collect data were: video documentation of the sessions to
complement my own reflections and observations on the sessions, a project blog, a prand
post-project electronic survey, and audierecorded flexible and loosely orsemi-structured
interviews. The data was collected and coded then compared with other data to find
possible thematic links. The discussiorrinterviews were based on the electronic survey
questions with space for discussion to grow allowing for possible surprise discoveriesThe
participants were interviewed for sixty minutes individually before the four-workshop series
began and again for another sixty minutes after the workshops were completed. The
interviews took place between the 18 April and 25 May 2013All the individual interviews
were in Spanish as it was the most comfortable language for the participantand were
translated by me to English for this article. The group interview-discussionsduring each

workshop session weran English.

The Body: Let Me Hear It Talk - The Story and Findings of the Project

To illustrate my findings, | describe a selection of ativities from the workshops,

AEOAOOO DPAOOEAEDPAT OO OAODPIT OAO O1 OEAI ATA
framework. Although there are numerous elements to the study, | would like to focus on
those that presented the most tangible discoveries cocerning awareness of gesture,
breathing and voice work, starting with a discussion of the overall approach and its possible

effects.
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The Fabric of Language

A flash of fabric flies through the air, becomes a sashaying
gown, and is then rolled out as red cpet filled with struts,

Of E1 AO AT A Ox1 1 p0O8Thdwalcthing dakdal A 8
strides forth z a twist z and now a ghost! A tugof-war, the
limbo, a bed of hot coals to be walked. Sat at their transient

table, the diners catch their reflection in tke large window pane

This describes part of a sequence where the participants, after preparatory exercises,

bl AUAA OEIT AT O1 U ET CcOiI OpPO 1T &£ £ 00 skdche® A Ol £
001 EPPAOOS xEEAE x1 Ol A Ackne.lltAsOidrd thedfiRadEivotkshdphA A O
session called The Fabric of LanguageWords and the Spacem-between It was adapted

from a workshop of the Taiwanese theatre company Tainan Jerwhich was created to
examine intercultural collaborative creation.® For the purposes of the project, | modified the

original session which incorporateselements of collaboration, negotiation and exploration,

along with the creative improvisational and playful aspects and | placed an emphasis on
additional language acquisiton. Various performances by the participants were produced at

the end of the sessionand this was the first time the participants collaboratively created a
performance piece in the workshops, although there were improvised moments where

participants watched each other throughout the four sessions.

In fact, the workshops were as much an introduction to theatre as anything else.
This particular instance allowed participants to be freer with their gestures z the fabric

AAOET ¢ AO A EETLAn it fharad AimiGOideAsAtd thd Wotk of JearRémi

5 In bullfighting, the matador's final series of passes before the Kkill.
6| learnt and adapted the session sequence frontelen White z co-founder and a faculty member of
the C.U.N.Y. Applied Theatre M.A. program.
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Lapaire.”, A D A E O Aidb@sedkoh tifiking of the anthropologist Marcel Joussg1997)who
believed human expression was rooted in gesture This theory is supported by the
conclusions of the anthropologists David Armstrong, William Stokoe and Sherman Wilcox

(1995) on the relationship between language and physical action, whoalso posit that
languageis derived from and shaped bygestures and gesture is inseparable from language
0AOO T &£/ , APAEOAGO x1 OE ET GCAOOOOA OOOAEAO E
then develop, compose and pefEl O OET OO0 DPEAAAO 1T £ AEI OAT COA
Aobl TaAMAT OEAUET ¢ OAEI AT OET T O 1 £@b12:0A)TAS Oh
has been demonstratedby Lapaireto lead to increased level of comfort in language learners

and make them more at ease in their new linguistic habitus., ADAEOAS6 O ADPDOI /
precise whilst the more improvisational sequence | have describedand work with creates

@w materialdwhich is later sculpted into a short scene. Using drama, there is a greater
emphasis on the observation and seHawareness of what we are communicating non
verbally and with this approach the participants can rehearse movements and gestures and

from there can further articulate with the spoken word z the communicative act coming

from the gesture rather than the gesture to accompany the wordz taking away the burden

of making meaning through words, which, in paying too much attention to word order,

into nation and emphasis can sometimes prevent fluency in theadditional language learner.

Carkin also feels there is much that drama can offer in this regard. He comments

that, in the work of Shin Mei Kao andCecily/ 6. AET 1 h ODPAOAI El @&danddOE A

i T OAT A1 66 Ai 11 x DPDAOOGOEAEDAT 6O OiI AOCOOBI A OEA C

rehearse and experience the proxemics related to the environment of the fictional world

7 Lapaire is professor of cognitive linguistics, gesture studies and dance theory at Université Michel
de Montaigne-Bordeaux 3.
66



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

xEOEET xEEAE OEA (2007: ijONorarNorgan Gril Aulidnhd Saxton suggest
OEAQ Qyiliel U AT AGDOAOOEIT AT A CAOGOOOA EAI B O
I #FOAT A@DPOAOO OEI OGCEOO AT A A£AA(tE In Cdharh, 2D0% E E A |
101) The implication is that a freer use of the body from the typical restrictive sedentary
position in the language learning environment would lead to an overall re-balancing of
additional language learning with adult learners from a purely intellectual and mind-

centred methodology to a more holistic process.A methodology that pays more attention to

gesture and kinesics, which we find in devising processesalleviates the need to produce

AO1 1T U & O AA OPAOEAAOGSE OAT OAT AAO EIi T AAEAOGAI (
xEEAE Of OEATC5 OOOAOAT AAO CE GEd, Qerelid apfeatek | 1 £
emphasis on the observation and selawareness of what we are communicating non
verbally. In the following section, | will develop this idea further examining a moment from

the workshops.

Awareness of Gesture

Sitting less than one metre away from each other one
participant remains motionless; the person opposite speaks
animatedly about how they got here today. There is a growing
sense of unease as the speaking continues. Around the room
OEAOA AOA & 00 1T OEAO OPAEOOG 4
there are nuanced differences: one person can ¢lgabe seen
trying to suppress the urge to move they sit on their hands;
another listener seems to lose interest and briefly looks at others
in the room before flicking back to concentrate on what they are
being told; a speaker leans farther and farthdorward trying to

find a response in their partner.

8 Proxemics is the@tudy or interpretation of physical proximity between people in various situations;
the ways in which people interact spatially, esp. in maintaining a certain amount of spae between
themselves and othesd(Oxford English Dictionary, n.d.).
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These are impressions from an activity calledd 0 T E A O(listerding wifhout g esture)
for which participants were asked to listen to their partner for two minutes without any
physical or verbal responsgno nodding, affirmations or typical reactions).°0! 8 AT A O" &
who went first by whoever had the longest eyelasheg this caused participants to look at
AAAE 1T OEAO8O DEUOEAAI AOPAAOO i1 OA Al1T OAl us
everyme talks about how they felt in the roles of listener and speaker andhow, or if, the
exercise has made them more aware of their gesturesWe did the activity twice during the
project after some of the participants had expressed that they would like to dait again, as
becoming conscious of a normally unconscious activity was inherently intriguing. In fact,
the exercise, if not solely responsible, was certainly a catalyst for developing a keener sense
£ O OEA PAOOEAEDPAT OO0 1T AwEEAEO T x1 AT A T OEAOO

It can be understood that language, along with its overt linguistic value, also has a

symbolic quality (Bourdieu, 19918 4 EAT EZh Al 0T h xA AAAADPO Ot
AT AEAO ET A xAU OEAO | EOOT @&roy, 201006R)ENE GuAshod A O ¢
AAT AA AOEAAd EiI x AAT xA OAI AEA OAI(MdddahO x E
Ponty, 2002: 206)through drama given, as Bourdi® Bl OEOOh xA AOA OEA/
moulded through inculcation? A line of inquiry is that of the use of gesture and the way it
informs discourse and communication.2 ACAOAET ¢ OAEOAT OOOABh -* Al /
linguistic elements in his oft quoteA AAZET EOQOET 1qd O$EOAT OOOAO A0,
or forms of life which integrate words, acts, values, beliefs, attitudes, and social identities, as
xAl'l AO CAOOOOAOh <¢I AT AA @896:AP7fRay Brdwhisied mihol Oh
£ 01 AARA EET AGEAO AO A EEAT A T &£ ET NOEOU AT A (

AOA Oi AA OACAOAAA AO OT AEAT T U 1 AAOT A@9sdi OEI

°*00T EAO "1 AU8 EO 1T U TAIA £ O OH Baks,lAli@a® Bikdor, OEAC
educator and alsoa faculty member of the C.U.N.Y. Applied Theatre M.A. program.
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6).121Birdwhistell is here referring to the motion of the body and his point has yet to be
discredited and | have found no conclusive evidence to show otherwise. Jamddie further

AOT AAT AT OAT QB xii)) B®Idtek Expding 6

[T]he expression of our mental states into gestures, such as expressions of
desire, frustration, concern, anger, pleasure, joy, etc.gives us[8] the physical
embodiment and expression of a meaning which is strictly inseparable from its

bodily expression (Edie 1979/1991, xiiKkiv)

This phenomenological point of view reflects the concerns of SLA theorists, Pavlenko and
Atkinson, expressedabove and they regard as a major are¢o be addressed in SLA practice

and research.

The importance, and indeed inseparability, of gesture to thought and emotion also
has support from other fields. For example, in@o you think gestures are nonverbal®(1985)
the psycholinguist David McNeill tells ush 07 A OAT Alinduistic Whafweé EaA Vrite
down, and nonlinguistic everything else; but this division is a cultural artefact, an arbitrary
1 EIl EOAOETT AAOEOAA /£Q%85: 33 Eald iinCoighAl)l For MoNeill, OO E 1
@estures are an integral part of language as much as are words, phrases and sentences

gesture and language are one systéif1992: 2 italics in original) for Boal:

The human being is a unity, an indivisible whole. [...] ideas, emotions and
OAT OAOET T O AOA All ETAEOOI I OAI U ET OAOxT OA]

a thought expresses itself in corporeal form.(2002: 49)

100ne of Birdwhistelld © OOOAAT OO xAO %O OE |PgesentatigemiSAflinEvedap A O«
Life (1956).

11n language learning magazines it is common to see refereresto kinesics/body language. Rerhaps

this is as these publications are directed towards the business professionals who might see this as an
advantageous skill to acquire.

69



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

This understanding of the inter-AT T T AAOAAT AGO 1T £ OEA AT AU- EI
in-the-x T O1 A6 xAO 11T 0AA ET OEA OAZEAAQHIOA® IbA
participants after doing the exercises and activities from tre workshops One of the
participants, Alfredo, EO 11 x 1T AOAOOET ¢ PDPAI PI A 11 0AR 0P
PEATTTATTIT6h AOAAOGEI C xEAO EA AAI EAOGAO EO A
and what they wish to express and this in turn has aided hixomprehension (Alfredo, 2013)
Another participant, Ricardo,x OT OA ET OAOPI 1 6A O1 OEA bi 060
[it] was shocking to discover with the poker face exercise the amount of unconscious

CAOOOOAO OEAO xA (Ricdrdo, R013)whieBéricondridited that:l C 6

The experience of talking or listening for some time without the slightest
gesture wasvery difficult for me. | noticed the amount and frequency with
which | communicate nonverbally. Although | found the two alternatives
(talking or listening) difficult, | must admit that listening without indicating to

my partner that I'm following them wa s the hardest part.(Jeru, 2013)

Another of the group members, Diego, thodDCEO OEAO OEA OO0l EAO
O1T AAOOOGAT AET ¢ T £ OOE A(Diegd, Pz Bndile Dudh Cariod\sdid thahtheC O A C
act of not making gestures adversely influenced his ability to listen to his partner(Juan

Carlos, 2013)This, | believe, brought about a more acute awareness of his way of beirig-

the-world and the importance of physicality for him in expressing himself.

These responses demonstrate what James Edie posits the foreword to Merleau-

01 T Grorsdbusness and the Acquisition of Language

The body is expressive of meaning in many ways more fundamental than
speaking [..] the expression of our mental states into gestures, such as
AoDpOAOGOEI T O T £ AAOEOAh AZ£OOOOOAOET T h ATTAA
the physical embodiment and expression of a meaning which is strictly

inseparable from its bodily expression (1991: xigxiv)
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In relation to spoken languagethe evidence was not entirelyconclusive yet has importance
The participants became much more aware of what their actual gestures were, thoughhts
did not particularly aid them in oral production. That said, if we consider other activities
where gesture would include movements of the mouth and tongue with attention to the
formulation of words, the participants noticed where some of their production challenges
were. They became conscious that there were positionings that were not used in their
mother tongues and so did not use in speaking English, which in turn had an adverse effect
on certain pronunciations. Also, although somewhat alien to them, they now realised that
with specific exercises these new positions could become more comfortable and so
enhanced awareness of gesture combined with exercises exploring new facial formations
can lead to better vocal production. The following section, ®oice and Breath Workd&further

explores this.

In Gesture and the Nature of Languag€1995) Armstrong, Stokoe and Wilcox
propose that language is derived originally from actions or gestures, arguing that meaning is
based on body patterns or schemata They cite various notions and models regarding
speech and the body includingWilliam Mowery and Richard Pagliuca who claim that words
AOA OAT i Pl A@AO 1 mdiinkdxdwstibhgletal., Q0B COPOsitndg, Stokoe
ATA 7E1AT@ AT 1AOO Agbpl AETET ¢ OEAO Oy OeEA
vast array of sounds, just as the body as a whole is capable of producing an enormous
numAAO T £ OE OE A1995: 12)TrisAdald Bind €péctrum of the outwardly visible
elements is complex, yet it is further complicated by discoveries in neuromuscular activity.
William C. Stokoe, is seen as the initiatorof American Sign Language linguistics and the
study of both spoken and signed language production has lead the inquiry for a neural basis

of human communication and finding some vindication in the claims for @irror neurons
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(discussed below in the next setion).*2Wilcox claims, @he model that encompasses both
spoken and signed languages assumes that the key lies describing both with a single
vocabulary, the vocabulary ofneuromuscular activity6(1990: 141142) though whether this
reveals anyhing more AAT 6O OEA OEi bl OOAT AA 1T £ EAT AOh
Pl OOO0OA ET OEA AAOAimbubrig Atlal® 1905/E19)s Bejogdiie Gekib of
this article. That said, the inextricable nature of physicality and speech directs us towards

an approach to language acquisition with a greater emphasis on the body rather than the
currently favoured cognitive orientation in SLA. While imitating a target culture might be

less than desirable from the perspective of the debate around the ideal speaker discussed
above, a greater emphasis on the observation and se#fwareness of what we are

communicating non-verbally should be welcomed.

Voice and Breath Work

Breathe in. A finger click counting each beat. Holgd the same 8

beatz and exhale. People are breathless. The timing is wrong; it
EO Ei bT OOEAI A8 #1171 AAOT PAGDAO I
iU AOAAOEEI Ced 2APAAO8 -1 OA 12
eyes. Concentrate. Now, breathe in; feel the air start to fill the
lower and larger parts of your lungs. No gasping for air, just a
smooth intake. You get bigger: your chest expands, the lawe
back widens. Now, hold the breath under controlz for ... click,
click, click, click ... time to exhale. Keep the same control and let
all the air gently leave your lungs and no need to gasp just

gently repeat the process ...

This vignette describesone of the moments when working on awareness and control
of breathing with these exercises being beneficial to most of the group and to two of the

participants in particular, as their responses in the interviews demonstrate Joaquin used

12The journal Sign Language StudieéStokoe 1972) established theesearchsubject.
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the breathing exercisesand they had a significant effect, as he explains®) A @A Odh& OA A
up to ten, breath in, hold and breath out for a presentation | run [sic] today, and | have to

say that it works. Made me feel more concentrate[dp(Joaquin, 2013)Jeru states that she

now also uses the technigues and feels it is working forher too, though in a different
manner. She feels that she starts everything in a calmer fashion whereas before in meetings

and discussions in English she started speaking rapidly and then accelerated, though she

still finds herself @&ying to speak English more slowly but start slow and finish fast talking

as always[..] ) OEO OI i AOGEET ¢ (JefuORIOEOCODABOEADS *AO
reminds us that altering O1 T ABEDI A DPEUOEAAI bl 0OOO0A EI OE
"1 OOAEADO8 O DPEOAOA AAT OAh 10 AOGAT A O Al C/
responsesalso show, increased selawareness and having techniques, such as those from
breath andvoiceworkh OEAO AOA ET Al OPT OAGAA ET O1 1 AAOI

practice can be beneficial.

A further discovery for Jeruis an awareness that how you et influences others z
when she spoke too quickly she sensed that this affected others to become more agitated
which in turn caused her to feel less relaxed. Jeru describes one instance of her using the
AOAAOGEET ¢ O A[AJEbeferétidizAr@eting lout Ohave used them (as discretely as

possible)during A | A A(@eful Z18) She explains that during a disagreement

| have not breathed waiting for the opportunity to explain my position. In doing
so, | realis that | am tongue-tied (I guess that not breathing normally worsened
the situation) and | cannot express what | want to say. Sq | decided to wait for
a small gap and breathe in the meantime. In the end, | was able to communicate

in a clearer manner which made me quite happy(Jeru, 2013)

In contrast, Juan Carlos talking about applying the techniques to German another

additional language he was learningrather than English, thought that perhaps right now he
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wouldnoO AA AAT A OO1 1 AET OAET A Ai 1 OAOOAOGETT Al
OOAT AAO AAiI 11 OOOAOA

E

O

AT OO@uvarOQados, 2018) 4 EAOA EI
comfortable in a foreign linguistic habitus where control of breathing, and by extension,

better command of the voice allows speakers to acquire a desired gravitas.

In Voice and the Actor (2008), Cicely Berry says in relation torelaxation and
AOAAOE ET He voe&idifrrediby Gamsitive to any feelings of unease. In everyday life, if
you are slightly nervous or not quite on top of the situation this condition reacts on the
Ol EAAGN A1 O "AOOUh OEA A(P0AsA (8fF Mo& QeopleEdspediallyl O |
speakers of a language which they do not totally control, will recall moments where the
situation affected the way they spokez an inadvertent quaver, perhaps a garbled sentence
and certainly, if presenting in some way, a dry mouth. In contrast to my emphasis on
CAT AOAT DPEUOEAAI EOUR " AOOU Pl AAAOG OEA 1100 ¢
is through the speaking voice OEAO UIT &6 AT 1T OAU Ui 6O DPOAAEOA
CAOOOOA AT A 11 OAT AT O 1 lzlartJalmg<E dnt:the@tricdl bias @ &dng O A O «
with dress and posture in terms of importance to humancommunication systems. However,
she does point out the need for muscular awareness and freedom to increase ease of

expression(Berry, 2008: 7)

Therefore, as part of our general warmups, we followed the breathing exercises
with vocal warm-ups. In the end, the participants wanted to return to these activities to
practise elements of pronunciation and enunciation, and much of that was due to the
obvious benefits that they could see on their vocalisationin the target language, English.
The benefits included reassuring themselves that a particular word was delivered with

sufficient clarity and certain pronunciations that Spanish speakers typically find difficult
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along with more individual pronunciation and enunciation difficulties. **This suggests that
exercises that use repetition on the specific physical formation of the nouth and tongue are
welcomed by students and might be more regularly employed.This focus on the actual
mechanics of vocal production is not commonly in use in SLA learning and teaching and
the idea that these skills could be improved or obtained surprisedmost of the group. This is
understandable as when we speak about the role of the body in communication it is easy to

forget that the actual mouth and tongue are part of the body too.

Specifically concerning this area of the body, and drawing on new develaments in
neurology, sociocognitive approaches to language learning pointto the key discovery of
mirror neurons x EEAE AOA OAAOAAOAI TAOGOTTO OEAO &
PDAOAI Ol ET ¢ OPAAEAZEA AAOEITT O AT A xEA(AtkinBoA O &l O
2011a: 145¥°Barbara Ehrenreich also comments on the significance of mior neurons. She
discusses the muscular actions of the tongug how the sticking out of a tongue by a parent
is imitated when perceived by the child is her examplez and the way we use the tongue to
formulate perhaps mirroring others) the shapes necessaryo create sounds (Ehrenreich,
2007: 26)! This is worth considering in the additional language learning context as accents
are a product of how the tongue, throat and lips move and produce what, citing Pierre
Guiraudd O Al E fhefphirade BoulieGAAT 1 O OEA OAQ@DBBA ThiAréldtedU O«
ET OOET OEAAI T U O xEEAE AAAAT O xA 1TAAOTh A& O
how that differentiates our social status, and was certainly an important aspect of language

learning for some of the group. For example, Diego grongly believed that the tone of

13All the participants spoke Spanish as their first language except one person who spoke it to a highly
proficient level and said she encountered similar pronunciation difficulties.
14 participants talked about feeling very selfAT T OAET 6O AAT 66 OABERC; OEEARD
fricative /8/) - feels like you are sticking your tongue out at the listener!
151 QEET O1T 160 OAAEAOAT A intlation,)edpathyAdnd riifor newong Anhubl Reyi@w
of Psychology, 60, 653670.; Rizzolatti, G., & Craigheo, L. (2004). The mirror-neuron system Annual
Review of Neuroscience, 27, 1§392.
BEhrenreichx AO AT 1T 1T AT OET C 11 OEA OAEshnor® BlaksSikelNYITimesQ& A O
Jan 2006http://www.nytimes.com/2006/01/10/science/10mirr.html?pagewanted=all
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Spaniads speaking in English is dull,almost monotone (Diego, 2013)which was surprising
to me, though it indicates the sense of inferiority that many language learners have with

their vocal production .

Taken as a whole, the premise of gestural and physically orientated language
learning is validated by the findings of the research project though, with some reservations.
In the example concerning voice and breath work, | have shown how a more deliberate
focus on technical elements of vocal production can be beneficial forSLA learners by
allowing the learner an introduction to new and perhaps unknown sounds in the target
language, gaining the ability to then produce and perceive those utterances, along with
more subtle nuances of intonation and stress. The work on breath control also had the
effect of reducing apprehension in stressful moments where the participants had felt out of
their element, though, on occasion, a focus on breathing could adversely affect

concentration on what is actually being said inhibiting expression.

The findings also suggest that thedemonstrated use of theatrebased nonverbal
activities lend themselves to an approach to language learningvith a focus on language
learning as anembodied experience.With most of the group there was better awareness of
the role of body language and nonverbal communication, especially on the importance of
gesture. This, of course, only indicates the possibilities of this approach allowing the group
01 AAA1T AT 1 £ OOAAT A OPAOAI Oi ET1 ¢8 xEOEayQmAEO

what effect this had on oral production is unclear.

To draw concrete conclusions in such a short studywould be foolhardy. There are
too many factors that might come into play in longer studies or ones with other groups. For
example, students coutl tire of such repetitions or become frustrated with not being able to

alter the muscular formation of the mouth and tongue, especially in the case of adults. With
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a different set of students group dynamics or cultural tendencies influencing the way
individuals might react in doing something unusual such as these exercises could come into
play. Therefore, | would like to investigate this route over a longer period of time rather
than the culmination of just four weeks work as immediate changes are not reaiy

observed. AsRicardo told me:

SeltAx AOAT AGO AT A AxAOAT AOGO 1T &£ OEA 1 O0EAOQO
future in meetings and presentations, it was clear during the workshop that it
requires some practise and effort to make it right, is not that smple to notice

what is happening around you.(Ricardo, 2013)

&O0iI i OEEOh xA AAT DAOEADPO AAAOAOGO "1 OOAEAOD
despite the sometimes very marked differences between habitus, with practice and
observation, rehearsal, and perhaps imitation, a speaker can acquire the ability not onlyo

feel comfortable in new linguistic habitus but also to be able to affect the codes necessary to

inhabit different habitus.

Indeed, if we agree with Bourdieu that language is socially conditioned, this means
that to become conditioned means participating not only with the mind but with the body
too; use of drama for SLA can allow us to try on these roles in languages new to ug
perhaps in a way not even possible in our native ones. Getting to know a new linguistic
habitus, nurtured unconsciously in our native upbringing, can be awkward and perhaps
impenetrable to outsiders, especiallyadult language learners This nurturing and constant
attention that native speakers receive inthe context of social action needsto be created
somehow in the additional | anguagelearning environment and, though somewhat artificial,
by directly addressing and resolving linguistic challenges through the technigues
mentioned. This is accompanied by creating an experimental setting which recognises need

for learners to find their feet in a new linguistic habitus z a gradual acclimatisation to being

77



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

in a foreign world z allowing the mind, body, and world to function integratively, and

learners can try on habitus for size, perhaps adapting better to thent’

Further Reflection and Conclusion

After the series of workshops there was a lot of interest for the participants in
learning techniques that have a direct effect on language skills, andie more obviously
successful activities in this regard were breathing and voicavork. This explicitness | found
to be the main thing that the participants looked for. " AAAOOA 1T £ AADOI 606 OE
is more of an imperative to have a clearly defined purpose for doing something: what can a
technique be directly used for? An explicit explandion of the rationale for each activity is
necessary, especially ones that had no clear connection to language learning or were in
place to develop skills within the overarching purpose of the project: the results need to be
evident. A longer research perod will make it easier to gauge the effectiveness of the
activities or, at least, for the participants to see progress in their own linguistic
development; concentration on breathing and voice work will become more integral

perhaps in the area of rhyhm, as an area where theatreexcels.

AEA AAT1T A O xI OE 11 AAAAT OEM3)MITEA AEJA GHEH A
AA T A OTUs j OEOCAIA T &£ OEA OI EAA3BQqh EO OEDPA
through voice techniques used in theatre such as those of Cicely Berry who proposes that by

OABAOAEOET QOAI®OBROOGEMAIO AAT Oi PAT Ob OEA

address this area of vulnerability explaining 0" AAAOOA EO EO OOAE A
AOEOEAEOI 1T &£ UI OO0 OTEAA EO OAOU AITOA O1 AO
(2008: 8). While attention to phonetics is occasionally given in SLA it is generally

approached without consideration of other factors in vocal production, for example,

B0 & OAEGI 8h ) [AAT AT ETGC OIi AGEET G QBryGithime | 00
OAT OA i &£ ARET C ET A OA& OAECT xi Ol Ags8
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breathing or the role of the whole body and is shown through diagrams of how the mouth,
jaw and throat should look like when making a certain sound. With a more overall physical
approach and employing warmup techniques, the voice can be strengthened, and a better
range of sounds produced in a more natural fashion. Outcomes of this may be better
recognition of rhythmic and tonal differences between certain language along with
increased ability to adapt to these new rhythms and tones. These strengthened abilities
allow the speaker to feel more comfortable in varying linguistic habitus which could range

from academia to the corporate world to the bar on the corner.
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Addendum to Let Me Hear Your Body Talk

1O OEEO EO A DPI OOA&I 1 ET OEAOEOh OEEO AAAAI
of the thesis, consisting of the literature review and the publishable aticle chapters through
to the third chapter in Part One which is the methodology for the main case studyin Part
Two. The addendum demonstrates the implementation of the ideas and challenges that

emerged from the initial parts of my research discussed in he previous chapter, Qet Me

Hear Your Body Talkj particularly regarding breath and voice work.

AEA DPEIT O OAOGAAOAE DOIT EAAO 1 Al AAetidesizd®d A OE /
Your Body Talk was designed to investigate the use of ensemble devising ¢bniques and
activities for second language acquisition. Theprominence of physicality in group devised
theatre meant that there was a specific focuson the role of the body in additional language
development and communication. In this regard, the O %@ £ AAGEH AC O EcAse 3tidp A 8
generated intriguing findings especially, as | highlighted in the previous chapter, the
DA OOE A mtbrédst i@ Gi@athing and voice work. This led to further research and
experimentation with voice work techniqgues and during this time | found the voice
practitioner Kristen Linklaterd @ethod (Linklater Voice Training) readily adaptable to the

work on additional language development. The reasons for using this particular approach

are expanded on below.

For research purposes and art of further establishing my practice, | designed a
AT OOOA j A x1 OEOEI b 0OdodiidehtOagmmEiicationAfdr dnite@iondl AT 1 A
%l Cl EOE » BsAeddhciefidbtivendss of voice and breath work in a context thatvas
aimed at beneficially influencing confidence and communicative ability. | ran the course
three separate times: from spring to summer MarchJuly 2014; in the autumn of 2014 from

SeptemberDecember; and in spring 2015 from FebruarMay 2015. All the courses took
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place in Basel3 x EOUAOI AT A8 4EA 1 AO0O T &£# OEAOA Al OOOA
, AT COACA OGS OA OA ADtAeEcas® &dyE I aRal)sis ¥nBaf Ao of this thesis,
following this addendum. Each session was fotwo hours per week (32 hours in totalfor the
first two courses and 24 for the last oné. This time scale reflects the typical duration of
current language programmes offeredto adult learners by established language school$n

the local area.

During the course consisting of three modules, each workshop was planned to
stand individually within an overarching aim of developing an awareness of the role ofthe
voice and breathing in the communicative processalong with a variety of techniqueswith a
physical focus The activities explored breathing eercises and voice work, norverbal
communication, the rhythm of the spoken word and, also, accompanying gestures. There
were performative moments throughout each of the sessions, such as short presentations
and involved side-coaching from me as facilitatar. These were informally observed by the
rest of the group, and their observations and subsequent discussion developed a heightened
awareness of the role of physicality in communication. The participants discussed the
possible effects that these activitieshave in the way they communicated in relation to

speaking English, which was a second language to all but one of the participants.

A4EA AAOEOEOEAO OOAA &I O OEEO DPOODPI OA 0Oi C
beneficially and increase awarenessfaheir vocality as part of the ongoing research process.
| adapted the Linklater Voice Training techniques z which are based on elements from the
Alexander technique and the work of Feldenkraisz to provide a practical and theoretical
framework for the workshops. This approach, paying particular attention to voice work
provided pragmatic exercises to address tensions in vl production in speakers of an
additional language. This involved addressing physical aspects of communication and voice
work in seven different sections as proposed i EA |, AT COACA &syANaANERRYGSG O
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(2000), one of the first practitioners to look at using drama for language learning. These
seven aspects are Relaxation, Posture, Breating, Voice Resonance, Artialation,
Modulation, and Volume. All these factors focus on vocal production to give more
understanding of various aspects of our engagement with others in differing environments,
aiding our ability to communicate with more confi dence, comfort and clarity. Following
this line of thinking, the main potential outcomes regarding voice and breath work were
that by using an overall physical approach and employing warrrup techniques, the voice
could be strengthened, and develop a larger and more nuanced range of sounds. This
affords the speaker abetter awarenessof rhythmic and tonal differences in the target
language and increases their ability to adapt to these new rhythms and tones. These
strengthened abilities allow the speaker to el more comfortable in varying linguistic

habitus.

In my practice, | aimed at being an intermediary, interpreting and incorporating
voice work aimed at actors(and other non-language learners)and introducing it to people
who are mainly concerned with language learning. Rather than merely being used\ Qvar@-
upb AQGAOAEOAOh OEA xI1 QGHé Odick Watk metho@sA Thphriicpands A 1 1
were involved in voice work from the beginning with a specific focus on affecting their
confidence beneficially. ThHEO AT 1T OOAOOAA xEOE OEA O0AOAl Oi
breath and voice work was planned to be only one facet of the research design. How this
worked in practice is explained below. It is interesting to note that although the description
of the coursewasnot aimed at non-native speakers,all the participants, bar one, identified
English as an additional language to them: Although no planned interviews were

conducted before, during or after the Confident Communication courses, there were many

engaged discussions with the participants during and after the sessions which gave

1The exception was bilingud (American-French).
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substantial insight into the various effects thatwork on gesture andthe voice had on the

participants.

Each participant reported that, to some degree, applying breath andvoice work
methods in the workplace or everyday life, they improved their poise when presenting and
communicating in English in front of their colleagues and/or with people they did not know
previously. This individual use of voice work outside the workshops ranged from a longer
warm-OB O OOET A T &£ O6bp O Yi [ ET OOAO Oi EOOO 11
Although anecdotal this feedback provides some evidence that the techniques that were
learnt and applied were beneficial for a sense of competenand confident communication,
for example, in dealing with nervousness associated with giving presentations. That said,
one participant, Lara (a German female and very fluent English speaker), perceived only a
minor improvement to her confidence during and after the first course. This was despite the
appearance to her audience during incourse presentations that she had presented much
more confidently at the end of the course training compared with how she began. This
indicates the precarious nature of sel-confidence and selfefficacy which can be brittle in
even the most fluent of speakers. This perhaps relates to the sensation of never being able
Ol AOOAET OEA OAT i Pl AOAS OOAOOO 1T &£ OEA EAAAI
up to a secord workshop, after which she reported that her self-efficacy and feelings about
EAO AT i PAOAT AA ET DOAOGAT OET ¢ EAA EIi POT OAAS
only altered slightly but her awareness of her body and gestures grew and she fodrerself,

ET EAO x1 OAOh OAT 1 OAEIT OcohstiousAcbrpbteénBhthagéldanningd A E |
model used in education, psychology and by Adrian Underhill in SLA teaching(Underhill,

1992)
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I now describe the use of breath andvoice work in the main research project and

AAOGA OOOAUR OO0AOEI OiETC , AT cOACAOGBR AT A OEA

group devised theatreproject.

Voice Wi OE ET OEA 00 A O AiRéskakch @ojectAT COACAOS

A gradual introduction of breath and voice work is in line with voice work specialist
Rebekah Maggord O A @bl Al Audderstanding Ehéd GeasoniBg and desired result
behind each exercig builds trust and encourages risk takingd(2011: 182)So, while the
intention with voice work is to avoid the superficial application of vocal exercises,
implementing the spectrum of exercises is best done over time so that each exercise is
understood in context. The incorporation of breath and voice work into the devising
project, however, did not work as planned. Indeed, due to some of the group participants
schedules my plans to start each session doing voicevork were undone. This was due to
problems of punctuality caused by the changing of timetables at the university and, on
""""" AT 006 1T OEAO AT i T EOI AT OOG8 4EEO

theatre project is further discussed in the main thesis following this addendum.

yl OEA ET EOEAI OOAGCAO T &£ OEA O0AOgEdésET C
were able to arrive on time for the official start of the workshop sessions. Theywere
reluctant to start the voice work knowing other delayed members of the groupwould be
coming into the session20 or 30 minuteslate. This was as, even in the initial stages of the
project, the participants wanted to work as a group. Also, interruptions to the voice work
led to a mutual sense of awkwardness both for the exercise participants and the late arrivals
as it was difficult to integrate the people arriving and disruptive for those already

committed to the exercises. Waiting for the whole group to be present before starting the

voice work was unfeasible as it would have meant delaying or neglecting the devising work
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xEEAE xAO OEA DOT EAAOSO 1 OA (A Iwith the igiddpsthe 4 E A C

participants agreed that it was more important and beneficial to prioritise creating material

for the final performance. This meant that we engaged invoice work AOOET ¢ OEA O0A

, AT COACAOG DPOT EAAO I O&E 1 AOO OEAT ) EAA AT OE
The C O QiEcian to focus oncollective creation proved to becorrect in the sense

that the time gained allowed the group to concentrate more time on developing their

language skills through group devising methods which led to a performance of wich they

were delighted and proud. Making this decision also meant that we were adhering to the

egalitarian ethos that was a fundamental aspect of the research practic&erhaps in so short

a project with its constraints on time and punctuality it was too much to expect the

successful incorporation of breath and voice work. We did, however, do a 48minute set of

voice work exercises prior to each of the two performances the group gave. This was done to

address some of the nervousness that most participantgelt prior to the show as it wastheir

first time performing a theatre piece in front of an audience. The group later told me that

they had enjoyed thevoice work we had done in the project and, in retrospect, some of the

group regretted that we chose to educe the use ofvoice work. Several of the group told me

they found it helpful for their performance and in academic presentations that happened

during or after the project. That said, the voice work that was done cannot be seen to have

been universally keneficial, even in one case having both beneficial and unfavourable

effects. Pre-show nervesmay have beenabated but one of the participants, Julie, had two

very different experiences which shows the volatility of the work. Julie revealed in the

interviews that followed the performance that she panicked in front of people and that she,

GearlU AOEAA AEAAA .iwhaen @dkell to EROr&Eshe G&id thabit was when

O E Avas ladon the floor doing the relaxation stuff[referring to the breathing exercises]and

had tears in my eyes and they werdorming, AT A ) x A O 1 Bdkell witdthérthe T T A

OAT AGAOET T EAIn@RAEEDERO ORDIl MR AAO® OEA OAATT Ah
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This conflicting response from Julie indicates that adaption of voice work methods
to non-actors and in a language development context evidently needs further research and
development in practice as it is in its infancy (though other researchers, for example
Piazzoli, have made some progress) It also demonstrates how emotionally powerful such
exercises can be. Fodulieit was the breathing aspect ofvoice work that she found provoked
such a strong response, yet as breath work is integral to the method (Linklater places even
more emphasis on this aspect than othervoice work practitioners). Heightened awareness
of the body and the voice can be a volatile state and much care must be taken when
working with such exercises. Furthermore, there are other considerations one of which was
identified in OEA 11 OETT 1T &£ OCEDEOARAAT FADERAODERAAS @
chapter, Let Me Hear Your Body Talk Katherine Meizel explains this as O7 EAO A Ol
carries [is] not only lexical meanings and emotion, but also vital information about culture,

identity, and the dynamics of powerOEAO OO AADOOAO EOI(@MI1:287) 1 | OT EA

Separately,voice work, if not incomp atible, can add strain to what can be the time
consuming process of a group devised project. Certainly it was the case in th®erforming
Languagesb OT EAAO xEEAE AAEAOAA O 1/ AAAUBGO AOOAOC
x| OEET C (Podd Z5pedadtively, it was impractical to implement the voice work to
the extent that | had initially planned due to reluctance from the participants, at times, and
the overarching need for the ensemble to concentrate on devising for the performnce
guided where the research went.What might be suggested is that in future research
separate dedicated sessions to breath andoice work be scheduled into the group devising
process. This means that the necessary time is dedicated to fully implement whniques that

harbour such potential.

2 Qinklater Voice Training and Foreign Language Teaching: Enhancing language learning through
the use of performative vocal trainingd A collaboration between Griffith University (Brisbane) and
The University of Queenslandlooking at training a group of modern language teachers to implement
a Linklater-based voice studies project with a group of undergraduate students foltalian as a Foreign
language. The course ran from20142016.
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Although the use of overt physicality and gesture along with breath andvoice work
was employed in the 00 AO &l O ET Cprojedh lotged Alen&ridsdof the practise and
research became more pertinent which | discuss in the introduction to the project , in
#EADOAO &I OOh O0AOAI Oi ET C , AIACOADAORA A OB AsT B1 |
due to how the process evolved, therefore| chose to not to write extensively about it in
Part Two of this thesis. However, the earlier research was important as it provides some
useful insight into the use of gesture and breathand voice work in SLA and although
important they do not constitute a discrete part of the main thesis, the embodied nature of
the group devised theatre process means the influence of the body on the learning

experience appears throughout
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Methodology

Introduction

In this chapter, | provide a rationale for the use ofa case studyapproach and detail a
validation for each of the methodological choices thatwere made for the research. Amodel
is provided for the research orientation, which demonstrates the philosophical and
technical basis and formulation of the individual methodological choices. | go on to explain
the use of different methodological approaches of my practice and researchthat combines
the philosophical and pedagogical methodology of group devised theatre participatory
action researchand case study methodologies along with an outline of the main project
that constitutes the case study An account of the research design and methods | used for
the data collection, processing and analysis is thergiven. This includes a valuation of the
strengths and weaknesses of adopting these qualitative methods and is followed by an
explanation of how the data was analysed and the frameworks used to categorise and
interpret the data. An account of the ethical considerations that were made regarding all
these aspects of the research is providedo show how these concerns influenced the

methodological choices

The overall methodological reasoning that follows is based on what would most
satisfactorily and aptly aid the investigation of the main research enquiry of how group
AAOGEOET ¢ OEAAOOA AT A OT EAA x1 OE AQAOAEOGAO
additional language development. This includes considerations and questions about the
role of overt physicality in the language learning process. It also considers creative
collaboration in the form of a devising ensemble as a viable environment for dnguage

development in contrast to a more conventional higher education learning setting.
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Making the Case

Joe Winston reasons that the ®pistemological and political principles and
opportunities 6 of case studies (in the sense of how case studies emergeak radical
approaches to research) is particularly suitable for drama educators and researchers in that
case studies adhere to(ﬁractical needs and, moreover, find an apt articulation of the
knowledge created by drama as an art form(2006: 43) Michael Golby has maintained that,
for practitioners, case study @ uniquely appropriate as a form of educational research
claiming that it can @elate theory and practice, advancing professional knowledge by
academic mean$(1994: 9) which is very pertinenO0 O1 OEA AAOA OOOAU )

, AT COACAOG 8

The creation process of the case that is presented was an intrinsic part of the
research. This embeddedness may even emphasise the particularity of the case study
though, as Golby has warned, this paticularity should not be conflated with uniqueness, or
at least not from the perspective ofhow | am looking at the case, rather, justwhat | am
looking at (1994: 13)From this perspective, the assertion | make isthat the findings from

the case can, to some extent, be generalised.

Helen Simons strengthens this position by explaining that case studies have a
©Gapacity for understanding complexity in particular contextsd(1996: 225) However, like
Simons, | am aware that this may be seen as a weakness in the researéh that
generalization is problematic owing to the particularity of the subject being studied
(Simons, 196: 225) In response to this appraisal Simons offers the argument that case
studies are not merely limited in their applicability to a Gingle casébut, ®y focussing in
depth and from a holistic perspective, a case study can generate both unique andniversal
understandingso (1996: 225) In terms of generalisation, this thesis does not claim that

adopting the methodologies that were usedin the ®@erforming Language$case study had

89



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

the same effect on each participant nor, indeed,would have had in the use of those
methodologies in other settings or studies. However, afRoger Gomm Martyn Hammersley,
and PeterFoster posit, the idea that case study research can produce caal explanations or
theories as to the usefulness or effectiveness of those means is problematic in important
areas though this can only be resolvedihrough practical investigation of what is and is not
achievabled(2011: 25252) In this sense,alongside other pieces of researchthe ®erforming

Language$case studycan be seen as a small part in progress towards this potentiality.

As Golby points out, ©ase study is concerned with intelligibility (1994: 13)neaning
how the case onnects with other similar cases. There are various examples that allow for
the ®erforming Language$case studyto make this connection in the sense that there are
many groups or clasgsof language learners that have been studied. Indeed, there are many
groups, and individuals within those groups, of language learners learning through drama
and theatre that are relatable, @dividual and particular: like other entities of a similar kind
but never entirely identical with them 6 (Elton, 1967: 8) An example of such is Peter
, O O U Eabedstudy of the rehearsing and performance of a fullength play (Lutzker, 2007);
others might be Nicoletta Marini -Maio & Colleen RyanScheut® O OAAAEET ¢ ) OAI
the process of performing scripted plays or Stephen Boyd & Manfred Schewefor German
(Marini -Maio and RyanScheutz, 2010; Boyd and Schewe, 201Zje similarities to the case
study | present would be that all three studies were based on therehearsal process and
eventual performance of a theatre production, yet differing, in that they used play scripts

and wereperformed in languages other than English.

According to Simons, the concern for intelligibility in case studies does mean that it
must also accommodate paradox (as opposed to contradiction)She points out that {T]he
search for certainty, comparison and conclusiveness tends to drive out alternative ways of

seeingd(1996: 237)such as theindividual perspectives of the participants in the case study.
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This is echoed by LouisCohen, Lawrence Manion, and Keith Morrisond Wew of case studies
as providing interpretive paradigms @ understand and interpret the world in terms of its
actorsd(2011: 51Winston also warns that researchers should be aware that there myht not
be ®ne correct interpretation 8and encourages the consideration to@ocument alternative
understandings of the same evend (2006: 47) This understanding is duly considered
throughout the chapters that follow in Part Two, particularly so in Chapter Eight, ®essing
It Up As We Go Alongd Where | discuss the ®lurring §of my depictions and revisit and

interrogate my own interpretations.

Ethical Considerations and |Issues

In its encompassing nature, the parametes of what constitutes a case study can be
problematic. There have been claims that ategorising qualitative research as being a case
study is so far reaching, with boundaries difficult to define, and potentially including so
many projects that a strong citicism is that it might become meaningless (Stake, 1995: 6)
However, the character of case study allows the researcher leeway to understand the
phenomena being researched in a more nuanced and holistic manne@s a means of
understanding complex human situations and human encounter® and embracing the

paradoxical (Simons, 1996: 226)In the categorisation of this research as a case study, there

xAO 110 TTA AEOAOAOA OAAOGAS AO OOAERh UAON

case was the group of participants in the®erforming Language$project and the cases of
each of the individuals themselves. The dual (and, indeed, multiple) natureof this case
study is addressed throughout the case study in Part Two, especially so i@hapter Six, Jhe

Individual in the Collective &

My own place in the study z the ethical perspective of how my interpretation as a
researcher was regulated is alsoconsidered in terms of my relation to e individuals, the

institutions and the processes that constitute the studyd(Golby, 1994: 20) Ensuring @n
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appropriate form of objectivityd as Golby (1994: 20) stresses (while acknowledging
Objectivity as a@easel wordj was achieved through a combination of retrosgective data
analysis, detailed later in the research design and methods sectiorand seltreflection and,

duly, praxis as a practitionerresearcher It must be acknowledged, however, that some

parts of the case study concern researching parts of my practecand pedagogyz detailed in

Part Two, in particular in the chapters four and five, @he Ignorant Facilitator6and Ghe
Individual in the Collective §OA ODAAOEOAT U8 ' 11 AUGS he gigtiples@ODA OE
honesty and opennesg8] making all [8] intentions apparent to all concernedd(1994: 25)is

a position that had great bearing on the ®erforming Language$ project. This has great

OAT AGATAA 11T 1T U DPI OEOEI1T xEOEET OEA OAOAAOAE
role as theatre and language facilitatorteacher, and in the role of researcher. These

positions are discussed latter in the case study itself.

In disclosing the research aims, structure, methods and, indeed, the potential
I O6ATT A6 ET Al OEITAOO AT A TPAT S TATTAO AT A
aEEAAOAA8 O0AOOI T Al ET OAOAOOO ET OAEAET C6 OE/
contradictorily, potentially damaging to the authenticity and integrity of the research, along
with the vicissitudes in behaviour common when people are aware of big observed!
Therefore, the main stated goal of the project was to create a piece of theatre and that

would be devised, created and performedin English, rather than placing the focus on

learning or acquisition, per se or, indeed, the nurturing of self-efficacy.

Winston has made the case that ethical issues are ofte@elated to the validity of
the researchd(2006: 46), thus being intrinsic to the undertaking from the initial stages,
including how we acquire data and how this is disseminated, even before publication. This

began through the informed consent of the participants in the ®erforming Language$

1 This is often referred to as the ®lawthorne effectd coined by Henry A. Landsberger(Landsberger,
1958)
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project and was revisited throughout the project with the participants helping to decide
what data was acquiredand how. This is discussed is greater detail below.
7E1 00i1 COEAAO OO0 O1 21 AAOO %8 30AEABO (

addressing arguments dealing with subjectivity and objectivity (1995: 92102) Stake holds
that the epistemological challenges of validity to be @thical obligations to minimise
misrepresentation and misunderstanding proposing categories of triangulation: data
source; investigator; theory; and methodology (1995: 1%215¥ In line with Stakes guidance
to see if the subject (and data source) changed when seen idther times, in other spaces, or
as persons interact differently5(1995: 112}he participants had diverse temporal, spatial and
interpersonal experiencesduring the ®erforming Languages$project. Along with me as the
principal investigator, the participants themselves became ceobservers inthat they were
encouraged to give their impressias of, and observations on,the process throughout. | use
the writings of Ranciére (1991, 2004, 201ahd others including devising theatre theory to
provide a theoretical perspectiveon the research Methodologically, the interpretation of
the phenomena was channelledthrough diverse sources:interviews, observdions and

documents (both online and in handwritten form ).

Informed consent was ethically essential forthe study and paramount was the
OAOAAOAE DPAOOEAEDPAT 008 AxAOAT AOGO 1T £ OGEA OAAC
would happen to information they provided was addressed in both written form and
reviewed in verbal discussions throughout the project. In terms ofconfidentiality , research
participants were promised that their views or identities would not be exposed in undesired
ways and as | was engaged in @roject in sites outside of the University of Manchester, that
there was no conflict of interest. | endeavoured to manage encounters so as to minimise

power imbalances that may have occurred, including making research participants aware of

their right to withdraw from the research without giving an explanation.

2 Stake uses the protocols proposed by Norman Denzin imhe Research Ac(Denzin, 1989)
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A participant information sheet, following the University of Manchester proforma
for participant information sheets, was developed for the research project This consent
form is attached as an appendix (see Appendix 1).This was given to all research
DAOOEAEDPAT OOh xAO xOEOOAT OOAAET AOI U AT A EI
72 The name and contact details of the researcher (University email, address and

phone number only)

72 An explanation of the researchaims and what the research aimed to achieve
72 The reasons why the research participant was approached
72 The activities that the research participant would engage in, where these would take

place and how long it would take, including brief details of the kinds of questions
that could be asked (especially those questions that may have provoked strong
responses)

A description of what would happen to the data collected

The likely outputs of the research

A statement clarifying the limits of anonymity and confidenti ality offered

M ™M ®™W ™

A statement emphasising that the participant was free to withdraw at any time

without giving a reason

72 The name and contact details of the supervisor and the University of Manchester
Research Governance office

Participants gave written consentto participate in the study and for me to use the collected

data after they had reviewed the participant information sheet.

The research did not explore topics thatwere likely to cause distress,as they were
not specifically, for example dealing with or discussing traumatic personal histories or
experiences However, some topics were exploredwhich provoked strong feelings in

respondents For example, these were: explorations of identity, religious beliefs and
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practices, the representation of specific @mmunities in art and literature ; questions of
cultural difference; the production and reception of the performances, and the disaffection
participants often expressed theyhad towards the university (where the project took place),

owing to their perceived lack of status within the educational system there.

As the research took place across cultural boundariegMulhouse lies at the tri-
national border of France, Germany and Switzerland)and with a mix of cultures
(Italian/ltalo -Arabic/French, English, Scotish, Austrian, German), | took account of and
was aware of cultural norms in the research site/community andl took care to act in ways

that are respectful of these at all times

The working language of the researchproject was predominantly in English t hough,
understandably given the crosslingual nature of the project, there were pertinent moments
where the other languages known to the participants were used. As these oments of code
switching were discussed at the time(with an explanation given in English), or were stand-
alone moments (discussed inthe case study, it was not necessary to be fluent in those
languages and/or to use professional translation and interpretation servicesThis may have
meant challenges relating to communication and cultural awareness which meant that |
needed to be ready to call on my experience as a trained and experienced facilitator in
intercultural awareness and group dynamics and to facilitate discussbn on the issues

mentioned above.

Participants were photographed (during one workshop, by one of the participants
themselves) and audio-recorded during the workshop sessions and audierecorded when
being interviewed so that this data could be analysed andhe participants were assuredthat

this data would be erased five yars after the end of the project.
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Though the research participants did not find the research activities intrusive, there
was some concern on my part that the workshopsessions that took place onweekend days
might be tiring for the ensemble and this was tosely monitored with participants being
involved in the decisions on how the day would develop in terms of pacing of work in
creating the theatre piece. Again, my judgment as an experienced facilitator was used in the
case that in was necessary to alterne pace or style of the theatre work accordingly. There
was a slight possibility of minor muscular strains due to the physical nature of some ofthe
exercises, though none occurredAs a precaution and as an intrinsic element of the creative
process, here were @varm up8activities gradually and adequatelyto ensure the participants
were physically prepared for the following activities. Participants were made aware of the
requirements of each workshop session and they always had the option of noparticipation

in any of the activities in a particular session.

As attendance at artsmethods@manchester research ethics training is mandatory for
postgraduate researchers at the University of Manchester, | attended a research ethics
training session hosted by artsméhods@manchester (covering research ethics principles,
risk assessments, good practice when carrying out fieldworkand working alone) and
attended subject area research training sessions as relevant to my research. The research

project took place off-campus and arisk assessment isn the appendices Gee Appendix 2).

The School of Arts, Languages and Cultures Research Ethics Committest the
University of Manchester deemed the study to be one of minimal risk to participants and
that the probability and magnitude of harm or discomfort anticipated in the research was
not be greater than any ordinarily encountered in daily life, or during the performance of

routine physical exercise.
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Research Design

Professional Practice and Research

| consider my professbnal creative practice and research as PracticasResearch
j 0A2g8 ) Al OEEO A l111TxETC 21 AET .A1 O 1860 A/
xEEAE DOAAOEAA EO A EAU 1 AOGETA 1T &£ EIT NOEOU /
| undertook constituted the mode of inquiry. Regarding the second requirement, | present
evocative instances thraighout the thesis which relates the collective creation process,
theatrical performance and other cultural practice that came about because of the project.
(T xAOAOh &I O OEA DPOODPI OAO 1 £ -KOEGEOA OEARGAEND A E &
. Al @O TABMOAOEDOEIT OEAO EO OAOAxO EOI T h 10O EC
traditional word -A AOA A @1® i10DA debate on the terms with many nuances and
differing interpretations w ould not be appropriate for this thesis; it is extensively covered in
other literature (for example, see Allegue Fuschini et al., 2009; Kershaw and Nicholson,
2012; Nelson, 2013; Barrett and Bolt, 2014)may suffice to say, once again using a Nelson
AAZEET EOET 1 h -ddrfs /s Giherertd it thé praEticeGand the practice is at the heart of

OEA ET NOEOU A2013: 1IA)0EAAT AAO EOG

Research Procedure

The practice-based research that formed the basis of the main research project was
group devised theatre.Group devised theatre (ensemble devising or collective creation) for
the purposes of this methodological approach, refers to the process and product of creative
collaboration by a group of participants. The creative collaboration, n this case, was for the
ensemble to generate and assemble a performance through theatrical activities such as

improvisation, exercises and rehearsal, inclusive of the resultant production and discussions
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about the process at all stagesGroup devised thedre practice has differing methodologies,

which are outlined in the introduction to the main project case study and expanded on in

the following chapters. Many of these methodologies, though, adhere to a particular ethos

of democratic, non-hierarchal practice along with claims of the emancipatory potential of

this approach.2 As with most devising processes, rather than from conventional notions of a
pre-AGEOOET ¢ OAOEDPOh EO AACAT xEOE A OATCGCA 1 &
experiences of the ensemble members as language learners, university students and
community members of the wider area, and the interests and tastes of the ensemble as a
collective or individually. Some of these elements and how they shaped the devising process

and performance are discussed in each of the following chapters.

My experience in devised theatre and language teaching came from creating
interactive theatre shows for language acqusition purposes, working on devised shows and
facilitating courses emerging from my professional context as a language consultant and
teacher and the project was part of the process of establishing my practice. The pliability
and openness of devising appdad to me as a researcher and practitioner in SLA and
theatre. This was because the aim of the research project was for the participants to design,
create and produce as many facets of the performance as they felt capable, and they could
decide on what final form the performance would take. | saw this approach as being apt to
tackle issues that | had previously encountered working in and attending language learning
classrooms that employ textorientated, desk-based methods which | feel do not address
concems regarding physicality and selfefficacy. In such an environment, my own

experience of being a learner and classroom teacher saw restrictions on physicality in

3 There is a wide and complex discussion on the validity of claims that group devised
theatre/collective creation has a more democratic ethos than other systems for creating theatre
(Syssoyeva and Proudfit, 2013a, 2013b)
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engaging with the target language, produced a sense of aloneness and limited the

opportunities to practise among students.

Process drama, along withad hocuse of theatre games in the conventional language
classroom, is the more prevalent approach in researching drama for language acquisition. It
has been shown to be successful in addressing mangspects of SLA, especially irboth
primary and secondary schools (Winston, 2012; Winston and Stinson, 2014) However, my
preferred practice of devised theatre presents a much less chartered, liminal space in which
to position my research and offers different elements to the approaches mentioned above,
including a form of event or performance to culminate the process? Scripted theatre to aid
language acquisition has also been researched and has had beneficial outcomes for learners
such as the ones mentioned above in the section®aking the Caseéd It has certain
limitations , though, which made it less apt for my research. Scripts tend to have an
emphasis on the text and therefore memorization of words becomes paramount which
Al T OOAOOAA xEOE OEA DOl EAAOGEO ET OATOEITT 1 ¢4
underpinning necessity for precision that demands a set of theatrical and linguistic skills
which would have meant a different orientation for the research. Instead, my intention was
to build on a group devised theatre research project for language acquisition that formed
the basis for my MA thess submitted in June 2010.The research project had proved very
successful in many aspects and especially so with issues regarding confidence and

physicality.

My study used a participatory action research methodology, regularly assessing and

evaluating the main research project. This decision was guided by the criteria for using

4 There has been some debate on the topic of process drama dnwhether there can be a
OPAOAEI Of ATAAS AO OOAE j OAA OEAUUITE ail YBh AITTCcCC
process drama involves only the participants themselves rather than an outside audience.
S4EA DOT EAAOG xAO AAlok flate idMediYEHODN) ok Géptenibieri2008Npril
2010.
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action research suggested by Jean McNiff and Jack Whitehead®ction researchers
undertake their enquiries for two main purposesj firstly, @ contribute to new practices
(this is the action focus of action researchj and secondly,@ contribute to new theory (this

is the research focus of action researct®Whitehead and McNiff, 2012: 45) | chose this as
one of my research approaches because as an educator with the dual roles of practitioner
and a researcher it was apt for thepurpose of the ®erforming Language$project. This aim
was the experimentation with my theatre practice, specifically group devised theatre for
SLA with a participatory population intending to affect change in an areaof concern with

the objective of producing new theory to support this approach.

I AOETT OAOAAOAESO OAPAAOGAA T[T AOETA T &£ bl /
and critical consideration before the next cycle begins(McNiff and Whitehead, 2002) has its
OiT 1T 00 EI &OAEOAEO Al T AAPO 1T £ HPOAGEOH X DO/
action with praxis being described as involving engagement@ a cycle of theory,
application, evaluation, reflection, and then back to theory6(Freire, 1998 75). From this

cycle of actionreflection-action, based on my postsession notes and observations, |

developed my own theories of practice in theatre for additional language development.

Data Acquisition

The source of the data for the analysis of this ase study comes from my practitioner
journals, session plans, and from the field notes made during the collective creation process
and performances. It also comes from the reflections from participants throughout the

project and responses from individual and group interviews.

My research tools were: audierecorded semistructured interviews, field notes on
the sessions, a project blog, a Facebook group page which included online written

discussions between the group members. Oral discussions took place tbughout the length
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of the project, discussing the workshop sessions and all other aspects that they felt the
devising process encompassed along with the effects of the process on their English.
Sometimes this was during the workshops themselves and someties during breaks, for
example, while we ate together. The orgoing discussions helped gauge thinking over an
ongoing period replacing the planned multiple interviews that were to take place through
the project. This came about because of the organic emergee of the discussions during
the workshop sessions and at meal times and breaks. This approach appealed to the
participants as it was less formalised and less conspicuousl{esearchd It was also an
inherent (and important) part of the devising process and therefore meant the reflection

and research was imbedded in the process.

The project blog was set up summarising each workshop to which the participants
were requested to respond. However, a Facebook group, set up by the participants
themselves, betterserved the dual purpose of discussion about the performance production
and collaborative writing. There was also a video of the final performance (filmed by a
relation of one of the participants) that was used to complement my own reflections and

observaions.

Participant Observation

According to Robin R. Alexander, participant observation @ a group of methods
that stresses observation in the setting including, observation, analysis of documents
connected to the subject(s), detailing of events and inerviewing (1982: 63) He further
stipulates that it @quires in-depth interaction because the inquirer adopts the role of
subject within the research situation6(Alexander, 192: 63) This is supported by Piergiorgio
Corbetta who describes participant observation as a procedure where a researcher positions

themselves in a social group and establishes a relationship and interaction with its members
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(2003: 236) The researcher can then illustrate the actions of the group and the individuals
within it and, duly, form an understanding of their motivations, along with analysis of the
role of the researcher themselves, wigh enhances the possibility for richly detailed and
balanced description. As | was part of the theatre ensemble in my role as facilitator, it was
an intrinsic obligation to participate during the project, and therefore not only was
participant observation an apt choice of method, it was also one that was, again, imbedded
in the research process. To achieve a more detached observation as a bulwark to the

researcher bias this may induce, one of the main methods is the use of video recording.

The use of film and images and ethnographic research have advanced together from
early in their development (Henley, n.d.) and the use of video is now a common method in
social science aud educational research(Walker and Boyer, 2018: 3)especially with the
advent of high quality, affordable, digital equipment and has therefore ®ecome an
increasingly useful tool for researchers to gather data, aid in analysis and present resufis
(Walker and Boyer, 2018: 2)It is also a valuable source in theatre research. For example,
Winston sees video as important evidence as it permitgfurther viewings of the drama workd
and also allow for Gcrutiny of complex spatial signifiers beyond the scope of an otervation
sheeBsuch as@atterning of spacsddand @EA AUT AT EAO 1T £ OAOEI BO b/

that could give evidence of gendered use of spad®013: 5455).

This was an important consideration for the ®erforming Language$ research
project. The videoing of the project would have created more than 70 hours of film and
would have provided a rich source of data while allowing, for example, for more complex
readings on the power dynamics at play throughout the project. Indeed, there was
consideration of the use of multiple cameras to attempt to capture the experience of the
workshops and rehearsal process more fullg ! 6 ( AOOU 7711 AT OO0 AAOE
AAAOI OI ACA Al 1 (1OEA35)/EA 0 Avoidithe@emptationd o merely produce
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reams of datg more cameras would have produced this result. Also, as with any medium,

video would still not capture the entire process (Walker and Boyer, 2018: 3)Even though

the use of video affords the researcher the capacity to use anceview the data in different
modes, and it may be a more reliable tool than the memories of participants and
OAOAAOAEAOO O OAOEOEO AT A OA&EI AAO 11 h OEA |
IO OFAAI & |1 #EwhatBvathév(REasoh G deérfibed as 'livenesg2004: n.p.) z

or, indeed, the English language development of the participants. In respect to the
positioning of the camera, whether it be single or multiple, there is also the ethical issue of

who gets to decide where the camera pointsz perhaps that could have been part of a

democratic negotiation yet the discussion on technicalities regarding research

instrumentalisation may well have been confusing and off putting for participants.

Ultimately, though, the decision hinged on the informed opinion of the participants
and there were some members that felt they would not feel comfortable being filmed. This
response may have been negotiated and satisfactorily resolvedet; for me, there was a
major concern around the inhibiting sensation of being recorded during the creative
process with people new to devised theatre. This may have put adversely pressurised or
distracted participants and may have affected the participan© 8 -effidacy/Ehe aim of the

research.

Interviews

As we interview people to @nd out from them those things we cannot directly
I AOGAOOGA yAOe 8 7A AATTT O 1 AOAOG6(RattasR80p: BAXC O h
341) the participants were interviewed individually for, approximately, sixty minutes at the
end of the project; a group interview-discussion took place at the final sessiorinvolving the

entire ensemble. Lengthy, semktstructured interviews were useddue to their flexibility in
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allowing both the interviewer and interviewee the time for deeper discussion on the points

of enquiry and leeway for more openended discourse on topics indirectly linked with the
research enquiry to emerge. Michael Quinn Pattm tells us that this offers @exibility,
spontaneity, and responsiveness to individual differences and situational changé&g2002:
343) This can mean that as semistructured interviews do not follow a systematic process,

as in structured interviewing, they are more difficult to analyse (Patton, 2002: 343)
However, as the overall aim of the research was qualitative and affectual, in terms of
understanding and knowledge, this style of interviewing was more accommodting. Also, as

the interviews took place only with the members of the ensemble, connections between
AAAE AEEEAOAT O PAOOEAEDAT 006 OAOPI T OAO xAO

been with a much larger group of interviewees.

All these researchinterviews, including the group interview, took place on the 13"
April 2015, except the one withChloe on the 18 April 2015 and the joint one with Constance
and Nadine, which was on the 12 of June 2015The interviews were based on the research
questions to result in a consistent process of data collection across all interviews though
there was space for discussion to grow allowing for participants to steer the conversation. |
used an interview guide with questions directly related to the research enqiry such as
O(1T x AT Ui & mAAI AAT OO Ui 6O AAEI EOGU ET %l Cl E
AAAT Ul 6 xAOA AAIT A O AiT1 OOEAOOA Ui OO EAAAO
was explained to each participant individually at the stat of each interview. | have included

excepts from three different interviews as documented evidence (see Appendix 3).

Data Processing and Analysis

The source material that was collected as part of the research project, included

interviews with participa nts, field notes, and other documents containing research data,
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such as the online interactions and writings of the group on social mediawas thematically

coded to identify the most prominent themes from the case study, which were related the

to the aims and objectives of language learning. Some of the coding categories for the data

emanated from the research questions which informed the design of the project. Other
categories emerged throughout the process influenced by whathappened during the
devising process. The coding categories discussed in this analysis include: sdfficacy;
understanding of power relations and dynamics; understanding and opinion of collective

creation; sense of identity; and the role of friendship in the creative process.

| then organised the thematically coded data using a spatial technique, placing
arranging and, duly, re-arranging, colour-coded postit notes on a large wall in accordance
with thematic categories. This allowed the findings to emerge organically with ideas or
concepts being reinforced or relegated accordingly. This also helped to format the shape of
my thesis finding that | needed to employ a portfolio methodology to describe the different
approaches. Thisspatial arranging and coding method was conducive as it povided an all
over more physical way oforganising the source material during the analysis which was apt
given the emphasis on the importance of bodily movement in my thesis. It allowed me to
walk and move in a much more physically engaged manner and adwed connections to be
readily visible and/or reshuffling those connections by moving a thought, theme,
theoretical concept or writer from one section to another. | then combined these themes
and my interpretation of them in the research project with ideas from specific authors from
the literature review and writers and thinkers in the fields of devised theatre, and both the
use of creative collaboration in education and physicality, including breath and voice work,
in language learning. In some way it wasan extension of the devising process, producing

surprising and challenging connections and, sometimes, contradictions.
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Specific moments or instances from the project that reflected or represented the
themes are the practical content that | analyse throughat the chapters. These moments are

captured in phenomenological descriptions orvignettes, explainedin the following section.

Representation of Data

As my methodology is based on practitionerparticipant observation and reflection,
| describe specific irstances, as well as my responses as a practitioner and planning that
took place during the devising process. The narrative is constructed from my practitioner
journals, planning sessions, participant responses, interviews with participants and records
oftEA OAOOETT O OEEO Aii AETAOQOEITT bDOI OEAARAO -A A/

researcher and the voices of the participants.

Heeding3 O AGE ABSI D1 1 OA O E VidarioGslexp&iénkedoh thd réader, to give
OEAI A OA7T OA l(1@@5:GAikKIES iCorighalA Giveddne evidence via a series
of impressionistic vignettes to examine and analyss the beneficial aspectsof creative
collaboration for language acquisition and part of the artist crafting of the methodology.
This is in line with Simons insistence that the use of case study shdd @pproximate the
Qvay of the artistt8 ET AODPEOET ¢ O A Ahdimiii®whitelsthvingtb OA OF
®mbrace the paradoxes inherent in people, events and sites we study and explore rather
than try to resolve the tensions embedded in then©(1996: 237) Winston, citing Simons,
cals £ 0 AOOEOOOU ET OAOAAOAER 11 OEI ¢ OEA OEI
researchers which can be irregular and uncertain2006: 45) The vignettes| have included

capture significant moments or aspects of the process in a form that intends to elucidate for

OEA OAAAAO OEA OAT OAGEPT 10 OEAAI & 1 & OEI OA

® This echoesCollette # T T O [2008) @mployment of phenomenology as a too) as mentioned in the
literature review chapter.
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The reason behind this approach is that, adDeirdre Heddon and Jane Milling point
1 6060 ET AAOCEOEIICAI DOAROEAIAA BXOI AAOO AOA y8e
El OCcli OOAT 8 AT A OAAT OAET cCcO AT A T10AO0 1T AU 1160
AT A@bl AT ACET T 1 £ R008: 23 THisEs furthed exdcekbatdd by the
OAT 1 OOAT O mi 1 AET ¢ AT A EAOI OET C 1T £ ElodctioiAT AA
AT A AT AOI AVik® Re@rkoh btd in Heddon and Milling, 2006: 23) Thesevignettes

OEAOA A OA OAOOA O AADOOOA Al AOOATAA A 111

Ei BT OOAT O 111 AT 006 xEAT A@AI ET ET ¢ (2001A40)01eO A A
OAOU TT1TOEIT 1T &£ OEI i OCAT O 111 AT 6068 AAAT T AO A
Part Two of the thesis, thus adhering more toLeonard+ I OBT 6 OCCAOOEI T OEAC

AZEOOO ET OEA ET AT T ODPE A2008010). ThAel viinetieOakeOtheirefore, A A

a feather-dusting of the fault lines rather than a beating of the bounds.

®erforming Languages & A Case Study

Following the research in the pilot project presented in the article chapter, Let Me
Hear Your Body Talk the research for the main research project®erforming Language$
was also based on a qualitative approachThe Performing Languages projectcan be

categorised @ a case stulyAO EO xAO Al AI PEOEAAI OOOAU

stipulations that it :

8 investigates a contemporary phenomenon within its reallife context,
especially when the boundaries between phenomenon and context are ot
Al AAOT U AGEAAT O 8 EIT A OEOOAOEITT yxEOEe i
OATEAOG 11 101 OEPI A OI OOAAG 1T /&£ AOGEAAT AAn
development of theoretical propositions to guide data collection and analysis

(2009: 18)
In the sense of scope,the project covered the process of devising, rehearsing and

performing a play in an additional language playover a specific period of time, including

107



'Ol 0D $AOEOAA 4k AAGORO AEL O '1OBMEEOGEOET T 6

the effects this process had on their competence in English with considetion of influences
on the participants from outside the project. From the technical point of view, there were
various data sources that considered the context and treatment of the data from a

theoretical and ethical position, as detailed in the previous ®ctions.

O0AOA&I Of E1 C Reshdrct PréjegctAGfine: Setting and Participants

p>

AEA OO0AOAEI O ETC , AT COACAOGS DOl E ANdvdrrisatA O
the Université de Haute-Alsace in Mulhouse, France with students from diverse cultural
and linguistic backgrounds as part of my doctoral research at University of Manchester into
the use of group devised theatre for language acquisition in adult.This involved creating
an original theatre performance in English over a 12veek period, which wasperformed as
part of Journées de la Culturat the Université de Haute-Alsace on the 8th and 10th of April
2015. All the creative and developmental aspects of the project were carried out in English.
This included improvisation, group discussion, script writing and written communication,

AT Ah T &£ AT OOOAnRh OEA DPAOA&E Oi ATAA &£ O OEA Al
lecturers, parents, visitors from a local arts organisation and members of the public that
wished to come along.An account of the final performance can be found inthe appendices

(seeAppendix 4). The theatre-making group named themselvesEnsemble Firefly

The project engaged group devised theatre, using its methods and methodology, as
a vehicle for participants to improve on their communication and language skills in English.
More specifically, this aimed at improving their confidence and seltefficacy in using the
English they already had. The activities and session concepts for the project were based
upon those commonly used in theatredevising and geared towards exploring movements of

the human body and the role this plays in communication. The activities were sourced from

7 NovaTris is an institute within the Université de Haute -Alsace that promotes multi-lingual
education (mainly French, German and English).
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the work of various theatre practitioners along with ideas developed from my own
experience in the applied theatrefield and language teaching. The group met on a weekly
AAGEO 11 -TTAAU AOGATEI CO A O A x1T OEOET D 1T £ (
met on three weekends for creative workshop sessions and, toward the end of the project,

for rehearsals. In addtion, the ensemble members collaborated with other members of the

group outside these times. This resulted in a time commitment of over seventy hoursTo

give a flavour of the theatre activity that took place during the project, descriptions of four

separde workshops are provided in the appendices (see Appendix 5).

There were eight ensemble members, aged between 20 to the early 30s (most were
20-23), plus me. The research project aimed to accommodate &0 participants to replicate
the general size of a comentional language classroom for adults. There were seven females
and one male. Two of the participants identified as Italians (one an Erasmus student,
Federica, the other, Aliya, whose family had settled in Italy and were originally from
Morocco), one Audrian (Nadine), a Scot (Constance), a Suisse (Chloe), and three
participants were French (Louis, Valérie and Julie) All the names of the participants have
been anonymised. All the participants were intermediate/upper -intermediate learners or
native speakes meaning there was a proficient level of English with regard to
comprehension and fluency® A more detailed biographical description of the participants
along with appraisals of their theatre competency and linguistic ability in English is

provided in th e appendices (see Appendix 6)

Three participants were from the English department and one from the school of
Translation. Two others studied chemistry and two patrticipants taught English and German
at the Université de Haute-Alsace. One of these two teachrs/lecturers, Nadine, was initially

intending to participate on an even footing with the other participants (who were students),

8 B2 and one C1 in the Common European Framework Reference scale.
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taking part in the interviews, exercises and, also, the final performance with the rest of the

ensemble. Her participation, however, was less involved than planned due to other
commitments at the weekends when much of the performance was developed. The other
teacher/lecturer, a native English speaker, Constance, was only initially going to participate
for the first couple of workshops, yet stayed with the project in the end, helping to organise

the rehearsals and performances, and provide technical support during the show along with
the other teacher. They became my confidantes and privy to information about the project

in connection with administrative matters involving the university that were not discussed

in depth with the other patrticipants .

Conclusion

In this chapter, | have provided a justification for the use of case study for the
®erforming Language$research project almg with the motivations and reasoning for the
methodological choices. The ethical considerations and issuesof the research were first
discussed, and an explanation provided for the decisions | made in this area. | thedetailed
the research design which isted a description of my theatre practice and research, the
research procedure for this project including how the data was collected, proces®d,

analyA A AT A POAOAT OAA8 &ET Aililunh ) AARAOAOEAAA OE

This methodology brings to a close the first part of this portfolio thesis which
consists of three chapters. First, there was a literature review which has five main sections:
Jheatre and Drama for Additional Language Learning @roup Devised Theatrd Gecond
LanguageAcquisition § The Bodyd and @nfinishednessd The second chapterwas an article
OOUI A PEARKD AM 1(AAHO ®T OO0 "T AU 4ATEqd O%oPAOI
Language Acquisitiondalong with an addendum. The chapter described OEA O %@DA OE /

OEA 71 O Aedeard projecOcreated to investigate the applicationof theatre devising
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strategies for language acquisitionand teaching. The findings suggesed that the use of
physically based theatre activities, with a focus on the role of gesture aml voice and
breathwork, give a heightened awareness of nonverbal communication. This benefited the
participants in terms of lessening their communicative anxiety when using the target
language.d EA OEEOA AEADOAO ET 0AOO [ idédd axafiobaleGE A O-
the choice of a case study approach and an account of the research desigivhat follows, in
Part Two of this thesis, is the application of the methodology to the examination of
practice-based research carried out as part of an ensembldevising project for additional
language development It addresses some of the issues and challenges raised fart One
along with other factors that arose from the further research that took place after the pilot

study through to the end of the O&formil ¢ , AT COACAO8 AAOA OOOAU
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PART Il
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Chapter Four

Performing Languages in a Community of Equals:  An Introduction

This case study examines the use of group devised theatre for additional language
development which challenges more conventional cognitiveorientated approaches and
ET £ Oi 6 OEA OAlI OGAOT AGEOAS 11TAO ET OEA AAAAOD

education along with other drama-based approaches such as process drama

This second part of the thesis explores various facets of both themethodology and
methods associated with group devised theatre collective creation and ensemble devising
(terms | use interchangeably explained earlier in the Oiterature ReviewSchapter) and their
influence on confidence or selfefficacy in an additional language. Part two of the thesis is
AAOGAA 11 A AAOBRerfoni@ Addguabed grodiE devis€ll theatre project
including the process and performances, which took place from January toJune2015 at the
University of Mulhouse in France. This part of the overall thesis contains six chapters: Jhe
Ignorant Facilitator  @he Individual in the Collective § ®oicing Identity §andO- AOGOET ¢ )

'O 7A ' 1. They &ré Idbkended by thisintroduction chapter and a conclusion

chapter.

The next section in this introduction discussesgroup devised theatre/collective
creation.) O 1 001 ET AOG AT OAl Al A sAtkiénoddey andemansifadi A E A
foregrounding the exploration of this in my practice. There is a discussion of the notion of
OCOl @81 DO Al OtheAte frachtioner @idAnistorian, Kathryn Syssoyeva, as
being the essence of ensemble devising. | relate this to the notion of friendship anthow the
forming of friendships, an argument developed in the following chapters,influences self

efficacy for the language learner.The next section introduces what Dwight Atkinson
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AROAOEAAO A0 OA1 ®@Aandudyd &cquisitioh had MalveAbddn Addéoped in
the last two decades(2011b) These alternative approachesare referred to and expanded on
through out the following chapters and are interweaved with how | applied theatre practice
to the concerns outlined in them. | then turn to the concept of @ommunities of Practiced h
which is an influence on one of the alternative approaches, and | outline the bearing it has
on the process of creating a devising ensemble. Following thid discuss the notion of self
efficacy and how it plays a significant rde in SLA. Accordingly, throughout the following
chaptersthere is discussion of how my practice and research inforrathose approaches and

theories.

The concluding section of this introduction gives a brief outline of the four main
chapters, each giving gparticular perspective from group devised theatre practice and what

that offers to the broader research inquiry of this overall thesis.

O' O OPb1Thd BsBagjce of Collective Creation and Friendship in  Addition

Language Development

In assessing what onstitutes collective creation there areconflicting and sometimes
contradictory definitions to be found from group to group (Heddon and Milling, 2006;
Govan et al., 2007; Syssoyeva and Proudfit, 2013a, 2013b, 2014 is the ca® regardless as
to whether the collective is professional or community -based and liable to change even
within the same collective (Heddon and Milling, 2006; Govan et al., 2007; Syssoyeva and
Proudfit, 2013&, 2013b, 2016Kathryn Syssoyeva finds that any precise description insists on
caveats and closer inspection leads to elusiveness; elementally, though, what remains is

clear:

By way of a working definition of collective creation, this seems to leave the

following: There is a group. The group wants to make theatre. The group
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choosesz or, conversely, a leader within the group proposeg to make theatre
using a process that places conscious emphasis on thgroupness of that
process, on some possible collatrative mode between members of the group,
which is, typically, viewed as being in some mannermore collaborative than
members of the group have previously experienced. Process is typically of
paramount importance; anticipated aesthetic or political outcomes are

perceived to derive directly from the proposed mode of interaction.(2013a: 26)

In the ®erforming Language$ project, there was a group. The group wanted to make
theatre. As a researcheipractitioner, | proposed that we should collaboratively create a
PDEAAA T &£ OEAAOOA xEOE OEA AEI I £ AAOGAI T PEI
members found this mode of learning was more collaborative than they had experiencedto

varying degrees)AT A AO xA DBOT COAOOAA xA AEOAT OAOAA A
itself, again, like collective creation, being difficult to clearly define, seemed to emanate

from a combination of a shared experience, a specific purpose (to create a performance) and

the bond of friendship, fraternity or perhaps in a theatrical reference, complicité.: The third

of these elements, the bond of friendship, begins tobe discussed towards the end of the

next chapter, Jhe Ignorant c AAET EOAQT 06h AT A EO AEOOOENRS® AgH

friendship is shown in Gitermittent acts of emancipation 8Rancii re, 2013: 83)

Friendship can be discussed in the variety of its particular, and sometimes peculiar,
characteristics and, indeed, in the subjective nature of suchdefinitions. Instead, it is the
way friendship effects x EAO 41 AA - AU relAtidr® Af @dudithéhat A i© Bxpldded
in later chapters (2013: 70)May holds that the balance of give and take in friendships does
not give the relationship equality, but that this balance is even taken into account (2013:

70). He further explains:

1 From Late Latin complic-, stem of complex Qartner, confederateilh A£O0T I , AO®H AT i
togetherd and in reference to the devising group Théatre de Complicié.
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We look at our friends as our equals, not because they are equal in measure to
us but because equality of this type is, to a certim extent, beyond measure. The
equality here is an equality of two or more people who take one another not as
equals in this or that characteristic but, we might say, as equals, period(May,
2013: 70)

&1 O TU pOOPT OAOh EAOAh ) OAEA -AU80O AT T AADPO
you down, can compete, can annoy and fall out of favour.So, taking groumess as a
beginningh OEA AOT 1 OET ¢ 1T £ EOEAT AGEED ET OEA OAI
pedagogical and devising processFrom the elemental yet unclear and perhaps messy roots

of groupness, the complex and rhizomaticconstruction of friendship is developed where a
relationship z educational in the case of this studyz is rooted and imbedded and not a
superficially imposed artifice. This aligns with both the Complexity Theory and
Sociocultural Theory approachesto language developmentwhich see languagein a more

holistic manner and acknowledgesthat it is, for the most part, practised in the @ealdsocial

xI Ol A j xEEAE EO Al Ol.Laddudg®ials@intriddicdly ap@ipaeivite O E A A
and therefore training to speak to only one point of authority is surely amiss. Instead, by
incorporating more informal and varied communication the learning cohort becomes a

supportive and challenging structure beneficial to the overall confidence in the individual

to step out into the real-world environment.

2A000T ET ¢ OF 3UOCOIUAOGABOG AT TAAPO T &£ cCOIi(
describing the implications for using a collective creation approach and, by extension, what

that means for the language development process:

Processual method maywell be ideologically driven in so far asz historically, at
least z collaborative creation has often constituted a kind of polemic-in-action
against prior methodologies that the group has known: an investigation, a

reinvigoration, a challenge, an overthow. The extrinsic and/or oppressive
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structure, if you will, that the group perceives itself to be challenging through
the generation of a new methodology may be aesthetic, institutional,
interpersonal, societal, economic, political, ethical, or some admixure thereof.
(2013a: 6)

The embracing of nonhierarchical structures inherently challenges both traditional
methods and institutional authorities within the second language learning field. It also
AEAT T AT CAO OEA EACAiITTU T &£ xEAAO AAOAAOQEIT.
continued hierarchical structure. For example, ollective creation in the 1960s provided a
@olitical response to the hierarchical structures of the established theatrd (Govan,
Nicholson, & Normington, 2007, 478 ( AOAh &l O ebtdblishedEDA ADDE DA
OAAA AO OAOOAAIT E OE Adver theAdlo@iGgdfquAchabterd, © vial dxtend 8
OEA ODbOi AAROOOAT |1 AOET A8 DOT OEAAA OAT ET OAO
I OAOOEOI x6 EO AT Al UOAA AU AgAiETETC i11ATO0O0
Among the different elements that provide the foundations and theoretical
structure for group devised theatre, the ideological stance of egalitarianism is the one that |
examine in the following chapters in relation to additional language development. | algue
that by adopting egalitarianism as a pedagogical guide, a more supportive, emancipatory
learning experience is formed that can address obstacle® language learnerdevelopment.
These impediments, to what Peter De Costa and Bonny Norton specifically identify as
confidence, motivation and investment, are caused by power relations and pressures found
at various levels: micralevel z social activity; mesalevel z sociocultural institutions and
communities; and macro-level z ideological structures (2017) These and other concerns
identified by the alternative language learning theorists (discussed in the next section) can
be addAOOAA AU AAT POET ¢ AT A AAAPOEIT Ch ET B6EOGCE

by the theatre director Robert Lepage OOEA DHi OOAI EOU 1T £ PAOODPA/

2 Some of these issuessuch as language anxietyfHorwitz et al., 1986) are discussed in chaptes four
and five.
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01l 0D $AOCEOAA 4K AAMOORO A O 'OBMGE OEOET 1
ET OAOPOAOGAOQGEIT T O ¥y (@85 &)and adoplyin® hérEt® e additionalé
language learning process. This is done irpart by explicitly and implicitly negotiating the
influence of what Ben Highmore sees as interchangeable terms forOOEA AAT OA x /
AAOGOEAOCEA @Q@0: MBANEIOE ADIS ( ECEI T OAh 0EAragdss " 1 O
z both linguisticand cultural3h ' OACIT OU " Athodd@EhdHighnark hirdselffetms O

it OOEA AAOOEAOEAOC T £ OI @ikl in High#ioke) 2010355 OT AE A

Considering this, my proposal is that group devised theatre, taking collective
creation as its (albeit moot) ideological guide, creates a vehicle for cooperative and non
hierarchical collaboration that can be used to address issues raised by the alternative
approaches to second language acquisitionl. now outline these alternative approaches and

how they are compatible with the methods of group devised theatre.

O!''1 OAOT AGEOGA ' ppOT AAEAGE O1 3,!d #11 Dl AGEOUN

Among the six alternative approaches that Atkinson(2011bhas ascertained in this
thesis | work predominantly with three of them and the issues they identify: Sociocultural
(Lantolf, 2011) Identity (Norton and McKinney, 2011; Block, 2013; Norton, 2013, 201&)d
Complexity Theory (Larsen-Freeman, 2011, 2012approaches® These approaches sdeto
integrate the individual learner and the larger social world; they all acknowledge the
messiness both from a research point of view with the collection of data being extremely
AEEEEADGI O Oi ACCOACAOA AT A OEAO OAAWEMY C |

i AT OA1 OUOOAI O AarkenFreehadnf2010:149)EAAAG

3" T OOAEAOG O E A Miscudse® inpak dnE @ Di®thesid C
4R OAI AOGAA OAOI O AghtBoE theDGED Ediirtitiond 4sAEH A (EITOAT DOl
goOAOT ET ¢ 10 ET £ ONOERT QOANAEOAGH EAT A1 AACA AE DI A
(Oxford English Dictionary).
5Highmore claimsh O%OET O 1 ECEO xAl 1 AA ApPPOI AAEAA AO Ol
DT 1 UPEITEA AEI AT OEIT | OO@01& A28)Mé hisdEsked Aethds Las 12iGgO A O C
Ol i AOEET ¢ OEAO 2A1T AET OA AAI [2013,@BA OAEOOOEAOOEI T I
6 The Complexity Theory approach is éso known as the Chaos Theory apprach.
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The main proponent of a Complexity Theory aproach to second language
development, Diane LarserrFreeman, has noted her own change from a strictly cognitive
orientation. This orientation remains the mainstream academic norm and sees language as

a fixed system comprised of dictated grammatical principes. LarserFreeman now adheres

0o

to a more complex structure and understanding of01 AT COACA AO A AT 1 Bl Ay

which emerges bottomOP £O0T 1 ET OAOAAOCEIT T O 1T £ 1 01 OEDPI A

rather than a static system composed of topdown COAT | AOEAAT 0OOI(2d1:

| O

49). Aligned with this, Larsen-& OAAT AT BT ET 60 1 066 OEAO OEA b

situated, and likAT U | O1 @#11ALQ)EMshdstobvious parallels with group devised

theatre given that Scott Proudfit and Kathryn Syssoyeva see collecth AOAAOQOET T AOA

artistic form and a social practice, which, in the very structure of its creative processes,
appears to foreground the complexities of give and take that lie at the core of all human

ET OA OACAIG# 26) 6

The emergence of the idea, albeit in its infancy, for a Complexity Theory approach
to SLA signals the need for a multifaceted approach. "his would combine an open-ended
process and product encompassing elements which are not directly or immediately evident

Z the peripheries and beyondz of educative activity. The Complexity Theory approachalso

calls for engendering a positive sense of unfinishednessighlighted in Larsen-& OA AT A1l

0 (

I AGEAAT AETEAA T £ OAAOAIT T RlardenBdéeman 20MENA he OE A

AT11AAOEOA AOAAOGETT 1T T1TAAl 1T &£ OPI Il UDbEyssoykha, 11 C

2013a: 4) accommodates this understanding and its complexity. Accordingly, the
negotiating of the relations of power within the learning environment foregro unds the
adoption of the democratic ethos that is eminent in the group devised theatre proces$ Its

application to the language learning process provigs a platform for an emancipatory and

" This was explained in more depth in the introduction to the portfolio thesis.
8 For example,] AAOT A0OO6 AAAAOO O OEA OAOGCAO 1 Al COACGA
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collaborative learning experiencch OE A8 h AO 3 Wdbabdrailch iresdrted @A OO C
equal discussion, debate and subsequent accord, acquiescence or synthégz013a: 4) This

leads us to the Sociocultural Theory (SCT) approach.

Because the power of language rests in its capacity to make meaninghe main
concern of SCT centres onhow individuals gain the ability to @nediate (i.e., regulate or
control) their mental or communicative activity 6in an additional language (Lantolf, 2011:
24).° An element within SCT sees behaviour as being shaped by motive, purpose and the
conditions where it occurs, and the performance of communicative activities depends on
these defining factors. This has a direct relation to the learning environment. Part of the
construct of power relations and cultural capital in additional language learning is the
native/non -native, teacherpupil pedagogical structure, which, using Bourdieu terms, might
be caledO1 ACEOET AOAS AT A . Onislisistl GreEv@lént ik Cuvkedit labgnalyd E A O

teaching, even in the legitimacy of the teachers themselvegDe Costa and Norton, 2017)

The Identity Approach, while seeking to locate the individual learner in the context
I £ xEAAO O1I AEAOUR 1 T1TTEO O1 ANortodand MdKinr@E Z0RMOET C
73)° These relations of power are not always rigorously defined and can shift and mutate
depending on the prism or perspedive that is used. An acknowledgement and awareness of
such provides a departure from the values of dichotomies such as student/teacher or
native/non -native speaker, which have much less relevance in the contemporary world
where @h-betweennes$  limh aliy 8is the most common experience in our societies and

as citizens (Bhabha, 1991)!Considering this, | will later look at how the group devised

S4EA 3#4 APDPOI AAE EO OI T OAA ET ,838 6UCi OOEUB8O
(Lantolf, 201}).
VO64EA EAAT OEOU APDPOI AAE ET OAOOECAOAO 3,! AO A O

OAl AOETT Al AAOEOEOU OEAO 1T AAOOO AAOxAAT ODPAAEAEEA
(Norton and McKinney, 2011: 79)

1This is the caseat least in Europe in genera) but also including countries which are more insular
culturally and politically (Bhabha, 1991)
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theatre milieu affected the learners differently to those of their usual places of study
throughout the four chapters that follow this introduction, which are outlined in the final

section of this introduction.

Communities of Practice

AO EO OAI AGAO A miltipd ibedtitied Bnd d&thinguilicn Aegploriedn that
chapter. However, aconcept that has been influential on the Identity Approach also has
bearing on the formation of a group devised theatre ensemble and the notion of groupness
discussed above) AAT OEOU OADBAIOAER OO EAOA &£ O1T A ET OPE!
OEATAT GA®AUT AO j1Ti A 7AT CAOQOAXAORAT CA@IT AT BI
0 OAAOEABA AT A 7AT cCAOh YyyvYR #AT CAOEOCERDRH A4l
AOA AOAAOAA AU PATPI A xAl OET ¢ OIA ABDA GO EA EDH A G\
OA1l AT AAAODAO8 ADAAQOEOAO OEAO xA CAET A AA
ODEAUET ¢ OEAOA OOOOAOOOAO xEAOGRT GAQGAIOATAG
DOAKGAEDEAO OEAT OAI UET ¢ CGOAAEQEITITTATATUATORAOE 1G]
OEA COEOA 1T £ EIT OOE OONCRIOYh JORBHET A-4 WA T ORA @ AZDEAE |
#1 AOA OAERADEADI OOh ORAD | BO OOEBHE AGAENOEOU xEEAE
O T OENAAAOO T OAOOI U OAAjJ €1 BOAA:¢ AT A ARAOECT AOA/
7TEAO A1 OOEOOOAOG A #1710 EO OEA Al IGAHIABOE]
OEAT i | OB ®EABPEARGDAUT AOB ®IERI ATd AET EO A
OEAOAA ET OAOAOGO AT A Aii i1 EOIATO O A ODBPAAEEE
ET O1T 1 OAA AOEET ¢ OEAI OA1 OAO OAOAOAT NOAOOETT G
AAOET ¢ AAT OOh xEAO EO OEA 1 OO0OAT AATAEEO EI
O 1T AAOT AT A xEAO AOA OEA EQOCGARAGA OE BGTANERA
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-_)

Giii OBEDWAAO | AAT O OEAOA [ 060 AA i Al AAOO E
i DT OAA O [ AOAI U OEAOEI C OEA OAIA | AAODAOEI
Al OF AA A OEAOAA DOAAOGEAA8 /1A AGAIDPIA | &£ OF
7AT GADAUT BOAEDA | £ AOOEOOO OAAEEIGE VUl O KMEAD A
GEOKRAI UOEAOAA OA AA AAOAOEAAA AO A #10 AAAA
171 OAl xAUOR OEAEO OEAOAA DOAAOGEAA xAO OEAO |
AT AAAEOET T AII I BT E@®EGA ORIOARA GHGTTENCB 01 OEA R
AU 7ATCAO i1 OBAI ABDBAADAODIEAOOEED xAO 11 A
PAOOAETETC OF 3,! AlA [ iDGAAINEGEEEMADI A AA
ET 011 OAA A GECA Ux IGEGEXGEET A OF AET A 1 OEAO i AC
xAOA AAOAT O 10 1AAEEIC EI OEAEO AOPAOEA] AA
PAOAN O AT AA OEAO AADOOODAOEEAE BT @ &N CEEATUA O
DAOOEAEDADAIA GOV Kl OEA OOA | £ OEAAOOA Oi &
Ai [ £ OOAAI A E1 OAOEI 6O OUDAO | £ OEOBAOGEI T Al
ATA OEA OI1A 1 /&£ DEUOEAAI EOU AT A Oi EAAB8OEEE O
[ ATTAO xEAOA OEAU xAOA Al AiSEAMOAA BOEIADBREIOT GE
OAOT BAEABMEAG OEI A Al A ODGGAE! AAT EAGABBDDOEREO
i 7TAT@BDAUT AORS GdEQ A0 AOEAAT AAA A@pl EAEOI U
AAOAI I PETC A EAECEOAT AA AxAOATEAOG GOE AERAGEO
| 0T AE xEBEEAE AAAAIA T1A 1 & OEA [ AET (i1 Al OO i
axi T E OEA | AE] ABARBBORDEODER OO EABIHD EA
AET O TOE OB AT ET CHQAMIAGDAGA P OT EAAO8 &EOOOI U
pl AKAA O OAKAEAA AAEA OEAU OARNOEOA Al A OAEA
i 7TAT@BAUT AOh x BENE  GRABED IOAAOT AO AGOITiiU OFf
AT CABAACEA OAAI 1A AODAARO EO OEA Aiill AAOET

OPAT O OEA OEOAOEIT |1 A AADARADA OKA Ok E ¢eEXET @EAO
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xAU AO 30001 UAOA AOCOAO MAAAGMA AGBEBME OKONAGEA T
DAOAI Bt AT ABAREED® EAO AT 1T AOGEI ODOAI O AIAGE | Al
DOT EAAO ET OEAO EO EAI PO 00 BDipbOi BADG® OAE KO A E
ET £ Oi AA OEA 1 AAOTEI ¢ AT A OEAA OAOOA8 4EAOA
| OEAT OAGET 1T Al h ETxAOAOh bl OA pPOTAIAI O A& O

OEAO OEAOA BQR GHA TAAJATIHOAMIEGGI OF
i AREET ¢ ET OAI AGET 1 OEEDO OEAO 8AOAl EO®AERIC A @A
AOCOAO OEAO OEAOA @GBOITACE KO IEDOARAIAEOA K Oi

DAOOT FOGERE, VYé¢q

I AAT 01 OAAETI EOU EO DPAOEADPO OEA 1 AOCAOO 1 A«
AAOAAOGET T ADIOERAAIAQTOAO AT A OAT EAEOU 1T £ #108 &
OEAOA EO A AAEAOGI O TATTAO T £ 1 AAOOOAT AT Oh xE
AO COAi T A0 ETIixi AACA AT A Aii pOAEAT GEIT 1 &

i AT COACIAC ITR@A ODAOU | OAE OAAT AO A EET A1 Ci Al

OOAT AA 1T £ OEA AAGDAODIAOBOA AEDAIOOOAAS ARHE BDIAA
OAAT CT1 EOET ¢ OEA ET AEOEAOAI 1T AEAAOGEOGAO T £ 3, !
DAACIT CEAAI O1T AAOOOAT AET ¢ 1T &£ 3,! £O01i AAETC
AET AT EOQU 1T &£ 1 AT COACA AT A Eix 1 AT COACA AAOA
ET OOEOOOEI 18 3PAAEET ¢ AOTAT GO VRAAGOD OBEDEA Ei
BRAOTEIC EO 110 1110 A | AAGBEBREAEADT A4i EZEER(

y8e EO 110 OEA DPOEOEI ACAA -dohtahnédQclotede 1 AAOI
world in which students acquire knowledge to be applied outside but a part of
a broader learning system. The class is not the primary learning event. It is life

itself that is the main learning event. Schools, classrooms, and training sessions
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still have a role to play in this vision, but they have to be in the servce of the

learning that happens in the world. (2015: 5)

4EA 7TAM@CRAWO AOO OOCCAOO OEADAOEBDA OAIC EAE MAADEA 1
ET AOT AAAO AAUITOAEOGEAOxAIGADAT EI DEET QAEDI KEA
OOORATICEAATTT ¢ TAAAO AjGTIVAAGIKIACERBURELADDE
ATTTAAGET T O AAUITA OEA AGACEHBDEAOAE GHAOID 0C
Ai AOCAA Oi pi ATT AA AOOEI ¢ OEA DPOT EAAO AT A ETA
@111 OBAIOA) OAEAA®EANEG CATAL Ox OEA DPAOAE 01 AT AA C
x] OEOEIi ® AT A EI DPOEOAOA ODPAAASB AEEO ££ET Al A
xAO PAOO 1T £ OEA POT EAAO AT A xEAO xAO 110 AT A
AO OEA AEOAADADLOEAOI AO AT4EHBD EBO A EO DAOAALDA /
AEADOEBMIAAGBGATAT A AGOAT ORGE®DAET ARPADAAOGET T x
OEAT OAOEAAIT -AEBEOOAD HIZA 30AI8E

SAREEFEEAAAU E 3, !

SAREEAEAAAU @EMMAABIOAMBOAA ET OEAO EO OATAO
Of A ®DABGABIEAALA ET OEAEO AARBRTI BEOOADI YEAOEFRGIQOF
bl AUET ¢ A& T OAAT T h Pl AUET ¢ A PEAAXOEAKE AABEREI
1 AT CB3ARIE AEAAT ADOARAO hOKIOEI T OA AAT 60 OEA DPAO
OEAEO OAODPAAO A& o0AEMAIANATAIAONE 10€ AGEA I0AA A IOD AT
Yy Ba@QhEOAEO xAl 1+ A4 H DO TARAIORA OOA OEA GO AT O«CE EOA
OEABI U ADbbi EAMAME AR AQDs QANA &0 KO O@ EADA OBAMEEAET &
POPAOOU Ai AT AOET Cy 8&EITIOI A BAOXITAAOOGOTT A AO
ET OAOOAI AGETT 1T &£ OEA DPAOORI4EIH®OI Obd cdEBQA &

i T OA CAT AOARUABDOAOD DRG DO AR -AEDA AIA ORATO AR Mk AAR

12For a review of theliterature on self-efficacyin the SLA field seeRaoofi, Tan, and Chan(2012)
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xEAT EO AiiT A0 Oi ObPAAEAEA EI AAEI EOEAO AT A

1 AT COACA AANOEOEABAREGEAOA ABAOAOA 11 AOCAI £

001 1 AOAAEI EOU xEEAE ET 0OQQll OAADAN GRGA GG hi AVAy

91 0T ¢cm YyviyAvrd £ DEROOABAADOOEOE OEEO EO Al 1 O
AAT AA OAAT ET OEA COEOA T £ COAI I AOAAEASDBDI
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jalipg ¥&EAQDPEUOEDARI QEAAIC GEOE PDEUOEAAI EOU
AOPAAOO Oih AiTT ¢ xEOE ZAOECOAR AiT OEITAI .
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A OAOE CEOKE CAG DPOAOAT OAOGEIT T hi OAIRIORAGEA QORT ¢ I OI
AT i bl AOGET ¢ A OEIi PI A OOAT OAAOEI T8 &AAIET ¢ Al
AEEEAAAU xEEABA GEDRGAOAGETAC GAUAE A" ATE O AR OOIAICH
Saeid2 AT 1" ARAh (4ATT %wedHeng# EAT AOA AT 1T AAOT AA AAT OO
ATTA ETOI Eix O Al 80 AKmEOARABDEEEAAIDIAI PER
ET OOE A A OWATAOCORODOET ¢ Ol dIAAOPD ORa @ AOAT O
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A Community of Equals: Three Aspects of Ensemble Devising for SLA

A community of equals is not a goal to be attained but rather a presupposition
that is in constant need of verification, a presupposition that canever in fact

lead to the establishment of an egalitarian social formation since the logic of

inequality is inherent in the social bond. A community of equals is therefore a
precarious community that implements equality in intermittent acts of

emancipation.

Jacques Rancier€2013: 83)

The analysis and discussionl £ OEA OO0OAOA&I O ET C taked plag® A C A
over four more chapters drawing on the ideas outlined above followed by a discussion of the
combined findings of the chapters in a concluding chapter. The first of these chapters is
A Al 1TheAlgndbant Facilitatord6 xEEAE OAEAO EOO lLedli IAAAENIIG (
AAAPOAOGET T 1 A£inZi'hellghdiant@éndobnastel(109) It examines myrole and
bi OEOEITEI ¢ xEOEET OEA DPOI EAAOSO AOOAI PO AO
classroom.l also compare the collective creation approach to that of process drama in terms

of differences in how the teacherfacilitator w orks within these approaches. This is followed
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by how a less hierarchical, more friendshipbased or fraternal relationship informs the
educational process of language development and can affect sedffficacy in use of the target

language.

The following chab O A O hindiGidu&l /& the Collectived h AT T OET OAO Oi
power structure of the learning environment. The focus is on the effects of a shift in onus
from the teacher-facilitator to the group having more input into the content and, with that,

the individuals taking equal responsibility for creating material and making decisions on

how that material formed the final performance. This provides ways that learners can
produce course material that they find both motivating and relevant for their purpose of
learning the target language which is a major issue in SLA. The @cussion takes examples
AOT i El x DAOOEAEDPAT OO AT 1 OOEAOOAA OI OEA
generated potential performance material seen through improvisation, group and par

discussion and writing. Before this, | outline how collective creation embodies an ethos that

serves as a vehicle for a more egalitarian educatiah structure for adults.

| draw on the work of Jacques Ranciére throughout these twdirst two chapters and
relate it to some of the challenges and notions raised in the two that follow, ®oicing
Identity 8and ®essing It Up As We Go Alond His work informs the discussion of the
egalitarian ethos engendered in ensemble devising and the examination of both mywn
role as teacherfacilitator -researcher in the first of these chapters and the wider concern of
the individual learner in a collective creation context in the second. On a macro-scale,
perhaps challenging the role and positioning of the teacher or teacler-facilitator is most
delicate as it contests what is seen as the heart of conventional schooling and education.
This is done none more so than by2 AT AET OA8 O MAhedgnbranASehoblrhastds 1
that learners ought not to be defined by deficit, and equality between learner and educator

is the starting point of the pedagogical process rather than an end. This informs the
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discussion of my rolewhich is further informed by Lev-! | AACATI 60 AAADOAOQET

work where the ignorant schoolmaster mutatesO1T B QOEAROAT O (ASAET EOAOIT O

The third chapter examines the ability of group devised theatre to create greater
self-efficacy, investment and motivation in additional language development, which have
been identified as research objectives in SLA. Thddentity Approach to SLA acts & a
theoretical fulcrum to the analysis that takes placewhich draws on three aspects of the case
study. One of these continues the theme of the individual in the collective from the
previous chapter and the others involve the challenges and opportunitiesthat multiple
identities and multilingualism provide. Educational ADBDOT AAEAOG OEAO OAI
ACAT AU ET 11T OA (RdkddP2Q1A&:R2)cAn addiessithds® areas and | argue that
the ethos of group devised theatreprovides a basis for this.One of the main points the
AT AT UOEO AT A AEOAOOOEIT T OAERApDeridgsd®® MOER OFEDOEE A
research should alsoconsider learning that is done beyond what we might recognise as the
learning environment. It accounts for how the sense of ensemble created by the devising
process influenced activities that encouraged participants to use the target language

amongst each other and with non-participants that did not directly involve theatre

activities. How these experiences then informed the devising process is also discussed.

The fourth and final main chapter, Messing It Up As We Go Alond) continues in
the vein of discussing peripheral events and ones that took place outside of what we might
notionally regard the group devising process to be. Using thaelated conceptsi| £ O AOO
OO01 AAOOGAET Gus AT A OET AT I Pl AOAT AGOGS BPOO Al OxA
as James Thompson (bewilderment and difficultness), Joe Winston (uncertainty) and
Catherine McNamara, JennyKidd, and JennyHughes (mess), | argue that these notions can

be useful in understanding additional language development. | discuss how this

understanding can somewhat paradoxically benefit language learners who canby
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recognising the sensation of incompleteness and uncertainty that they often feel when
using the target language better adapt themselves during language development. | give
examples ofhow moments during the project that might normally be discarded must be
considered and regarded as part of the processThrough these moments | describe,l seekto
demonstrate how the ephemeral, unpredictable and sometimes ignored facets of language

development can be just as integral a part and add to the richness of research in thigeld.

A concluding chapter brings together the elements explored inOEA OO0 A OA&I C
, ATCOACAO8 AAOA OCédidghdd powdt i the [EBdrnkd édvirdn®ent, the
value of theatre for addressing issues involving identity, and the value of undestanding the
eclectic and sometimes messy nhature of additional language development from the
sometimes ignored and peripheral. A discussion follows ofgroup devised theatre as a
vehicle and methodology for additional language development and what effect the
contributory factors, mentioned above, EAA | 1T 1 A-&fichchk @nd &onfidehde Abr

adult learners in using the target language, English.
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Chapter Five

The Ignorant Facilitator

This chapter explores the effects of a teachefacilitator encouraging an egalitarian
pedagogy for additional language development with such a pedagogy supported by the
group devised theatre process. The three following sections contain analysis and discussion
the potential benefits of such an approach for seHefficacy and cafidence in speaking the
target language of English, drawing on specific instances from practice in the case study,
O0AOA&EI OITET C , AT COACAOSE8 4EEO ET 001 AGAOI OU O/
ACAl EOAOEAT DAAACI CU Ave® ik Ahefghorant SdhdblnAs@r(1294)T A E i
and partly following Shulamith Lev-! 1 AACAT 60 AAADPOAOGEI T AT A ET (

proposals for Applied Theatre work.

The common practice in the field of SLA is to measure the aclévements of learners
against those of the native speakers of the target languagéPiller, 2002) in an attempt to
001 61 A 1 EEA AGohzAlé&Buado etab ARE Z6h6trying to approximate the
OAAAEAO AO OEA OEAAAI 68 4EAOAEI OAn TTA 1T &£ O
achieving language learning oljectives that were different to attempting to match the
standards of a purported ideal native speaker. Along with this, the participants in the
O0AOAEI OITET C , ATCOACAOS POI EAAO Z£AT O OEAOA «x/
the target language in their formal classes at the university. In contrast, the egalitarian
working practice of ensemble devising actively encourages each member to contribute
which, regarding SLA, affords ample opportunities for participants to communicate. | posit
that encouraging students to be instigators and creators of the material and direction of the
language learning environment benefits their selfefficacy and | propose that the ethos and
working practice of group devised theatre offers a structure and creates the ognings for

this to occur. This challenges institutional power structures and the conventional notion of
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OEA OAAAEA@EAAG] EOAAAPAOAAETI ¢ OEA bDOT OEAAO

had initiated the project, | began the process as the fochpoint and assumed the role of the
nominal teacher-facilitator. | could also be viewed as an example of the ideal native speaker
and there was a challenge in how to negotiate the inherent power structures of these two

factors by decentralising the role ofthe teacher-facilitator within the learning environment.

However, it would be disingenuous to negate any knowledge that | had about the
target language or, indeed, about the devising process or my nominal position of facilitator
teacher-researcher. So, Wwat did | know better than the participants? | had experience of
x] OEET ¢ i1 OEA OOACA @i O I ATU UAAOO AT A A
with the PhD research | was actively doing in the field). | had also worked extensively as an
English language teacher and | had worked combining theatre and language learning for

fifteen years. None of the participants had this kind of knowledge or experience and for the

A

PDOT EAAO iU AgPAOOEOA OEI O A EAOA AAAnhlengelAAT 8

following the line of interrogation from perspectives of Ranciére outlined previously in the
introduction . In at least one way, | did nda know more than them: they had experience of
language learning that was beyond mine. For example, one of th@nsemble, Aliya, was
multi -lingual. She had learnt Arabic at home and Italian through her upbringing in Italy. In
addition to this, she had learnt and developed French and English to a highly proficient
level. In fact, most of the group members were ablgo speak more than one language and
these were practised in their home environments or countries, for example Federicaand
Aliya (Italian nationals) using French in France. As this became apparent, | came to the
realisation that while | was a native spealer of the target language, English, | was certainly

not the most experienced language learner.

Yet, my professional and/or academic knowledge did guarantee my authority. | had

instigated the project and, by implication, the fact that | had been vetted and approved by
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the university meant that | had somehow proved my validity as an educator. To alleviate the

dominance of this kind of position, Lev-! 1| AACAI OO0CCAOOO OEAO A

AAAEI EOAOT O

h AO 1 AAOGO 111 A1 OAOCEEAN 1 @O ODEIAT>

Qu

AARAAT T ET ¢ OOEA ET OOOO0OI AT O 1T &£ OEA O1 AEAT 0OUOO!
I £ AT I ERoASOEBT § AO ET OAOPOAOAOGETT 1 &£ 2A1 AET OAG
rather than seeing the teacher or facilitator as superflious or, indeed, damaging to learning,
Lev-! T AACAI OAAO OEAO OEA OOAAAEAO0GO OI AAOGETI
AT 1T EFEAAT AA ATl T 1(2¢15: BEBNntodid Beidér] MadedBaltodano and Rodolfo
41 OOAO EAOA bPOI bl OAA GEEAODGT ASAGDAEH O Bh A A
i AOI OO0OAT q AcCAT 00 EI OEA xi1 OI A6 OAAEET c Ol
emancipatory and humanizing culture of participation, voice, and social action within the

Al A OO (bhrdlef & al., 2009: 10) LewAladgem also highlights Ranciére's insistence on

(@]
>

OEA AAAPOAOGEITT 1T &£ xEAO xA OAOI ECTT OAT AA
questions and has implications for theatre practitioners and their pedagogical approach
(2015: 513)These pedagogical imlications touch on how knowledge and power are

AOOOI AA AT A xeEAI AAA ET AAOAAOEIT AT A Ei x OEE

The idea that teacherfacilitators can unwittingly be a proxy for authoritarianism is a
critiqgue noted in various radical pedagogies, such as critical and anarchist pedagogy
(Giroux, 1984, 2001, 2011; Freire, 2000; kep 2003; Darder et al., 2009; Suissa, 2010;
Haworth, 20128 & Ol i OEEO DAOODPAAOEOA OEA AAOAAOI C
knowledge is to be challenged and reassessed and, through that process, freed to rediscover
OEET ¢O A ZAOAOE Nnste@ diterdafive © AdtiOritatmOigrC & that the teacher
AAAE]I EOAOT 060 OI1T A EO O OAT AT OOACAS 1T OEAO0OS
learners would not be viewed as at all radical and it is unlikely that educators would

deliberately do otherwise. It is more in what is being encouraged that proves a radical
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departure from those wishing their students to succeed and be the best they can be; the

encouragement Ranciere has in mind is that of demonstrating equality.

This verification of equality requires that we allow for some radical pedagogical
premises, suggested by Ranciéere, for a new model of education. This is instead of what he
AOCOAO EAO AAAT OEA AOOAATI EOEAA AAOQOAAOQET T Al
I OA ARagciére, 1991: 4)Lev! | AACAT OAT 1 6 0606 OEEO 11 AAl E
PDAOI AT AT & AET A (o15: iIseprhimeais | thatOthere is a polarisation of
perceived intelligence where knowledge begets thatthere must be ignorance. The
Explicative Order model establishes that there are those ordained to be capable of thought
and those who are not: the philosopher versus the poor; the intellectual against the artisan;
the teacher contra the student. The model employing a political use of expertise relies
EAAOGEI U 11T OEA EAARAA T &£ DPOI COAOGO xEAOAR AU ¢
I AOAET OEA OAIT A ET 1 xIi(FaAck, 981015)Rdadere @riguedithat tisO O A C
does not happen in practice and the inequality that is proposed to be overcome is in fact
perpetuated by explication. Any explication, he argues, precipitates more explication and,
likewise, any understanding gained leas to the need for more understanding. Due to the
structural inequality of this explanatory model, those receiving the explication are stultified.

This is a neverending situation where the student, no matter how much they try or

achieve, must always walkin the footsteps of the masterz never alongside as an equal.

As an alternative educational model, LevAladgem has mapped out how Ranciere
asks us inThe Ignorant Schoolmasterto allow him to suggest five premises to assume a
more egalitarian perspective(2015: 55168 & EOOOI Uh OEA EAAT OEAEAEAOD
EAOA ANOAIT (Aahc@rk L99EIQ dtd. ik Rekladgem, 2015: 51AT A OAOAOQUI 1
ANOAT ET QFfanclerg, CLidl: ALA1ghis is not intended by Ranciére to mean that

everyone is intelligent in the same way or have had the sam opportunity to demonstrate
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OEEO8 (A Agbl AET O OEEO OAUET ¢ OEAO xEEI A OE
ET OAl 1 ECAT AA y8e OEAOA EO 1 [RanEi&d 10 Htdlics in/E E
original8 )1 AEAAOh Al 11 00 PAOAAT gEAAIT 1 Uh 2AT AET O
EO A fRankieré 1991: 46)This, Yves Citton explains, is due to the promotion of
measurements and scales used to rank intelligences which suit particular political agendas
and interests (2010: 32) Following this is a secondb OAT EOA OEAO OANOAI EC
AOA OUT T 1 UliRaziére, 90D 73Phich is intended to mean that when equality is
DOAAOGEOGAA EO AAIT1 OOOAOAO eb&du(ev-Blddgein| 2055:@16ET O A
Lev! 1 AACAi h AEOET C 2A1T AET OAh EAAT OEEAEAO OEAC
ET OA1 1 AAOOGAT AAPAAEOU 1 £ Al U-tedeifei rdlationghip BAdC 6
allows for a third proposition that OAT EAO 11 AT 1T OEAO ALEZET EOU
AT T OAET 001 AOO (Rameiele Ftd O Le\-Ni&ideim £2018:&16)t is then through

consciously M OEZUET ¢ ANOAI EOU OEAO A PDPAOOIT80 A
consideration, the fourth premise of thought being a universal human property allows those
seeking emancipation to discard the dichotomies of intelligence and ignorance and the

roles played by their purported agents. This has implications for the human will. As the fifth

PDOAT EOA bPI OGEOOh 110 111U AOA OANOGAI EOQU AT A
Al 01 OAGAAODI U 1 RahdereOIAA GBYlev! ATAM CAET IGBOCCAODOO C
only refutes the traditional philosophical perception of reason as the supreme quality of the

EOI AT AAET ¢ AOO y8e OAITAAO EO xEOE AfltisAl OA
AT11TAAOGAA OI OPAOOEI T8 y8eh O OEI ACET AGEI I

(2015: 516)This leads her to suggest:

This equation between reason, feelings, imagination, sensuous experience and the
importance of will not only validates theatr e as an art form and theatre in cecommunities
in particular, it also stimulates a redefinition of the relationship between the theatre

facilitator and the participants. (Lev-Aladgem, 2015: 516)

135



01 OPp $AOEOAA 4EAAOCOA &£ O O3AATTA , AT cO

| AEOAOOOEIT 1 & U OCanymerphvieged fofitionEid O O A ¢
OA1T AGET T O Q@EehAlaigdng) OB A BB Jistoltithed and analysed in the
following sections where | draw upon instances during the project which are relevant to

both the use of goup devised theatre for adult additional language learners and the concept

I £ OOEA E CHAEARAE CE COMON ABAS0

Post-performance Participant -led Workshops with the Audience

Regarding building selfefficacy and confidence with English as an additional
language a significant instance was the participants leadng the post-performance
workshops in the target language, English. Theworkshops were aimed at engaging the
audience A /0 A ®erfarisidg L&hguagedperformance by doing some of the activities that
had been involved in the devising process. Initially | had planned to facilitate the process,
however, mid-way through the project it occurred to me that, in line with encouraging
participants to take the initiative during the devising process, that the other members of the
ensemble facilitating activities might serve several purposes. | thought that the position of

"""" 568 COi »
English and in their burgeoning ability to communicate via theatre associated activities.
Also, it meant a continuation of our artistic democratic approach and would build on the
00000 xA EAA ET AAAE 1T OEAO 110 111U O DPAOAE
encourage. Along with this, the group felt as strongly as | did about the importance of
letting those in the audience who were interested (it was not an obligatory part of the

performance) to find out more about the project and the process involved in creating the

show.

This post-performance workshop part of the 0 AO &I Oi E1 Qorojechwagdd A C A C
instance where the participants each verified their equality and intelligence and the

facilitator -participant relationship was re-defined. It perhaps served as a separate yet
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ANOAT T U Ei®AGNOAAIO TOOOAEOE OEA OEIT xh & O OEA
self-efficacy in both theatre and English. The performers took full control of the
demonstration activities which took place just outside the auditorium in an open indoor
space. Each membemnf the Ensemble Fireflyfacilitated an activity of some kind with no
direct intervention from me in how to do this either before or during the post -show. In fact,
although | had intended to be present, | was requested to do theQet out striking the set,
so that the caretakers could lock up, herefore, | only fleetingly saw parts of the workshop.
There were many positivesto this aspect of the project and itserved as an interesting coda
to the ensemble devising processFrom one perspective,the way this happenedvalidates
2AT AET OAGO EAAAG AFEIOBAIOA Ax MATAEREA ECT T OAT O
not knowing and having, as Lev! 1 AACAT Amiéuidgeltignorédthe prevailing
OODPDPIT OEOQEIT T O(20A5 B13xAEGFEl | WHBA 10O OAPA OBGET | 06 AA
experienced facilitator should lead or at least overlook. This was one of the clearest
instances where the learners were fully in control of how theatre was presentedand
facilitating the activities in the target language. Among a variety of questions on this theme,
Lew-Aladgem asks whether we can percé A OECT | OAT AA 8 has aEdelibefale T OFE /
DI 1 EOEAAT Dl OEOE] tethihkingwh&l A iieans tobé ah exXpektAnithealred
(2015: 5%34) By occasionally displacing the knowledge that can come to dominate the
learning space as LesAladgem suggests, there is then space allowed for learners ®erifyd

their ability.

The ensemble discussed the two separate posthow workshops at length in the
group discusson-interview that took place after the performances (Group Research
Interview, 2015) FedericaOA £1 AAOAAR O0) 0 xAO TEAAR EO xAO
[attending the workshop] [...] they were obviously shy at the beginning and became more
anA 11T OA AT 1T £ZEAAT O AT A OOAOOAA O(GroupiResdack A OO

Interview, 2015)while JulieNOAT EAEAA OEEO OAUEI ¢ OEAO OEA O
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x AOA  AEA x A@Group RésBarcA interview, 2015)This, she further explained, was
because there werghirty participants at least at the second workshop on the Friday.Julie
Al 1T OET OAA OAUET ¢ OEAO EO xAO OCOAAO twaathE OF
DAT Pi AA6 AT A EO xAO (GoupResedct Iekview POAE Juled @ OER QA £
here does though indicate that there is potential for such an undertaking to have adverse
effects. Although this was not the case in this project, perhaps it might have been
overwhelming for some people to have to dealwith such a large group and rather than
creating confidence it could have been detrimental. That said, the ensemble had discussed
this possibility prior to the workshops and felt that had someone found themselves
floundering, the others would be there to support them. This comfort and encouragement
Al AOCAO ET OEA OAT OA T &£ AARET Cc AT AT OGAT AT A T«
trust and friendship that entails, which is further discussed in the last section of this

chapter.

Achieving the learning objective of using the target language with increased efficacy
also came with increased confidence to lead others to engage witltheatre and drama
activities. In the sense of there being a roleeversal,there was a pertinent comment on the
sensation of being the leader rather than follower. Louis told me that it was the first time
OEAO EA EAA 1 AA OEAAOOA AGAOAEOAO OAEA OEAO
AT Op1 A 1T &£ OEIi AO8 ) AITT180 EIT x EA&E EOQGanbBdand0O I
O000&£Z 1 EEA OEEO (EoGs, 201586,Evhil€ thedeAwAd sbrie imipidverdent in
his ability with the target language, what is clear is that there still had been a distinction
between learner and facilitator despite aiming to be an egalitarian ensemble. What is
important to note though is that the erosion of hierarchical status was evident and

welcomed by the participants.
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The group said how enthused they were to see thanembers of the audience who
went to the workshop reacting in a comparable way to how the ensemble had done
themselves when they did the activity for the first time (Group Research Interview, 2015)
This sensation was particularly recalled in the postperformance workshop during an
activity called Name Circle In this activity , a group sit in a circle and each personjn turn,
has a set amount of time to talk about an aspect of their name. The others listen to the
speaker without interruption and questions and discussion are saved until after everyone
has had their turn. Then the group decide to choose one of the stoes or anecdotes and
AOAAOA A PEAAA T &£ OEAAOOA Z£OI I EO xEEAE 'EO C
The ensemble had found this to be one of their favourite activities from the devising process
and when askedby someonein the post-show workshops about how the activities had
serval them in the creative process,Louis had replied that it was more about the anecdotes
that came from the activity (Louis, 2015) The importance of these anecdotes was
understandable as just by telling their own story meant that each member of the ensemble
was able o OOA OAOOEAT OEA AT i i OT EAAOEIT&8h Al EID
language learning (Stinson and Piazzoli, 2013)It also meant that as storytellers they were
AAT A O OAOEAZAU OEAEO ANOAI EOU CEOAT h AO 2AT
nor claimed; it is practiced, it is verifiedd(1991: 134 EEO EO OODPDPI OOAA E
O1 AAOOOAT AET ¢ T &£ 2AT AET OA8 3EA OAI 1060 OO0 OE,
presumes in its interlocutor an equality of intelligence rather than an inequality of
ETT xI AARCAh DT OEOO ANOAI EOUh EOOO(RASS 1DE Ai)AA O
further discuss this activity in relation to the notion of friendship in the final section of this
chapter and more acts of storytelling are discussed in the next chapter when the creation

and development of the monologues is discussed.

1] learnt this activity from * T ET /(Bree/Sduthern Theater Junebug Productions.
2 Ranciere does this through the historical character of Janocot, the sometimes appropriated alter
ego of Ranciére inThe Ignorant Schoolmaster
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Speculating about how the ensembleled workshops afterthe show could have been
extended,Aliya O1 1 A O GuvoulibbA gdod i ®e d@ just one day for workshopsy 8jest
to show peoplex A EAOA AT 1T A A O @GolpCRedodidh Ortered| D I5)X s
showed a marked confidence in contrast to howAliya had previously viewed leading the
workshops. Shehad beenthe only member of the group who seemed nervous at all about
leading an activity and anxiously hadasked several times about how to do, as well as lead,
her activity. However, as her comment dove indicates, once given the opportunity to lead,
she wanted not only to continue to be a facilitator, but to expand the range and dedicate a
specific occasion to showing others the activities she and the ensemble had participated in.
Aliya choseBananasof the world Unite! (a physical activity with an accompanying song)for
her activity to lead becauseshe felt it encapsulated the overall project for her although she
AEA 110 OAU OPAAEAZEAAI T U xEAO OEAO AweasAheAA >
blend of the unexpected, the unusual and sense of unison that the activity, with its song and

movement, engenders.

As she knew some of her friends were there Aiya OT 1 A | A OEAO BT EOE
little nervous&(Aliya, 2015) However, OEEO AT gEAOU ZEAAAA AO OEA
ARCET 1 ET C OEA staAdd fa@® A BB A A AcAlErk Bokfidét and they [the
audience participants] did ith  OT ¥ 8 e (Allya, 20B5EThdugh Fa Grdall and perhaps a
secondary element to the performance, this event has equal impa in demonstrating her
growing confidence asan English language speakerlt also marked an emancipatory mode
where she felt able to lead as much as any of the other members of the group, while not
deeming the undertaking as anything special.lf she had been told prior to the project that
she would be facilitating theatre activities in English by the end of the process then I

believe it would have been metby her with incredulity.
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Related to the postshow workshops but concerning an institutional perspedive
rather than an individual one, Chloe later told me that the group members had asked the
people visiting the performance from the Filature @1 ET ET x1 OEOEI b AT A
have time yet had time to carry on chatting and schmoozing. People say thewant cultural
OEET ¢O UAO Ai160 PAOOEAEPAOROOODEEAOBETCHEOLADE
2015) This is demonstrative of how the mesalevel (and to some degree macro) influence of
cultural capital can have an impact on the individual. If the voice of the language learner is
readily ignored within the educational institution in this way it denies the speaker
recognition and indirectly the right to speak or be heard; the machinations of cultural
practice are more important than the artist or creator and, in this regard, language learner.
It is also in stark contrast to what Ranciere /EA1T O x AO OA N Octtitedtd withdaitE A E
spectators, where those in attendance learn from as opposed to being seduced by images;
where they become active participan® A O 1 BDDT OAA OIQROERAWQYO wiindA OfF
extent the participants in the project felt actively involved is discussed in the following

section.

The Practicalities of an Egalitarian Approach: Who is Really Running this Thing?

When | am playing with my cat, how do | know she is not playing with me?

Michel de Montaigne

Wit h the commitment to improving their English, there was a specific reason for the
group to invest in navigating the more difficult or demanding moments of the process
during the project. As Rosemary Parsons has noted in her study on group devised theatre,
there can be a sense of instabilityin the process which manifested itself in her feeling

@pprehensive as to the feasibility of asking people to devote so much time and energy to

S4EA &EI AOOOA EO OEA TAI A & O OEA AT AOA 1 AiI AAOO |
the performance and were briefly introduced to me though not the performers.
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one non-DOT AAOOET T Al(201D:0rBA OALOE héotdtizdl suggestion is that a
devising group @itially formed of friends [8] would lock into an efficient and work -focused
rehearO A(R0A0:88) This was not the case in our project, howeverwith the participants for
the most part unknown to each other and only becoming friends through the project.
Without some form of guidance (something Parsons herself found during her own study), |
believe the group would have floundered due to the institutional limitations on student -led
endeavours discussed later and the plain response frondulie when asked if they should
have been given i OA A O OiNot redliy) mecadse, like, wex | O1 Adveé kbown what
to do A @ A A(dulieJ2015) This is interesting to note seeing as the group members clearly
DOl OAA OEAU OET Ax xEAO O Al 8 x kehfyingéarksef- x AO.

efficacy as discussed in the previous section.

Likewise, it could be said that it is questionable that someone who has taughor
learnt a second language would countenance a method of merely giving adult learners the
words of the language and expecting that they will be absorbed with a tacit understanding
of their usage. This liesintheOA AT ET Cl1 U x E O Ee&titriAx I0EIAA OIUEyBERA |
* AT T (R&nG&e, 2011: AThis is related by Ranciére inThe Ignorant Schoolmaster which
proposes the ability of the student to learn almost without guidance at all. As shown in the
previous section, learners can demonstrate their intelligence \ithout it having to be
validated by the teacherfacilitator. To do this however means avoidingthe pattern of what
2AT AET OA AAT 1T AA OEA O" 1 OOAth ére dedshl Addduse theyA O A |
AT180 ETTx xEU OEAU A OAknok @tlyitheyakeleRcluded Fecadd& A U
they are excludedd(1991: xif In essence the argument here is that people are ignorant
because they are made to think they are stupid and being tld that you cannot learn alone

but only under direct, hierarchical instruction causes a loss of confidencein your own

capacities.If given the chance, people can demonstrate their intelligence and equality.

“(AOAR 271 60 OOAO OOEAUAOGIIDGZENE | dppropte iit GERANC
additional language learners.
142



01 OPp $AOEOAA 4EAAOCOA &£ O O3AATTA , AT cO
The same argument could be applied to how the heatrical exercises and
conventions that were an integral part of the project were introduced almost exclusively by
me in contrast to the notion of collective responsibility, which is promoted in much of the
present discussion on devised theatrgSyssoyeva & Prodfit, 2013, 2013b)Relying on each
PAOOGEAEPAT O ET O OAOGEI1T O OEITEOEAOAE A OAC
could have been potentially rich in both research and devised material. This was not the
case as the ultimate responsibility was on me, as the teacherfacilitator, to organise
activities that initiated the creative process and to mould the material produced into a
cohesive performancein the target language throughout the project while maintaining the
ATTETATAA T &£ TTA DPAOOIT ET OEA AOAAOEOA bO
approach (2001: 9496). It simply meant that the members of the devising group each take
ontEA 1 AT O1 A thé 16aded bf @©dkduip z on a rotating basis. We did not attempt
this for differing reasons including lack of experienceand administrative practicalities like

having the authority to be given the responsibility of a rehearsalroom or performance space

in the university. However, as the project progressed, participants did begin to feel

O

AT i £ OOAAT A ET DOI bi OET ¢ EAAAO AT A OOAEET ¢

The structure of the devising workshops and, inherent in this, ther direction,
tended to be decided by me, especially at the beginning of the project That | should do so
was implicit in the validity of my authority granted by experience and vetted expertise
granted by mesclevel verification from the auspices of the institution. The participants
were alsoaware of my leading role, perhaps even expected it, thouglat no point did they
indicate that this was detrimental to their creativity or target language development. Being
the instigator of the activities does not mean to say that what happened dring the
workshops and the rehearsalswas dictated by me and thisis further explored in the

following section. Still, the need for some level oftheatrical expertise (and alongside this,
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language teachingin this project) appears to berequired when running a theatre-based

project. For example, for devising theatre0 AOI - OOOAU A A Atb BaveFad

(@]
I

extensive and flexible dramatic vocabularg(qtd. in Parsons, 2010: 81)So, as there was only
limited theatrical experience in the group z Louis had attended Clown School andFederica
had been in a couple of productionsz it was helpful for me to have had worked in group
devised theatre previously. This position is supported by Cecily/ 6. AET 1 xHEhe 0O/

teaching of any arts subject, and in particular, the group processes that lead to theatre, is a

SLA, Julie Dunn and Madonna Stinson posith whén languagelearning experiences are
planned and implemented by teachers who are aware of the nuances dboth language

learning and drama learning, then the re1 00 AAEEAOAA ®A1:6300AA 1T BDOE

This emphasis on expertise does however veer into the realms & AT A Eriotol 6 O
I £ 00001 OE £E AtAir@ Eni etiudation Eedulded anfexplr@tibn, and it is claimed
that @ho is explained to will devote his intelligence to the work of grieving: to
O1 AAOOOAT AET ch OEAO EO O OAUh dhbnd uBldsdedsOOAT
A@DI1 AE [R&édiereQiodl: 8 italics in original)Therefore, perhaps finding the balance in
this relationship depends on how much the teacherfacilitator is part of the ensemble.

When asked whether the project felt like a student- or ensembleled initiative Federica

replied:

)y ETAx Uil &6 xAOA ET AEAOCA8 )OO xAO EIi bl OC
leading in some wayz in a positive way z because you were directing, so okay,
OOEEO EO 1106 CciEIC O x1I OE&8 10 OI AGBO Al
leaded [led] by someone [...] but | feel that it was ... erm ... my project, it was
Louis6 DBOT EAAO AT A Al ktimd.EF&deiic BOAYO AO OEA OAI

Here it appears hat Federicasaw that | was the focal point of leadership for the project. My
presence in a lead role appears to be unavoidable while also needed and perhaps expected.
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Perhaps | was needed to provide a structure (and with that, constraints) within which the
participants could explore and develop their creativity. Federicacontinued to explain that |
xAO 11 0 OAT By spie ®éetleg soind divick and] you were suggesting and
OEAT x A x A(BellericA, 2015)iTIgsdis mitigated in the way that Federica felt
ownership of the project was e Al 1 U AEOOOEAOOAA OEOI OCET 00
AT 11 AAOERAericQREIBCEB EA OEAT xAT O 11 O1 OAII i
AT 11 AACOEOAS AOOOEAO OAI -brierita@d dnd autbrierAols appoBc® | 1
gave her more confidence, not only in expressing herself in Englts but also in other
subject areas(Federica, 20153 31T h xEET A OEA AT 11 Ard®E @dectx AO
had a sense oftcollaborative ownership that engaged all, there was still a sense of personal
autonomy, which | look at in more depth in the next chapter. Louis, when he was similarly
asked about the extent of the processasan autonomous, student-led ensemble commented
thatitwAO OEA OOECEO doAybuAvbriked outdbhof ofithAschedulesy 8 e AT A
UT & Al thénotA@ pléaadt @ar(Louis, 2015) Louis continued by telling me that

for the creating of the scenes:

y 8 you gave us the things we needed with the exercises and the workshops
before and then you let us do what we wanted to do and just guide us when we
had no ideas or bring new ideas and leave us free of choosing and keeping and

changing what we want. That wasreally nice. (Louis, 2015)

Here, Louis indicates aneed that my expertise provided. So, this provision can be viewed as
material from which the participants could choose to use and then explore their own ideas.
In this way, their creativity was nourished and encouraged which in turn led to a greater
sense ofself-efficacy both in the theatre they produced and the English they used to realise

it.

Julie, discussing the benefits of devising told mé UIGO AT 180 EAOA O
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something and not just been[8] this part of a playd(Julie, 2015)When | asked her if being
ET A 1 1TO0A AT1TOATOEITAI bl AU x Aloving G dikawAA O E C
(Julie, 2015)This indicates how by writing her own piece, or by beingclosely connected to
the creation and developmentof it and other pieces, meart that she was dle to confidently
express herselA AAAOOA 1T £ OEA AOOITTi1 U AT A OI x1 AOOEE
language aspects of the projectThat said, in discussing the devising processvith Julie, |
brought up the consideration that it could appear that | had dominated the direction of the
project: | brought in the project idea, | led the session, | did na act in the piece, | chose the
activities, and many of the decisions about the piece were mineThis could indicate that |
had not allowed enough time for the project to develop and unfold to allow for a more
egalitarian input from participants. Yet, when further pressed on whether the group or she
could have had more autonomy, Julie following the response | quoted above about not
knowing exactly what to do, bluntly and perhaps pragmaticaly pointed out that they (the

AT OAT AT AqQq T AAAAA [a@AheyEnvErd] B bithaky maybe(Julie 2aLE)

Another way for looking at the contrast of autonomy and guidance or

AT AT OOACAT AT O EO -AOI EEEAAOG ABCOE dekidhigiinl A A

regards to herdefinition of O A O A A O E (2d13:568)3hé skds éis creative agency as:

y8e A DPAOODAPBOTEOW OF Ail1 OOEAOOA o661 A

framework and its stage realizationz for example, through generating potential

DAOA&I Oif ATAA 1 AOGAOEAI j OEOT OCE EIi PDOi OEOAOQE
writing) and decision making (through conOAT 0O6Oh | AET OEOU OO0I
delegation). (Mermikides, 2013: 68)
TEEO OAOAAOGE OAry nmuEhAdard of Ghe srdafisatibnal practice and working
relationship of Ensemble Firefly though there were aspects of the project thatthe
participants were not privy to, the main example being the financing of the project (the

budget and my payment). This brings the role(s) of the teacher-facilitator sharply into focus
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in an apparently egalitarian-orientated project. By this | mean there is a sense that the
teacher-facilitator may find themselves acting as a shield or a conduit between micre and
meso-level power relations. If the educator is to act in this way, their behaviour is open to

OAOOOET U AO OEA PAOOEAEDPAT OO AOA 1106 11 AT

OAAT AOGG EO OiI i AxEAO T DPANOA

Alternately, it could be argued that this is a necessarily pragmatic position to allow
an egalitarian approach to function within hierarchical institutions while maintaining trust
and confidence in a process likeensemble learning Christopher Bannerman, in examining

group devising practice, explores theneed to maintain confidence through the process

O

thiif OCE xEAO EA (AATA@DT@EEINRBOEE OBEET ¢ | AU 11

practice, when used as a technique to maintain morale and creative momenturit might

OAAI O1 A BanBeih@®andeEchdughlin, 2009: 67) Bannerman is here referring

to when the facilitator might have doubts or be unsure of how things will turn out during

the creative process This chimes with the notion that the leader z the all-knowing

schoolmaster or O1 AOOA O A @idt Bakel &l ith® Gnswers and that in failing to

maintain this aura will mean the breakdown of the creative and educational process and, by

extension, OEA DOT EAAO8O AEIi 08 )OO EO DAOEAmwra@EAT

facilitator AT A OEAEO AAOEOA O &b dhabhis dpprdach Anight £E A /

falter. While Bannerman is talking about the pragmatics of maintaining the minute -to-

minute, sessionto-session running of a creative project it might also be applicable to

O& O&£ZE1T CE OEA O1 Al AAO AEOGEOEI T O 1T &£ AOOET OEOD
It may be useful now to see how the conundrumof authority and egalitarianism is

dealt with in process drama, the currently preferred method to approach language teaching

and learning through drama, where the need for the diverse skills and artistry of the

teacher-facilitator means that they play a central role in the approach.
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Hey! Teacher! Leave those Kids Alone

If we compare process drama with group devised theatre, there are similar and
contrasting elements. Rrocess dramaE @nsdfiptedd(Stinson and Piazzoli, 2013: 21Gyhile
with group devised theatre there is commonly a script produced and performed, albeit that
the processmost often beginswithouta textal A OEAO AT U OOAOEDPOS bDOI
a loose guideline than a set textz contingent and open to change Having a final
performance is abo a marked difference aggroup devised theatre,in most cases has one
while process drama does notA O E O  IwiEhBud &nCehténal Gudience, stems from a
pre-textand bulAO OB AOT I A OGBthsoA dhd PiazolADBON0SE dlile
processAOAT A 1 AU AA in & befisk that Bh® AaktiGipants do not have their
words ready-prepared, there is a narrative in placethat is decided in advance by the
teacher-facilitator. From this it is possible to seethat although there is much collective
creation in process drama,the position of the process drama teachetfacilitator does not
easily align with the concept of &he ignorant facilitator for reasons which | will now

explain.

status within the participants, contributing to a more AOOEAT OEA A1l 1 OA@O
(Stinson and Piazzoli, 2013: 218)he teacherfacilitator still has the tendency to take centre
stage. There is an emphasis on th® A AT OOAT E OU (Stingdn &nl Biaz2olh 208324 %) &

in using drama for SLA by the major proponents of process drama for teaching languages,
Piazzoli, Dunn and Stinson. Emerging from Griffith University, Dunn, Piazzoli, and

3 OET drieiof@Hdught lauds the specialism and artidry required for a proficiency to be

able to use drama for language teachingDunn and Stinson, 2011; Stinson and Piazzoli,
2013) This pre-eminence of the educator is also stressed in the language teaching field, both

from the more mainstream cognitive-based academic position andfrom advocates of the
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creative approaches(Maley and Peachey, 2015; Xerri and Vassallo, 2016; Maley and Kiss,
2017) This would suggest that only those capable of corrallingthe disparate fields of
teaching, drama and SLAare the ones capable of reali& 1 #@e fll promise of working with

dramad A AAAEOQOEIT 1T Al I(Duin@d Sthdon, PAAIAGIB)ET C6&

| would argue that this resembles the position of the stultifying schoolmaster
stepping ahead of the student, part of what Citton calls the OAE OAT OOOA 1T E£itAgbPA
is in the nature of explication and expertise to produce the very inequality of knowledge
and power it pretends to correct§(2010: 30)4 EA O A£OI| [PiazRdb &ndl Gtiddbd diso
claimh O A Adccur ifithle téacher has masterd OEA AOOE OO OU(2013E218)0A T |
4AEAU OOA /84111 A80 AAEET EOEIT 1T  x @dgdiidion i@ OE /
renegotE AOET T 1T &£ OEA A(sthdoh and BiazAoliE20E3025YAIS includes
elements such as, pmce, time, space, role, contextlanguage and movement and it is
certainly a bold statement to say that these elements must be mastered. In addition, the
teacher facilitator must be able to @raw on their deep ET T x1 AACA 1T £ 1 AT CO
(Stinson and Piazzol, 2013: 216Rather than disparage the abilities of drama facilitators or
language teachers or those that can combine both, perhaps it is worth questioning whether
DOT AAOO AOAI AGICE EDRANOEDHAT ADODOU ard plcing 400 Ailch OE A
onus on one person in this purportedly collaborative undertakingg " 1T x AT 1 AT A
is a prime example of this (2005). The intricate planning and interplay of skills, whilst
impressive, can also be seen as cdrolling all the aspects of the learning environment and
can meanthe participants miss the chance to take these roles& OT I 2 AT AE7T OA8 O |
the critique of process drama is that the art of drama and language is kept in the hands of

s o~ oz

OEA OItADOAOOGAAT O EO OOEIT 0OO0O0I OEAEAAh DPOOOOE
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)T AAAAn OEAOA EO OI i AGEET ¢ 1T &£ OEA O! CAOE/
where all is revealed by the alknowing narrator at the time of their choosing. The
frequently employed technique in process drama of teacheiin-role is indicative of the
continuing centrality and control of the teacher -facilitator where the focus is still on the
teacher-facilitator, in character or not. This point was captured in a discussion with a fellow

drama practitioner who had observed the technique used in process drama and voiced their

frustration at seeing teacherin-role as hogging the limelight exclaiming that they should

OEOOO CEOA OEA EEtis © BéebpiteAEsAaick finGingsA by PiakZolé ahd

30ET 011 xEAOA OOOAAT OO OAEA OEAO (2mB:ARDkMmayUil O
well appear so, yet it could equally be said that thedirection was always steered by the
teacher-facilitator A AODEOA OEA AOOAOOEIT OEAO OOOAAT OO
because of thestrategies employed in process dramgStinson and Piazzoli, 2013: 220}t is

in the emphasis on the centrality of the teacherfacilitator that is problematic as it

Al 1T OET OAOG Oi OADPI EAAOA OEA OEAAAI 8 OPAAEAO E
facilitator in processdrama,ET 1 U OT 1 A AO OECI T OAT O AEAAEI EO/
DOl EAAOh OEA BDAOOEAEDPAT OO xAOA AT AT OOACAA
ownership and direction of the creation of theatre. This engenders the projd 086 0 OT AAOI

aim of increasing their self-efficacy and confidence in SLA and stands for the democratising

ethos of devised theatre.

Yet, collective creation, such as the process used in thePerforming Language$
project, is not immune to criticism of a similar ilk. Grotowski was not convinced by the
AT AATETC T &£ AIl AT AEPAOGET 1T OEA Ai11 AAOEOA AOAA
AEOAAOI 08 EIT OAOAA Owdy @s &b lindivid@AvibuldOyet fas iCI0&dilldes
between caprices, chanceand compromise of different tendencies [it] results in half-

i A AOQGrdtenski gtd. in Wolford and Schechner, 2001: 224)In some ways, that could

S4eA OAAPAS AAETC A ATiii1 o111 OOAA Oud-rdé.1 EAAT T U
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be said to be the casewith the ®erforming Language$project, for example the cntrol of
the course finances mentioned above, or artistic choices influenced by me, whether
consciously or not. Yet when Roger Bechteltells of various companies where individuals
@xercise their experisd | AATETI ¢ OEAO OyAeOOET OE®Es x A
AAAAT OOAT EUAAS U lethicalyd(2018:A40) Therkfgrd, BAchté Alrdws the
conclusion that when O E Aoliti& of pure collectivity is unrealizable, ethics becomes a
Pl xAO0OADI Al (2@ 149) mdeEd, mih of the writing on collective creation
demonstrate what Syssoyevaand Proudfit identif U  Ah® coffaborative director poised
between the OT 1 AO 1T £ A OOA QIn13& 243 ThigEdpdaksl td= theApOsitiand had
during the project when ) xAO ODPI EOAAS8 AAOxAAT OAAAEAOR
Al TTCOEAA All OEA Ai111 OCAOCBI xEOELE" AEEDAAI 6§0C
@elicate balancing act, however, between authorship and authority (2013: 40) Perhaps
then, as an egalitarian aim could be called utopian given the institutional setting,
compromise could be considered a pragmatic rality. Practicality appears to always bdhe

i EOECAOQET ¢ #nfoin® heQotiafidn be@veeh inditutional politics and aesthetic

On

D O1 A @Bechi@l, 2013: 4849). And while, as Bechtel further DT ET OO dcOD&®h

negotiation is always particular§ he posits that it is always necessary to recognis@uthority

Even if we accept that proposition, it could also be argued that authority does not
necessarily always have to come fronthe same source. For example, in the following
chapter | look at how monologues written by individual members prompted collective
AOAAOGEI T8 1101 h ET Obdied bahy ok theliifedire acivifles thét @O E C A
used in the devising process ca engender this ethos of collective creation where the
position of leader is not fixed and, rather than a hierarchical relationship, one based on a

form of friendship can be created. This is explored in the following section.
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The Best Ships are Friendships : Group Devised Theatre in Microcosm

There are good ships and there are wood ships.
The ships that sail the sea.
But the best ships are friendships,
And may they always be.

Z Irish proverb

The integral bond, or friendship, that was formed between participants in the project was a
major facet of the overall project. It was also a fundamental base for language ability and
development. So, while disparate exercises proved useful it was perhaps not the individual
activities or events that created or cultivaed a sense of confidence or for that matter any
kind of pedagogical outcome during the devising project; it was the overall accumulation of
engagements and interactions between participants that engendered a sense of groupness
and trust which encouraged asense of seHefficacy and confidence. This was iterated by
Federica when she told me that the group members were definitely friends now(Federica,
2015)and when | asked how working in a group where you trust people had affected her
confidence she explained:

)y 0860 EET A T £ O bofect @lelofedddirelaiodship msteddofthe D O

OA1 AOGET 1 OEEDP AAOAT T PETI ¢ OEA DPOI EAAO y8e O

iTOA ATT EEAAT O ET OEA COI OP xEEAE EI BOI 0,

circle. (Federica, 2015)
, TTEET C AO AZAOEAT AOEEDPh 41 AA - AUh, sekd fiehdshipEd C 2
A xAu O OAOGEOO AOAAOET ¢ EEAOAOAEEAO OOAOQET ¢
they are equal in measure to us but because equality of this type is, to a certain extent,
AAUT T A 1 (PoA3d TN CAedting a sense of friendship and discarding measurement in
OEEO OAT OA Al 11T x0 OEA 1 AAOT A, ldain @il deSEoA. AnA T |

addition, May contends that:
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Friendship is also motivating. Friendships, after all, are among the most
rewarding of our social relationships. We would often like other of our
relationships with others [sic] to share certain characteristics of friendship. Not
that we can consider all our social relationships to be friendships: that would
require too much commitment to too many people. However, most of us would
find it a better world in which we could trust one another a little m ore, feel a
1 EOOIA 1T AGO ET AT i PAOEOEIT xEOE 1TTA ATTOE.
By modelling such relationships, friendship can not only offer the preparation
for political solidarity; it can not only show us, in the intimacy of our particu lar
worlds, what a better world looks like; it can also motivate us to achieve such a

world. (2013: 72)
Taking this line, it could be argued that rather than an educational relationship of
dichotomy, such as schoolmaster/pupil, perhaps one that emulates that of friendship offers
learners better support. It also means a stronger motivation for everyone involvedn the
educative process, both teacher and student. This is important as motivational factors in
I AT COACA AANOGEOEOEIT AOA A &£01 AAiI AT OA1 EOOOA
subject (Dornyei, 1998; Doérnyei and Schmidt, 2001; Dérnyei and Hadfield2013)along with
.1 001160 OEAT OE QHdrten Péirte, 1895.(Nbitba), 2001, Q013, 2016hese
factors come into play here in the role of friendship in the learning environment.

AEA AAOEOEOEAO ) 11 x AEOAOOO xAOA Okl AAOD
to demonstrate the general ethos of collective creation and a reflection on the emergence of
friendship engendered by a more egalitarian approach. They are not meant to indicate best
and certainly not ideal practice. These are more instances when the apoach worked well
or served to indicate how the overall project worked at times. At other times, as with any
project, activities did not always work smoothly or perhaps had adverse effects for example
when no-one seemed to want to take responsibilityto A CET 1T O ET AAAA O AAZ

seemed to be lost. This side of the collective creation process is analysed and discussed in

the following chapter.
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The first activity | look at in this respect is called Digitsh x EEAE EO A OT Al
the physical contact, collaboration, concentration and trust that is to be found in the overall
group devised theatre process. This activity will be familiar to the theatre practitioner and
teacher alike. The essential premise is that the group are to count téen together (or further
to any number, the alphabet or, perhaps, the words of a story). To do this the group stand
shoulder to shoulder in a circle; the optimum number of participants is between eight and
twelve. The caveats are: if a number is said simultanagly, the counting must begin again;
the participants do not tell each other, by word or gesture, which number to say; the
participants are also asked to look at the floorz this is to avoid the temptation of anyone
indicating when the group members should give a numberz this helps to aid and cultivate a
sense of togetherness through physical sensation rather than eye contact. This activity
AT AADOOI AGAO OwAno-UEO&EADODACAODEI OEA 1 OAOAIL I
For the participants, it creates a sense of intimacy and ease with each other and introduces
a playful form of physicality, which is representative of group devised theatre and is
AEOAOOOGAA AO I 1TOA 1ATCOE EI OEA AEADPOAOR Oc
without the need for speech allows for an immediate bond which, though perhaps transient,
leaves a residue of ease and warmth among participants. There is an intimacy created

immediately and a sense of collaborationz also collective frustration z and a lot of

laughter.®

Another activity, People Knot does a similar thing. Participants, again in a circle,
Al O A OAEAET & zAdadyEcrehtiAgeal certair ghysidabintimacyz with two
different people in the circle and not standing next to them. They then seek to unravel the
chain without breaking the links (the hands being held). As a language teaching activity,
especially for students with a less developed target language, the use of prepositions of

place and movement can be practised. We began by doinghts and then | later asked the

6" AEEOET Al AEI O Al Ai AT AEPAOI OU OOOAT CcOE EIT 1AOC
instrument to oppress and blind the people. ltalx AUO OAI AET AA A EOAA@19%BAADI 1
94).
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group to try this activity in silence as it engenders a deeper sense of groupness via
physicality.” This is because of the increased engagement with trying to gain eye contact
and the exaggerated gestures that this involves EAT DAOOEAEDAT OO0 AOOAI |
what they are going to do or what they want the others to do. The activity also serves to
foreground the group devising process and indeed as a metaphor for language development.

311 AGET AO OEA m@vdling e Enbtl id foundAvithOdase; sometimes it is
unsolvable; for the most part it is somewhere inbetween. What is done is that the group

participants come to find their own solution (or not!), rather than relying on the teacher -

facilitator to valida te it as so.

Depending on the group, there may be some sideoaching to encourage less
ATTETAT O 1T AT AAOO O 1T £#£AO0 OEAEO O1 ObpI EAT Ol
This is so that there is a sense of ebb and flow in leadership which in a smallay captures
OEA 1T OAOAI T EITOATOETT 1T &£ OEA AT 11 AAOEOA AOA
OEAOGh O.1 T1TA OEOAO AAI OGA OEA 1 OEAOOh 10 EE
like the waves of the sea forever returning to the sh OOA OU 1 A O ABakuningtd AN O AT |
Joll, 1979: 9928 4 EEO EAAA 1T &£ A OOAI OO6AOU 1 Addiy 1 £
discussion aboutPeople Knotwhen the ensamble talked about the roles they adopted while
participating. The reflection aided those who did not feel confident in being assertive and
conversely those who tended to dominate felt more aware of this. A transparency of this
kind does not dictate that a participant should be made to alter their character in terms of

assertiveness but to become aware of g PAOO 1 £ OA A Ag ahdEdcaprdmoda®i Al

" This could also be seenn the activity where two participants balance a broom handle between each

I OEAO6O &I OAEAAAO8 4EEO EIiI bT OAO OEA Ai1 OOOAET O
around the space. There is an intimacy created by the participants having to use eye contact to
indicate where to move and tomaintain equal distance between partners

8 Rosemary Parsons claims that the mosODOA £01 CAI A0 &£ O AAOEOAbIéh AOA
OAdel M OAT OA 1A GAATAAETAE AAE &iERD 52010 Bj2010C5)2000D55(2010:
5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(201(
5)(2010: 5)(2010: 56he also t AET O AT OEOOEAOI ET AOAAOAOG xEAT OEA
(Parsons, 2010: 9%). Parsons also discusses her owrexperience regarding games effect on self
confidence (2010: 109)
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others. These elements of trust and ceoperation, commonly found to be the foundation of
friendship, enhance confidence rather than a competition-based learning approach which is
more centred on the individual and accommodates only the cognitivebased approach to

language learning.

The activity Name Circlementioned above in relation to storytelling and verifying
equality also serves the purpose of forming the ambience for friendship to flourish. The
simple sharing of unknown and sometimes surprising, yet accordingly familiar stories
Al11Tx0 PAOOEAEDPAT OO0 OF EET A DI ET 0001 OFEAEA TA
(Winston, 2013: 13® 4 EEO AA1T AOI OEOAOA xEAO O0OAOOEAEA
(White qgtd. in Suissa, 2010: 67AT Ah E &£ AOAOAOT EOU EO OEAxAAN
i T OA1 AEODPI OEOET 1 & h(SuBsaR(10: &7§FraerAit lin this Aende Andgtx] A A 8
AA AAEEAOAA AAAT OAET ¢ OI 7EEOA OEOI OCE O&EAZ
ANOAT 6h AO 11 OA1 AAET cO xEOE OEA OAIi A AAOGEA
I x T(\White gtd. in Suissa, 2010: 67)This is also important in an educational sense in that
OOEA AOOEOOAAT I EA £AA & A @HEMASH, E2R1Q: 67H0 @ Askd| but
important, degree this was seen duringName Circlewhen the ensemble members shared
notonlytheiO T Ai A AOO Al 601 OEA OOI OEAO AAEET A OEA
communication, creating a collective narrative that fosters friendship.

A similar effect, though enhanced by a sense of geographical and spatial elements, is
found in an activity called Mapping. In this activity, the centre of the room is designated as
a certain geographical position. The group designate compass directions of north, south,
east, and west to the four sides of the space. The centre of the room was then designated
AAET ¢ Al AgAAO AOAAnR AT A OEA DPAOOEAEDPAT 0O
participants are asked to position themselves around the whole room according to different

specifications: where they live; where they were born; where one of their gtndparents were

born; their favourite place in the world; where they would like to visit. During each
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OOADI OEOQEI-I £DIBHT Cidth GOEAR DOAOOEAEDPAT OO 1 Aci OE
between themselves, each of the instructions altering the constellabn of participants on
OEA Oi Apds ! #OAO AAAE OADPI OEOEITEI Ch OEA DA
responses why they chose the positions they have. Again, the facilitator guides or
encourages the participants to be able totellastory & x EEAE OEAU AOA OE/

same time, this allows participants to deepen their connection, an essential element in the

forming of friendship.

When we did this activity during the project, depending on the positioning of each
person, which involves negotiating their positioning on the map, there were moments when
the group could see how closely linked they were. This was sometimes surprisingly so, for
example, when they realised that they had been unknowingly living close by another
participant, or that they both wanted to visit the same place. There was also the explicit
acknowledgement of difference shown by where parents or grandparents were born. For
example, Aliya vocalised a sense of loneliness when she placed herself on the map in what
we were told was Morocco and saw that others seemed further away in central and northern
Europe. This, though, brought its own sense of bonding. The group got to see that others
can be different and at times separate yet still want to maintain ties with the others. The
activity also has an obviously practical purpose when the person speaking to explain where
they are and must address everyone in the room, so they are in effect obliged to provide
enough volume in their speaking voice, which engenders a sense otonfidence in

addressing a group in a large space.

Moving from looking at individual activities to the overall process, the complex
interweaving of events and moments means it is difficult to specifically identify when the
exact moments of bonding took place. However, the role of the ensemble setip and a trust
in the process and each other has a large bearing on building confidence and maintaining

motivation. Joan Littlewood, working with The Theatre Workshop, is said by Govan,
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Nicholson and Normington to EAOA OAAT OEAO OET AEOGEAOAT AA

ET EEAEOEIT Oh AT A 1 AAOT O (200004 this plikdequaly O A | A
to the Firefly ensemble. While overcoming inhibitions is discussed in the following chaper,
it is important to note the earlier work done in group exercises that allowed the group to
bond, while later devising work echoed this approach. Through drama, Julie Dunn and

-EAEAAT 1T AAOOI T Al AEI EAO OA&I O Ol fedk fory 8 e

learning about community is the creation of communities, where trust is a feature and
xEAOA O AEAT AT A A OOH2DBEAG itAlEsOrOdridinAl) TAidcolde OA |
OEi El AOI U OAEA AAIT 6O cOi 6PO AT A OCOi OPT AOOG
perhaps overlapping.

O Ai1AADPO 1T £ Al

Qu
(@]

In this chapter, Lev-! T AACAI EcCi T OA
2A1T AET OA8O OECI 1 OAT O OAEIT11 AOOAOGHh xAO OOA/
an educator during the project. This chapter analysed and disassed the postperformance
workshops which the project participants led and how this contributed to their ability and
confidence to disseminate the devising process activities and their enthusiasm to do so to

an audience outside the core process in the tayet language, English. Next was discussed the

AT OAT A1 A6O DAOAAPOEIT T4&£ I U OIT1T A AT A bl OEOQEI
was egalitarian and when working with unexperienced, nonractors and norn-native speakers

Z when | was the authority and when | was not. | then compared the role of teacher
facilitator in group devised theatre to that of process drama and critiqued the over
emphasis on the centrality of the teacherfacilitator. While the main proponents of process

drama for SLA suggest thatexperience does not always mean expertise, there may be an

overconfidence that accompanies both experience and expertise that should not avoid

constant scrutiny either, though that can equally be said for group devised theatre.

The last section of this dhapter begins to look at a way to navigate the problematic

dichotomy of the student-teacher relationship: friendship. | drew on examples of activities
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that we did together during the devising process that individually served to create a bond
between participants. | also used these activities to represent the overall collaborative
creative process and how this creation of groupness or friendship became an important
supportive base that allowed the participants to be more confident and motivated in the

development of their English. In the following chapter, @he Individual in the Collective§ |

analyse and discuss the individual within the collective learning process.
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Chapter Six

The Individual in the Collective

This chapter focuses on the autonomous learmg that occurred during the project
while continuing to discuss the power relations of the learning environment. This is seen in
the way that individual student develops their language ability and self-efficacy during the
project within a collaborative creative and learning process However, the focus shifts away
from the teacher-facilitator and student relationship to the individual student learning in a
collective in the context of the creative process. This involves the individual contributing
materials, thoughts and ideas to this process and negotiating with the group about the
direction of the creative practice, which brings about the transferral or redistribution of
responsibility from the teacher-facilitator to a more egalitarian approach. This addreses a
key concern in SLA and autonomous learning about who controls course material as there
can be issues with content that is seen as not relevant or that does not engage the language
learner. Three aspects of the devising process are discussed in relati to how individuals
produced material or ideas for scenes that they wanted to work on for the final
performance. This provided investment for the participants in the learning processand in
which way that also engaged the others in the group. This inclués a scene from the
performance, a piece of individual writing that w as theatrically developed through
collaboration with others from the ensemble and, in a similar fashion, the devising

development of a scene from a playful improvisation.

Following this introduction, the first section, &merging out of the Dark and the
Opportunity to Speakd details the opening scene from the final performance. The scene
represented a feeling in the ensemble of frustration at being denied the opportunity to
speak in the target language in the university language teaching system. While there were

AGAAPOET 1 Oh 1 OAE 1T &£ OEA OAAAEET C A 111 xAA
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Ranciére, discussed in the two previous chaptersAt various points during the project, the
students explained that they fet OOOADPPAAS AT OE PEUOEAAI T U | Al
and vocally, separated from communicating with their peers; they were individuals made to
learn in the cognitivist ©agerather than in a mode of interaction. A scene that directly
addressed these issuedJn, deux, trois, Solell, is discussed in more depth in the following

section. It represented the individuals finding their own path and coming together to form

a collective both in the devising process and in is performance in the final show.

While the sense of groupness tends, understandably, to have some homogeny (this
might be a way of looking at the world or, in our case, a performative aim), the values of the
individual are of equal importance. In fact, Ritter argues that diversity of character and

opinion is conducive to stronger community bonds, explaining:

Being various in personality, developed individuals depend more on one
another to satisfy their needs than do individuals with similar personalities.
Their bonds of mutual dependence encourage developed individuals to explore

each other's character and thus to experience communal awarenesgl980: 29)

As discussedin the following section, @riting the Individual, Creating the Collectived the

individuals to develop scenes is a good example @ EOGMAIST A O 1T £ | OOOAI
This mutual dependence, fdlowing his reasoning, was necessary during the project because
the participants were quite distinct in personality as they were socially or, indeed,
nationally. This range of individual characteristics can be gleaned from thebrief biographies

they provided for the performance programme which ranged from quirky*to conventional?,

1 _ouis [surname]z @lIMMMMM(b)s. Loves Comté cheesed
2 Aliya [surname] z ®m an Italian -Moroccan living in France. I'm studying foreign languages, which |
love, so | an participating in this project because | wanted to speak more English, to get directly in
touch with the language, to improve it and to do something fun. | wanted to speak English in a
different context, so | liked the idea of devising theatre cause it idifferent and very funny, and very
useful for learning languages! | hope my English has improved
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the poetic® to the droll*. The writing of the monologue scripts and their development
through devising methods took place over several weeks and stemmed from the individuals

initi ally working separately from the group.

The more spontaneous facet of the ensemble working together is analysed in the
following and final section, Q@reation and connections from out of the blued There, the
Al AOO EO 11 coOi Ob AR dtaR-bractidti-Based @&&rin@in heshapeE OE |
of creating something theatrical. The section discusses how improvisation is supported by
the ensemble and which leads to increased investment in the process with the material
AAET ¢ O1 x1 AA8 Aidtur® BoAns ga@ bf EhP &eatibit df Keing a group z the
O0c 01 OgflthatCsgsdoyeva identifies above as the essential element of group devised
OEAAOOA8 4EA AITAAPO 1T &£ OcCcOi 6T AOGOGS AT A OE

discussed in the prevbus chapters are further explored in this this section.

Advocates for autonomous learning in SLA such asDavid Nunan, David Little and
Phil Bensoh EAOA OOPDPT OOAA OEA OEAAA OEA@en®QOT 11
2001: 14 )1 AAAAh , EOOI A EAO AOGCOAA OEAOQO ©dkial I Al
constructive task can only be achieved by externalizing, and thus making explicit, processes
of analysis, planning and synthesis that remains largely internal, and perhaps also largely
Ei bl EAEOh xEAT OEA OAOE EO bAQwmb QidfTheretars, A |
while the individual can develop alone, interacting with others makes manifest the learning
aiding a realisation of conscious competence and selefficacy, which in the case study was
in the target language. In respect to the content that was generated by the ensemble

membersfor the devised performance, Benson has posited that:

*Federica[surname] -O! DAODAOOAT Al BEODE ABOBA BADAAOGh AT A OO
4 Julie [surname] - @epressed since the day she realizeshe would never get her letter from
Hogwarts, English studentd
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Control over the content of learning, in contrast to control over methods,

necessarily involves the learner in social interactions regarding the right to

determine and implement their own learning goals. These interactions may take

place with other learners in the collective negotiation of learning goals and

tasks8 y 8e #11 0011 1T OAO OEA ATTOATO 1T &£ 1 AAO
education authorities create situational contexts in which freedom in learning is

encouraged and rewarded. It also requires that learners develop their own

capacity to participate in social interactions concerning their learning, to

negotiate for the right to self-determine its broad direction and ultimately to

participate in the transformation of educational structures. (2001: 102)

AEA OO0AOAEI Ol ETC , AT COACAOS DOl EAAO ORAA ®AA KT TAG
TACci OEAGET 16 OITE DBl AAAh xEEAE EO AOEAAT AAA
AgAi p1 A8 'TA xEEITA ) Ai 110 bOiIbBIOEI ¢ OEAO
AAOAAOCET T Al OOOOAOOOAOSE OEAOA x AhOmpson talsGEET C
@actical DAO &I OF AT AA POAAOGOEAAS 1 Oh ET EEO AAI POEI
i AATO xEET A 1T1 06 AAET ¢ AAT A O Al OGAO 1T 0 OOO0OAI
participants or communities can act to subtly resist it (Thompson, 2011: 3368 4 EEO 00/

is discussed in the following section®

Emerging out of the Dark and the Opportunity to Speak

2A1T AET OA3 O bAA A gdolifidalAphilogophyAis enphatid A Gsidoricern
for people in the general population to be allowed to speak in their own voices alongside a
steadfast commitment to equality (Ranciere, 1991, 2004, 2011)) is perhaps the singular
O EAA Ai AOCET ¢ EOTih UAO OAI AETET C OOEI T DAC
beings are equal not just in lega or moral terms, but also in terms of their intellectual and
AEOAOOOE O ADeatyD20TOEGRE A @ OA xEI AOA OAT 1 ET AOAAQ

AT 1T OAET 601 AGO 10 ECTiT OAT AAGh AOGCOAO $AOAT OUN

5 A full explanation of the use of the termOPAOOONOAS EO b OinOdifdrdahce Aftectst ET |
(2011: 31)
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makes their voices and achi® A1 AT OO0 ET OE OE A2010: 6AThére welde AcetaE A1 A
ET OOAT ARG 1T &£ OEA OOTI EAAO AT A AAEEAOAI AT 0606 |

0
AT A ET AOGAEAT A6 AT A ) AI1TOETI O6A xEOE Al AgAI

frustrations with this and which was expressedin the opening scene of thefinal show.

Un, deux, trois, Solell (1,2,3, Sun!) is the French name for the popular children's
game Statues, also called Redight, Green Light (US) or Grandmother's footsteps (UK) and
it emerged from devising on the theme oEEQE 088 4EA AEI 1 £ OEA CAI
a wall which is guarded by one other player. A player must return from where they began
the game if the guard turns around and catches them moving. IntheAT O A | Adaphadiod
for the scene, the playes were caughtand sent back from where they startedif they were
OGapturedd ET OEA 1 ECE O |tame t6nders@r@ A/ diiecivel) traatddds,
deux, trois, Solell sceneasOE A AT OAT Al AchtiQue AxpraskiriigGhgiiristrations
with the conventional lecture hall teaching methods common in the university. This
interpretation was based on discussions with the participants throughout the project.
Unintentionally, this scene was somewhat sitespecific in that the performances were saged
in two different lecture halls as the university theatre was unavailable to usUn, deux, trois,
Soleil is evoked by a vignette of the scene being played out at the first performance and is

followed by a contextual analysis and discussion.

Un, Deux, Trois, Soleil!
A flash of light. A scuffle in the seats. And freeze!

No motion, only rapt rows of eyes. Darkness again and more

movement.

The poachers are gentle yet insistent in their onward stealthy

steps.

The torchlight seizes one of them and, calng in silhouette, they
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are returned to from where they came.
Yet still they come out of the dark.

There are whisgrs of confusion in the audiencg 01 O OO
Db A Orahdis@rprise from the stationarywoodland of the others
present. They know the gamebut are lost in its interpretation.
They were children then. Brash and full of confidence with no

fear of failure.

Yet now fear clasps their throats. The chance to speak: numbed.

No opportunity.

And then SLAP! The wall is touched, and the lights comea.o

Out of the shadows the players step.

An opportunity to speak.

The importance for the participants of this scene or, rather, the symbolism of this
scene is found in a recurring conversation about how the students felt like children at the
university. The sensation was that they were lecturedat causinga sense of detachment from
conventional learning practices and had little opportunity to express themselves or their
opinions. This pedagogical approach commonly adopted in the lecture hall exacerbates
xEAO 0AOOU 21 AAT AOOC EAO EAAT OEEZEAA AO ADPDIE
El DOAT EA T 0 fRWmAI3)4HEODAFEAIAGAD EAAOQET Theeh DD O,
established by Elaine Horowitz (and others) as being especially acute for the language

learner (Horwitz et al., 1986; Horwitz and Young, 1991; Phillips, 1991)

As a result of thisteacher-centred approach, members of the®erforming Language$
project felt they were not afforded opportunities during university courses to use and

develop their English abilities and, therefore, did not ZAAT OEAU EAA OOEA

6 Constance (one of the teacher/lecturers and part of the ensemble) told the group that she heard
this during the first performance AT A Ol 1T A 00 EO xAO A CAT OGET A OA
EADPALET Ced

165



01 OPp $AOEOAA 4EAAOCOA &£ O O3AATTA , AT cO
(Rodenburg, 2012: 3)For example,JulieOT 1 A I A OEA POI EAAO xAO C
OPAAEETI ¢ AO xA AiI160 OAAIT U EAOGA A Al AOO
AADAOOI AT O ¥y 8e @i RAS) Federicaxafs& Ooked a distinct lack of
opportunities to speak English and pointed out the ladk of involvement of students with
OPAT PI A O1 A A DB(Ecdefica, 2015) Fhis Andicak© that the university tuition
followed the dominant cognitive -based idea of language acquisition ignoring the obvious
need for individuals to communicate with each other and seemed to fail to engage in
motivating students. According to the Complexity Theory approach, this lack of

I DPT OOOT EOU i DPOAAOEOA OOEAI AO 1 AT GCOACA 1/

V)

AAOT AAT O 1 bl OOOT ECEAO 1T &£ 1 AT cOACA DPOAAOEAAG
E @8&aghdadi, 2017: 10)This is in line, according to LarserFreeman, with what is most

probably the most important construct in Complexity Theory: emergence (2017: 15)

Scott Thornbury elaborates, telling usO E Ahfistofical linguists, sociolinguists and
researchers into language acquisitia (both first and second) suggest that the processes of
language evolution and development are slowz and mess[y]. To capture this messy,
evolving quality, many scholars enlist the term emergencé (Thornbury, 2017 italics in

original) . He further explains that:

y8e 1 AT COACA Ai AOCAOG ET OAAITA 1 AT COACA |
learners are engaged in communicative interaction. The learner talks; others
respond. It is the scaffolding and recasting, along with the subsequent review, of

these learnerinitiated episodes that drives acquisition. (Thornbury, 2017)

4ET Ol AOOU OEAT AEOAAOO OO O1 OEA ApPDPIEAA 1EI
i AT OETTAA AU 4ET Ol AOOU AAOOGAOG A OEEAZO EI bpOI
proactive, modelling behaviour of synthetic approaches to a more reactive mode for
teachersz OOOAAT OO0 1 AAAh @&, 2004 ZOAThRdugh thigisderhsi toccteéte

an imbalance toward the student(s), away from the ideal of equality, Long later quafies
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this by more clearly promoting the notion of an egalitarian approach. He explains that the

way to encourage teachers to adopt a more egalitarian stance rather than an authoritarian

one is to demonstrate the positive aspects. Theseaccordingto Long, x I 01 A AA &1 1 0
improve classroom climate but also create advantageous psycholinguistic conditions for
1 AT COACA (Q0MATG)TES, @dun, i AAT O OEAO Oy Oe OOAAT OO

likely to talk more and to have their T xT AT i 1 OT EAAOEOA AT A POUAE
(Long, 2014: 77)Van Lier supports this by telling us that while a teachercentred pedagogy

i AU APPAAO OI CEOA AiT10011 AT A AEEEAEAT AU
participation , less expressive language use, a loss of contingency, and severe limitations on
OEA OOOCAAT 0068 AibplIT Ui AJIAGOA @ ER10GDOTHAIGE Ois AT A

underpins, T T C6 O Al AEI

—

The egalitarian nature of classroom discourse will mean students are

AT AT OOACAA O1I ETEOEAOA OIPEAOh T1 O 1 AOAI
response slot of the IRF [initiation-responsefeedback] structure. They will be

free to negotiate for meaning with the teacher and teir fellow students. They

will seek assistance with the language as object when they need it, and in tune

with their psycholinguistic readiness to learn, not when a distant textbook

writer decreed that they should (miraculously, all) need it. The teacherwill be a

guide, not a dictator (2014: 77)

Although calling a more control -orientated teacher a dictator may be more an exaggeration

for emphasis, the point Long makes of encouraging students to initiate ideas to be further
nurtured by both teacher and classmates is a valid one. It also ties in with cultivating the
emergence of language, whichPaul OAT ' AAOO AAOAOEAAO AO OOPD
Ol i AOEET ¢ TAx AO A OAOOI O(2008E189)EikultdneblsmitrBEe O T A
ATl AOCAT AA T &£ AOAAOEOGEOUh OEEO ObPi1T OAT AEOU

, AT C O pargidcttadd was demonstrated in the case of theUn, deux, trois, Soleillscene.

The participants initiated the topic rather than waiting for me as teacher-facilitator to
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instigate either the creative element or the language features of the topic. There waa form

of collective negotiation in that there were members of the ensemble not familiar with the
game and sothe gamewas played as a way of understanding it. Once understood, those of
us that knew the game responded with our own cultural equivalents, whch in turn
enriched the language that emergedwith new vocabulary and turns of phrases. In this way,
the individuals each contributed to the collective learning. As they were facilitating and
leading each other in different ways of playing the game, thiscould be a foreshadowing of
when the participants led the post-performance workshops discussed in the previous
AEADOAOR O4EA ) Qn ihi© wdyOnars Alifiefeht HadeAsOof @rfyuage were
emerging at the same time ad, of course, as Thornbury ates above this was messy. Also

to account for in this messy emergence is that the process was also very animated and

physical.

The fundamental importance of the body to communication is hardly in doubt as so
much of communication is inherent to the body from the sweeping gesture of the traffic
police to the sly wink at the end of a joke. This is testified to from at least the beginning of
modern anthropological studies during the Enlightenment to the initial research in to
gesture and body language by mthropologists such as Marcel Mauss and Margaret Mead
(Mauss, 1973, 1979; Mead et al., 1978pwever, a misunderstanding of language learning
being a sequential, strictly cognitive process persists in SLAignoring the aspect of social
interaction and physicality in communication (Larsen-Freeman, 1991, 20182 EEO OAOQE|
i ATOAI 6 11 O0EIT OOEI 1T BDOAOAEI O xEAOA OAAAET C
language together in the belief that there is a fixed path to follow to achieve language
competence, which is evidenced by the heavily textbookbased learning favoured by the

Common European Framework of Reference for Languages (CEFR) and the various

"While OEA OOA 1 AAGGR BIAOOAIOAO Y langlde dévéldprisht@difviiicE O
project is explored in more depthinthe Al T OET ¢ AEAPOAOh O- Acbggi tagbe) O 5
useful to understand the notion of emergence in language.
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language examining boards(Schmenk, 2004)® More specifically this is indicated in the
concepts such as Universal Grammar which, although having been long disproven or
discredited, are still fundamental to and still provide the reasoning for the approaches seen
in language schools throughout the world (Larsen-Freeman, 215a, 2018)That is, of course,
not to say that this method is completely unsuccessful. Many people have managed to
achieve great command of a target language following rotdearning techniques. This,
though, does not work for everyone and it may well hare seriously hampered even those
that ended up being successful and almost certainly inhibited manyexpressivelyby limiting

the role of physicality in language.

11 T1T¢C xEOE OEA OAOOOEAOQOEITO 11 OEA ETAEOD
physical restrictions caused by the learning environmens 4 EA OT EOAOOEOQUE
learning were cramped by greenlegged metal chairs and tables ompacked lecture halls. For
OEA cOl 6ph OEA AAO 1T &£ OAOAAEEIT C 1 008 fimdI i
performance was staged in one of these lecture halls) was a sign of their frustration in being
restrained both spatially and physicallyz being kept behind desksz and in their attempts to
test and stretch their abilities. As JeagRémi Lapaire citing Birdwhistell, has posited,

OPb A A E A évbal ddrd anddmoral movers (Birdwhistell 1970) who articulate meanings
physicalyhn OOET ¢ OEA OEAE OAIl Ei OE @apdrd 04160 7) Andplasid /£
in original)8 ' O A AAOAAOR Al AOGOGOITTI1I OAI 100118 OE
principal factors to a sedentary style of learning as the size and physical structures of school
classrooms do not easily facilitate anovertly physical approach. While it could be argued

that institutional places of learning are designed in this way because physical expression has

not traditionally been seen as part of learning,this idea of control is problematic and is part

OEA EI A£iBérigAOE]T

Qu

of an undercurrent of distrust in the learners O1T OA AT E

physically mobile, the constellation of communication could be altered (rather than being

8 The Canmon European Framework of Referenceand its influence on SLA is discussed in more
AApOE ET AEADPOAO AECEOh O-AOOEI¢C )0 5B 10 7A 1 1
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stuck in one place) and while allowing the individual a form of emancipation in how they
related to the others it also encouraged a wider variety of interactions within the group,

strengthening the collective.

The devising and development of theUn, deux, trois, Solell scene seemed to work as
a catalyst for much debate and conversatiorabout their experience of the educative system
at the university as we worked on it. The participants became more articulate and confident
about voicing their frustrations and concerns in this regard. The individuals finding space
and opportunity to express shared concerns and having a way of conveying this in the form
of theatre led to a greater solidarity within the collective. The actual staging of the scene
also contributed towards this with the overtly physical nature of the scene and uncommon
use of the space with the ensemble members scrambling over desks and emerging from the
seats onto the stage out of the dark, surprising the audienc8 $ AOAAOh " Al O1 AAT
ET OAOPOAOGAOGETT 1T &£ &1 OAAOI 660 Ai T AADOOAKEOAOI
OAOAAOEOA AAZN09 728 CGAGH &0 AT MAESI | B OlpdrrigOed Dard& E T 1
Baltodano and Torres argue that power is not static but dynamic and rather than dichotomy
of the powerful institutions and powerless learners, those learners have potential agency
(2009). This perspective gives a more complex and nuanced undstanding of power
relations through the lens of which the Un, deux, trois, Soleill scene represented a
destabilising act against a nonstatic sense of power, resisting how that power worked on
AT AEAO AT A OA1 AGET 1 OEEDPO Al A TOROEHMAAIG xEA AG
(Darder et al., 2009: 7) Pedagogically speakingRanciére would say that thisis inherent in
the design of the education system that the learner is destined to never catch up with the
master explicator. This, Kristin Ross points out, is caught up in 19th century myth of
POI COAOO x-BDHPE AADGAGDGEI e AOAO xEI 1 P ik dOOA A
O A A A(EA1OxX)As mentioned earlier, the Un, deux, trds, Soleil'scene began in darkness
xEOE 1TTA DPAOOIT 11 OEA OOACA AEAT OET ¢ OEA
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OAADOOOAS OET OA AAOGAT AET C 11 OEAEO bl OEOEI T
catching the master explicator asdiscussed peviously. The players, both in the sense of
actors and participants in the game, came from amongst the regular audience members. As
OEA DPAOA&I Oi ATAA OITE bl AAA ET 11 Hnseinble FieByA O]
deemed their actions to symbolise OEAEO OAOAAPAS A£OT i OEA Al
learning space. The process of creating this scene also marked a significant point in both

OEA DA OOE Affichck In Oréading daireAbut also their willingness to engage with

each other and discuss the merits of one decision over another.

The importance of this scene in the sense of a metaphorical emergence from the
audience to establish a new take on their educative milieu and their emergence as more
confident speakersin the target languageis important to note. This is so even when taking
into consideration that it did not and has not altered the established teachercentred
ApDPpOl AAE ZAOI OOAA ET OEA O1 EOAOOEOQOUG O-leveRAOOD

subversion and resistance isnore feasible than attempts to take on the entire system. And

OEAOh ET 1T OAAO Oi AAEEAOA OOAAAOOh EO EO 1AZ
OOOAAT OO OEAOA (2418:A81) Dhe weeHAE DA OAAT I 1 OT EOU T &

discussed in depth in the introduction chapter and concerned a mesolevel of
interpretation , but now | look at a more individual, micro -level of the creative collaborative
DOl AAOOh AOAxET C 11T ATTOEAO 1T £ AsAashBtedinkieO D (
DOAOGET 6O AEADPOAOR 2ghditpi&rieithek gi@hdr dlatned)iOs ptaEtided, Oy A
it is verifiedd(1991: 13@nd storytelling z recountingz AAAT OAET ¢ O1T 2A1T AE1 O.
basic operation of intelligence (Ross, 1991: xxif In the following section, | analyse how the
students told their own stories and the effect this had on their language development and

their confidence, motivation and investment in this process. To introduce this section, |

% For Ranciére (1991, 2006) intelligence and equality are synonymous terms, as are reason and will.
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briefly recount an experience of mine as a language learneasthis played a key part in the

development of this research.

Writing the Individual, Creating the Collective

Starting just before my own research project where | would take on the role of
teacher, | joined a group devised theatre project for German as an additional language. The
group consisted of aroundfifteen to twenty people participating each weekin a three-hour
session. The initial sessions were based on ercises and activities commonly used in drama
work and many of them were improvisational. All those participating were clearly engaged
with both the creation of theatre and the language learning process. The teachefacilitator
was well meaning and devoteda lot of his free time to the project. This work rate did have
an influence though. While some participants found the processgreatly beneficial for the
development of their German, the workload was very high and the required skill in German
to keep up was daunting for many of us at a lower level. This was indicated, for example, by
having to read and respond to very long emails from almost at the beginning of the project.
Midway through the process the focus changed from improvisational activitiesto one of
creating a script. This emphasis, and reticence to edit, led to &inal performance of more
than two and a half hours plus an interval. The performance had long dialogue-heavy
scenes where ofterfifteen participants or more would be on stage with littl e movement. By
the time things had progressed to the sript-writing stage, | had left the group as work
demands and my own research project meant | could no longer commit to such a

demanding enterprise 1°

10 Commitment and the underlying motivational and investment factors are aspects of the devising
process that | touched on in the previous chapter,@he Ignorant Facilitator$ and | return to later in
this chapter and the finalone, 6 AOOET ¢ ) O 5 1 0 7A "1 1111C6
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My personal experience is demonstrative of how sulgctive the learning experience
can be, and the process overall was not as rewarding as | had hoped. Perhaps my German
level was too low for this project. Perhaps it was that | saw the emphasis on scripted
dialogue, and the task of scripting dialogue, as nd to my theatrical taste. Speaking to one of
the other participants, though, revealed that they found the process very beneficial while
acknowledging the, at times, overwhelming workload. He was one of a corgroup that
eventually became the de facto scrip-writers under the guidance and editorship of the
teacher-facilitator. Despite my misgivings, somesense of being a group was also to be found
in the project. Among the other group members, though not all, there seemed to be a sense
of the groupness especially with the core group who would go on to work intensively on
the script. The approach did yield a fully-scripted play with parts, perhaps understandably,
distributed according to German ability -level, and those creating the characters als playing
the larger parts. This project came to stand in contrastto ®erforming Language$ where
pieces of writing by individuals or participant pairings were developed by the collective
rather than finished scripts that were given to others to learn. In this sectian, | analyse this
collaborative reworking of individually written material in two discrete parts of the
development of a scene calledVho is an artist?. This was donein a different and, | argue,
more egalitarian manner and in a way that was more effectivein terms of language

development for the individuals in the collective .

The analysis of the development of theWho is an artist? scene shows how an
individually written monologue was then developed by working with others in the group,
firstly stemming fr om a contribution from Valérie, and secondly, fromAliyad O ET OT 1 OA
in developing the scene.The first part of the scene development | look at explains how
material created outside of the workshop time and space was introduced to the devising
process am further developed with the help of other ensemble members. Following this, |
AEOAOOO OEA 11111 TcCcOAO AO PAOO 1 £ &dEhbw hid OOE /
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aided mutual language development andin what way that was closely tied to the
establishing of an artistic identity and a more confident voice. Though here | focus on one
piece, the various monologue pieces that individuals contributed to the devising process
were developed in a comparable manner.Also, as the participants created the work
themselves, they were, therefore, inherently expertly written in the sense that the authors
were experts on themselves. Thisis in line with much ensemble devising practice where
OyxeEEIT A A Ai T OATOEIT Al bl AU AQE O @Oduckdn isOE A
ET EOQEAT T U 171 AAOA AParsdis) BEHG: 66ESbndarlyAtRi€d wad Ah® iniial
working method of the German as a foreign language project outlined above Wth the ideas
£l O OEA DPAOA&EI Oi ATAA AAET ¢ AOAx1T &£01Ti1 DAOOE,
dreams. However, this choice of theme andapproach was mainly driven by the facilitator-
teacher and how certain stories on the theme of dreams were chosen tde developed was
unclear and many of the individual tales were merged or adapted to represent everyone.

This sense of wanting to incorporate everyone isin some senses admirable yet many
individuals found this process alienating as they had no say in tle way this was done and, as
such, trying to incorporate each individual caused confusion and detachment and perhaps
disenchantment with the project. This is not to say that the project was not enjoyable nor

beneficial for developing language yet it does raise the issue of the role of the individual in

the collective.

In the ®erforming Languages$project, the resources or materials were introduced by
individual members in the same way as the German project but, contrastinglythey were
treated and developed differently. In fact, the development of the scripts provided a catalyst
for further creativity and it was intrinsically motivating to enhance the original written
PEAAA8 )1 OEEO OAT OAh OEA ET AEOEAOAI 60 1 OEC
ensemble and conversely the collaborators found the material offered by individuals to be

exciting and full of potential. In a slightly different way to the writing process during the
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German project mentioned above, | acted as another resource to particignts on certain
guestions and certainly offered input from a theatrical perspective, yet | was not the editor
of their work. By collaborating, students shared the opportunity to discuss the nuances of
the vocabulary, syntax and aspects of language usage @rherefore engaged in an active
rather than principally reactive way seen in the teacher input, student output model and
adhering to development through interaction and negotiation of meaning favoured by the

Sociocultural, Socio-interactionist and Sociocognitive approaches to SLA(Ellis, 1991, 2008;

Gass and Mackey, 2007; Lantolf and Thoe, 2007; Atkinson, 2011a; Lantolf, 2011)

My anticipation was that much of the material for the performance would be
created collectively or with the group at least in the same space and, by proxygnabling that
language development through the devising process would take place there too Of course,

in many ways this did happen yet there was a substantial amount of work that occurred

¢

0

AAUTT A OEA AAOCECT AGAAh O EEEAEAI| btheAdsditibré BIl C  /
Nunan, Benson and Ivan llich (among others) that much of languagelearning takes place
away from the classroom(lllich, 1971; Nunan,1989, 1991; Benson, 2001; Benson and Reinders,
2011; Nunan and Richards, 201® fact, lllich makes the claim that:
Most learning happens casually, and even most intentional learning is not the
OAOOI O T £ POI COAIT T AA ET 000 Odisédbridiangyagee - 1 OO0
well do so as a result of odd circumstances and not of sequential teaching. They
go to live with their grandparents, they travel, or they fall in love with a
foreigner. (1971: ¥43)
While | would disagree with lllich i n that people have learned an additional language at
1 AAGO ETEOEAIT U ET A & Oi Al AT 6eoi1i AT 6hn O

AROAT T PI ATO 1T &£/ OEAEO 1 AT COACA AAEITHOREEBREAIO

@nanticipated 8spaces where noments of learning took place away from the devising space
AlT1¢c xEOE OEA AAAPATEIC 1T & OEA Al OAifuktheA d O
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in the following two chapters. Now, however, I AEOAOOO xOEOET ¢ AT A AO
direct devising space #ong with the shaping and creating that occurred within the time the

ensemble was all together.

The original idea for Who is an artist? was suggestedby Valérie and the initial
devising work on the scene involved a lot of improvisation and was ndable for the
individual effect on Valéried Gelf-efficacy in the target language This was due to the
supportive and fraternal ambience within the devising environment and in the overt
physicality that Valérie used to express herselflt was also importart in the effect of the
OAAT A6O AAOGAT T PI ATO EAA 11T TOEAO 1T AT AAOO xE
Louis and Aliya which, ET 2 E O O Agbd¥ided © dutubl Bénevolence ordependence.

Valérie was at first very restrained and reticent to improvise in English. As we worked
together, she told the group that she did not feel capable or comfortable doing so.
Therefore, we discussed doing it in her native language, French, to negotiate her anxiety
about exposing herself in English. She was tactant to do this as she felt that it might be
AT 1 OOOOAA AO OAEAAOET ¢6 AT A T AU EAOA A 1T ACAC
she would not be using the target language. This is a common feeling and certainly the
absolutism of using only the target language is prevalent in language teaching classrooms
the mono-lingual ideal (Cook, 2001) However, there are many researchers who welcome
and encourage a speaker's first language use in the learning emgnment as it allows the
learner to feel more in control over their learning and clarify their understanding, if
necessary(Cook, 2001, 2010%When Valérie improvised in French, she was visibly more
comfortable and added dance movements, spinning and skipping amongst the other
performers.!? As the work was directed at a theatrical rather than solely a linguistic

outcome, this did not feel like a failure. Along with the verbal support of the ensemble,

IFor an in depth discussion of the area of bilingual and multilingual education seeWright and Boun
2015
12This took place during the session on Sunday, March '8 2015.
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doing the scene initially in French allowed her to achieve a level of linguistic comfort
sufficient for her to bring an overt physicality to the scene. Then, when we returned to work
on the scene later in the afternoon, without prompting, Valérie began to improvise in
English. This indicates that once she was comfortable in her physicalityValérie was able to
discard the crutch of French. So, while her speech was not as smooth or fluent as it had
been in French, it was a notalle step forward and it showed her relaxation with using her
skills in English in an impromptu and unsupported manner.'® This implies that having a
good grounding in physical expression albeit aided by a speaker's first language usecan

lead to increased notivation and confidence to use the target language.

4EA AT OAIl Al A8 O VAl4riéd @O EAMROADMETTTPT AT O xAO 1
support allowed her freedom to improvise and bring such an overt physicality to the piece.
It also allowed her to display herindividual talent and ability which is sometimes seen in
ensemble devising to be problematic. Discussing collective creation, Bechtel identifies that
O#111 AAOEOGEOU EO OOOPEAEIT OO 1 &£ OEA Al AEI

Creation§ Theodore Shank even clain® fit] heéQgroup, not the individual is the typical focus

I £ AT Al OA O[ED B Kokeveé,ahHalkr@idgrecommendation by LevAladgem

1T¢co

(e}

o 1

EO 007 00T b DAOAAEOEIE®IETAOE §BHODAITAE @O SATAA AAY |

y 8 te facilitate the consolidation of the theatrical group as a heterogeneous

body, in which the course of the creative process maintain [sic] some sort of

DEUOEAAIT AT A 1 AT OA1 AEOOAT AA OEAOth® OAOAOO

dialectic connection/disconnection between being both an individual and part

of a group formation. (2015: 518)

Embracing and being aware ofthis duality is helpful to the language learner as it is

unarguable that an individual must develop their language themselves. N-one can do it for

13At lunch Valérie often turned to Louis for advice on lack of vocabulary which indicated her reliance
iT TOEAOO & O AlT £ZEOI AOETT T &£/ OAT OOAAOTI AOOG 8
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someone else, yet, for most language learners, communication is best facilitated in some
Al O T &£ cOIT Ob TO0 AT T OTEOW AMAODOOBGAEABOBAA 3A

above.

Claire Kramsch offers the concept of athih OBDAAA j 1 O OOEEOAT AO«
to aid an understanding of this duality and move away from the dichotomies found in
language learning of native/non-native speakers and the self/other, and, | would propose, of
the individual and the group. KramsAE A @bl AET O OEAO Oy OeEEOA A
eliminate these dichotomies, but suggests focusing on the relation itself and on the
heteroglossia within each of the poles. It is a symbolic place that is by no means unitary,
stable, permanent and homi C AT A(Kré@dh, 2009b: 38). According to LarsenFreeman,

A OA1T AGET 1T Al OEAT OU OOAE AO #1 1 Pl Aaéudity o4 EAT
DEAT T 1 (A007A 20 her emphasis)This is done by viewing apparently discrete objects as

OAT I P1 EIl AT OAOEAO OA QUaded Fredrah,i 2014 RRAEohs@érihgEthsO 6

AT A CEOAT CcOl Op AROEOAA OEAAOOAS8O Ai PEAOEO
the emergence of the cafident individual was a prominent part of the collective process of

both creating theatre and learning the target language As Oddey suggests about ensemble
AAOGEOET ch ODPAOOEAEDAT OO I AEA OAT OA 1T &£ OEAI
context, investigating, integrating, and transforming their personal experiences, dreams,
OAOAAOAER EI BDOI OE OA OEI1994: 1TheldeviiggpploceEsi othisDsdedeE | T ¢
was also notable for the mutual benefit that occurred. This was shown througy Aliyad O
development in terms of physical expression and gesture which is discussedow. The
development of Who is an Artist?sceneAT T OOEAOOAAR ET DAOOh OI E

along with the writing and development of her own written piece discussed in the following

chapter, ®oicing Identity &
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The theatrical fulcrum of the scene wasLouisAAT AT AAA 11 EEO EAAA
by Aliya and served as aranalogy for the project participants working on the scene in that
they were somehow sculptinglanguage This part of the scenewas a difficult piece of action
to co-ordinate, yet it also brought about increased confidence both in physical and
linguistic expression. Louis was already a confident performer which was rooted in his
circus experience abng with engagement with physical hobbies such as rock climbing.
Aliya, on the other hand, was much less overt in her overall physical communication. She
Al 01 I 0T A EAO OT1 A AO A OOAODI DAOObx EARDMAI 10K A
I T A AfiLéuis ivas slowly shaped byAliya. Her hands did not actually touch his body, yet
OEAU OEAPAA OEA OOCAOI DOOOAG A&O01T I A AEOOAT AA
him moving up and down, recalling Braued O 11 OET 1 1 £ OOEAI Al ©ALOPA
(2002b: ixxx). The physical exercises involved in the rehearsing and development othe
scene were indicative of many other instances during the devising process and can be
viewed as an activitybased approach to language learning. Thisactivity -based process
raises our natural curiosity and interest forming an intrinsic motivation which promotes
learning. More directly connected with language acquisition, as mentioned in the previous
chapter, Zoltan Doérnyei and others find that intrinsic motivation can promote long -term
retention of language (Dornyei, 1998; Dornyei and Murphey, 2003; Doérnyei and Ushioda,

2000).

Simultaneously, the individual ensemble members working together was notable for

theunderpET T ET ¢ OAT OA 1T £ O 6O600OAT A htGaBaidd tade®dnO DI

+01I DI OEET 860 Ai1 AAPO 1T &£ Oi 6OBAI AAT AOiI 1 A1 AAG

I PAOAOGEOA O1 AEAOU AT 11T C xEQE8A57MHApostd £ ET  OAO

[1]f the treatment | receive from others is inspired by benevolence, my chance to
become a creative individual grows. | can then rely on others to help me when

in need, just because | am theirfellow and regardless of defeatsKknowing they
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will support me should | fail in my quest gives me courage to seek uniqueness
and creativity in the face even of great risk (Ritter, 1980: 57)
This is pertinent to the discussion of, not only the creativity of the participants in terms of
the theatrical devising, but also the risks and failures involved in language development.
&T 11T xETGC 2EOOAOSEO AOCOI AN DE O Brid@dARONAG #nd OO D

this is reciprocated throughout the collective. Ritter substantiates this claim about

on this reciprocal support from others gives one courage to purse unique and creative

paths in seltA A AT | ERitt€dqtd. in Suissa, 2010: 63) This was achieved in the
development of the Who is an Artist? scene (an example of other scene developments) in
OEA ET AEOEAOAI 60 xOEOET C AAET ¢ OGbod événfod AT .
suggested that the individuals wrote themselves as individuad into the collective, the

written texts serving as a way of revealing more about themselves. Witlthe demonstration

and sharingi £ AT ET AEOEAOAI 80 bi OAT OEA1 OEA Al OA

strengthened bythe sense of friendship. As May argies:

Friendship can give a picture of solidarity, which is no mean feat in an era of the
individualism [...] Friendship can be a movement of solidarity. It presupposes
the equality of its participants, and thus trains those participants in the mode of

political solidarity required by democratic movements. (2013: 72)

And it is to the notion of friendship that we turn in the next section as | discuss
collective creation at the one of its moments of genesis and how this creates confidence in

OEA PAOOEAEDPAT OO8 AAEI EOQU O Ei DOI OEOA AT A x

Creation and Connections from out of the  Blue

On the aptness of theatre to accommodate friendship, | find the philosopher

Alexander Nehamashelpful to set the scene. HebT OEOOq O, 11 EOh CAOODOOA
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bodily dispositions are the stuff of drama, which is, accordingly, the medium in which
friendship is best O A B O A O(Adha&nkgh 2016: 179He finds friendship depends on and is
expressed in intimate actions and gestures only manifest in context and over a period of
time, connecting the role of physicality and the growing intimacy between individuals.

Nehamas explains further that:

Friendship is an embodied relationship, and its depictions require embodiment
as well: they must include the looks, the gestures, the tones of voice, and the
bodily dispositions that are essential to textured communication and on which

so much of our understanding of our intimates is based (2016: 179)

While Nehamas is discussing the display of friendship in more traditional theatre, Simon
*TTAO EETAO OEIEIAO AITTTAAQOETITO EIT AOAADEOA
ET OAT OEOUh OEA OEAET AQm: A9) that ibdt D& ididdklatiomBhiS E A A
between collaborating artists. Bannerman takeshis lead and offers a detailed expansion on

it:

[8] the ways in which the performers are intrinsic to the creative process and
the ways in which the creative engagement§8] combine to create the work. At
times the subtlety of the communications, verbal and physical, are rgealed,
while at other points the spontaneity and immediacy of responses are in the
foreground. The care and sensitivity of the interactions, the physical and
emotional trust, are also key features[8] collaborative practice [8] is driven by
a shared sens®f purpose and which only succeeds because of the trust between

the collaborators. (Bannerman and McLaughln, 2009: 6%68)

The elements mentioned here by Bannermag OOEA ET OAOAAOEI 1 Oh OEA

OAOT 1 AOA xEOE OEA DOl AAOGO inggprattitedut bidoiwih e E A £

development of their interactions. What follows is an analysis of how many of these
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elements manifested themselves and how they influenced the creative and language

learning process.

This section looks at a moment from the devising process when the participants had
been asked to work on some writing to develop their monologues/pieces by writing them
together in pairs. This moment took place during an all-day session, tweand-a-half weeks
before the first performance. We had arother all-day session scheduled the following day
and on the following Saturday and Sunday. The sessions at this stage were to rehearse and
hone scenes already created, yet also to generate more material for the final performance.
The participants went off with various tasks to complete: Julie to work on her monologue
with FedericaAT A OEA 1T OEAOO x1 OEEI ¢ ET DAEOO Oil 8
for descriptions, | include a scenesetting one prior to a vignette that tries to more

Dl AGEAADRU O6A A & théidceploh of the scene,Puppets and Prometheu$’

Federica B more conventionally formal in dress than the others;Valérie and Louis
are in casual wear of loose or stretchable jeans and looseshirt and sweaters. Aliya has
more consavative attire of hijab and noticeably more layers than the others. However, all
seem comfortable sitting or lying on the ground with the large sheets of paper where they
collaboratively write. Julied O AOAOO OOUI A EO Ol Lodisxand\@drie A A O x
and of Federica The room is ample sized and, as it is the weekend, we have the space free to
ourselves unlike the Monday eveningsessions when we wee interrupted by figures from
the administrative offices who have benevolently ceded the space yetonversely still occupy
EO8 )OO EO OEA AmOAoOTiTT1T T&2£# A £OIT AAUBO Of
productively on developing some scenes and lunch took longer than epected. The weather

outside hasbeen good in that the sun is shining and it wauld have been pleasant to be out.

14 While keeping in mind his own limitations: ®ut no description of looks, gestures and tones of
voice can ever be complete, and so no description can communicate whether these belong to an act
of friendship or not §(Nehamas, 2016: 179)
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Puppets and Prometheus

3AOAPO 1T £# PAPAO AT A PAIT PIAGO O

floor. Caught in the cusp of creation, groups have wearied of

their assigned tasks and are listing in the breeze of lethargy.

The room has quietened noticeably, and the ensemble seems to
be floating in the space. A sense of indirection pervades along

with a visible lack of discernible progress. We hover here for

i AUAA iy 1T ETOOAOh 1T AUAA 117 OA A]J

the time seemslonger, weightier given the imperative of cold

reality to accomplish our tasks.
And all in our favour yet nothing emerges, nothing flourishes.
And we wait.

Puppets appear on the hands ofouis and Valérie. The two
friends begin to play, andFedericafrom the group alongside

them becomes involved. An idea jumps up and out.

Ol T x1 AAAT T PATEAA 1| OEAT A OIl
She is excited at the opportunity to incorporate Greek
mythology. She is drawn away from the activity of wiing up her
own scaie with Julie Now joining enthusiastically in from the
periphery she abandons her work and supports and is

entertained by the puppet play. A listless laze, a lean over, a

jumping off. And the flow of the process is back again.

—_—)

devising process.) 1

The vignette illustrates aninstance where the participants became more fluent as

183

communicators as they animatedly discussed possibilities for the dialogue and character
development. This emergence of collective creativity and communication capture in the

vignette was a common occurence during the project and arose naturally as part of the

need a source of natural communication in a real context which reflects language asa

OOCAT ET OEEOI OU G GR 1O A OE A QEenrlyd0ok 2004 125FuEher@@d, Redde

N
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Marschke argues that the use of the communicative approach is not valued in many second
language learning classrooms and because of the ad hoc nak of any communicative tasks
Ol AROOAEAT h OEAOA EO 11 AOOEAT OEA AAOGEOA Oi
Al Ux ER@A &) As is shown in the development of Puppets and Prometheusthe
participants found their own direction and along wi th this were also able to switch modes
of working in English quickly from a writing task to creating ideas and use of the

imagination drawing on personal intellectual and emotional knowledge.

Before the session, the ensemble had agreed that we needed torfo some sort of
script to aid rehearsals for various scenes that had been developed earlier and/or we had
worked on earlier in the day, though it became apparent that there was little desire from
Louis and Valérie to start work. Julie had begun to write same lines on a large piece of paper
but | observed Federicabecoming less involved as she was not actively writing. Following
0AAT T O0EAAOOI Balnspkdcién ekishel perd ieAcCine eficontrarte trabajandg
OET OPEOAOQGET 1T AZEIOOOLT @ QXilagafdE 1B9EC64%2 11 endBuraged
them to continue with the writing task, though in this instance, the opposite seemed to be
the case: duringa lull, the inspiration came. Louis and Valérie were sat together and began
playing with hand puppets.!®Louis and Valérie were clearly not actively doing the devising
task they had been set, yet their spontaneous puppetry improvisation used the target
language which indicates that they were still engaging in the overall goal of practising
English. Their attitude was not intentionally disruptive but playful and part of the educative

goal we had discussed which included the stated aims on the participa® O dgudged

15The puppets werean owl and a dinosaur that were bought in a large chain store and, while not
being special in the sense of being uniquethe attachment of the group to the characters created
through the puppets was notable. The purchase of the dinosaur puppet was in largpart inspired by
an earlier creative brainstorm that suggested the possibility of lifesized dinosaur suits/onesies being
used.
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learning mapsT £ OEA AAOEOA OO01T DBl AUh (@GhloeDAll £h O @A
[English] in a non-I A OE OA (val@ik)CRbréher to this, when Valérie returned to her
language learning map in a postproject workshop she specifically adiressed this comment

x OEOET ¢ OEAO OEEO OxAO OEA AAOGA AT A )B80A £EOC
OEAO OEAOA xAO A 6. Ax AOPAAOYd ET OEA COi O6b
people with communication, for an example by reformulating what one had said and the

I OEAO EAA 11 @aléfid).’A AabrdChylwhdiher this was the case in the further
development of the piece | am discussing in this section but it is reasonable to assume that

it was, as it is with the other scenesshe worked on.

Although the puppet play did impinge on the work of others, rather than a call for
focus which tends to be the default position z the return to hunched shoulders of the
language learner over their texts, perhapg allowing leeway appears tochave been key to the
DAOOEAEDAT 006 ET OAqudand Vaigriehdd cadtinded tb fintl fokkdining
playful to do which absorbed them and, as that was being done in English, it was realising
the essence and one of the fundamental reasons foraing this project. That they felt
comfortable to improvise indicates a growing security and confidence in their abilities and
AT AT OGAOG A bl AusOl ApbPOI AAE8 4EA OAEOOOAAOQE
Federica being drawn to the play and the dialogue that was being created via the two
puppet characters!® In the light of Federica®®d O AT ET Ul AT QwhénhisimBreAtOA OO

was recalled later in an interview, she caled the genesis of the ideaa® A x1 1T AAOADT

(Federica, 2015)signalling how it was a key moment in the creativeD OT AAOO AT A O4A

16The language learning mapsx AOA O AP0 AOAxT AU OEA OOOAAT 6O I
PAPAO xEAOA OBAUx ENOA p®RAU 100 OAA £O01T 1 OEA DOl EAA
the ideas/hopes for the project were commented on.
17 Something else which is noticeable is that the comments are much more extensive pogiroject
than the initial map and points to her being more comfortable in that aspect of her English though
other mitigating factors may havecome into play.
18 Again, another reference to prior thoughts on what the participants might want to include in the
performance. Federica talked of Greek myth and, as @ightd was one of the aesthetic themes,
Prometheus was notably discussed
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El x OEA EAAA AAT AEAT CA Al A AFkdeq A013PAHiissiaA A A
OA&EI AAGETT T &£ ET x Al AGPOAOGOEITT 1T &£ Al ETAEOQ
xEEIT A AEAETI ¢ OEA AAOEOEIT ¢ A1 OAI A1 A6O ci Al 1
Al 01T AEOAOOOAA OEEO 111 AT O 1T &£ OEAas@pululaihs O ¢ A
of ideas withaOAAOOA O EAAA (Oobid 2015khAt@#nE GomEEddAriéaiointing
out the symbolic importance of the owl (one of the puppets) and the development of the
scene burgeoned with the rest of the ensemble becoming involved This creative turn from
idle play inspired philosophical discussion and historical taletelling and continued to
become one of the main scenes from the final performancelt provided enough motivation
for Louis and Valérie to continue to speak in English while rehearsing and writing the scene
at their apartment. Louis commented on this investment and motivation to continue their
language learning in this way, sayingO4 EA08 O O1T I AOEET ¢ OEAOG8 0O O,
learning®(Louis, 201580 A £1 OA EA AT ThATiré éeb Ao l1ebrE s @ bwilleg to
I A A@©dui§, 2015)4 EEO OAAAT 1 O 2AT AET OAGO AQET OOAOQEI I
AT A Al ET OAT 1 ECAT AA OEAO 1T AAUdGs , AG6O AAITI
the absolute constraint of a will attentiond(Ranciére, 1991: 28) ) 6 Al O AT 1 AA<
Al AEil 1T &£ OOEA EI bi OOAT AA T &£ AAAOT OO0 T £ xEIITE
to emerge(2001:533 (1 xAOAOh EA xAOT O OEAO OyEe A& OEA
immediate demands of the learning task do not value or eward autonomous behaviour, it is
likely that the learners will be reluctant to exercise whatever capacities for autonomy they
E A QBedison, 2001: 53)which returns us to the importance of interaction and investment.
The OAT AGAA 1T AOOOA 1T £ OE krodton O& pkdieer, Allus®ated infhe O A O A
devising of Puppets and Prometheusand how that contributed to their overall investment

in the project became a crucial factor in their development of self-efficacy as speakers of

English.

19 Federicawanted the project to be more based on dialogue rather than my stated interest in overt
physicality.
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In this chapter, | explored the idea of the individual acting within the ensembleand

OEA EIT & OAT AA AT A AAT AEEOO OEEO EAA 11 000/

discussedthree parts ofthe D0 A O £l O ET Qrojech theCuh Adeuk, @dis, Soleil scene
in its development and in the final performance; the input of writing material by one
individual and how that was developed by other members of the ensembldo become the
Who is an Artist? scene and how a piece of improvisation led to the emergence ofthe
Puppets and Prometheusscene Emergence, with its allowance for spontaneity, was
discussed in the sections,&Emerging out of the Dark and the Opportunity to Speakdand
@reation and Connections from out of the Blued This is key in encouraging language
development and this, | posit, is convergent with creativity that was provided by the group
devised theatre in the project. | further supported the assertion made in the previous
chapter, @he Ignorant Facilitator§ that a creation and nurturing of a form of friendship in
the notion of groupness can provide a supportive base that engenders a sense of trust which

allows for the risk-taking of emergent language and enhanced seléfficacy.

Throughout this chapter, the @roupness that Syssoyeva has posited to be the
essential element of ensemble devisingwas looked at from the perspective of the initial
input from the individual. T he social significance of interpersonal ties that constitute a
friendship along with the sentiments of affection and solidarity that friendship engenders
can be seen both as supprtive and motivating in language development for the individual
to find their voice while contributing to the whole. Yet even the individual cannot be
completely discrete and uniform. The intrapersonal notion of the language learner having
multiple identi ties put forward in the SLA field by proponents such as Norton (Norton
Peirce, 1995; Norton, 2013)ecame apparent during the project. The sometimes confusing,
sometimes liberating sense of alternate identities washighlighted in two separate scenes
concerning Federicaand Aliya. Those scenes and their development are discussed in more
detail in the follT x ET ¢ AEADOAOh {6 1 fhrtheés bxglore) thisifacé BIBUA 8
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along with the motivation and investme nt with a section that looks more in depth at on the
role of self-efficacy in SLA. The chapter draws primarily on the research, writing and
theories of Bonny Norton in forming the Identity Approach to SLA, which, in line with

2A1 AET OA3 O A A phyAdiEfor b Adre egalitdtidnip&dhgogy.
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Chapter Seven

Voicing ldentity

O0s1 ) Ai 1 OOAAEAO
Very well then | contradict myself,
i) Al 1 AOCAR ) Ail OAE

i £O01T 1 OAAOGEIT Y 1T &£ 06311 ¢Cc I &

The concernsof investment and motivation, which greatly influence self-efficacy in
additional language development are highlighted by Norton as research objectives in the
Identity Approach in the field of SLA (2013, 2016)For Norton, addressing these objectives
involvesthe advancement of both leai ET ¢ AT A OA A A &nBdnc@ huménlhbeAd® OE
in more equitable worlA 8013: 22)Before | analyse and discusshree facets ofthe case
study, | explain the main features ofthe Identity Approach to SLA. | examine three aspects
of the project from the perspective of this theoretical foregrounding. Firstly, continuing
AOI I OEA DPOAOGEI 0O AEADPOAOK I0cbiEahthe devilep®enfadd A1 |
confidence from the perspective of an individual within the group (the participant , Julie).
Secondly, two instances concerningmultiple ide ntities and multilingualism are discussed,
and finally, | reflect on moments from the project which challenged where the boundaries
lie for the devising processand language education, discussingvhat may be termed the
@eripheries and beyondiasplaces ard spaces for learningwhich opens the area for further,

extended and theorised discussion in chapteeighth- HOOET ¢ )0 5 1 O 7A

"ATAAEAO '1 AAOOI T80 AT 1T AAPOO 1T £ OEI ACET A
(2006) have been further developed by the main proponent ofthe Identity Approach to
SLA, Bonny Norton, both individually and working alongside others such as Carolyn

McKinney, Aneta Pavlenko, Kelleen Toohey, Yihong Gag, PeterDe Costaand YasukoKanno

(Kanno and Norton, 2003; Pavlenko and Norton, 2007; Norton and McKinney, 2011; Norton,
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2013; De Costa and Norton, 201Mlorton suggess that the language classroom bould be @
community of the imagination dwhere learners can explore an array of possible identities
that might be a long-term or temporary fit for differing circumstances (2013: 3) This might
be when different registers are required, for example, at an academic conference or an
informal social gathering. These alterations of circumstances can be difficult to negotiate
even for someone operating in their native language and so the difficulty in moving
between different registers @n be exacerbated with the sense of being an imposter in an
alien community of speakers. That said, a more positive stance on having a community of
the imagination is a potential @nhanced range of identity optionsd(Norton, 2013 3).! This
means that the learner is able to morph from what may have been a constricted identity
AT 1T £ Ol ET ¢ O OEAEO 1 x1 1 A @Edpksent thémgelvdsGridadd O ¢
manner that they believe represents them nore truly (Norton, 2013). This, of course, isa far
from clear path and learners may not find flitting between identities easy or, indeed,
desirable. This will be seen in the later sectiof Jul@ism Confidence in the Crack§ h x EE A |

discussesiulied O A @ DiA éxplokimg Ahkse possibilities.

Currently, there is still the tendency for second language education scholars to view
SLA as the interralisation of a static system(Norton and Toohey, 2011y OA EEQBAA 1 AE,
Approach researchers who view additional language development as a dynamic and
complex processand A sefiotic system full of variations and struggle$(Pennycook, 2001:
143) From this perspective, language learnes are seen as embodied and havéheir own
agencywhile existing in a stratified social world (Norton Peirce, 1995; Norton, 1997, 2013;
Pavlenko and Norton, 2007; Norton and McKinney, 2011)This stance emerges from the

work of post-structuralists such as Bourdieu whose analysis of habitusoregrounds much of

! Also e (Norton, 2001; Kanno and Norton, 2003; Pavlenko ahNorton, 2007)
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the Identity Approach and which was discussed at more length inPart One of the thesis?

Norton directs us to another post-structuralist, Christine Weedon, who posits that language

E @hef® our sense of ourselves, our subjectivity, isonstructeddalong with practices found

in institutions and being the site of definition and contest for how society is organised

(1997: 21 italics in origial).® From this notion, Norton derives the idea that each interaction

of a language learner in the target language constitutes the constructin and negotiation of
identity . This understanding of how someone perceivegheir position in the world z their
®eing-in-the-world & recalling Merleau-0 T T O U 8 has@edd bearing on how learners see

future possibilities, which Norton regards as @entral to the lives of many language learners,

and is integral to an understanding of both identity and investmentd(2013: 4)

Relations of power in the social world forms one of two parts of the catral
argument of the Identity A pproach put forward by Norton and others including McKinney,
Toohey and Pavlenko (Pavlenko and Norton, 2007; Norton and McKinney, 2011; Norton and
Toohey, 2011)The Identity Approach concerns itself partly, with additional language
leamAOO6 AAAAROO O OEA OAOCAO 1 AT COAcCA AiTii Ol
target-language lands. The other part is the ongaig search for@ comprehensive theory of
identity that integrates the individual language learner and the larger social world 6(Norton
and McKinney, 2011: 73)This concerns thesocial structuring of language learning both in
formal and informal settings and how speaking, reading and writing, which are central to
language development, are practisedNorton and McKinney, 2011: 73)The former part of
the theory of identity focuses on the manifold @oicesdand positionings of those voicesby

I AT GOACA 1 AAOT Aoo6n AT A OEA T AI 1T AAAEI EOU 1T & (

2 Habitus encompasses both the hexis (the way the body is held and used in certain ways ranging
from posture to even enunciation or accent) and abstract intellectual traits, such as ways of
perceiving, manner to understand, feelings and wgs of acting.
3 Norton explains that the terms subject and subjectivity are viewed differently by Weedon who
claims from a humanist viewpoint that the individual has a fixed, unique, coherent core, while post
OOOOAOO0OATI EOOO OEET BHOAKEADABAAO ALNDO AD EROAD GA AKIAN C
(2013: 4)
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target language community. This is especially so if the learner is marginalied, or when
integration or submersion to the dominant culture z AAAT | ET C a®Folcauit wighd
suggestz is seen as the key to gaining linguistic or cultural capital,for example, pursuing
OEA OEAAAT 8 1 A&QdEBdkdivmdidut dhapterd OAODOO

. T 00117 AAI1 O ET O NOAOOEIT 1T OOAAE OtuhitkesAl 3
to practice are ideal and that there are, indeed, ideal languagéearners at all. Furthermore,
the categorisation of learners in binary terms, such as being motivated or not along with
other affective factors, is questioned by Identity Approach theorists who reframe language
learning as Gocially constructed in inequitable relations of power, changing across time and
space, and possibly coexisting in contradictory ways within a single individuad (Norton,
2013: 2)This chapter embraces ideas about the connections between language learning and
identity by looking specifically at how the 00 A O &l O E1 CdevjsiAd profedt Qaved &
speaking opportunities for participants that were not promoted in their academic studies,
buEl AET C 11T AEOAOOOEIT A&OI I OEA DPOAOEI 1640 AEA!
analyses how this took place indiffering social situations: the individual speaker in
rehearsal and performance andtheir navigation of their OAT T OO A A E AnQfie @dll of x A U C
collaborative creation with the learner taking responsibility for the direction of the learning

process in the manifestation and navigation of multiple identities and multilingualism ; and

outside of the devising process itself where the le@T AO EAO 11 OAI EAT AA 1T

One area that affects learners in taking thesespeaking opportunities and becoming
more autonomous in their learning is that of self-efficacy. The nurturing and strengthening
of self-efficacy enhances both the karner themselves in developing their abilities in the

target languageand also their peersin doing the same. Using a more egalitarian pedagogy

4 In Love Leo Buscaglia discusses the idea of perfection which means that we are afraid to do
anything as we cannot do it perfectly (1996: 22) He also relates the story of the art teacher drawing a
OOAA AT A AOEET ¢ OOOAAT OO OI AOAx OEAEO (@®oskalliaAl A
1996: 1Q)which will serve here as an analogy for the ¢acher as the ideal English speaker.
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with the idea of classroom interaction based on the demaocratic ethos found inensemble
devising approaches,| would argue that support is more reliable when garnered from a
collective. Where there are many irteractions from peerswho encourage, supportis likely
to be stronger and more resilient than relying on the support of one person in an unequal
power structure, as | have already argued in the previous chapters in part two of this thesis
| explore how this worked in practice in three separate instances discussed below in
relation to the concepts found in the Identity Approach. The next section looks at Julied O

navigation of identity that came to the fore during the creative process.

Julieism : Confidence in the Cracks

The scenecalled Julieism that | discuss in this section, was principally created by

aloof and dismissive figuresx EOEET OEA O1 EOAOOGEOU OUOOAI h x
A @Dl E Pedolnded dnfong the other ensemble members.The scene was a pastiche and a

harsh critique, from Julied O D A O @Oftk feérhidyAthlesof faculty members within the
university. It was a brave piece to construct bearing in mind thatsome of Julied t@achers
(lecturers or professeus) would attend the performance. In the piece, the professor
character espouses the theory ofulieismdin reference to a heavy book she carries, which is

also essentially the entire reading list for the QulieismBcourse. It is descibed during the
faux-lecture as @ book about me, written by me, talking about med(Julieism 2015) In
contrast to this symbolic tome, the development of the scene came to capture the essence

of the inclusive, supportive, and studentled nature of the group devising process

The vignette below is my impression of the scene from the final performance. The
scene was seand stagedin a lecture hall (as noted previously,the performancestook place

in one) and involved Julie portraying a university lecturer and Chloe as a student who
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speaks up fran the audience. Following the vignette is an analysis of thisperformance and
the writing and rehearsals for it, and how it affected Julied O -effidacy4nh her English

language development

Julieism

In a drab green and cream lecture hall, a lecturegcolds their
pupils for their implicit idiocy and ignorance. Pontiicating to
the pupils, the theoretical underpinning ofulieismis laid out,
encompassing the author, the proponents and the adherents to
the theory. The students in their darkness seem to absorb the
words like damp cloths. The theory adulieismis professed to be
widely known. Professeur Juligistils its virtues and essential
nature to the listeners, chiding them for their illiteracy in having
not read her tome and rebuking them in general with a snarling
sarcasm and a sneering stance. Spiteful barbseadoled out like

cards from a contemptuous croupier.
Then a disturbance.

One of the underlings stands in the lecture theatre in brash
defiance. There is a sustained critique that, while at first
AEOI EOOAAR AT T AT U EAI T AOO onked

O

they felt safe in their unsubstantiated musings devoted to
OA1 EET ¢ AAT OO OEAI OA1I OAOR 1 060 |
light of revelation dawn upon the previous imperious facade,
causing the insular and previously unexposed inadequacies to
crumble and crash down.The imposter pang of the academic
reveals itself in her countenancetHer responses stammer down

the stairs of defensiveness; her face darts round to find corners

in which to dive. Now the protagonist, Professeululie reverts

to outrage and then indecision prevails. Selbathing is
uncloaked onstage and the occupying silence that surfaces with

self-doubt fills the hall.
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Julie was ostensibly one of the shyer members of the groupand though a certain
self-deprecating trait remained, she became more assured in communicating her point of

view and expressing herself in English by the end of the project. Yet this was not a straight

¢co

Al OxAOA DPOI ARAOO AT A OEA &I OAOOGAOEI T AAOxAAI

seeming paradoxes and antradictions. During the development and rehearsals for the
scene, as the character she played sometimes closely reflected facets of her own personality,
she sometimes fellout of character and back toa Julie that doubted herself. However, when
she inhabited the role of ProfesseurJulie, she found aconfident gait, shown physically and

verbally by her striding around the stage while throwing out pithy put -downs.

Even within the structure of the scene itself, the play with identity was evident. In
the moment during the scene when she wa interrupted by a student criticising the
aforementioned book, she (in character) quite visibly crumbled onstage. It became apparent
that, just as the professor character was examining her own selfelief, Julie was doing
something similar, framed in the frailty of her self-efficacy in English, while the piece itself
critiqued her feeling of being a pseudointellectual and faux academic. Late, in the
interview, she told me that the scene made her nervous because it was abbherself (Julie,
2015) It seemscontradictory that, later, after the performances she seemed and claimed to
be much more confident, reflecting my own observations Julied O AT T £FEAAT AA
by Nadine and Constance the teachers who were also part of the ensemblewho were also
able to observe how he project participants were practising their English around the

university.

During the rehearsals,Julie attempted various @&kesdon the professor character with
the rest of the ensemble as her audience. Although there were moments when she felt
reticent in her portrayal, worried that an audience would believe she was playing herself,

the group encouraged her to continueand pointed out that she was representing what they
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also believed. Julied O -effidakyAappears also to have been influenced by an ineased
awareness and openness texpressingherself physically, which was encouraged by the rest
of the group. Whereas beforehand her posture would be hunched,Julie was noticeably
more relaxed in her body. This was achievedthrough a mixture of physical eercises in
warm-ups and direction from the group that asked Julie to be bolder with her physical

gestures Throughout the project there was a marked improvement in Julied @bsture in the

91|

OAT OA OEAO OEA APDPAAOAA 11 OA OAI AgAA AT A

While this did regress somewhat between sessionswith Julie reverting to her
original posture, EQO OT T E 1 AO0O OEI A Al GneceBskhebreerhgeddn AA O
rehearsals for this scene However, the observations we made only cover thefour or five
months of the projAA 08 O As® helldhgterin hffect cannot be assessedndeed, these
indicators of self-efficacy, where the subject feels more agentic due to creative situations
they have been involved with may wane when the context is changedWhat can be said, in
1ETA xEOE " Al AOOASO DOAI EOA 1 OOI EJlA way Bdve OE A
AARAOAIT TetliBrAeffiCe®y® AT A @nipdv@d senséOof selfefficacy did not dissipate

once the project had finished or if the members of the ensemble lost cordct.

An intriguing aspect of the project was how the participants would respond to a
contrasting style of additional language learning and which, given the subject matter of
Juied O OAAT Ah 1T AEAO EAO AAOAn abmk»GBdAniatrdstalelUn ADO
contrast to the general ideological stanceof the university, the ensemble adopted an
egalitarian and democratic approach to guide how decisions were made during our project.
4EA AT OAT Al A6 O hed dnvekshyp §&dmi at MulBous®e was that it was
hierarchical, which could be seen in the various relationships that evolved between the

project participants and the organisations/institutes within the university that had invited
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me to do the project and financed it.®> This was also felt inNovaTrisd @roblematic working
relationship with the English department and the auspices of the university as a whole.
These institutional factors have a bearing on the learner and as Norton explains, from an
Identity Approach perspective, ymbolic or materialSresources and practices influence the
formation of identity (2013: 2) However, Norton also claims that language acquisition can
be enhanced through®uman agencydby learners reframing relationships and how they can
develop and postion @lternative, more powerful identitiesd (2013: 3) This is readily

applicable to Julied écturer persona.

Norton explains that a learner may be motivated yet not invested in the learning
process as the learning environments,classroom or community, in which learners find
themselves could be racist, sexist, elitist or in some other way discriminatory(2013: 3) The
group were very vocal in general about the perceived elitism of the university andulied O
representation of the professeur was indicative of this. Although a highly motivated
language learner,Julie (like others in the group) professed little investment in the language
practice of her university lectures and seminars claiming they had little opportunity to
speak (as discussed in the previous chapter)Other scenes that the group developed were
also indicative of the ensembletrying to find a voice within the institution . This certainly
influenced the moulding of the scenes of much of the final show. These scenes contained
overt references to freedom and art,and showed hypocritical and pompous lecturers and

professeur@ypesd both archly and explicitly.

During the development of the Julieism scene, improvisation played a significant
role in both the development of characters, but also howJulie voiced her own various
identities .. Initially, Julie had intended to write scripts for others to perform z ®like to write

stuff but not for me 6(Julie, 2015) Yet, as the group began devising togethershe became

> NovaTris and Cultural Projects management.
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more engaged with the idea of sharing her vark with herself as the medium. Julie started to
develop the idea for the scene about a month before the show and presented what she was
intending to do to the small audience of the other ensemble members. As she received
acknowledgement and encouraging reponses from the others,Julie went through the scene
again, embellishing aspects of it with notable changes in the words she delivered and the
order of events. Thisprocess alteredwhen Chloe offered to play the role of the questioning
student. As Julie worked with Chloe, she could now OAODTI T A O1T OEA OOOA
interrogation of her professeur character, and this added sharpnes and clarity to her
O1 A A @déugnittlishdid have a mitigating factor in Julied O DOAAEODI OEQK4G T O

prefer improv rather than a full scriptd(Julie, 2015)

Perhaps it could be said thatJulie was shedding her identity as being shy and sel
conscious as she suggested later thabeing in the professeur character ®hanged the
problem, like, EQ x A OO B IOE(HLTACZAD15) She also discussed thixhange over the
period in which the project took place, citing that p reviously she hadhad problems with
presentations for oral class as she waSo nervousOEAO y 8e OAT OAT AAO xAC
(Julie, 2015) Notably, this contrasts with how she felt about another presentation she made
at the end of the O0 AO &I O ET Cprojed Wid sh€ Bl&nded to el a lot more
confidentnowd AT A OEA @ad A&y Adsi@@ueE 2015) When | asked if that was
because ofthe work she had done, developing roles she played such as thprofesseur
character, she replied,01 AUAA AauseEn@aikeAokay, & you can say bullshit in front

of everybodyyou can saysomething O A O EJjul@ (»615)

Despite the apparenty flipp ant nature of her response, the change inJulied €elf-
efficacy is encapsulated by the attitudinal tone of the sentence. Here is dulie that is bold
(while at the same time somewhat selfeffacing) in contrast to her reticent demeanour prior

to the project. Of course, this could be put down to familiarity. Yet, other indicators, such
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as Julie engaging other speakers of English outside the classroombroke the unspoken
convention at the university of English being confined to the lecture hall, demonstrating

her new-found boldnesswas not just displayed to the ensemble

In isolation, this scene could be considered merelya pastiche, or only a singular
AAAARAO 1T £ OEA AYelhiA Bd cOriiest of AhE Angoind dede@pmental nature of
the project, | would suggest,the theatrical moment served as a conduit for an explicit self
examination and seltreflection of Julied €nfidence speaking in Englishand selfefficacy as
an academic or, at least, her place in academia. This also ties back intahe ensemA 1 A3 O
ongoing frustrations with the perceived repressive educational system that seems not to
encourageAOAAET ¢ ODPOAIT BMbteved theduddellyid niovEtidnd $ terms of
SLA the use of a wider vocabulary and its intrinsicwidening sense of &pression servedto
demonstrate Julied @proving self-efficacy.! AT POET ¢ OT 1 A0 1 O vAiBuls OAA(
aspectsof her identity in an additional language seems to have liberated and benefitedulie,
at least for the duration of the project. In fact, to some degree,Julied €xperience gives
cceAAT AA O ' O1 01 © @pddechtie plotesskEdnsistEEE] Androt only revealing
ourselves, but in structuring what is revealed(Grotowski gtd. in Wolford and Schechner,

2001: 33

So, while Julie became more confident in revealing her personality, this was
structured through rehearsal of the self and thereby she controlled what she revealed about
herself. Indeed, Bert 3 OAOA O8 thd aktbris alvays Sightly Guoting 6 his character
[8] there is always the ghostl £ OEA OAIl £ E((198B:BdmipH eapplizdble] A A S
to Julied fheatrical and languagework during the project. This seems to be a typical aspect
of group devised theatre practice. For instance, Parsons says thaduring her research into

group devised theatre, in her ensemble he (elfd was seen as raw material to be
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conventionally structured, and therefore arguably homogenised, into a naturalistic

character complete with a life-narrative(2010: 148)

In this section, | have dscussedthe effect of the support and interaction from the
other members of the ensemblein enhancing Julied Gelf-efficacy in English and her
exploration of identity. Also brought into this discussion was the emergence of the
challenging notion of multiple identities at work in the development of an additional
language. In the opening chapter of A Thousand Plateaus Deleuze and Guattari playfully
explain about co-authoring a text that O yinGeeeach of us was several, there was already
quite a crowd6(2013: 3)establishing the notion of the individual alr eady being a form of
collective, echoed in the concept of each of us having multiple identities. This idea is
further examined in combination with the added layer of multilingualism in the following

section.

Since Each of Us was Several, there was Already Quite a Crowd: Multiple Identities

and Multilingualism

There were various multilingual participants in the 00 A O &I, G\ T B OQarqiektO 6
They were multilingual in the sense that they were fully competent or proficient in at least
two languages other than their proficient levels of English. Firstly, there wasAliya, who was
Italian and was fluent in French and Moroccan Arabic, as her parentsgrew up in Morocco
and shehad learned it at home (and withi n a Moroccan community in Italy). Federicaalso
spoke lItalian and French, and Louis spoke Alsatian, German and French to ahighly

proficient level; Valérie was also a German and French speaker®

In the case of Aliya and her fellow Italian, Federicg this concern with

multilingualism was reflected in the scenes that came out of their writing, which then

 This was common in Alsaceregion of Franceand, in fact, the NovaTris institute was set up with this
multi -linguistic approach in mind.
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became scenes in the performance through working with other members of theensemble
For example, to create theBASTA!![Stop!!] scene Aliya merged her monologue with a
separate scene the group had created earlier which involved a different performer each
entering the stage (one after the other) playing an instrument. These irstruments, at first,
had some semblanceof cohesion yet quickly escalated into a cacophony to whichAliya
explained, directly addressng the audience, how each of the sound of the instruments
represented one of the languages thashe had in her head. This was a representation of
Aiya © COADPDPI ET ¢ xEOE OEA OAw@e&ih @therdlilgi@Ate® O OF
her various interactions throughout the week: classes and studies in English and
communicating with friends and other Italians in Italian .” She lived and studied in France,
though OEA O1 E @dkidi§y Bo@Gerhahy resulted in her having to use German, which

washumorously referenced in the scene.

The development of both Aliya and Federicad O 1 OE C E FeAdrica®dBCE AGVMRAT A
called The Shades of Languademay have crossinfluenced each other as both tackled
similar concerns with multilingualism. In both scenes, the nuanced effects on multilinguals
and the negotiation of identity when speaking other languageswere the driving theme. For
example, Federicdd O OAAT A O A Eswikcling GiglageSandtfele béingQ slip, a
slight change that prevents you from being the person you usuallyA O fTBe Shades of
Language 2015) She alsopinpoints @ deeper level of speeciamong @he shades of languagd
(The Shades of Language015) Indeed, these creative pieces hone in on and grapple with
the questions and challenges raised b¥laire Kramsch on the complexities and paradoxes of

language learning:

"1t should be noted that, once, after rehearsal, when Federica realised that Aliya was a native Italian
ODAAEAOh OEAEO EI OAOAAOQOEIT 11 6GAA O OEAEO OEAOAA
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How can | be open to other languages, worldiews, ideologies, and internalize

the other in me without losing myself in the process? How can | be at once

outside the phenomena that | study and part of these phenomena? This is the

—)

(@}

£01T AATi AT OA1 DPEEI T Ol pPEEAAT DOT Al Altanh £ 1 AAC

in fact both a self and an©therd the other is me, | am in the other. The foreign
language is there for me to appropriate, but it will never be mine, because it has

always already belonged to others(201L: 17)

OPAAE OOAOO AOCOEIT C TTA ACAET OO0 arfisBdlead and&Etd O8

4

-

AT 1T OOT(BASTAKR0158 4 EA DBOT OACT 1T EOWhyAdedil happed B O AEAO

then reD 1 E IAg@éms (ke there are different personalities inside me, like little me, little
Aliyah AAAE AE A££AOAT(BASTAN 12015) This Aorings GHe séde of having
multiple identities into an already complex arena that interweave around the various
languages that also appear to be in conflict. This notion is further expressed later in the

scene whenAliya says:

Right now, | perceive not being able to speak none of these languages!! It seems

IEEA )61 111U ATEIC TTEOA xEOE iU Oi EAAS

[Louisis playing], it is unbearable! [Moving right, toward Julig Listen to French,

it is not sweeter, it has lost its magic! My German makes no sense: it is better if

AT 16
EOCS O 1 E HValérepldys i) @ESTAEI0ISA

C
(@}

00

p

This chaotic sensation has some respite, though asliya | AOO OO okétimesh

everything changes and | am able to speak one or twdanguages VA1 I h  ET OOAAA

(BASTAI 20158 3 EA AEET AT 1T U OAOI 1 OAO EAO NOAOGO OI
Italian is my melody [Chloeplays violin], my powerful harmony! | have complete
AT1 0011 1T OGAO EOh )&i AAIT A O Al xEAOAOGAO

O EAAO EO AO AIT A ' OAAEAh U DPAOA

(o}

0

OPAAE EOh T OAAO EO AOOAAI| EBAETAK2065) [ U EAAA.
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While this may not appear to be an entirely positive statein regard to Aliyad O
additional language development in English, the process of creating tk scene does have
some less obvious significance in terms of identity and the three characteristics that Norton
AT A -A+ETTAU OAA AO AAEI ¢ OPAAEEZAEAAI I U -ADDI
unitary nature of identity; identity as a site of strugglAn AT A EAAT OEOU AO A
(Norton and McKinney, 2011: 74While the third feature is difficult to establish from Aliyad O
experience, due to the relatively short length of the project, the other two have

demonstrable relevance.

Aliya wasclearly A@b1 1T OET ¢ OEA @&3108 GE®DU 6A SherAdetify ]GO 4G 1
and it was apparent that this was a site of struggle connected to her use of languages.
However, by acknowledging and expressing thesg sometimes divisive, sometimes complex
Z understandings of her internal linguistic world, Aliya was conairrently finding a way to
come to terms with this complexity. In creating and publicly performing, or, perhaps
OOOAT 01 AGET ¢8 EAO 0O0O0Aigaddurdd thatish@ had Aegud Eokdmk tol £  (
terms with what Edgar Morin calls @he core problem| £ OEA 11 A AModngq®EA |
in Kramsch, 2011: 1,7vhich prior to the project, for her, had been an unacknowledged or
unaddressed concern.What can be acknowledgedE O $ A1 AOUA 8 GiheArditdhad OE T 1

is also a grou@(Deleuze and Lapoujade, 2004: 193yet it does haveimplications for the

collectively creating group.

In terms of being a structure to explore the notion of multiple identities, Laura Cull
argues that a collective creation approach is well suited to do this(2013: 139)While Cull
makes the reservation that collective creation should not necessarily be viewed as the
theatrical epitome of how to approach this area, it is better suited than those more focused

on the individual. She posits that:
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There are forms of individual practice that reinforce the idea of the unified,

their difference from themselves as well as from one another.Collective
creation is one way to directly experience ourselvess relation. (Cull, 2013: 139

italics in original)

The theatrical development of Aliyad O ET EQEAI x OEOET C -lddkirg E
thoughts via a script to a place where these complexities could be displayed and related to
in an overtly physical and collective way. This enabledAliya not only to show what she
meant but also to shareit. It is in this sharing z an inherent quality of friendship z that the
individual in the collective is engaged and satisfies the IdenE OU ! PP OT AAES O

SLA should be viewed as a sociocultural pretice and @ relational activity®(Norton and

McKinney, 2011: 79)

This insistence reminds us that while the process of language learning hagognitive
and individual roots, it is in the social practice of language which bears frit or, as Michael
"OAAT DPOT PT OAOR O4EA 1 AT ¢OACAmunal grobiustQlerived 1
through a jointly constructed processo(19%: 149) This process which occurs in the language

learning environment produces a hybrid of individual and collective, as Breen posits:

The culture of the classroom represents a tension between the internal world of
the individual and the social world of the group, a recurrent juxtaposition of
personal learning experiences and communal teachingearning activities and
conventions. The culture of the class has a psychological reality, a mind of its

own, which emerges from this juxtaposition. (1985: 144)

¢co

o]

o]

"OAAT 80 OAOI OOOA T &£ OEA Al ACOOI Tl O H®1T AR

inter -related notion of friendship discussed in the previous chaptes. Building on this here,
Norton argues that viewing the learning environment in this way gives a necessary

framework for understanding the motivation and investm ent of the individual. She tells us

that @1 EI ACET AA AT i1 01 EOU AOOOI AOG Al EI AGET AA
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the target language can be understood within this context (Norton, 2013: 3) This is
supported by WengeD8 O EAAA | £ E| AQebteds®E dxpandidgdonesdek By C
transcending our time and space and creating new images of the world and ourselvégl998:

176) This, he finds, is another integral element of community practice along with
OAT CA ¢ Ahidnhieghasises direct involvement and tangible relationships (Wenger,

1998: 176)

Yet, in contrast to Breen, . I O Oluhdér&anding of the learning environment
extends beyond the conventional classroom. She proposes that he notion ofan OEi ACET A
AT 1 1 OT dhduld &onsider the peripheries of the classroom and, even, beyond the
classroom, which is discussed in more depth in the following section (Norton, 2001: 164)

There are also implications in terms of cultural and intercultural comp etences. For example,

Ann! gOi AT T O ¢sAng @he atdther's stories, students[8] learn to accept

I OEAOO AU OEEZEOET ¢ OEA(B002: 4411 is als® WoiitOrdiing thad E A x B
rather than shifting cultural viewpoints from one fixed position to another that , during the
devising process, cultural viewpoints are constantly shiftingz if not set adrift, then always

altering and accepted as being soThis could be readily recognigd in Aliyad O OE,WifthA OE T
her shifting from the Arab in Italy to the Italian in France to the Arabic -Italian in France as

English student, and her respective relationships wit other group members. And she was

not alone in this. The other participants involved in the process might easily have given a

list of their own set of circumstances complimentary, yet different, to Aliyad O 8

Patricia White finds fraternity able to accommodate individuality and freedom
positing that it has a @lerance for diversityd AT A xEET A EO Aliidlss 0 &
provides an amicable place of welcome should it be so desired1983: 74) It could be
suggestal that both Julie, Federicaand Aliya found the friendship or groupness of the

ensemble a welcoming place where they were able to express their vulnerabilities and
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negotiation of identity struggles. This is necessary as the learning of languages can be a
confusing, threatening experience, as Eva Hoffman tells us of her own experience of

learning English:

Since | lack a voice of my own, the voices of others invade me as lifwere a
silent ventriloquist. They ricochet within me, carrying on conversations, lerding

me their modulations, intonations, rhythms. | do not yet possess them; they
possess meBut some of them satisfy a need;some of them stick to my ribs. [8]

| could leasnto SDPAAE A DA OO Evedally, Und doiceE ente8 rae; by
assuming them, | gradually make them mine. | am being remade,fragment by

fragment, like a patchwork quilt; there are more colors in the world than | ever
knew. (1998: 220)

This sentiment was echoed in the words ofFederica at the end of The Shades of Language
OAAT A xEAT OEA4 DA OELOLAAO OEAOYAIDBCOACA AAT 80O A
to shadow but your idea, the one that was in your mind, clear, defined, will be lostEl OA O A O

(The Shades of Languag®015)

Eating and Shopping Together: the Bits In-between the Teeth

If the sense of identity is somewhat blurred and complex from the perspective of the
Identity Approach, another aspect of the approach also challenges the notion of where the
learning process takes place, both in terms of location and the individual learner. i his
work on @ommunities of Practiced MWenger distinguishes between peripherality and
marginality (1998) This distinction is used by Norton to create an understanding that some
forms of non-participation should be (somewhat paradoxically) considered tobe part of the
construction of identity for the additional language learner within a community, as what we
do not participate in is as relevant as what we do(2001) Non-participation should not,
however, be viewedin the sameway as marginalisation which obstructs full participation

(Norton and McKinney, 2011: 80)

206



01 OPp $AOEOAA 4EAAOCOA &£ O O3AATTA , AT cO
For the purposes of this section, | define periphery evats asnotable moments that
were not intended or planned as part of the main devised theatre projectbut were
occurrences that emerged unexpectedlyor came from inadvertent sources. The importance
of these peripheral activities became apparentduring the pOT EAAO8 O 111 CAO xA
when students would have periods where they were@on-active ind father than actively
working on specific tasks. As theweekend sessions lastedsix to sevenhours z a lengthy
period for intense creative work z the ebbs andflows of the creative process necessitated
OEAOQAROABT AO OA OO EIkhCof thehliteaturd O &rama in additional language
learning focuseson the output of the participants rather than the involvement and different
understandings of participation. | argue how these moments ofdiffering kinds of non-
participation enabled a sense of comfort that led to creative output and stronger bonding of
the ensemble This provided a conductive and supportive environment for risk-taking
which is an essentialpart of improving in an additional language z a kind of stretching to
Ei DOT OA O1 ET COEOOEA | Dwnkh iA durn GenleAabléigredter Elf A G E A

efficacy.

One of the difficulties of the research project wasestablishing what is included in
the devising processand differentiating between when collective creation is taking place
and when it is not. For example, although separate from thedD 0 A O £l O ET QrojechT C O A
because of the nature of some dayong devising sessias, the ensemble ate mea together.
This is where much of the cohesiveness of the group was formed and friendships made.
During these periods of eating together,the group became at ease with conversing freely in
%l C1 EOE ET AwhihOvdAd main Gofe@id@bof the project. Because we were
preparing and eating food together, the group made a couple of excursions to the local
supermarket. This also had some important moments for their language development,
including a sense of ease and naturalness speaking in English eveBT A OZA&I O,

environment. This sense of ease and confidence was demonstrated during a supermarket
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visit recounted in the following vignette, which took place in a supermarket about atwenty -

'Ol 60D $AOEOAA 4EAAOOA &I O O3AAITTA

minute walk from the room at the university that we used for devising sessions.

Doing the messages 8

The more famous labels are instantly recognisable, yet their
ubiquity is peppered by the odd packaging of goods previously
unseen to me. The experience is similar: wandering up and down
overstocked aisles, confused by ugntity. This type of
supermarket is often found on the continent and increasingly in
the UK: lowceilinged concrete block walls; the wideaged
shelves holding oddities not groceries; winding corridors to
negotiate before finding the long queues suddenlformed,
surprising the customer as when they last looked there was no

one there!

And amid this a half dozen or so 2@ddyearolds wander
around. Remembering, discussing, and changing their minds.
The merits of a biscuit aredebated,and consideration give to

the restrictive diets of the groupz O. T OxET Aed O. 1
AAO 1 AAOG8 4EAU EAOA OEAEO DPAO
as they navigate this place at once familiag these supermarkets

are common place and readily recognisable to thegand at the

same time, strangeg they are not used to being in this place with

so many friends.

None of the group notices that they are curiosities themselves
until the cashier doesnot understand a replyAliya makes: the

cashier speaks no English.
The group had been speaking in English throughout the
shopping trip andAliya OAEA OCIi 1 AAUAS O AA

did not realise it until the others pointed it out.

8 Ihe messaged
doing errands.

A

¢

0

EO A OAOI OOAA AU b Aioméahshdpping joOghotefidsde AT A
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The AT OAl Adomndit@ent to the use of English as the language of
communication was evidencedin these (seemingly) peripheral events Though | was there,
my influence on this particular aspect was minimal. The participants discussed what they
would buy, taking into account dietary and cultural concerns, which is, of course to be
expected® However, according to the group members, surprisingly for them the
conversation in the supermarket took place in English. This waseven to the extent that
members spoke to the cashier in Englishonly to be met with bemusement, and only then
realising that the nominal language in which we were devising/working had been brought
ET O OEA OOAAI & x1 O1 A AilThs wad echhddd, adtheroOpildek  AEA
explained to me, when the members came across each other on campus during the week.
Instead of conwersing in French, which is how they began talking to each other at the
beginning of the project, the discussion or greetings would be in English agommunicating

in any other languageamongst ensemble membersx | &1 A AE£AAT OOiZiexképdOA|

perhapsbetween the two ltalians, noted above

The instances above support the assertions made by Atkinsorconcerning the
Sociocognitive Approach which involves @-envisioning cognition as an open system as
continuously and dynamically adapting to worldly conditions [in] situated activity systemsd h
where learning is no longer a @arefied activityd taking place in @xotic locationsd
(classroomg, directed by the revered (teachers) for the®azy, abstract purposéof education
(2011b: 14344)) 1 1 AT U xAUOR Al OATl Al-Rl GEAGEEIGEA 10C SEAMRIE
to new ways of communication while encouraging participants to become more than
individuals learning a subject or language Yet, it must be acknowledged that this was also
found in the space beyond the actual creation of theatreln this sense, some credence must
AA CEOAT O - Al AU Ahdis ecHad Gsbtitat the lte@dhingl of f@¥digh O

languages in schools is not the only way to learn them, and in all probability not the most

9 One consideration was if food wasHalal, for example. Others were if anyone was vegetarian or had
allergies. These too were components in the ensemble getting to know each other better.
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effective way eithei5(2017: 56) Indeed, the educationalist, John Holt strongly asserts that

the school is not the place at all for learning:

It is as true now as it was then that no matter what ests show, very little of
what is taught in school is learned, very little of what is learned is remembered,
and very little of what is remembered is used. The things we learn, remember,
and use are the things we seek out or meet in the daily, serious, neschool

parts of our lives. (Holt gtd. in Maley and Kiss, 2017: 55)

7EET A (11 080 AE-Beingaotieded in kcapol$ idkldbadblE,lit oes bring into

focus the neglected learning space beyond the conventional classroom ath school
environment. From this perspective, these ventures out from the bounds of the workshop
space,x EE1 A DAOEADPO EI EGARAD D EALLRAMICHEERaC indihent® A O O A
bonding AT A ET OACOAIT O1 A&l Ol E,ib&ondEdlaltefnbticeAdnguagd 6 O

learning experience in the shape of the theatre project.

Along with the supermarket visits, there were the lunches that the ensemble had
together that seemed to be key to the creation of the groupness discussed earlier. In fact,
my fieldnT OAO OOCCAOO Athellnch brea dorpbd frgm aperBurctory event
to almost imperceptively produce intimacy unhinted at in the theatre work 6(Scally, 2015)If
this were entirely the case though, the proposal could be made to just dispense with the
theatre and go shopping and eat together. However, | would suggest that a mutual
relationship existed in the playi £ AAOxAAT OEA Oxi1 OEs xA ATl
AOAIT A AT A OEA O&FZOAA OEI A8 1 £ OEI DDPEI Clhe A&l |
theatrical activity provided the stimulus for discussions around identity and increased
intimacy in the physicality of the activities. While Maley and Kiss suggest@he richest
potential for creative language use emerges from sociultural and intimate domains G6they
also point out the problem of how this is to be done (2017: 72)Although the meals together
and shopping trips were not part of the initial objectives of the project, the ensemble
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devising process creates a structure that allows for ancillary events and occasions tetome
part of the process. This, in turn, enriches the sense ofjroupness and friendship. There
were, of course other moments in which the group felt themselves become closeryet, the
meal times and shopping trips, along with other instances where we left theusual location
of the workshop, provided a tangible sense of togetherness; we were group.’° And through
being in that group, bearing in mind the engendering of a sense of selkfficacy through the
success of othersthe individual & self-efficacy in the target language was strengthened. It
could also be said that the target language of English became thingua franca to voice the

endAi Al A6O EAAT OEOUS

In the post-project interview, Federica pointed out the @nfluence of eatingd
(Federica, 2015)stressing the importance of mealtimes with her sense of herself and her
culture reflected in the matter-of-fact statement regarding this discussion:® 6 i  )ABAT E
(Federica, 2015) She believed thatOh@ring a meal strengthened the group relationshipd
because it was@ot just working together, but also sharing something else. Sharig our
DAOOA vy AOA AEederic® 12Q1I8)0EAOA AOAAEOh T 0 OEIi A0 Ax
devising were also where Federicafound that the ensemble couldCA O O OET T x A
betAO y8e AT A OOOAT COEAT AA OEA OAI AOHkderdd ED
2015) Louis found the meals to be a source of inspiration,especiallyfor the development of
his piece of writing for the show. Initially, he did not want too much text as his preference
was for physical theatre fnore than speaking) though later he was content with having
worked on scripting the scenes finding that ideas and content about studies and work
defining a person, came aboutO £0T I OEA /£EA A O chating &lot todether ADA E (
during meals [...] for example we chatted about your way of working[...] and our, | dunno,
studies and stuff like thisd(Louis, 2015)Chloe AT OT D1 ET OAA ided® Gom®&pA O ¢

OEOI OCE A A OE (Cgloe,y2015)QWli©dsd enpiGasised the important aspect of

10 For example, the group had to rehearse in public (outside in the street)z in the periphery of the
POl EAAOGO 1T x1 ETEOEAI ODAAAS
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chatting at break times or over meals, telling me that even if the workshops had been held
elsewherez a place with cafes or restaurants, for examplez that Othink we would have still
ate togetherd (Julie, 2015) Though of course a moot point, it does however stress the
import ance that the ensemble placed upon this aspect of the project. So much scthat
eating together over a lengthy period of time (an hour to an hour and a half) seemed
essential even when we were under pressure to create and develop the show. Perhaps, this
is where the ensemble recognised itself as a community of pidice, allowing the
participants to appreciate the activities we didas conduits for learning, while also seeing the

learning situated in a real world context.

As we were clearing away plates and utensils towards the end of one of the lunche
Aliya announced to everyone: Od4ck to work!d This was interesting in that she saw the
collaborative creative and, by extension, educativepractice in this way. However, it also
indicates that there was a clear division between what she saw as effort and eagdiyad O A A1l |
to return to work, jolted me into realising that the group had been progressingn a different
way and not only in the morning session, but at lunch too, in that they had become much
more relaxed about interacting in the target languagel OOOEAA 1T £ OEA 110
O E i. Phé actualisation of this seemed to be very surprising forthe group. For example,
Louis stated, 0) Al NOEOA Ai AUAA OEAOQ inxtide subdrmiakety 88 O,
AAAAOOA E 038 @eoplelthihg 3l ouss,2B16) MEen | asked what he meant by that
statement, he told me that after the English classes@he French [students] speak French
directly [straig ht awaye @ouis, 2015) Theseinterchanges in Englishwhile sharing a meal or
shopping indicate how the participants had a depth of appreciation for each otherand this,

in turn, allowed each member to feel more comfortable revealing different parts of

themselves.
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I have argued in this chapter that group devised theatre provides a conductive
environment and framework for language acquisition. It contains many, if not most, of the
elements found in classroom learning while providing additional elements that the
classroom tends to lack, or perhaps more fairly stated, that its conventions deem
unimportant. Group devised theatre offers spae for collaborative learning and for
individuals to navigate an identity both inside and outside of the process. In Catherine
7AIT AAABO xT OAOR | AAEA foiwéra idéntkylottsidk e cladsfoonbas O AT ¢
xAl 1T AO 0@BOBI&TEOF xET ¢ 2 AT A Hnicehksd ®aching Belorigs O E A
Ol  AAI((1891:E183) Gout forward the idea that group devised theatre and creative
collaboration can provide a form of supportive and caring community of language learning
practice. This, in turn, creates a receptive environment for emotional engagement that is
needed for the learner to growinto a new language. hdeed, as suggested by the linguist
David Block, it can support the development of identity framed by, ©ngoing narratives,
individual ly performed, interpreted and projected in dress, bodily movement action and

language formation itselfa(2007: 32)

1_1Wallace sees methodologies such as communicative language teacly and taskbased learning as
OAT I AOOEAAOGET ¢céh ET OOOOAOQET C 1 AAOT AOO O1 Aiven £ OI
any agency to alter dominant discourses (2003:200).
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Chapter Eight

Messing It Up As We Go Along

8 hat is essential is invisible to the eye.
The Fox to the Little Prince

in Antoine de Saint-%@ 0D A O (1890: 6§ A1 A

In the previous chapters in Part Two, | included instances, captured invignettes
that represented important moments in the language development for the individuals and
the ensemble.Here, | add to the initial readings of these instancesand also drawon other,
less immediately relevant, parts of tA OO0 AOA&AI Oi ET ¢ , AT COACAOS
qualify any claims | have made about the insights and discoveries that | have highlighted. It
is also to acknowledge that the additional language learning experience cannot be
delineated in one ideal mament. In this chapter, | present a fuller picture of the additional
language development that took place during the project. This view takes into
consideration that learning can be forgotten, unravelled or merely unimpressiveto either
the observer or the learner themselves, which, | propose,s essentialto understanding the

common experience of a additional language learner as one of uncertainty and messiness

—)

OA

In the next section, @llowing for Uncertaintyd | AAOAOEAA OOEA OOAE

(Hughes et al., 2011jo give a more complete representation of the research of the devised

OEAAOOA DPOT ARAOGO AT A AAAEOETT 1 AT GCOACA AAOGAI

, AT COACAOG8 DOI EAAOS, MyasterydEMessEipreserit how theCnotidhok OE T 1

(esdhas validity as a method for research in this area in comparison to more mainstream

assessments of language learning. The following andoncluding section, ®oing the Thing

91 O60A $TETC 7EAT 91 060A .1 0O § selidid pmewEthe 4 EE
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moments discussed in the previous chaptersalong with instances that sit awkwardly in the

research.

Before continuing this chapter on the application or usefulnessof the notion of mess
to language learning, | relate an anecdote from my personal language gaisition
experience. It backgrounds my own bias or perspective as a teachéacilitator and indicates
the ephemeral nature and unpredictable occurrence of moments that demonstrate apparent

progress in language development.

One evening, maybe a decade arad half ago, | sat watching
television in the living room of my apartment in Spain. | was
watching a film in English. | could do this as there was a DUAL
system in place which allowed the viewer to choose to watch an
original language version or one dubbeith Spanish if broadcast
in the DUAL system. At that time, Spanish television had
lengthy advertisement breaks which could last for 20 minutes or
more. This meant that the viewer could avoid watching the
adverts and the ad breaks were sometimes spent prapg a
meal, popping out to nearby shops and if someone remained in
OEA Oii1ih OUAPPET C8 j AEATTAI EI
Zapping, though, also meant that the DUAL system would
revert to the default broadcast: the dubbed version. This must
have taken place as it was mdge half an hour into the next part
of the film before something was said that | did not understand.
It was not mumbled or garbled dialogue, but an entire phrasing
that flummoxed me. There was an instance of confusion
followed at once by the comprehensiorhat | had been listening
to the film in Spanish without realising it and without conscious
effort. The feeling was such that | remember the elation to this

day, unexpected as it was.
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This instance of my Spanish language development could be taken as a mant of
epiphany and a staging post of mastery in bringing the target language fully under my
AT 10011 h AOGEAATAETI ¢ " AT ABOAGO 11 0ET1I i £ O
introduction chapter. To a certain extent, this is how | felt, and the moment was memorable
enough to demonstrate its importance for me, yet it does not capture the entirety of my
experience with Spanish. It denotes nothing of the uneven, unbalanced, nofinear
development that would be a truer picture; it was a zenith that could be courterpointed by
an array of nadirs. This was merely the most memorable of many moments of realisation
that | knew more than | thought and of course it was surrounded by many other moments
when | would comprehend much less and feel more like the person, prewusly mentioned
ET AEADPOAO Osolii diiedxnktifor tieAdbdd but bBcause | was unale to express
i UOAT £ El(Gawelt, 2006:05F @necdotes containing instances of similar deep
frustration and disappointment exist for most language learners, though, understandably,
are infrequently written about as researchers, like myself, tend toward recording the
positive and concrete instances of our methods producing results. What is missed, then, is
the mundanity and repetition, the graft and slog of additional language development for
adults. This is what makes up the brunt of the experience and what constitutes the
indefinability and messiness of the processperhaps, as indicated in the title of this chapter,

additional language development can be understood as continuously messing it up as we go

along.

Allowing for Uncertainty

s ox o~

7EAT ) AACAT 1T U OAOGAAOAER OEA TTOETT 1 A
outlined in the literature review chapter in part one. This idea has subtly altered over the
AT OOOA T &£ OEA OAOGAAOAE O1 AKAIOUA IAT A OAABOIE

not to say that the initial idea does not have a relation to the conceptual framework | work
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with in this chapter, and the systems of understanding put forward by Complexity
Approach theorists stress the importance of unfinOE AAT AOO8 (1T xAOAOR OO
OOA " AEEOET 8O0 OUTTTUIh ATTTIT @lAdimael poidk QEkel ¢ |
reached, which does not map as well onto the reality of language learning aghes$
Therefore, | argue that an understanding of mess in relation to language development
i AATO OEAO 1 AT GCOAcCA 1 AAOT AOO AOA 11 @QarséA CAO

Freeman, 2017: 18)

9AO O1I AOGOG6 AO A AT 1 AAPO EO AEOOOOAET ¢8 )
Ei POAOGOETT 1T &£ TACIECATAA AT A 1 EAO AiT1 OOAOU
clarity. What | mean, though, by using messas a method applied to SLAis not in the sense
of unfathomability , but as one that depicts an understanding of language development
conceptually distinct from the linear, building block -like notions championed by
conventional language learning insttutions. Development is not immune to regression and
counterintuitively, progress sometimes comes amid lossBy loss | mean various forms of
11006 OOAE AO OAO A 11 066h OA 1100 1T &£ xEAO UI
Mess for this thesis is a setting where language developmenencompassesoth failure and

success simultaneously recognising that they are both momentary imposters on a complex

canvas.

The notion of mess has proved useful to various fields and my thesis addresses three
of these: Applied Theatre, SLA and the field of research. In Applied Theatreseveral writers
EAOA AEOAOOOAA OEA OAI AGAA AT 1T AADPOO 1T &£ 01 AO
*AT AO 4ETIDOII ATTAAOTET C OAAxEI AA@hAdnOd

~ A

001 AA OOA Khtietined MoN&n#ra, Jenny Kidd, and Jenny Hughesx EOE O AO
Thompson has explored this idea through his concepts of Oelwildermentd (2003) which

ET £ 01 06 EEO 1 AOGAO 1T1TO0ETT 1T &£ OAEAAEAOIo Nk 006 |
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OAOI1 1 G20HA] 8h)Adiressing the wider educational ZEAT Ah 7 ET OOI TtheEAO
values of uncertaintyd(2010: 5) He 61T ET 600 1 66 OEAO xEAT OEA O
beyi TA OEA OEAOIT GhE AuBriO AA@O AOEGE 1H AGHO Ghelediedi®@ B E O ¢
OOEAOI OEA 1 &£ AAOAAOEI T Al PilEAU (aiAtEBAG@d h A
OEAT OA1 OAO (WitstorO208009) OIOBT ¢ EEO b Qid@lyirg ArinCiplegEl O
Ol ET &£ O T @2010: 58) Avingdn CAUIGAT OOAOG AT ADBPDOIT GEI AC
A A b A Afalplra3&)itom the poet, Keatsg where one is@apable of being in uncertainties,
mysteries, doubts, without any irritable reaching after fact or reasond (Keats qtd. in
Winston, 2010: 54) which, as he observes, sharply contrasts with mainstream,
contemporary educational practice. McNamara, Kidd, and ( OCEAO8 O AT 1 OOE

included in the following section.

A sense of unfinishedness in additional language developmentis embraced by
theorists engageal with Complexity Theory (for example, LarsenFreeman, 2006b, 2011, 2017,
Kramsch, 2011; Ortega and Han, 201Thdeed, LarsenrFreeman has stressed this in various
fomO1 AOET 1 O ET &£ Oi ET ¢ 00 OEAO0OADIDARNTSE it miedll O E
and there is no statéd(2006a: 189 Alarfguage and is learning have no endpoints Both
AOA O1 Al(2017:24 k&act, LarsenFreeman posit that the very notion of a target
end-state is theoretically untenableh A O C O Evhe@ weleBtért@in &view of language as a
dynamic complex adaptive system[...] we recognize that every use of language changes its
resources, and the changed resources are then availablerfuse inthel A@0 ODPAAAE
(2006a: 1945). These changes in language development are subject to unexpected routes,
Gtructuring and structured by its environment 8 (Kramsch, 2011: 11Furthermore, as

Kramsch points out, the environment:

y 8 means not only the geographical space and the social situation in which

learning takes place and communication unfolds, but also memories of past

lLarsen-& OAAT AT EO OPAAEET ¢ EAOA T &£ Obi OAT OEAI 68
218



'Ol 0D $AOEOAA 4EAAOOA &I O O3AAITTA | A

—_
O
(@}

interactions, expectations of future ones, imagined exchanges and fantasy
worlds (2011: 11)

4EAOA OUDPAO T &£ ET OOAT AAO APPAAOAA ABOEIT C
OA1T AAOAA AgAi pil A0 AOA AEGHA QOORAMO EET OFRAE QAT A O
have been discussed earlier, such as when the group were not actively engaged in creating
OEAAOOA AOOET ¢ AOAAEOh 10 xEAT xA xAOA 01 6060
with these instances, there were theoccasions when theatre activity was taking place that |
did not directly observe. An example of this was whenLouis and Valérie created their
@ntasy worlddof puppetry in the target language at home when further developing and
rehearsing the Puppets andPrometheusOAAT A8 11 0T h AAUITA OOEA
learning was the establishment of a Facebook group that the students created on aad hoc
basis which facilitated both the creative process outside of the workshop and encouraged
the use of informal writing in the target language. There were, also, times when it appeared
that nothing was happening within the ensemble devising environment, which prior to this
project | may have dismissed as irrelevant or unfavourable evidence of failure in my thea¢
or language teaching practice. However using sociologist * T ET , Ax8 O OEET E|
subject, these instances and others that | have already discussed can be reassessed within
the context of the messier panorama of language learning. Doing this, | cariend to, what
Law regards as, the real negligence of resedrcwhich is the omission of the grey or,
perhaps as useful insights are revealedODOAET AT %,8A xA5C0A AZOBD1 AT AOET 1
social phenomenon can help us to understand this application of ness to language

development:

Maybe we were dealing with a slippery phenomenon, one that changed its
shape, and was fuzzy around the edges. Maybe we were dealing with something
OEAO xAOI 860 AAAEZETI EOA8 4EAO AEAT 60 EAOA A

2TheideaofAAT 1 ET ¢ COAU AOAAO OOAET Al x8 AOAAO xAO TTA
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that was ephemeral in any given form, flipping from one configuration to
another, dancing like a flame.(2007: 5)
4EA AT AT UOEO AT A AEOAOOOEIT 1T A& ET OOAT AAO £O]

in the rest of this chapter, in terms of the notion of mess, gives an understanding of
language learning as a shapshifting, fractious, fluid and blurry undertaking. The next
section suggests embracing messiness in language development in contrast to conventional,

textbook-based pedagogy and challenges the clearut definitions made in such systems.

Mastery of Mess

It might seem incompatible, paradoxical even, to discuss the benefits for self
efficacy, motivation and investment, given a proposed context of uncertainty. Yet, this
section describes howthe creation of theatre is compatible to this, and that conventional
notions of surety and concrete objectives have their own operendedness. | examine how
the ensemble devising process served as a foil for making meaning ithis way. This is in
ACOAAT AT O xEOQOE . EAEIT1 01160 DOl bl OAl Ofaking OOE
can produce new patterns of knowledge, unexpected insights as well as creative moments of
OTETT xET CI AOO @01A& 91A)i By applyre ithis &inderstanding to additional
language development, conventionalnotions of magery and control in SLAcan be replaced
by a sense of unfinishednessand acceptance of messinessThis does not mean that
objectives are abandoned or that learners cannot achieve proficiency in an adibnal
language z far from it. Furthermore, it must be noted that, | am not recommending that
learning be instilled with uncertainty , somehow destabilising the learning processrather it
is the contrary: | see the ensemble devising process as a practice that encompasses the

messy realities of learning which excourages the emergence and development of language.

Here, | return to the notion of emergence that | discussed in chaptersixh 04 E A

)T AEOEAOAIT EIT OEA #7111 AAOEOAS8 )OO EIi bl OOAT /
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also hasan affinity with the co ncept of mess.Emergence, with the sense of something not
yet being fully formed, or, indeed, being constantly in the process of being formed and re
formed provides a perspective that captures the sense of language learning which is not
immediately clear and apparent. LarserrFreeman offers the analogy of a flock of birds which
EO OA TAxh EEGCEAO 1T OAAO PAOOAOT AOAAOGAA FEOI I
xEOE OEAEO AT OEOITIi AT 06 OEAO AATTT O AAenkgpbi A
(2017: 15)TheseDAOOAOT O AT A OEADPAO 1T &£ 1 AT COACA Al AC
factors and without a plan of tEA T OAAO AT AAAAAA ET AT U ETAEC
gtd. in Larsen-Freeman 2017, 15This, coincidentally, aligns with the closing scene from the
performance, The Flocking Dancescene, which was developed from a theatrexercise The
exercise beginswith each participant createsa series of four or five gestures that which are
1 ETEAA OI CAOEAO AO A Oi1 OAI A1 688 4EAT ET O
position themselves in a pyramid system with one person initially leading. Without having
Oi 1 AAOT OEA OIi ENp@nd GiitliNess, i20E8: £) Aax6 Bebidddthe leader
follow the leader in recreating the series of gestures.These may be close representations or
merely loose impressions depending on the size, shape and visibility of the movements.
After a sequence has run at least once, someone from the group of performers offers to take
thel AAA AU 11 OET ¢ Al Chenhddihe frart df theioock, Bvhich Askdpeadd O
by other fellow performers. Alternately, if a gesture, like a turn, shifts the ensemble
meaning that the group aligns itself anew behind someone say at the side or ik of the
group, then this person takes the lead& OT I AT Ei DOT OEOAOQET T Al A@}
can becreatedin a brief amount of time. It need not be rehearsed and anyway, can never

truly be replicated in quite the same way.| now present avignette of The Flocking Dance

scene

3 Here, Noland follows Adorno in that she interprets gesturesmigrating AT A A O Aidexpecte€ h O
combinations, new valences, and alternative cut OOOAT | AAT ET cQodstxh A@DAOEAI
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Flocking
Stage lights dim
Silhouettes on the stage
falling back and stepping up
An individual arm outstretched,
echoed by the arms of the collective
the group sing along
together
Swaying and turning
and in the gentle teing and fro-ing
(the group held lights which accentuated this)
a sense of tenderness or carifio
as they fade away
off stage

lights

| include this vignette as it representsan understanding of the project in several
ways, for example,the individual experiencing being part of the ensemble, collectively
creating. Here, the group artistically demonstrated the sensation of moving together in a
Al OF 1T &£ O0CcOi 6T AGOGE8 7A OAA OEA ET AEOEAOQAI
group responding and supporiing the temporary lead z in the exercise you have an idea of
what the leader is doing but rather than copying exactly you give your approximation of it,
AAET ET ch EI EOAOET ch AOO Al 01 Oi x1T ETc¢cé EOh

extension, language.

4 Carifio is a Spansh word that is difficult to fully translate and is found somewhere between care,
tenderness and caressan endearment, fondness and kindliness
222
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The sceneA1 0T OAOOGAO O1 A& OAcOi 01T A OEEO AEAD(
xEAO xAO EAPPATEITCh A 111 xETC ,Ax80 OAOI O Al
xAO A O A&l A3 fokking Faids Asedn@taphor for complexity theoy, it can also do
the same for the potentialities of creativity, which LarsenFreeman sees as a way to
emancipate the language learnef(2012b: 304)In The Flocking Dancescene, this is found in
the gesture altering each time to develop into something new within the confines of the

understood, yet slightly differently, accommodating non-AT T £ O EOUR xEAOA
bl AUET ¢ OEA CAIT A EAO A (Jandeb Gldickeqtdd i Adrs€rErée@an O E A
2012b: 304)These alterations are similar to the use of language in social interactionsral
exchanges where interlocutorsOOA AT ECT 8 OEAI OA1 OAO OADPAAOGAAIL |

enough, yet the complexities behind decisions of when to speak or when not, and the

reasons for doing so are hidden and difficult to pin down with any exactitude.

In another way, The Flocking Dancescene stands in counterpoint with the Un, deux,
trois, Soleill OAAT A 01 OAPOAOGAT &6 OEA O&0AOA& Oi ET C
similarities in the sense of flocking in the closing scene and the students emergindgrom the
audience in the lecture hall seats, both without, in Larser& OA AT AT 8§ 0 OAOI Oh
I OAAOG6 110 OAEOAAOE Vel, soseowi working @dether Ad a calidcv® i O O
There is also a comparableslement of overt physicality as langiage learners communicating
and interacting. Yet, they also contrasted: scrambling gave way to flow, protest became
acceptance.Again, this reflects the incertitudes and contradictions of the language learning

processand the difficulties that arise in designating moments to reflect this experience®

Returning to the first point, the individual working in the collective where the

s oA oz o~z PPN

DPAOOEAEDAT 008 CAOOOOAO xAOA OT i AOGEIAO T1T1U

~OAEAOO OiF AADPOOOEI ¢ I111ATOO0 A
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formulating something in an additional | anguage. Building competence and stronger self
efficacy can only come by developing resilience in uncertain circumstancesAs selfefficacy
needs the acknowledgement and allowance of mistakes, making errors, while recognising
them, is an integral part of additional language development. Once recognised as such, the
conceptualisation of these moments as O FAETTRPAES ¢ OET AAEI EQU O
dissolves. Errors or missteps are recognised as such, yet, are also interpreted as forming the
landscape ofan unfamiliar linguistic atlas. | maintain that it is when you are relaxed in

uncertainty that allows a developing speaker to be more assured and sedffficacious.

Uncertainty, though, can cause anxiety, which Stephen Krashen has identified as
one of the affective filters that can mean a decreased ability to acquire the target language

(Krashen, 1982; Higgs and Krasher983) In fact, uncertainty and anxiety would be most

>

PbAT Il A0 AiiT OETT Al OOAOA xEAT AANOEOET C
Ol AAOT ET ¢ AT , a4 yOAATTA 1 AT COACAe EO 110 EOC
an extension attheba€éd, EO EO OEA OAAOQEI| ARGOT 40B)EiveA thk OE /
ominous undertaking, it is understandable that learners are attracted to assurances and
regulations. Indeed, notions of mastery and control inform the mainstream theories of
language learning with even outmoded and disproved concepts, such as universal grammar,

being deeply ingrained in the practice of language teachingLarsen-Freeman, 2012a; Larsen
Freeman and Anderson, 2013)This is made manifest in accreditation given by English as a
Foreign Language examining boards and their assessment of language ability that promise

OA A1 AAO DAOE Ol EiCouridyd AssedsinepiOvielshe, rGiBvéhilel O 6

profesdng their influence on educational policy (Cambridge Assessment brochure, 2017:.8)

These notions of mastery and control are also enshrined in perhaps the most

ET £ OAT OEAT AT AOGI AT O ET OEA &EEATA T A& 1A1¢CO

6 Oambridge Assessment is the brand name of the University of Cambridge Local Examinations
Syndicated(Cambridge Assessment website, n.d.)
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Common European Framework of Reference (CEFR) for Languages: Learning, teaching,
A OOA OO(cduncid df Europe, 2011) which sets standards for European language
programmes (Schmenk, 2004)" To standardise language assessment these institutions
OANOGEOA 1 AAOOOAAT A OT EOO xEEAE OOAARE O1 1 A
political, cultural or ideological views of the various EU members (curriculum designers,
1 AT COACA OAAAEAOONK (SchmaedkA 2004E9) Thérdeaduraniunitdadovs q 6
official recognition and grant or exclude a form of validity to learners, teachers and
institutions (Council of Europe, 2011)With these amulets of linguistic credibility many
things can be bestowed on the bearer: entry into the realms of higher education in a foreign
land; a position in a high-paying global corporation; a visa to a life in a new country.
Therefore, many additional language learners will have learnt to measure thair ability in an
additional language in terms of the CEFR, or a similar framework. Indeed, | have done so
myself, for example, when giving indications of student language levels in this thesis. So,

from the perspective of mutual official recognition, it i s laudable, that such a framework for

measurability and comparability exists and has clear parameters.

With this in mind, blurry (and strange and scary) concepts like unfinishedness,
uncertainty and mess might be less immediately appealing than the concret nature of
I £FEAEAEAT ADPDPOI OAl AdunciOdt BurogeA2011) THe inaming of Bhd A O 6
project in this way builds on one aspect of the CEFRk EEAE E QA 1O EQRO AOGAITAT OO«
these statements as a gauge, learners can assess their level in the framework which ranges
AOTT 1Y O #a8 '1 AgAipl A T &£ ITTA T £ OEAOGA G
simple mainly isolated phrases aboutb AT D1 A A (Chunél bf £drdh€) 8011: 58While
the statements are only one aspect of the overall framework, their ppminence has meant

that they have come to represent the entire CEFR scheméHeyworth, 2004). Yet, when

” For assessments (and indictments of varying degree) of the implications of this framework see
Bausch, KartRichard; Christ, Herbert; Kénigs, Frank; Krumm, 2003; Schmenk, 2004; Huhta, 20123
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OAAAEETI ¢ OEA 1 OA POHIAEGRERD O ATAGRI OAO O EIAI @D AC

detail that was so exact at the loweldevels becomes less so and more blurrfHuhta, 2012)2

This has a correhtion with how the participants of the project felt about their ability
in English. Although already proficient and fluent, they still perceived themselves as
Ol AAEET ¢8 ET O1T 1 A xAU Adnd imaint@iking)Odk &lf-&fibdty T E A
advanceal adult learners is just as important as for those beginning their additional language
AAOGAT 1 Pi AT 08 #1 i1 Pl AGEOU ! DBDOT AAE AAOT AAGAO -
AT 8 OOAOAT AT OO A Odearlj AdmArcatéul conEepriialisfioh Af laguage
development. For example, Larser& OAAT AT OEAxO O1 AT COACA A0 A
(2017: 18)Further to this, Kramsch also explains how {lJlanguage learning is neither
cumulative nor additive: when you add one piece, the rest changes and the whole thing
TAAAG O AA OAOECIT H2BEIA 2)Thisisthesses Ae @@ MaudeOd A 6
language in development. Viewed this way, at best, we can only capture an act of language
in movement, in a blur, as the complex system of language means there are no distinct
boundaries or configurations. According to the Complexity Theory Approach, language is
dynamic rather than static. It exists in the flow or flux between elements of language rather
OEAT ET Of AAOGOOAA stahdpdrit EDHDHOT 0O I ABEKEBECAOAAA
between a state of norknowledge to a state ofknowledge slowly approximating the native
O b A A[rAraséh, 2011: 115rom this perspective, when we discuss language development,
we must widen the scope of what that is, beyond components such as gramar and
vocabulary, even beyond merely the perspective of individual differences in learners, which
has already been the subject of much investigation (Robinson, 2002; Dérnyei and Skehan,

2003; Ellis, 2004, 2008; Dornyei, 2005, 2014)

8 J. Charles Alderson, citing Davh , EOQOOI A@ithe, 20071 LAOEDD OA1T 1 6 606 OEAO
being used are unclearorsODAAOS OAAI ET C 11060 O61 OAEA ET Ol AAAI |
OPOI EAAO EO &I AxAA ET OEAO EO AOAxO Aii1 006 Al OE«
AT T1T1AAGETT 1T £ PAOAI O AT A Adeisdn, 280%:i6600EACA ABAI ET AOE
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As James Lantolf and Steven Thorne have identified, Sociocultural Theory maintains
OEAO OOEA ET AEOEAOAT Al AOGCAO AOI imerddlyfaksdeil A A C
AAET@E 2183 7EEI A 1T AAOT AOGS 11 OEOAOETT AT A ET
and social identities, are important, these eRi AT OO0 1 00O AA AT 1 OEAAOA
AAT 11T CU 1 ¢EamhséhA011E1R)Gainsch seeshis AO ET AT OPT OAOET ¢ ¢
interaction with current others (teacher, textbook, fellow learners, native speakers), with
absent or with past others (through texts), with his/her perceptions of present and past
others, of past and present selves, and with whole discourses about the language, its
speakers, its writers and the ideologies and worldviewsOE AU OAHBREOKR)OA G
+ OAl OAE Al 01 OEAxO OEA 1 AT COACA 1 AAOTETC BO
ecological approach to language education does not seek dialectical unity, or homded
analyses of discrete events, but on the contrary, opendedness andunfinalizability 6
(2009b: 247 italics in originalld 4 EEO OAAIT 11 CEAAT APPOI AAES
Complexity Theory approach put forward by LarsenFreeman, Kramsch herself, and others

(Kramsch, 2009b)°®

y £ xA AOA O1 OEAx OEA OxEIT 1T A AAT 1T CU8 C(
assertion that, Oy Ael 1 OEAO EO AAET ¢ OAEA EO OEAO i1 AO
gathered is in a mediated relation with whatever is absent, manifesting a part while
/| OEAOET C (Lhw) 2004t 146) Thééfore, it is important to include the commonly

OOAA OAPOAOGAT OAGEIT O 1T &£ OGAATETC 1 AAE 1T £ |
AAOAT 0868 4EEO EAI DO O¢ pictlire &f bothAhe telvishd an® Arg@deO AT (
learning processes where, although, these processes are constantly dynamic, it is not always
manifestly so. It also means that we mustlook at OAT 1  OEA OT A1 AOOE £ZEAAI

seem to take up so muchO E | (Badv, 2004: 106) This interfaces with the concept of a

° @omplexity Theory fosters an ecological perspective: Rather than seeking a dialectical unity, it
recognizes an operAT AAAT AOO AT A (phrapbrésihd ErahisdhF 20600 PUG Larsen
Freeman, 2017: 31)
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OPOAAOGEOAA | AOET AMcNamga) &iddpadd HughésA whichAeddeavours to
AET A OOOCAEDOI T AOOE ET OOEA 1T ACAOGEOAR AT T & O
OEAO Al 11 01 WAAAEPOARIEEDBEEAAR ET OAJonigdol) Al
$AOAOCEDPOEITO 1T &£ OOGAE 111 AT OO ET OEA AAOEOE
project, when it appeared that nothing was happening, or participants did not seem to be
engaging with either the creative process, follow in the next section. Such instances
culminated in me having to reconsider or reframe my own theoretical and practical
knowledge; it was not just the complex nature of language development or the devising
process that were messy, butalso those difficult moments when explicit learning was
OAAOAT 08 1T O ET OOAT ARG xEAT OI OOOEAAG ET £ OAI

language learning process.

These elements add difficult terrain and topology to the more straightforward

roads and lanes that were my initial research inquiry. This sOOEA DOET AE/
AAAT I PT @&nQERT Bh AOAh +EAAR AT A (OCEAOEO OAOI |
DOAAOGEAA AT A OAOAAOAE OxEAT AT AT 61 OAOO xEOE
experiences of participants confound, delay, surprise or obstruct the play of discursive

I £ AOOEOOOU AT A EIi bdctiddd dethods(Highes ¢k 8., 201:Q 88kl A
in original) . This encourages me to offer insights from difficult, slippery or absentparts of

the project in this thesis that | might have omitted to accompany and afford a deeper

Ol AAOOOAT AET ¢ 1T £ OEA Oi 11 AtisoBsed ivpreficud thgpled OEF

AT Ah ET OEE®tenfAUME ORDOOB Oi

Doing the Thing YI O 80ibkg When Yi O 6NdADoing the Thing Yi O &Oibkg

This section is split between two subsections. The first one again looks at the

iT1 AT 66 &OTi OEA Oo0AOmi OiEIC , AT COAGCAOSE DOI
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previous chapters, only this time | apply the notion of Ghessj so a more complex conception
and understanding can be realised. The second section takes, if not random (I specifically
choose these instances) then notionalinstances that sit awkwardly in the research and do

not allow my practice to rest at ease.

The elision of disparate influences and ideas that can sometimes contradict or
confuse is perplexing, though a possible way to do this has been put forward by Sally
Mackey (2016) She has suggested conceiving the disparate voicesd actions within
487h Al AOAAET ¢ OAT AAOI AT EAAINT Ah&EPRILE d80)THis£E DA
AT AAAOGI 60 Al AT AGAOG mEOI i (OCEAORh +EAAR AT A -
OEi P1 AT AT O OAZEI AQEBA|I ADET AOEOCERADAOCADRAA OI
AT T OAOOAGETT O OAOOGAOG O1 AITT &£ AGA OA AT 1 O0AI
practice, theory, reflection and actE | 1(2016: 4888 &1 O EAOh O4EA AEl
interdependent, often simultaneous and non-hierarchical. A polyphonous conversation

implies overlapping and concurrel O O I(NEagkéy(O2D16: 488)

Mackey further posits that this can mean one of the conceits takes priority or is
OEAAOAS 11 O0A AO AEEAODHAIOCE AR Il 0 & CATADEDE OO ADE
ET A DPOI AAOGO 1 £ DI (R0d® 489)SHe AlsoAdentifidsitie Appditinitids
to add to the discussion on practical research (Mackey, 2016: 487) which situates the
Oo0AOEI OIlET ¢ , AT COACAOE bDOIEAAO AO DPAOOEAODI ¢
conversation. These aspects | have already addressed to some extent in the previous
AEADPOAOO8 ! O& AOO 1T &£ OEA OAOGAAOAE AT NOEOU
(Mackey, 2016: 487)was seen in the participants of the Ensemble Fireflycreating a

DAOA&I Oi AT AA8 4EA AT OAI AT A0 Ai 11 AAOEOA AOAAC
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presented by an individual and developed as an ensemble or a more improvised creation
cd OOAT AOAO xEOE OOAOAAOAE DOI AAOOAO Ad®AiorOEAO

PDOi AAOOGAOG xEOE AITTAITIE

O

AT OB (MatkdyO DnE6t4870 Madkeyi OT A
also identifiesthat Ox EOE | AT U ETI bOOOEI ¢ O OEA OAOAAOA
Pl xAO AT A EEAOAOABIE:AL) Thivhvagséeh in thédereAdiscussions on
the negotiation of leadership, with the examination of the role of the @norant facilitator &

and the individual s (with multiple identities) in the collective.

In the following sections, the concept of polyphonic conversations is helpful to
01 AAOOOGAT A T U POAAOGEAA ET OEA OO0OAOME OI ETC , |
the notion to highlight the complexities that need to be recognised in additional language
development, discussed in the previous section. What aim to do next is to draw various
DPAOODAAOEOAO ET O A DIiTUPETTEA AilT OAOOAOEI
APEPEAT EAO xEOE OEI OA 1T £ AEOI OEAT OAGEIT 10O ¢

tangible with the ephemeral.

Doing the Thing YoO 8 Dding

If we look at the moments that | draw on in the previous chapters, using the lens of
mess, these instances take on a different hue. | have already identified certain findings that
support several arguments that | make. This includes taking momets that | considered apt
or pertinent to demonstrate the growing self-efficacy in SLA of the project participants. As
the discussion in the previous sections and chapters has argued however, the position of the
language learner is never static, even in edcmoment there can be a discrepancy in the
view of themselves or the language learning process. This process, like ensemble devising, is
a messy, never fully finished business. If we return to look at these instances from a

perspectivel A& O,la Al@Gadid more complex understanding can be made.
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My first example was the postperformance workshops, where participants led
activities we used in the devising process with the audience after the final performances. As
| explained, | was unable to take part inor observe these workshopsg) xA O OAAOAT
the practice z and, therefore, | relied entirely on the responses of the participants and their
PAOAAPOETT 1T &£ AOGAT 008 - AAEAUS8O EECGCEI EGEOET ¢
pertinent here. Sheb| ET O@Q@ EROOR OBAOAEAO OAOOETI 0086 OEA O
might not be co-authors, perhaps, but certainly they comprehensively inhabit the research
findings. Knowledge production is therefore sharedz AT A AT {Madkdy2616: 486)In
this instance, the ensemble members were the cgroducers with the workshop participants
I £/ OOEAOAA ElTix1I AACA DOI AOAOGEI 18 Al wldmdt OO,
explicitly part of the event, | participated in this extension of the research only by proxy; the

participants told me about what went well and what did not, yet, the workshops were still a

mini -case study that wereunseenby me.

A similar issue is highlighted in the ancillary undertakings throughout the project
when rehearsals would take place at home or an individual writing a treatment for a scene
in their own time. It could also be, from a language development perspective, when a
participant practised a phrase, showed seilefficacy or adopted a new posture when
speaking the target language acquired during the project, yet, used in another context or
environment. This is a quandary raised by working alongside other systems, approaches and
exposures with the same aim in mind of learning a language. If the learner is concurrently
experiencing teaching at a university, is involved in an extracurricular project, or is
watching films and reading, for example, in the target language, there will besubstantial
overlap; distinguishing what theatre activities gave to the students, that other
learning/educative or experiential activity/processes did not, can be challenged or is
decorated with caveats. How can the researcher truly tell? How can even théarner tell

when the learning experience overlaps?

231



01 OPp $AOEOAA 4EAAOCOA &£ O O3AATTA , AT cO

Akin O OEEOh EO OEA AgPAOEAT AA T &£ CcOi 6P A
rehearsal room are difficult to articulate and require translation, or even reduction, through
terms or concepts that may, in some devising situations, not translate back again into
happen outside the rehearsal room or in the even messier peripheries discussed in following
OAAOET 1T xEAOA ) AOOAIi PO OF OOA OEA 1TTOEITT 1
(Parsons, 2010: 110ln fact, Heddon and Milling suggest that the practice of devising is
OAT 1 OET OAT 1 U & OCi O0AT 8 xEOE AT AOI A&i@AdGeE T 1
TTO0 AAAOI 01l AGA Al Aobl Al AOHRI0G6: 28) AhisEi$ furthex | OE
AT 1 bl EAAOGAA AU OEA OATTOOAT O mEI 1 AETC AT A E
DPOAAOCEAA AT A bDPOIT AOA OFPrdrsonAyid.An HedddnGhdAMillidg) 2oBd 1 6
24), which in turn problemati zes any findings that emanate from using group devised
theatre for SLA. However, notwithstanding this, complexity is to be embraced because, as |
have demonstrated earlier, discrete insights and findings can be made while &nowledging

that they may not encompass the entirety of the process. This conflates with the

understanding of language learning from the perspective of the Complexity Approach.

Something similar can be said in respect to the theme of identity and the casg of
Julie, Federicaand Aiya AEOAOOOAA ET OEA DPOAOEI 60 AEADPO
sometimes conflicting features of multilingualism and multi -identities highlighted by the
process and performance of the three scenes of which they were the pragonists, Julieism
BASTAI!! and The Shades of Languagdhe sometimes chaotic sensations mentioned in the
POAOGETI 66 AEADPOAOh 061 EAET ¢ ) AAT OE@wténhandi AU
McKinney, 2011: 74jor those identities yet perhaps those struggles are part of the forming
of a future self, conducted through dramatic performance. In these scenesa personal and

perhaps intraD AOOT T Al O Adnib&skedaliA @ Ehk Bfféct of the environment in
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+ OAl OA@HBDABAGETI T O 1T £ £OOOOA 11T AOh EI ACET AA A
above. Though of in this way, by allowing identities a focused or constrained form of
expression (in this case in the form of a script and performance), language learners can
Aogpi 1 OA EOOOOA bi OAT OEAI E OE Aadtitipath@ that they @il T AT
acquire a wider range of symbolic and material resourceswhich will in turn enhance their
AT1TAAPOETT 1T &£ OEAI OAI OAO AT R0030 &4 EdpturiAghtii€ O A O
fleetingness of identities in conversation, and, even, lhe imaginings of future selves in the
performances, did show how the participants saw their identities working together, yet, |

can only surmise that resilience and potential future selfefficacy was built through the

creative process and then practised ineveryday interactions and exchanges

8 When YI O 6Nd#dDoing the Thing YI O 80iAg

Often in educational settings, while a student is learning, it is also important that
they are seen to be learning. In turn, in researching learning, it follows that this kind of
learning can be tracked and fully documented. This, though, overestimates the importance
I £ OAI AOO OEIi A8 AO 1 OGAE 1 AT COACA AAOGAIIT PI A
classroom (van Lier, 1988; Hellebrandt and van Lier, 1990; Lightbown and Spada, 2006;
Ortega and Han, 2017) As Larsen& OA AT A1l EAAT OEAEAOd O51 1 EE/
languages can be readily learnedutside of classrooms, and furthermore, the proficiency
that can come with learning a language in the world is often seen as the standard of mastery
Al O OEA OOAEAA @omB:1163ThiAis darhoAsadl©ih ihdt iba student leaves
a classroom in a country, especially where the target language is spoken, then they are
exposed to that language in multifarious manners. Media, the internet, computer and video
games, and watching the television (as mentioed in the previous chapter) can be

influential. So too can everyday interactions involving the practice of everyday life from

conversations with friends and colleagues, giving directions in the street, seeing a band or a
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play, a transaction in a corner slop or meetings in the workplacel® In this regard, the
classroom time would do well to succeed in being as influential and cram in as much as
what might lie beyond its boundaries. In a system where the classroom is the hub of all

learning, if we follow RancET OA AT A &OAEOAS8O AOCOI AT OO AAT (

(@]

AATEET ¢8 11T OEITT 1T £ E-atilisaiorAshasikidned @EnfeifereQdphod O A A A
AT A AAETT An O1 AT OOAAO 1T O AEAITATCA AT A EEI
might be argued that what are regarded as absences, which are many, are also places where
learning takes place, though this will go unrecorded or monitored and ofttimes unnoticed.

This is a conundrum for practitioners and researchers, yet it is how Law argueshat the

realities of social research must be perceived to make sense of the whole. He explains:

As we seek to know the world not everything can be brought to presence.
However much we want to be comprehensive, to know something fully, to
document or represent it, we will fail. This is not a matter of technical
inadequacy. (There are always, of course, technical inadequacies). Rather it is
because bringing to presence is necessarily incomplete because if things are
made present (for instance representation$ then at the same time things are
also being made absent. Necessarily. The two go together. It cannot be

otherwise. Presence implies absencdLaw, 2007: 7)

Christopher Bannerman poses many of the same problems and obstacles ireporting
theatre and arts practice that Law finds in research(Bannerman et al., 2006; Bannerman

and McLaughlin, 2009). TakET ¢ " AT 1T AOi AT 80 1 AAAh xA T ECEO
Al AEIl AO OAITEA OOGEA OiI1T A 1T &£ OGEA O AI
AOAAOGEOA x1 OE6h AOPAAEAI T U xEAT OEEO AAT EITA
the unconscioO 06 OADBI OOAA AU AOOEOOO OOAE AO(mH:OO0EI
68). The difficulty of capturing the importance of creativity, that was not made manifest, is

an area | explore later in this section.First, ) AT 1T OEAAO OEA OAAOAT A,

10 Of course, it can be possible to avoid such interactions, seHserve checkouts and home delivery
being only a couple of instances of automated interaction that negates the need for intethuman
communication. This is another kind of absence.
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present, along with O O fedative, confounding, discarded or ignored momé 0O 1 £ D OA,

in the research, proposed byMcNamara, Kidd, and Hughes above.

| begin with discussing some of the working practice of the group and what might
be termed or seen as undisciplined or unproductive behaviour within the rehearsal room
and both the positive and negative effects this may have on the creative process and, in
turn, language development. Before that | return to Law discussing his concept of mess,
which highlights the co-AGEOOET ¢ AOPAAOO 1T £ OAOAAOAE xE
OPIUPEITEA Ai 1T OAOOGAOGEIT 66 AAT AA EAAT OEEEAA

in the seeming absence of any conversation at all. Law explains it as:

y8e A DAOOEAOI AbracthproBlemiperienced Aydntadydatural
and social scientists n the course of their research. This is the paradoxical
experience that, on the one hand, and at least some of the time, reality seems to
be overwhelming and quite dazzling. And then, on the other hand, the contrary
experience that there is not much of interest going on: that somehow or other,
at some stages in research, the world has gone silent. These contrary but related

experiences are, | suggest, a key to the character of the metho(R004: 104105)

There were certainly instances during he project when it appeared that it had gone silent.
AEEO T ECEO AA ET OEA OAAITETC 1 AAE 1T &£ OAT OAO
between participants when nobody was speaking or overtly communicating. | now look at

moments, or, in a sensewhere moments were nonA A OAOEDO 1 O OAAOAT O /

The following vignette contains an excerpt from my field notes journal. It is a
personal reflection and short detailing of one of the shorter sessions that occurred weekly
on a Monday evening. This session was towards the end of the project and contains what
were my frustrations and annoyance with the process and progress of the project. The piece
AAT T OAO OEA OAT OAOEI T O OEAO AAT AAOOA OEA 0OC
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control of what may be the uncontrollable. It is not a tirade by any means, yet it recalls
sensations and occasions that surfaced intermittently during the project. | present it here as
EO OAPOAOAT 6O OEA 1 AOOAO AEOAOOOhIAg séehs ts goOE A A
right and routes lead to creative and disillusioning cul-de-sacs. Aligned with that, the notes
touch on the occasional mundanity of creative work, where there will be periods when the
practice of theatre-making relies on the graft of participants. It also contains a glimpse of
what may be seen as a peripheral everng the assessing of a potential venue for the final
performance z to the devising or learning process per se yet at the same time integral to the

i AET OAT AT AA 1T £ oendmAlT OAT A1 AGO 11

Monday, 16th session
A bit listless this session.

Group members turn up at separate timesosa bit disjointed. |
ask Julie(she was first there) and then Chlogo do their pieces
and both seem lethargic about it all. WherFedericaarrives | ask
them to start to storyboard the Disco scene which works fdulie
and Federicaand Chloesuggests some music (John Butler Trio)
and then Louis and Valérie arrive and they have some musical
suggestions too (Circle songs by Bobby McFerrincould deffo

work).

Then we went up to see the potential venues. The group were

excited about the possibilities too.

4EA OAOCOETT DAOAOAA 100 iI1TAA xA

At first, | saw these field notes as an imperceptive piece of writing. | felt a pang of
regret that | had been too ready to dismiss a workshop session rather than capture more of
what was happening. Now, | view the events briefly mentioned here (and other, similar
instances that occurred throughout the project) as perhaps capturing part of a polyphonic
conversation, even if it was one where things went unsaid. One voice in the conversation

was my own. At the time as the facilitator-teacher, the responsibility or onus | felt remained
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xEOE A ATA OEAO OEA 1 AAE 1T &£ ObPOI COAO®I 1T O
should provide; | had not offered enough resources or judged well the level of creativity or
theatrical expertise of the ensemble. This also translated into the sense that, as a researcher,
what | was capturing was the inadvisability or ineffectiveness of the devising process for
language learning; | was capturing the messy sensation of doulz in my abilities and my
professionality. It appeared | was incapable or unable to make sense of what was happening.

However, | now think that something interesting and important happened.

What | realised was, that | was just letting the participants be. Letting them learn or
develop the target language, allowing the creative process to take its course. | was actively
ARET ¢ OOEI AT 08 EIT @de bha | was riotdekinydna 1848 orifindig a wayE A C
to avoid an absence where it seemed no progress was being made or creating something to
fill the silence with activity. This allowing of space and time for silence is unusual in
language teaching, as KraWAE BT ET 00 1 66q O! 6 OAAAEAOO 1 £
hate silence. We like lively classes, we want to see the students participate, speak up, take
OEA i 11T 0h Al T OOEAOOA ARND®& 289) PiazzOlil alstArefdO©O AE
+ OAl OAEGO PITET O AT A AEOAAOO OO O 0AOGAO , 6O
learning, which he calls attunement (2007). Attunement, according to Piazzoli, is where
OOEA OI 1A 1T &£ OEI AT AA yEOe 1 (2a18: @3 Jahes AhOmpdon A A /£
has identified that choosing not to speak may be the preferred and appropriate state to be
in for individuals or communities (2011: 68)While Thompson, here, refers to the need for
silence to mediate the impact of traumatic events, the notion still stands in the sense that
the dynamic nature of language learning does not always come accompanied by the sound
I £/ OPAAAE AT A PAOEADPO OEA OAOGCAO 1 AT COACA E
OAOT OOET ¢ O AORNEAELSOI OEEET AT @AT DIAA 1 Al AROO «x
make their own mistakes or, perhaps better said, their own discoveries. Regarding my

position as teacherfacilitator, Schon says:
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The practitioner allows himself to experience surprise, puzzlement or
confusion in a situation which he finds uncertain or unique. He reflects on the
phenomenon before him, and on the prior understandings which have been
implicit in his behaviour. He carries out an experiment which serves to generate
both a new understanding of the phenomenon and a change in the situation.
(1983: 68)

In this instance the uncertainty was my own and the unique situation was not
iTOETC O1 OOAOGIT 1 OGAG 1 AOOA O panactitiorier shvbld &d@pt tb x T
comfortably dwell in this uncertainty, as | have suggested the languagdearner to do, to
Al 1T x OEA TAAAOOAOU OPAAA &I O 1 AT COACA 1 AAOI
OEAO OOEA OEI AT O PEAOA OEAO POAAfHAEQipemAAAE

there appears to be nothing happening.

The same could be argued for creative acts. Yet, what if the creative act does not
AAAO &Z£OOEOe / Oh A@OAT AET C OEAUUTTESO 1 AOADPE
AEADPOAOR O4EA )1 AEOE A Qdsdd the first ddathe birkt ithht Aecadie OA 6 |
the Puppets and Prometheuscene!'But what if that creative burst had not come? There
may have been countless cusps of breakthrough or ideas that went amiss, lulls before the
spark of inspiration. It is difficult to account for moments of potential that did not reach
fruition. Similarly, | understand the moment of realisation of my Spanish progress, which |
OAAT 601 OAA AO OEA AACEITEIC T £ OEEO AEADPOAON
in my language development. Bannerman points out that:

Acknowledging creative contributions more specifically may be complex, as any

account of the range of multiple processes and relationships, both formal and informal, that

constitute art-making must recognise both cardully constructed plans and rehearsal

1 The connection between creation and Prometheus here was entirely cincidental yet has
resonance as Prometheus is a figure who represents struggle and venture and risks overreaching with
unforeseen outcomes, along with the etymological debate ar®1T A EEO 1T Ai A ET Al OAEI
AT A &hértiags Adconsciously forming an idea only to snatch it away.
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timetables, as well as random synchronicities and serependitious events. Attempts to
capture or to re-present the creative process are arguably always limited to the creation of
another symbolic document that only partially conveys the original, in large part as the
edges of the creative process are blurred by the frequently significant contributions that
AOEOA AO OEIi A0 xEAT OEA AOOEOO EO 110 1 OO0A
reflections and analyses tlat can take place at any time of the day or night, or interactions

with performers that may be subtle or even seem inconsequential at the time(2009: 68)

In the previous chapteOOh O1 A AAOOAET A@OAT Oh ) EAC(C
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was seen. What needs to be considered, howevegre the moments when a facilitator or
researcher might as®i A OEA xT OE EO 110 EABPPATEI C ATA
something going on. These absences must be understood as indecipherable elements of a
holistic undertaking that act to hold together or form the links between things or moments

that we can estalish (even if those moments can be uncertain too). This means, that it can

be difficult for the researcher to identify or make a case. There are no tangible effects or
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was turning out to be a moving target. Actually a shapeOE E £AOE T C (200x:@xIAféct, OT 1T &
by trying to capture moments where | saw potential changes in confidence, even over a

certain time period, upon reflection, | was missing a wider picture or perhaps one that was

akin to anamorphosis!?

Patience and trust in the ensemble and the methodology of group devised theatre
means that when the ensemble comes upon a stumbling block, this, in itself, can be a
learning moment and needs to be understood to be an intrinsic part of the creative process,
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12 distorted projection or drawing of anything, so made that when viewed from a particular point,
or by reflection from a suitable mirror, it appears regular and properly proportioned; a deformation
(O.E.D.). An example would bethe skull in the painting The Ambassadors by Holbein

239






