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Abstract  

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

voice work benefits self-efficacy in additional language acquisition for advanced adult 

learners. The main source of evidence is thÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ɉάΪΫίɊ ×ÈÉÃÈ 

took place at the University of Mulhouse, France, with adult participants from diverse 

cultural and linguistic backgrounds. I also draw on my earlier practice undertaken during 

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

ÐÒÏÊÅÃÔȟ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ ɉάΪΫέɊȢ My practice-based research engaged group devised 

ÔÈÅÁÔÒÅ ÁÎÄ ÉÔÓ ÁÔÔÅÎÄÁÎÔ ÅÍÁÎÃÉÐÁÔÏÒÙ ÁÎÄ ÄÅÍÏÃÒÁÔÉÃ ÅÔÈÏÓȟ ÔÏ ÉÍÐÒÏÖÅ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ 

self-efficacy in using the target language, English. I 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 self-efficacy in using the target language, English; 

development of communication and engagement skills; and better awareness of non-verbal 

communication, gesture and a developed understanding of the use of the voice. 

$ÅÓÃÒÉÐÔÉÏÎÓ ÏÆ ÍÏÍÅÎÔÓ ÏÆ ÐÒÁÃÔÉÃÅ ɉȬvignettesȭɊ ÁÒÅ ÉÎÃÌÕÄÅÄ ÔÏ ÉÌÌÕÓÔÒÁÔÅ ÐÁÒÔÉÃÕÌÁÒ ÐÏÉÎÔÓ 

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 the creative and learning 

process that occurred outside of the ensemble devising process; these were not immediately 

apparent but, I claim, give a fuller picture of both the process of group devised theatre and 

additional language development that took place. Furthermore, this thesis maintains that 

the unfinished and messy nature of SLA should be recognised and embraced in additional 

language development and that group-devised theatre provides an exemplary methodology 

for doing so. 
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Preface 

Garret Scally is a theatre practitioner-researcher 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. thesis 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 is largely 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. The various pieces of writing that are included are 

from stages in the research over the seven-year period and the style therefore might not be 

as homogeneous as a thesis written in a much shorter timeframe, and it has two parts. 

There is, however, a coherent thread 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 theatre and 

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 aim is not to investigate the process of ensemble devising, 

though moments of collaborative creation are detailed and analysed. Nor is this thesis 

meant as an exemplar of best practice, either for group devised theatre or the teaching of 

drama in additional language development. Accounts of the practicalities of devising 

theatre can be found in the writings of, for example, Tina BicÝt & Chris Baldwin (2002), Alex 

Mermikides and Jackie Smart (2010), or Scott Graham & Steven Hoggett (2014); methods 

and approaches to teaching additional languages are myriad and many well documented by 

scholars such as Rod Ellis (1994, 1997, 2008) and Lourdes Ortega (2009, 2013).  

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

philosophical orientation, in contrast to the instrumentalism  of, for example, the use of 
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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 to the burgeoning developments in that area, though a discussion of how the 

methodologies of group devised theatre and process drama differ can be found broadly in 

the ȬLiterature Reviewȭ and more specifically in the ȬHey! Teacher! Leave those Kids Aloneȭ 

seÃÔÉÏÎ ÏÆ #ÈÁÐÔÅÒ &ÉÖÅȟ Ȭ4ÈÅ )ÇÎÏÒÁÎÔ &ÁÃÉÌÉÔÁÔÏÒȭȢ 

 Following this introduction to the portfolio thesis is Part One containing three 

chapters. These are a literature review, Á ȬÊÏÕÒÎÁÌ articleȭ chapter accompanied by an 

addendum, followed by a methodology chapter. Part Two is next covering the main case 

study and research project, Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭȟ comprising an introduction, conclusion 

and four other chapters. The concluding chapter includes a summary of the findings, an 

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

The literature review has five main sections: Ȭ3econd Language Acquisitionȭ; Ȭ4ÈÅÁÔÒÅ 

and Drama for Additional ,ÁÎÇÕÁÇÅ ,ÅÁÒÎÉÎÇȭȠ Ȭ'ÒÏÕÐ $evised 4ÈÅÁÔÒÅȭȠ Ȭ4ÈÅ "odyȭ; and the 

theme of Ȭ5nfinishednessȭ. The section on Second Language Acquisition (SLA) outlines 

some of the more prevalent and pre-eminent 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 Ȭadditional language learningȭ are synonymous. The terms that 

describe the field, in fact, are continuously debated ɀ a welcome state of affairs in my 

opinion ɀ and although I am not fastidious about the terminology, words matter and 

ÃÕÒÒÅÎÔÌÙ ) ÐÒÅÆÅÒ ÔÈÅ ÐÈÒÁÓÉÎÇ ȬÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔȭȢ 4ÈÉÓ ÎÏÍÅÎÃÌÁÔÕÒÅ ÈÁÓ 

been advocated by Larsen-Freeman and I support her view that it reflects the dynamic and 
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non-teleological nature of language development (Larsen-Freeman, 2015b).1 However, I use 

the abbreviation SLA and the appellations of ȬÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇȭ ÁÎÄ ȬÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎȭ 

throughout in cases where Ȭadditional language developmentȭ might be ungainly or cause 

confusion.  

The ȬTheatre and Drama for Additional Language Learningȭ section covers various 

practices, including process drama which is the pre-eminent approach that has be 

researched and written about in the last decade. The notion of Ȭunfinishednessȭ in 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 I define my working practice. The section on the body is 

not extensively developed in t he second part of the thesis as other facets of the research 

became more prominent during the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ research project, the case study 

which I  draw on exclusively. While the research and practice involving the body is not a 

direct part of th e research inquiry in Part Two of the thesis, it does inform ÔÈÅ ȬÊÏÕÒÎÁÌ 

ÁÒÔÉÃÌÅȭ chapter that also forms part of the portfolio, and discussion of the body emerges 

intermittently and flavours and informs the research, practice and methodology of the case 

study in Part Two.  

                                                      
1 Larsen-Freeman expÌÁÉÎÓ ÔÈÅ ÃÈÏÉÃÅ ÏÆ ȬÄÅÖÅÌÏÐÍÅÎÔȭ ÁÓ ÁÎ ÁÌÔÅÒÎÁÔÉÖÅ ÔÏ ȬÁÃÑÕÉÓÉÔÉÏÎȭ ÁÓ ȬÒÅÓÔÉÎÇ ÏÎ 
a view of language from a complex systems perspective. Such a perspective rejects the 
ÃÏÍÍÏÄÉÆÉÃÁÔÉÏÎ ÏÆ ÌÁÎÇÕÁÇÅ ÉÍÐÌÉÅÄ ÂÙ ÔÈÅ ÔÅÒÍ ȬÁÃÑÕÉÓÉÔÉÏÎȭȟ ÉÎÓÔÅÁÄ ÉÍÂÕÉÎÇ ÌÁÎÇÕÁÇe with a 
ÍÏÒÅ ÄÙÎÁÍÉÃ ÑÕÁÌÉÔÙȟ ÉÍÐÌÉÅÄ ÂÙ ÔÈÅ ÔÅÒÍ ȬÄÅÖÅÌÏÐÍÅÎÔȭȟ ÂÅÃÁÕÓÅ ÉÔ ÓÅÅÓ ÌÁÎÇÕÁÇÅ ÁÓ ÁÎ ÅÖÅÒ-
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 
ÐÏÉÎÔȟ ÒÅÇÒÅÓÓ ÉÎ ÌÅÁÒÎÅÒ ÐÅÒÆÏÒÍÁÎÃÅ ÉÓ ÁÓ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ ÄÅÖÅÌÏÐÍÅÎÔ ÁÓ ÐÒÏÇÒÅÓÓȢ &ÉÎÁÌÌÙȟ ɏȣɐ 
ÂÅÃÁÕÓÅ ÉÔ ÒÅÃÏÇÎÉÚÅÓ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ÎÏ ÃÏÍÍÏÎ ÅÎÄÐÏÉÎÔ ÁÔ ×ÈÉÃÈ ÁÌÌ ÌÅÁÒÎÅÒÓ ÁÒÒÉÖÅȭ (Larsen-
Freeman, 2015b: 491). 
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Following the literature review is a chapter written as a journal article entitled ȬLet 

-Å (ÅÁÒ 9ÏÕÒ "ÏÄÙ 4ÁÌËȡ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ ÆÏÒ !ÄÄÉÔÉÏÎÁÌ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ, 

which discusses a pilot study I made and marked out 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 

Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ case study. The addendum serves to demonstrate how the practice 

led the research, ÂÕÔ ÉÔ ÁÌÓÏ ÒÅÆÌÅÃÔÓ ÈÏ× ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÔÏ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÉÎÔÅÒÅÓÔÓ ÁÎÄ 

preferences must be given precedence to research concerns (no matter how rich the 

potential might be). Also demonstrated is how my practice and research evolved over 

several years, informed by theory and the practice itself. Given 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 additions 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 been updated in a couple of instances, I have also chosen to embed 

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

The third chapter in Part One, tÈÅ ȬMethodologyȭ chapter, 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 participants in ÔÈÅ ÍÁÉÎ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔȟ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ. 

All of this is supported by a set of appendices.  

Part Two is divided into four chapters plus an introduction and conclusion. It draws 

on a case study of a group devised theatre project process and performance, which took 

place from January to May 2015 in Mulhouse, France. The chapter titles are: ȬThe Ignorant 
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Facilitatorȭ; ȬThe Individual in the Collectiveȭ; ȬVoicing Identityȭ; and ȬMessing It Up As We 

Go Alongȭ. In these chapters, the breadth of second language acquisition section of the 

ÌÉÔÅÒÁÔÕÒÅ ÒÅÖÉÅ× ÎÁÒÒÏ×Ó ÔÏ ×ÈÁÔ ÈÁÖÅ ÂÅÅÎ ÔÅÒÍÅÄ ȬÁÌÔÅÒÎÁÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓȭ ÔÏ ÌÁÎÇÕÁÇÅ 

acquisition (Atkinson, 2011b).  

Throughout Part Two, I describe how they informed my applied theatre practice and 

in turn how my practice and research may duly inform those alternative approaches and 

theories. I also use the theories and proposals of Jacques Rancière from The Ignorant 

Schoolmaster throughout, especially in the first two chapters, ȬThe Ignorant Facilitatorȭ and 

ȬThe Individual in the Collectiveȭ. 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. Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭ discusses 

ÈÏ× ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÐÒÏÃÅÓÓ ÃÏÍÂÉÎÅÓ ×ÉÔÈ "ÏÎÎÙ .ÏÒÔÏÎȭÓ ×ÏÒË ÏÎ ÔÈÅ )ÄÅÎÔÉÔÙ 

Approach to second language 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 ȬMessing It 

Up As We Go Alongȭ with an exploration of the application and usefulness of the notion of 

ȬÍÅÓÓȭ ÔÏ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÔÈÒÏÕÇÈ ÇÒÏÕÐ ÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅȢ  

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 learners. There, 

I provide a summary of the findings, an evaluation of the research and its implications along 

with suggestions for future research.  
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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: 

ȬSecond Language Acquisitionȭ; ȬTheatre and Drama for Additional Language Learningȭ; 

ȬGroup Devised Theatreȭ; ȬThe Bodyȭ; and ȬUnfinishednessȭ. 

Second Language Acquisi tion (SLA)  

0ÅÔÅÒ )ÖÅÓ ÈÁÓ ÓÔÁÔÅÄ ÔÈÁÔ ȬÓÏÍÅ ÏÆ ÔÈÅ ÍÏÓÔ ÉÎÆÌÕÅÎÔÉÁÌ ÓÏÃÉÁÌ ÁÎÄ ÐÏÌÉÔÉÃÁÌ ÔÈÅÏÒÉÓÔÓ 

of the twentieth century have been concerned with language: Ludwig Wittgenstein, 

Ferdinand de Saussure, Martin Heidegger, Jacques Derrida, Michel Foucault, Jürgen 

(ÁÂÅÒÍÁÓ ÁÎÄ .ÏÁÍ #ÈÏÍÓËÙȭ (2004: 1). We could easily add to that list current 

academically popular writers and thinkers such as Mikhail  Bakhtin, Pierre Bourdieu, 

Antonio Gramsci, Theodor Adorno, Maurice Merleau-Ponty, Jean-Luc 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 ÅÄÕÃÁÔÉÏÎÁÌÉÓÔÓ ÂÕÔ ÁÌÓÏ ÆÒÏÍ ȬɏÌɐÉÔÅÒÁÒÙ 

ÔÈÅÏÒÉÓÔÓ ÁÎÄ ÌÉÔÅÒÁÒÙ ÃÒÉÔÉÃÓȟ ÐÈÉÌÏÓÏÐÈÅÒÓȟ ÐÓÙÃÈÏÌÏÇÉÓÔÓȟ ÓÏÃÉÏÌÏÇÉÓÔÓ ÁÎÄ ÁÎÔÈÒÏÐÏÌÏÇÉÓÔÓȭ 

(2001: 8). It is, of course, also a fundamental part of human existence for, as Richard 

3ÃÈÅÃÈÎÅÒ ÐÏÉÎÔÓ ÏÕÔȟ ȬÔÈÅÒÅ ÉÓ ÎÏ ÈÕÍÁÎ ÓÏÃÉÅÔÙ ×ÉÔÈÏÕÔ ÌÁÎÇÕÁÇÅȭ (2003: xii). Indeed, the 

renowned linguist David Crystal sees languagÅ ÁÓ ÔÈÅ ÖÅÒÙ ÔÈÉÎÇ Ȭ×ÈÉÃÈ ÍÁËÅÓ ÕÓ ÆÅÅÌ 

ÈÕÍÁÎȭ (2010: 15). Given this, a complete study of language clearly falls outside the remit for 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 
 

18 
 

this literature review. Furthermore, the challenge in working in the field of language is 

ÅØÅÍÐÌÉÆÉÅÄ ÂÙ 6ÁÌÅÎÔÉÎ 6ÏÌÏĤÉÎÏÖ ÉÎ ÈÉÓ ÑÕÅÓÔÉÏÎȡ Ȭ7ÈÁÔ ÉÓ ÌÁÎÇÕÁÇÅȟ ÁÎÄ ×ÈÁÔ ÉÓ ×ÏÒÄȩȭ 

(Bakhtin, 1994: 26).2 Even so, narrowing the scope to the sub-field of second language 

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

Brumfit views the subject of language (along with that of education)  as 

disadvantaged due to them being areas of study Ȭboth ÔÏÏ ÆÁÍÉÌÉÁÒȭ (2001: 4). Everyone uses 

language and has been educated in some form and, he argues, this generates forceful 

ÏÐÉÎÉÏÎÓȟ ÃÒÅÁÔÉÎÇ ÃÉÒÃÕÍÓÔÁÎÃÅÓ ×ÈÅÒÅ ȬɏÅɐØÐÅÒÔÉÓÅ ÃÏÎÆÒÏÎÔÓ ÅØÐÅÒÉÅÎÃÅȭ (Brumfit, 2001: 4).  

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 long-standing 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 

ÏÆ ÓÔÕÄÙȟ ÔÈÅÒÅ ÉÓ Á ÃÏÎÓÉÄÅÒÁÂÌÅ ÁÍÏÕÎÔ ÏÆ ÌÉÔÅÒÁÔÕÒÅ ÏÎ ÔÈÅ ÓÕÂÊÅÃÔ ÁÎÄ Á ȬÐÌÅÔÈÏÒÁ ÏÆ 

ÍÏÄÅÌÓ ÁÎÄ ÔÈÅÏÒÉÅÓȭ (Ellis, 1994: 409) which, Ellis points out, had even led to calls for 

ÔÈÅÏÒÙ ȬÃÕÌÌÉÎÇȭ ÉÎ ÔÈÅ ÅÁÒÌÙ ΫγγΪÓ (Long, 1990). Even so, ElliÓ ÃÌÁÉÍÓ ÔÈÁÔ Ȭ,ά ɏ3ÅÃÏÎÄ 

Language] acquisition is an enormously complex phenomenon and will benefit from 

ÍÕÌÔÉÐÌÉÃÉÔÙ ÏÆ ÐÅÒÓÐÅÃÔÉÖÅÓȟ ÔÈÅÏÒÉÅÓȟ ÁÎÄ ÒÅÓÅÁÒÃÈ ÍÅÔÈÏÄÏÌÏÇÉÅÓȭ (2008: xxii). This 

openness is reflected in the interdisciplinary nature of the field. 

Along with Ellis (Ellis, 1994, 1997, 2008, 2015), Patsy Lightbown and Nina Spada 

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

ÓÔÁÔÉÎÇ ÔÈÁÔ ÔÈÅÒÅ ÁÒÅ ȬÔÈÒÅÅ ÍÁÉÎ ÔÈÅÏÒÅÔÉÃÁÌ ÐÏÓÉÔÉÏÎÓȭ (Lightbown and Spada, 2006: 10). 

                                                      
2 There is considerable debate as to whether the works of 6ÏÌÏĤÉÎÏÖ (and Pavel Medvedev) were 
written by Mikhail Bakhti nȢ &ÏÒ ÁÎ ÏÖÅÒÖÉÅ× ÏÆ ÔÈÉÓ ÄÅÂÁÔÅȟ ÓÅÅ 0ÁÍ -ÏÒÒÉÓȭ ÉÎÔÒÏÄÕÃÔÉÏÎ ÔÏ 4ÈÅ 
Bakhtin Reader: Selected Writings of Bakhtin, Medvedev, and Voloshinov (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,! ÓÅÒÖÅÓ ÔÏ ÍÁÒË ȬÁ ÓÔÁÒÔ ÏÆ Á ËÉÎÄȭ (2008: xxvi). 
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They first outline Behaviourism, advanced by Burrhus F. Skinner (1957), as based in 

ȬÉÍÉÔÁÔÉÏÎȟ ÐÒÁÃÔÉÃÅ  ÒÅÉÎÆÏÒÃÅÍÅÎÔ ɏȣɐ ÁÎÄ ÈÁÂÉÔ ÆÏÒÍÁÔÉÏÎȭ ÃÏÍÂÉÎÅÄ ×ÉÔÈ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ 

of environment as the foundation of all language learning (Lightbown and Spada, 2006: 34). 

3ÅÃÏÎÄÌÙȟ ÔÈÅÙ ÅØÁÍÉÎÅ .ÏÁÍ #ÈÏÍÓËÙȭÓ Ôheory of an innate human grammar (Universal 

'ÒÁÍÍÁÒ ÏÒ 5'Ɋȟ ÉÎÉÔÉÁÌÌÙ ÔÈÅÏÒÉÓÅÄ ÉÎ Á ÒÅÖÉÅ× ÏÆ 3ËÉÎÎÅÒȭÓ ÂÏÏË (Chomsky, 1959), which 

gave the Innatist perspective, positing that humans are born with mental structures for 

ÌÁÎÇÕÁÇÅ ÁËÉÎ ÔÏ ÔÈÅ ȬÎÁÔÕÒÁÌȭ ÁÂÉÌÉÔÙ ÔÏ ×ÁÌËȢ 4ÈÅ ÔÈÉÒÄ ÐÏÓÉÔÉÏÎ Lightbown and Spada look 

at ÉÓ ÔÈÅ ȬÉÎÔÅÒÁÃÔÉÏÎÉÓÔȾÄÅÖÅÌÏÐÍÅÎÔÁÌ ÐÅÒÓÐÅÃÔÉÖÅÓȭ (2006: 19) which establishes a balance 

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).  

7ÈÉÌÅ 3ËÉÎÎÅÒȭÓ ÔÈÅÏÒÉÅÓ ÈÁÖÅ ÒÅÃÅÉÖÅÄ ×ÉÄÅ ÃÒÉÔÉÃÉÓÍ ÆÒÏÍ ÓÅÖÅÒÁÌ ÐÅrspectives, 

including Chomsky, universal grammar has been a predominant reference point in the field 

ÏÆ ,ÉÎÇÕÉÓÔÉÃÓ ÁÌÏÎÇ ×ÉÔÈ ÌÁÔÅÒ ÃÌÁÉÍÓ ÆÒÏÍ 3ÔÅÖÅÎ 0ÉÎËÅÒ ÆÏÒ ÌÁÎÇÕÁÇÅȭÓ ÃÏÇÎÉÔÉÖÅÌÙ ÎÅÕÔÒÁÌ 

system (linguistic nativism) (2007). These theories have lately been strongly challenged by 

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

Tomasello (2016). Deutscher along with Ibbotson and Tomasello question the concept of 

ÔÈÅ ÍÉÎÄ ÂÅÉÎÇ ȬÐÒÅ-×ÉÒÅÄȭȟ ×ÈÉÌÅ 3ÁÍÐÓÏÎ ÁÔÔÁÃËÓ ÔÈÅ ȬÌÁÎÇÕÁÇÅ ÉÎÓÔÉÎÃÔȭ ÁÓ ÁÃÁÄÅÍÉÁȭÓ 

ÖÅÒÓÉÏÎ ÏÆ ȬÔÈÅ ÅÍÐÅÒÏÒȭÓ ÎÅ× ÃÌÏÔÈÅÓȭ (2009: 189), citing an array of reasons for universal 

grammar ÔÈÅÏÒÙȭÓ ÄÏÍÉÎÁÎÃÅ (2009). Although both Chomsky and Pinker refute these 

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

#ÈÏÍÓËÙȭÓ ÔÈÅÏÒÉes have had, albeit inadvertently and erroneously, significant impact.4 It is 

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

                                                      
4 Chomsky has also revised his theory substantially (Hauser et al., 2002). 
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broad, complex and contradictory, there are many issues which are vigorously debated ɀ the 

battle between innatists, behaviourists and interactionists being a case in point.5   

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 Vygotsky and 

Aleksei Leontiev (Ellis, 2008: xxi). This move from the previously psycholinguistic-

dominated approach to SLA looks more at the sociological and cultural elements of 

language learning, 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, 2000) and 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 themes of, for example, race, gender, 

class (Blackledge and Pavlenko, 2003; Block, 2007). Norton was influenced by the 

poststructuralist work o f both Pierre Bourdieu (Bourdieu, 1986, 1991, 2015) and Christine 

Weedon (1997).6 &ÒÏÍ ÔÈÅÉÒ ×ÏÒËȟ .ÏÒÔÏÎ ÈÁÓ ÃÕÌÔÉÖÁÔÅÄ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÉÎÖÅÓÔÍÅÎÔȭ ÉÎ 

relation to additional language learning which interconnects with theories around 

ȬÍÏÔÉÖÁÔÉÏÎȭȟ ÐÒÉÎÃÉÐÁÌÌÙ ÒÅÓÅÁÒÃÈÅÄ ÂÙ :ÏÌÔÜÎ Dörnyei (Dörnyei, 1998; Dörnyei and Csizér, 

2002; Csizér and Dörnyei, 2005a, 2005b; Dörnyei and Ushioda, 2009, 2013). 

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

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

ÍÉÎÏÒÉÔÙ ÌÁÎÇÕÁÇÅÓȟ ÉÎÃÌÕÄÉÎÇ ÃÌÁÉÍÓ ÏÆ ȬÌÉÎÇÕÉÓÔÉÃ ÇÅÎÏÃÉÄÅȭ (Pennycook, 1994).7 With this 

ÉÎ ÍÉÎÄȟ Á ÎÅ× ÆÏÒÍÕÌÁÔÉÏÎ ÔÏ ÔÈÅ ÑÕÅÓÔÉÏÎ ÐÏÓÅÄ ÁÂÏÖÅ ÂÙ 6ÏÌÏĤÉÎÏÖ ÉÓ Ȭ×ÈÁÔ ÃÁÎ ÌÁÎÇÕÁÇÅ 

doȩȭȢ "ÏÕÒÄÉÅÕȭÓ ×ÏÒË ÍÉÇÈÔ ÇÉÖÅ Á ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÉÓ ÑÕÅÓÔÉÏÎ ÉÎ ÈÉÓ ÃÈÁÌÌÅÎÇÅ ÔÏ ÔÈÅ 

                                                      
5 Interactionism means uÓÉÎÇ Á ÃÏÍÍÕÎÉÃÁÔÉÖÅ ÏÒ Á ȬÕÓÁÇÅ-ÂÁÓÅÄ ÁÐÐÒÏÁÃÈȭ (Ibbotson and Tomasello, 
2016: 74)   
6 7ÅÅÄÏÎ ÔÅÎÄÓ ÔÏ ÕÓÅ ÔÈÅ ×ÏÒÄ ȬÓÕÂÊÅÃÔÉÖÉÔÉÅÓȭ ÒÁÔÈÅÒ ÔÈÁÎ ȬÉÄÅÎÔÉÔÉÅÓȭ ÁÓ ÎÏÔÅÄ ÂÙ "ÌÏÃË ɉ"ÌÏÃË άΪΪαȡ 
17). 
7 Pennycook attributÅÓ ÔÈÅ ÐÈÒÁÓÅ ȬÌÉÎÇÕÉÓÔÉÃ ÇÅÎÏÃÉÄÅȭ ÔÏ 2ÉÃÈÁÒÄ 2Ȣ $ÁÙ ÁÎÄ ÆÉÒÓÔ ÁÐÐÅÁÒÓ ÉÎ 4ÈÅ 
Ultimate Inequality: Linguistic genocide (Day, 1985) 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 
 

21 
 

dominance of one language or way of speaking in his theoriÅÓ ÏÎ ȬÃÕÌÔÕÒÁÌȭ ÁÎÄ ȬÌÉÎÇÕÉÓÔÉÃȭ 

capital, which I return to in the sections below in this chapter and also the journal  article 

chapter (Bourdieu, 1986, 1991, 2015). In response to the growing influence of English as an 

international, and intranational, lingua franca, John Naysmith (1986) proposes a different 

ÔÈÅÓÉÓ ÔÏ ÔÈÅ ÉÄÅÁ ÔÈÁÔ ÔÅÁÃÈÉÎÇ %ÎÇÌÉÓÈ ÐÏÓÉÔÉÖÅÌÙ ÉÎÆÌÕÅÎÃÅÓ ȬÉÎÔÅÒÎÁÔÉÏÎÁÌ ÐÅÁÃÅ ÁÎÄ 

ÕÎÄÅÒÓÔÁÎÄÉÎÇȭ (1986: 3). He believes that ȬE.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 aÎÏÔÈÅÒȭ (Naysmith, 1986: 3). He earlier equates the English 

ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÅÒ ÁÓ ȬÁÎ ÁÇÅÎÔȭ in the maintenance of international patterns of domination 

ÁÎÄ ÓÕÂÏÒÄÉÎÁÔÉÏÎ ÁÎÎÏÕÎÃÉÎÇ ÔÈÁÔ ȬɏÔɐÈÅ ÃÏÒÅ ÏÆ ÔÈÉÓ ÐÒÏÃÅÓÓ ÉÓ ÔÈÅ ÃÅÎÔÒÁÌ ÐÌÁÃÅ ÔÈÅ 

%ÎÇÌÉÓÈ ÌÁÎÇÕÁÇÅ ÈÁÓ ÔÁËÅÎ ÁÓ ÔÈÅ ÌÁÎÇÕÁÇÅ ÏÆ ÉÎÔÅÒÎÁÔÉÏÎÁÌ ÃÁÐÉÔÁÌÉÓÍȭ (Naysmith, 1986: 1).8 

4ÈÉÓ ÐÏÓÉÔÉÏÎ ÅÃÈÏÅÓ !ÄÏÒÎÏȭÓ ÔÈÅÏÒÙ ÔÈÁÔ ȬÔÈÅ ÊÁÒÇÏÎȭ ÏÆ ÌÁÎÇÕÁÇÅ ÉÓ ÃÏÎÔÒÏÌÌÅÄ ÁÎÄ 

manipulated to maint ain and promote capitalism while also demonstrating the connection 

between ideology and language (1973).  

4ÈÅ ÐÒÏÃÅÅÄÉÎÇ ȬÌÉÎÇÕÉÓÔÉÃ ÉÍÐÅÒÉÁÌÉÓÍȭ ÄÅÂÁÔÅ ÈÁÓ ÂÅÅÎ ÉÄÅÎÔÉÆÉÅÄ ÂÙ ÌÉÎÇÕÉÓÔÓ 'ÕÙ 

Cook and Sarah North (2010) as being led by Alastair Pennycook (2001), Henry Widdowson 

(1994) who emphasises questions of ownership, and David Crystal who, while being 

concerned about the threat to the diversity of languages, also seÅÓ ÍÁÎÙ ÐÏÓÉÔÉÖÅÓȢ #ÒÙÓÔÁÌȭÓ 

fellow linguist, David Graddol, similarly views English as a world language. However, he 

sees potential benefit s such as English being as a means 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 Affects ÁÓ ÐÁÒÔ ÏÆ ȬÔÈÅ ÃÏÍÐÌÅØ ×ÅÂ ÉÎ ×ÈÉÃÈ ɏȣɐ ÁÌÌ ÁÐÐÌÉÅÄ ÔÈÅÁÔÒÅ ÉÎÉÔÉÁÔÉÖÅÓ ÁÒÅ 
ÃÁÕÇÈÔȭ (2011: 16). 
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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 

ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÔÏ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ Ȭ.Å× %ÎÇÌÉÓÈÅÓȭ (see also Cook, 2003; Crystal, 2003; 

Graddol, 2006: 82ɀ86). Ellen Bialystok and Kenji Hakuta have also challenged the standard 

set of norms questioning the mind-ÓÅÔ ÉÎ ×ÈÉÃÈ ÔÈÅ ȬÌÅÁÒÎÅÒ ÉÓ ÓÔÒÉÖÉÎÇ ÔÏ×ÁÒÄ ÓÏÍÅ 

stateable goal, a standard and perfect version of the language that is embodied in the mind 

ÏÆ ÅÖÅÒÙ ÎÁÔÉÖÅ ÓÐÅÁËÅÒȭ (1999: 165). Furthermore, any long-term stability around which to 

base language learning is problematised by its protean nature. Language systems are 

constantly in flux , ×ÈÉÃÈ ÉÓ ÔÒÕÅ ÏÆ ÔÈÅ ȬÎÁÔÉÖÅ ÓÐÅÁËÅÒȭ ÁÓ ÍÕÃÈ ÁÓ ÆÏÒ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ 

learners. Therefore, competence should not be gauged against a notional, fixed idea of a 

native speaker as standard. 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, Beit-(ÁÌÌÁÈÍÉȟ ÁÎÄ "ÒÁÎÎÏÎ ÃÌÁÉÍÅÄ ÔÈÁÔ ȬÔÏ ÌÅÁÒÎ Á 

second language ÉÓ ÔÏ ÔÁËÅ ÏÎ Á ÎÅ× ÉÄÅÎÔÉÔÙȭ (cited in Block, 2007: 61). This idea has 

permeated much of the theory in Second Language Acquisition, led by Norton whose work 

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

"ÌÏÃË ÄÉÓÃÕÓÓÅÓ ÔÈÅ ȬÓÅÌÆ-ÃÏÎÓÃÉÏÕÓ ÁÎÄ ÏÎÇÏÉÎÇ ÎÁÒÒÁÔÉÖÅÓȭ (2007: 32) of language learners 

ÍÁËÉÎÇ ȬÁ ÎÅ× ÌÉÆÅ ÍÅÄÉÁÔÅÄ ÂÙ Á ÎÅ× ÃÕÌÔÕÒÅ ÁÎÄ ÌÁÎÇÕÁÇÅȭ (2007: 5). He refers to Judith 

"ÕÔÌÅÒȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÉÎ ÐÅÒÆÏÒÍÁÔÉÖÅ ÔÈÅÏÒÙ ÇÅÎÄÅÒ ÉÓ ÎÏÔ ȬÁ ÓÔÁÂÌÅ ÉÄÅÎÔÉÔÙȭȟ ÂÕÔ Á Ȭstylized 

repetition of actsȭ (cited in Block, 2007: 16ɀΫαȟ "ÕÔÌÅÒȭÓ ÅÍÐÈÁÓÉÓɊ. Block applies Butler's 

ÔÈÅÏÒÉÅÓ ÔÏ ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎ ÁÎÄ ÃÌÁÉÍÓ ×Å ÃÁÎ ȬÓÅÅ ÉÄÅÎÔÉÔÉÅÓ ÁÎÄ ÓÕÂÊÅÃÔ 

ÐÏÓÉÔÉÏÎÓ ÁÓ ÐÅÒÆÏÒÍÁÎÃÅÓȭ (2007: 20)Ȣ 7ÈÉÌÅ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ȬÐÅÒÆÏÒÍÁÎÃÅȭ ÔÈÁÔ "ÌÏÃË ÕÓÅÓ 
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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.9 

Helen Nicholson recognises the ȬÉÄÅÁ ÔÈÁÔ ÉÄÅÎÔÉÔÙ ÉÓ Á ÃÏÎÔÉÎÕÁÌ ÐÒÏÃÅÓÓ ÏÆ 

becoming, rather than a pre-given expression of beingȭ (2005: 65), a notion that relates to the 

concept of unfinishedness, explored in more depth below in this chapter, and she argues 

ÔÈÁÔ ȬÄÒÁÍÁ ÉÓ Á ÇÏÏÄ ÖÅÈÉÃÌÅ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÐÁÒÔÉÃÉÐÁÎÔÓ ÍÉÇÈÔ ÅØÐÅÒÉÍÅÎÔ ×ÉÔÈ ÄÉÆÆÅÒÅÎÔ 

ÉÄÅÎÔÉÔÉÅÓ ÁÎÄ ÔÅÓÔ ÏÕÔ ÎÅ× ×ÁÙÓ ÏÆ ÂÅÉÎÇȭ (2005: 83). Separately, Nicholson has claimed that 

ȬÁ ÎÅ× ÌÁÎÇÕÁÇÅ ÃÁÎ ÁÌÓÏ ÓÅÒÖÅ ÁÓ Á ÖÅÈÉÃÌÅ ÔÏ ÅÓÃÁÐÅ ÃÏÎÓÔÒÁÉÎÔÓ ÏÆ ÎÁÔÉÖÅ ÌÁÎÇÕÁÇÅ ÁÎÄ 

ÉÎÈÅÒÅÎÔ ÅØÐÅÃÔÅÄ ÄÅÍÅÁÎÏÕÒÓȭ (2011: 167), ×ÈÉÃÈ ÓÕÐÐÏÒÔÓ !ÎÅÔÁ 0ÁÖÌÅÎËÏȭÓ ÉÄÅÁ ÔÈÁÔ 

ÐÅÏÐÌÅ ÈÁÖÅ ÁÃÃÅÓÓ ÔÏ ȬÉÍÁÇÉÎÁÒÙ ×ÏÒÌÄÓ ÏÆ ÏÔÈÅÒ ÌÁÎÇÕÁÇÅÓ where gender and sexuality may 

ÂÅ ÃÏÎÓÔÒÕÃÔÅÄ ÁÎÄ ÐÅÒÆÏÒÍÅÄ ÄÉÆÆÅÒÅÎÔÌÙ ÔÈÁÎ ÉÎ ÔÈÅÉÒ Ï×Î ÃÕÌÔÕÒÅȭ (2004: 55). Referring to 

0ÁÖÌÅÎËÏȭÓ ÒÅÓÅÁÒÃÈȟ %ÌÌÉÓ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ÔÈÉÓ ÁÌÌÏ×Ó ÌÅÁÒÎÅÒs ÔÏ ȬÒÅÃÏÎÓÔÒÕÃÔ ÔÈÅÉÒ ÇÅÎÄÅÒ 

through the learniÎÇ ÏÆ Á ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅȭ (2008: 315)ȟ ÌÁÔÅÒ ÎÏÔÉÎÇ ÔÈÁÔȟ ÓÉÍÉÌÁÒÌÙȟ ȬÅÔÈÎÉÃ 

ÉÄÅÎÔÉÔÙ ÉÓ ÂÏÔÈ Á ÓÏÃÉÁÌ ÁÎÄ ÉÎÄÉÖÉÄÕÁÌ ÃÏÎÓÔÒÕÃÔȭ ÁÎÄ ȬÁÃÑÕÉÒÉÎÇ Á ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÉÎÖÏÌÖÅÓ 

change or ÁÄÄÉÔÉÏÎ ÔÏ ÌÅÁÒÎÅÒΈÓ ÓÅÎÓÅ ÏÆ ÉÄÅÎÔÉÔÙȭ (2008: 318ɀ319). The extent to which this is 

true for individual language learners may be moot; yet, clearly, there are some 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 

ÐÈÒÁÓÉÎÇȟ ȬÐÕÅÄÏ ÄÅÆÅÎÄÅÒÍÅȭ ɉȬI can defend myselfȭ).  

In Emotions and Multilingualism (2006), Pavlenko explains the intrinsic emotional 

nature of language learning. Also evident is the state of vulnerability ɀ a common sensation 

for language learners ɀ 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 
                                                      
9 For distinct ions, debate and musings on the matter of performance and performativity see: Butler 
1997; Schechner 2003; Carlson 2004. 
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ÒÉÓËÓ ÁÎÄ ȬÁÌÌÏ× ÔÈÅÍÓÅÌÖÅÓ ÁÎÄ ÏÔÈÅÒÓ ÔÏ ÅØÐÅÒÉÅÎÃÅ ÖÕÌÎÅÒÁÂÉÌÉÔÙȭ (2005: 129). In the 

Applied Theatre field, the tendency is to work with populations that are vulnerable and 

marginalised.10 4ÈÅÒÅ ÉÓ ÈÏ×ÅÖÅÒ Á ÌÁÒÇÅÒȟ ȬÍÁÉÎÓÔÒÅÁÍȭ ÖÕÌÎÅÒÁÂÌÅ ÐÏÐÕÌÁÔÉÏÎȡ ÔÈÅ 

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 of her 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 acquisition and highly proficient in English , Piazzoli found herself floundering 

to explain at a conference to a room of teachers the merits and benefits of using drama for 

SLA.11 Instead of enthusiasm for the possibilities of a new approach, Piazzoli noted to herself 

the responses from the teachers, making her confidence drain awayȡ Ȭ.Ï ÓÍÉÌÅÓȭ (2018: 184). 

)Æȟ ÁÓ 0ÒÅÎÔËÉ ÁÓÓÅÒÔÓȟ Ȭ!ÐÐÌÉÅÄ 4ÈÅÁÔÒÅ ÉÓ ɏȢȢȢɐ ÂÁÓÅÄ ÕÐÏÎ ÔÈÅ ÉÄÅÁ ÏÆ Á ÄÅÆÉÃÉÔ ÍÏÄÅÌȭ ÁÎÄ 

Ȭ[p] articipants in applied or community theatre processes are lacking something that 

ȬÎÏÒÍÁÌȭ ÐÅÏÐÌÅ ÄÏ ÎÏÔȭ (2012: 2), then perhaps the field would do well to rethink its 

ÄÅÆÉÎÉÔÉÏÎÓ ÏÆ ȬÖÕÌÎÅÒÁÂÉÌÉÔÙȭȟ moving away from the margins and addressing the needs of the 

ȬÍÁÉÎÓÔÒÅÁÍȭ ÐÏÐÕÌÁÔÉÏÎȢ 7ÈÉÌÅ ÔÈe marginalised may remain, understandably 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 a wider context.  

(Ï×ÅÖÅÒȟ ÉÆ ÔÈÅ ÍÁÉÎ ȬÃÁÌÌÉÎÇȭ ÏÆ Applied Theatre practice is to work with people on 

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

                                                      
10 Ȭ6ÕÌÎÅÒÁÂÌÅ ÐÏÐÕÌÁÔÉÏÎÓ ÉÎÃÌÕÄÅ ÔÈÅ ÅÃÏÎÏÍÉÃÁÌÌÙ ÄÉÓÁÄÖÁÎÔÁÇÅÄȟ ÒÁÃÉÁÌ ÁÎÄ ÅÔÈÎÉÃ ÍÉÎÏÒÉÔÉÅÓ, low-
income children, the elderly, the homeless, those with human immunodeficiency virus (HIV), and 
ÔÈÏÓÅ ×ÉÔÈ ÏÔÈÅÒ ÃÈÒÏÎÉÃ ÈÅÁÌÔÈ ÃÏÎÄÉÔÉÏÎÓȟ ÉÎÃÌÕÄÉÎÇ ÓÅÖÅÒÅ ÍÅÎÔÁÌ ÉÌÌÎÅÓÓȭ ɉRobert Wood Johnson 
Foundation, 2006: n.p.) 
11 This is similar to an experience 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 

being ȬÐÒÅÄÉÃÁÔÅÄ ÕÐÏÎ Á ÃÏÌÏÎÉÁÌ ÍÏÄÅÌ ×here the centre prescribes what is good for the 

ÐÅÒÉÐÈÅÒÙȭ (2012: 2). Also, James Thompson has pointed out in Performance Affects that the 

ÐÒÁÃÔÉÃÅ ÏÆ !ÐÐÌÉÅÄ 4ÈÅÁÔÒÅ  ÎÅÅÄÓ ÔÏ ÂÅ ÓÅÅÎ ÉÎ Á ÌÁÒÇÅÒ ÃÏÎÔÅØÔȟ ÁÓËÉÎÇȡ Ȭ×ÈÉÃÈ ÓÈÏ× ÁÒÅ ×Å 

part of?ȭ (2011: 30). Furthermore, the implications for ethical responsibilities, echo concerns 

raised by the ȬÌÉÎÇÕÉÓÔÉÃ ÉÍÐÅÒÉÁÌÉÓÍȭ ÄÅÂÁÔÅ. 

 Conversely, there is also an emphasis on moving away from previous ideas of 

implementing  ȬÂÉÇȭ ÃÈÁÎÇÅÓ ÁÎÄ ÔÈÅ ȬÏÎÅ-size-fits-ÁÌÌȭ ÁÐÐÌÉÃÁÔÉÏÎ ÏÆ ÓÔÒÁÔÅÇÉÅÓ ÔÏ×ÁÒÄÓ 

smaller (or micro) changes, less accountable to social or political policies (Thompson, 2005, 

2011; Balfour, 2010). The 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 the adult additional 

language learner does not readily fit into a set pre-requisite of vulnerability or marginality, 

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

For an understanding of additional language development, I align myself with  the 

general position of the ȬÁÌÔÅÒÎÁÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓȭ ÔÏ 3,! (Atkinson, 2011b). These 

Sociocultural, Identity, and Complexity Theory approaches have differing emphases, but all 

seek to locate the 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 open-ended process and, also, product. 

These approaches are further explored 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 and OȭNeill, 1998; Wagner, 

1998; Brßuer, 2002a; Stinson and Winston, 2011; Schewe, 2013; Piazzoli, 2018). An extensive, 

if not exhaustive, synthesis of the literature on drama in SLA can be found in the writing of  

Gary Carkin (2007), George Belliveau & Won Kim (2013) and Kathleen Rose McGovern 

(2017)Ȣ -ÁÎÆÒÅÄ 3ÃÈÅ×Å ÉÎÆÏÒÍÓ ÕÓ ÔÈÁÔ ÈÉÓ ÒÅÓÅÁÒÃÈ ÈÁÓ Ȭoutlined how language pedagogy 

can benefit considerably from practice in drama in education, theater in education, and 

ÐÒÏÆÅÓÓÉÏÎÁÌ ÔÈÅÁÔÅÒȭ ÁÎÄ ÔÈÁÔ ȬÔÈÅ ÐÒÏÃÅÓÓ ÏÆ making ÔÈÅÁÔÅÒ ɏȣɐ ÉÓ ÉÍÍÅÄÉÁÔÅÌÙ ÒÅÌÁÔÅÄ ÔÏ 

our concerns as language teachers, because the ability to interact and to communicate in 

ÅÆÆÉÃÉÅÎÔ ×ÁÙÓ ÉÓȟ ÁÆÔÅÒ ÁÌÌȟ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÉÎÇȾÌÅÁÒÎÉÎÇȭ (2002: 73). An 

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:  

ɏȣɐ ÒÅÆÅÒÓ ÔÏ ÄÒÁÍÁ ÁÃÔÉÖÉÔÉÅÓ ÔÈÁÔ ÁÉÍ ÔÏ ÇÏ ÂÅÙÏÎÄ ÓÈÏÒÔ-term, teacher-

dominated exercises. Instead, the drama is extended 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)  

'ÁÒÙ #ÁÒËÉÎ ÒÅÆÅÒÓ ÔÏ /ȭ.ÅÉÌÌ and her enormous influence in both SLA and process drama in 

ȬTeaching English Through Drama: The State of the Artȭ in 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 been 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) discussing hÉÓ Ï×Î ×ÏÒË ÁÎÄ ÃÉÔÉÎÇ ÏÔÈÅÒÓȟ ÐÒÏÐÏÓÉÎÇ ÔÈÁÔ ȬÌÁÎÇÕÁÇÅ 

learning can be enhanced through creative group activities that utilize drama through both 

ÔÈÅ ÐÒÏÃÅÓÓ ÁÎÄ ÐÒÏÄÕÃÔÉÏÎ ÏÆ ÄÒÁÍÁÔÉÃ ÁÃÔÉÖÉÔÉÅÓȭ (2002: 163), while Peter Lutzker has 

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

I now look at the most recent publication (at the time the literature review was 

written) on the area of second language learning through drama, the RiDE Special Edition: 

Drama education and second language learning: a growing field of practice and research 

(2011). This publication promised 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, I 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 

ÁÎÄ /Έ.ÅÉÌÌȭÓ ÓÅÍÉÎÁÌ ÔÅØÔȟ ÍÅÎÔÉÏÎÅÄ ÁÂÏÖÅȟ ÔÈÁÔ ÔÈÅÒÅ ÁÒÅ ÓÏ ÍÁÎÙ ÁÄÈÅÒÅÎÔÓ ÔÏ ÔÈÅ ÕÓÅ ÏÆ 

process drama in additional language learning; indeed, there are interesting studies of this 

provided by Erika Piazzoli, Julia Rothwell, Julie Dunn & Madonna Stinson, and Shin-Mei 

Kao, Gary Carkin, & Liang-Fong Hsu, in four of the seven articles (2011). Piazzoli (2011) 

convincingly argues the case for drama's ability to reduce language anxiety in the analysis of 

one student's breakthrough 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 

ÌÁÎÇÕÁÇÅȟ 0ÉÁÚÚÏÌÉ ÅØÐÒÅÓÓÅÓ ÈÅÒ ÄÅÓÉÒÅ ÆÏÒ ȬÁÕÔÈÅÎÔÉÃ ÃÏÎÔÅØÔÓ ÆÏÒ ÃÏÍÍÕÎÉÃÁÔÉÏÎȭ (2011: 
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558) and believes that it would be beneficial for her students to inhabit the culture of the 

ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅ ÁÓ ÍÕÃÈ ÁÓ ÐÏÓÓÉÂÌÅȟ ×ÈÉÃÈȟ ÆÏÒ .ÁÙÓÍÉÔÈȟ ȬÈÅÌÐɉÓɊ ÔÏ ÃÏÎÓÏÌÉÄÁÔÅ Á ÓÙÓÔÅÍ 

whereby the flow of knowledge continues to be dominated bÙ ÔÈÅ ÖÁÌÕÅÓ ÏÆ ÔÈÅ ÃÅÎÔÒÅȭ 

(1986: 3). The study seems to imply that the goal of the students is, as closely as possible, to 

approximate the standard of an Italian native speaker. This notion of native speaker as the 

ÇÏÁÌ ÆÏÒ ÔÈÅ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒ ×ÉÔÈ Á ȬÐÅÒÆÅÃÔ ÖÅÒÓÉÏÎ ÏÆ ÔÈÅ ÌÁÎÇÕÁÇÅȭ ÈÁÓ ÂÅÅÎ 

strongly challenged by Bialystok and Hakuta (1999: 165). Also, if there were to be a perfect 

version of a native speaker, then which Italian native would this be? 

This notion of the native speaker as the ideal as the goal for a language learner 

becomes more problematic when applied to English, which has become the preeminent 

present-day international lingua franca.12 Changing ideas about 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 linguist David Graddol states in English Next, his 

analysis of the position of English worldwide (2006). He claims this notion fails, 

pedagogically, in its unrealistic aims of native-like pronunciation and grammatical accuracy, 

ÓÅÒÖÉÎÇ ÓÏÃÉÁÌÌÙ ÁÎÄ ÐÏÌÉÔÉÃÁÌÌÙ ÁÓ Á ȬÇÁÔÅËÅÅÐÉÎÇ ÄÅÖÉÃÅ ×ÈÉÃÈ ×ÉÌÌ ÈÅÌÐ ÔÈÅ ÆÏÒÍÁÔÉÏÎ ÏÆ 

ÅÌÉÔÅÓȭ (Graddol, 2006: 84). This is remarked upon by Astrid Yi-Mei Cheng and Joe Winston 

ÉÎ Ȭ3ÈÁËÅÓÐÅÁÒÅ ÁÓ Á 3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅȭ (2011) wherein this aim and apparent prerequisite is 

evidenced by the need of the students involved in their study to gain access to cultural 

capital ɀ in the shape of  a knowledge of Shakespeare ɀ in order to avoid being left 

ȬÃÕÌÔÕÒÁÌÌÙ ÁÎÄ ÌÉÎÇÕÉÓÔÉÃÁÌÌÙ ÄÅÆÉÃÉÅÎÔȭ (2011: 544). Although Cheng and Winston are 

ensuring that the interests of students are cared for, the underlying factor of the non-native 

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

                                                      
12 That 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 suggested using physicality, participation 

and playfulness. As complimentary activities to formal textbooks, the study suggests that 

the students became more enthusiastic in their attitude towards English as well as having a 

deeper understanding of the language they used. 

*ÕÌÉÁ 2ÏÔÈ×ÅÌÌ ÉÎ Ȭ"ÏÄÉÅÓ ÁÎÄ ,ÁÎÇÕÁÇÅȭ (2011) also examines the possibilities of the 

use of the physicality allowing the learner to become more aware of the role of the body in 

ÉÎÔÅÒÃÕÌÔÕÒÁÌ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÁÎÄ ÁÉÄÉÎÇ ÔÈÅÍ ÔÏ Ȭ×ÅÁÒ different ÉÄÅÎÔÉÔÉÅÓȭ (2011: 579). She 

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 

vehicle for Á Ȭmulti -ÍÏÄÁÌÉÔÙȭ ÏÆ learning (2011: 577).  

Yaman Ntelioglou also looks at this type of learning alongside a ȬÍÕÌÔÉÌÉÔÅÒÁÃÉÅÓ 

ÐÅÄÁÇÏÇÙȭ (2011: 596) and the use of drama for this purpose is analysed in Ntelioglou's 

examination of two factors of this approach (2011)Ȣ 4ÈÅ ÆÉÒÓÔ ÉÓ ȬÍÕÌÔÉÍÏÄÁÌÉÔÙȭȟ ÔÈÅ ÕÓÅ ÏÆ 

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

ÓÅÃÏÎÄ ÉÓ ȬÓÉÔÕÁÔÅÄ ÐÒÁÃÔÉÃÅ ×ÈÉÃÈ ÉÎÖÏÌÖÅÓ ÔÈÅ ÐÒÏÖÉÓÉÏÎ ÏÆ innovative learning 

environments that create opportunities for students to engage in meaningful experience, 

ÍÁËÉÎÇ ÕÓÅ ÏÆ ÔÈÅÉÒ Ï×Î ÌÉÆÅȭ (Ntelioglou, 2011: 596ɀ7). In Ntelioglou's study, immigrant 

participants from various parts of the globe make use of their own life experiences to create 

ȬÉÄÅÎÔÉÔÙ ÔÅØÔÓȭȢ 4ÈÅÓÅ ÁÐÐÅÁÒȟ ÐÅÒÈÁÐÓȟ ÍÏÒÅ ÕÓÅÆÕÌ ÉÎ Á ×ÏÒÌÄ ×ÈÅÒÅ ÌÁÎÇÕÁÇÅ ÅØÃÈÁÎÇÅÓ 

ÉÎÖÏÌÖÉÎÇ %ÎÇÌÉÓÈ ÐÒÅÄÏÍÉÎÁÎÔÌÙ ÔÁËÅ ÐÌÁÃÅ ÂÅÔ×ÅÅÎ ȬÎÏÎ-ÎÁÔÉÖÅÓȭ ÔÈÁÎ ÉÎ Á ÍÏÒÅ ÃÕÌÔÕÒÁÌÌÙ 

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 when 
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ÃÏÎÓÉÄÅÒÉÎÇ ÔÈÅ ÄÅÍÁÎÄÓ ÏÆ ÔÈÅ ÃÕÒÒÉÃÕÌÕÍȭÓ ÅÍÐÈÁÓÉÓ ÏÎ ÅØÁÍÓ ÁÎÄ ÅÖÁÌÕÁÔÉÏÎȟ ÁÎÄȟ 

perhaps more tellingly, from the adult students themselves who want what they regard as 

ȬÈÁÒÄ ÓËÉÌÌÓȭȢ 4ÈÉÓ ÔÙÐÅ ÏÆ ÒÅÑÕÅÓÔ ÏÒ ÄÅÓÉÒÅ ÃÁÍÅ ÔÏ ÔÈÅ ÆÏÒÅ ÉÎ ÔÈÅ ÃÁÓÅ ÓÔÕÄÙ that is 

ÐÒÅÓÅÎÔÅÄ ÉÎ ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÃÈÁÐÔÅÒ ÉÎ ÔÈÉÓ ÔÈÅÓÉÓȟ Ȭ,ÅÔ -Å (ÅÁÒ 9ÏÕÒ "ÏÄÙ 4ÁÌËȭȢ  

7Å ÒÅÔÕÒÎ ÔÏ ÐÒÏÃÅÓÓ ÄÒÁÍÁ ÉÎ $ÕÎÎ ÁÎÄ 3ÔÉÎÓÏÎΈÓ ÐÁÅÁÎ ÆÏÒ ÔÅÁÃÈÅÒ ÁÒÔÉÓÔÒÙȟ ȬNot 

7ÉÔÈÏÕÔ ÔÈÅ !ÒÔȦȦȭ ɉάΪΫΫɊȢ They find, like Ntelioglou, that there 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. During the study, these teachers 

×ÅÒÅ ÆÏÕÎÄ ÔÏ ÎÅÇÌÅÃÔ ÔÈÅ ÈÏÌÉÓÔÉÃ ÕÓÅ ÏÆ ÄÒÁÍÁ ÁÎÄ ÒÅÖÅÒÔ ÔÏ ÍÏÒÅ ÆÏÒÍÕÌÁÉÃ ÁÎÄ ȬÔÒÕÓÔÅÄȭ 

methods after superficial attempts to use the new methods. Given that the authors 

ÁÃËÎÏ×ÌÅÄÇÅ ÔÈÁÔ ȬÉÎ ÁÎÙ ÐÒÏÃÅÓÓ ÄÒÁÍÁ ÃÏÎÔÅØÔ ÔÈÅ Æacilitator must think in a quadripartite 

manner, making decisions as actor, director, playwright and teacher simultaneously, 

ÕÎÄÅÎÉÁÂÌÙ Á ÃÏÍÐÌÅØ ÁÎÄ ÓËÉÌÆÕÌ ÕÎÄÅÒÔÁËÉÎÇȭ (Dunn and Stinson, 2011: 618), the study that 

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 classroom 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, originating from Manfred Schewe (2013) and elucidated 

by recent publications from John Crutchfield, Piazzoli, and Schewe (Crutchfield and 

Schewe, 2017; Schewe, 2017; Piazzoli, 2018). Lai-wa Dora To, Yuk-lan Phoebe Chan, Yin 

Krissy Lam and Shuk-kuen Yvonne Tsang also seek to introduce drama pedagogy to 

language teachers through a mentoring approach. They found that, although there was 
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ÉÎÉÔÉÁÌ ÒÅÌÕÃÔÁÎÃÅȟ ÔÈÅ ÔÅÁÃÈÅÒÓ ÈÁÄ ȬɏÔɐÈÅÉÒ ÈÅÁÒÔÓ ɏȣɐ ȬÍÅÌÔÅÄȭ ÁÓ ÔÈÅÙ ÎÏÔÉÃÅÄ ÔÈÅÉÒ ɏÔÈÅ 

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

ÉÎÔÅÒÅÓÔÅÄȟ ÁÎÄ ÆÒÏÍ ÒÅÇÁÒÄÉÎÇ ÌÅÁÒÎÉÎÇ ÁÓ ÉÍÐÏÓÓÉÂÌÅ ÔÏ ÐÏÓÓÉÂÌÅȭ (Dora To et al., 2011: 522), 

ÁÎÄ ȬɏÓɐÔÕÄÅÎÔÓ ×ÅÒÅ ÎÏ ÌÏÎÇÅÒ ÓÅÅÎ ÁÓ ÐÉÅÃÅÓ ÏÆ ÈÏÍÅ×ÏÒË ÏÒ ÔÅÓÔȾÅØÁÍ ÐÁÐÅÒÓ ÂÕÔ ÁÓ 

ÈÕÍÁÎ ÂÅÉÎÇÓ ×ÉÔÈ ÆÅÅÌÉÎÇÓȭ (Dora To et al., 2011: 535). The reader can be excused in being 

surprised at such contrasting findings in Dunn and Stinson's express warning of the need 

for teacher artistry iÎ ÃÏÎÔÒÁÓÔ ÔÏ 4Ïȟ #ÈÁÎȟ ,ÁÍ Ǫ 4ÓÁÎÇȭÓ ÅÎÔÈÕÓÉÁÓÔÉÃ ÒÅÁÄÉÎÇ ÏÆ ÒÅÓÕÌÔÓȢ  

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 long-term or longitudinal research that 

interrogates teaching-learning processes, contextual factors and the 

complexities that are embedded within local contexts, or the long-term impact 

of drama pedagogy on second language learners. (2011: 485ɀ6)  

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.13 As noted above, the main development in drama and language 

learning, since this literature review was initially written, has been the concept of 

ȬÐÅÒÆÏÒÍÁÔÉÖÅ ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÉÎÇȭ ÐÕÔ ÆÏÒ×ÁÒÄ ÂÙ 3ÃÈÅ×Å (2013), along with other 

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 

                                                      
13 This RiDE special issue has subsequently led to a practical handbook and is published as a book 
(Winston, 2012; Winston and Stinson, 2014). 
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field.14 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 now widely used: from schools 

ÁÎÄ ÕÎÉÖÅÒÓÉÔÉÅÓ ÔÏ ÐÒÏÆÅÓÓÉÏÎÁÌ ȬÍÁÉÎÓÔÒÅÁÍȭ ÃÏÍÐÁÎÉÅÓ (Heddon and Milling, 2006: 1) and 

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.15 Alison Oddey (1994), Deidre Heddon and 

Jane Milling (2006), and Emma Govan, Helen Nicholson and Katie Normington (2007) are 

the main authors to address the field, with the journal Theatre Topics publishing a special 

issue on devising in 2005 ɉȬ3ÐÅÃÉÁÌ )ÓÓÕÅȡ $ÅÖÉÓÉÎÇȟȭ άΪΪίɊ. The recent arrival of the latter two 

works has led to hopes that further writing on the subject will be stimulated, though it 

ÐÒÅÖÉÏÕÓÌÙ ÆÁÉÌÅÄ ÔÏ ÍÁÔÅÒÉÁÌÉÓÅ ÉÎ ÒÅÓÐÏÎÓÅ ÔÏ /ÄÄÅÙȭÓ ÃÁÌÌ ÉÎ Ϋγγή ÆÏÒ ÆÕÒÔÈer research in the 

field (1994: xii).  

There is literature on the practical aspects of devised work: from how to devise or 

collaborate creatively (Kerrigan, 2001; Greig, 2008; Swale, 2012); case studies on the creation 

of devised shows (Mermikides and Smart, 2010); and the significance of physical theatre in 

the development of devising (Callery, 2001), the latter of which Govan, Nicholson and 

Normington see as fundamental to discussions on devising (2007). Regarding the physical 

and the practical, many of the activities or games that are now used by Applied Theatre 

ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÁÒÅ ÆÏÕÎÄ ÃÏÌÌÅÃÔÅÄ ÔÏÇÅÔÈÅÒ ÉÎ !ÕÇÕÓÔÏ "ÏÁÌȭÓ Games for Actors and Non-

                                                      
14 The SCENARIO journal is based at the Department of German & Department of Theatre at 
University College Cork with Manfred Schewe and Susanne Even serving as editors since its 
establishment in 2007. 
15 A significant contribution has been made by Kathryn Syssoyeva and Scott Proudfit (2013a, 2013b) in 
two volumes since this literature review was written and I have updated the review in this regard. 
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Actors (2002)Ȣ 4ÈÅÙ ÁÐÐÅÁÒ ÕÎÄÅÒ ÔÈÅ ÎÏÍÅÎÃÌÁÔÕÒÅ ÏÆ Ȭ4ÈÅ !ÒÓÅÎÁÌ ÏÆ ÔÈÅ /ÐÐÒÅÓÓÅÄȭ ÁÎÄ 

ÔÈÅÙ ÁÒÅ ÃÏÍÍÏÎÌÙ ÕÓÅÄ ÔÏ ȬÐÒÅÐÁÒÅȭ ÐÁÒÔÉÃÉÐÁÎÔÓ ÆÏÒ ÔÈÅÁÔÒÅ ÒÁÔÈÅÒ ÔÈÁÎ ÅØÐÌÉÃÉÔÌÙ ÆÏÒ 

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

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 collaborative 

movements in contrast to hierarchical systems that pervade contemporary society through 

ȬÑÕÅÓÔÉÏÎÉÎÇ ÏÒÔÈÏÄÏØÉÅÓȭ (Govan et al., 2007: 3). Devised work is here very much viewed as 

a process, that can find its stimulus or beginning in anything ɀ 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) or tableaux (Boal, 

2002), although it would be amiss to limit devisÉÎÇȭÓ ÒÅÓÏÕÒÃÅÓ ÔÏ ÔÈÅ ÆÉÅÌÄ ÏÆ ÔÈÅÁÔÒÅ ÁÓ !ÌÅØ 

-ÅÒÍÉËÉÄÅÓ ÁÎÄ *ÁÃËÉÅ 3ÍÁÒÔ ÐÏÉÎÔ ÏÕÔ Ȭ×ÈÁÔ ÍÁËÅÓ ÄÅÖÉÓÉÎÇ ÓÏ ÐÏÐÕÌÁÒ ÔÏ ÂÅÇÉÎ ×ÉÔÈȡ ÉÔÓ 

adaptability to different contexts and group compositions; and its potential for constant 

innovation in terms of procesÓ ÁÓ ×ÅÌÌ ÁÓ ÐÒÏÄÕÃÔȭ (2010: 28). It is this wide range of 

techniques and adaptability that make devising useful in engaging in additional 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 I expand on throughout the main case study in 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 

ÓÅÃÔÉÏÎȟ ×Å ÍÉÇÈÔ ÓÅÅ ÔÈÁÔ 0ÁÖÌÅÎËÏȭÓ ȬÉÍÁÇÉÎÁÒÙ ×ÏÒÌÄÓȭ ÁÎÄ ÔÈÅ ÓÅÎÓÅ ÏÆ ÄÙÎÁÍÉÓÍ 

regarding identity and a broader understanding of incompleteness finds an accommodating 

home in devising. For example, Heddon and Milling situate many devising groups as 

ÏÐÅÒÁÔÉÎÇ ×ÉÔÈÉÎ Á ÐÏÓÔÍÏÄÅÒÎ ÐÁÒÁÄÉÇÍ ×ÉÔÈ Á ȬÄÅÌÉÂÅÒÁÔÅ ÒÅÓÉÓÔÁÎÃÅ ÔÏ ÃÏÍÐÌÅÔÉÏÎȭ (2006: 

224)ȟ ÒÅÃÁÌÌÉÎÇ ÔÈÁÔ !ÌÅØÁÎÄÅÒ +ÅÌÌÙ ÏÆ 4ÈÉÒÄ !ÎÇÅÌ ÄÅÓÃÒÉÂÅÄ ÄÅÖÉÓÉÎÇ ÁÓ ÂÅÉÎÇ Á ȬÒÅÓponsive 

×ÁÙ ÏÆ ×ÏÒËÉÎÇȭ, ×ÈÉÃÈ ÁÌÓÏ ȬÅÍÂÒÁÃÅÓ ÓÅÒÅÎÄÉÐÉÔÙȡ ÁÃÃÉÄÅÎÔȟ ÃÈÁÎÃÅȟ ÔÈÅ ÕÎÅØÐÅÃÔÅÄ ÁÎÄ 

ÕÎÐÒÅÄÉÃÔÁÂÌÅȭ (Kelly cited in Heddon 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 

ÁÃÑÕÉÓÉÔÉÏÎ ÔÈÒÏÕÇÈ ÄÅÖÉÓÉÎÇȢ 7ÅÅÄÏÎ ÓÕÇÇÅÓÔÓȟ ȬɏÌɐÁÎÇÕÁÇÅ ÉÓ ÔÈÅ ÐÌÁÃÅ ×ÈÅÒÅ ÁÃÔÕÁÌ ÁÎÄ 

possible forms of social organization and their likely social and political consequences are 

defined and contested. Yet it is also the place where our sense of ourselves, our subjectivity, 

ÉÓ ÃÏÎÓÔÒÕÃÔÅÄȭ (1997: 21)Ȣ "ÕÔ ÔÏ ÆÏÌÌÏ× 7ÅÅÄÏÎȭÓ ÌÏÇÉÃȟ ×Å ÍÉÇÈÔ ÄÏ ×ÅÌÌ ÔÏ ÉÎÖÅÓÔÉÇÁÔÅ 

devising as a complimentary process. As Richard "ÁÕÍÁÎ ÐÏÓÉÔÓȟ ȬÉÔ ÉÓ ÔÈÅ ÍÕÌÔÉÐÌÙ ÒÅÆÌÅØÉÖÅ 

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 

ÉÄÅÎÔÉÔÙȭ (2000: 4)Ȣ 4ÈÉÓ ÉÓ ÓÉÇÎÉÆÉÃÁÎÔ ÆÏÒ ÍÙ ÒÅÓÅÁÒÃÈ ÃÏÎÓÉÄÅÒÉÎÇ .ÔÅÌÉÏÇÌÏÕȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ 

ÏÆ ÔÈÅ ÕÓÅÆÕÌÎÅÓÓ ÏÆ ȬÍÕÌÔÉÍÏÄÁÌÉÔÙȭ ÁÎÄ .ÏÒÔÏÎȭÓ ÆÏÃÕÓ ÏÎ ÔÈÅ ÒÏÌÅ ÏÆ ÉÄÅÎÔÉÔÙ ÉÎ 3,!Ȣ 

The following part of the devising section covers the most recent and extensive 

discussion of collective creation and devising which is found in Kathryn Syssoyeva and Scott 

0ÒÏÕÄÆÉÔȭÓ Ô×ÉÎ-volume, A History of Collective Creation and Collective Creation in 

Contemporary Performance (Syssoyeva and Proudfit, 2013a, 2013b). Proudfit and Syssoyeva 

ÄÅÓÃÒÉÂÅ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÁÓ ȬÁÔ ÏÎÃÅ ÁÎ ÁÒÔÉÓÔÉÃ ÆÏÒÍ ÁÎÄ Á ÓÏÃÉÁÌ ÐÒÁÃÔÉÃÅȭ (2013a: 26), 

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 

Syssoyeva ÁÎÄ 0ÒÏÕÄÆÉÔȭÓ ÃÌÁÉÍ ÔÈÁÔ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎȭÓ ÓÔÒÕÃÔÕÒÅ ÁÎÄ ÐÒÏÃÅÓÓ ÆÏÃÕÓÅÓ ÏÎ 

ȬÔÈÅ ÃÏÍÐÌÅØÉÔÉÅÓ ÏÆ ÇÉÖÅ ÁÎÄ ÔÁËÅ ÔÈÁÔ ÌÉÅ ÁÔ ÔÈÅ ÃÏÒÅ ÏÆ ÁÌÌ ÈÕÍÁÎ ÉÎÔÅÒÁÃÔÉÏÎȭ (2013a: 26). 

4ÈÅÓÅ ȬÃÏÍÐÌÅØÉÔÉÅÓ ÏÆ ÇÉÖÅ ÁÎÄ ÔÁËÅȭ ÁÒÅ ÆÏÕÎÄ ÎÏ×ÈÅÒÅ ÍÏÒÅ ÄÅÅply than in the process 

and purpose of language which allows humans to interact.  

4ÁËÉÎÇ 6ÉÃÔÏÒ 4ÕÒÎÅÒȭÓ ÔÈÏÕÇÈÔÓ ÏÎ ÔÈÅ ÃÏÒÒÅÌÁÔÉÏÎ ÏÆ ÐÅÒÆÏÒÍÁÔÉÖÉÔÙ ÁÎÄ ÓÏÃÉÁÌ 

structure, Syssoyeva offers us the perspective of collective creation as working in the liminal 

ÁÒÅÁ ÂÅÔ×ÅÅÎ ȬÐÅÒÆÏÒÍÁÔÉÖÉÔÙ ÏÆ ÓÏÃÉÁÌ ÌÉÆÅ ÁÎÄ ÐÅÒÆÏÒÍÁÎÃÅȭ ɉάΪΫέÁȡ ΰɊ. This proposes that 

there is reciprocity between the creativity found in social and ethical organisation and that 

of the making of a performance. To this I would add that a democratic ethos engendered by 

people working together provides an ideological approach to support language 

development.16 However, it should be noted that Syssoyeva sees any potential political 

ÓÔÁÎÃÅ ÂÅÉÎÇ ȬÓÕÂÓÕÍÅÄ ÉÎÔÏ Á ÓÐÅÃÔÒÕÍ ÏÆ ÓÏÃÉÏÅÔÈÉÃÁÌ ÉÍÐÕÌÓÅÓ ÁÎÄ ÏÕÔÃÏÍÅÓȭ ÁÎÄ 

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 disguised ÂÙ ȬÅÇÁÌÉÔÁÒÉÁÎ ÒÈÅÔÏÒÉÃȭȟ ÔÈÅ ÉÎÖÅÒÓÅ ÃÁÎ 

ÁÌÓÏ ÂÅ ÔÒÕÅ ×ÉÔÈ ȬÄÉÒÅÃÔÏÒÉÁÌ ÄÏÍÉÎÁÎÃÅȭ ÐÒÅÓÅÎÔ ÂÅÈÉÎÄ ÍÁÎÙ ÉÎÓÔÁÎÃÅÓ ÏÆ ÃÏÌÌÅÃÔÉÖÅ 

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 facilitating is vital to the ongoing success of the 

endeavour (2013: 57). This, on face-value, seems to revisit the routÅ ÔÈÁÔ ȬÓÏÍÅÏÎÅ ÈÁÓ ÔÏ ÂÅ 
                                                      
16 Ȭ7ÏÒËÉÎÇ ÔÏÇÅÔÈÅÒȭ ÉÓ ÔÈÅ ÍÏÄÅÒÎ %ÎÇÌÉÓÈ ÔÅÒÍ ÆÏÒ ÔÈÅ ,ÁÔÉÎ-ÂÁÓÅÄ Ȭcollaborateȭ: ÃÏÌÌÁÂęÒàÒÅ (< col-
 together + ÌÁÂęÒàÒÅ to work) (Oxford English Dictionary, n.d.). 
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ÉÎ ÃÈÁÒÇÅȭ, yet, ÁÓ ÉÎ ÔÈÅ ȬÇÉÖÅ ÁÎÄ ÔÁËÅȭ ÍÅÎÔÉÏÎÅÄ ÁÂÏÖÅȟ ÌÅÁÄÅÒÓÈÉÐ ÂÅÃÏÍÅÓ ÍÕÃÈ ÍÏÒÅ 

nuanced in this regard and an egalitarian ideal might be viewed more as a guide than as a 

radical starting point. 17 As such, there may be currency 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 self-examination 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 way the group 

interacted economically, politically or even on a person to person basis (Proudfit and 

Syssoyeva, 2013b: 124). Although Mark Weinberg asserted a quarter of a century ago that 

ȬÓÉÍÐÌÙ ÏÒÇÁÎÉÓÉÎÇ ÁÎÄ ÏÐÅÒÁÔÉÎÇ ÁÓ Á ÃÏÌÌÅÃÔÉÖÅ ÉÓ Á ÐÏÌÉÔÉÃÁÌ ÁÃÔÉÏÎȭ (1992: 18), Syssoyeva 

claims that in the intervening period and, more evidently, in recent histories of collective 

creatiÏÎȟ ÔÈÅ ȬÃÏÕÎÔÅÒ ÐÕÌÌ ÏÆ ÁÕÔÏÃÒÁÃÙ ÁÎÄ ÄÅÍÏÃÒÁÃÙȟ ÏÆ ÃÒÅÁÔÉÖÅ ÁÕÔÈÏÒÉÔÙ ÁÎÄ ÔÈÅ 

ÇÅÎÅÒÁÔÉÖÅ ÃÁÐÁÃÉÔÉÅÓ ÏÆ ÔÈÅ ÇÒÏÕÐȭ (2013b: 13) has become less clear cut and this uncertainty 

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

research detailed in Part Two of this thesis.18  

In examining the approach of the director (or facilitator), Syssoyeva draws on 

6ÓÅÖÏÌÄ -ÅÙÅÒÈÏÌÄȭÓ ÖÉÅ× ÏÆ ÔÈÅ ÄÉÒÅÃÔÏÒȭs role. Meyerhold saw this role as the hosting of 

ȬÄÉÓÃÕÓÓÉÏÎÓȭ ÂÅÆÏÒÅ ÔÈÅ ÁÒÔÉÓÔÓ ÁÒÅ ÇÉÖÅÎ ÃÏÍÐÌÅÔÅ ÁÕÔÏÎÏÍÙ ÔÏ ÃÒÅÁÔÅ ÁÎÄ ÁÆÔÅÒ ×ÈÉÃÈ ÔÉÍÅ 

ÔÈÅ ÄÉÒÅÃÔÏÒ ÃÏÍÅÓ ÉÎ ÁÇÁÉÎȟ ȬÂÒÉÎÇÉÎÇ ÉÎÔÏ ÂÁÌÁÎÃÅ ÁÌÌ ÔÈÏÓÅ ÐÉÅÃÅÓ Æreely created by other 

artists within this cÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ɏȣɐ ÆÏÒ ÔÈÅ ÈÁÒÍÏÎÙ ÏÆ ÔÈÅ ÓÈÏ×ȭ (qtd. in Syssoyeva, 
                                                      
17 The role of the leader is an area on which I will expand expressly in part two of this thesis. 
18 -ÅÙÅÒÈÏÌÄ ÐÏÓÓÉÂÌÙ ÆÉÒÓÔ ÉÎÔÒÏÄÕÃÅÄ ÔÈÅ ÔÅÒÍ ȬÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎȭ ÉÎ ΫγΪα (Syssoyeva, 2013c: 51). 
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2013c: 51). The show is then given over to the actors once more to do with as they please; 

ÔÈÁÔ ÉÓȟ ȬÔÏ ÅÉÔÈÅÒ ȰÓÅÔ ÆÉÒÅ ÔÏ ÔÈÅ ÓÈÉÐȱ ɏȣɐ ÏÒ ÂÁÒÅ ÔÈÅÉÒ ÓÏÕÌÓ ÉÎ ÁÌÍÏÓÔ ÉÍÐÒÏÖÉÓÁÔÏÒÙ 

ÁÄÄÉÔÉÏÎÓȟ ÎÏÔ ÔÏ ÔÈÅ ÔÅØÔ ɏȣɐ ÂÕÔ ÔÏ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÓÕÇÇÅÓÔÉÏÎÓȭ (Meyerhold qtd. in 

Syssoyeva, 2013c: 51). An approach even more 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 

×ÈÉÃÈ ÔÈÅ ÎÏÔÉÏÎ ×ÁÓ ÆÏÒÍÕÌÁÔÅÄ ÔÈÁÔ ȬɏÓɐÔÁÇÅ ÄÉÒÅÃÔÉÎÇ ÉÓ Á ÃÏÌÌÅÃÔÉÖÅ ÁÃÔÉÖÉÔÙ ɀ it results 

from collective creaÔÉÏÎȭ (Osinski 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 

ÄÉÓÁÐÐÅÁÒÅÄȟ ÓÈÅ ÓÔÁÔÅÓ ÔÈÁÔȟ ȬɏÔɐÈÅ ÁÃÔÏÒ ÃÁÎ ÂÅÃÏÍÅ ÔÈÒÏÕÇÈ ÈÉÓ Ï×Î ÍÏÖÅÍÅÎÔ ÔÈÅ 

ÄÉÒÅÃÔÏÒȭÓ ÃÏÌÌÁÂÏÒÁÔÏÒ ÁÎÄ ÒÅÎÄÅÒ ÔÈÅ ÌÁÔÔÅÒȭÓ ×ÏÒË ÍÏÒÅ ÁÎÄ ÍÏÒÅ ÕÓÅÌÅÓÓȭ (Bing in Copeau 

qtd. 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 in Part Two of the thesis.  

4ÈÅÒÅ ÉÓ Á ÆÕÚÚÉÎÅÓÓ ÉÎ ÄÅÆÉÎÉÎÇ ×ÈÁÔ ȬÄÅÖÉÓÉÎÇȭ ÏÒ ȬÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎȭ ÉÓȠ ÅÖÅÎ ÔÈÅ 

terms themselves have no concrete distinction. Syssoyeva differentiates between the two 

terms, suggesting that collecÔÉÖÅ ÃÒÅÁÔÉÏÎ ÉÓ ȬÄÉÒÅÃÔÏÒÌÅÓÓȭ ÁÎÄ ÄÅÓÃÒÉÂÉÎÇ ÔÈÅ ȬÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅ 

ÍÏÖÅÍÅÎÔ ÏÆ ÒÅÃÅÎÔ ÄÅÃÁÄÅÓȭ ÁÓ ȬÁÃÔÏÒ-generated concepts providing a raw material to be 

ÓÃÕÌÐÔÅÄ ɉÓÈÁÐÅÄȟ ÃÕÔȟ ÒÅÆÉÎÅÄɊ ÂÙ Á ÄÉÒÅÃÔÏÒȭ (2013c: 51). That said, and given the embracing 

of ambivalence in practice, I tend towards the interchangeability of the terms group devised 

theatre, collective creation and ensemble devising.   
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The Body  

Building on the brief discussion of the body in relation to devising, in this section I 

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 section 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 Drama, Gerd Bräuer 

ÓÉÔÕÁÔÅÓ ÈÉÓ ÕÓÅ ÏÆ ȬÄÒÁÍÁȭ ÁÓ ȬÎÏÔ ÌÉÍÉÔÅÄ ÔÏ ÁÒÔÉÓÔÉÃ ×ÏÒË ÏÒ ÐÅÄÁÇÏÇÉÃÁÌ ÕÓÅȟ ÂÕÔ ÒÁÔÈÅÒ ÉÔ 

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: ixɀx). Other theatre theorists and practitioners have commented in 

Á ÓÉÍÉÌÁÒ ÖÅÉÎȢ &ÏÒ ÅØÁÍÐÌÅȟ #ÏÌÅÔÔÅ #ÏÎÒÏÙ ÓÔÁÔÅÓȟ Ȭ4ÈÅÁÔÒÅ ÉÓ ÆÕÎÄÁÍÅÎÔÁÌÌÙ ÃÏÎÃÅÒÎÅÄ 

with the human body, and it also allows us to ask what we ÍÅÁÎ ×ÈÅÎ ×Å ÔÁÌË ÁÂÏÕÔ ÂÏÄÉÅÓȭ 

(2010: 8). Boal in his seminal text Games for Actors and Non-Actors claimÓ ȬÔÈÅ ÍÏÓÔ 

ÉÍÐÏÒÔÁÎÔ ÅÌÅÍÅÎÔ ÏÆ ÔÈÅÁÔÒÅ ÉÓ ÔÈÅ ÈÕÍÁÎ ÂÏÄÙȭ (2002: 16). Prior to Boal, Artaud stressed 

ÔÈÁÔ ȬɏÔɐÈÅÁÔÒÅ ÉÓ ÔÈÅ ÏÎÌÙ place in the world, the last group means we still possess of directly 

ÁÆÆÅÃÔÉÎÇ ÔÈÅ ÁÎÁÔÏÍÙȭ (2010b: 58) and, in The Theater of Cruelty* (First Manifesto), he 

ÆÁÍÏÕÓÌÙ ÃÁÌÌÅÄ ÆÏÒ ÔÈÅ ÒÅÄÉÓÃÏÖÅÒÙ ÏÆ ȬÔÈÅ ÉÄÅÁ ÏÆ Á ËÉÎÄ ÏÆ ÕÎÉÑÕÅ ÌÁÎÇÕÁÇÅ ÓÏÍÅ×ÈÅÒÅ ÉÎ 

ÂÅÔ×ÅÅÎ ÇÅÓÔÕÒÅ ÁÎÄ ÔÈÏÕÇÈÔȭ (2010a: 63). The educational drama practitioner and 

ÒÅÓÅÁÒÃÈÅÒ "ÅÔÔÙ *ÁÎÅ 7ÁÇÎÅÒ ÅÖÅÎ ÃÌÁÉÍÓȡ Ȭ'ÅÓÔÕÒÅ ÉÓ Á ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÓÙÓÔÅÍ ÅÖÅÎ ÍÏÒÅ 

ÂÁÓÉÃ ÔÏ ÈÕÍÁÎÓ ÔÈÁÎ ÌÁÎÇÕÁÇÅȭ (2002: 11). Following these thoughts around the concepts of 

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

surprising that the l iterature dedicated to the investigation of the body in relation to 
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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 self-evidently a part of theatre and drama and that, therefore, to explicitly 

address the use of the physicality in such a learning environment might be merely 

identifying the obvious. There are, however, some examples of research into the role of the 

ÂÏÄÙ ÆÏÒ 3,!ȟ ÆÏÒ ÅØÁÍÐÌÅ ÉÎ "ÒßÕÅÒȭÓ ÃÏÌÌÅÃÔÉÏÎ ÍÅÎÔÉÏÎÅÄ ÁÂÏÖÅ ÁÎÄ ÒÅÃÅÎÔÌÙ ÉÎ %ÒÉËÁ 

0ÉÁÚÚÏÌÉȭÓ ×ÏÒË (Piazzoli, 2018).  

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 which 

students respond to verbal instructions with a corresponding physical movement. Its 

ÏÒÉÇÉÎÁÔÏÒȟ *ÁÍÅÓ !ÓÈÅÒȟ ÃÏÍÍÅÎÔÉÎÇ ÏÎ ÔÈÅ ÍÅÔÈÏÄȟ ÈÁÓ ÎÏÔÅÄ ÔÈÁÔ ȬɏÉɐÎ Á ÓÅÎÓÅȟ ÌÁÎÇÕÁÇÅ 

ÉÓ ÏÒÃÈÅÓÔÒÁÔÅÄ ÔÏ Á ÃÈÏÒÅÏÇÒÁÐÈÙ ÏÆ ÔÈÅ ÈÕÍÁÎ ÂÏÄÙȭ (Asher and Adamski, 1993: 4). TPR 

has been somewhat overlooked since its initial appearance and seems to be limited to basic 

language acquisition, though it has re-emerged 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 

ÁÇÏ ÔÈÁÔ ȬÔÈÅ ÐÕÐÉÌ ÈÁÓ Á ÂÏÄÙȟ ÁÎÄ ÂÒÉÎÇÓ ÉÔ ÔÏ ÓÃÈÏÏÌ ÁÌÏÎÇ ×ÉÔÈ ÈÉÓ ÍÉÎÄȢ !ÎÄ ÔÈÅ ÂÏÄÙ ÉÓȟ 

of necessity, a wellspring ÏÆ ÅÎÅÒÇÙȠ ÉÔ ÈÁÓ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇȭ (Dewey, 1930). Dewey was here 

ÒÅÆÅÒÒÉÎÇ ÔÏ ȬÔÈÅ ÅÖÉÌ ÒÅÓÕÌÔÓ ×ÈÉÃÈ ÈÁÖÅ ÆÌÏ×ÅÄ ÆÒÏÍ ÔÈÅ ÄÕÁÌÉÓÍ ÏÆ ÍÉÎÄ ÁÎÄ ÂÏÄÙȭ (Dewey, 

1930).  

Conroy addresses concerns also raised by Elizabeth Grosz in regard to dualism, 

ÅÍÐÈÁÓÉÓÉÎÇ ÔÈÁÔ ȬɏÔɐÈÅ ÓÅÐÁÒÁÔÉÏÎ ÏÆ ÍÉÎÄ ÁÎÄ ÂÏÄÙ ÉÓ Á ÈÉÇÈly influential way of thinking, 
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an example of dualist ÄÏÃÔÒÉÎÅȭ ÓÏ ÍÕÃÈ ÓÏ ÔÈÁÔ ȬÔÈÅ ÎÏÔÉÏÎ ÏÆ ÔÈÅ ÂÏÄÙ ÃÁÒÒÉÅÓ ×ÉÔÈ ÉÔ Á 

ÓÅÐÁÒÁÔÉÏÎ ÆÒÏÍ ÏÔÈÅÒ ÁÓÐÅÃÔÓ ÏÆ ÈÕÍÁÎÎÅÓÓȭ (Conroy, 2010: 18).19 Regarding language, it is 

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. 

$×ÉÇÈÔ !ÔËÉÎÓÏÎ ÉÄÅÎÔÉÆÉÅÓ ÔÈÉÓ ÉÎ ÃÉÔÉÎÇ ÁÎ ÅØÔÅÎÓÉÖÅ ÌÉÓÔ ÏÆ ȬÉÎÆÌÕÅÎÔÉÁÌ ÓÔÁÔÅÍÅÎÔÓȭȟ 

ÁÔÔÅÓÔÉÎÇ ÔÏ ÔÈÅ ÄÏÍÉÎÁÎÃÅ ÏÆ ȬÃÏÇÎÉÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓ ÔÏ 3,!ȭ (2011c: 1ɀ3); that said, 

approaches to language learning are now starting to gradually emerge and challenge the 

previously prevailing cognitive slant. Merrill Swain, for example, describes her concept of 

ȬÌÁÎÇÕÁÇÉÎÇȭ ÁÓ ȬÁ ÄÙÎÁÍÉÃȟ ÎÅÖÅÒ-ÅÎÄÉÎÇ ÐÒÏÃÅÓÓ ÏÆ ÕÓÉÎÇ ÌÁÎÇÕÁÇÅ ÔÏ ÍÁËÅ ÍÅÁÎÉÎÇȭ ÁÓ 

ÏÐÐÏÓÅÄ ÔÏ ÌÁÎÇÕÁÇÅ ÂÅÉÎÇ ÍÅÒÅÌÙ ȬÁÎ ÁÃÔÉÖÉÔÙ ÏÆ ÔÈÅ ÍÉÎÄȭ (2006: 96).  

Identifying that Maurice Merleau -0ÏÎÔÙȭÓ ×ÏÒË ÏÎ ÐÈÅÎÏÍÅÎÏÌÏÇÙ ȬÁÉÍÅÄ ÔÏ 

ÄÅÃÏÎÓÔÒÕÃÔ ÄÕÁÌÉÓÍȭȟ #ÏÎÒÏÙ ÔÅÌÌÓ ÕÓ ÓÈÅ ÆÉÎÄÓ ÉÔ ÕÓÅÆÕÌ ÁÓ ȬÁ ÔÏÏÌ ÔÏ ÁÎÁÌÙÓÅ ÅØÐÅÒÉÅÎÃÅȭ 

×ÈÉÃÈ ÓÈÅ ÆÉÎÄÓ ȬÏÃÃÕÒÓ ÏÎÌÙ ÉÎ ÔÈÅ ÍÏÍÅÎÔ ÏÆ ÐÅÒÆÏÒÍÁÎÃÅȭ (2010: 53)ȟ ÃÉÔÉÎÇ 'ÒÏÓÚȭÓ 

description of  Merleau-0ÏÎÔÙȭÓ ×ÏÒË ÔÈÁÔ ÉÎÆÏÒÍÓ ÕÓȡ 

He locates experience midway between mind and body. 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 

ÁÎÄ ÁÓ ÔÈÅ ÓÕÂÊÅÃÔȭÓ ÉÎÃÁÒÎÁÔÉÏÎȢ (Grosz qtd. in Conroy, 2010: 53) 

This thinking, in regards to learning (at least from an Applied Theatre perspective) is 

ÒÅÆÌÅÃÔÅÄ ÉÎ 4ÈÏÍÐÓÏÎȭÓ ÃÏÍÍÅÎÔÓ ÔÈÁÔ ȬɏÌɐÅÁÒÎÉÎÇ ÉÓ ÁÎ ÁÆÆÅÃÔÉÖÅȟ ÆÅÌÔ ÓÔÁÔÅ ɀ comprised of 

many elements of awe, fear, love and intrigue ɀ that is only diminished in its banishment to 

that part of the boÄÙ ÃÁÌÌÅÄ ÔÈÅ ÍÉÎÄȭ (2011: 130). This, in turn, has an influence on the 

emotions, a crucial factor in language development discussed above in the SLA section. 

Ȭ!ÆÆÅÃÔȭ (and the emotional factors which influence language learning) is a notion that has 

                                                      
19 #ÏÎÒÏÙ ÉÎÆÏÒÍÓ ÕÓȟ Ȭ$ÕÁÌÉÓÍ ÉÓ Á ÆÏÒÍ ÏÆ ÁÎÁÌÙÓÉÓ ÔÈÁÔ ÈÏÌÄÓ ÔÈÁÔ ÁÎ ÅÎÔÉÔÙ ÃÁÎ ÂÅ ÄÉÖÉÄÅÄ ÉÎÔÏ Ô×Ï 
separate but related parts, such as mind/body or bÏÄÙȾÓÏÕÌ ÏÒ ÎÁÔÕÒÅȾÃÕÌÔÕÒÅȭ (2010: 18). 
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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, self-confidence, 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 acquiring languages, even 

ÔÈÏÕÇÈ ÔÈÅ ÒÅÎÏ×ÎÅÄ ÁÎÔÈÒÏÐÏÌÏÇÉÓÔ 2ÏÂÉÎ $ÕÎÂÁÒ ÃÌÁÉÍÓ ÓÐÅÅÃÈ ÉÓ ȬÃÏÍÐÌÅÔÅÌÙ 

ÉÎÁÄÅÑÕÁÔÅ ÁÔ ÔÈÅ ÅÍÏÔÉÏÎÁÌ ÌÅÖÅÌȭ (2002: 147ɀ148). In relation to performativity theory, 

Marvin Carlson describes how Shoshana &ÅÌÍÁÎȭÓ The Literary Speech Act20 has the 

connection between speech and the body as its central concern with Carlson explaining 

that: 

ɏȣɐ ÔÈÅÓÅ Ô×Ï ÅÌÅÍÅÎÔÓ ÃÁÎÎÏÔ ÂÅ ÓÅÐÁÒÁÔÅÄ ÉÎ ÔÈÅ ÓÐÅÅÃh act they can never be 

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 produces. (2004: 66) 

4ÈÅ ÂÏÄÙȭÓ ÉÎÆÌÕÅÎÃÅ ÏÎ ÈÏ× ÁÎÄ ×ÈÁÔ ÓÐÅÅÃÈ ÉÓ ÐÒÏÄÕÃÅÄ ÉÓ ÁÌÓÏ ÉÎÆÌÕÅÎÃÅÄ ÂÙ ÔÈÅ ÍÉÎÄȟ 

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 

ÅÎÖÉÒÏÎÍÅÎÔ ×ÈÉÃÈ ÁÒÅ ÃÕÒÒÅÎÔÌÙ ÄÅÖÅÌÏÐÉÎÇȡ ÔÈÅ Ȭ3ÏÃÉÏÃÕÌÔÕÒÁÌȭȠ Ȭ#ÏÍÐÌÅØÉÔÙ 4ÈÅÏÒÙȭȠ 

Ȭ,ÁÎÇÕÁÇÅ 3ÏÃÉÁÌÉÚÁÔÉÏÎȭȠ Ȭ#ÏÎÖÅÒÓÁÔÉÏÎ-ÁÎÁÌÙÔÉÃȭȠ Ȭ3ÏÃÉÏÃÏÇÎÉÔÉÖÅ 4ÈÅÏÒÙȭȠ ÁÎÄ Ȭ)ÄÅÎÔÉÔÙȭ 

ÁÐÐÒÏÁÃÈÅÓȢ !ÔËÉÎÓÏÎ ÓÔÁÔÅÓȟ Ȭ4ÈÅ ÃÏÒÅ ÃÌÁÉÍ ÏÆ Á ÓÏÃÉÏÃÏÇÎÉÔÉÖÅ ÁÐÐÒÏÁÃÈ ÉÓ ÔÈÁÔ ÍÉÎÄȟ 

ÂÏÄÙȟ ÁÎÄ ×ÏÒÌÄ ÆÕÎÃÔÉÏÎ ÉÎÔÅÇÒÁÔÉÖÅÌÙ ÉÎ ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎȭ (2011a: 143). In the 

ÓÁÍÅ ÃÈÁÐÔÅÒȟ ÈÅ ÃÈÁÌÌÅÎÇÅÓ ÔÈÅ ÃÏÇÎÉÔÉÖÅ ÐÏÓÉÔÉÏÎȭÓ ÄÉÓÍÉÓÓÁÌ ÏÆ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ 

physicality saying:  

                                                      
20 Later rebranded in 2002 as The Scandal of the Speaking Body: Don Juan with J. L. Austin, or 
Seduction in Two Languages (Meridian: 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 cognition are 

fundamentally embodied. (Atkinson, 2011a: 145)  

Following this, Atkinson claiÍÓ ÔÈÁÔ ÔÈÅ ÄÉÓÃÏÖÅÒÙ ÏÆ ȬÍÉÒÒÏÒ ÎÅÕÒÏÎÓȭ has led to doubts 

ÁÂÏÕÔ ȬÔÈÅ ÍÁÉÎÓÔÒÅÁÍ ÖÉÅ× ÔÈÁÔ ÃÏÇÎÉÔÉÏÎȟ ÐÅÒÃÅÐÔÉÏÎȟ ÁÎÄ ÍÏÔÏÒ ÁÃÔÉÏÎ ÁÒÅ ÃÌÅÁÒÌÙ 

ÓÅÐÁÒÁÔÅ ÐÈÅÎÏÍÅÎÁȭ (2011a: 145 italics in original). Along 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 

ÁÐÈÁÓÉÁ ÁÓ ÓÕÇÇÅÓÔÉÎÇ ȬÔÈÁÔ ÂÏÄÉÌÙ ÍÏÖÅÍÅÎÔ ÉÓ ÔÈÅ ÆÏÕÎÄÁÔÉÏÎ ÏÆ ÌÁÎÇÕÁÇÅȭ (2009: 180).21 

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 in Devising in 

Process, cite Simon Murray aÎÄ *ÏÈÎ +ÅÅÆÅȭÓ ÃÌÁÉÍ ÔÈÁÔ ȬȰÐÈÙÓÉÃÁÌ ÔÈÅÁÔÒÅȱ ɏȣɐ ÔÒÁÃÅÓ ÉÔÓ 

origins in our contemporary sense to those ideologies and manifestos which sought to 

ÒÅÖÅÒÓÅ Á ÄÕÁÌÉÓÍ ÁÎÄ ÈÉÅÒÁÒÃÈÙ ÏÆ ×ÏÒÄ ÏÖÅÒ ÂÏÄÙȭ (qtd. in Mermikides and Smart, 2010: 9). 

Mermikides and Smart also call upon Ana Sanchez-Colberg who thinks that physical theatre 

ÉÓ ȬÂÁÓÅÄ ÏÎ ɏȣɐ Á ÍÉÓÔÒÕÓÔ ÏÆ ɏȣɐ ÌÁÎÇÕÁÇÅ ×ÈÉÃÈ ÁÉÍÓ ÔÏ ÁÒÔÉÃÕÌÁÔÅȟ ÁÎÄ ÔÈÕÓ ÃÏÎÔÁÉÎȟ 

ÕÎÉÖÅÒÓÁÌ ÔÒÕÔÈÓ ×ÉÔÈÏÕÔ ÑÕÅÓÔÉÏÎÉÎÇ ÔÈÅ ÍÁÔÅÒÉÁÌ ÐÒÁÃÔÉÃÅÓ ×ÈÉÃÈ ÇÁÖÅ ÒÉÓÅ ÔÏ ÔÈÁÔ ÌÁÎÇÕÁÇÅȭ 

(Sanchez-Colberg qtd. 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 

ÃÏÍÍÕÎÉÃÁÔÉÏÎȢ )ÎÓÐÉÒÅÄ ÂÙ #ÏÎÒÏÙȭÓ ÌÅÁÄȟ ÔÈese ideas ɀ in combination with practical 

                                                      
21 Apraxia and aphasia are the loss of skilled movement and loss of the ability to use or comprehend 
×ÏÒÄÓ ÒÅÓÐÅÃÔÉÖÅÌÙȢ 3ÅÎÎÅÔÔȭÓ ÄÅÆÉÎÉÔÉÏÎÓ (2009: 180). 
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techniques such as tableaux and TPR ɀ 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. I tentatively call this 

ÁÐÐÒÏÁÃÈȟ ȬÅØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ ×ÏÒÄȭ ÏÒ ȬÅØÐÅÒÉÅÎÃÅ ÏÆ ÔÈÅ ×ÏÒÄȭȟ ÅÃÈÏÉÎÇ -ÅÒÌÅÁÕ-Ponty and 

ÈÉÓ ÎÏÔÉÏÎÓ ÏÆ ÔÈÅ ȬÂÏÄÙ ÅØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ ×ÏÒÌÄȭȢ 4ÈÉÓ ÉÓ Á ÃÏÎÃÅÐÔ ×ÈÉÃÈ ) ÅØÐÁÎÄ ÕÐÏÎ ÉÎ 

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 context (Conroy, 2010: 

16ɀ17) ÁÎÄ ÔÈÉÓ ×ÏÒËÓ ÉÎ ÍÕÃÈ ÔÈÅ ÓÁÍÅ ×ÁÙ ÁÓ ×ÈÅÎ -ÉÃÈÅÌ ÄÅ #ÅÒÔÅÁÕ ÔÅÌÌÓ ÕÓ ȬÓÐÁÃÅ ÉÓ ÌÉËÅ 

the word when it is spoken, that is [...] situated as the act of a present (or of a time), and 

ÍÏÄÉÆÉÅÄ ÂÙ ÔÈÅ ÔÒÁÎÓÆÏÒÍÁÔÉÏÎÓ ÃÁÕÓÅÄ ÂÙ ÓÕÃÃÅÓÓÉÖÅ ÃÏÎÔÅØÔÓȭ (1988: 117). It also echoes 

-ÉËÈÁÉÌ "ÁËÈÔÉÎȭÓ ÎÏÔÉÏÎ ÏÆ ȬÕÔÔÅÒÁÎÃÅÓȭ ÔÈÁÔ ) ÔÏÕÃÈ ÕÐÏÎ ÌÁÔÅÒ ÉÎ ÔÈis section. Atkinson 

highlights  ÔÈÅ ×ÏÒË ÏÆ #ÈÁÒÌÅÓ 'ÏÏÄ×ÉÎ ÉÎ ÈÉÓ ȬÒÅÓÅÁÒÃÈ ÉÎ ÃÏÇÎÉÔÉÖÅ ÓÃÉÅÎÃÅȟ ÁÎÔÈÒÏÐÏÌÏÇÙȟ 

ÁÎÄ ÅÄÕÃÁÔÉÏÎȭ (2011a: 151). Goodwin examined the intricacies of the body and meaning-

ÍÁËÉÎÇ ÁÎÄȟ ÉÎ !ÔËÉÎÓÏÎȭÓ ×ÏÒÄÓȟ ÁÒÇÕÅÄ ȬÔÈÁÔ ×ÏÒÌÄÌÙ ÅÎÖÉÒÏÎÍÅÎÔÓ ÁÒÅ ÁÌÓÏ ÃÒÕÃÉÁÌ ÔÏ 

ÈÕÍÁÎ ÉÎÔÅÒÁÃÔÉÏÎȭ (2011a: 147)Ȣ !ÔËÉÎÓÏÎ ÌÁÔÅÒ ÃÉÔÅÓ 'ÏÏÄ×ÉÎȭÓ ÐÒÏÐÏÓÁÌ ÔÈÁÔ ȬɏÔɐÈÅ 

positioning, actions, and orientation of the body in the environment ar e crucial to how 

ÐÁÒÔÉÃÉÐÁÎÔÓ ÕÎÄÅÒÓÔÁÎÄ ×ÈÁÔ ÉÓ ÈÁÐÐÅÎÉÎÇ ÁÎÄ ÂÕÉÌÄ ÁÃÔÉÏÎ ÔÏÇÅÔÈÅÒȭ (Goodwin qtd. in 

Atkinson, 2011a: 151). Atkinson goes on to emphasise that this has great significance as 

ȬÌÅÁÒÎÉÎÇȾÔÅÁÃÈÉÎÇȾÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÁËÅÓ ÐÌÁÃÅ in the world: It is publicly available. Far from 

being locked away in cognitive space, learning is effected in the hybrid, partly public form 

ÏÆ ÓÏÃÉÏÃÏÇÎÉÔÉÏÎȭ (2011a: 151 italics in original). This is notable in terms of the similar crucial 

emphasis on the notion of the physical body in ensemble devising. 
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In Making a Performance: Devising Histories and Contemporary Practices, Govan, 

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 phenomenonology being key to 

ÅÍÐÈÁÓÉÓÅ ȬÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅ ÌÉÖÅÄ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÔÈÅ ÂÏÄÙȭ (Govan et al., 2007: 156). To 

illuminate this point, they later cite Merleau -0ÏÎÔÙ ×ÈÏ ÓÁÙÓȟ ȬÂÙ ÔÈÕÓ ÒÅÍÁËÉÎÇ ÃÏÎÔÁÃÔ 

with the body and with the world, we shall also rediscover ourself, since, perceiving as we 

ÄÏ ×ÉÔÈ ÏÕÒ ÂÏÄÙ ÉÓ Á ÎÁÔÕÒÁÌ ÓÅÌÆ ÁÎÄȟ ÁÓ ÉÔ ×ÅÒÅȟ ÔÈÅ ÓÕÂÊÅÃÔ ÏÆ ÐÅÒÃÅÐÔÉÏÎȭ (Merleau-Ponty 

qtd. in Govan et al., 2007: 159)Ȣ 4ÈÉÓ ÎÏÔÉÏÎ ÉÓ ÔÒÏÕÂÌÅÄ ÂÙ "ÏÕÒÄÉÅÕȭÓ ÃÏÎÃÅÐÔ ÏÆ ȬÈÁÂÉÔÕÓȭȟ 

formulated within the framework of his theory of cultural capital. Habitus is defined 

variously, beginnÉÎÇ ×ÉÔÈ "ÏÕÒÄÉÅÕ ÈÉÍÓÅÌÆȟ ÁÓ ȬÁ ÓÙÓÔÅÍ ÏÆ ÄÉÓÐÏÓÉÔÉÏÎÓ ɉÌÁÓÔÉÎÇȟ ÁÃÑÕÉÒÅÄ 

schemes of perception, thought and action). The individual agent develops these 

dispositions in response to the objective conditions it encountersȭ (1977: 72).  Bourdieu and 

Loāc Wacquant describe it as Ȭappreciation, and action that result from the institution of the 

ÓÏÃÉÁÌ ÉÎ ÔÈÅ ÂÏÄÙȭ (1992: 127). In Excitable Speechȟ *ÕÄÉÔÈ "ÕÔÌÅÒ ÃÁÌÌÓ ÈÁÂÉÔÕÓȟ ȬÁ ÔÁÃÉÔ ÆÏÒÍ ÏÆ 

ÐÅÒÆÏÒÍÁÔÉÖÉÔÙȟ Á ÃÉÔÁÔÉÏÎÁÌ ÃÌÁÉÍ ÌÉÖÅÄ ÁÎÄ ÂÅÌÉÅÖÅÄ ÁÔ ÔÈÅ ÌÅÖÅÌ ÏÆ ÔÈÅ ÂÏÄÙȭ (1997: 155). And 

the concept is tersely summarised by *ÏÈÎ "Ȣ 4ÈÏÍÐÓÏÎ ÁÓ ȬɏÔɐÈÅ ÂÏÄÙ ÉÓ ÔÈÅ ÓÉÔÅ ÏÆ 

ÉÎÃÏÒÐÏÒÁÔÅÄ ÈÉÓÔÏÒÙȭ (1991: 13)Ȣ "ÏÁÌ ÓÐÅÁËÓ ÔÏ ÔÈÉÓ ÉÄÅÁ ÓÁÙÉÎÇ ÔÈÁÔ ȬÔÈÅ ÅÍÏÔÉÏÎ ÍÁÙ ÂÅ 

ÂÌÏÃËÅÄ ÂÙ Á ÂÏÄÙ ÁÌÒÅÁÄÙ ÈÁÒÄÅÎÅÄ ÂÙ ÈÁÂÉÔ ÉÎÔÏ Á ÃÅÒÔÁÉÎ ÓÅÔ ÏÆ ÁÃÔÉÏÎÓ ÁÎÄ ÒÅÁÃÔÉÏÎÓȭ 

(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 

2ÅÔÕÒÎÉÎÇ ÔÏ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ȬÅØÐÅÒÉÅÎÃÅ ÏÆ ÔÈÅ ×ÏÒÄȭȟ Á ÍÏÒÅ ÓÐÅÃÕÌÁÔÉÖÅ ÄÉÒÅÃÔÉÏÎȟ 

and one I tentatively introduce here, is to consider the notion of rhythm and embodiment 

ÁÎÄ ÔÈÅ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÏÆ ÓÉÌÅÎÃÅ ÁÎÄ ÓÐÁÃÅȢ $ÉÓÃÕÓÓÉÎÇ ,ÅÆÅÂÖÒÅȭÓ ÃÏÎcept of Rhythmanalysis 

(Lefebvre, 2004)ȟ "ÅÎ (ÉÇÈÍÏÒÅ ÉÎÆÏÒÍÓ ÕÓ ÔÈÁÔ ȬɏÒɐÈÙÔÈÍÁÎÁÌÙÓÉÓ ÉÓ ÁÎ ÁÔÔÉÔÕÄÅȟ ÁÎ 
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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, rather ÔÈÁÎ ÓÙÓÔÅÍÁÔÉÃ ÄÁÔÁ ÃÏÌÌÅÃÔÉÎÇȭ 

(Highmore, 2005: 150). In this way it can serve as a fresh orientation ɀ ȬÁ ÆÏÒÍ ÏÆ ÐÏÅÔÉÃÓȭ 

(Highmore, 2005: 145) ɀ ×ÈÅÒÅ  ÌÅÁÒÎÅÒÓ ÃÁÎ ÂÅÃÏÍÅ ȬÒÈÙÔÈÍÁÎÁÌÙÓÔɏÓɐȭ ×ÈÏ ÌÉÓÔÅÎ ÔÏ ÔÈÅÉÒ 

ÂÏÄÙ ÁÎÄ ȬÌÅÁÒÎÓ ÒÈÙÔÈÍ ÆÒÏÍ ÉÔȟ ÉÎ ÏÒÄÅÒ ÃÏÎÓÅÑÕÅÎÔÌÙ ÔÏ ÁÐÐÒÅÃÉÁÔÅ ÅØÔÅÒÎÁÌ ÒÈÙÔÈÍÓȭ 

(Lefebvre, 2004: 19)Ȣ 5ÓÉÎÇ ,ÅÆÅÂÖÒÅȭÓ ×ÏÒËȟ %ÌÌÁ "ÒÉÄÇÌÁÎÄ ÃÌÁÉÍÓ ÔÈÅ ȬɏÂɐÏÄÙȟ ÃÏÎÔÁÉÎÉÎÇ 

both social and biological rhythms [...] is a constant reference [...] to orientate ourselves, in 

ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÁÎÁÌÙÓÉÓ ÏÆ ÅØÔÅÒÎÁÌ ËÎÏ×ÌÅÄÇÅȭ (2012). Nick Prior finds this vision of rhythm:  

ɏȣɐ ÌÏÃÁÔÅÓ ÔÈÅ ÂÏÄÙ ÁÓ Á ÃÏÎÓÔÁÎÔ reference point for the alliances and conflicts 

of rhythms ɀ not just the anatomical, physiological body, but the body as being-

in-the-world, perceiving, acting, thinking and feeling. (2009: 19) 

)Æ ×Å ÔÁËÅ "ÏÁÌȭÓ ÏÂÓÅÒÖÁÔÉÏÎ ÔÈÁÔ ×ÈÅÎ ÐÅÏÐÌÅ ÌÅÁÖÅ ÔÈÅÉÒ ȬÈÁÂÉÔÕÁÌ ÅÎÖÉÒÏÎÍÅÎÔȭ ÁÎÄ ÇÏ ÔÏ 

ÐÌÁÃÅÓ ×ÈÅÒÅȟ ÁÍÏÎÇÓÔ ÏÔÈÅÒ ÄÉÆÆÅÒÅÎÃÅÓȟ ȬÐÅÏÐÌÅ ɏȢȢȢɐ ÓÐÅÁË ×ÉÔÈ ÁÎÏÔÈÅÒ ÒÈÙÔÈÍȭȟ ÁÎÄ ÉÎ 

strange locations we find ÉÔ ÍÁÄÄÅÎÉÎÇ ÔÏ ȬÓÅÌÅÃÔɉÉÎÇɊ ÆÒÏÍ ÔÈÅ ÓÅÎÓÁÔÉÏÎÓȭ (2002: 30) and 

ÐÌÁÃÅ ÉÔ ÉÎ ÔÈÅ ÆÒÁÍÅ×ÏÒË ÏÆ ,ÅÆÅÂÖÒÅȭÓ ÎÏÔÉÏÎ ÔÈÁÔ ȬɏÅɐÖÅÒÙ×ÈÅÒÅ there is interaction 

ÂÅÔ×ÅÅÎ Á ÐÌÁÃÅȟ Á ÔÉÍÅ ÁÎÄ ÁÎ ÅØÐÅÎÄÉÔÕÒÅ ÏÆ ÅÎÅÒÇÙȟ ÔÈÅÒÅ ÉÓ ÒÈÙÔÈÍȭ (Lefebvre, 2004: 15), 

perhaps we can entertain the possibilities of the use of rhythm in the body for 

understanding languages or, at least, being moÒÅ ȬÁÔ ÈÏÍÅȭ ÉÎ ÔÈÅÉÒ ÅÎÖÉÒÏÎÍÅÎÔȢ   

%ÌÉÁÓ #ÁÎÅÔÔÉ ÓÁÉÄ ȬÁ ÌÁÎÇÕÁÇÅ ÉÓ Á ÐÌÁÃÅȭ and a new space for this to occur can be 

ÆÏÕÎÄ ÉÎ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÈÅÔÅÒÏÔÏÐÉÁȭ.2223 )Î Ȭ/Æ /ÔÈÅÒ 3ÐÁÃÅÓȡ 5ÔÏÐÉÁÓ ÁÎÄ (ÅÔÅÒÏÔÏÐÉÁÓȭȟ 

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 

ÓÐÁÃÅ ÏÆ ȬÏÔÈÅÒÎÅÓÓȭ (1984). Heterotopia offers intriguing possibilities  for site-specific 

                                                      
22 Canetti saying ȬÁ ÌÁÎÇÕÁÇÅ ÉÓ Á ÐÌÁÃÅȭ was cited by Magdalena Dombek in Call for Papers: Word and 
Text ɀ A Journal of Literary Studies and Linguistics, II, 2 (2012). 
23 )Î ÃÏÎÔÒÁÓÔ ÔÏ ÂÅÌÌ ÈÏÏËÓȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÌÁÎÇÕÁÇÅ ȬÉs a place of struggleȭ (hooks, 1995). 
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learning and the chance to take the classroom into the theatre, rather than take the theatre 

into the classroom.2425 ,ÅÆÅÂÖÒÅ ÁÌÓÏ ÁÓËÓ ÕÓ ÔÏ ȬÌÉÓÔÅÎ ÔÏ ÔÈÅ ×ÏÒÌÄ ÁÎÄ ÁÂÏÖÅ ÁÌÌ ×ÈÁÔ ÁÒÅ 

ÄÉÓÄÁÉÎÆÕÌÌÙ ÃÁÌÌÅÄ ÎÏÉÓÅÓ ɏȣɐ ÁÎÄ ÔÏ Ȭmurmursȭ ɏÒÕÍÅurs], full of meaning ɀ and finally [...] 

ÌÉÓÔÅÎ ÔÏ ÓÉÌÅÎÃÅÓȭ (2004: 19); Suzuki in Culture is the Body! ×ÁÎÔÓ Ȭto learn to make the whole 

body speak, even when one keeps silentȭ (Suzuki and Matsuoka, 1984: 28).  

Therefore, perhaps, there is a path to take looking 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. James Thompson cites 

Marian Tankint who, referring to people in a post-conÆÌÉÃÔ ÓÉÔÕÁÔÉÏÎȟ ÓÁÙÓȟ ȬɏÒɐÅÍÁÉÎÉÎÇ ÓÉÌÅÎÔ 

ÍÁËÅÓ ÐÅÏÐÌÅ ÌÅÓÓ ÖÕÌÎÅÒÁÂÌÅȭ (Tankint qtd. in Thompson, 2011: 70), while Thompson 

ÈÉÍÓÅÌÆ ÓÁÙÓ ÅÁÒÌÉÅÒ ÔÈÁÔȟ ȬȬÎÏÔ-ÓÐÅÁËÉÎÇȭ ÍÉÇÈÔ ÁÌÓÏ ÂÅ ÔÈÅ ÍÏÓÔ ÒÅ×ÁÒÄÉÎÇ ÐÌÁÃÅ ÆÏÒ Á ÐÅÒÓÏÎ 

ÏÒ ÃÏÍÍÕÎÉÔÙ ÔÏ ÏÃÃÕÐÙ ÁÔ Á ÐÁÒÔÉÃÕÌÁÒ ÔÉÍÅȭ (2011: 68). One can draw a parallel (albeit in 

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 

ÉÄÅÎÔÉÔÙ ÓÔÒÕÇÇÌÅ ×ÉÔÈ ÆÅÅÌÉÎÇÓ ÏÆ ÌÏÓÓ ÁÎÄ ÁÎØÉÅÔÙ ȬÉÎ ÔÈÅ ÃÏÍÐÌÅØ ÐÒÏÃÅÓÓ ÏÆ moving from 

one language to another, and from one self ÔÏ ÁÎÏÔÈÅÒȭ (2004: 6ɀ7). As Patricia Duff noted in 

a study she conducted in a multicultural classroom with mÉØÅÄ ȬÎÁÔÉÖÅȭ ÁÎÄ ȬÌÅÁÒÎÅÒȭ 

ÓÐÅÁËÅÒÓȡ Ȭ3ÉÌÅÎÃÅ ÐÒÏÔÅÃÔÅÄ ÔÈÅÍ ÆÒÏÍ ÈÕÍÉÌÉÁÔÉÏÎȭ (2002: 312). There is also the well-

ËÎÏ×Î Ȭ3ÉÌÅÎÔ 7ÁÙȭ ÃÒÅÁÔÅÄ ÂÙ #ÁÌÅÂ 'ÁÔÔÅÇÎÏ (1972). Though this method places the 

ÅÍÐÈÁÓÉÓ ÏÎÌÙ ÏÎ ÔÈÅ ÔÅÁÃÈÅÒȭÓ ÓÉÌÅÎÃÅȟ ×Å ÃÁÎ ÔÁËÅ ÔÈÅ ÌÅÁÄ ÆÒÏÍ ÔÈÉÓ ÓÅÅÍÉÎÇÌÙ 

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 

                                                      
24 &ÏÕÃÁÕÌÔȭÓ ÓÕÇÇÅÓÔÉÏÎÓ ÆÏÒ ÓÐÁÃÅÓ ÉÎÃÌÕÄÅȡ cemeteries; asylums; brothels; boats; gardens; museums; 
prisons; Jesuit colonies; and festivals (Foucault, 1984). 
25 Perhaps ÍÏÒÅ ÓÏ ÉÆ ×Å ÕÓÅ &ÏÕÃÁÕÌÔȭÓ ȬÂÏÁÔȭ ÁÓ Á ÍÅÔÁÐÈÏÒ ÆÏÒ ÔÈÅ ÔÈÅÁÔÒÅ ÓÐÁÃÅȡ Ȭthe boat is a 
floating piece of space, a place without a place, that exists by itself, that is closed in on itself and at 
the same time is given over to the infinity of the seaȭ (1984: 9). 
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allowed their time and space before producing words ɀ ÔÈÅ ȬÓÉÌÅÎÔ ÐÅÒÉÏÄȭ ÁÓ 3ÔÅÐÈÅÎ 

Krashen has described it (1982: 26). As Claire Kramsch suggests, there is value in class time: 

ɏȣɐ ÔÏ ÌÉÓÔÅÎ ÉÎ ÓÉÌÅÎÃÅ ÔÏ ÔÈÅ ÃÁÄÅÎÃÅÓ ÏÆ Á ÓÔÕÄÅÎÔ ÏÒ ÔÏ ÏÕÒ Ï×Î ÖÏÉÃÅ ÒÅÁÄÉÎÇ 

aloud, to follow silently the rhythm of a conversation [...] the episodic structure 

of a story well told [...] to even foster silence as a way of letting the students 

reflect on what they are right now experiencing. (2009a: 209ɀ210) 

Perhaps they are experiencing the word or the words and their rhythm and it might be 

worth listening and observing maybe through the notions offered to us by Merleau-Ponty 

and Lefebvre above. 

Unfinishedness  

)Î ÔÈÉÓ ÓÅÃÔÉÏÎ ) ÅØÁÍÉÎÅ ÔÈÅ ÉÄÅÁ ÏÆ ȬÕÎÆÉÎÉÓÈÅÄÎÅÓÓȭȟ ÈÏ× ÉÔ ÁÐÐÌÉÅÓ ÔÏ ÌÁÎÇÕÁÇÅ 

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, reading Paulo 

&ÒÅÉÒÅȭÓ ×ÏÒËȟ ÓÐÅÃÉÆÉÃÁÌÌÙ A Pedagogy of Freedom (1998), first introduced me to the word 

itself and the idea behind it. In my practice and research, prior to this PhD research, I 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 I could never feel that we were 

ȬÃÏÍÐÌÅÔÅȭ ÏÒ ÃÏÍÐÌÅÔÅÌÙ ÉÎ ÃÏÎÔÒÏÌ ÁÓ ×Å ÄÅÖÅÌÏÐÅÄ ÉÎ ÔÈÅ ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅȢ 4ÈÅÒÅ ×ÏÕÌÄ 

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

&ÒÅÉÒÅ ÄÅÓÃÒÉÂÅÓ ÈÏ× ÏÕÒ ȬÕÎÆÉÎÉÓÈÅÄÎÅÓÓ ÉÓ ÅÓÓÅÎÔÉÁÌ ÔÏ ÔÈÅ ÈÕÍÁÎ ÃÏÎÄÉÔÉÏÎȭ (1998: 

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

ȬɏÅɐÄÕÃÁÔÉÏÎ ÄÏÅÓ ÎÏÔ ÍÁËÅ ÕÓ ÅÄÕÃÁÂÌÅȢ )Ô ÉÓ ÏÕÒ Á×ÁÒÅÎÅÓÓ ÏÆ ÂÅÉÎÇ ÕÎÆÉÎÉÓÈÅÄ ÔÈÁÔ ÍÁËÅÓ 
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ÕÓ ÅÄÕÃÁÂÌÅȭ (1998: 58)Ȣ -ÉËÈÁÉÌ "ÁËÈÔÉÎ ÈÁÓ Á ÓÉÍÉÌÁÒ ÃÏÎÃÅÐÔ ×ÈÉÃÈ ÈÅ ÔÅÒÍÓ ȬÕÎÆÉÎÁÌÉÚÁÂÌÅȭ 

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

ɏȣɐ ÎÏÔÈÉÎÇ ÃÏÎÃÌÕÓÉÖÅ ÈÁÓ ÙÅÔ ÔÁËÅÎ ÐÌÁÃÅ ÉÎ ÔÈÅ ×ÏÒÌÄȟ ÔÈÅ ultimate word of the 

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 

ÍÁËÉÎÇ ÉÓ ÁÎ ȬÁÃÃÕÍÕÌÁÔÉÖÅ ÁÎÄ ÎÅÖÅÒ-ÅÎÄÉÎÇ ÐÒÏÃÅÓÓȭ (2007: 271). He identifies similar ideas 

ÉÎ ÏÔÈÅÒ ÒÅÎÏ×ÎÅÄ ×ÒÉÔÅÒÓ ÉÎ ÔÈÅ ÆÉÅÌÄ ÒÅÆÅÒÒÉÎÇ ÔÏ 4ÁÙÌÏÒȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ÏÆ ÔÈÅ 

ȬȬÉÎÃÏÍÐÌÅÔÅÎÅÓÓΈ ÏÆ ÁÐÐÌÉÅÄ ÔÈÅÁÔÒÅȭ ÁÎÄ 4ÈÏÍÐÓÏÎȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ ÆÉÅÌÄȭÓ ×ÏÒË ÁÓ ÂÁÓÅÄ 

ÉÎ ȬÄÏÕÂÔ ÎÏÔ ÃÅÒÔÁÉÎÔÙȭ (Taylor and Thompson both cited in Jackson, 2007: 271). Judith 

!ÃËÒÏÙÄ ÎÏÔÅÓ ÔÈÅ ÎÅÅÄ ÆÏÒ ȬÔÅÎÔÁÔÉÖÅÎÅÓÓ ÁÎÄ ÁÍÂÉÇÕÉÔÙȭ ÉÎ ÎÁÒÒÁÔÉÖÅ ÉÎÑÕÉÒÙ ÉÎ ÄÒÁÍÁ ÁÓ 

×ÈÅÒÅ ÔÈÅ ȬÃÏÎÔÉÎÕÁÌ ÕÎÆÏÌÄÉÎÇȭ ÏÆ ÔÈÅ ÓÔÏÒÙ ÉÓ ÓÅÅÎ (2007: 113) and Patti Lather calls for a 

ÐÒÁØÉÓ ÂÁÓÅÄ ÏÎ ȬÕÎÄÅÃÉÄÁÂÉÌÉÔÙȟ ÉÎÃÏÍÐÌÅÔÅÎÅÓÓ ÁÎÄ ÄÉÓÐÅÒÓÉÏÎ ÒÁÔÈÅÒ ÔÈÁÎ ÔÈÅ ÃÏÍÆÏÒÔÓ ÏÆ 

ÔÒÁÎÓÆÏÒÍÁÔÉÏÎ ÁÎÄ ÃÌÏÓÕÒÅȭ (2007: 107)Ȣ 4ÈÉÓ ÔÈÉÎËÉÎÇ ÆÏÌÌÏ×Ó #ÁÒÌÓÏÎȭÓ ÃÌÁÉÍÓ ÔÈÁÔ 

ÐÏÓÔÓÔÒÕÃÔÕÒÁÌÉÓÔ ÔÈÅÏÒÙ ÉÎÓÉÓÔÅÄ ÔÈÁÔ ȬÁÌÌ ÐÏÓÉÔÉÏÎÓ ɏÁÒÅɐ ÒÅÌÁÔÉÖÅȟ ÓÈÉÆÔÉÎÇȟ ÁÎÄ ÎÅÇÏÔÉÁÂÌÅȭ 

(2004: 57) ÁÎÄ *ÁÎÅÔ 7ÏÌÆÆȭÓ ÃÈÁÌÌÅÎÇÅ ÔÏ ÐÈÉÌÏÓÏÐÈÙ ȬÔÏ ÅÓÔÁÂÌÉÓÈ Á ÎÅ× ÄÉÓÃÏÕÒÓe of value 

×ÉÔÈÏÕÔ Á ÆÏÕÎÄÁÔÉÏÎ ÉÎ ÃÅÒÔÁÉÎÔÉÅÓ ÁÎÄ ÕÎÉÖÅÒÓÁÌÓȭ (2008: 5). These notions of 

ȬÕÎÆÉÎÉÓÈÅÄÎÅÓÓȭ ÏÒ ȬÕÎÆÉÎÁÌÉÓÁÂÉÌÉÔÙȭ ÃÁÎ ÂÅ ÒÅÁÄÉÌÙ ÁÐÐÌÉÅÄ ÍÏÒÅ ÓÐÅÃÉÆÉÃÁÌÌÙ ÔÏ ÔÈÅ ÁÒÅÁ ÏÆ 

language learning iÎÆÏÒÍÅÄ ÂÙ ÔÈÅ ÌÉÎÇÕÉÓÔ 'ÕÙ $ÅÕÔÓÃÈÅÒȭÓ ÄÅÃÌÁÒÁÔÉÏÎ ÔÈÁÔ ȬÌÁÎÇÕÁÇÅ ÉÓÎΈÔ 

×ÈÁÔ ÉÔ ÕÓÅÄ ÔÏ ÂÅȟ ÂÕÔ ÔÈÅÎ ÁÇÁÉÎȟ ÉÔ ÎÅÖÅÒ ×ÁÓȭ (Deutscher, n.d.) by which he means that 

language is constantly dynamic and will continue to be so.  

 

                                                      
26 Dmitri .ÉËÕÌÉÎ ÄÉÆÆÅÒÅÎÔÉÁÔÅÓ ȬÕÎÆÉÎÉÓÈÅÄȭ ÁÎÄ ȬÕÎÆÉÎÁÌÉÚÁÂÌÅȭ ÉÎ On Dialogue (2005:57-58), stressing 

the semantics of each word, though I use them here interchangeably. 
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The Ideali sation of the ȬNÁÔÉÖÅȭ Speaker  

.ÉÃÈÏÌÓÏÎ ÈÉÇÈÌÉÇÈÔÓ $ÅÒÒÉÄÁȭÓ ÓÕÇÇÅÓÔÉÏÎ ÔÈÁÔ ÌÁÎÇÕÁÇÅ ȬÉÓ ÁÌ×ÁÙÓ ÐÒÅÔÅÎÄÉÎÇ ÔÏ ÂÅ 

ÕÎÉÖÅÒÓÁÌȭ (Derrida qtd. in 2005: 137) ÁÎÄ $ÅÒÒÉÄÁȭÓ ÅØÐÁÎÓÉÏÎ ÏÎ ÔÈÁÔ ÔÈÏÕÇÈÔ ÍÅÒÉÔÓ 

ÉÎÃÌÕÓÉÏÎȢ (Å ÓÔÁÔÅÓ ÔÈÁÔ ȬÕÎÉÖÅÒÓÁÌȟ ÅÍÐÔÙȟ ÆÏÒÍÁÌ ÌÁÎÇÕÁÇÅ ɏȣɐ ÉÓ ÁÌ×ÁÙÓ ÐÒÅÔÅÎÄÉÎÇ ÔÏ ÂÅ 

universal, always under the authority of a hegemoÎÉÃ ÓÔÁÔÅȟ ÌÁÎÇÕÁÇÅȟ ÏÒ ÇÒÏÕÐ ÏÆ ÓÔÁÔÅÓȭȟ 

and concludes that a single language cannot avoid exclusion of non-speakers and elevation 

ÏÆ ÔÈÁÔ ÌÁÎÇÕÁÇÅȭÓ ÓÐÅÁËÅÒȭÓ ÖÁÌÕÅÓ ÁÎÄ ÔÒÁÄÉÔÉÏÎÓ (Davis, 2014). Nicholson complements her 

ÃÉÔÁÔÉÏÎ ÏÆ $ÅÒÒÉÄÁ ÓÁÙÉÎÇ ÔÈÁÔȟ ȬɏÔɐÈÉÓ ÈÁÓ ÐÁÒÔÉÃÕÌÁÒ ÐÏÌÉÔÉÃÁÌ ÃÏÎÓÅÑÕÅÎÃÅÓ ÆÏÒ ÕÓÉÎÇ 

ÌÁÎÇÕÁÇÅÓ ÔÈÁÔ ÈÁÖÅ ÂÅÃÏÍÅ ÈÅÇÅÍÏÎÉÃȟ ÍÏÓÔ ÏÂÖÉÏÕÓÌÙ ÔÈÅ %ÎÇÌÉÓÈ ÌÁÎÇÕÁÇÅȭ (2005: 137) 

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 

posÅ ÃÏÎÓÉÄÅÒÁÂÌÅ ÐÒÏÂÌÅÍÓȢ *ÏÈÎ 4ÈÏÍÐÓÏÎȟ ÉÎ ÈÉÓ ÉÎÔÒÏÄÕÃÔÉÏÎ ÔÏ "ÏÕÒÄÉÅÕȭÓ Language 

and Symbolic Power ÐÏÉÎÔÓ ÏÕÔ ÔÈÁÔ Á ȬÐÁÒÔÉÃÕÌÁÒ ÓÅÔ ÏÆ ÌÉÎÇÕÉÓÔÉÃÓ ÐÒÁÃÔÉÃÅÓ ÁÓ Á ÎÏÒÍÁÔÉÖÅ 

ÍÏÄÅÌ ÏÆ ÃÏÒÒÅÃÔ ÕÓÁÇÅ ɏȢȢȢɐ ÐÒÏÄÕÃÅÓ ÔÈÅ ÉÌÌÕÓÉÏÎ ÏÆ Á ÃÏÍÍÏÎ ÌÁÎÇÕÁÇÅȭ (1991: 5). This 

ignores the conditions that made the practices dominant and legitimate initially, and 

ÐÏÓÉÔÉÏÎÓ ÔÈÁÔ ÐÒÁÃÔÉÃÅ ÁÓ ÃÏÒÒÅÃÔ ÁÎÄ ȬvictoriousȭȠ ÔÈÅ ÓÔÁÎÄÁÒÄ ÔÏ ÂÅ ÁÃÈÉÅÖÅÄȢ 4ÈÉÓ 

ÁÐÐÌÉÃÁÔÉÏÎ ÏÆ "ÏÕÒÄÉÅÕȭÓ notion of ȬÐÏÌÉÔÉÃÓ ÏÆ ÐÕÒÉÔÙȭ ÉÎ ÔÈÅ ÇÅÎÅÒal perception of what is 

ȬÓÔÁÎÄÁÒÄȭ ÉÓ ÓÅÅÎȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÍÏÓÔ ÅÖÉÄÅÎÔÌÙ ÉÎ ÈÏ× ÓÏÃÉÏÌÉÎÇÕÉÓÔÉÃ ÆÁÃÔÏÒÓ ÈÁÖÅ ÇÉÖÅÎ 

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.272829 This is also true in terms of prescriptive grammar, 

×ÈÉÃÈ ÌÉÎÇÕÉÓÔ 6ÉÖÉÁÎ #ÏÏË ÓÔÁÔÅÓȟ ÉÓ ȬÂÁÓÅÄ ÏÎ ÃÒÉÔÅÒÉÁ ÔÏ ÄÏ ×ÉÔÈ ÓÏÃÉÁÌ ÃÌÁÓÓȭ (2008: 20ɀ21) 

and provides the basis for mosÔ ÌÅÁÒÎÅÒÓȭ ÆÒÁÍÅ×ÏÒË ÆÏÒ ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎ ÃÏÎÔÒÉÂÕÔÉÎÇ ÔÏ 

×ÈÁÔ "ÉÁÌÙÓÔÏË ÁÎÄ (ÁËÕÔÁ ÃÒÉÔÉÃÁÌÌÙ ÔÅÒÍ Á ȬÓÔÁÎÄÁÒÄ ÁÎÄ ÐÅÒÆÅÃÔ ÖÅÒÓÉÏÎ ÏÆ ÔÈÅ ÌÁÎÇÕÁÇÅȭ 

(1999: 165).  

Larsen-&ÒÅÅÍÁÎ ÐÏÓÉÔÓ ÔÈÁÔ ÔÈÅ ÖÅÒÙ ÎÏÔÉÏÎ ÏÆ Á ȬÔÁÒÇÅÔȭ ÅÎÄ-state is theoretically 

ÕÎÔÅÎÁÂÌÅ ×ÁÒÎÉÎÇ ÁÇÁÉÎÓÔ Á ȬÐÁÒÔÉÃÕÌÁÒ ÖÉÅ× ÏÆ ÌÁÎÇÕÁÇÅ ɀ a view of monolithic, 

homogeneous, idealized, static end-state competence, where language acquisition is seen to 

ÂÅ Á ÐÒÏÃÅÓÓ ÏÆ ÃÏÎÆÏÒÍÉÔÙ ÔÏ ÕÎÉÆÏÒÍÉÔÙȭ ×ÉÔÈ Á ÒÅÐÅÁÔÅÄ ÃÁÌÌ ÔÏ ȬÅÎÔÅÒÔÁÉÎ Á ÖÉÅ× ÏÆ 

ÌÁÎÇÕÁÇÅ ÁÓ Á ÄÙÎÁÍÉÃ ÃÏÍÐÌÅØ ÁÄÁÐÔÉÖÅ ÓÙÓÔÅÍȭ (2006a: 194). Indeed, Meryl Siegal 

emphasises that Ȭlanguage 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 hieraÒÃÈÙȭ (1996: 358). 3Ï ÉÆȟ ÁÓ *ÏÈÎ 4ÈÏÍÐÓÏÎ ÅØÐÌÁÉÎÓȟ ȬÄÉÆÆÅÒÅÎÃÅÓ 

in terms of accent, grammar, and vocabulary [...] are indices of the social positions of 

speakers and reÆÌÅÃÔÉÏÎÓ ÏÆ ÔÈÅ ÑÕÁÎÔÉÔÉÅÓ ÏÆ ÌÉÎÇÕÉÓÔÉÃ ÃÁÐÉÔÁÌ ɏȢȢȢɐ ×ÈÉÃÈ ÔÈÅÙ ÐÏÓÓÅÓÓȭ (1991: 

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 challenging the 

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

                                                      
27 ȬRP is probably the most widely studied and most frequently described variety of spoken English in 
the world, yet recent estimates suggest only 2Г ÏÆ ÔÈÅ 5+ ÐÏÐÕÌÁÔÉÏÎ ÓÐÅÁË ÉÔȭ ɉ"ÒÉÔÉÓÈ ,ÉÂÒÁry 
website - retrieved 08.09.2012). 
28 4ÈÅ ÔÅÒÍ Ȭ%ÓÔÕÁÒÙ %ÎÇÌÉÓÈȭ ÉÓ Á ÌÁÙ ÔÅÒÍ ÁÎÄ ÉÓ ÃÏÎÓÉÄÅÒÅÄ ÉÎÁÃÃÕÒÁÔÅ ÂÙ ÍÁÎÙȟ ÉÎÃÌÕÄÉÎÇ 0ÅÔÅÒ 
Trudgill who prefers that it be described as being from the Home Counties Modern Dialect area  
(Trudgill, 2000: 80). 
29 Ironically, in teÒÍÓ ÏÆ ÉÔÓ ÄÏÍÉÎÁÔÉÏÎ ÏÎ Á ÇÌÏÂÁÌ ÓÃÁÌÅȟ Ȭmany commentators even suggest that 
younger RP speakers often go to great lengths to disguise their middle-class accent by incorporating 
regional features into their speechȭ (British Library website - retrieved 08.09.2012). 
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replacing the native/non-native definition with Constant Leung, Roxy Harris and Ben 

2ÁÍÐÔÏÎȭÓ ÃÏÎÃÅÐÔ ÏÆ Ȭ,ÁÎÇÕÁÇÅ %ØÐÅÒÔÉÓÅȭ (Ellis, 2008: 285).30  

Group devised theatre could be an able vehicle in response to this as, Heddon and 

-ÉÌÌÉÎÇ ÁÓÓÅÒÔȟ ȬÁ ÇÒÏÕÐ ÄÅÖÉÓÉÎÇ ÐÒÏÃÅÓÓ ÉÓ ÍÏÒÅ ÌÉËÅÌÙ ÔÏ ÅÎÇÅÎÄÅÒ Á ÐÅÒÆÏÒÍÁÎÃÅ ÔÈÁÔ ÈÁÓ 

multiple peÒÓÐÅÃÔÉÖÅÓȟ ÔÈÁÔ ÄÏÅÓ ÎÏÔ ÐÒÏÍÏÔÅ ÏÎÅȟ ÁÕÔÈÏÒÉÔÁÔÉÖÅȟ ȬÖÅÒÓÉÏÎȭ ÏÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ 

and that may reflect the complexities of contemporary existence and variety of narratives 

ÔÈÁÔ ÃÏÎÓÔÁÎÔÌÙ ÉÎÔÅÒÓÅÃÔ ×ÉÔÈȟ ÉÎÆÏÒÍȟ ÁÎÄ ÉÎ ÖÅÒÙ ÒÅÁÌ ×ÁÙÓȟ ÃÏÎÓÔÒÕÃÔ ÏÕÒ ÌÉÖÅÓȭ (2006: 192). 

Alternately, if we are to work with some foÒÍ ÏÆ ÔÈÅ ȬÉÄÅÁÌȭȟ ÉÔ ÍÁÙ ÂÅ ÉÎÔÅÒÅÓÔÉÎÇ ÔÏ ÆÏÌÌÏ× 

3ÅÎÎÅÔÔȭÓ ÌÉÎÅ ÏÆ ÒÅÁÓÏÎÉÎÇ ×ÈÅÒÅ ɉÁÌÂÅÉÔ ÒÅÆÅÒÒÉÎÇ ÔÏ ÃÒÁÆÔÓÍÁÎÓÈÉÐɊ ȬɏÔɐÈÅ ÃÈÁÌÌÅÎÇÅ ÉÎ ÔÈÅ 

×ÏÒËÓÈÏÐ ÉÓ ÔÏ ÔÒÅÁÔ ÔÈÅ ÉÄÅÁÌ ÍÏÄÅÌ ÁÓ ÓÏÍÅÔÈÉÎÇ ÐÅÏÐÌÅ ÍÉÇÈÔ ÕÓÅ ÏÎ ÔÈÅÉÒ Ï×Î ÔÅÒÍÓȭ 

(2009: 102ɀ103). Here learners might be asked to innovate rather than only imitate and, to 

ÓÏÍÅ ÅØÔÅÎÔȟ ÕÓÉÎÇ 3ÅÎÎÅÔÔȭÓ ÐÈÒÁÓÅȟ Ȭ[t] he model becomes a stimulus rather than a 

ÃÏÍÍÁÎÄȭ (2009: 103).  

A sense of incompleteness is typical ɀ if not ubiquitous ɀ in additional language 

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

ÌÉÎÇÕÉÓÔÉÃ ÃÁÐÁÂÉÌÉÔÉÅÓ ÏÆ ÎÁÔÉÖÅ ÓÐÅÁËÅÒÓȟ ÔÈÏÕÇÈ ÎÏÔ ÔÈÅÉÒ ȬÆÉÎÉÔÅ ÃÏÍÆÏÒÔȭɊȢ In fact, as a 

ÃÏÕÎÔÅÒÐÏÉÎÔ ÔÏ ÔÈÅ ÉÄÅÁ ÏÆ ÕÎÆÉÎÉÓÈÅÄÎÅÓÓȟ ÁÎÏÔÈÅÒ ÃÏÍÐÌÉÃÁÔÉÏÎ ÉÓ ȬÆÏÓÓÉÌÉÚÁÔÉÏÎȭ ÉÎ ÁÄÕÌÔÓ ɀ 

a sense that one can progress no further.3132 In addressing this issue, Vivian Cook argues that 

ÔÈÅ ȬÍÏÄÅÌ ÆÏÒ ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÉÎÇ ÓÈÏÕÌÄ ÂÅ ÔÈÅ ÆÌÕÅÎÔ ,ά ÕÓÅÒ ɏȣɐ ÎÏÔ ÔÈÅ ÎÁÔÉÖÅ ÓÐÅÁËÅÒȭ 

(2016: 222), preferring, what Michael Byram calls, 'intercultural communicative competence' 

(Byram qtd. in Cook, 2016: 222)Ȣ #ÏÏË ÃÏÎÃÌÕÄÅÓ ÔÈÁÔ ȬɏÔɐÈÉÓ ÅÎÁÂÌÅÓ ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÉÎÇ ÔÏ 

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

                                                      
30 Most communication in English is between non-native and non-native speakers (Graddol 2006, 
87). 
31 Ȭ3ÅÌÉÎËÅÒ ɏΫγαάɐ ÉÎÔÒÏÄÕÃÅÄ ÔÈÅ ÃÏÎÓÔÒÕÃÔ ÏÆ fossilization to characterize a type of non-learning that 
represents a permanent state of mind and beÈÁÖÉÏÕÒȭ (Han and Odlin, 2006: 3). 
32 Instead of ȬÆossilizationȭ (which can be seen to signify failure) Ellis (2008: 30) suggests the use of 
Long's (2008) ÔÅÒÍ ȬÓÔÁÂÉÌÉÚÁÔÉÏÎȭȢ  
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ÎÁÔÉÖÅ ÓÐÅÁËÅÒ ÃÏÍÐÅÔÅÎÃÅȭ (2016: 222). James Edie in the foreword to Merleau-0ÏÎÔÙȭÓ 

Consciousness and the Acquisition of Language pictures this as the need to understand the 

ȬÕÎÉÖÅÒÓÁlity of incomplete but sufficient comprehensibility which we effect in actually 

ÓÐÅÁËÉÎÇ ÔÏ ÏÔÈÅÒÓȭ (1991: xxix)Ȣ (Å ÁÒÇÕÅÓ ÔÈÁÔ ȬÖÅÒÙ ÆÅ× ÎÁÔÉÖÅ ÓÐÅÁËÅÒÓ know [...] what the 

laws of linguistic usage accepted in their linguistic communities areȭȟ ÔÈÏÕÇÈ ÔÈÅÙ ÁÒÅ ÁÂÌÅ 

to produce understandable sentences (Edie, 1991: xxxii). Regarding teaching, Cook even 

goes so far as to ÓÕÇÇÅÓÔ ÔÈÁÔ ÉÎ ȬÎÏÎ-ÎÁÔÉÖÅȭ ÃÏÕÎÔÒÉÅÓ ȬÔÈÅ ÒÉÇÈÔ ÔÏ ÓÁÙ ÈÏ× ÓÏÍÅÔÈÉÎÇ 

should be taught is even less a right of the native speaker than the right to say how 

ÓÏÍÅÔÈÉÎÇ ÓÈÏÕÌÄ ÂÅ ÓÁÉÄȭ (2008: 165) invoking the legacy of colonialism and neo-

colonialism. 

Alan Firth and Johannes 7ÁÇÎÅÒ ÂÅÌÉÅÖÅ ÔÈÅ ȬÓÏÃÉÁÌ ÁÎÄ ÃÏÎÔÅØÔÕÁÌ ÄÉÍÅÎÓÉÏÎÓ ÏÆ 

ÌÁÎÇÕÁÇÅȭ ÁÒÅ ÍÁÒÇÉÎÁÌÉÓÅÄȟ ÉÆ ÎÏÔ ÉÇÎÏÒÅÄȟ ÂÙ ÔÈÅ ȬÏÒÔÈÏÄÏØ ÓÏÃÉÁÌ ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÈÅÇÅÍÏÎÙ 

ÏÎ 3,!ȭ ×ÈÉÃÈ ÃÁÕÓÅÓ ÁÎ ÉÍÂÁÌÁÎÃÅ ÉÎ 3,! ÔÈÅÏÒÙ ÁÎÄ ÂÉÁÓ ÉÎ 3,! ÍÅÔÈÏÄÏÌÏÇÙ (1997: 295). 

This, they inform us, gives a ȬÓËÅ×ÅÄ ÐÅÒÓÐÅÃÔÉÖÅ ÏÎ ÄÉÓÃÏÕÒÓÅ ÁÎÄ ÃÏÍÍÕÎÉÃÁÔÉÏÎȭ 

ÐÏÓÉÔÉÏÎÉÎÇ ÔÈÅ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒ ÁÓ Á ȬÄÅÆÉÃÉÅÎÔ ÃÏÍÍÕÎÉÃÁÔÏÒȭ ×ÉÔÈ ÎÁÔÉÖÅ ÓÐÅÁËÅÒ 

competence as the target (Firth and Wagner, 1997: 295ɀ296).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 

hÅ ÎÁÍÅÄ ÁÓ ȬÕÔÔÅÒÁÎÃÅÓȭ ÁÓ ÁÌ×ÁÙÓ ÃÉÔÉÎÇ ÐÒÅÖÉÏÕÓ ÓÐÅÅÃÈȟ ÔÈÏÕÇÈ ÎÅÖÅÒ ÅØÁÃÔÌÙ ÉÎ ÔÈÅ ÓÁÍÅ 

manner as context constantly changes (Carlson, 2004: 59). The importance of context and 

its changeability is noted by Victor Turner in The Anthropology of Performance, via the lens 

of post-ÍÏÄÅÒÎ ÔÈÅÏÒÙȢ 4ÕÒÎÅÒ ÐÏÉÎÔÓ ÔÏ ÈÏ× ÃÏÎÔÅØÔ ȬÃÏÎÔÁÍÉÎÁÔÅÓȭ ÓÈÏ×ÉÎÇ ÔÈÅ ȬÆÌÁ×Óȟ 

                                                      
33 John Thompson in his introduction to Language and Symbolic Power tells us that Bourdieu argues 
that .ÏÁÍ #ÈÏÍÓËÙȭÓ ȬÃÏÍÐÅÔÅÎÃÅȭ ÉÓ ÔÏÏȟ ȬÁÂÓÔÒÁÃÔȭȟ Ȱactual speakers (have) a capacity to produce 
expreÓÓÉÏÎÓ ×ÈÉÃÈ ÁÒÅ ÁÐÐÒÏÐÒÉÁÔÅ ÆÏÒ ÐÁÒÔÉÃÕÌÁÒ ÓÉÔÕÁÔÉÏÎÓȱ ɀ ÐÒÁÃÔÉÃÁÌ ÃÏÍÐÅÔÅÎÃÅȭȟ ÁÓ ÏÐÐÏÓÅÄ ÔÏ 
#ÈÏÍÓËÙȭÓ ȰÉÄÅÁÌ ÓÐÅÁËÅÒȱȭ (1991: 7). 
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hesitations, personal factors, incomplete, elliptical, context-dependant, situational 

ÐÒÏÐÏÎÅÎÔÓ ÏÆ ÐÅÒÆÏÒÍÁÎÃÅȭ ×ÈÉÃÈ ÁÒÅ Ȭclues to the very nature of human process itselfȭ 

(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, is able to contribute in engaging with these challenges.  

 If we take 6ÏÌÏĤÉÎÏÖȭÓ ÃÌÁÉÍ ÔÈÁÔ ȬÌÁÎÇÕÁÇÅ ÉÓ ɏȢȢȢɐ Á ÃÏÎÔÉÎÕÏÕÓ ÐÒÏÃÅÓÓȟ ÁÎ 

ÕÎÃÅÁÓÉÎÇ ÃÒÅÁÔÉÖÉÔÙȭ (Bakhtin, 1994: 26) as a starting point, then, along with Govan, 

Nicholson and NormiÎÇÔÏÎȭÓ ÓÕÇÇÅÓÔÉÏÎ ÔÈÁÔȟ ȬÔÈÅ ÉÍÁÇÉÎÁÔÉÖÅ ÓÐÁÃÅ ÏÆÆÅÒÅÄ ÂÙ 

performance-ÍÁËÉÎÇ ɏȢȢȢɐ ÃÈÁÌÌÅÎÇÅÓ ×ÈÁÔ "ÏÁÌ ÈÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ ÔÈÅ ȰÆÉÎÉÓÈÅÄ ÖÉÓÉÏÎÓȱ ÏÆ ÔÈÅ 

×ÏÒÌÄȟ ×ÈÉÃÈ ÁÒÅ ÏÆÔÅÎ ÍÉÓÒÅÐÒÅÓÅÎÔÅÄ ÁÓ ÆÉØÅÄ ÁÎÄ ÕÎÃÈÁÎÇÅÁÂÌÅ ÎÁÒÒÁÔÉÖÅÓȭ (2007: 81), it is 

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 

ÔÈÅ ίΪÓ ÁÎÄ ΰΪÓȟ ÄÅÖÉÓÉÎÇ ÂÅÇÁÎ ÔÏ ÃÏÎÓÉÄÅÒ ȬÔÈÅ ÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÐÒÅÓenting work that was 

ȬÕÎÆÉÎÉÓÈÅÄȭȭ (2006: 21) ɀ a notion that  is appealing to the aforementioned considerations for 

additional language learning.  

Mermikides and Smart, in their introduction to Devising in Process, give examples of 

ȬÔÈÅ ÃÙÃÌÉÃÁÌ ÎÁÔÕÒÅ ÏÆ ÄÅÖÉÓÉÎÇȭȟ ÓÔÁÔÉÎÇ ÔÈÁÔ ÍÁÎÙ ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÔÈÉÎË ÔÈÁÔ ȬÔÈÅ ÄÅvising 

ÐÒÏÃÅÓÓ ÉÓ ÎÅÖÅÒ ÆÉÎÉÓÈÅÄȭ (2010: 23). They contemplate the importance of ongoing reflection, 

ÐÏÓÉÎÇ ÔÈÅ ÉÄÅÁ ÔÈÁÔ ȬÉÆ ÙÏÕ ÎÅÖÅÒ ÃÏÎÓÉÄÅÒ Á ÐÒÏÄÕÃÔÉÏÎ ȬÏÖÅÒȭȟ ÔÈÅÒÅ ÉÓ ÎÅÖÅÒ Á ÒÅÁÓÏÎ ÔÏ 

stop thinking about how it might be developed or improved; thus, reflection is, in fact, an 

ÅÓÓÅÎÔÉÁÌ ÅÌÅÍÅÎÔ ÏÆ ÅÖÅÒÙ ÓÔÁÇÅ ÏÆ ÐÒÏÃÅÓÓȭ (Mermikides and Smart, 2010: 23). They go on to 

ÐÏÉÎÔ ÏÕÔȟ ÒÅÇÁÒÄÉÎÇ ÄÅÖÉÓÉÎÇ ÁÎÄ ×ÏÒËÉÎÇ ×ÉÔÈ ÏÔÈÅÒÓȟ ȬÔÈÅ ÎÏÔÉÏÎ ÏÆ ÒÅÆÌÅÃÔÉÏÎ ÉÎÃÌÕÄÅÓ ÁÎ 

ongoing conÓÉÄÅÒÁÔÉÏÎ ÏÆ ɏȢȢȢɐ ÔÅÃÈÎÉÑÕÅÓȟ ÓÔÒÁÔÅÇÉÅÓ ÁÎÄ ÁÐÐÒÏÁÃÈÅÓ ÔÏ ÐÒÏÃÅÓÓȭ (Mermikides 

and Smart, 2010: 27). This perspective may, therefore, do well to be considered in language 
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ÌÅÁÒÎÉÎÇ ÒÁÔÈÅÒ ÔÈÁÎ ÔÈÅ ÁÄÈÅÒÅÎÃÅ ÔÏ ÏÎÅ ÆÏÒÍ ÏÒ ÁÐÐÒÏÁÃÈȟ ÅÃÈÏÉÎÇ ÔÈÅ ȬÍÕÌÔÉÍÏÄÁÌÉÔÙȭ 

approach used by Ntelioglou and discussed above.  

) ÓÅÅ ÕÓÉÎÇ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ȬÕÎÆÉÎÉÓÈÅÄÎÅÓÓȭ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÐÔ ÔÏ ÅØÁÍÉÎÅ ÐÅÒÔÉÎÅÎÔ ÉÓÓÕÅÓ 

in language acquisition, such as the role of identity, emotional considerations, and the 

ÎÅÇÏÔÉÁÔÉÏÎ ÏÆ Á ÄÙÎÁÍÉÃ ȬÉÄÅÁÌȭ ÍÏÄÅÌȢ 4ÈÅ ÃÏÎÃÅÐÔÓ ÏÆ ÔÈÅ ÄÅÖÉÓÉÎÇ ÐÒÏÃÅÓÓ ÆÏÒÍ Á ÓÏÌÉÄ 

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. I find it difficult 

to see ÈÏ× ÓÕÃÈ ÓÈÏÒÔ ȬÉÎÔÅÒÖÅÎÔÉÏÎÓȭ ÃÁÎ ÐÒÏÖÉÄÅ ÃÏÎÖÉÎÃÉÎÇ ÅÖÉÄÅÎÃÅ ÏÆ ÔÈÅ ÉÍÐÁÃÔ ÏÆ 

drama and so, therefore, I propose more long-term involvement. This is explored in Part 

Two of the thesis and involves experimenting with uncertainty and unfinishedness through 

theatre for additional language development. 

)Î Ȭ4ÈÅ "ÏÄÙȭ section, I discussed the relationship of language, body and education 

and proposed some possible directions language learning though drama. I have placed 

emphasis on the examination of the explicit role of the body in language development as I 

have found little investigation of this in the literature while critiquing the (still) dominant 

perspective of dualism in SLA. Along with this, I looked at possibilities of examining 

performativity and perfor mance, and the importance of context. I 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). I have 

also put forward some ideas around the concepts of rhythm, space, and silence. In addition, 

I have begun looking at the body and/as research as suggested by Jennifer Parker-Starbuck 

and Roberta Mock (2011) and James Thompson (2011: 132). One strand of inquiry connected 

to the body that is not included in the literature review is that of gesture and kinesics. As I 

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 study which is analysed and discussed in the next 

chapter, ȬLet Me Hear Your Body Talkȭ. 
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Chapter Two  

Let Me Hear Your Body Talk:  

Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ ÆÏÒ !ÄÄÉÔÉÏÎÁÌ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎ 

Abstract  

This article describes a research project created to investigate the application of 

theatre devising strategies to create a heightened awareness of non-verbal language and 

embodied experience of words in second language acquisition (SLA) learning and teaching. 

This is in response to the tendency in SLA teaching to lack an understanding of the 

importance and the poÔÅÎÔÉÁÌ ÏÆ ÔÈÅ ÂÏÄÙȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ ÔÈÅ ÐÒÏÃÅÓÓ of language 

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. I use data generated by an ethnographic approach to fieldwork by 

analysing interviews, written responses in the project blog (both by the participants  and my 

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

I discuss the theatrical activities used for this purpose reflecting on the possible 

ÅÆÆÅÃÔÓ ÏÎ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÌÉÎÇÕÉÓÔÉÃ ÁÂÉÌÉÔÙ ÁÎÄ Á×ÁÒÅÎÅÓÓ ÏÆ ÔÈÅÉÒ ÐÈÙÓÉÃÁÌÉÔÙ ÁÓ ÐÁÒÔ ÏÆ ÁÎ 

ÏÎÇÏÉÎÇ ÒÅÓÅÁÒÃÈ ÐÒÏÃÅÓÓȢ ) ÄÒÁ× ÏÎ "ÏÕÒÄÉÅÕȭÓ ÎÏÔÉÏÎ ÏÆ ÌÉÎÇÕÉÓÔÉÃ ÈÁÂÉÔÕÓ ÁÎÄ -ÅÒÌÅÁÕ-

0ÏÎÔÙȭs notion of the Ȭbody experiencing the worldȭ to provide a theoretical framework for 

analysing the processes of these workshops. These frameworks also support the 

development of a theatre practice to support SLA that I am tentatively ÃÁÌÌÉÎÇ ȬÅØÐÅÒÉÅÎÃÉÎÇ 

ÔÈÅ ×ÏÒÄȭȢ I propose that this approach better provides the pragmatic and social conditions, 

re-created and rehearsed through drama, needed in learning an additional language. This 

can be done by turning attention to language learning as an embodied experience. 
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Language can only be understood through being-in-the-world  

Stephen Priest (1998: 175) 

Heading Off: An Introduction  

This article discusses a practical project ÃÁÌÌÅÄ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ that used 

group devising activities for additional language acquisition. The project consisted of four 

additional language learning workshops with adults in Basel, Switzerland. It was a pilot 

ÐÒÏÊÅÃÔ ÉÎ ÐÒÅÐÁÒÁÔÉÏÎ ÆÏÒ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȟ ÄÉÓÃÕÓÓÅÄ ÉÎ Part Two of thi s 

thesis. In this article, I 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 and voice work. The article proposes that the use of devising, with its 

emphasis on physical theatre, creates a learning environment where there is a greater focus 

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

classroom techniques that have Á ȬÔÅØÔÂÏÏË-ÄÅÆÉÎÅÄ ÐÒÁÃÔÉÃÅȭ (Akbari, 2008: 647).  

By using devising techniques with its emphasis on the role of the body, the learner 

becomes more physically relaxed and feels less anxiety in their use of a new language. 

Aligned with this emphasis on the body, a focus on the voice and breathing can improve 

desired pronunciation while also lessening anxiety in oral production for additional 

language learners. Furthermore, the practice and observance of gesture can increase the 

ÌÅÁÒÎÅÒȭÓ awareness of their own gestures and capability to choose appropriate gestures to 

accompany speech in the target language, aiding 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-

Ponty, and from the sociocultural movement in SLA theory. 4ÈÅ ÔÈÒÅÅ ÉÌÌÕÓÔÒÁÔÅÄ ȬÍÏÍÅÎÔÓȭ 
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ÆÒÏÍ ÔÈÅ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ project are discussed in the context of 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 BourdieuȭÓ ÃÏÎÃÅÐÔ ÏÆ habitus which, according to 

John Thompson, comprises Ȭa set of dispositionsȭ ɀ a way of acting ɀ acquired through 

inculcation into any social environment  (1991: 12), Bourdieu identifies a subset called 

linguistic habitus: the verbal and physical characteristics that we acquire when 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 certain social and 

political positions  can ÍÅÄÉÁÔÅ ȬÔÈÅ ÕÓÁÇÅ ÏÆ ÌÁÎÇÕÁÇÅȭ ÁÎÄ ÔÈÅ ÖÁÌÕÅ ÁÐÐÒÏÐÒÉÁÔÅÄ ÔÏ the 

ȬÓÅÎÓÅ ÏÆ ÏÎÅȭÓ Ï×Î ÓÏÃÉÁÌ ×ÏÒÔÈȭ ÁÎÄ ÅÖÅÎ ȬÏÎÅȭÓ whole physical posture in ÔÈÅ ÓÏÃÉÁÌ ×ÏÒÌÄȭ 

(Bourdieu, 1991: 82 italics in original). )Î ÈÉÓ ÉÎÔÒÏÄÕÃÔÉÏÎ ÔÏ "ÏÕÒÄÉÅÕȭÓ Language and 

Symbolic Power, 4ÈÏÍÐÓÏÎ ÅØÐÌÁÉÎÓ ÔÈÁÔ ȬɏÌ]inguistic utterances or expressions are forms of 

practice [ȣ] to speak in particular conÔÅØÔÓȭȟ ÆÕÒÔÈÅÒ ÃÏÎÃÌÕÄÉÎÇ ÔÈÁÔ Ôhe Ȭlinguistic habitus is 

ÁÌÓÏ ÉÎÓÃÒÉÂÅÄ ÉÎ ÔÈÅ ÂÏÄÙȭ (1991: 17). Bourdieu himself expands on this idea in relation to 

world saying: 

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

ÃÏÍÐÅÔÅÎÃÅ ÉÓ Á ÄÉÍÅÎÓÉÏÎ ÏÆ ÂÏÄÉÌÙ ÈÅØÉÓ ÉÎ ×ÈÉÃÈ ÏÎÅȭÓ ×ÈÏÌÅ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ 

ÓÏÃÉÁÌ ×ÏÒÌÄȟ ÁÎÄ ÏÎÅȭÓ ×ÈÏÌÅ ÓÏÃÉÁÌÌÙ ÉÎÆÏÒÍÅÄ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ×ÏÒÌÄȟ ÁÒÅ 

expressed. (1991: 86)1 

                                                      
1 Ȭ"ÏÄÉÌÙ hexis, a basic dimension of the sense of social orientation, is a practical way of experiencing 
and expressiÎÇ ÏÎÅȭÓ Ï×Î ÓÅÎÓÅ ÏÆ ÓÏÃÉÁÌ ÖÁÌÕÅȭ (Bourdieu, 1984: 476). 
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This idea is one readily familiar to adult language learners in the sensation that when we are 

using an unfamilÉÁÒ ȬÔÅÃÈÎÉÑÕÅȭ like an additional language, we are incompetent and our 

being-in-the-world is confused.  

According to Rod Ellis, the main development in second language acquisition (SLA) 

in the last 25 years is the appearance of 'sociocultural SLA', which emphasises and involves 

socio-cultural considerations in language acquisition (2008: xxi). This position situates the 

language learning process as inherently linked to the environÍÅÎÔȟ ×ÉÔÈ ÐÅÏÐÌÅȭÓ ÁÂÉÌÉÔÙ ÔÏ 

ÌÅÁÒÎ ÆÒÏÍ ÅØÐÅÒÉÅÎÃÅ ÔÈÒÏÕÇÈ ȬÔÈÅ ÁÃÑÕÉÓÉÔÉÏÎ ÏÆ ÏÔÈÅÒ ÓËÉÌÌÓ ÁÎÄ ËÎÏ×ÌÅÄÇÅȭ ÉÎÔÒÉÎÓÉÃ ÉÎ 

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 an integrative combination of the cerebral, physical and 

the environmental (2011a: 143). AtkinsÏÎ ÁÌÓÏ ÃÈÁÌÌÅÎÇÅÓ ÔÈÅ ÃÏÇÎÉÔÉÖÅ ÐÏÓÉÔÉÏÎȭÓ ÄÉÓÍÉÓÓÁÌ ÏÆ 

the importance of physicality by pointing out the empirically proven innate involvement of 

ÔÈÅ ÂÏÄÙ ×ÉÔÈ ÃÏÇÎÉÔÉÏÎȢ 4ÈÉÓ ÐÏÓÉÔÉÏÎ ÏÆ ȬÅØÔÅÎÄÅÄȟ ÅÍÂÏÄÉÅÄ ÃÏÇÎÉÔÉÏÎ-for-3,!ȭ 

(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.2 In line with Helen 

.ÉÃÈÏÌÓÏÎȭÓ ÃÌÁÉÍ ÔÈÁÔ ȬÄÒÁÍÁ ÉÓ unlike many other forms of learning because it has an 

ÁÅÓÔÈÅÔÉÃ ÄÉÍÅÎÓÉÏÎ ÁÎÄȟ ÁÓ ÔÈÅ ÁÅÓÔÈÅÔÉÃ ÉÓ Á ÄÉÓÃÏÕÒÓÅ ÏÎ ÔÈÅ ÂÏÄÙȟ ÉÔ ÅÎÇÁÇÅÓ ÔÈÅ ÓÅÎÓÅÓȭ 

(2005: 57), I suggest that there 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 embraced 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 

                                                      
2 For an extended discussion of this idea, see Atkinson, 2010: 613-619. 
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respect. There are, of course, some exceptions. FÏÒ ÅØÁÍÐÌÅȟ 'ÅÒÄ "ÒßÕÅÒȭÓ Body and 

Language: Intercultural Learning through Drama (2002a) contains a wide range of 

contributions from practitioners and there are some notable recent exceptions, such as 

Erika 0ÉÁÚÚÏÌÉȭÓ Embodying Language in Action (2018) along with the work of Jean-Rémi 

Lapaire (2006, 2012, 2016), discussed later in this article. The use of drama for SLA, for 

Bräuer, ÉÓ ÎÏÔ ÉÎÔÅÎÄÅÄ ÏÎÌÙ ÆÏÒ ÔÈÅ ÐÕÒÐÏÓÅÓ ÏÆ ÁÒÔ ÏÒ ÔÅÁÃÈÉÎÇȟ ÂÕÔ ÁÌÓÏ ÆÏÒ ÔÈÅ ȬÉÎÔÅÒÐÌÁy 

ÂÅÔ×ÅÅÎ ÂÏÄÙ ÁÎÄ ÌÁÎÇÕÁÇÅȭ (2002b: x)Ȣ (Å ÆÕÒÔÈÅÒ ÅÌÁÂÏÒÁÔÅÓȟ ÓÁÙÉÎÇ ÔÈÁÔ ȬɏÔɐhe focus on 

(linguistic) signs and signals alone is not enough to convey language knowledge 

successfully. Communicating the physical language of things, ideas, and people is equally 

important for learningȭ (Brßuer, 2002b: x). By this I understand that increased emphasis 

should be placed in language learning on ways of communicating through various kinds of 

gesture that are learned by living in a certain place and culture and which are not readily 

understood or explainable ɀ 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 lacking in something which would overcome some inherent 

weaknesses in the dominant cogniti vist focus on the mind. Aligning with "ÒßÕÅÒȭÓ position 

and the undeÒÓÔÁÎÄÉÎÇ ȬÔÈÁÔ ÌÅÁÒÎÉÎÇ ÉÓ ÎÏÔ ÁÌÌ ÅØÐÌÉÃÉÔ ÁÎÄ ÍÅÄÉÁÔÅÄ ÂÙ ÌÁÎÇÕÁÇÅȟ ÂÕÔ ÏÆÔÅÎ 

ÔÁÃÉÔ ÁÎÄ ÅÍÂÏÄÉÅÄȭ (Calhoun, 2002: 15), I have begun to establish an approach, which 

echoes Maurice Merleau-0ÏÎÔÙȭÓ theoretical framework ÏÆ ÔÈÅ ÂÏÄÙ Ȭbeing-in-the-×ÏÒÌÄȭ as a 

foundation for my research and my initial practical experiments. This approach is called 

ȬÅØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ ×ÏÒÄȭ ÁÎÄ is based on the notion that, in M erleau-0ÏÎÔÙȭÓ ÆÏÒÍÕÌÁÔÉÏÎȟ ×Å 

ȬÂÅÇÉÎ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ÍÅÁÎÉÎÇ ÏÆ ×ÏÒÄÓ ÔÈÒÏÕÇÈ ÔÈÅÉÒ ÐÌÁÃÅ ÉÎ Á ÃÏÎÔÅØÔ ÏÆ ÁÃÔÉÏÎȟ ÁÎÄ 

ÂÙ ÔÁËÉÎÇ ÐÁÒÔ ÉÎ Á ÃÏÍÍÕÎÁÌ ÌÉÆÅȭ (2002: 208). Although an approach that seeks to place the 

learner in a Ȭcontext of actionȭ may appear obvious, it is still not a major consideration in 

language acquisition in formal education compared to the emphasis on learning vocabulary 
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and lists of verbs, and in contrast with common text -based approaches, which emphasises 

the production of the written word .  

Recognition of the more affecting parts of SLA ɀ the intangible sense of 

understanding of what to say and do in unforeseen circumstances ɀ and resolving the 

difficulties of social engagement, especially for adult 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, text-based 

experiences such as learning 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 unnerving for students. 

This wariness of addressing this aspect of language acquisition persists despite many 

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 

ÒÅÁÌÉÔÙ ÏÆ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ ÓÐÅÁËÅÒÓȭ context of action. Katherine E. Garrett demonstrates 

this point acutely, tell ing 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 found themselves in tears, 

explaining, Ȭ3Ï ) ÃÒÉÅÄȟ ÎÏÔ ÆÏÒ ÔÈÅ ÆÏÏÄȟ ÂÕÔ ÂÅÃÁÕÓÅ ) ×ÁÓ ÕÎÁÂÌÅ ÔÏ ÅØÐÒÅÓÓ ÍÙÓÅÌÆ ÉÎ 

Englishȭ (Garrett, 2006: 5) This emphasises the significance of language and communication 

in terms of sustenance. Butler underlines this vulnerability and the complications involved 

in understanding a new linguistic habitus explaining, ȬThe speech situation is thus not a 

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

4Ï ÂÅ ÉÎÊÕÒÅÄ ÂÙ ÓÐÅÅÃÈ ÉÓ ÔÏ ÓÕÆÆÅÒ Á ÌÏÓÓ ÏÆ ÃÏÎÔÅØÔȟ ÔÈÁÔ ÉÓȟ ÎÏÔ ÔÏ ËÎÏ× ×ÈÅÒÅ ÙÏÕ ÁÒÅȭ 

(Butler, 1997: 4). This loss of where we are, I surmise, also alludes to who you are.  



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 
 

62 
 

It is perhaps this emotional vulnerability ɀ one of the deepest inhibiting factors for 

language learners ɀ that prevents the learner from taking the inevitable risks that must be 

taken in engaging with a new form of speaking 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 are drama techniques focusing on physicality including rhythms and 

nuance of language, gesture and vocal production. Such techniques could 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 between physical theatre, gesture, and vocal work and 

improving confidence and control in using an additional language, I set up a pilot theatre 

workshop series to test the effects 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 month (26th February- 19th 

March 2013). During the process, the research subjects participated in various activities I 

led, based on developing an understanding of physicality. The activities explored 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 communication in relation to 

additional language acquisition, specifically English. 

Attendees participated for a variety of reasons ranging from more exposure to the 

English language tÏ ÂÅÉÎÇ ÉÎÔÒÉÇÕÅÄ ÂÙ ÓÏÍÅÔÈÉÎÇ Ȭdifferentȭ. The group consisted of ten 
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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 Romania, and there was a variety in the ages 

of the group, ranging from 26 to 44 years old (one was in their 20s and most were around 

40-years-old). Six of the participants had relocated to Switzerland from Spain within the 

last three years to work at a large multi-national 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 other languages. There was a range of ability level in English: two 

people had no recent practice in spoken English while others were quite capable and mostly 

intermediate/upper -intermediate learners.3 The group were made aware that there would 

be a difference in levels, though there were no concerns about this. The 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 planned. All 

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 summarising 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 I 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.4 Each session was planned to stand 

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

                                                      
3 B1-C1 in the Common European Framework Reference scale. 
4 "ÏÁÌȭÓ Games for Actors and Non-Actors (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 others 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 tools to collect data were: video documentation of the sessions to 

complement my own reflections and observations on the sessions, a project blog, a pre- and 

post-project electronic survey, and audio-recorded flexible and loosely or semi-structured 

interviews. The data was collected and coded then compared with other data to find 

possible thematic links. The discussion-interviews were based on the electronic survey 

questions with space for discussion to grow allowing for possible surprise discoveries. The 

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 18th April and 21st May 2013. All the individual interviews 

were in Spanish as it was the most comfortable language for the participants and were 

translated by me to English for this article. The group interview-discussions during each 

workshop session were in English.  

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

To illustrate my findings, I describe a selection of activities from the workshops, 

ÄÉÓÃÕÓÓ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÒÅÓÐÏÎÓÅÓ ÔÏ ÔÈÅÍ ÁÎÄ ÅØÐÌÁÉÎ ÈÏ× ÔÈÅÙ ÃÏÎÎÅÃÔ ÔÏ ÍÙ ÔÈÅÏÒÅÔÉÃÁÌ 

framework. Although there are numerous elements to the study, I would like to focus on 

those that presented the most tangible discoveries concerning 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 carpet filled with struts, 

ÓÍÉÌÅÓ ÁÎÄ Ó×ÏÏÐÓȢ Ȭ5ÎÁ ÆÁÅÎÁȭ ÆÏÌÌÏ×ÓȢ5 The watching Caesar 

strides forth ɀ a twist ɀ and now a ghost! A tug-of-war, the 

limbo, a bed of hot coals to be walked. Sat at their transient 

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

... 

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

ÐÌÁÙÅÄ ÓÉÌÅÎÔÌÙ ÉÎ ÇÒÏÕÐÓ ÏÆ ÆÏÕÒ ×ÉÔÈ Á ÌÁÒÇÅ ÐÉÅÃÅ ÏÆ ÓÉÌËÅÎ ÆÁÂÒÉÃ ÃÒÅÁÔÉÎÇ Ȭsketchesȭ ÏÒ 

ȬÓÎÉÐÐÅÔÓȭ ×ÈÉÃÈ ×ÏÕÌÄ ÂÅ ÌÁÔÅÒ ÒÅÆÏÒÍÅÄ ÁÓ Á ÓÈÏÒÔ scene. It is from the final workshop 

session called The Fabric of Language: Words and the Spaces In-between. It  was adapted 

from a workshop of the Taiwanese theatre company Tainan Jen which was created to 

examine intercultural collaborative creation.6 For the purposes of the project, I modified the 

original session, which incorporates elements of collaboration, negotiation and exploration, 

along with the creative improvisational and playful aspects, and I placed an emphasis on 

additional language acquisition. Various performances by the participants were produced at 

the end of the session and 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 ɀ the fabric 

ÁÃÔÉÎÇ ÁÓ Á ËÉÎÄ ÏÆ ȬÄÉÓÔÒÁÃÔÉÏÎȭ ɀ and it shares similar ideas to the work of Jean-Rémi 

                                                      
5 In bullfighting, the matador's final se ries of passes before the kill. 
6 I learnt and adapted the session sequence from Helen White ɀ co-founder and a faculty member of 
the C.U.N.Y. Applied Theatre M.A. program. 
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Lapaire.7 ,ÁÐÁÉÒÅȭÓ ×ÏÒË is based on thinking of the anthropologist Marcel Jousse (1997) 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, who also posit that 

language is derived from and shaped by gestures and gesture is inseparable from language. 

0ÁÒÔ ÏÆ ,ÁÐÁÉÒÅȭÓ ×ÏÒË ÉÎ ÇÅÓÔÕÒÅ ÓÔÕÄÉÅÓ ÉÓ ÔÏ ÈÁÖÅ ÌÅÁÒÎÅÒÓ ÐÌÁÙ ×ÉÔÈ ÔÈÅ ÓÉÚÅ ÏÆ ÇÅÓÔÕÒÅ 

then develop, compose and perÆÏÒÍ ÓÈÏÒÔ ÐÉÅÃÅÓ ÏÆ ÃÈÏÒÅÏÇÒÁÐÈÙ ×ÈÅÒÅ ȬÇÅÓÔÕÒÁÌ ÆÏÒÍÓ ÁÒÅ 

ÅØÐÌÏÒÅÄȭ and ÉÄÅÎÔÉÆÙÉÎÇ ȬÄÉÍÅÎÓÉÏÎÓ ÏÆ ÍÏÖÅÍÅÎÔȟ ÐÁÔÔÅÒÎÓ ÁÎÄ ÍÏÔÉÆÓȭ (2012: n.p.). This 

has been demonstrated by Lapaire to lead to increased level of comfort in language learners 

and make them more at ease in their new linguistic habitus. ,ÁÐÁÉÒÅȭÓ ÁÐÐÒÏÁÃÈ ÉÓ ÖÅÒÙ 

precise whilst the more improvisational sequence I have described and work with  creates 

Ȭraw materialȭ which is later sculpted into a short scene. Using drama, there is a greater 

emphasis on the observation and self-awareness of what we are communicating non-

verbally and with this approach the participants can rehearse movements and gestures and 

from t here can further articulate with the spoken word ɀ the communicative act coming 

from the gesture rather than the gesture to accompany the word ɀ 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 the additional 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 and Cecily /ȭ.ÅÉÌÌȟ ȬÐÁÒÁÌÉÎÇÕÉÓÔÉÃ ÅÌÅÍÅÎÔÓ ÏÆ ÇÅÓÔure and 

ÍÏÖÅÍÅÎÔȭ ÁÌÌÏ× ÐÁÒÔÉÃÉÐÁÎÔÓ ÔÏ ÁÓÓÕÍÅ ÔÈÅ ȬÂÅÈÁÖÉÏÒÁÌ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ ÔÈÅ ÔÁÒÇÅÔ ÃÕÌÔÕÒÅȟ 

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.  
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×ÉÔÈÉÎ ×ÈÉÃÈ ÔÈÅÙ ÍÏÖÅ ÁÎÄ ÓÐÅÁËȭ (2007: 1).8 Norah Morgan and Juliana Saxton suggest 

ÔÈÁÔ ȬɏÎɐÏÔ ÏÎÌÙ ÄÏ ÅØÐÒÅÓÓÉÏÎ ÁÎÄ ÇÅÓÔÕÒÅ ÈÅÌÐ ÔÏ ȬÆÉÌÌ ÏÕÔȭ ÔÈÅ ×ÏÒÄÓ ×Å ÁÒÅ ÓÁÙÉÎÇ ÂÕÔ ÔÈÅÙ 

ÏÆÔÅÎ ÅØÐÒÅÓÓ ÔÈÏÕÇÈÔÓ ÁÎÄ ÆÅÅÌÉÎÇÓ ÏÆ ×ÈÉÃÈ ×Å ÍÁÙ ÎÏÔ ÂÅ Á×ÁÒÅȭ (qtd. in Culham, 2002: 

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 processes, alleviates the need to produce 

ÆÕÌÌÙ ÆÏÒÍÅÄ ȬÐÅÒÆÅÃÔȭ ÓÅÎÔÅÎÃÅÓ ÉÍÍÅÄÉÁÔÅÌÙȟ ÁÎÄ ÃÒÅÁÔÅÓ Á ÓÔÒÏÎÇ ÃÏÒÐÏÒÅÁÌ ÆÒÁÍÅ×ÏÒË ÏÎ 

×ÈÉÃÈ ÔÏ ȬÈÁÎÇȭ ÕÔÔÅÒÁÎÃÅÓ ÇÉÖÉÎÇ ÍÏÒÅ ÃÏÎÆÉÄÅÎÃÅ ÔÏ ÔÈÅ ÓÐÅÁËÅÒȢ Also, there is a greater 

emphasis on the observation and self-awareness of what we are communicating non-

verbally. In the following section, I 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 

ÔÈÅÒÅ ÁÒÅ ÆÏÕÒ ÏÔÈÅÒ ȬÐÁÉÒÓȭ ÅÎÇÁÇÅÄ ÉÎ ÔÈÅ ÓÁÍÅ ×ÁÙȟ ÔÈÏÕÇÈ 

there are nuanced differences: one person can clearly be seen 

trying to suppress the urge to move ɀ 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 farther forward trying to 

find a response in their partner. 

                                                      
8 Proxemics is the Ȭstudy or interpretation of physical proximity between people in various situations; 
the ways in which people interact spatially, esp. in maintaining a certain amount of space between 
themselves and othersȭ (Oxford English Dictionary, n.d.) . 
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These are impressions from an activity called Ȭ0ÏËÅÒ "ÏÄÙȭ (listening without g esture) 

for which participants were asked to listen to their partner for two minutes without any 

physical or verbal response (no nodding, affirmations or typical reactions).9 Ȭ!ȭ ÁÎÄ Ȭ"ȭ ÃÈÏÓÅ 

who went first by whoever had the longest eyelashes ɀ this caused participants to look at 

ÅÁÃÈ ÏÔÈÅÒȭÓ ÐÈÙÓÉÃÁÌ ÁÓÐÅÃÔÓ ÍÏÒÅ ÃÌÏÓÅÌÙȢ 4ÈÅ ÅØÅÒÃÉÓÅ ÉÓ ÆÏÌÌÏ×ÅÄ ÂÙ Á ÄÉÓÃÕÓÓÉÏÎ ×ÈÅÒÅ 

everyone talks about how they felt in the roles of listener and speaker and how, or if, the 

exercise has made them more aware of their gestures.  We did the activity twice during the 

project after some of the participants had expressed that they would like to do it 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 

ÆÏÒ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÏÆ ÔÈÅÉÒ Ï×Î ÁÎÄ ÏÔÈÅÒÓȭ ÕÓÅ ÏÆ ÇÅÓture.  

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

symbolic quality (Bourdieu, 1991)Ȣ 4ÈÅÎ ÉÆȟ ÁÌÓÏȟ ×Å ÁÃÃÅÐÔ ÔÈÅ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÔÈÅÁÔÒÅ ÕÓÅÓ 

ÂÏÄÉÅÓ ÉÎ Á ×ÁÙ ÔÈÁÔ ÍÉÒÒÏÒÓ ÏÒ ÒÅÐÌÉÃÁÔÅÓ ÔÈÅ ÐÅÒÆÏÒÍÁÔÉÖÅȭ (Conroy, 2010: 62), the question 

ÃÁÎ ÂÅ ÁÓËÅÄȡ ÈÏ× ÃÁÎ ×Å ÒÅÍÁËÅ ȬÃÏÎÔÁÃÔ ×ÉÔÈ ÔÈÅ ÂÏÄÙ ÁÎÄ ×ÉÔÈ ÔÈÅ ×ÏÒÌÄȭ (Merleau-

Ponty, 2002: 206) through drama given, as BourdieÕ ÐÏÓÉÔÓȟ ×Å ÁÒÅ ȬÈÁÂÉÔÕÁÔÅÄȭȟ ÔÈÅ ÂÏÄÙ 

moulded through inculcation? A line of inquiry is that of the use of gesture and the way it 

informs discourse and communication. 2ÅÇÁÒÄÉÎÇ ȬÄÉÓÃÏÕÒÓÅȭȟ *ÁÍÅÓ 0ÁÕÌ 'ÅÅ ÉÎÃÌÕÄÅÓ ÎÏÎ-

linguistic elements in his oft quoteÄ ÄÅÆÉÎÉÔÉÏÎȡ Ȭ$ÉÓÃÏÕÒÓÅÓ ÁÒÅ ×ÁÙÓ ÏÆ ÂÅÉÎÇ ÉÎ ÔÈÅ ×ÏÒÌÄȟ 

or forms of life which integrate words, acts, values, beliefs, attitudes, and social identities, as 

×ÅÌÌ ÁÓ ÇÅÓÔÕÒÅÓȟ ÇÌÁÎÃÅÓȟ ÂÏÄÙ ÐÏÓÉÔÉÏÎÓȟ ÁÎÄ ÃÌÏÔÈÅÓȭ (1996: 127). Ray Birdwhistell who 

ÆÏÕÎÄÅÄ ËÉÎÅÓÉÃÓ ÁÓ Á ÆÉÅÌÄ ÏÆ ÉÎÑÕÉÒÙ ÁÎÄ ÒÅÓÅÁÒÃÈ ÃÌÁÉÍÅÄȟ ȬÁÌÌ ÍÅÁÎÉÎÇÆÕÌ ÍÏÔÉÏÎ ÐÁÔÔÅÒÎÓ 

ÁÒÅ ÔÏ ÂÅ ÒÅÇÁÒÄÅÄ ÁÓ ÓÏÃÉÁÌÌÙ ÌÅÁÒÎÅÄ ÕÎÔÉÌ ÅÍÐÉÒÉÃÁÌ ÉÎÖÅÓÔÉÇÁÔÉÏÎ ÒÅÖÅÁÌÓ ÏÔÈÅÒ×ÉÓÅȭ (1952: 

                                                      
9 Ȭ0ÏËÅÒ "ÏÄÙȭ ÉÓ ÍÙ ÎÁÍÅ ÆÏÒ ÔÈÉÓ ÁÃÔÉÖÉÔÙ ÔÈÁÔ ) ÌÅÁÒÎÔ ÆÒÏÍ $ÁÎÉÅl Banks, a theatre director, 
educator and also a faculty member of the C.U.N.Y. Applied Theatre M.A. program. 
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6).1011 Birdwhistell is here referring to the motion of the body and his point has yet to be 

discredited and I have found no conclusive evidence to show otherwise. James Edie further 

stresses ÔÈÅ ÓÁÍÅ ÃÌÁÉÍ ÓÔÁÔÉÎÇ ÔÈÁÔȟ ȬɏÔ]he body is expressive of meaning in many ways more 

ÆÕÎÄÁÍÅÎÔÁÌ ÔÈÁÎ ÓÐÅÁËÉÎÇȭ (1991: xiii). He later explains: 

[T]he expression of our mental states into gestures, such as expressions of 

desire, frustration, concern, anger, pleasure, joy, etc., gives us [ȣ] the physical 

embodiment and expression of a meaning which is strictly inseparable from its 

bodily expression. (Edie 1979/1991, xiiiɀxiv)  

This phenomenological point of view reflects the concerns of SLA theorists, Pavlenko and 

Atkinson, expressed above, and they regard as a major area to 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 ȬSo you think gestures are nonverbal?ȭ (1985), 

the psycholinguist David McNeill tells  usȟ Ȭ7Å ÔÅÎÄ ÔÏ ÃÏÎÓÉÄÅÒ linguistic what we can write 

down, and nonlinguistic  everything else; but this division is a cultural artefact, an arbitrary 

ÌÉÍÉÔÁÔÉÏÎ ÄÅÒÉÖÅÄ ÆÒÏÍ ÈÉÓÔÏÒÉÃÁÌ ÅÖÏÌÕÔÉÏÎȭ (1985: 350 italics in original). For McNeill, 

Ȭgestures are an integral part of language as much as are words, phrases and sentences ɀ 

gesture and language are one systemȭ (1992: 2 italics in original); for Boal:  

The human being is a unity, an indivisible whole. [...] ideas, emotions and 

ÓÅÎÓÁÔÉÏÎÓ ÁÒÅ ÁÌÌ ÉÎÄÉÓÓÏÌÕÂÌÙ ÉÎÔÅÒ×ÏÖÅÎȢ ! ÂÏÄÉÌÙ ÍÏÖÅÍÅÎÔ ȬÉÓȭ Á ÔÈÏÕÇÈÔ ÁÎÄ 

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

                                                      
10 One of BirdwhistellȭÓ ÓÔÕÄÅÎÔÓ ×ÁÓ %ÒÖÉÎÇ 'ÏÆÆÍÁÎȟ ÔÈÅ ÁÕÔÈÏÒ ÏÆ Presentation of Self in Everyday 
Life (1956). 
11 In language learning magazines it is common to see references to kinesics/body language. Perhaps 
this is as these publications are directed towards the business professionals who might see this as an 
advantageous skill to acquire. 
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This understanding of the inter-ÃÏÎÎÅÃÔÅÄÎÅÓÓ ÏÆ ÔÈÅ ÂÏÄÙ ÉÎ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÁÎÄ ȬÂÅÉÎÇ-

in-the-×ÏÒÌÄȭ ×ÁÓ ÎÏÔÅÄ ÉÎ ÔÈÅ ÒÅÆÌÅÃÔÉÏÎÓ ÏÆ ÔÈÅ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ ÐÒÏÊÅÃÔ 

participants after doing the exercises and activities from the workshops. One of the 

participants, Alfredo, ÉÓ ÎÏ× ÏÂÓÅÒÖÉÎÇ ÐÅÏÐÌÅ ÍÏÒÅȟ ȬÐÁÙÉÎÇ ÍÏÒÅ ÁÔÔÅÎÔÉÏÎ ÔÏ ÔÈÉÓ 

ÐÈÅÎÏÍÅÎÏÎȭȟ ÃÒÅÁÔÉÎÇ ×ÈÁÔ ÈÅ ÂÅÌÉÅÖÅÓ ÉÓ Á ÂÅÔÔÅÒ Á×ÁÒÅÎÅÓÓ ÏÆ ÔÈÅ ÂÅÈÁÖÉÏÕÒ ÏÆ ÏÔÈÅÒÓ 

and what they wish to express and this in turn has aided his comprehension (Alfredo, 2013). 

Another participant , Ricardo, ×ÒÏÔÅ ÉÎ ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÅ ÐÏÓÔ ÏÎ ÔÈÅ ÆÉÒÓÔ ×ÏÒËÓÈÏÐȟ Ȭ&ÏÒ ÍÅ 

[it] was shocking to discover with the poker face exercise the amount of unconscious 

ÇÅÓÔÕÒÅÓ ÔÈÁÔ ×Å ÁÌÌ ÄÏ ×ÈÉÌÅ ÓÐÅÁËÉÎÇȭ (Ricardo, 2013), while Jeru commented that: 

The experience of talking or listening for some time without the slightest 

gesture was very difficult for me. I noticed the amount and frequency with 

which I communicate nonverbally. Although I found the two alternatives 

(talking or listening) difficult, I 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, thoÕÇÈÔ ÔÈÁÔ ÔÈÅ Ȭ0ÏËÅÒ "ÏÄÙȭ ÁÃÔÉÖÉÔÙ ÁÉÄÅÄ 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ȬÔÈÅ ×ÅÉÇÈÔ ÏÆ ÂÏÄÙ ÌÁÎÇÕÁÇÅȭ (Diego, 2013) while Juan Carlos said that the 

act of not making gestures adversely influenced his ability to listen to his partner (Juan 

Carlos, 2013). This, I believe, brought about a more acute awareness of his way of being-in-

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

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

0ÏÎÔÙȭÓ Consciousness 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 

ÅØÐÒÅÓÓÉÏÎÓ ÏÆ ÄÅÓÉÒÅȟ ÆÒÕÓÔÒÁÔÉÏÎȟ ÃÏÎÃÅÒÎȟ ÁÎÇÅÒȟ ÐÌÅÁÓÕÒÅȟ ÊÏÙȟ ÅÔÃȢ ÇÉÖÅÓ ÕÓ ȣ 

the physical embodiment and expression of a meaning which is strictly 

inseparable from its bodily expression. (1991: xiiiɀxiv) 
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In relation to spoken language the evidence was not entirely conclusive yet has importance. 

The participants became much more aware of what their actual gestures were, though this 

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 producti on 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, ȬVoice and Breath Workȭ further 

explores this.  

In Gesture and the Nature of Language (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 including William Mowery and Richard Pagliuca who claim that words 

ÁÒÅ ȬÃÏÍÐÌÅØÅÓ ÏÆ ÍÕÓÃÕÌÁÒ ÇÅÓÔÕÒÅÓȭ (qtd. in Armstrong et al., 1995: 10). Armstrong, Stokoe 

ÁÎÄ 7ÉÌÃÏØ ÃÏÎÃÕÒ ÅØÐÌÁÉÎÉÎÇ ÔÈÁÔ ȬɏÔɐÈÅ ÈÕÍÁÎ ÖÏÃÁÌ ÁÐÐÁÒÁÔÕÓ ÉÓ ÃÁÐÁÂÌÅ ÏÆ ÐÒÏÄÕÃÉÎÇ Á 

vast array of sounds, just as the body as a whole is capable of producing an enormous 

numÂÅÒ ÏÆ ÖÉÓÉÂÌÅ ÍÏÖÅÍÅÎÔÓȭ (1995: 12). This scale and spectrum of the outwardly visible 

elements is complex, yet it is further complicated by discoveries in neuromuscular activity. 

William C. Stokoe, is seen as the initiator of 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 Ȭmirror neuronsȭ 
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(discussed below in the next section). 12 Wilcox claims, ȬThe model that encompasses both 

spoken and signed languages assumes that the key lies in describing both with a single 

vocabulary, the vocabulary of neuromuscular activityȭ (1990: 141ɀ142), though whether this 

reveals anything  more ÁÂÏÕÔ ÔÈÅ ȬÉÍÐÏÒÔÁÎÃÅ ÏÆ ÈÁÎÄÓȟ ÔÈÅ ÖÉÓÕÁÌ ÓÙÓÔÅÍȟ ÁÎÄ ÕÐÒÉÇÈÔ 

ÐÏÓÔÕÒÅ ÉÎ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÌÁÎÇÕÁÇÅȭ (Armstrong et al., 1995: 19) is beyond the remit 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 self-awareness of what we are 

communicating non-verbally should be welcomed.  

Voice and Breath Work  

Breathe in. A finger click counting each beat. Hold ɀ the same 8-

beat ɀ and exhale. People are breathless. The timing is wrong; it 

ÉÓ ÉÍÐÏÓÓÉÂÌÅȢ #ÏÎÃÅÒÎ ÐÁÓÓÅÓ ÏÖÅÒ ÔÈÅ ÆÁÃÅÓȡ Ȭ×ÈÙ ÃÁÎȭÔ ) ÃÏntrol 

ÍÙ ÂÒÅÁÔÈÉÎÇȩȭ 2ÅÐÅÁÔȢ -ÏÒÅ ÍÅÁÓÕÒÅÄ ÔÈÉÓ ÔÉÍÅȢ #ÌÏÓÅ ÙÏÕÒ 

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 lower 

back widens. Now, hold ɀ the breath under control ɀ 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 describes one 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 

                                                      
12 The journal Sign Language Studies (Stokoe 1972) established the research subject. 
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the breathing exercises and they had a significant effect, as he explains: Ȭ) ÅØÅÒÃÉÓÅÄ ÔÈÅ one 

up to ten, breath in, hold and breath out for a presentation I run [sic] today, and I have to 

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

now also uses the techniques and feels it is working for her 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 Ȭtrying to speak English more slowly but start slow and finish fast talking 

as always [...] )ÔΈÓ ÓÏÍÅÔÈÉÎÇ ÍÏÒÅ ÔÏ ÐÒÁÃÔÉÃÅȭ (Jeru, 2013). ,ÉÓÔÅÎÉÎÇ ÔÏ *ÅÒÕȭÓ ÒÅÓÐÏÎÓÅ 

reminds us that altering ȬÏÎÅȭÓ ×ÈÏÌÅ ÐÈÙÓÉÃÁÌ ÐÏÓÔÕÒÅ ÉÎ ÔÈÅ ÓÏÃÉÁÌ ×ÏÒÌÄȭȟ ÔÏ ÒÅÃÁÌÌ 

"ÏÕÒÄÉÅÕȭÓ ÐÈÒÁÓÅ ÁÂÏÖÅȟ ÏÒ ÅÖÅÎ Á ÓÍÁÌÌ ÇÅÓÔÕÒÅ ÉÓ ÎÏÔ ÄÏÎÅ ÅÁÓÉÌÙȢ (Ï×ÅÖÅÒȟ ÁÓ *ÅÒÕȭÓ 

responses also show, increased self-awareness and having techniques, such as those from 

breath and voice workȟ ÔÈÁÔ ÁÒÅ ÉÎÃÏÒÐÏÒÁÔÅÄ ÉÎÔÏ ÌÅÁÒÎÅÒȭÓ ÁÕÔÏÎÏÍÏÕÓ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ 

practice can be beneficial. 

A further discovery for Jeru is an awareness that how you act influences others ɀ 

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 

ÂÒÅÁÔÈÉÎÇ ÔÅÃÈÎÉÑÕÅÓ ȬÎÏÔ [...] before the meeting but I have used them (as discretely as 

possible) during Á ÍÅÅÔÉÎÇȭ (Jeru, 2013). She explains that during a disagreement: 

I have not breathed waiting for the opportunity to explain my  position. In doing 

so, I realise that I am tongue-tied (I guess that not breathing normally worsened 

the situation) and I cannot express what I want to say.  So, I decided to wait for 

a small gap and breathe in the meantime. In the end, I 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 learning, rather than English, thought that perhaps right now he 
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would noÔ ÂÅ ÁÂÌÅ ȬÔÏ ÍÁÉÎÔÁÉÎ Á ÃÏÎÖÅÒÓÁÔÉÏÎ ÁÎÄ ÁÔ ÔÈÅ ÓÁÍÅ ÔÉÍÅ ÔÈÉÎË ÉÆ ÍÙ ÂÒÅÁÔÈÉÎÇ ÉÓ 

ÃÏÒÒÅÃÔȦȭ (Juan Carlos, 2013)Ȣ 4ÈÅÓÅ ÉÎÓÔÁÎÃÅÓ ÄÅÍÏÎÓÔÒÁÔÅ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÎÅÅÄ ÔÏ ÂÅÃÏÍÅ 

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 to relaxation and 

ÂÒÅÁÔÈÉÎÇ ÔÈÁÔ ȬɏÔɐhe voice is incredibly sensitive 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 

ÖÏÉÃÅȭȠ ÆÏÒ "ÅÒÒÙȟ ÔÈÅ ÂÒÅÁÔÈ ÉÓ ÔÈÅ ÒÏÏÔ ÏÆ ÔÈÅ ÓÏÕÎÄ (2008: 18). Most people, especially 

speakers of a language which they do not totally control, will recall moments where the 

situation affected the way they spoke ɀ an inadvertent quaver, perhaps a garbled sentence 

and certainly, if presenting in some way, a dry mouth. In contrast to my emphasis on 

ÇÅÎÅÒÁÌ ÐÈÙÓÉÃÁÌÉÔÙȟ "ÅÒÒÙ ÐÌÁÃÅÓ ÔÈÅ ÍÏÓÔ ÉÍÐÏÒÔÁÎÃÅ ÉÎ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÏÎ ÔÈÅ ÖÏÉÃÅ ÁÓ ȬÉÔ 

is through the speaking voice ÔÈÁÔ ÙÏÕ ÃÏÎÖÅÙ ÙÏÕÒ ÐÒÅÃÉÓÅ ÔÈÏÕÇÈÔÓ ÁÎÄ ÆÅÅÌÉÎÇÓȭ ×ÉÔÈ 

ÇÅÓÔÕÒÅ ÁÎÄ ÍÏÖÅÍÅÎÔ ÏÎÌÙ ÇÉÖÉÎÇ ÁÎ ȬÉÍÐÒÅÓÓÉÏÎȭ ɀ an almost anti-theatrical bias ɀ along 

with dress and posture in terms of importance to human communication 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 warm-ups, 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 vocalisation in 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. 13 This suggests that 

exercises that use repetition on the specific physical formation of the mouth 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 surprised most 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 developments in 

neurology, sociocognitive approaches to language learning point to the key discovery of 

mirror neurons ×ÈÉÃÈ ÁÒÅ ȬÃÅÒÅÂÒÁÌ ÎÅÕÒÏÎÓ ÔÈÁÔ ÆÉÒÅ ÂÏÔÈ ×ÈÅÎ ÏÂÓÅÒÖÉÎÇ ÏÔÈÅÒÓ 

ÐÅÒÆÏÒÍÉÎÇ ÓÐÅÃÉÆÉÃ ÁÃÔÉÏÎÓ ÁÎÄ ×ÈÅÎ ÐÅÒÆÏÒÍÉÎÇ ÔÈÏÓÅ ÓÁÍÅ ÁÃÔÉÏÎÓ ÏÎÅÓÅÌÆȭ (Atkinson, 

2011a: 145).1415 Barbara Ehrenreich also comments on the significance of mirror neurons. She 

discusses the muscular actions of the tongue ɀ how the sticking out of a tongue by a parent 

is imitated when perceived by the child is her example ɀ and the way we use the tongue to 

formulate perhaps mirroring others) the shapes necessary to create sounds (Ehrenreich, 

2007: 26).16 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 

GuiraudȭÓ ÃÏÉÎÉÎÇ ÏÆ Ôhe phrase, Bourdieu ÃÁÌÌÓ ÔÈÅ ȬÁÒÔÉÃÕÌÁÔÏÒÙ ÓÔÙÌÅȭ (1991: 86). This relates 

ÉÎÔÒÉÎÓÉÃÁÌÌÙ ÔÏ ×ÈÉÃÈ ÁÃÃÅÎÔ ×Å ÌÅÁÒÎȟ ÆÏÒÍÉÎÇ ÐÁÒÔ ÏÆ "ÏÕÒÄÉÅÕȭÓ ȬÌÉÎÇÕÉÓÔÉÃ ÈÁÂÉÔÕÓȭ ÁÎÄ 

how that differentiates our social status, and was certainly an important aspect of language 

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

                                                      
13 All 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 self-ÃÏÎÓÃÉÏÕÓ ÁÂÏÕÔ ÍÁËÉÎÇ ÔÈÅ ȬÔÈȭ ÓÏÕÎÄ ɉÖÏÉÃÅÄ ÄÅÎÔÁÌ 
fricative /ð/) -  feels like you are sticking your tongue out at the listener! 
15 !ÔËÉÎÓÏÎȭÓ ÒÅÆÅÒÅÎÃÅÓȡ )ÁÃÏÂÏÎÉȟ -Ȣ ɉάΪΪγɊȢ Imitation, empathy, and mirror neurons. Annual Review 
of Psychology, 60, 653ɀ670.; Rizzolatti, G., & Craighero, L. (2004). The mirror-neuron system. Annual 
Review of Neuroscience, 27, 169ɀ192. 
16 Ehrenreich ×ÁÓ ÃÏÍÍÅÎÔÉÎÇ ÏÎ ÔÈÅ ÒÅÐÏÒÔȡ Ȭ#ÅÌÌÓ ÔÈÁÔ ÒÅÁÄ -ÉÎÄÓȭ Sandra Blakeslee NY Times 10 
Jan 2006 http://www.nytimes.com/2006/01/10/science/10mirr.html?pagewanted=all 

http://www.nytimes.com/2006/01/10/science/10mirr.html?pagewanted=all
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Spaniards 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, I have shown how a more deliberate 

focus on technical elements of vocal production can be beneficial for SLA 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 the demonstrated use of theatre-based non-verbal 

activities lend themselves to an approach to language learning with a focus on language 

learning as an embodied experience. With most of the group there was better awareness of 

the role of body language and non-verbal communication, especially on the importance of 

gesture. This, of course, only indicates the possibilities of this approach allowing the group 

ÔÏ ÆÅÅÌ ÃÏÍÆÏÒÔÁÂÌÅ ȬÐÅÒÆÏÒÍÉÎÇȭ ×ÉÔÈ ÔÈÅÉÒ ÂÏÄÙ ÉÎ ÆÒÏÎÔ ÏÆ ÏÔÈÅÒÓ ÉÎ ÁÎ ÅØÐÌÏÒÁÔÉÖÅ ×ay, and 

what effect this had on oral production is unclear.  

To draw concrete conclusions in such a short study would be foolhardy. There are 

too many factors that might come into play in longer studies or ones with other groups. For 

example, students could 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 

indiv iduals might react in doing something unusual such as these exercises could come into 

play. Therefore, I 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 readily 

observed. As Ricardo told me: 

Self-Á×ÁÒÅÎÅÓÓ ÁÎÄ Á×ÁÒÅÎÅÓÓ ÏÆ ÔÈÅ ÏÔÈÅÒÓ ÉÓ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ )ȭÌÌ ÕÓÅ ÉÎ ÔÈÅ 

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 simple to notice 

what is happening around you. (Ricardo, 2013) 

&ÒÏÍ ÔÈÉÓȟ ×Å ÃÁÎ ÐÅÒÈÁÐÓ ÁÄÄÒÅÓÓ "ÏÕÒÄÉÅÕȭÓ ÎÏÔÉÏÎ ÏÆ ÌÉÎÇÕÉÓÔÉÃ ÈÁÂÉÔÕÓ ÓÁÙÉÎÇ ÔÈÁÔ 

despite the sometimes very marked differences between habitus, with practice and 

observation, rehearsal, and perhaps imitation, a speaker can acquire the ability not only to 

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 us ɀ 

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, especially adult language learners. This nurturing and constant 

attention that native speakers receive in the context of social action needs to be created 

somehow in the additional l anguage learning environment and, though somewhat artificial, 

by directly addressing and resolving linguistic challenges through the techniques 

mentioned. This is accompanied by creating an experimental setting which recognises need 

for learners to find their feet in a new linguistic habitus ɀ a gradual acclimatisation to being 
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in a foreign world ɀ allowing the mind, body, and world to function integratively, and 

learners can try on habitus for size, perhaps adapting better to them.17  

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, and the more obviously 

successful activities in this regard were breathing and voice work. This explicitness I found 

to be the main thing that the participants looked for. "ÅÃÁÕÓÅ ÏÆ ÁÄÕÌÔÓȭ ÔÉÍÅ ÄÅÍÁÎÄÓ ÔÈÅÒÅ 

is more of an imperative to have a clearly defined purpose for doing something: what can a 

technique be directly used for? An explicit explanation 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 period 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 rhythm, as an area where theatre excels. 

4ÈÅ ÃÁÌÌ ÆÏÒ ×ÏÒË ÏÎ ÁÃÃÅÎÔÓȟ ÁÎÄ ÉÎ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔ !ÍÅÌÉÁȭÓ (2013) ÃÏÉÎÁÇÅ ȬÍÁÒÃÏ 

ÄÅ ÌÁ ÖÏÚȭ ɉȬÆÒÁÍÅ ÏÆ ÔÈÅ ÖÏÉÃÅȭɊȟ ÉÓ ÒÉÐÅ ÆÏÒ ÆÕÒÔÈÅÒ ÉÎÖÅÓÔÉÇÁÔÉÏÎȢ 4ÈÉÓ ÃÏÕÌÄ ÂÅ ÁÃÈÉÅÖÅÄ 

through voice techniques used in theatre such as those of Cicely Berry who proposes that by 

ȬÅØÅÒÃÉÓÉÎÇ ÉÔÓ ÐÈÙÓÉÃÁÌ ÒÅÓÏÕÒÃÅÓȭ ÙÏÕ ÃÁÎ ȬÏÐÅÎ ÕÐ ÔÈÅ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÏÆ ÙÏÕÒ ÖÏÉÃÅȭ ÁÎÄ 

address this area of vulnerability explaining, Ȭ"ÅÃÁÕÓÅ ÉÔ ÉÓ ÓÕÃÈ Á ÐÅÒÓÏÎÁÌ ÓÔÁÔÅÍÅÎÔȟ 

ÃÒÉÔÉÃÉÓÍ ÏÆ ÙÏÕÒ ÖÏÉÃÅ ÉÓ ÖÅÒÙ ÃÌÏÓÅ ÔÏ ÃÒÉÔÉÃÉÓÍ ÏÆ ÙÏÕÒÓÅÌÆȟ ÁÎÄ ÃÁÎ ÅÁÓÉÌÙ ÂÅ ÄÅÓÔÒÕÃÔÉÖÅȭ 

(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, 

                                                      
17 BÙ ȬÆÏÒÅÉÇÎȭȟ ) ÍÅÁÎ ÄÏÉÎÇ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ ÉÓ ÏÕÔ ÏÆ ÙÏÕÒ ÒÅÇÕÌÁÒ ɉÃÏÍÆÏÒÔÁÂÌÅɊ ×ÏÒÌÄ, along with the 
ÓÅÎÓÅ ÏÆ ÂÅÉÎÇ ÉÎ Á ȬÆÏÒÅÉÇÎ ×ÏÒÌÄȭȢ 
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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 warm-up 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  

!Ó ÔÈÉÓ ÉÓ Á ÐÏÒÔÆÏÌÉÏ ÔÈÅÓÉÓȟ ÔÈÉÓ ÁÄÄÅÎÄÕÍ ÓÅÒÖÅÓ ÁÓ Á ȬÂÒÉÄÇÅȭ ÂÅÔ×ÅÅÎ ÔÈÅ ÆÉÒÓÔ ÐÁÒÔ 

of the thesis, consisting of the literature review and the publishable article chapters through 

to the third chapter in Part One which is the methodology for  the main case study in Part 

Two. The addendum demonstrates the implementation of the ideas and challenges that 

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

Hear Your Body Talkȭ, particularly regarding breath and voice work.  

4ÈÅ ÐÉÌÏÔ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔ ÎÁÍÅÄ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭȟ ÄÉÓÃÕÓÓÅÄ ÉÎ Let Me Hear 

Your Body Talk, was designed to investigate the use of ensemble devising techniques and 

activities for second language acquisition. The prominence of physicality in group devised 

theatre meant that there was a specific focus on the role of the body in additional language 

development and communication . In this regard, the Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ case study 

generated intriguing findings especially, as I highlighted in the previous chapter, the 

ÐÁÒÔÉÃÉÐÁÎÔÓȭ interest in breathing and voice work. This led to further research and 

experimentation with voice work techniques and during this time I found the voice 

practitioner Kristen LinklaterȭÓ method (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 part of further establishing my practice, I designed a 

ÃÏÕÒÓÅ ɉÁ ×ÏÒËÓÈÏÐ ÓÅÒÉÅÓɊ ÆÏÒ ÁÄÕÌÔÓ ÃÁÌÌÅÄ ȬConfident Communication for  International 

%ÎÇÌÉÓÈ 3ÐÅÁËÅÒÓȭ Ôo assess the effectiveness of voice and breath work in a context that was 

aimed at beneficially influencing confidence and communicative ability. I ran the course 

three separate times: from spring to summer March-July 2014; in the autumn of 2014 from 

September-December; and in spring 2015 from February-May 2015. All the courses took 
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place in Basel, 3×ÉÔÚÅÒÌÁÎÄȢ 4ÈÅ ÌÁÓÔ ÏÆ ÔÈÅÓÅ ÃÏÕÒÓÅÓ ÒÁÎ ÃÏÎÃÕÒÒÅÎÔÌÙ ×ÉÔÈ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔ ×ÈÉÃÈ is the case study I analysis in Part Two of this thesis, 

following  this addendum. Each session was for two hours per week (32 hours in total for the 

first two courses and 24 for the last one). This time scale reflects the typical duration of 

current language programmes offered to adult learners by established language schools in 

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 of the 

voice and breathing in the communicative process along with a variety of techniques with a 

physical focus. The activities explored breathing exercises and voice work, non-verbal 

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 facilitator. 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 activities have in the way they communicated in relation to 

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

4ÈÅ ÁÃÔÉÖÉÔÉÅÓ ÕÓÅÄ ÆÏÒ ÔÈÉÓ ÐÕÒÐÏÓÅ ÓÏÕÇÈÔ ÔÏ ÁÆÆÅÃÔ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÌÉÎÇÕÉÓÔÉÃ ÁÂÉÌÉÔÙ 

beneficially and increase awareness of their vocality as part of the ongoing research process.  

I adapted the Linklater Voice Training techniques ɀ which are based on elements from the 

Alexander technique and the work of Feldenkrais ɀ 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 vocal production in speakers of an 

additional language. This involved addressing physical aspects of communication and voice 

work in seven different sections as proposed in 4ÈÅ ,ÁÎÇÕÁÇÅ 4ÅÁÃÈÅÒȭÓ 6ÏÉÃÅ by Alan Maley 
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(2000), one of the first practitioners to look at using drama for language learning. These 

seven aspects are: Relaxation, Posture, Breathing, Voice Resonance, Articulation, 

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 warm-up techniques, the voice 

could be strengthened, and develop a larger and more nuanced range of sounds. This 

affords the speaker a better awareness of 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 feel more comfortable in varying linguistic 

habitus. 

In my practice, I 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 ÁÓ Ȭwarm-

upȭ ÅØÅÒÃÉÓÅÓȟ ÔÈÅ ×ÏÒËÓÈÏÐÓ ×ÅÒÅ ÃÅÎÔÒÅÄ ÏÎ the voice work methods. The participants 

were involved in voice work from the beginning with a specific focus on affecting their 

confidence beneficially. ThÉÓ ÃÏÎÔÒÁÓÔÅÄ ×ÉÔÈ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ×ÈÅÒÅ 

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 course was not aimed at non-native speakers, all the participants, bar one, identified 

English as an additional language to them.1 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 

                                                      
1 The exception was bilingual (American-French). 
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substantial insight into the various effects that work on gesture and the voice had on the 

participants.  

Each participant reported that, to some degree, applying breath and voice 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-ÕÐ ÒÏÕÔÉÎÅ ÏÆ ÕÐ ÔÏ Ϋί ÍÉÎÕÔÅÓ ÔÏ ÊÕÓÔ ÏÎÅ ÍÉÎÕÔÅ ÏÆ ÂÒÅÁÔÈ ×ÏÒË ÔÏ ÅÁÓÅ ÔÈÅÉÒ ȬÊÉÔÔÅÒÓȭȢ 

Although anecdotal this feedback provides some evidence that the techniques that were 

learnt and applied were beneficial for a sense of competent and 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 in-course 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 self-confidence and self-efficacy which can be brittle in 

even the most fluent of speakers. This perhaps relates to the sensation of never being able 

ÔÏ ÁÔÔÁÉÎ ÔÈÅ ȬÃÏÍÐÌÅÔÅȭ ÓÔÁÔÕÓ ÏÆ ÔÈÅ ÉÄÅÁÌ ÎÁÔÉÖÅ ÓÐÅÁËÅÒ ÉÎ ÔÈÅ ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅȢ ,ÁÒÁ ÓÉÇÎÅÄ 

up to a second workshop, after which she reported that her self-efficacy and feelings about 

ÈÅÒ ÃÏÍÐÅÔÅÎÃÅ ÉÎ ÐÒÅÓÅÎÔÉÎÇ ÈÁÄ ÉÍÐÒÏÖÅÄȢ (ÅÒ ÐÅÒÃÅÐÔÉÏÎ ÁÂÏÕÔ ÈÏ× ÓÈÅ ȬÐÅÒÆÏÒÍÅÄȭ 

only altered slightly but her awareness of her body and gestures grew and she found herself, 

ÉÎ ÈÅÒ ×ÏÒÄÓȟ ȬÃÏÎÓÃÉÏÕÓÌÙ ÃÏÍÐÅÔÅÎÔȭȟ ÅÃÈÏÉÎÇ ÔÈÅ Ȭconscious competenceȭ stage learning 

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 and voice work in the main research project and 

ÃÁÓÅ ÓÔÕÄÙȟ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭȟ ÁÎÄ ÔÈÅ ÃÈÁÌÌÅÎÇÅÓ ÔÈÁÔ ÔÈÉÓ ÐÒÅÓÅÎÔÅÄ ÐÒÁÃÔÉÃÁÌÌÙ ÉÎ Á 

group devised theatre project. 

Voice WÏÒË ÉÎ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ Research Project  

A gradual introduction of breath and voice work is in line with voice work specialist 

Rebekah MaggorȭÓ ÅØÐÌÁÎÁÔÉÏÎ ÔÈÁÔȟ ȬUnderstanding the reasoning and desired result 

behind each exercise builds trust and encourages risk takingȭ (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 participantsȭ 

schedules, my plans to start each session doing voice work were undone. This was due to 

problems of punctuality caused by the changing of timetables at the university and, on 

occasion, the ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÏÔÈÅÒ ÃÏÍÍÉÔÍÅÎÔÓȢ 4ÈÉÓ ÃÈÁÌÌÅÎÇÅ ÔÏ ÒÕÎÎÉÎÇ Á ÇÒÏÕÐ ÄÅÖÉÓÅÄ 

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

)Î ÔÈÅ ÉÎÉÔÉÁÌ ÓÔÁÇÅÓ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȟ ÏÎÌÙ Ô×Ï ÏÒ ÔÈÒÅÅ students 

were able to arrive on time for the official start of the workshop sessions. They were 

reluctant to start the voice work knowing other delayed members of the group would be 

coming into the session 20 or 30 minutes late. 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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×ÈÉÃÈ ×ÁÓ ÔÈÅ ÐÒÏÊÅÃÔȭÓ ÏÖÅÒÁÌÌ ÇÏÁÌȢ 4ÈÅÒÅÆÏÒÅȟ ÁÆÔÅÒ ÄÉÓÃÕÓÓion with the group the 

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

for the final performance. This meant that we engaged in voice work ÄÕÒÉÎÇ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÍÕÃÈ ÌÅÓÓ ÔÈÁÎ ) ÈÁÄ ÁÎÔÉÃÉÐÁted.  

The ÇÒÏÕÐȭÓ decision to focus on collective creation proved to be correct 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 which 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 practice. Perhaps 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 40-minute 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 participants felt prior to the show as it was their 

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

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

group regretted that we chose to reduce the use of voice 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 beneficial, even in one case having both beneficial and unfavourable 

effects. Pre-show nerves may have been abated 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, 

ȬnearlÙ ÃÒÉÅÄ ÁÈÅÁÄ ÏÆ ÔÈÅ ÆÉÒÓÔ ÓÈÏ×ȭ. When asked to elaborate she said that it was when 

ÓÈÅȟ Ȭwas lay on the floor doing the relaxation stuff [referring to the breathing exercises] and 

had tears in my eyes and they were forming, ÁÎÄ ) ×ÁÓ ÌÉËÅ Ȱ.ÏȦ ÎÏȦȱȭȢ Asked whether the 

ÒÅÌÁØÁÔÉÏÎ ÈÅÌÐÅÄ ÓÈÅ ÒÅÐÌÉÅÄȟ Ȭnot the ÆÉÒÓÔ ÔÉÍÅȟ ÂÕÔ ÔÈÅ ÓÅÃÏÎÄȟ ÙÅÓȭ.  
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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).2 It also demonstrates how emotionally powerful such 

exercises can be. For Julie it was the breathing aspect of voice 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 other voice 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 ÔÈÅ ÎÏÔÉÏÎ ÏÆ ÔÈÅ ȬÍÁÒÃÏ ÄÅ ÌÁ ÖÏÚȭ ɉȬÆÒÁÍÅ ÏÆ ÔÈÅ ÖÏÉÃÅȭɊ ÆÒÏÍ ÔÈÅ ÐÒÅÖÉÏÕÓ 

chapter, Let Me Hear Your Body Talk. Katherine Meizel explains this as, Ȭ7ÈÁÔ Á ÖÏÉÃÅ 

carries [is] not only lexical meanings and emotion, but also vital information about culture, 

identity, and the dynamics of power ÔÈÁÔ ÓÕÆÆÕÓÅÓ ÈÕÍÁÎ ÃÏÍÍÕÎÉÃÁÔÉÏÎȭ (2011: 267). 

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 the ȬPerforming 

Languagesȭ ÐÒÏÊÅÃÔ ×ÈÉÃÈ ÁÄÈÅÒÅÄ ÔÏ /ÄÄÅÙȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÅÖÅÒÙ ÐÒÏÊÅÃÔ ÇÅÎÅÒÁÔÅÓ ÉÔÓ Ï×Î 

×ÏÒËÉÎÇ ÐÒÏÃÅÓÓȭ (1994: 25). Effectively, it was impractical to implement the voice work to 

the extent that I had initially planned due to reluctance from the participants, at times, and 

the overarching need for the ensemble to concentrate on devising for the performance 

guided where the research went. What might be suggested is that in future research 

separate dedicated sessions to breath and voice work be scheduled into the group devising 

process. This means that the necessary time is dedicated to fully implement techniques that 

harbour such potential.  

                                                      
2 ȬLinklater Voice Training and Foreign Language Teaching: Enhancing language learning through 
the use of performative vocal trainingȭ. A collaboration between Griffith University (Brisbane) and 
The University of Queensland looking at training a group of modern language teachers to implement 
a Linklater-based voice studies project with a group of undergraduate students of Italian as a Foreign 
language. The course ran from 2014-2016. 
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Although the use of overt physicality and gesture along with breath and voice work 

was employed in the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project, other elements of the practise and 

research became more pertinent, which I discuss in the introduction to the project , in 

#ÈÁÐÔÅÒ &ÏÕÒȟ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓ ÉÎ Á #ÏÍÍÕÎÉÔÙ ÏÆ %ÑÕÁÌÓȡ An IÎÔÒÏÄÕÃÔÉÏÎȭ. This was 

due to how the process evolved, therefore, I 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 breath and 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, I provide a rationale for the use of a case study approach and detail a 

validation for each of the methodological choices that were made for the research. A model 

is provided for the research orientation , which demonstrates the philosophical and 

technical basis and formulation of the individual methodological choices. I go on to explain 

the use of different methodological approaches of my practice and research that combines 

the philosophical and pedagogical methodology of group devised theatre, participatory 

action research and case study methodologies, along with an outline of the main project 

that constitutes the case study. An account of the research design and methods I used for 

the data collection, processing and analysis is then given. 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 provided to 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 

ÄÅÖÉÓÉÎÇ ÔÈÅÁÔÒÅ ÁÎÄ ÖÏÉÃÅ ×ÏÒË ÅØÅÒÃÉÓÅÓ ÁÆÆÅÃÔ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÃÏÎÆÉÄÅÎÃÅ ÁÎÄ ÍÏÔÉÖÁÔÉÏn in 

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 language 

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

Joe Winston reasons that the Ȭepistemological and political principles and 

opportunitiesȭ of case studies (in the sense of how case studies emerged as radical 

approaches to research) is particularly suitable for drama educators and researchers in that 

case studies adhere to Ȭpractical needsȭ 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 Ȭis uniquely appropriate as a form of educational researchȭ, 

claiming that it can Ȭrelate theory and practice, advancing professional knowledge by 

academic meansȭ (1994: 9), which is very pertinenÔ ÔÏ ÔÈÅ ÃÁÓÅ ÓÔÕÄÙ ) ÐÒÅÓÅÎÔȟ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭȢ  

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 particularity should not be conflated with uniqueness, or 

at least not from the perspective of how I am looking at the case, rather, just what I am 

looking at (1994: 13). From this perspective, the assertion I make is that the findings from 

the case can, to some extent, be generalised. 

Helen Simons strengthens this position by explaining that case studies have a 

Ȭcapacity for understanding complexity in particular contextsȭ (1996: 225). However, like 

Simons, I am aware that this may be seen as a weakness in the research in that 

generalization is problematic owing to the particularity of the subject being studied 

(Simons, 1996: 225). In response to this appraisal, Simons offers the argument that case 

studies are not merely limited in their applicability to  a Ȭsingle caseȭ but, Ȭby focussing in 

depth and from a holistic perspective, a case study can generate both unique and universal 

understandingsȭ (1996: 225). In terms of generalisation, this thesis does not claim that 

adopting the methodologies that were used in the ȬPerforming Languagesȭ case study had 
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the same effect on each participant nor, indeed, would have had in the use of those 

methodologies in other settings or studies. However, as Roger Gomm, Martyn  Hammersley, 

and Peter Foster posit, the idea that case study research can produce causal explanations or 

theories as to the usefulness or effectiveness of those means is problematic in important 

areas though this can only be resolved Ȭthrough practical investigation of what is and is not 

achievableȭ (2011: 251ɀ252). In this sense, alongside other pieces of research, the ȬPerforming 

Languagesȭ case study can be seen as a small part in progress towards this potentiality. 

As Golby points out, Ȭcase study is concerned with intelligibilityȭ (1994: 13) meaning 

how the case connects with other similar cases. There are various examples that allow for 

the ȬPerforming Languagesȭ case study to make this connection in the sense that there are 

many groups or classes of 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, Ȭindividual and particular: like other entities of a similar kind 

but never entirely identical with themȭ (Elton, 1967: 8). An example of such is Peter 

,ÕÔÚËÅÒȭÓ case study of the rehearsing and performance of a full-length play (Lutzker, 2007); 

others might be Nicoletta Marini -Maio & Colleen Ryan-ScheutzȭÓ ÔÅÁÃÈÉÎÇ )ÔÁÌÉÁÎ ÔÈÒÏÕÇÈ 

the process of performing scripted plays or Stephen Boyd & Manfred Schewe for German 

(Marini -Maio and Ryan-Scheutz, 2010; Boyd and Schewe, 2012). The similarities to the case 

study I present would be that all three studies were based on the rehearsal process and 

eventual performance of a theatre production, yet differing, in that they used play scripts 

and were performed 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 Ȭ[T]he 

search for certainty, comparison and conclusiveness tends to drive out alternative ways of 

seeingȭ (1996: 237), such as the individual perspectives of the participants in the case study. 
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This is echoed by Louis Cohen, Lawrence Manion, and Keith MorrisonȭÓ view of case studies 

as providing interpretive paradigms Ȭto understand and interpret the world in terms of its 

actorsȭ (2011: 51). Winston also warns that researchers should be aware that there might not 

be Ȭone correct interpretationȭ and encourages the consideration to Ȭdocument alternative 

understandings of the same eventȭ (2006: 47). This understanding is duly considered 

throughout the chapters that follow  in Part Two, particularly so in Chapter Eight, ȬMessing 

It Up As We Go Alongȭȟ where I discuss the Ȭblurringȭ of my depictions and revisit and 

interrogate my own interpretations.    

Ethical Considerations  and Issues 

In its encompassing nature, the parameters of what constitutes a case study can be 

problematic. There have been claims that categorising 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 criticism 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 manner Ȭas a means of 

understanding complex human situations and human encountersȭ and embracing the 

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

×ÁÓ ÎÏÔ ÏÎÅ ÄÉÓÃÒÅÔÅ ȬÃÁÓÅȭ ÁÓ ÓÕÃÈȟ ÙÅÔȟ ÎÏÒ ×ÅÒÅ ÔÈÅÒÅ ÓÅÐÁÒÁÔÅȟ ÕÎÃÏÎÎÅÃÔÅÄ ÃÁÓÅÓȢ 4ÈÅ 

case was the group of participants in the ȬPerforming Languagesȭ project and the cases of 

each of the individuals themselves. The dual (and, indeed, multiple) nature of this case 

study is addressed throughout the case study in Part Two, especially so in Chapter Six, ȬThe 

Individual in the Collectiveȭ.   

My own place in the study ɀ the ethical perspective of how my interpretation as a 

researcher was regulated ɀ is also considered in terms of my relation to Ȭthe individuals, the 

institutions and the processes that constitute the studyȭ (Golby, 1994: 20). Ensuring Ȭan 
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appropriate form of objectivityȭ as Golby (1994: 20) stresses (while acknowledging 

Ȭobjectivityȭ as a Ȭweasel wordȭ) was achieved through a combination of retrospective data 

analysis, detailed later in the research design and methods section, and self-reflection and, 

duly, praxis as a practitioner-researcher. It must be acknowledged, however, that some 

parts of the case study concern researching parts of my practice and pedagogy ɀ detailed in 

Part Two, in particular in the chapters four and five, ȬThe Ignorant Facilitatorȭ and ȬThe 

Individual in the Collectiveȭ, ÒÅÓÐÅÃÔÉÖÅÌÙȢ 'ÏÌÂÙȭÓ ÅØÈÏÒÔÁÔÉÏÎ ÔÏ ÁÄÈÅÒÅ ÔÏ Ȭthe principles of 

honesty and openness [ȣ] making all [ȣ] intentions apparent to all concernedȭ (1994: 25) is 

a position that had great bearing on the ȬPerforming Languagesȭ project. This has great 

ÒÅÌÅÖÁÎÃÅ ÏÎ ÍÙ ÐÏÓÉÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ ÒÅÓÅÁÒÃÈ ÁÓ Á ȰÇÁÔÅËÅÅÐÅÒȱȟ ÂÏÔÈ ÁÓ ÁÎ ÅÄÕÃÁÔÏÒȟ ÉÎ ÍÙ 

role as theatre and language facilitator-teacher, 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 

ÏÕÔÃÏÍÅÓ ÉÎ ÁÎ ȰÈÏÎÅÓÔ ÁÎÄ ÏÐÅÎȱ ÍÁÎÎÅÒ ÄÏÅÓȟ ÈÏ×ÅÖÅÒȟ ÍÅÁÎ ÔÈÁÔ ÔÈÅ ÐÒÏÊÅÃÔ ÃÁÎ ÂÅ 

aÆÆÅÃÔÅÄȢ 0ÅÒÓÏÎÁÌ ÉÎÔÅÒÅÓÔÓ ÉÎ ȬÁÉÄÉÎÇȭ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒ ÔÏ ÆÉÎÄ ×ÈÁÔ ÔÈÅÙ ÁÒÅ ÈÏÐÉÎÇ ÆÏÒ ÉÓȟ 

contradictorily, potentially damaging to the authenticity and integrity of the research, along 

with the vicissitudes in behaviour common when people are aware of being observed.1 

Therefore, the main stated goal of the project was to create a piece of theatre and that 

would be devised, created and performed in 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 often Ȭrelated to the validity of 

the researchȭ (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 ȬPerforming Languagesȭ 

                                                      
1 This is often referred to as the ȬHawthorne effectȭ, coined by Henry A. Landsberger (Landsberger, 
1958). 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 
 

93 
 

project and was revisited throughout the project with the participants helping to decide 

what data was acquired and how. This is discussed is greater detail below.  

7ÉÎÓÔÏÎ ÇÕÉÄÅÓ ÕÓ ÔÏ 2ÏÂÅÒÔ %Ȣ 3ÔÁËÅȭÓ ÔÁËÅ ÏÎ ÔÈÅ ÍÁÔÔÅÒ ÏÆ ÖÁÌÉÄÉÔÙ ×ÉÔÈ 3ÔÁËÅ 

addressing arguments dealing with subjectivity and objectivity (1995: 99ɀ102). Stake holds 

that the epistemological challenges of validity to be Ȭethical obligations to minimise 

misrepresentation and misunderstandingȭ, proposing categories of triangulation: data 

source; investigator; theory; and methodology (1995: 112ɀ115).2 In line with Stakes guidance  

to see if the subject (and data source) changed when seen in Ȭother times, in other spaces, or 

as persons interact differentlyȭ (1995: 112), the participants had diverse temporal, spatial and 

interpersonal experiences during the ȬPerforming Languagesȭ project. Along with me as the 

principal investigator, the participants themselves became co-observers in that they were 

encouraged to give their impressions of, and observations on, the process throughout. I use 

the writings of Rancière (1991, 2004, 2011) and others including devising theatre theory to 

provide a theoretical perspective on the research. Methodologically, the interpretation of 

the phenomena was channelled through diverse sources: interviews, observation s and 

documents (both online and in handwritten form ). 

Informed consent was ethically essential for the study and paramount was the 

ÒÅÓÅÁÒÃÈ ÐÁÒÔÉÃÉÐÁÎÔÓȭ Á×ÁÒÅÎÅÓÓ ÏÆ ÔÈÅ ÒÅÁÓÏÎÓ ×ÈÙ ÔÈÅ ÒÅÓÅÁÒÃÈ ×ÁÓ ÔÁËÉÎÇ ÐÌÁÃÅ ÁÎÄ ×ÈÁÔ 

would happen to information they provided  was addressed in both written form and 

reviewed in verbal discussions throughout the project. In terms of confidentiality , research 

participants were promised that their views or identities would not be exposed in undesired 

ways and, as I was engaged in a project in sites outside of the University of Manchester, that 

there was no conflict of interest. I 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 in The Research Act (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 

ÐÁÒÔÉÃÉÐÁÎÔÓȟ ×ÁÓ ×ÒÉÔÔÅÎ ÓÕÃÃÉÎÃÔÌÙ ÁÎÄ ÉÎ ÌÁÙÐÅÒÓÏÎȭÓ ÔÅÒÍÓ ÁÎÄ ÉÎÃÌÕÄÅÄȡ 

Ɇ The name and contact details of the researcher (University email, address and 

phone number only) 

Ɇ An explanation of the research aims and what the research aimed to achieve 

Ɇ The reasons why the research participant was approached 

Ɇ 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) 

Ɇ A description of what would happen to the data collected 

Ɇ The likely outputs of the research 

Ɇ A statement clarifying the limits of anonymity and confidenti ality offered 

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

without giving a reason 

Ɇ The name and contact details of the supervisor and the University of Manchester 

Research Governance office 

Participants gave written consent to 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 that were likely to cause distress, as they were 

not specifically, for example, dealing with or discussing traumatic personal histories or 

experiences. However, some topics were explored which provoked strong feelings in 

respondents. For example, these were: explorations of identity, religious beliefs and 
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practices; the representation of specific communities in art and literature ; questions of 

cultural difference; the production and reception of the performances; and the disaffection 

participants often expressed they had 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 boundaries (Mulhouse lies at the tri -

national border of France, Germany and Switzerland) and with a mix of cultures 

(Italian/Italo -Arabic/French, English, Scottish, Austrian, German), I took account of and 

was aware of cultural norms in the research site/community and I took care to act in ways 

that are respectful of these at all times.  

The working language of the research project was predominantly in English t hough, 

understandably given the cross-lingual nature of the project, there were pertinent moments 

where the other languages known to the participants were used. As these moments of code 

switching were discussed at the time (with an explanation given in English), or were stand-

alone moments (discussed in the case study), it was not necessary to be fluent in those 

languages and/or to use professional translation and interpretation services. This may have 

meant challenges relating to communication and cultural awareness which meant that I 

needed to be ready to call on my experience as a trained and experienced facilitator in 

intercultural awareness and group dynamics and to facilitate discussion 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 audio-recorded when 

being interviewed so that this data could be analysed and the participants were assured that 

this data would be erased five years 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 workshop sessions that took place on weekend days 

might be tiring for the ensemble and this was closely 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 alter the pace or style of the theatre work accordingly. There 

was a slight possibility of minor muscular strains due to the physical nature of some of the 

exercises, though none occurred. As a precaution and as an intrinsic element of the creative 

process, there were Ȭwarm upȭ activities gradually and adequately to 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 non-participat ion 

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, I attended a research ethics 

training session hosted by artsmethods@manchester (covering research ethics principles, 

risk assessments, good practice when carrying out fieldwork and working alone) and 

attended subject area research training sessions as relevant to my research. The research 

project took place off-campus and a risk assessment is in the appendices (see Appendix 2).  

The School of Arts, Languages and Cultures Research Ethics Committee at 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 

I consider my professional creative practice and research as Practice-as-Research 

ɉ0Á2ɊȢ ) ÄÏ ÔÈÉÓ ÆÏÌÌÏ×ÉÎÇ 2ÏÂÉÎ .ÅÌÓÏÎȭÓ ÄÅÆÉÎÉÔÉÏÎ ÔÈÁÔ Ȭ0Á2 ÉÎÖÏÌÖÅÓ Á ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔ ÉÎ 

×ÈÉÃÈ ÐÒÁÃÔÉÃÅ ÉÓ Á ËÅÙ ÍÅÔÈÏÄ ÏÆ ÉÎÑÕÉÒÙ ÁÎÄ ×ÈÅÒÅ ɏȣɐ Á ÐÒÁÃÔÉÃÅ ɏȣɐ ÉÓ ÓÕÂÍÉÔÔÅÄ ÁÓ 

substantial eviÄÅÎÃÅ ÏÆ Á ÒÅÓÅÁÒÃÈ ÉÎÑÕÉÒÙȭ (2013: 8ɀ9). In the first requirement, the practice 

I undertook constituted the mode of inquiry. Regarding the second requirement, I present 

evocative instances throughout the thesis which relates the collective creation process, 

theatrical performance and other cultural practice that came about because of the project. 

(Ï×ÅÖÅÒȟ ÆÏÒ ÔÈÅ ÐÕÒÐÏÓÅÓ ÏÆ ÔÈÉÓ ÔÈÅÓÉÓ ) ÕÓÅ ÔÈÅ ÔÅÒÍ ȬÐÒÁÃÔÉÃÅÄ-ÂÁÓÅÄ ÒÅÓÅÁÒÃÈȭ ÆÏÌÌÏ×ÉÎÇ 

.ÅÌÓÏÎȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÔÈÁÔ ÉÔ ȬÄÒÁ×Ó ÆÒÏÍȟ ÏÒ ÉÓ ÁÂÏÕÔȟ ÐÒÁÃÔÉÃÅ ÂÕÔ ×ÈÉÃÈ ÉÓ ÁÒÔÉÃÕÌÁÔÅÄ ÉÎ 

traditional word -ÂÁÓÅÄ ÆÏÒÍÓȭ (2013: 10). A 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). It may suffice to say, once again using a Nelson 

ÄÅÆÉÎÉÔÉÏÎȟ ÔÈÁÔȟ ȬËÎÏ×ÉÎÇ-doing is inherent in the practice and the practice is at the heart of 

ÔÈÅ ÉÎÑÕÉÒÙ ÁÎÄ ÅÖÉÄÅÎÃÅÓ ÉÔȭ (2013: 10). 

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, in 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 stages. Group devised theatre 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.3 As with most devising processes, rather than from conventional notions of a 

pre-ÅØÉÓÔÉÎÇ ÓÃÒÉÐÔȟ ÉÔ ÂÅÇÁÎ ×ÉÔÈ Á ÒÁÎÇÅ ÏÆ ÓÔÉÍÕÌÉ ÉÎÃÌÕÄÉÎÇ ÔÈÅ ÔÈÅÍÅ ÏÆ ȬÌÉÇÈÔȭ ÁÎÄ ÔÈÅ 

ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÉÎterest in questions around identity. It also drew on the individual 

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 indiv idually. 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 acquisition 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 appealed 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. I saw this approach as being apt to 

tackle issues that I had previously encountered working in and attending language learning 

classrooms that employ text-orientated, desk-based methods which I feel do not address 

concerns regarding physicality and self-efficacy. 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 with ad hoc use 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 many aspects of SLA, especially in both 

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.4 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 ȬMaking the Caseȭ. 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 

ÃÏÎÔÒÁÓÔÅÄ ×ÉÔÈ ÔÈÅ ÐÒÏÊÅÃÔȭÓ ÉÎÔÅÎÔÉÏÎ ÏÆ ÏÖÅÒÔ ÐÈÙÓÉÃÁÌÉÔÙȢ 4ÈÅÒÅ ÃÁÎ ÁÌÓÏ ÂÅ ÁÎ 

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 thesis submitted in June 2010.5 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 and whether there can be a 
ȬÐÅÒÆÏÒÍÁÎÃÅȭ ÁÓ ÓÕÃÈ ɉÓÅÅ 0ÉÁÚÚÏÌÉ άΪΫβȟ ÁÍÏÎÇÓÔ ÏÔÈÅÒÓɊȟ ÙÅÔ ) ÁÍ ÔÁËÉÎÇ ÔÈÅ ÐÏÓÉÔÉÏÎ ÔÈÁÔ ÍÕÃÈ 
process drama involves only the participants themselves rather than an outside audience. 
5 4ÈÅ ÐÒÏÊÅÃÔ ×ÁÓ ÃÁÌÌÅÄ Ȭ#ÒÏÓÓÒÏÁÄÓȭ ÁÎÄ ÔÏok place in New York City from September 2009-April 
2010. 
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action research suggested by Jean McNiff and Jack Whitehead: ȬAction researchers 

undertake their enquiries for two main purposesȭ; firstly, Ȭto contribute to new practices 

(this is the action focus of action research)ȭ, and secondly, Ȭto contribute to new theory (this 

is the research focus of action research)ȭ (Whitehead and McNiff, 2012: 45). I 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 the purpose of the ȬPerforming Languagesȭ project. This aim 

was the experimentation with my theatre practice, specifically group devised theatre for 

SLA, with a participatory population intend ing to affect change in an area of concern with 

the objective of producing new theory to support this approach.  

!ÃÔÉÏÎ ÒÅÓÅÁÒÃÈȭÓ ÒÅÐÅÁÔÅÄ ÍÅÔÈÏÄ ÏÆ ÐÌÁÎÎÉÎÇȟ ÐÒÁÃÔÉÃÅȟ ÏÂÓÅÒÖÁÔÉÏÎȟ ÅÖÁÌÕÁÔÉÏÎ 

and critical consideration before the next cycle begins (McNiff and Whitehead, 2002) has its 

ÒÏÏÔÓ ÉÎ &ÒÅÉÒÅΈÓ ÃÏÎÃÅÐÔ ÏÆ ΉÐÒÁØÉÓΉ Ж ÐÒÁÃÔÉÃÁÌ ËÎÏ×ÌÅÄÇÅ ÆÏÒÍÅÄ ÆÒÏÍȟ ÁÎÄ ÉÎÆÏÒÍÉÎÇȟ 

action with praxis being described as involving engagement Ȭin a cycle of theory, 

application, evaluation, reflection, and then back to theoryȭ (Freire, 1998: 75). From this 

cycle of action-reflection-action, based on my post-session notes and observations, I 

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

Data Acquisition  

The source of the data for the analysis of this case 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: audio-recorded semi-structured 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 throughout 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 sometimes during breaks, for 

example, while we ate together. The on-going 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 emergence 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 conspicuously Ȱresearchȱ. 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, better served 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 

observations. 

Participant Observation   

According to Robin R. Alexander, participant observation Ȭis a group of methods 

that stresses observation in the settingȭ, including, observation, analysis of documents 

connected to the subject(s), detailing of events and interviewing (1982: 63). He further 

stipulates that it Ȭrequires in-depth interaction because the inquirer adopts the role of 

subject within the research situationȭ (Alexander, 1982: 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, which enhances the possibility for richly detailed and 

balanced description. As I 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 and educational research (Walker and Boyer, 2018: 3), especially with the 

advent of high quality, affordable, digital equipment and has therefore Ȭbecome an 

increasingly useful tool for researchers to gather data, aid in analysis and present resultsȭ 

(Walker and Boyer, 2018: 2). It is also a valuable source in theatre research. For example, 

Winston sees video as important evidence as it permits Ȭfurther viewings of the drama workȭ 

and also allow for Ȭscrutiny of complex spatial signifiers beyond the scope of an observation 

sheetȭ such as Ȭpatterning of spaceȭ and ȬÔÈÅ ÄÙÎÁÍÉÃÓ ÏÆ ÖÁÒÉÏÕÓ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÍÏÖÅÍÅÎÔÓȭ 

that could give evidence of gendered use of space (2013: 54ɀ55).  

This was an important consideration for the ȬPerforming Languagesȭ 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 fullyȢ !Ó (ÁÒÒÙ 7ÏÌÃÏÔÔ ÁÄÖÉÓÅÓȟ ÔÈÉÓ ÉÓ ȬÎÏÔ ÔÏ 

ÁÃÃÕÍÕÌÁÔÅ ÁÌÌ ÔÈÅ ÄÁÔÁ ÙÏÕ ÃÁÎȭ (1990: 35) and to avoid the temptation t o merely produce 
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reams of data; 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 and review the data in different 

modes, and it may be a more reliable tool than the memories of participants and 

ÒÅÓÅÁÒÃÈÅÒÓ ÔÏ ÒÅÖÉÓÉÔ ÁÎÄ ÒÅÆÌÅÃÔ ÏÎȟ ÔÈÅ ÍÅÄÉÕÍ ÏÆ ÖÉÄÅÏ ÏÆÔÅÎ ÆÁÉÌÓ ÔÏ ÃÁÐÔÕÒÅ ÔÈÅ ȬÅÓÓÅÎÃÅȭ 

ÏÒ ȬÆÅÅÌȭ ÏÆ ÔÈÅÁÔÒÅ ÅÖÅÎÔÓ ɀ what Matthew Reason has described as 'liveness' (2004: n.p.) ɀ 

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 points ɀ 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 resolved yet, 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 participantÓȭ ÓÅÌÆ-efficacy, the aim of the 

research.  

Interviews  

As we interview people to Ȭfind out from them those things we cannot directly 

ÏÂÓÅÒÖÅ ɏÁÓɐ ȣ 7Å ÃÁÎÎÏÔ ÏÂÓÅÒÖÅ ÆÅÅÌÉÎÇÓȟ ÔÈÏÕÇÈÔÓȟ ÁÎÄ ÉÎÔÅÎÔÉÏÎÓȭ (Patton, 2002: 340ɀ

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 session involving the 

entire ensemble. Lengthy, semi-structured interviews were used due 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 open-ended discourse on topics indirectly linked with the 

research enquiry to emerge. Michael Quinn Patton tells us that this offers Ȭflexibility, 

spontaneity, and responsiveness to individual differences and situational changesȭ (2002: 

343). This can mean that as semi-structured 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 accommodating. Also, as 

the interviews took place only with the members of the ensemble, connections between 

ÅÁÃÈ ÄÉÆÆÅÒÅÎÔ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÒÅÓÐÏÎÓÅÓ ×ÁÓ ÍÏÒÅ ÒÅÁÄÉÌÙ ÍÁÄÅ ÔÈÁÎ ÉÆ ÔÈÅ ÉÎÔÅÒÖÉÅ×Ó ÈÁÄ 

been with a much larger group of interviewees.  

All these research interviews, including the group interview, took place on the 13th 

April 2015, except the one with Chloe on the 15th April 2015 and the joint one with Constance 

and Nadine, which was on the 12th of June 2015. The 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. I 

used an interview guide with questions directly related to the research enquiry such as 

Ȭ(Ï× ÄÏ ÙÏÕ ÆÅÅÌ ÁÂÏÕÔ ÙÏÕÒ ÁÂÉÌÉÔÙ ÉÎ %ÎÇÌÉÓÈ ÁÆÔÅÒ ÔÈÅ ÐÒÏÊÅÃÔȩȭ ÁÎÄ Ȭ4Ï ×ÈÁÔ ÅØÔÅÎÔ ÄÏ ÙÏÕ 

ÆÅÅÌ ÙÏÕ ×ÅÒÅ ÁÂÌÅ ÔÏ ÃÏÎÔÒÉÂÕÔÅ ÙÏÕÒ ÉÄÅÁÓ ÔÏ ÔÈÅ ÔÈÅÁÔÒÅ ÐÒÏÃÅÓÓȩȭȢ 4ÈÅ ÉÎÔÅÒÖÉÅ× ÐÒÏÔÏÃÏÌ 

was explained to each participant individually at the start of each interview. I 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 media, was 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 what happened during the 

devising process. The coding categories discussed in this analysis include: self-efficacy; 

understanding of power relations and dynamics; understanding and opinion of collective 

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

I then organised the thematically coded data using a spatial technique, placing, 

arranging and, duly, re-arranging, colour-coded post-it 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 I needed to employ a portfolio methodology to describe the different 

approaches. This spatial arranging and coding method was conducive as it provided an all 

over more physical way of organising 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 allowed connections to be 

readily visible and/or reshuffling those connections by moving a thought, theme, 

theoretical concept or writer from one section to another. I 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 was an 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 I analyse throughout the chapters. These moments are 

captured in phenomenological descriptions or vignettes, explained in the following section .  

Representation of Data  

As my methodology is based on practitioner-participant observation and reflection, 

I describe specific instances, 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 

of tÈÅ ÓÅÓÓÉÏÎÓ ÔÈÉÓ ÃÏÍÂÉÎÁÔÉÏÎ ÐÒÏÖÉÄÅÓ Á ÂÁÌÁÎÃÅ ÂÅÔ×ÅÅÎ ÍÙ ȬÖÏÉÃÅȭ ÁÓ Á ÐÒÁÃÔÉÔÉÏÎÅÒ-

researcher and the voices of the participants. 

 Heeding 3ÔÁËÅȭÓ ÉÍÐÌÏÒÁÔÉÏÎ ÔÏ ȬÄÅÖÅÌÏÐ vicarious experiences for the reader, to give 

ÔÈÅÍ Á ÓÅÎÓÅ ÏÆ ȰÂÅÉÎÇ ÔÈÅÒÅȱȭ (1995: 63 italics in original), I give some evidence via a series 

of impressionistic vignettes to examine and analysis the beneficial aspects of 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 should Ȭapproximate the 

Ȱway of the artistȱ ȣ ÉÎ ÁÓÐÉÒÉÎÇ ÔÏ ÄÅÓÃÒÉÂÅ ÁÎÄ ÉÎÔÅÒÐÒÅÔ ÔÈÏse encountersȭ while striving to 

Ȭembrace the paradoxes inherent in people, events and sites we study and explore rather 

than try to resolve the tensions embedded in themȭ (1996: 237). Winston, cit ing Simons, 

calls ÆÏÒ ÁÒÔÉÓÔÒÙ ÉÎ ÒÅÓÅÁÒÃÈȟ ÎÏÔÉÎÇ ÔÈÅ ÓÉÍÉÌÁÒ ȬÊÏÕÒÎÅÙÓȭ ÏÆ ÄÅÖÉÓÅÒÓ ÏÆ ÔÈÅÁÔÒÅ ÁÎÄ 

researchers which can be irregular and uncertain (2006: 45). The vignettes I have included 

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

ÔÈÅ ÒÅÁÄÅÒ ÔÈÅ ÓÅÎÓÁÔÉÏÎ ÏÒ ȬÆÅÅÌȭ ÏÆ ÔÈÏÓÅ ÍÏÍÅÎÔÓȢ6  

                                                      
6 This echoes Collette #ÏÎÒÏÙȭÓ (2009) employment of phenomenology as a tool, as mentioned in the 
literature review chapter. 
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The reason behind this approach is that, as Deirdre Heddon and Jane Milling point 

ÏÕÔ ÉÎ ÄÅÖÉÓÉÎÇ ÐÒÁÃÔÉÃÅȟ ȬɏÍɐÅÍÏÒÉÅÓ ÏÆ ÐÒÏÃÅÓÓ ÁÒÅ ɏȣɐ ÕÎÒÅÌÉÁÂÌÅȭȟ ÁÒÅ ȬÃÏÎÔÉÎÕÁÌÌÙ 

ÆÏÒÇÏÔÔÅÎȭ ÁÎÄ ÒÅÃÏÒÄÉÎÇÓ ÁÎÄ ÎÏÔÅÓ ÍÁÙ ÎÏÔ ÂÅ ÅÎÏÕÇÈ ÁÓ Á ȬÎÁÒÒÁÔÉÖÅ ÄÏÅÓ ÎÏÔ ÁÃÃÕÍÕÌÁÔÅ 

ÁÎ ÅØÐÌÁÎÁÔÉÏÎ ÏÆ ÈÏ× ×ÏÒË ×ÁÓ ÍÁÄÅȭ (2006: 23). This is further exacerbated by the 

ȬÃÏÎÓÔÁÎÔ ÆÏÌÄÉÎÇ ÁÎÄ ÆÁÕÌÔÉÎÇ ÏÆ ÉÎÆÌÕÅÎÃÅ ÁÎÄ ÉÎÓÐÉÒÁÔÉÏÎ ÔÈÁÔ ÉÓ ÐÒÁÃÔÉÃÅ ÁÎÄ ÐÒoduction 

ÁÎÄ ÄÏÃÕÍÅÎÔÁÔÉÏÎȭ (Mike Pearson qtd in Heddon and Milling, 2006: 23). These vignettes 

ÔÈÅÒÅÆÏÒÅ ÓÅÒÖÅ ÔÏ ÃÁÐÔÕÒÅ ÁÎ ÅÓÓÅÎÃÅ ÆÏÌÌÏ×ÉÎÇ 3ÈÅÉÌÁ +ÅÒÒÉÇÁÎȭÓ ÁÄÖÉÃÅ ÔÏ ȬÈÉÇÈÌÉÇÈÔ ÔÈÅ 

ÉÍÐÏÒÔÁÎÔ ÍÏÍÅÎÔÓȭ ×ÈÅÎ ÅØÁÍÉÎÉÎÇ Á ÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅ ÐÒÏÄÕÃÔÉÏÎ ÓÔÒÕÃÔÕÒÅ (2001: 40). The 

ÖÅÒÙ ÎÏÔÉÏÎ ÏÆ ȬÉÍÐÏÒÔÁÎÔ ÍÏÍÅÎÔÓȭ ÂÅÃÏÍÅÓ Á ÐÏÉÎÔ ÏÆ ÄÉÓÃÕÓÓÉÏÎ ÉÎ ÔÈÅ ÆÉÎÁÌ ÃÈÁÐÔÅÒ ÏÆ ÔÈÅ 

Part Two of the thesis, thus adhering more to Leonard +ÏÒÅÎȭÓ ÓÕÇÇÅÓÔÉÏÎ ÔÈÁÔ ȬɏÇɐÒÅÁÔÎÅÓÓȭ 

ÅØÉÓÔÓ ÉÎ ÔÈÅ ÉÎÃÏÎÓÐÉÃÕÏÕÓ ÁÎÄ ÏÖÅÒÌÏÏËÅÄ ÄÅÔÁÉÌÓȭ (2008: 40). The vignettes are, therefore, 

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

ȬPerforming Languages ȭ: 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, ȬPerforming Languagesȭ, 

was also based on a qualitative approach. The Performing Languages project can be 

categorised as a case study ÁÓ ÉÔ ×ÁÓ ÁÎ ÅÍÐÉÒÉÃÁÌ ÓÔÕÄÙ ÔÈÁÔ ÆÕÌÆÉÌÌÅÄ 2ÏÂÅÒÔ +Ȣ 9ÉÎȭÓ 

stipulations that it : 

ȣ investigates a contemporary phenomenon within its real-life context, 

especially when the boundaries between phenomenon and context are not 

ÃÌÅÁÒÌÙ ÅÖÉÄÅÎÔ ȣ ÉÎ Á ÓÉÔÕÁÔÉÏÎ ɏ×ÉÔÈɐ ÍÁÎÙ ÍÏÒÅ ÖÁÒÉÁÂÌÅÓ ÔÈÁÎ ÄÁÔÁ ÐÏÉÎÔÓȟ ȣ 

ÒÅÌÉÅÓ ÏÎ ÍÕÌÔÉÐÌÅ ÓÏÕÒÃÅÓ ÏÆ ÅÖÉÄÅÎÃÅȟ ȣ ÁÎÄ ȣ ÂÅÎÅÆÉÔÓ ÆÒÏÍ ÔÈÅ ÐÒÉÏÒ 

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 play over a specific period of time, including 
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the effects this process had on their competence in English with consideration 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 sections.  

Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ Research Project Outline: Setting and Participants  

4ÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ×ÁÓ ÃÒÅÁÔÅÄ ÉÎ ÃÏÌÌÁÂÏÒÁÔÉÏÎ ×ÉÔÈ NovaTris at 

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 adults.7 This involved creating 

an original theatre performance in English over a 12-week period, which was performed as 

part of Journées de la Culture at 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, 

ÁÎÄȟ ÏÆ ÃÏÕÒÓÅȟ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÆÏÒ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÆÅÌÌÏ× ÓÔÕÄÅÎÔÓ ÁÔ ÔÈÅ ÕÎÉÖÅÒÓÉÔÙȟ 

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 in the appendices 

(see Appendix 4). The theatre-making group named themselves Ensemble 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 self-efficacy in using the 

English they already had. The activities and session concepts for the project were based 

upon those commonly used in theatre devising 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 theatre field and language teaching. The group met on a weekly 

ÂÁÓÉÓ ÏÎ -ÏÎÄÁÙ ÅÖÅÎÉÎÇÓ ÆÏÒ Á ×ÏÒËÓÈÏÐ ÏÆ Ô×Ï ÈÏÕÒÓȭ ÌÅÎÇÔÈȢ !ÄÄÉÔÉÏÎÁÌÌÙȟ ÔÈÅ ÅÎÓÅÍÂÌÅ 

met on three weekends for creative workshop sessions and, toward the end of the project, 

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

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

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

separate 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 8-20 participants to replicate 

the general size of a conventional 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 Austrian (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 speakers meaning there was a proficient level of English with regard to 

comprehension and fluency.8 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 participants taught English and German 

at the Université de Haute-Alsace. One of these two teachers/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 participants . 

Conclusion  

In this chapter, I have provided a justification for the use of case study for the 

ȬPerforming Languagesȭ research project along with the motivations and reasoning for the 

methodological choices. The ethical considerations and issues of the research were first 

discussed, and an explanation provided for the decisions I made in this area. I then detailed 

the research design which listed a description of my theatre practice and research, the 

research procedure for this project including how the data was collected, processed, 

analysÅÄ ÁÎÄ ÐÒÅÓÅÎÔÅÄȢ &ÉÎÁÌÌÙȟ ) ÄÅÓÃÒÉÂÅÄ ÔÈÅ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔȭÓ ÓÅÔÔÉÎÇ ÁÎÄ ÐÁÒÔÉÃÉÐÁÎÔÓȢ 

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: 

ȬTheatre and Drama for Additional Language Learningȭ; ȬGroup Devised Theatreȭ; ȬSecond 

Language Acquisitionȭ; ȬThe Bodyȭ; and ȬUnfinishednessȭ. The second chapter was an article-

ÓÔÙÌÅ ÐÉÅÃÅ ÃÁÌÌÅÄȟ Ȭ,ÅÔ -Å (ÅÁÒ 9ÏÕÒ "ÏÄÙ 4ÁÌËȡ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ ÔÈÅ 7ÏÒÄȭ ÆÏÒ !ÄÄÉÔÉÏÎÁÌ 

Language Acquisitionȭ along with an addendum. The chapter described ÔÈÅ Ȭ%ØÐÅÒÉÅÎÃÉÎÇ 

ÔÈÅ 7ÏÒÄȭ ÐÉÌÏÔ research project created to investigate the application of theatre devising 
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strategies for language acquisition and teaching. The findings suggested that the use of 

physically based theatre activities, with a focus on the role of gesture and voice and 

breathwork, give a heightened awareness of non-verbal communication. This benefited the 

participants in terms of lessening their communicative anxiety when using the target 

language. 4ÈÅ ÔÈÉÒÄ ÃÈÁÐÔÅÒ ÉÎ 0ÁÒÔ /ÎÅ ×ÁÓ ÔÈÅ Ȭ-ÅÔÈÏÄÏÌÏÇÙȭ ÔÈÁÔ ÐÒÏÖided a rationale for 

the choice of a case study approach and an account of the research design. What 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 ensemble devising project for additional 

language development. It addresses some of the issues and challenges raised in Part One 

along with other factors that arose from the further research that took place after the pilot 

study through to the end of the Ȭ0erformiÎÇ ,ÁÎÇÕÁÇÅÓȭ ÃÁÓÅ ÓÔÕÄÙ. 
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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 cognitive-orientated approaches and 

ÉÎÆÏÒÍÓ ÔÈÅ ȬÁÌÔÅÒÎÁÔÉÖÅȭ ÏÎÅÓ ÉÎ ÔÈÅ ÄÅÂÁÔÅ ÃÏÎÃÅÒÎÉÎÇ ÔÈÅ ÎÁÔÕÒÅ ÏÆ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ 

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

This second part of the thesis explores various facets of both the methodology and 

methods associated with group devised theatre, collective creation and ensemble devising 

(terms I use interchangeably, explained earlier in the Ȭ,iterature Reviewȭ chapter) and their 

influence on confidence or self-efficacy in an additional language. Part two of the thesis is 

ÂÁÓÅÄ ÏÎ Á ÃÁÓÅ ÓÔÕÄÙ ÏÆ ÔÈÅ ȬPerforming Languagesȭ group devised theatre project, 

including the process and performances, which took place from January to June 2015 at the 

University of Mulhouse in France. This part of the overall thesis contains six chapters: ȬThe 

Ignorant Facilitatorȭ; ȬThe Individual in the Collectiveȭ; ȬVoicing Identityȭ; and Ȭ-ÅÓÓÉÎÇ )Ô 5Ð 

!Ó 7Å 'Ï !ÌÏÎÇȭ. They are bookended by this introduction  chapter and a conclusion 

chapter.  

The next section in this introduction discusses group devised theatre/collective 

creation. )Ô ÏÕÔÌÉÎÅÓ ÅÎÓÅÍÂÌÅ ÄÅÖÉÓÉÎÇȭÓ ÁÓÓÏÃÉÁÔÅÄ ÅÔÈÏs of democracy and emancipation, 

foregrounding the exploration of this in  my practice. There is a discussion of the notion of 

ȬÇÒÏÕÐÎÅÓÓȭ ÐÕÔ ÆÏÒ×ÁÒÄ ÂÙ ÔÈÅ theatre practitioner and historian,  Kathryn Syssoyeva, as 

being the essence of ensemble devising. I relate this to the notion of friendship and how 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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ÄÅÓÃÒÉÂÅÓ ÁÓ ȬÁÌÔÅÒÎÁÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓȭ to language acquisition that have been developed in 

the last two decades (2011b). These alternative approaches are referred to and expanded on 

throughout the following chapters and are interweaved with how I applied theatre practice 

to the concerns outlined in them. I then turn to  the concept of ȬCommunities of Practiceȭȟ 

which is an influence on one of the alternative approaches, and I outline the bearing it has 

on the process of creating a devising ensemble. Following this, I discuss the notion of self-

efficacy and how it plays a significant role in SLA. Accordingly, throughout the following 

chapters there is discussion of how my practice and research informs those approaches and 

theories.  

The concluding section of this introduction gives a brief outline of the four main 

chapters, each giving a particular perspective from group devised theatre practice and what 

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

 Ȭ'ÒÏÕÐÎÅÓÓȭȡ The Essence of Collective Creation and Friendship in Addition 

Language Development   

In assessing what constitutes collective creation there are conflicting and sometimes 

contradictory definitions  to be found from group to group (Heddon and Milling, 2006; 

Govan et al., 2007; Syssoyeva and Proudfit, 2013a, 2013b, 2016). This is the case 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, 2013a, 2013b, 2016). Kathryn 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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chooses ɀ or, conversely, a leader within the group proposes ɀ to make theatre 

using a process that places conscious emphasis on the groupness of that 

process, on some possible collaborative mode between members of the group, 

which is, typically, viewed as being in some manner more 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: 5ɀ6) 

In the ȬPerforming Languagesȭ project, there was a group. The group wanted to make 

theatre. As a researcher-practitioner, I proposed that we should collaboratively create a 

ÐÉÅÃÅ ÏÆ ÔÈÅÁÔÒÅ ×ÉÔÈ ÔÈÅ ÁÉÍ ÏÆ ÄÅÖÅÌÏÐÉÎÇ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ %ÎÇÌÉÓÈȢ 4ÈÅ ÅÎÓÅÍÂÌÅ 

members found this mode of learning was more collaborative than they had experienced (to 

varying degrees) ÁÎÄ ÁÓ ×Å ÐÒÏÇÒÅÓÓÅÄ ×Å ÄÉÓÃÏÖÅÒÅÄ Á ÓÅÎÓÅ ÏÆ ȬÇÒÏÕÐÎÅÓÓȭȢ 4ÈÅ ÇÒÏÕÐÎÅÓÓ 

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.1 The third 

of these elements, the bond of friendship, begins to be discussed towards the end of the 

next chapter, ȬThe Ignorant &ÁÃÉÌÉÔÁÔÏÒȭȟ ÁÎÄ ÉÓ ÆÕÒÔÈÅÒ ÅØÐÌÏÒÅÄ ÉÎ ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÏÎÅÓ where 

friendship is shown in Ȭintermittent acts of emancipationȭ (Ranciîre, 2013: 83).  

Friendship can be discussed in the variety of its particular, and sometimes peculiar, 

characteristics; and, indeed, in the subjective nature of such definitions.  Instead, it is the 

way friendship effects, ×ÈÁÔ 4ÏÄÄ -ÁÙ ÄÅÓÃÒÉÂÅÓ ÁÓȟ Ȭrelations of equalityȭ that it is explored 

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 (Ȭpartner, confederateȭɊȟ ÆÒÏÍ ,ÁÔÉÎ ÃÏÍÐÌÉÃę ɉȬfold 
togetherȭ) and in reference to the devising group Théâtre de Complicité. 
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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 certain 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) 

&ÏÒ ÍÙ ÐÕÒÐÏÓÅÓȟ ÈÅÒÅȟ ) ÔÁËÅ -ÁÙȭÓ ÃÏÎÃÅÐÔ ÁÎÄȟ ÁÌÏÎÇ ×ÉÔÈ ÉÔȟ ÔÈÅ ÃÁÖÅÁÔÓȡ ÆÒÉÅÎÄÓ ÃÁÎ ÌÅÔ 

you down, can compete, can annoy and fall out of favour. So, taking groupness as a 

beginningȟ ÔÈÅ ÅÖÏÌÖÉÎÇ ÏÆ ÆÒÉÅÎÄÓÈÉÐ ÉÎ ÔÈÅ ÓÅÎÓÅ ÏÆ ȬÒÅÌÁÔÉÏÎÓ ÏÆ ÅÑÕÁÌÉÔÙȭ ÉÓ ÐÁÒÔ ÏÆ ÔÈÅ 

pedagogical and devising process. From the elemental yet unclear and perhaps messy roots 

of groupness, the complex and rhizomatic construction  of friendship is developed where a 

relationship ɀ educational in the case of this study ɀ is rooted and imbedded and not a 

superficially imposed artifice. This aligns with both the Complexity Theory and 

Sociocultural Theory approaches to language development which see language in a more 

holistic manner and acknowledges that it  is, for the most part, practised in the Ȭrealȭ social 

×ÏÒÌÄ ɉ×ÈÉÃÈ ÉÓ ÁÌÓÏ ȬÍÅÓÓÙȭ ÁÎÄ ȬÕÎÆÉÎÉÓÈÅÄȭɊ. Language is also intrinsically a group activity 

and therefore training to speak to only one point of authority is surely amiss. Instead, by 

incorporating more in formal 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.  

2ÅÔÕÒÎÉÎÇ ÔÏ 3ÙÓÓÏÙÅÖÁȭÓ ÃÏÎÃÅÐÔ ÏÆ ÇÒÏÕÐÎÅÓÓ ÏÕÔÌÉÎÅÄ ÁÂÏÖÅȟ ÓÈÅ ÃÏÎÔÉÎÕÅÓ ÂÙ 

describing the implications for using a collective creation approach and, by extension, what 

that means for the language development process: 

Processual method may well be ideologically driven in so far as ɀ historically, at 

least ɀ 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 overthrow. 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 admixture thereof. 

(2013a: 6) 

The embracing of non-hierarchical structures inherently challenges both traditional 

methods and institutional authorities within the second language learning field. It also 

ÃÈÁÌÌÅÎÇÅÓ ÔÈÅ ÈÅÇÅÍÏÎÙ ÏÆ ×ÉÄÅÒ ÅÄÕÃÁÔÉÏÎÁÌ ÉÎÓÔÉÔÕÔÉÏÎÓ ÁÎÄȟ ÆÕÒÔÈÅÒÍÏÒÅȟ ÓÏÃÉÅÔÙȭÓ 

continued hierarchical structure.  For example, collective creation in th e 1960s provided a 

Ȭpolitical response to the hierarchical structures of the established theatreȭ (Govan, 

Nicholson, & Normington, 2007, 47)Ȣ (ÅÒÅȟ ÆÏÒ ÍÙ ÁÒÇÕÍÅÎÔȟ Ȭestablished tÈÅÁÔÒÅȭ ÃÁÎ ÂÅ 

ÒÅÁÄ ÁÓ ȬÅÓÔÁÂÌÉÓÈÅÄ ÌÁÎÇÕÁÇÅ ÃÌÁÓÓÒÏÏÍȭȢ Over the following four chapters, to what extent 

ÔÈÅ ȬÐÒÏÃÅÓÓÕÁÌ ÍÅÔÈÏÄȭ ÐÒÏÖÉÄÅÄ ȬÁÎ ÉÎÖÅÓÔÉÇÁÔÉÏÎȟ Á ÒÅÉÎÖÉÇÏÒÁÔÉÏÎȟ Á ÃÈÁÌÌÅÎÇÅȟ ÁÎ 

ÏÖÅÒÔÈÒÏ×ȭ ÉÓ ÁÎÁÌÙÓÅÄ ÂÙ ÅØÁÍÉÎÉÎÇ ÍÏÍÅÎÔÓ ÆÒÏÍ ÔÈÅ ÐÒÏÊÅÃÔȢ   

Among the different elements that provide the foundations and theoretical 

structure for group devised theatre, the ideological stance of egalitarianism is the one that I 

examine in the following chapters in relation to additional language development. I argue 

that by adopting egalitarianism as a pedagogical guide, a more supportive, emancipatory 

learning experience is formed that can address obstacles to language learner development. 

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: micro-level ɀ social activity; meso-level ɀ sociocultural institutions and 

communities; and macro-level ɀ ideological structures (2017).2 These and other concerns 

identified by the alternative language learning theorists (discussed in the next section) can 

be addÒÅÓÓÅÄ ÂÙ ÁÄÏÐÔÉÎÇ ÁÎÄ ÁÄÁÐÔÉÎÇȟ ÉÎ 6ÉÒÇÉÎÉÅ -ÁÇÎÁÔȭÓ ×ÏÒÄÓ ÉÎÓÐÉÒÅÄ ÂÙ ÁÎ ÁÄÄÒÅÓÓ 

by the theatre director Robert Lepage, ȬÔÈÅ ÐÌÕÒÁÌÉÔÙ ÏÆ ÐÅÒÓÐÅÃÔÉÖÅÓȟ ÅØÐÅÒÉÅÎÃÅÓȟ ÁÎÄ 
                                                      
2 Some of these issues, such as language anxiety (Horwitz et al., 1986) are discussed in chapters four 
and five.  
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ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓ ɏÏÆɐ ÃÏÌÌÁÂÏÒÁÔÉÖÅ ×ÏÒËȭ (2005: 82) and applying them to the additional 

language learning process. This is done in part by explicitly and implicitly negotiating the 

influence of what Ben Highmore sees as interchangeable terms for ȬÔÈÅ ÄÅÎÓÅ ×ÅÁÖÅ ÏÆ 

ÁÅÓÔÈÅÔÉÃ ÐÒÏÐÅÎÓÉÔÉÅÓȭ (2010: 135). AccordinÇ ÔÏ (ÉÇÈÍÏÒÅȟ 0ÉÅÒÒÅ "ÏÕÒÄÉÅÕ ÔÅÒÍÓ ÉÔ Ȭhabitusȭ 

ɀ  both linguistic and cultural 3ȟ 'ÒÅÇÏÒÙ "ÁÔÅÓÏÎ ÃÁÌÌÓ ÉÔ Ȭethosȭȟ and Highmore himself terms 

it  ȬÔÈÅ ÁÅÓÔÈÅÔÉÃÓ ÏÆ ÓÏÃÉÁÌ ÌÉÆÅȭ ÏÒ ȬÓÏÃÉÁÌ ÁÅÓÔÈÅÔÉÃÓȭ (all cited in Highmore, 2010: 135).45  

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 acquisition. I now outline these alternative approaches and 

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

Ȭ!ÌÔÅÒÎÁÔÉÖÅ !ÐÐÒÏÁÃÈÅÓȭ ÔÏ 3,!ȡ #ÏÍÐÌÅØÉÔÙȟ )ÄÅÎÔÉÔÙȟ ÁÎÄ 3ÏÃÉÏÃÕÌÔÕÒÁÌ 4ÈÅÏÒÉÅÓ 

Among the six alternative approaches that Atkinson (2011b) has ascertained, in this 

thesis I work predominantly with three of them and the issues they identify: Sociocultural 

(Lantolf, 2011), Identity (Norton and McKinney, 2011; Block, 2013; Norton, 2013, 2016), and 

Complexity Theory (Larsen-Freeman, 2011, 2012a) approaches.6 These approaches seek to 

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 

ÄÉÆÆÉÃÕÌÔ ÔÏ ÁÇÇÒÅÇÁÔÅ ÁÎÄ ÔÈÁÔ ÔÅÁÃÈÉÎÇ ÌÁÎÇÕÁÇÅÓ ÄÏÅÓ ÎÏÔ ÍÅÁÎ ÓÉÍÐÌÙ ȬÔÒansferring 

ÍÅÎÔÁÌ ÓÙÓÔÅÍÓ ÆÒÏÍ ÈÅÁÄ ÔÏ ÈÅÁÄȭ (Larsen-Freeman, 2011: 49). 

                                                      
3 "ÏÕÒÄÉÅÕȭÓ ÉÄÅÁ ÏÆ ÈÁÂÉÔÕÓ ×ÁÓ discussed in part one of this thesis. 
4 4ÈÅ ÒÅÌÁÔÅÄ ÔÅÒÍ ȬÅÔÈÉÃÓȭ ÈÁÓ ÂÅÁÒÉÎÇ ÉÎ light of the OED definitions as ȬÔÈÅ ÍÏÒÁÌ ÐÒÉÎÃÉÐÌÅÓ 
goÖÅÒÎÉÎÇ ÏÒ ÉÎÆÌÕÅÎÃÉÎÇ ÃÏÎÄÕÃÔȭ ÁÎÄ ȬÔÈÅ ÂÒÁÎÃÈ ÏÆ ËÎÏ×ÌÅÄÇÅ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÍÏÒÁÌ ÐÒÉÎÃÉÐÌÅÓȭ 
(Oxford English Dictionary).  
5 Highmore claimsȟ Ȭ%ÔÈÏÓ ÍÉÇÈÔ ×ÅÌÌ ÂÅ ÁÐÐÒÏÁÃÈÅÄ ÁÓ ÓÏÍÅÔÈÉÎÇ ÌÉËÅ Á ÔÏÎÁÌÉÔÙȟ ÏÒ Á ÆÅÅÌÉÎÇȟ ÂÕÔ ÉÔÓ 
ÐÏÌÙÐÈÏÎÉÃ ÄÉÍÅÎÓÉÏÎ ÍÕÓÔ ÂÅ ÃÏÎÔÉÎÕÁÌÌÙ ÓÔÒÅÓÓÅÄȭ (2010: 128). He also sees ethos as being 
ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ 2ÁÎÃÉîÒÅ ÃÁÌÌÓ ÔÈÅ ȬÄÉÓÔÒÉÂÕÔÉÏÎ ÏÆ ÔÈÅ ÓÅÎÓÉÂÌÅȭ (2013, 12)  
6 The Complexity Theory approach is also known as the Chaos Theory approach. 
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The main proponent of a Complexity Theory approach to second language 

development, Diane Larsen-Freeman, 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 principles. Larsen-Freeman now adheres 

to a more complex structure and understanding of ȬÌÁÎÇÕÁÇÅ ÁÓ Á ÃÏÍÐÌÅØ ÁÄÁÐÔÉÖÅ ÓÙÓÔÅÍȟ 

which emerges bottom-ÕÐ ÆÒÏÍ ÉÎÔÅÒÁÃÔÉÏÎÓ ÏÆ ÍÕÌÔÉÐÌÅ ÁÇÅÎÔÓ ÉÎ ÓÐÅÅÃÈ ÃÏÍÍÕÎÉÔÉÅÓ ɏȣɐ 

rather than a static system composed of top-down ÇÒÁÍÍÁÔÉÃÁÌ ÒÕÌÅÓ ÏÒ ÐÒÉÎÃÉÐÌÅÓȭ (2011: 

49). Aligned with this, Larsen-&ÒÅÅÍÁÎ ÐÏÉÎÔÓ ÏÕÔ ÔÈÁÔ ÔÈÅ ÐÒÏÃÅÓÓ ÏÆ 3,! ÉÓ ȬÃÏÍÐÌÅØȟ 

situated, and likÅÌÙ ÍÕÌÔÉÖÁÒÉÁÔÅȭ (2011: 49). This has obvious parallels with group devised 

theatre given that Scott Proudfit  and Kathryn Syssoyeva see collectivÅ ÃÒÅÁÔÉÏÎ ÄÕÁÌÌÙ ÁÓ ȬÁÎ 

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 

ÉÎÔÅÒÁÃÔÉÏÎȭ (2013a: 26).  

The emergence of the idea, albeit in its infancy, for a Complexity Theory approach 

to SLA signals the need for a multi-faceted approach. This would combine an open-ended 

process and product encompassing elements which are not directly or immediately evident 

ɀ the peripheries and beyond ɀ of educative activity. The Complexity Theory approach also 

calls for engendering a positive sense of unfinishedness highlighted in Larsen-&ÒÅÅÍÁÎȭÓ 

ÌÅØÉÃÁÌ ÃÈÏÉÃÅ ÏÆ ȬÄÅÖÅÌÏÐÍÅÎÔȭ ÒÁÔÈÅÒ ÔÈÁÎ ȬÁÃÑÕÉÓÉÔÉÏÎȭ (Larsen-Freeman, 2015b).7 The 

ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÍÏÄÅÌ ÏÆ ȬÐÏÌÙÐÈÏÎÙȟ ÎÏÔ ÃÏÎÓÅÎÓÕÓ ɏȣɐ ÏÆ ÆÏÒÍ ÁÎÄ ÐÒÁÃÔÉÃÅȭ (Syssoyeva, 

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 process.8 Its 

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

                                                      
7 This was explained in more depth in the introduction to the portfolio thesis.  
8 For example, ÌÅÁÒÎÅÒÓȭ ÁÃÃÅÓÓ ÔÏ ÔÈÅ ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅ ÁÎÄ ÉÔÓ ÃÏÍÍÕÎÉÔÙȢ   
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collaborative learning experienceȟ ȬÉÆȭȟ ÁÓ 3ÙÓÓÏÙÅÖÁ ÓÕÇÇÅÓÔÓȟ Ȭcollaboration is presumed to 

equal discussion, debate and subsequent accord, acquiescence or synthesisȭ (2013a: 4). This 

leads us to the Sociocultural Theory (SCT) approach.  

Because the power of language rests in its capacity to make meaning, the main 

concern of SCT centres on how individuals gain the ability to Ȭmediate (i.e., regulate or 

control) thei r mental or communicative activityȭ in an additional language (Lantolf, 2011: 

24).9 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, teacher-pupil pedagogical structure, which, using Bourdieu terms, might 

be called ȬÌÅÇÉÔÉÍÁÔÅȭ ÁÎÄ ȬÉÌÌÅÇÉÔÉÍÁÔÅȭ ÓÐÅÁËÅÒÓ. This is still prevalent in  current language 

teaching, even in the legitimacy of the teachers themselves (De Costa and Norton, 2017).  

The Identity Approach, while seeking to locate the individual learner in the context 

ÏÆ ×ÉÄÅÒ ÓÏÃÉÅÔÙȟ ÌÏÏËÓ ÔÏ ÄÏ ÓÏ ÃÏÎÓÉÄÅÒÉÎÇ ȬÒÅÌÁÔÉÏÎÓ ÏÆ ÐÏ×ÅÒȭ (Norton and McKinney, 2011: 

73).10 These relations of power are not always rigorously defined and can shift and mutate 

depending on the prism or perspective 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 Ȭin-betweennessȭ ÏÒ Ȭlimin alityȭ is the most common experience in our societies and 

as citizens (Bhabha, 1991).11 Considering this, I will later look at how the group devised 

                                                      
9 4ÈÅ 3#4 ÁÐÐÒÏÁÃÈ ÉÓ ÒÏÏÔÅÄ ÉÎ ,Ȣ3Ȣ 6ÙÇÏÔÓËÙȭÓ ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÔÈÅÏÒÙ ÒÅÇÁÒÄÉÎÇ ÃÏÎÓÃÉÏÕÓÎÅÓÓ 
(Lantolf, 2011). 
10 Ȭ4ÈÅ ÉÄÅÎÔÉÔÙ ÁÐÐÒÏÁÃÈ ÉÎÖÅÓÔÉÇÁÔÅÓ 3,! ÁÓ Á ÓÏÃÉÏÃÕÌÔÕÒÁÌ ÐÒÁÃÔÉÃÅȢ 3,! ÉÓ ÃÏÎÃÅÐÔÕÁÌÉÚÅÄ ÁÓ Á 

ÒÅÌÁÔÉÏÎÁÌ ÁÃÔÉÖÉÔÙ ÔÈÁÔ ÏÃÃÕÒÓ ÂÅÔ×ÅÅÎ ÓÐÅÃÉÆÉÃ ÓÐÅÁËÅÒÓ ÓÉÔÕÁÔÅÄ ÉÎ ÓÐÅÃÉÆÉÃ ÓÏÃÉÏÃÕÌÔÕÒÁÌ ÃÏÎÔÅØÔÓȭ 
(Norton and McKinney, 2011: 79). 
11 This is the case at least in Europe in general, but also including countr ies 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  

4ÈÅ )ÄÅÎÔÉÔÙ !ÐÐÒÏÁÃÈ ÉÓ ÄÉÓÃÕÓÓÅÄ ÉÎ ÍÏÒÅ ÄÅÐÔÈ ÉÎ ÃÈÁÐÔÅÒ ÓÅÖÅÎȟ Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭȟ 

ÁÓ ÉÔ ÒÅÌÁÔÅÓ ÃÌÏÓÅÌÙ ÔÏ ÔÈÅ ÁÒÅÁÓ ÏÆ multiple identities and multilingualism  explored in that 

chapter. However, a concept 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. )ÄÅÎÔÉÔÙ !ÐÐÒÏÁÃÈ ÒÅÓÅÁÒÃÈÅÒÓ ÈÁÖÅ ÆÏÕÎÄ ÉÎÓÐÉÒÁÔÉÏÎ ÉÎ ÔÈÅ ÁÎÔÈÒÏÐÏÌÏÇÉÓÔ 

%ÔÉÅÎÎÅ 7ÅÎÇÅÒ-4ÒÁÙÎÅÒ ɉÎïÅ 7ÅÎÇÅÒɊ ÁÎÄ 7ÅÎÇÅÒ ÁÎÄ ,ÁÖÅȭÓ ×ÏÒË ÏÎ #ÏÍÍÕÎÉÔÉÅÓ ÏÆ 

0ÒÁÃÔÉÃÅ ɉ,ÁÖÅ ÁÎÄ 7ÅÎÇÅÒȟ ΫγγΫȠ 7ÅÎÇÅÒȟ Ϋγγβȟ άΪΪΪȟ άΪΫΪɊȢ #ÏÍÍÕÎÉÔÉÅÓ ÏÆ 0ÒÁÃÔÉÃÅ ɉ#Ï0Ɋ 

ÁÒÅ ÃÒÅÁÔÅÄ ÂÙ ÐÅÏÐÌÅ ×ÁÎÔÉÎÇ ÔÏ ÐÁÒÔÉÃÉÐÁÔÅ ÉÎ Á ÐÒÏÃÅÓÓ ÏÆ ÃÏÌÌÅÃÔÉÖÅ ÌÅÁÒÎÉÎÇ ÉÎ ÁÎ ÁÒÅÁ ÏÆ 

ÍÕÔÕÁÌ ÅÎÄÅÁÖÏÕÒȢ 7ÅÎÇÅÒ-4ÒÁÙÎÅÒ ÁÒÇÕÅÓ ÔÈÁÔ ×Å ÇÁÉÎ Á ÂÅÔÔÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÓÏÃÉÅÔÙ ÂÙ 

ÉÄÅÎÔÉÆÙÉÎÇ ÔÈÅÓÅ ÓÔÒÕÃÔÕÒÅÓ ×ÈÅÒÅ ÉÎÆÏÒÍÁÌ ÌÅÁÒÎÉÎÇ ÔÁËÅÓ ÐÌÁÃÅ ÔÈÒÏÕÇÈ ȬÅÎÇÁÇÅÍÅÎÔ ÉÎ 

ÐÒÁÃÔÉÃÅȭȟ ÒÁÔÈÅÒ ÔÈÁÎ ÒÅÌÙÉÎÇ ÓÏÌÅÌÙ ÏÎ ÁÎÁÌÙÓÉÎÇ ÍÏÒÅ ÔÒÁÄÉÔÉÏÎÁÌÌÙ ÒÅÃÏÇÎÉÓÅÄ ÓÔÒÕÃÔÕÒÅÓ ÉÎ 

ÔÈÅ ÇÕÉÓÅ ÏÆ ÉÎÓÔÉÔÕÔÉÏÎÓȟ ÓÃÈÏÏÌÓ ÏÒ ÎÁÔÉÏÎ-ÓÔÁÔÅÓ ɉάΪΫίȡ έɊȢ 7ÈÉÌÅ 7ÅÎÇÅÒ-4ÒÁÙÎÅÒ ÃÌÁÉÍÓ ÔÈÁÔ 

#Ï0 ÁÒÅ ÕÂÉÑÕÉÔÏÕÓȟ ÈÅ ÁÌÓÏ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ÉÔ ÉÓ ÔÈÉÓ ÕÂÉÑÕÉÔÙ ×ÈÉÃÈ ÍÅÁÎÓ ÔÈÁÔ ÔÈÅÙ ÁÒÅ ÏÆÔÅÎ 

ÕÎÎÏÔÉÃÅÄ ÕÎÌÅÓÓ ÏÖÅÒÔÌÙ ÒÅÃÏÇÎÉÓÅÄ ÁÎÄ ÄÅÓÉÇÎÁÔÅÄ ɉάΪΫίȡ έɊȢ  

7ÈÁÔ ÃÏÎÓÔÉÔÕÔÅÓ Á #Ï0 ÉÓ ÔÈÅ ÃÏÍÂÉÎÁÔÉÏÎ ÏÆ ÃÅÒÔÁÉÎ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓȡ ÔÈÅ ȬÄÏÍÁÉÎȭȟ 

ÔÈÅ ȬÃÏÍÍÕÎÉÔÙȭ ÁÎÄ ÔÈÅ ȬÐÒÁÃÔÉÃÅȭ ɉ7ÅÎÇÅÒ-4ÒÁÙÎÅÒȟ άΪΫίȡ έɊȢ 4ÈÅ ÄÏÍÁÉÎ ÉÓ ÆÏÕÎÄÅÄ ÏÎ Á 

ÓÈÁÒÅÄ ÉÎÔÅÒÅÓÔ ÁÎÄ ÃÏÍÍÉÔÍÅÎÔ ÔÏ Á ÓÐÅÃÉÆÉÃ ÉÎÔÅÒÅÓÔȢ 4ÈÉÓ ÃÁÎ ÂÅ ÄÅÄÕÃÅÄ ÆÒÏÍ ÔÈÏÓÅ 

ÉÎÖÏÌÖÅÄ ÁÓËÉÎÇ ÔÈÅÍÓÅÌÖÅÓ ÓÅÖÅÒÁÌ ÑÕÅÓÔÉÏÎÓȡ ×ÈÁÔ ÔÈÅ ÐÁÒÔÎÅÒÓÈÉÐ ÉÓ ÁÂÏÕÔȟ ×ÈÙ ÉÓ ÉÔ ×ÏÒÔÈ 

ÃÁÒÉÎÇ ÁÂÏÕÔȟ ×ÈÁÔ ÉÓ ÔÈÅ ÍÕÔÕÁÌ ÂÅÎÅÆÉÔ ÉÎ ×ÏÒËÉÎÇ ÔÏÇÅÔÈÅÒȟ ×ÈÁÔ ÄÏ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ×ÁÎÔ 

ÔÏ ÌÅÁÒÎ ÁÎÄ ×ÈÁÔ ÁÒÅ ÔÈÅ ÉÓÓÕÅÓ ÔÈÁÔ ÎÅÅÄ ÔÏ ÂÅ ÁÄÄÒÅÓÓÅÄ ɉ7ÅÎÇÅÒȟ άΪΫΪȡ ΫάɊȢ 4ÈÅ 
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ȬÃÏÍÍÕÎÉÔÙȭ ÁÓÐÅÃÔ ÍÅÁÎÓ ÔÈÅÒÅ ÍÕÓÔ ÂÅ ÍÅÍÂÅÒÓ ÉÎÔÅÒÁÃÔÉÎÇ ÁÎÄ ÌÅÁÒÎÉÎÇ ÔÏÇÅÔÈÅÒ ɉÁÓ 

ÏÐÐÏÓÅÄ ÔÏ ÍÅÒÅÌÙ ÓÈÁÒÉÎÇ ÔÈÅ ÓÁÍÅ ÏÃÃÕÐÁÔÉÏÎȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÂÅÉÎÇ ÓÔÕÄÅÎÔÓɊȢ 4ÈÅÒÅ ÍÕÓÔ 

ÁÌÓÏ ÂÅ Á ÓÈÁÒÅÄ ÐÒÁÃÔÉÃÅȢ /ÎÅ ÅØÁÍÐÌÅ ÏÆ ÔÈÉÓ ÓÈÁÒÅÄ ÐÒÁÃÔÉÃÅ ÇÉÖÅÎ ÂÙ %ÔÉÅÎÎÅ ÁÎÄ "ÅÖÅÒÌÙ 

7ÅÎÇÅÒ-4ÒÁÙÎÅÒ ÉÓ ȬÁ ÂÁÎÄ ÏÆ ÁÒÔÉÓÔÓ ÓÅÅËÉÎÇ ÎÅ× ÆÏÒÍÓ ÏÆ ÅØÐÒÅÓÓÉÏÎȭ ɉάΪΫίȡ ΫɊȢ %ÎÓÅÍÂÌÅ 

&ÉÒÅÆÌÙ ÃÁÎ ÔÈÅÒÅÆÏÒÅ ÂÅ ÄÅÓÃÒÉÂÅÄ ÁÓ Á #Ï0 ÂÅÃÁÕÓÅȟ ÁÌÏÎÇ ×ÉÔÈ ÅØÐÒÅÓÓÉÎÇ ÔÈÅÍÓÅÌÖÅÓ ÉÎ 

ÎÏÖÅÌ ×ÁÙÓȟ ÔÈÅÉÒ ÓÈÁÒÅÄ ÐÒÁÃÔÉÃÅ ×ÁÓ ÔÈÁÔ ÏÆ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒÓ ÄÅÖÅÌÏÐÉÎÇ ÉÎ ÔÈÅ ÄÏÍÁÉÎ ÏÆ 

ÁÎ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ ÉÎ Á ÃÏÍÍÕÎÉÔÙ-ÏÒÉÅÎÔÁÔÅÄ ÍÁÎÎÅÒȢ 2ÅÔÕÒÎÉÎÇ ÔÏ ÔÈÅ ÑÕÅÓÔÉÏÎÓ ÐÏÓÅÄ 

ÂÙ 7ÅÎÇÅÒ ÏÎ ÔÈÅ ÅÌÅÍÅÎÔ ÏÆ ȬÄÏÍÁÉÎȭȟ ÔÈÅ ÐÁÒÔÎÅÒÓÈÉÐ ×ÁÓ ÏÎÅ ÏÆ Á ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔ 

ÐÅÒÔÁÉÎÉÎÇ ÔÏ 3,! ÁÎÄ ÍÏÒÅ ÓÐÅÃÉÆÉÃÁÌÌÙ ÃÏÌÌÁÂÏÒÁÔÉÖÅ ÃÒÅÁÔÉÏÎȢ )ÎÉÔÉÁÌÌÙȟ ÐÅÏÐÌÅ ÂÅÃÁÍÅ 

ÉÎÖÏÌÖÅÄ ÁÓ ÔÈÅÙ ÔÈÏÕÇÈÔ ÉÔ ×ÏÒÔÈ×ÈÉÌÅ ÔÏ ÆÉÎÄ ÏÔÈÅÒ ÍÅÔÈÏÄÓ ÆÏÒ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ×ÈÉÃÈ 

×ÅÒÅ ÁÂÓÅÎÔ ÏÒ ÌÁÃËÉÎÇ ÉÎ ÔÈÅÉÒ ÅØÐÅÒÉÅÎÃÅȢ 4ÈÉÓ ÄÅÖÅÌÏÐÅÄ ÉÎÔÏ ×ÁÎÔÉÎÇ ÔÏ ÃÒÅÁÔÅ Á 

ÐÅÒÆÏÒÍÁÎÃÅ ÔÈÁÔ ÃÁÐÔÕÒÅÄ ÔÈÅÉÒ ÅØÐÅÒÉÅÎÃÅ ÉÎ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȢ 4ÈÅ 

ÐÁÒÔÉÃÉÐÁÎÔÓ ×ÅÒÅ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÔÈÅ ÕÓÅ ÏÆ ÔÈÅÁÔÒÅ ÔÏ ÆÕÒÔÈÅÒ ÔÈÅÉÒ ÌÁÎÇÕÁÇÅ ÓËÉÌÌÓ ÔÏ ÆÅÅÌ ÍÏÒÅ 

ÃÏÍÆÏÒÔÁÂÌÅ ÉÎ ÖÁÒÉÏÕÓ ÔÙÐÅÓ ÏÆ ÓÉÔÕÁÔÉÏÎ ÁÎÄ ÅØÐÌÏÒÉÎÇ ÅÌÅÍÅÎÔÓ ÏÆ ÌÁÎÇÕÁÇÅ ÓÕÃÈ ÁÓ ×ÒÉÔÉÎÇ 

ÁÎÄ ÔÈÅ ÒÏÌÅ ÏÆ ÐÈÙÓÉÃÁÌÉÔÙ ÁÎÄ ÖÏÉÃÅȢ 4ÈÉÓ ÔÈÅÙ ÓÁ× ÁÓ ÂÅÉÎÇ ÂÅÓÔ ÄÏÎÅ ÉÎ Á ÃÏÌÌÁÂÏÒÁÔÉÖÅ 

ÍÁÎÎÅÒ ×ÈÅÒÅ ÔÈÅÙ ×ÅÒÅ ÅÎÃÏÕÒÁÇÅÄ ÔÏ ÔÁËÅ ÔÈÅ ÉÎÉÔÉÁÔÉÖÅ ×ÈÉÌÅ ÄÅÖÅÌÏÐÉÎÇ ȬÁ ÒÅÐÅÒÔÏÉÒÅ ÏÆ 

ÒÅÓÏÕÒÃÅÓȭ ÔÈÁÔ ȬÔÁËÅÓ ÔÉÍÅ ÁÎÄ ÓÕÓÔÁÉÎÅÄ ÉÎÔÅÒÁÃÔÉÏÎȭ ×ÈÉÃÈ ÃÁÎ ÂÅ ÅØÐÌÉÃÉÔ ÏÒ ÅÖÅÎ ÉÎÃÉÄÅÎÔÁÌ 

ɉ7ÅÎÇÅÒ-4ÒÁÙÎÅÒȟ άΪΫίȡ άɊȢ 4ÈÉÓ ×ÁÓ ÅÖÉÄÅÎÃÅÄ ÅØÐÌÉÃÉÔÌÙȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÉÎ ÏÕÒ ×ÏÒË ÏÎ 

ÄÅÖÅÌÏÐÉÎÇ Á ÈÅÉÇÈÔÅÎÅÄ Á×ÁÒÅÎÅÓÓ ÏÆ ÐÈÙÓÉÃÁÌÉÔÙ ÁÎÄ ÉÎÃÉÄÅÎÔÁÌÌÙ ÉÎ ÏÕÒ ÄÉÓÃÕÓÓÉÏÎÓ ÏÖÅÒ 

ÌÕÎÃÈ ×ÈÉÃÈ ÂÅÃÁÍÅ ÏÎÅ ÏÆ ÔÈÅ ÍÁÉÎ ÍÏÍÅÎÔÓ ÏÆ ÌÅÁÒÎÉÎÇȢ  

4×Ï ÏÆ ÔÈÅ ÍÁÉÎ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ #Ï0ȭÓ ÁÐÐÌÉÃÁÔÉÏÎ ÁÒÅ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÐÔ ÒÅÇÁÒÄÉÎÇ ÔÈÅ 

ÁÉÍÓ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔȢ &ÉÒÓÔÌÙȟ ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÁÒÅ ÏÐÔÉÍÁÌÌÙ 

ÐÌÁÃÅÄ ÔÏ ÄÅÃÉÄÅ ×ÈÁÔ ËÎÏ×ÌÅÄÇÅ ÔÈÅÙ ÒÅÑÕÉÒÅ ÁÎÄ ÔÁËÅ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÔÏ ÄÏ ÓÏ ÃÏÌÌÅÃÔÉÖÅÌÙ 

ɉ7ÅÎÇÅÒ-4ÒÁÙÎÅÒȟ άΪΫίȡ ήɊ ×ÈÉÃÈ ÓÐÅÁËÓ ÔÏ ÔÈÅ ÌÅÁÒÎÅÒ ÁÕÔÏÎÏÍÙ ÔÈÁÔ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ 

ÅÎÇÅÎÄÅÒÓȢ 4ÈÅ ÓÅÃÏÎÄ ÁÓÐÅÃÔ ÉÓ ÔÈÅ ÃÏÎÎÅÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÌÅÁÒÎÉÎÇ ÁÎÄ ÐÅÒÆÏÒÍÁÎÃÅ ÔÈÁÔ 

ÓÐÁÎÓ ÔÈÅ ÔÈÒÅÓÈÏÌÄ ÂÅÔ×ÅÅÎ Ô×Ï ÄÉÆÆÅÒÅÎÔ ÁÒÅÁÓ ɉ7ÅÎÇÅÒ-4ÒÁÙÎÅÒȟ άΪΫίȡ ήɊ ÉÎ ÍÕÃÈ ÔÈÅ ÓÁÍÅ 
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×ÁÙ ÁÓ 3ÙÓÓÏÙÅÖÁ ÁÒÇÕÅÓ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÄÏÅÓ ×ÉÔÈ ȬÐÅÒÆÏÒÍÁÔÉÖÉÔÙ ÏÆ ÓÏÃÉÁÌ ÌÉÆÅ ÁÎÄ 

ÐÅÒÆÏÒÍÁÎÃÅȭ ɉάΪΫέÁȡ ΰɊȢ 4ÈÉÓ ÈÁÓ ÁÎ ÏÂÖÉÏÕÓ ÃÏÎÎÅÃÔÉÏÎ ×ÉÔÈ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ 

ÐÒÏÊÅÃÔ ÉÎ ÔÈÁÔ ÉÔ ÈÅÌÐÓ ÕÓ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ×ÈÁÔ ÏÃÃÕÒÒÅÄ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÊÅÃÔ ×ÈÅÒÅ ÐÅÒÆÏÒÍÁÎÃÅ 

ÉÎÆÏÒÍÅÄ ÔÈÅ ÌÅÁÒÎÉÎÇ ÁÎÄ ÖÉÃÅ ÖÅÒÓÁȢ 4ÈÅÓÅ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ ÁÕÔÏÎÏÍÙ ÁÎÄ ÐÒÁÃÔÉÔÉÏÎÅÒ-

ÏÒÉÅÎÔÁÔÉÏÎ ÄÏȟ ÈÏ×ÅÖÅÒȟ ÐÏÓÅ ÐÒÏÂÌÅÍÓ ÆÏÒ ÔÒÁÄÉÔÉÏÎÁÌ ÈÉÅÒÁÒÃÈÉÃÁÌ ÏÒÇÁÎÉÓÁÔÉÏÎÓȢ 7ÅÎÇÅÒ 

ÐÏÉÎÔÓ ÏÕÔ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ÔÈÅ ÃÏÍÍÏÎ ÁÓÓÕÍÐÔÉÏÎ ÍÁÄÅ ÂÙ ÏÒÇÁÎÉÓÁÔÉÏÎÓ ÔÈÁÔ ÁÃÃÏÕÎÔÁÂÉÌÉÔÙ ÉÓ 

ÌÁÃËÉÎÇ ÉÎ ÒÅÌÁÔÉÏÎÓÈÉÐÓ ÔÈÁÔ ÁÒÅ ÈÏÒÉÚÏÎÔÁÌ ÒÁÔÈÅÒ ÔÈÁÎ ÈÉÅÒÁÒÃÈÉÃÁÌȢ )Î ÒÅÓÐÏÎÓÅȟ 7ÅÎÇÅÒ 

ÁÒÇÕÅÓ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ÁÎÄ ÉÔ ÉÓ ÒÅÁÌÉÓÅÄ ȬÔÈÒÏÕÇÈ Á ÍÕÔÕÁÌ ÃÏÍÍÉÔÍÅÎÔ ÔÏ Á ÌÅÁÒÎÉÎÇ 

ÐÁÒÔÎÅÒÓÈÉÐȭ ɉάΪΫΪȡ ΫέɊȢ 

!ÃÃÏÕÎÔÁÂÉÌÉÔÙ ÉÓ ÐÅÒÈÁÐÓ ÔÈÅ ÌÁÒÇÅÓÔ ÏÂÓÔÁÃÌÅ ÔÏ ÂÅ ÎÅÇÏÔÉÁÔÅÄ ÔÏ ÁÌÌÏ× ÉÎÓÔÉÔÕÔÉÏÎÁÌ 

ÅÄÕÃÁÔÉÏÎ ÔÏ ÒÅÃÏÇÎÉÓÅ ÔÈÅ ÖÁÌÕÅ ÁÎÄ ÖÁÌÉÄÉÔÙ ÏÆ #Ï0Ȣ &ÏÒ ÅØÁÍÉÎÁÔÉÏÎÓ ÏÆ ÌÁÎÇÕÁÇÅ ÁÂÉÌÉÔÙ 

ÔÈÅÒÅ ÉÓ Á ÄÅÆÁÕÌÔ ÍÁÎÎÅÒ ÏÆ ÍÅÁÓÕÒÅÍÅÎÔȟ ×ÈÉÃÈ ÆÏÒ 3,! ÍÅÁÎÓ ÔÅÓÔÉÎÇ ÔÁÎÇÉÂÌÅ ÁÒÅÁÓ ÓÕÃÈ 

ÁÓ ÇÒÁÍÍÁÒ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÃÏÍÐÒÅÈÅÎÓÉÏÎ ÏÆ ÁÃÁÄÅÍÉÃ ÔÅØÔÓȢ &ÒÏÍ ÔÈÉÓ ÐÅÒÓÐÅÃÔÉÖÅȟ 

ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÉÓ ÖÅÒÙ ÍÕÃÈ ÓÅÅÎ ÁÓ Á ÆÉÎÁÌ ÇÏÁÌ ÔÏ ÂÅ ÒÅÁÃÈÅÄ ÉÎ ÍÁÒËÅÄ ÃÏÎÔÒÁÓÔ ÔÏ ÔÈÅ 

ÓÔÁÎÃÅ ÏÆ ÔÈÅ ÁÌÔÅÒÎÁÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓ ÔÏ 3,! ÄÉÓÃÕÓÓÅÄ ÁÂÏÖÅ ÉÎ ÔÈÉÓ ÃÈÁÐÔÅÒȢ 7ÈÉÌÅ 

ÒÅÃÏÇÎÉÓÉÎÇ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÏÂÊÅÃÔÉÖÅÓ ÏÆ 3,!ȟ ÐÒÏÐÏÎÅÎÔÓ ÏÆ ÓÕÃÈ ÁÐÐÒÏÁÃÈÅÓ ÓÅÅË ÔÏ ÁÌÔÅÒ ÔÈÅ 

ÐÅÄÁÇÏÇÉÃÁÌ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 3,! ÆÒÏÍ ÂÅÉÎÇ ÔÅÌÅÏÌÏÇÉÃÁÌ ÔÏ ÏÎÅ ÒÅÃÏÇÎÉÓÉÎÇ ÔÈÅ ÎÏÎ-

ÆÉÎÁÌÉÔÙ ÏÆ ÌÁÎÇÕÁÇÅ ÁÎÄ ÈÏ× ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔ ×ÏÒËÓ ÉÎ ÔÈÅ ×ÏÒÌÄ ÏÕÔÓÉÄÅ ÔÈÅ 

ÉÎÓÔÉÔÕÔÉÏÎȢ 3ÐÅÁËÉÎÇ ÆÒÏÍ ÔÈÅ ÐÅÒÓÐÅÃÔÉÖÅ ÏÆ #Ï0ȟ ÔÈÅ 7ÅÎÇÅÒ-4ÒÁÙÎÅÒÓ ÅÃÈÏ ÔÈÉÓȟ ÃÌÁÉÍÉÎÇ 

ȬÌÅÁÒÎÉÎÇ ÉÓ ÎÏÔ ÏÎÌÙ Á ÍÅÁÎÓ ÔÏ ÁÎ ÅÎÄȡ ÉÔ ÉÓ ÔÈÅ ÅÎÄ ÐÒÏÄÕÃÔȭȟ ×ÈÉÃÈ ÈÁÓ ÒÁÍÉÆÉÃÁÔÉÏÎÓ ÉÎ ÔÈÁÔ 

ÔÈÅ ÉÎÓÔÉÔÕÔÉÏÎȡ 

 ɏȣɐ ÉÓ ÎÏÔ ÔÈÅ ÐÒÉÖÉÌÅÇÅÄ ÌÏÃÕÓ ÏÆ ÌÅÁÒÎÉÎÇȢ )Ô ÉÓ ÎÏÔ Á ÓÅÌÆ-contained, closed 

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 service of the 

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

4ÈÅ 7ÅÎÇÅÒ-4ÒÁÙÎÅÒÓ ÓÕÇÇÅÓÔ ÔÈÁÔ ÔÈÉÓ ÍÉÇÈÔ ÂÅ ÆÏÕÎÄ ÉÎ ȬÐÅÒÉÐÈÅÒÁÌ ÆÏÒÍÓ ÏÆ ÐÁÒÔÉÃÉÐÁÔÉÏÎ 

ÉÎ ÂÒÏÁÄÅÒ ÃÏÍÍÕÎÉÔÉÅÓ ÂÅÙÏÎÄ ÔÈÅ ×ÁÌÌÓ ÏÆ ÔÈÅ ÓÃÈÏÏÌȭ ÁÎÄ ÌÏÏËÉÎÇ ÁÔ ×ÈÁÔ ×ÏÕÌÄ ÓÅÒÖÅ 

ÓÔÕÄÅÎÔȭÓ ÌÉÆÅÌÏÎÇ ÎÅÅÄÓ ÆÏÒ ÌÅÁÒÎÉÎÇ ÂÅÙÏÎÄ ÔÈÁÔ ɉάΪΫίȡ ίɊȢ %ÎÇÁÇÉÎÇ ÌÅÁÒÎÅÒÓ ÉÎ ÍÁËÉÎÇ 

ÃÏÎÎÅÃÔÉÏÎÓ ÂÅÙÏÎÄ ÔÈÅ ÅÎÖÉÒÏÎÓ ÏÆ ÔÈÅ ÉÎÓÔÉÔÕÔÉÏÎ ÉÎ ȬÐÅÒÉÐÈÅÒÁÌ ÆÏÒÍÓ ÏÆ ÐÁÒÔÉÃÉÐÁÔÉÏÎȭ 

ÅÍÅÒÇÅÄ ÕÎÐÌÁÎÎÅÄ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÊÅÃÔ ÁÎÄ ÉÎÃÌÕÄÅÄ ÍÅÁÌÔÉÍÅÓȟ ÓÈÏÐÐÉÎÇ ÔÒÉÐÓȟ Á &ÁÃÅÂÏÏË 

ȬÃÏÍÍÕÎÉÔÙȭ ÁÎÄ ÒÅÈÅÁÒÓÁÌÓ ÁÎÄ ×ÒÉÔÉÎÇ ÆÏÒ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÔÈÁÔ ÔÏÏË ÐÌÁÃÅ ÂÅÙÏÎÄ ÔÈÅ 

×ÏÒËÓÈÏÐ ÁÎÄ ÉÎ ÐÒÉÖÁÔÅ ÓÐÁÃÅȢ  4ÈÉÓ ÆÉÎÁÌ ÅÌÅÍÅÎÔ ÃÈÁÌÌÅÎÇÅÓ ÍÙ ÁÔÔÅÍÐÔÓ ÔÏ ÄÅÌÉÎÅÁÔÅ ×ÈÁÔ 

×ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÐÒÏÊÅÃÔ ÁÎÄ ×ÈÁÔ ×ÁÓ ÎÏÔ ÁÎÄȟ ÉÎ ÔÕÒÎȟ ÐÅÒÈÁÐÓ ÃÏÎÔÅÓÔÓ ×ÈÁÔ ÃÁÎ ÂÅ ÒÅÇÁÒÄÅÄ 

ÁÓ ÔÈÅ ÂÏÕÎÄÁÒÙ ÏÆ Á ÐÁÒÔÉÃÕÌÁÒ ÃÏÍÍÕÎÉÔÙ ÏÆ ÐÒÁÃÔÉÃÅȢ 4ÈÉÓ ÉÓ ÄÉÓÃÕÓÓÅÄ ÉÎ ÓÅÃÔÉÏÎÓ ÏÆ 

ÃÈÁÐÔÅÒÓ ÓÉØ ÁÎÄ ÓÅÖÅÎȟ ÁÎÄ ÅØÔÅÎÓÉÖÅÌÙ ÉÎ ÃÈÁÐÔÅÒ ÅÉÇÈÔȢ 4ÈÅ ÎÅØÔ ÓÅÃÔÉÏÎ ×ÉÌÌ ÏÕÔÌÉÎÅ ÔÈÅ 

ÔÈÅÏÒÅÔÉÃÁÌ ÆÅÁÔÕÒÅÓ ÏÆ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÉÎ 3,!Ȣ 

3ÅÌÆ-ÅÆÆÉÃÁÃÙ ÉÎ 3,! 

3ÅÌÆ-ÅÆÆÉÃÁÃÙ ÄÉÆÆÅÒÓ ÆÒÏÍ ÓÅÌÆ-ÃÏÎÆÉÄÅÎÃÅ ÉÎ ÔÈÁÔ ÉÔ ÔÅÎÄÓ ÔÏ ÂÅ ÁÐÐÌÉÅÄ ÍÏÒÅ ÎÁÒÒÏ×ÌÙ 

ÔÏ Á ÐÅÒÓÏÎȭÓ ÂÅÌÉÅÆ ÉÎ ÔÈÅÉÒ ÁÂÉÌÉÔÙ ÔÏ ÐÅÒÆÏÒÍ Á ÔÁÓË ɉ"ÁÎÄÕÒÁȟ Ϋγγαȡ ήɊȟ ×ÈÅÔÈÅÒ ÔÈÁÔ ÂÅ 

ÐÌÁÙÉÎÇ ÆÏÏÔÂÁÌÌȟ ÐÌÁÙÉÎÇ Á ÐÉÅÃÅ ÏÆ ÍÕÓÉÃ ÏÒȟ ÉÎ ÔÈÅ ÁÒÅÁ ) ÁÍ ÄÉÓÃÕÓÓÉÎÇȟ ÕÓÉÎÇ ÁÎ ÁÄÄÉÔÉÏÎÁÌ 

ÌÁÎÇÕÁÇÅȢ12 3ÅÌÆ-ÃÏÎÆÉÄÅÎÃÅȟ ÏÒ ÓÅÌÆ-ÅÓÔÅÅÍȟ ÉÓ ÍÏÒÅ ÁÂÏÕÔ ÔÈÅ ÐÅÒÓÏÎ ÁÓ Á ÃÏÍÐÌÅÔÅ ÂÅÉÎÇ ÁÎÄ 

ÔÈÅÉÒ ÒÅÓÐÅÃÔ ÆÏÒ ÔÈÅÍÓÅÌÖÅÓȟ ÔÈÅÉÒ ÓÅÌÆ-ÒÅÇÁÒÄȟ ÁÎÄ ÈÏ× ÔÈÅÙ ÔÈÉÎË ÏÔÈÅÒÓ ÓÅÅ ÔÈÅÍ ɉ"ÁÎÄÕÒÁȟ 

ΫγγαɊȢ (ÅÒÅȟ ÉÔ ÉÓ ×ÅÌÌ ×ÏÒÔÈ ÎÏÔÉÎÇ *ÁÍÅÓ 4ÈÏÍÐÓÏÎȭÓ ÏÂÓÅÒÖÁÔÉÏÎ ÁÂÏÕÔ ÓÅÌÆ-ÅÓÔÅÅÍ ×ÈÉÃÈ ÉÓ 

ÓÉÍÉÌÁÒÌÙ ÁÐÐÌÉÃÁÂÌÅ ÔÏ ÓÅÌÆ-ÅÆÆÉÃÁÃÙȢ (Å ÎÏÔÅÓ ÔÈÁÔ ÓÅÌÆ-ÅÓÔÅÅÍȟ ÒÁÔÈÅÒ ÔÈÁÎ ÂÅÉÎÇ ȬÄÅÆÉÎÅÄ ÁÓ Á 

ÐÒÏÐÅÒÔÙ ÅÍÁÎÁÔÉÎÇ ÆÒÏÍ Á ÐÅÒÓÏÎ ɏȣɐ ÓÈÏÕÌÄ ÂÅ ÕÎÄÅÒÓÔÏÏÄ ÁÓ Á ÐÒÏÐÅÒÔÙ ÏÆ ÔÈÅ 

ÉÎÔÅÒÒÅÌÁÔÉÏÎ ÏÆ ÔÈÅ ÐÅÒÓÏÎ ×ÉÔÈ ÔÈÅ ÓÉÔÕÁÔÉÏÎ ÔÈÅÙ ÁÒÅ ÉÎȭ ɉ4ÈÏÍÐÓÏÎȟ άΪΪέȡ αήɊȢ 4ÈÉÓ ÉÓ Á 

ÍÏÒÅ ÇÅÎÅÒÁÌ ÐÅÒÓÐÅÃÔÉÖÅȟ ÙÅÔȟ ÅÖÅÎ ÐÅÏÐÌÅ ×ÈÏ ÈÁÖÅ ÓÅÌÆ-ÅÓÔÅÅÍ ÃÁÎ ÈÁÖÅ ÌÏ× ÓÅÌÆ-ÅÆÆÉÃÁÃÙ 

                                                      
12 For a review of the literature on self-efficacy in the SLA field see Raoofi, Tan, and Chan (2012). 
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×ÈÅÎ ÉÔ ÃÏÍÅÓ ÔÏ ÓÐÅÃÉÆÉÃ ÉÎÁÂÉÌÉÔÉÅÓ ÁÎÄ ÔÈÉÓ ÉÓ ÎÏ×ÈÅÒÅ ÍÏÒÅ ÅÖÉÄÅÎÔ ÔÈÁÎ ÉÎ ÓÅÃÏÎÄ 

ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎ ×ÈÅÒÅ ÔÈÅ ÉÎÃÁÐÁÃÉÔÙ ÔÏ ÅØÐÒÅÓÓ ÏÎÅÓÅÌÆ ÃÁÕÓÅÓ ÁÃÕÔÅ ÆÅÅÌÉÎÇÓ ÏÆ 

ÖÕÌÎÅÒÁÂÉÌÉÔÙ ×ÈÉÃÈ ÉÎ ÔÕÒÎ ÁÃÃÅÎÔÕÁÔÅÓ ÌÅÁÒÎÅÒ ÄÉÓÔÒÅÓÓ ɉ(ÏÒ×ÉÔÚ ÅÔ ÁÌȢȟ ΫγβΰȠ (ÏÒ×ÉÔÚ ÁÎÄ 

9ÏÕÎÇȟ ΫγγΫɊȢ /ÎÅ ÏÆ ÔÈÅ ×ÁÙÓ ÓÔÕÄÅÎÔÓ ÄÅÁÌ ×ÉÔÈ ÔÈÉÓ ÉÓ ÁÎ ÏÖÅÒ ÒÅÌÉÁÎÃÅ ÏÎ ÓÔÒÉÃÔ ÒÕÌÅÓ ×ÈÉÃÈ 

ÃÁÎ ÂÅ ÓÅÅÎ ÉÎ ÔÈÅ ÇÕÉÓÅ ÏÆ ÇÒÁÍÍÁÒȟ ÆÁÖÏÕÒÅÄ ÆÏÒÍÓ ÏÆ ÐÒÏÎÕÎÃÉÁÔÉÏÎ ÁÎÄ ȬÅÒÁÄÉÃÁÔÉÏÎȭ ÏÆ 

ÁÃÃÅÎÔȢ 4ÈÉÓȟ ÔÈÏÕÇÈȟ ÃÁÎ ÂÅ ÐÒÏÂÌÅÍÁÔÉÃ ÁÓ ÒÏÏÍ ÆÏÒ ÅÒÒÏÒ ÉÓ ÌÉÍÉÔÅÄ ÁÎÄ ÃÁÎ ÌÅÁÄ ÔÏ 

ÒÅÓÔÒÉÃÔÉÏÎ ÏÆ ÅØÐÒÅÓÓÉÏÎ ÔÈÒÏÕÇÈ ÆÅÁÒ ÏÆ ÆÁÉÌÕÒÅȢ !ÐÁÒÔ ÆÒÏÍ ÔÈÅÓÅ ÔÙÐÅÓ ÏÆ ÉÎÆÌÕÅÎÃÅ ÏÎ 

ÓÔÕÄÅÎÔÓȭ ÌÅÁÒÎÉÎÇȟ ÒÅÓÅÁÒÃÈ ÓÈÏ×Ó ÔÈÁÔ Á ÍÁÉÎ ÖÁÒÉÁÂÌÅ ÉÎ ÔÈÅ ÍÏÔÉÖÁÔÉÏÎ ÁÎÄ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ 

ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÓÐÅÁËÅÒÓ ÉÓ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ɉ2ÁÏÏÆÉ ÅÔ ÁÌȢȟ άΪΫάɊȢ Albert "ÁÎÄÕÒÁ  ÉÄÅÎÔÉÆÉÅÓ ÆÏÕÒ 

ÅÌÅÍÅÎÔÓ ÔÈÁÔ ÃÒÅÁÔÅ ÔÈÅ ÓÔÁÔÕÓ ÏÆ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ɉΫγγαȟ άΪΪβɊȢ 4ÈÅÓÅ ÁÒÅ ÍÁÓÔÅÒÙ ÅØÐÅÒÉÅÎÃÅȟ 

ÖÉÃÁÒÉÏÕÓ ÅØÐÅÒÉÅÎÃÅ ÏÒ ÓÏÃÉÁÌ ÍÏÄÅÌÌÉÎÇȟ ÓÏÃÉÁÌ ÐÅÒÓÕÁÓÉÏÎȟ ÁÎÄ ÐÈÙÓÉÏÌÏÇÉÃÁÌ ÓÔÁÔÅ ÁÎÄ ÉÔ ÉÓ 

ÉÍÐÏÒÔÁÎÔ ÔÏ ÂÒÉÅÆÌÙ ÁÄÄÒÅÓÓ ÅÁÃÈ ÏÆ ÔÈÅÓÅ ÂÅÆÏÒÅ ×Å ÆÕÒÔÈÅÒ ÄÉÓÃÕÓÓ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÉÎ ÔÈÅ ÆÒÁÍÅ 

ÏÆ 3,!Ȣ 

-ÁÓÔÅÒÙ ÅØÐÅÒÉÅÎÃÅ ÉÓ ÅÓÓÅÎÔÉÁÌÌÙ ÔÈÅ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÓÕÃÃÅÓÓ ÔÏ ȬÂÕÉÌÄ Á ÒÏÂÕÓÔ ÅÆÆÉÃÁÃÙȭ 

ɉ"ÁÎÄÕÒÁȟ άΪΪβȡ ΫΰβɊȟ ÐÅÒÈÁÐÓ ÍÁÎÉÆÅÓÔÉÎÇ ÉÔÓÅÌÆ ÉÎ ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔ ÉÎ ÔÈÅ ÇÕÉÓÅ ÏÆ 

ÇÏÏÄ ÍÁÒËÓ ÉÎ ÅØÁÍÓ ÏÒȟ ÆÒÏÍ Á ÐÅÒÓÏÎÁÌ ÐÏÉÎÔ ÏÆ ÖÉÅ×ȟ Á ÐÁÒÔÉÃÕÌÁÒÌÙ ÓÁÔÉÓÆÙÉÎÇ ÉÎÔÅÒÁÃÔÉÏÎȢ 

"ÁÎÄÕÒÁ ÔÈÏÕÇÈ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ÔÈÅ ÍÁÓÔÅÒÙ ÅØÐÅÒÉÅÎÃÅ ÉÓ ÎÏÔ ÇÁÉÎÅÄ ÂÙ ÏÎÌÙ ȬÅÁÓÙ ÓÕÃÃÅÓÓÅÓȭȟ ÂÕÔ 

ÂÙ ÂÕÉÌÄÉÎÇ ÒÅÓÉÌÉÅÎÃÅ ÁÎÄ ÔÈÁÔ ȬɏÒɐÅÓÉÌÉÅÎÔ ÅÆÆÉÃÁÃÙ ÒÅÑÕÉÒÅÓ ÅØÐÅÒÉÅÎÃÅ ÉÎ ÏÖÅÒÃÏÍÉÎÇ 

ÏÂÓÔÁÃÌÅÓ ÔÈÒÏÕÇÈ ÐÅÒÓÅÖÅÒÁÎÔ ÅÆÆÏÒÔȭ ɉάΪΪβȡ ΫΰβɊȢ 6ÉÃÁÒÉÏÕÓ ÅØÐÅÒÉÅÎÃÅ ÏÒ ÓÏÃÉÁÌ ÍÏÄÅÌÌÉÎÇ ÉÓ 

ÔÈÅ ÎÏÔÉÏÎ ÔÈÁÔ ×ÈÅÎ Á ÐÅÒÓÏÎ ÏÂÓÅÒÖÅÓ ÃÏÌÌÅÁÇÕÅÓ ÏÒ ÐÅÅÒÓ ÓÕÃÃÅÓÓÆÕÌÌÙ ÃÏÍÐÌÅÔÅ Á ÔÁÓË ÏÒ 

ÕÎÄÅÒÔÁËÉÎÇȟ ÔÈÅÙ ÁÌÓÏ ÂÅÎÅÆÉÔ ÍÕÔÕÁÌÌÙ ÁÓ ÔÈÅÙ ÓÅÅ ÔÈÅÍÓÅÌÖÅÓ ÃÁÐÁÂÌÅ ÏÆ ÁÃÈÉÅÖÉÎÇ ÔÈÅ ÓÁÍÅ 

ÓÕÃÃÅÓÓȟ ×ÈÉÃÈ ÌÅÁÄÓ ÔÏ ÆÕÒÔÈÅÒ ÅÎÈÁÎÃÅÍÅÎÔ ÏÆ ÔÈÅ ÌÅÁÒÎÅÒȭÓ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ɉ"ÁÎÄÕÒÁȟ άΪΪβȡ 

ΫΰβɊȢ 3ÏÃÉÁÌ ÐÅÒÓÕÁÓÉÏÎ ÉÓ ÅÎÃÏÕÒÁÇÅÍÅÎÔ ÆÒÏÍ ÐÅÏÐÌÅ ×ÉÔÈ ÐÅÒÃÅÉÖÅÄ ÅØÐÅÒÔÉÓÅ ÉÎ ÔÈÅ ÁÒÅÁ ÏÆ 

ÃÏÎÃÅÒÎȢ "ÁÎÄÕÒÁ ÅØÐÌÁÉÎÓ ÔÈÁÔ ÔÈÉÓ ÉÓ ÎÏÔ ÍÅÒÅÌÙ ÃÏÎÖÅÙÉÎÇ ÆÁÉÔÈ ÉÎ ÐÅÏÐÌÅȟ ÂÕÔ ÂÙ ÃÒÅÁÔÉÎÇ 

ÓÉÔÕÁÔÉÏÎÓ ÁÎÄ ÓÔÒÕÃÔÕÒÅÓ ÔÈÁÔ ÓÕÐÐÏÒÔ ÐÅÏÐÌÅ ×ÈÅÒÅ ȬɏÅɐÆÆÅÃÔÉÖÅ ÅÆÆÉÃÁÃÙ ÂÕÉÌÄÅÒÓ ɏȣɐ 

ÅÎÃÏÕÒÁÇÅ ÊÕÄÇÍÅÎÔ ÏÆ ÓÕÃÃÅÓÓ ÂÙ ÓÅÌÆ-ÉÍÐÒÏÖÅÍÅÎÔ ÒÁÔÈÅÒ ÔÈÁÎ ÂÙ ÔÒÉÕÍÐÈÓ ÏÖÅÒ ÏÔÈÅÒÓȭ 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 
 

126 
 

ɉάΪΪβȡ ΫΰβɊȢ 4ÈÅ ÐÈÙÓÉÏÌÏÇÉÃÁÌ ÓÔÁÔÅ ÁÌÏÎÇ ×ÉÔÈ ÐÈÙÓÉÃÁÌÉÔÙ ÁÌÓÏ ÉÎÃÏÒÐÏÒÁÔÅÓ ÅÍÏÔÉÏÎÁÌ 

ÁÓÐÅÃÔÓ ÓÏȟ ÁÌÏÎÇ ×ÉÔÈ ÆÁÔÉÇÕÅȟ ÅÍÏÔÉÏÎÁÌ ÆÁÃÔÏÒÓ ÓÕÃÈ ÁÓ ÁÎØÉÅÔÙ ÁÒÅ ÌÉÁÂÌÅ ÔÏ ÐÒÏÄÕÃÅ 

ÉÎÓÔÁÂÉÌÉÔÙ ÏÒ ÆÅÅÌÉÎÇÓ ÏÆ ÄÅÆÉÃÉÅÎÃÙ ÉÎ Á ÌÅÁÒÎÅÒȭÓ ÓÅÌÆ-ÅÆÆÉÃÁÃÙȢ 4ÈÉÓ ÍÉÇÈÔ ÂÅ ×ÈÅÎ ÐÅÒÆÏÒÍÉÎÇ 

Á ÔÁÓË ÓÕÃÈ ÁÓ ÇÉÖÉÎÇ Á ÐÒÅÓÅÎÔÁÔÉÏÎȟ ÃÏÎÔÒÉÂÕÔÉÎÇ ÔÏ Á ÍÅÅÔÉÎÇȟ ÏÒ ÅÖÅÎȟ ÍÁËÉÎÇ ÁÎ ÏÒÄÅÒ ÏÒ 

ÃÏÍÐÌÅÔÉÎÇ Á ÓÉÍÐÌÅ ÔÒÁÎÓÁÃÔÉÏÎȢ &ÅÅÌÉÎÇ ÃÏÍÆÏÒÔÁÂÌÅ ÉÎ ÓÕÃÈ ÓÉÔÕÁÔÉÏÎÓ ÓÔÒÅÎÇÔÈÅÎÓ ÓÅÌÆ-

ÅÆÆÉÃÁÃÙ ×ÈÉÃÈ ÃÒÅÁÔÅÓ Á ÓÅÌÆ-ÐÅÒÐÅÔÕÁÔÉÎÇ ÃÙÃÌÅ ÏÆ ÅÎÃÏÕÒÁÇÅÍÅÎÔ ɉ"ÁÎÄÕÒÁȟ άΪΪβȡ ΫΰγɊȢ 

Saeid 2ÁÏÏÆÉȟ "ÅÅ (ÏÏÎ 4ÁÎ ÁÎÄ Swee Heng #ÈÁÎ ÁÒÅ ÃÏÎÃÅÒÎÅÄ ÁÂÏÕÔ ÔÈÅ ÌÁÃË ÏÆ ÒÅÓÅÁÒÃÈ 

ÄÏÎÅ ÉÎÔÏ ÈÏ× ÔÏ ÁÌÔÅÒ ÁÎÄ ÄÅÖÅÌÏÐ ÐÅÏÐÌÅȭÓ ÓÅÌÆ-ÅÆÆÉÃÁÃÙȟ ÓÐÅÃÉÆÉÃÁÌÌÙ ÉÎ ÅÄÕÃÁÔÉÏÎ 

ÉÎÓÔÉÔÕÔÉÏÎÓȟ ÒÁÔÈÅÒ ÔÈÁÎ ÍÅÒÅÌÙ ÁÔÔÅÍÐÔÉÎÇ ÔÏ ÍÅÁÓÕÒÅ ÌÅÖÅÌÓ ÏÆ ÉÔ ɉάΪΫάȡ ΰάɊȢ  

)Î ÔÈÅ ÆÉÅÌÄ ÏÆ ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎȟ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÈÁÓ ÂÅÅÎ ÆÏÕÎÄ ÔÏ ÉÎÆÌÕÅÎÃÅ 

ÔÈÅ ȬÉÎÔÅÒÅÓÔȟ ÐÅÒÓÉÓÔÅÎÃÅȟ ÅØÔÅÎÔ ÏÆ ÅÆÆÏÒÔ ÓÔÕÄÅÎÔÓ ÉÎÖÅÓÔ ÉÎ ÌÅÁÒÎÉÎÇȟ ÔÈÅ ÇÏÁÌÓ ÔÈÅÙ ÃÈÏÏÓÅ ÔÏ 

ÐÕÒÓÕÅ ÁÎÄ ÔÈÅÉÒ ÕÓÅ ÏÆ ÓÅÌÆ-ÒÅÇÕÌÁÔÅÄ ÓÔÒÁÔÅÇÉÅÓ ÉÎ ÐÅÒÆÏÒÍÉÎÇ Á ÔÁÓËȭ ɉ2ÁÏÏÆÉ ÅÔ ÁÌȢȟ άΪΫάȡ ΰΫɊȢ 

7ÉÔÈ ÔÈÉÓ ÉÎ ÍÉÎÄȟ ×Å ÒÅÔÕÒÎ ÔÏ ÔÈÅ )ÄÅÎÔÉÔÙ !ÐÐÒÏÁÃÈ ÁÎÄ ÁÎÏÔÈÅÒ ÅÌÅÍÅÎÔ ÏÆ ÔÈÅ 

ÍÅÔÈÏÄÏÌÏÇÙ ÐÕÔ ÆÏÒ×ÁÒÄ ÂÙ .ÏÒÔÏÎ ×ÈÉÃÈ ÉÓ ÔÈÅ ȬÃÏÎÓÔÒÕÃÔ ÏÆ ÉÎÖÅÓÔÍÅÎÔȭ ɉ.ÏÒÔÏÎ ÁÎÄ 

-Ã+ÉÎÎÅÙȟ άΪΫΫȡ αί ÉÔÁÌÉÃÓ ÉÎ ÏÒÉÇÉÎÁÌɊȢ 4ÈÉÓ ÃÏÎÃÅÐÔȟ ÆÉÒÓÔ ÐÒÏÐÏÓÅÄ ÉÎ ÔÈÅ ÍÉÄ-ΫγγΪÓ ɉ.ÏÒÔÏÎ 

0ÅÉÒÃÅȟ ΫγγίȠ .ÏÒÔÏÎȟ ΫγγαɊȟ ÒÅÇÁÒÄÓ ÔÈÅ ÌÅÁÒÎÅÒ ÁÓ ÂÅÉÎÇ ÉÎ Á ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÔÈÅ ÔÁÒÇÅÔ 

ÌÁÎÇÕÁÇÅ ÔÈÁÔ ÉÓ ÍÅÄÉÁÔÅÄ ÂÙ ÓÏÃÉÁÌ ÁÎÄ ÈÉÓÔÏÒÉÃ ÃÏÎÓÔÒÕÃÔÓ ÁÎÄ ÆÕÒÔÈÅÒÍÏÒÅ ÔÈÅ ×ÉÓÈ ÏÆ ÔÈÅ 

ÌÅÁÒÎÅÒ ÔÏ ÁÃÑÕÉÒÅ ÁÎÄ ÄÅÖÅÌÏÐ ÔÈÁÔ ÌÁÎÇÕÁÇÅ ɉ.ÏÒÔÏÎ ÁÎÄ -Ã+ÉÎÎÅÙȟ άΪΫΫȡ αίɊȢ 7ÈÅÎ 

ÌÅÁÒÎÅÒÓ ÌÁÃË ÉÎÖÅÓÔÍÅÎÔ ÉÎ ÔÈÅ ÌÁÎÇÕÁÇÅ ÐÒÁÃÔÉÃÅÓ ÏÆ ÔÈÅ ÔÅÁÃÈÉÎÇ ÓÐÁÃÅ ÔÈÉÓ ÃÁÕÓÅÓ 

ÒÅÓÔÒÉÃÔÉÏÎÓ ÏÎ ÌÅÁÒÎÉÎÇ ÁÎÄ Á ÐÅÒÐÅÔÕÁÔÉÏÎ ÏÆ ȬÅÄÕÃÁÔÉÏÎÁÌ ÉÎÅÑÕÉÔÉÅÓȭ ɉ.ÏÒÔÏÎȟ άΪΫέȡ ΫαɊȢ 4ÈÅ 

ÍÅÁÎÉÎÇ ÏÆ ȬÉÎÖÅÓÔÍÅÎÔȭȟ ÈÅÒÅȟ ÉÓ ÒÅÌÁÔÅÄ ÁÎÄ ÃÏÍÐÌÅÍÅÎÔÁÒÙȟ ÔÈÏÕÇÈ ÎÏÔ ÅÑÕÉÖÁÌÅÎÔ ÔÏȟ 

ÍÏÔÉÖÁÔÉÏÎȢ )ÎÄÅÅÄȟ .ÏÒÔÏÎ ÈÁÓ ÐÏÉÎÔÅÄ ÏÕÔ ÔÈÁÔ ÔÈÅ ÁÎÁÌÙÓÉÓ ÏÆ ÍÏÔÉÖÁÔÉÏÎ ÉÎ 3,! ÄÏÅÓ ÎÏÔ 

ÐÁÙ ÅÎÏÕÇÈ ÁÔÔÅÎÔÉÏÎ ÔÏ ÔÈÅ ÉÍÐÁÃÔ ÏÆ ÕÎÅÑÕÁÌ ÒÅÌÁÔÉÏÎÓ ÏÆ ÐÏ×ÅÒȟ ×ÈÉÃÈ ÓÈÅ ÆÉÎÄÓ ÄÅÅÐÌÙ 

ÐÒÏÂÌÅÍÁÔÉÃ ɉάΪΫέȡ ΰɊȢ 4Ï ÄÉÆÆÅÒÅÎÔÉÁÔÅ ÈÅÒ ×ÏÒË ÏÎ ÉÎÖÅÓÔÍÅÎÔ ÆÒÏÍ ÍÏÔÉÖÁÔÉÏÎȟ .ÏÒÔÏÎ 

ÓÉÔÕÁÔÅÓ ÔÈÅ ÃÏÎÓÔÒÕÃÔ ÏÆ ÉÎÖÅÓÔÍÅÎÔ ÉÎ Á ÓÏÃÉÏÌÏÇÉÃÁÌ ÐÁÒÁÄÉÇÍ ×ÈÉÌÅ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ 

ÍÏÔÉÖÁÔÉÏÎȟ ÆÒÏÍ ÈÅÒ ÒÅÁÄÉÎÇ ÏÆ $ĘÒÎÙÅÉȟ ÓÈÅ ÃÌÁÉÍÓ ÓÈÏÕÌÄ ÂÅ ÐÌÁÃÅÄ ÉÎ Á ÐÓÙÃÈÏÌÏÇÉÃÁÌ 
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ÐÁÒÁÄÉÇÍ ɉάΪΫέȡ ΰɊȢ ) ÖÉÅ× ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÁÓ Á ÆÁÃÔÏÒ ÔÈÁÔ ÃÁÎ ÂÅ ÉÎÆÌÕÅÎÔÉÁÌ ÉÎ ÂÏÔÈ ÆÉÅÌÄÓ 

ÂÅÃÁÕÓÅ ×ÈÉÌÅ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÓÔÅÍÓ ÆÒÏÍ Á ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÂÁÓÅȟ ÉÔ ÃÁÎ ÂÅ ÁÆÆÅÃÔÅÄ ÔÁÎÇÉÂÌÙ ÉÎ ÔÈÅ 

ÓÏÃÉÏÌÏÇÉÃÁÌ ÅÎÖÉÒÏÎÍÅÎÔ ÉÎ ×ÈÉÃÈ ÌÅÁÒÎÉÎÇ ÔÁËÅÓ ÐÌÁÃÅȢ 4ÈÉÓ ÉÓ ÓÕÐÐÏÒÔÅÄ ÂÙ 2ÁÏÏÆÉȟ 4ÁÎ ÁÎÄ 

#ÈÁÎȭÓ ÃÏÍÐÒÅÈÅÎÓÉÖÅ ÒÅÖÉÅ× ÏÆ ÓÅÌÆ-ÅÆÆÉÃÁÃÙ ÉÎ ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ɉάΪΫάɊȢ (Ï×ÅÖÅÒȟ ÉÎ 

ÍÏÓÔ ÏÆ ÔÈÅ ÓÔÕÄÉÅÓ ÅØÁÍÉÎÅÄ ÂÙ 2ÁÏÏÆÉȟ 4ÁÎ ÁÎÄ #ÈÁÎȟ ÔÈÉÓ ×ÁÓ ÔÈÒÏÕÇÈ ÉÎÔÅÒÖÅÎÔÉÏÎÓ ÂÙ Á 

ÔÅÁÃÈÅÒ ÁÎÄ ÔÈÉÓ ÅÍÐÈÁÓÉÓ ÏÎ ÔÅÁÃÈÅÒ-ÂÁÓÅÄ ÅÆÆÉÃÁÃÙ ÂÕÉÌÄÉÎÇ ÔÅÎÄÓ ÔÏ ÓÅÔ ÉÔÓÅÌÆ ÉÎ ÔÈÅ ȬÍÁÓÔÅÒ 

ÅØÐÌÉÃÁÔÏÒȭȟ ÈÉÅÒÁÒÃÈÉÃÁÌ ÍÏÄÅÌ ÏÆ ÅÄÕÃÁÔÉÏÎ ÔÈÁÔ ÉÓ ÃÒÉÔÉÑÕÅÄ ÂÙ 2ÁÎÃÉîÒÅȢ (ÁÖÉÎÇ ÁÌÒÅÁÄÙ 

ÏÕÔÌÉÎÅÄ ÍÙ ÉÄÅÏÌÏÇÉÃÁÌ ÁÐÐÒÏÁÃÈȟ ) ÉÌÌÕÓÔÒÁÔÅ ÉÎ ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÃÈÁÐÔÅÒÓ Á ×ÁÙ ÉÎ ×ÈÉÃÈ ÓÅÌÆ-

ÅÆÆÉÃÁÃÙ ÎÅÅÄ ÎÏÔȟ ÎÏÒ ÓÈÏÕÌÄ ÎÏÔȟ ÂÅ ÔÈÅ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÏÆ ÔÈÅ ÔÅÁÃÈÅÒ-ÆÁÃÉÌÉÔÁÔÏÒ ÂÕÔ ÏÆ ÔÈÅ 

ÉÎÄÉÖÉÄÕÁÌ ÔÈÅÍÓÅÌÖÅÓ ÓÕÐÐÏÒÔÅÄ ÂÙ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅȢ 

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 can never 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 Rancière (2013: 83) 

The analysis and discussion ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÃÁÓÅ ÓÔÕÄÙ takes place 

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 

ÃÁÌÌÅÄ ȬThe Ignorant Facilitatorȭ ×ÈÉÃÈ ÔÁËÅÓ ÉÔÓ ÎÁÍÅ ÆÒÏÍ 3ÈÕÌÁÍÉÔÈ Lev-!ÌÁÄÇÅÍȭÓ 

ÁÄÁÐÔÁÔÉÏÎ ÏÆ 2ÁÎÃÉîÒÅȭÓ ×ÏÒË in The Ignorant Schoolmaster (1991). It examines my role and 

ÐÏÓÉÔÉÏÎÉÎÇ ×ÉÔÈÉÎ ÔÈÅ ÐÒÏÊÅÃÔȭÓ ÁÔÔÅÍÐÔ ÁÔ ÂÅÉÎÇ ÍÏÒÅ ÅÇÁÌÉÔÁÒÉÁÎ ÔÈÁÎ ÔÈÅ ÃÏÎÖÅÎÔÉÏÎÁÌ 

classroom. I also compare the collective creation approach to that of process drama in terms 

of differences in how the teacher-facilitator w orks within these approaches. This is followed 
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by how a less hierarchical, more friendship-based or fraternal relationship informs the 

educational process of language development and can affect self-efficacy in use of the target 

language. 

The following chaÐÔÅÒȟ Ȭ4ÈÅ Individual in the Collectiveȭȟ ÃÏÎÔÉÎÕÅÓ ÔÏ ÅØÁÍÉÎÅ ÔÈÅ 

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 discussion takes examples 

ÆÒÏÍ ÈÏ× ÐÁÒÔÉÃÉÐÁÎÔÓ ÃÏÎÔÒÉÂÕÔÅÄ ÔÏ ÔÈÅ ÐÒÏÄÕÃÔÉÏÎȭÓ ÃÏÎÃÅÐÔÕÁÌ ÆÒÁÍÅ×ÏÒË ÁÎÄ 

generated potential performance material seen through improvisation, group and pair 

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

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

I draw on the work of Jacques Rancière throughout these two first two chapters and 

relate it to some of the challenges and notions raised in the two that follow, ȬVoicing 

Identityȭ and ȬMessing It Up As We Go Alongȭ. His work informs the discussion of the 

egalitarian ethos engendered in ensemble devising and the examination of both my own 

role as teacher-facilitator -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 teacher-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 by 2ÁÎÃÉîÒÅȭÓ ÆÏÒÍÕÌÁÔÉÏÎ ÉÎ The Ignorant Schoolmaster 

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 role which is further informed by Lev-!ÌÁÄÇÅÍȭÓ ÁÄÁÐÔÁÔÉÏÎ ÏÆ 2ÁÎÃÉîÒÅȭÓ 

work where the ignorant schoolmaster mutates ÔÏ ȬÔÈÅ ÉÇÎÏÒÁÎÔ ÆÁÃÉÌÉÔÁÔÏÒȭ (2015).  

 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. The Identity Approach  to SLA acts as a 

theoretical fulcrum to the analysis that takes place which 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 opportunities that multiple 

identities and multilingualism provide. Educational ÁÐÐÒÏÁÃÈÅÓ ÔÈÁÔ ȬÅÎÈÁÎÃÅ ÈÕÍÁÎ 

ÁÇÅÎÃÙ ÉÎ ÍÏÒÅ ÅÑÕÉÔÁÂÌÅ ×ÏÒÌÄÓȭ (Norton, 2013: 22) can address these areas and I argue that 

the ethos of group devised theatre provides a basis for this. One of the main points the 

ÁÎÁÌÙÓÉÓ ÁÎÄ ÄÉÓÃÕÓÓÉÏÎ ÒÁÉÓÅÓ ÉÓ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ÌÅÁÒÎÉÎÇ ÉÎ ÔÈÅ Ȭperipheriesȭ ÁÎÄ ÔÈÅ ÉÄÅÁ ÔÈÁÔ 

research should also consider 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 no t directly involve theatre 

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

The fourth and final main chapter, ȬMessing It Up As We Go Alongȭ, 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 the related concepts ÏÆ ȬÍÅÓÓȭȟ 

ȬÕÎÃÅÒÔÁÉÎÔÙȭ ÁÎÄ ȬÉÎÃÏÍÐÌÅÔÅÎÅÓÓȭ ÐÕÔ ÆÏÒ×ÁÒÄ ÂÙ ÁÐÐÌÉÅÄ ÔÈÅÁÔÒÅ ÔÈÅÏÒÉÓÔ ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÓÕÃÈ 

as James Thompson (bewilderment and difficultness), Joe Winston (uncertainty) and 

Catherine McNamara, Jenny Kidd, and Jenny Hughes (mess), I argue that these notions can 

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

understanding can somewhat paradoxically benefit language learners who can, by 
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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. I give 

examples of how moments during the project that might normally be discarded must be 

considered and regarded as part of the process. Through these moments I describe, I seek to 

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 this field. 

A concluding chapter brings together the elements explored in ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭ ÃÁÓÅ ÓÔÕÄÙȢ 4ÈÉÓ ÉÎÃÌÕÄÅÓȡ relations of power in the learning environment, the 

value of theatre for addressing issues involving identity, and the value of understanding the 

eclectic and sometimes messy nature of additional language development from the 

sometimes ignored and peripheral. A discussion follows of group devised theatre as a 

vehicle and methodology for additional language development and what effect the 

contributory factors , mentioned above, ÈÁÄ ÏÎ ÌÅÁÒÎÅÒÓȭ ÓÅÌÆ-efficacy and confidence for 

adult learners in using the target language, English. 
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Chapter F ive 

The Ignorant Facilitator  

This chapter explores the effects of a teacher-facilitator 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 self-efficacy and confidence in speaking the 

target language of English, drawing on specific instances from practice in the case study, 

Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭȢ 4ÈÉÓ ÉÎÔÒÏÄÕÃÔÏÒÙ ÓÅÃÔÉÏÎ ÓÅÔÓ ÏÕÔ ÔÈÅ ÔÈÅÏÒÅÔÉÃÁÌ ÂÁÓÉÓ ÆÏÒ Á ÍÏÒÅ 

ÅÇÁÌÉÔÁÒÉÁÎ ÐÅÄÁÇÏÇÙ ÂÁÓÅÄ ÉÎ *ÁÃÑÕÅÓ 2ÁÎÃÉîÒÅȭÓ work in The Ignorant Schoolmaster (1991) 

and partly following Shulamith Lev-!ÌÁÄÇÅÍȭÓ ÁÄÁÐÔÁÔÉÏÎ ÁÎÄ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ 2ÁÎÃÉîÒÅȭÓ 

proposals for Applied Theatre work. 

The common practice in the field of SLA is to measure the achievements of learners 

against those of the native speakers of the target language (Piller, 2002) in an attempt to 

ȬÓÏÕÎÄ ÌÉËÅ Á ÎÁÔÉÖÅ ÓÐÅÁËÅÒȭ (González-Bueno et al., 1997: 261), or trying to approximate the 

ÔÅÁÃÈÅÒ ÁÓ ÔÈÅ ȬÉÄÅÁÌȭȢ 4ÈÅÒÅÆÏÒÅȟ ÏÎÅ ÏÆ ÔÈÅ ÁÉÍÓ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈ ×ÁÓ ÔÏ ÅØÐÅÒÉÍÅÎÔ ×ÉÔÈ 

achieving language learning objectives that were different to attempting to match the 

standards of a purported ideal native speaker. Along with this, the participants in the 

Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÆÅÌÔ ÔÈÅÒÅ ×ÅÒÅ ÖÅÒÙ ÌÉÍÉÔÅÄ ÏÃÃÁÓÉÏÎÓ ÔÏ ÓÐÅÁË ÁÎÄ ÐÒÁÃÔÉÃÅ 

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. I posit 

that encouraging students to be instigators and creators of the material and direction of the 

language learning environment benefits their self-efficacy and I propose that the ethos and 

working practice of group devised theatre offers a structure and creates the openings for 

this to occur. This challenges institutional power structures and the conventional notion of 
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ÔÈÅ ÔÅÁÃÈÅÒ ÏÒ ȬÔÅÁÃÈÅÒ-ÆÁÃÉÌÉÔÁÔÏÒȭ ÂÅÉÎÇ ÔÈÅ ÐÒÏÖÉÄÅÒ ÏÆ ÔÈÅ ÍÁÔÅÒÉÁÌ ÁÎÄ ȬËÎÏ×ÌÅÄÇÅȭȢ !Ó ) 

had initiated the project, I began the process as the focal point and assumed the role of the 

nominal teacher-facilitator. I 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 of the teacher-facilitator within the learning environment.  

However, it would be disingenuous to negate any knowledge that I had about the 

target language or, indeed, about the devising process or my nominal position of facilitator-

teacher-researcher. So, what did I know better than the participants? I had experience of 

×ÏÒËÉÎÇ ÏÎ ÔÈÅ ÓÔÁÇÅ ÆÏÒ ÍÁÎÙ ÙÅÁÒÓ ÁÎÄ Á ÍÁÓÔÅÒȭÓ ÌÅÖÅÌ ÏÆ ÓÔÕÄÙ ÉÎ !ÐÐÌÉÅÄ 4ÈÅÁÔÒÅ ɉÁÌÏÎÇ 

with the PhD research I was actively doing in the field). I had also worked extensively as an 

English language teacher and I had worked combining theatre and language learning for 

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

ÐÒÏÊÅÃÔ ÍÙ ÅØÐÅÒÔÉÓÅ ÓÈÏÕÌÄ ÈÁÖÅ ÂÅÅÎ ÉÄÅÁÌȢ 4ÈÅ ÓÅÎÓÅ ÏÆ ȬÉÄÅÁÌȭȟ ÔÈÏÕÇÈȟ ÃÁÎ ÂÅ challenged 

following the line of interrogation from perspectives of Rancière outlined previously in the 

introduction . In at least one way, I did not know more than them: they had experience of 

language learning that was beyond mine. For example, one of the ensemble, 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 able to speak more than one language and 

these were practised in their home environments or countries, for example, Federica and 

Aliya (Italian nationals) using French in France. As this became apparent, I came to the 

realisation that while I was a native speaker of the target language, English, I was certainly 

not the most experienced language learner. 

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

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

dominance of this kind of position, Lev-!ÌÁÄÇÅÍ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÂÅÉÎÇ ÁÎ ȬÉÇÎÏÒÁÎÔ 

ÆÁÃÉÌÉÔÁÔÏÒȭȟ ÁÔ ÌÅÁÓÔ ÍÏÍÅÎÔÁÒÉÌÙ ÏÒ ÔÏ ÓÏÍÅ ÄÅÇÒÅÅȟ ÍÉÇÈÔ ÓÅÒÖÅ ÔÏ ÁÖÏÉÄ ÏÕÒ ȬËÎÏ×ÌÅÄÇÅȭ 

ÂÅÃÏÍÉÎÇ ȬÔÈÅ ÉÎÓÔÒÕÍÅÎÔ ÏÆ ÔÈÅ ÓÏÃÉÁÌ ÓÙÓÔÅÍȟ ÁÎÄ Á ÆÕÎÄÁÍÅÎÔÁÌ ÓÏÕÒÃÅ ÏÆ ÔÈÅ ÌÅÇÉÔÉÍÁÃÙ 

ÏÆ ÄÏÍÉÎÁÔÉÏÎȭ (2015: 514)Ȣ (ÅÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ 2ÁÎÃÉîÒÅȭÓ ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÓÔÁÎÃÅ ÉÓ ÕÓÅÆÕÌ ÁÓȟ 

rather than seeing the teacher or facilitator as superfluous or, indeed, damaging to learning, 

Lev-!ÌÁÄÇÅÍ ÓÅÅÓ ÔÈÁÔ ÔÈÅ ȬÔÅÁÃÈÅÒȭÓ ÖÏÃÁÔÉÏÎ ÉÓ ÆÉÒÓÔ ÁÎÄ ÆÏÒÅÍÏÓÔ ÔÏ ÅÎÃÏÕÒÁÇÅ ÓÅÌÆ-

ÃÏÎÆÉÄÅÎÃÅ ÁÍÏÎÇ ÈÉÓ ÓÔÕÄÅÎÔÓȭ (2015: 512). Antonia Darder, Marta Baltodano and Rodolfo 

4ÏÒÒÅÓ ÈÁÖÅ ÐÒÏÐÏÓÅÄ ÔÈÉÓ ȬÖÏÃÁÔÉÏÎȭ ÁÓȟ ÆÏÌÌÏ×ÉÎÇ 0ÁÕÌÏ &ÒÅÉÒÅȟ ȬÔÏ ÂÅ ÈÕÍÁÎÉÚÅÄ ÓÏÃÉÁÌ 

ɉÃÕÌÔÕÒÁÌɊ ÁÇÅÎÔÓ ÉÎ ÔÈÅ ×ÏÒÌÄȭ ÓÅÅËÉÎÇ ÔÏ ȬÉÎÆÌÕÅÎÃÅ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ Á ÐÏÌÉÔÉÃÁÌÌÙ 

emancipatory and humanizing culture of participation, voice, and social action within the 

ÃÌÁÓÓÒÏÏÍȭ (Darder et al., 2009: 10). Lev-Aladgem also highlights Rancière's insistence on 

ÔÈÅ ÁÄÁÐÔÁÔÉÏÎ ÏÆ ×ÈÁÔ ×Å ÔÅÒÍ ÉÇÎÏÒÁÎÃÅ ȬÁÓ Á ÄÅÌÉÂÅÒÁÔÅ ÐÏÌÉÔÉÃÁÌ ÐÏÓÉÔÉÏÎȭȟ ×ÈÉÃÈ ÐÏÓÅÓ 

questions and has implications for theatre practitioners and their pedagogical approach 

(2015: 513). These pedagogical implications touch on how knowledge and power are 

ÁÓÓÕÍÅÄ ÁÎÄ ×ÉÅÌÄÅÄ ÉÎ ÅÄÕÃÁÔÉÏÎ ÁÎÄ ÈÏ× ÔÈÉÓ ÁÆÆÅÃÔÓ ÔÈÅ ȬÁÕÔÈÏÒÉÔÙȭ ÏÆ ÔÈÅ ÅÄÕÃÁÔÏÒȢ  

The idea that teacher-facilitators can unwittingly be a proxy for authoritarianism is a 

critique noted in various radical pedagogies, such as critical and anarchist pedagogy 

(Giroux, 1984, 2001, 2011; Freire, 2000; hooks, 2003; Darder et al., 2009; Suissa, 2010; 

Haworth, 2012)Ȣ &ÒÏÍ ÔÈÉÓ ÐÅÒÓÐÅÃÔÉÖÅ ÔÈÅ ÅÄÕÃÁÔÏÒȭÓ ÅØÐÅÒÉÅÎÃÅÓ ÈÏÌÄ ÖÁÌÕÅȟ ÙÅÔ ÔÈÅÉÒ 

knowledge is to be challenged and reassessed and, through that process, freed to rediscover 

ÔÈÉÎÇÓ ÁÆÒÅÓÈȠ 2ÁÎÃÉîÒÅȭÓ ÓÕÇÇÅsted alternative to authoritarianism  is that the teacher-

ÆÁÃÉÌÉÔÁÔÏÒȭÓ ÒÏÌÅ ÉÓ ÔÏ ȬÅÎÃÏÕÒÁÇÅȭ ÏÔÈÅÒÓȢ /Æ ÃÏÕÒÓÅȟ ÔÈÅ ÉÄÅÁ ÔÈÁÔ ÔÅÁÃÈÅÒÓ ÓÈÏÕÌÄ ÅÎÃÏÕÒÁÇÅ 

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 Rancière has in mind is that of demonstrating equality.  

This verification of equality requires that we allow for some radical pedagogical 

premises, suggested by Rancière, for a new model of education. This is instead of what he 

ÁÒÇÕÅÓ ÈÁÓ ÂÅÅÎ ÔÈÅ ÅÓÔÁÂÌÉÓÈÅÄ ÅÄÕÃÁÔÉÏÎÁÌ ÍÏÄÅÌ ÉÎ 7ÅÓÔÅÒÎ ÓÏÃÉÅÔÉÅÓȡ Ȭ4ÈÅ %ØÐÌÉÃÁÔÉÖÅ 

/ÒÄÅÒȭ (Rancière, 1991: 4). Lev-!ÌÁÄÇÅÍ ÔÅÌÌÓ ÕÓ ÔÈÉÓ ÍÏÄÅÌ ÉÓ ÂÁÓÅÄ ÏÎ ȬÉÍÍÁÎÅÎÔ ÁÎÄ 

ÐÅÒÍÁÎÅÎÔ ÂÉÎÁÒÙ ÏÐÐÏÓÉÔÉÏÎÓȭ (2015: 515). This means that there is a polarisation of 

perceived intelligence where knowledge begets that there 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 

ÈÅÁÖÉÌÙ ÏÎ ÔÈÅ ÉÄÅÁ ÏÆ ÐÒÏÇÒÅÓÓ ×ÈÅÒÅȟ ÂÙ ÆÏÌÌÏ×ÉÎÇ Á ËÎÏ×ÌÅÄÇÅ ȬÐÁÔÈȭȟ ÔÈÅ ÓÔÕÄÅÎÔ ÃÁÎ 

ÏÂÔÁÉÎ ÔÈÅ ÓÁÍÅ ËÎÏ×ÌÅÄÇÅ ÁÓ ÔÈÅ ȬÏÌÄ -ÁÓÔÅÒȭ (Rancière, 1991: 15). Rancière argues that this 

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 leads to the need for more understanding. Due to the 

structural inequality of this explanatory model, those receiving the explication are stultified. 

This is a never-ending situation where the student, no matter how much they try or 

achieve, must always walk in the footsteps of the master ɀ never alongside as an equal. 

As an alternative educational model, Lev-Aladgem has mapped out how Rancière 

asks us in The Ignorant Schoolmaster to allow him to suggest five premises to assume a 

more egalitarian perspective (2015: 515ɀ516)Ȣ &ÉÒÓÔÌÙȟ ÓÈÅ ÉÄÅÎÔÉÆÉÅÓ ÈÉÓ ÐÒÏÐÏÓÁÌ ÔÈÁÔ ȬÁÌÌ ÍÅÎ 

ÈÁÖÅ ÅÑÕÁÌ ÉÎÔÅÌÌÉÇÅÎÃÅȭ (Rancière 1991:18 qtd. in Lev-Aladgem, 2015: 515) ÁÎÄ ȬÅÖÅÒÙÏÎÅ ÉÓ ÏÆ 

ÅÑÕÁÌ ÉÎÔÅÌÌÉÇÅÎÃÅȭ (Rancière, 1991: 101). This is not intended by Rancière to mean that 

everyone is intelligent in the same way or have had the same opportunity to demonstrate 
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ÔÈÉÓȢ (Å ÅØÐÌÁÉÎÓ ÔÈÉÓ ÓÁÙÉÎÇ ÔÈÁÔ ×ÈÉÌÅ ÔÈÅÒÅ ÍÁÙ ÂÅ ȬÉÎÅÑÕÁÌÉÔÙ ÉÎ ÔÈÅ ÍÁÎÉÆÅÓÔÁÔÉÏÎÓ ÏÆ 

ÉÎÔÅÌÌÉÇÅÎÃÅ ɏȣɐ ÔÈÅÒÅ ÉÓ ÎÏ ÈÉÅÒÁÒÃÈÙ ÏÆ ÉÎÔÅÌÌÅÃÔÕÁÌ ÃÁÐÁÃÉÔÙȭ (Rancière, 1991: 27 italics in 

original)Ȣ )Î ÆÁÃÔȟ ÁÌÍÏÓÔ ÐÁÒÁÄÏØÉÃÁÌÌÙȟ 2ÁÎÃÉîÒÅ ÄÅÃÌÁÒÅÓȟ Ȭ7Å ÃÁÎ ÎÅÖÅÒ ÓÁÙȡ ÁÌÌ ÉÎÔÅÌÌÉÇÅÎÃÅ 

ÉÓ ÅÑÕÁÌȭ (Rancière, 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 second ÐÒÅÍÉÓÅ ÔÈÁÔ ȬÅÑÕÁÌÉÔÙ ÁÎÄ ÉÎÔÅÌÌÉÇÅÎÃÅ 

ÁÒÅ ÓÙÎÏÎÙÍÏÕÓ ÔÅÒÍÓȭ (Rancière, 1991: 73), which is intended to mean that when equality is 

ÐÒÁÃÔÉÓÅÄ ÉÔ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÁÔ ÐÅÒÓÏÎȭÓ ÉÎÔÅÌÌÉÇÅÎÃÅ ÁÎÄ ÖÉÃe versa (Lev-Aladgem, 2015: 516). 

Lev-!ÌÁÄÇÅÍȟ ÃÉÔÉÎÇ 2ÁÎÃÉîÒÅȟ ÉÄÅÎÔÉÆÉÅÓ ÔÈÁÔ ÔÈÉÓ ÄÅÍÏÎÓÔÒÁÔÉÏÎ ÏÆ ȬÃÏÎÆÉÄÅÎÃÅ ÉÎ ÔÈÅ 

ÉÎÔÅÌÌÅÃÔÕÁÌ ÃÁÐÁÃÉÔÙ ÏÆ ÁÎÙ ÈÕÍÁÎ ÂÅÉÎÇȭ ÃÈÁÎÇÅÓ ÔÈÅ ÓÔÕÄÅÎÔ-teacher relationship and 

allows for a third proposition that  ÒÅÌÉÅÓ ÏÎ ÁÎÏÔÈÅÒ ÁÆÆÉÎÉÔÙ ×ÈÅÒÅ ȬɏÅɐÍÁÎÃÉÐÁÔÉÏÎ ÉÓ ÔÈÅ 

ÃÏÎÓÃÉÏÕÓÎÅÓÓ ÏÆ ÔÈÁÔ ÅÑÕÁÌÉÔÙȭ (Rancière qtd. in Lev-Aladgem, 2015: 516). It is then through 

consciously vÅÒÉÆÙÉÎÇ ÅÑÕÁÌÉÔÙ ÔÈÁÔ Á ÐÅÒÓÏÎȭÓ ÅÑÕÁÌÉÔÙ ÉÓ ÓÈÏ×ÎȢ +ÅÅÐÉÎÇ ÔÈÉÓ ÉÎ 

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 

ÐÒÅÍÉÓÅ ÐÏÓÉÔÓȟ ÎÏÔ ÏÎÌÙ ÁÒÅ ȬÅÑÕÁÌÉÔÙ ÁÎÄ ÉÎÔÅÌÌÉÇÅÎÃÅ ɏȣɐ ÓÙÎÏÎÙÍÏÕÓ ÔÅÒÍÓȭȟ ÂÕÔ ÔÈÉÓ ÉÓ 

ÁÌÓÏ ȬÅØÁÃÔÌÙ ÌÉËÅ ÒÅÁÓÏÎ ÁÎÄ ×ÉÌÌȭ (Rancière, 1991: 73). Lev-!ÌÁÄÇÅÍ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÔÈÉÓ ȬÎÏÔ 

only refutes the traditional philosophical perception of reason as the supreme quality of the 

ÈÕÍÁÎ ÂÅÉÎÇ ÂÕÔ ɏȣɐ ÒÅÌÏÁÄÓ ÉÔ ×ÉÔÈ ÁÎ ÁÌÔÅÒÎÁÔÉÖÅ ÍÅÁÎÉÎÇ ÏÆ Á ÓÅÎÓÕÏÕÓ ÆÁÃÕÌÔÙ ÔÈÁt is 

ÃÏÎÎÅÃÔÅÄ ÔÏ ȬÐÁÓÓÉÏÎȭ ɏȣɐȟ ÔÏ ȬÉÍÁÇÉÎÁÔÉÏÎȭ ɏȣɐȟ ÔÏ ȬÆÅÅÌÉÎÇȭ ɏȣɐ ÁÎÄ ÔÏ ÔÈÅ ÈÕÍÁÎ ÓÅÎÓÅÓȭ 

(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 co-communities 

in particular, it also stimulates a redefinition of the relationship between the theatre 

facilitator and the participants. (Lev-Aladgem, 2015: 516)  
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! ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÍÙ ȬÇÒÁÐÐÌÅ ×ÉÔÈ ÉÓÓÕÅÓ ÃÏÎÃÅÒÎing our privileged position in 

ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ (Lev-Aladgem, 2015: 513ɀ514) is outlined and analysed in the 

following sections where I draw upon instances during the project which are relevant to 

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

ÏÆ ȬÔÈÅ ÉÇÎÏÒÁÎÔ ÔÅÁÃÈÅÒ-ÆÁÃÉÌÉÔÁÔÏÒȭȢ 

Post-performance Participant -led Workshops with the Audience  

Regarding building self-efficacy and confidence with English as an additional 

language, a significant instance was the participants leading the post-performance 

workshops in the target language, English. The workshops were aimed at engaging the 

audience ÁÆÔÅÒ ÔÈÅ ȬPerforming Languagesȭ performance by doing some of the activities that 

had been involved in the devising process. Initially, I 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. I thought that the position of 

responsibility would be a platform to display ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÇÒÏ×ÉÎÇ ÃÏÎÆÉÄÅÎÃÅ ÉÎ 

English and in their burgeoning ability to communicate via theatre associated activities. 

Also, it meant a continuation of our artist ic democratic approach and would build on the 

ÔÒÕÓÔ ×Å ÈÁÄ ÉÎ ÅÁÃÈ ÏÔÈÅÒ ÎÏÔ ÏÎÌÙ ÔÏ ÐÅÒÆÏÒÍ ÂÕÔ ÔÏ ÓÕÐÐÏÒÔ ÏÒȟ ÉÆ ×Å ÔÁËÅ 2ÁÎÃÉîÒÅȭÓ ÌÉÎÅȟ 

encourage. Along with this, the group felt as strongly as I 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 Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project was an 

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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ÅÑÕÁÌÌÙ ÉÍÐÏÒÔÁÎÔ ȬÓÔÁÇÅȭȟ ÁÌÏÎÇ ×ÉÔÈ ÔÈÅ ÓÈÏ×ȟ ÆÏÒ ÔÈÅ ÅÎÓÅÍÂÌÅ ÍÅÍÂÅÒÓ ÔÏ ÁÆÆÉÒÍ ÔÈÅÉÒ 

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 member of the Ensemble Firefly facilitated 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 I had intended to be present, I was requested to do the Ȭget outȭ, striking the set, 

so that the caretakers could lock up, therefore, I only fleetingly saw parts of the workshop. 

There were many positives to this aspect of the project and it served as an interesting coda 

to the ensemble devising process. From one perspective, the way this happened validates 

2ÁÎÃÉîÒÅȭÓ ÉÄÅÁÓ ÄÉÓÃÕÓÓÅÄ ÁÂÏÖÅ: )ȟ ÉÎÄÅÅÄȟ ×ÁÓ ȬÔÈÅ ÉÇÎÏÒÁÎÔ ÆÁÃÉÌÉÔÁÔÏÒȭ ÉÎ ÂÏÔÈ ÔÈÅ ÓÅÎÓÅ ÏÆ 

not knowing and having, as Lev-!ÌÁÄÇÅÍ ÅØÐÌÁÉÎÓȟ Ȭthe courage to ignore the prevailing 

ÓÕÐÐÏÓÉÔÉÏÎÓ ÁÎÄ ÁØÉÏÍÓȭ (2015: 513) ×ÉÔÈ ÔÈÅ ȬÓÕÐÐÏÓÉÔÉÏÎÓ ÁÎÄ ÁØÉÏÍÓȭ ÂÅÉÎÇ ÔÈÁÔ ÔÈÅ 

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 presented and 

facilitating the activities in the target language. Among a variety of questions on this theme, 

Lev-Aladgem asks whether we can perceiÖÅ ȬÉÇÎÏÒÁÎÃÅȭȟ ÉÎ ÁÎÏÔÈÅÒ ×ÁÙȟ Ȭas a deliberate 

ÐÏÌÉÔÉÃÁÌ ÐÏÓÉÔÉÏÎȭȟ ×ÈÉÃÈ ×ÏÕÌÄ ÍÅÁÎ Ȭrethinking what it means to be an expert in theatreȭ 

(2015: 513ɀ14). By occasionally displacing the knowledge that can come to dominate the 

learning space as Lev-Aladgem suggests, there is then space allowed for learners to Ȭverifyȭ 

their ability.  

The ensemble discussed the two separate post-show workshops at length in the 

group discussion-interview that took place after the performances (Group Research 

Interview, 2015). Federica ÒÅÆÌÅÃÔÅÄȟ Ȭ)Ô ×ÁÓ ÎÉÃÅȟ ÉÔ ×ÁÓ ÎÉÃÅȢ 4ÈÅ ÒÅÁÃÔÉÏÎ ÏÆ ÔÈÅ ÁÕÄÉÅÎÃÅ 

[attending the workshop] [...] they were obviously shy at the beginning and became more 

anÄ ÍÏÒÅ ÃÏÎÆÉÄÅÎÔ ÁÎÄ ÓÔÁÒÔÅÄ ÔÏ ÃÏÎÔÒÉÂÕÔÅ ÍÏÒÅ ÔÏ ÔÈÅ ÅØÅÒÃÉÓÅÓȭ (Group Research 

Interview, 2015) while Julie ÑÕÁÌÉÆÉÅÄ ÔÈÉÓ ÓÁÙÉÎÇ ÔÈÁÔ ÔÈÅ ȬÆÉÒÓÔ ÔÉÍÅ ÂÅÔÔÅÒ ɏÓÉÃɐ ÂÅÃÁÕÓÅ ÔÈÅÒÅ 
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×ÅÒÅ ÆÅ×ÅÒ ÐÅÏÐÌÅȭ (Group Research Interview, 2015). This, she further explained, was 

because there were thirty  participants at least at the second workshop on the Friday. Julie 

ÃÏÎÔÉÎÕÅÄ ÓÁÙÉÎÇ ÔÈÁÔ ÉÔ ×ÁÓ ȬÇÒÅÁÔ ×ÉÔÈ ÔÈÅ ÌÉÔÔÌÅ ÇÒÏÕÐ ÂÕÔ ÎÅÖÅÒ ÄÏÎÅ ÉÔ ×ÉÔÈ twenty 

ÐÅÏÐÌÅȦȭ ÁÎÄ ÉÔ ×ÁÓ Ȭ×ÁÙ ÍÏÒÅ ÉÎÔÉÍÉÄÁÔÉÎÇȭ (Group Research Interview, 2015). JulieȭÓ ÃÁÖÅÁÔ 

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 deal with 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 

ÅÍÅÒÇÅÓ ÉÎ ÔÈÅ ÓÅÎÓÅ ÏÆ ÂÅÉÎÇ ÁÎ ÅÎÓÅÍÂÌÅ ÏÒ ȬÇÒÏÕÐȭ ÁÎÄ ÔÈÅ ÉÍÐÏÒÔÁÎÔ ÇÒÁÄÕÁÌ ÂÕÉÌÄÉÎÇ ÏÆ 

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 with theatre and drama 

activities. In the sense of there being a role reversal, there was a pertinent comment on the 

sensation of being the leader rather than follower. Louis told me that it was the first time 

ÔÈÁÔ ÈÅ ÈÁÄ ÌÅÄ ÔÈÅÁÔÒÅ ÅØÅÒÃÉÓÅÓ ÓÁÉÄ ÔÈÁÔ ÉÔ ×ÁÓ ȬÉÎÔÅÒÅÓÔÉÎÇ ÔÏ ÂÅ ÏÎ ÔÈÅ ÏÔÈÅÒ ÓÉÄÅ ÆÏÒ Á 

ÃÏÕÐÌÅ ÏÆ ÔÉÍÅÓȢ ) ÄÏÎȭÔ ËÎÏ× ÉÆ ÉÔ ÈÅÌÐÓ ÍÙ %ÎÇÌÉÓÈ ɏȣɐ ÐÒÏÂÁÂÌÙ Á ÂÉÔȟ ÌÉËÅ ÅØÐÌaining and 

ÓÔÕÆÆ ÌÉËÅ ÔÈÉÓ ÉÓ ÎÏÔÈÉÎÇ ÒÅÁÌÌÙ ÎÅ×ȭ (Louis, 2015). So, while there was some improvement 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 the members 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 post-performance workshop during an 

activity  called Name Circle. In this activity , a group sit in a circle and each person, in 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 stories or anecdotes and 

ÃÒÅÁÔÅ Á ÐÉÅÃÅ ÏÆ ÔÈÅÁÔÒÅ ÆÒÏÍ ÉÔ ×ÈÉÃÈ ÉÓ ÔÈÅÎ ÓÈÏ×Î ÔÏ ÏÔÈÅÒ ȬÎÁÍÅ ÃÉÒÃÌÅÓȭ ÉÆ ÔÈÅÒÅ ÁÒÅ ÁÎÙȢ1 

The ensemble had found this to be one of their favourite activities from the devising process 

and when asked by someone in the post-show workshops about how the activities had 

served 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 to ÕÓÅ ȬÁÕÔÈÅÎÔÉÃ ÃÏÍÍÕÎÉÃÁÔÉÏÎȭȟ ÁÎ ÉÍÐÏÒÔÁÎÔ ÅÌÅÍÅÎÔ ÉÎ ÕÓÉÎÇ ÄÒÁÍÁ ÆÏÒ 

language learning (Stinson and Piazzoli, 2013). It also meant that as storytellers they were 

ÁÂÌÅ ÔÏ ÖÅÒÉÆÙ ÔÈÅÉÒ ÅÑÕÁÌÉÔÙ ÇÉÖÅÎȟ ÁÓ 2ÁÎÃÉîÒÅ ×ÏÕÌÄ ÃÌÁÉÍȟ ÔÈÁÔ ȬɏÅɐÑÕÁÌÉÔÙ ÉÓ ÎÅÉÔÈÅÒ ÇÉÖÅÎ 

nor claimed; it is practiced, it is verifiedȭ (1991: 137).2 4ÈÉÓ ÉÓ ÓÕÐÐÏÒÔÅÄ ÉÎ +ÒÉÓÔÅÎ 2ÏÓÓȭÓ 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 2ÁÎÃÉîÒÅȢ 3ÈÅ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ȬɏÔɐÈÅ ÖÅÒÙ ÁÃÔ ÏÆ ÓÔÏÒÙÔÅÌÌÉÎÇȟ ÁÎ ÁÃÔ ÔÈÁÔ 

presumes in its interlocutor an equality of intelligence rather than an inequality of 

ËÎÏ×ÌÅÄÇÅȟ ÐÏÓÉÔÓ ÅÑÕÁÌÉÔÙȟ ÊÕÓÔ ÁÓ ÔÈÅ ÁÃÔ ÏÆ ÅØÐÌÉÃÁÔÉÏÎ ÐÏÓÉÔÓ ÉÎÅÑÕÁÌÉÔÙȭ (Ross, 1991: xxii). I 

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 I learnt this activity from *ÏÈÎ /ȭ.ÅÁÌ (Free Southern Theater, Junebug Productions). 
2 Rancière does this through the historical character of Janocot, the sometimes appropriated alter-
ego of Rancière in The Ignorant Schoolmaster. 
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Speculating about how the ensemble-led workshops after the show could have been 

extended, Aliya ÔÏÌÄ ÕÓ ÔÈÁÔ ÉÔ Ȭwould be good if we did just one day for workshops ɏȣɐ just 

to show people ×Å ÈÁÖÅ ÄÏÎÅ ÄÕÒÉÎÇ ÔÈÉÓ ÐÒÏÊÅÃÔȭ (Group Research Interview, 2015). This 

showed a marked confidence in contrast to how Aliya had previously viewed leading the 

workshops. She had been the only member of the group who seemed nervous at all about 

leading an activity and anxiously had asked several times about how to do, as well as lead, 

her activity. However, as her comment above 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 chose Bananas of the world Unite! (a physical activity with an accompanying song) for 

her activity to lead because she felt it encapsulated the overall project for her, although she 

ÄÉÄ ÎÏÔ ÓÁÙ ÓÐÅÃÉÆÉÃÁÌÌÙ ×ÈÁÔ ÔÈÁÔ ÅÓÓÅÎÃÅ ×ÁÓ ÁÐÁÒÔ ÆÒÏÍ ÉÔ ÂÅÉÎÇ ȬÆÕÎȭȢ ) ÓÕÒÍÉÓÅ ÉÔ was the 

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, Aliya ÔÏÌÄ ÍÅ ÔÈÁÔ ÉÎÉÔÉÁÌÌÙ ÓÈÅ ÆÅÌÔ Ȭa 

little nervousȭ (Aliya, 2015). However, ÔÈÉÓ ÁÎØÉÅÔÙ ÆÁÄÅÄ ÁÓ ÓÈÅ ȬÆÅÌÔ ÆÉÎÅ ɏÏÎÃÅ ÄÏÉÎÇ ÉÔɐȭ 

telling me delighÔÅÄÌÙ ÔÈÁÔ Ȭit workedȦȭ, and further reflecting that even though at the 

ÂÅÇÉÎÎÉÎÇ ÓÈÅ ×ÁÓ ÇÒÅÅÔÅÄ ÂÙ Ȭstrange facesȭ ÓÈÅ ÂÅÃÁÍÅ Ȭcool and confident and they [the 

audience participants] did itȟ ÓÏ ɏȣɐ ) ÌÉËÅÄ ÉÔȭ (Aliya, 2015). Though a small and perhaps a 

secondary element to the performance, this event has equal import in demonstrating her 

growing confidence as an English language speaker. It 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. If 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 met by her with incredulity.  
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Related to the post-show workshops but concerning an institutional perspective 

rather than an individual one, Chloe later told me that the group members had asked the 

people visiting the performance from the Filature ȬÔÏ ÊÏÉÎ ×ÏÒËÓÈÏÐ ÁÎÄ ÔÈÅÙ ÓÁÉÄ ÄÉÄÎȭÔ 

have time yet had time to carry on chatting and schmoozing. People say they want cultural 

ÔÈÉÎÇÓ ÙÅÔ ÄÏÎȭÔ ÐÁÒÔÉÃÉÐÁÔÅȢ ,ÉËÅ ÔÏ ÐÕÔ ÔÈÅÉÒ ÎÁÍÅÓ ÔÏ ÃÕÌÔÕÒÁÌ ÔÈÉÎÇÓ ÆÏÒ ÔÈÅ ËÕÄÏÓȭ (Chloe, 

2015).3 This is demonstrative of how the meso-level (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 with in 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 Rancière ÆÅÌÔ ×ÁÓ ÒÅÑÕÉÒÅÄ ×ÈÉÃÈ ×ÁÓ Ȭa theatre without 

spectators, where those in attendance learn from as opposed to being seduced by images; 

where they become active participantÓ ÁÓ ÏÐÐÏÓÅÄ ÔÏ ÐÁÓÓÉÖÅ ÖÏÙÅÕÒÓȭ (2011: 4). To what 

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 I am playing with my cat, how do I 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 instability in the process which manifested itself in her feeling 

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

                                                      
3 4ÈÅ &ÉÌÁÔÕÒÅ ÉÓ ÔÈÅ ÎÁÍÅ ÆÏÒ ÔÈÅ ÂÏÁÒÄ ÍÅÍÂÅÒÓ ÏÆ -ÕÌÈÏÕÓÅȭÓ ÃÕÌÔÕÒÁÌ ÃÅÎÔÒÅ ×ÈÏ ×ÅÒÅ ÉÎÖÉÔÅÄ ÔÏ 
the performance and were briefly introduced to me though not the performers.  
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one non-ÐÒÏÆÅÓÓÉÏÎÁÌ ÐÒÏÄÕÃÔÉÏÎȭ (2010: 71)Ȣ 0ÁÒÓÏÎÓȭs theoretical suggestion is that a 

devising group Ȭinitially formed of friends [ȣ] would lock into an efficient and work -focused 

rehearÓÁÌȭ (2010: 88) This was not the case in our project, however, with 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), I 

believe the group would have floundered due to the institutional limitations on student -led 

endeavours discussed later and the plain response from Julie when asked if they should 

have been given mÏÒÅ ÁÕÔÏÎÏÍÙȡ ȬNot really, because, like, we ×ÏÕÌÄÎȭÔ have known what 

to do ÅØÁÃÔÌÙȭ (Julie, 2015). This is interesting to note seeing as the group members clearly 

ÐÒÏÖÅÄ ÔÈÅÙ ȬËÎÅ× ×ÈÁÔ ÔÏ ÄÏȭ ×ÈÅÎ ÔÈÅÙ ×ÅÒÅ ÌÅÁÄÉÎÇ ÔÈÅ ×ÏÒËÓÈÏÐÓ, verifying their self-

efficacy as discussed in the previous section. 

Likewise, it could be said that it is questionable that someone who has taught or 

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 lies in the ÓÅÅÍÉÎÇÌÙ ×ÉÓÈÆÕÌ ×ÏÒÌÄ ÏÆ ÔÈÅ ȬeccentriÃ ÔÈÅÏÒÙ ɏȣɐ ÏÆ *ÏÓÅÐÈ 

*ÁÎÏÃÏÔȭ (Rancière, 2011: 1). This is related by Rancière in The 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 without it having to be 

validated by the teacher-facilitator.  To do this however means avoiding the pattern of what 

2ÁÎÃÉîÒÅ ÃÁÌÌÅÄ ÔÈÅ Ȭ"ÏÕÒÄÉÅÕ ÅÆÆÅÃÔȭ ×ÈÅÒÅȟ 2ÏÓÓ ÅØÐÌÁÉÎÓȟ Ȭthey are excluded because they 

ÄÏÎȭÔ ËÎÏ× ×ÈÙ ÔÈÅÙ ÁÒÅ ÅØÃÌÕÄÅÄȠ ÁÎÄ ÔÈÅÙ ÄÏÎȭÔ know why they are excluded because 

they are excludedȭ (1991: xi).4 In essence, the argument here is that people are ignorant 

because they are made to think they are stupid and being told that you cannot learn alone 

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

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

                                                      
4 (ÅÒÅȟ 2ÏÓÓ ÕÓÅÓ ȬÔÈÅÙȭ ÔÏ ÒÅÆÅÒ ÔÏ Ȭ×ÏÒËÉÎÇ-ÃÌÁÓÓ ÙÏÕÔÈȭ (1991, xi) while I appropriate it to mean 
additional language learners. 
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The same argument could be applied to how the theatrical 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 theatre (Syssoyeva & Proudfit, 2013, 2013b). Relying on each 

ÐÁÒÔÉÃÉÐÁÎÔ ÉÎ ÒÏÔÁÔÉÏÎ ÔÏ ȬÉÎÉÔÉÁÔÅȭ Á ÓÅÓÓÉÏÎ ÏÆ ÄÅÖÉÓÉÎÇ ÉÎ ÓÏÍÅ ×ÁÙ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÊÅÃÔ 

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 teacher-facilitator , to organise 

activities that initiated the creative process and to mould the material produced into a 

cohesive performance in the target language throughout the project while maintaining the 

ÅÎÓÅÍÂÌÅȭÓ ÄÅÍÏÃÒÁÔÉÃ ÁÐÐÒÏÁÃÈ. As a solution or preventative measure to avoid the 

ÄÏÍÉÎÁÎÃÅ ÏÆ ÏÎÅ ÐÅÒÓÏÎ ÉÎ ÔÈÅ ÃÒÅÁÔÉÖÅ ÐÒÏÃÅÓÓȟ 3ÈÅÉÌÁ +ÅÒÒÉÇÁÎ ÐÒÏÐÏÓÅÓ ÔÈÅ ȬÏÇÒÅȭ 

approach (2001: 94ɀ96). It simply meant that the members of the devising group each take 

on tÈÅ ÍÁÎÔÌÅ ÏÆ ȬÏÇÒÅȭ - the leader of the group ɀ on a rotating basis. We did not attempt 

this for differing reasons including lack of experience and administrative practicalities like 

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

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

ÃÏÍÆÏÒÔÁÂÌÅ ÉÎ ÐÒÏÐÏÓÉÎÇ ÉÄÅÁÓ ÁÎÄ ȬÔÁËÉÎÇ ÔÈÅ ÌÅÁÄȭȢ 

The structure of the devising workshops and, inherent in this, their  direction, 

tended to be decided by me, especially at the beginning of the project. That I should do so 

was implicit in the validity of my authority granted by experience and vetted expertise, 

granted by meso-level verification from the auspices of the institution. The participants 

were also aware of my leading role, perhaps even expected it, though at 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 during the 

workshops and the rehearsals was dictated by me and this is further explored in the 

following section. Still, the need for some level of theatrical expertise (and alongside this, 
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language teaching in this project ) appears to be required when running a theatre-based 

project. For example, for devising theatre 0ÁÕÌ -ÕÒÒÁÙ ÄÅÅÍÓ ÉÔ ȬÅÓÓÅÎÔÉÁÌȭ to have Ȭan 

extensive and flexible dramatic vocabularyȭ (qtd. in Parsons, 2010: 81). So, as there was only 

limited theatrical experience in the group ɀ Louis had attended Clown School and Federica 

had been in a couple of productions ɀ it was helpful for me to have had worked in group 

devised theatre previously. This position is supported by Cecily /ȭ.ÅÉÌÌ ×ÈÏ ÓÔÁÔÅÓȟ ȬThe 

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

cognitively sophiÓÔÉÃÁÔÅÄ ÁÎÄ ÄÅÍÁÎÄÉÎÇ ÁÃÔÉÖÉÔÙȭ (2006: 121). More specifically to drama for 

SLA, Julie Dunn and Madonna Stinson positȟ Ȭwhen language-learning experiences are 

planned and implemented by teachers who are aware of the nuances of both language 

learning and drama learning, then the resÕÌÔÓ ÁÃÈÉÅÖÅÄ ×ÉÌÌ ÂÅ ÏÐÔÉÍÉÓÅÄȭ (2011: 630).  

This emphasis on expertise does however veer into the realms of 2ÁÎÃÉîÒÅȭÓ notion 

ÏÆ ȬÓÔÕÌÔÉÆÉÃÁÔÉÏÎȭ ×ÈÅÒÅ ÅÖÅÒÙthing in education requires an explanation, and it is claimed 

that Ȭwho is explained to will devote his intelligence to the work of grieving: to 

ÕÎÄÅÒÓÔÁÎÄÉÎÇȟ ÔÈÁÔ ÉÓ ÔÏ ÓÁÙȟ ÔÏ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÈÁÔ ÈÅ ÄÏÅÓÎȭÔ ÕÎÄÅÒstand unless he is 

ÅØÐÌÁÉÎÅÄ ÔÏȭ (Rancière, 1991: 8 italics in original). Therefore, perhaps finding the balance in 

this relationship depends on how much the teacher-facilitator is part of the ensemble. 

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

replied: 

) ËÎÅ× ÙÏÕ ×ÅÒÅ ÉÎ ÃÈÁÒÇÅȢ )Ô ×ÁÓ ÉÍÐÏÓÓÉÂÌÅ ÎÏÔ ÔÏ ÔÈÉÎË ÔÈÁÔ ÙÏÕ ×ÅÒÅÎȭÔ 

leading in some way ɀ in a positive way ɀ because you were directing, so okay, 

ȬÔÈÉÓ ÉÓ ÎÏÔ ÇÏÉÎÇ ÔÏ ×ÏÒËȭ ÏÒ ȬÌÅÔȭÓ ÄÏ ÓÏÍÅ ×ÁÒÍ ÕÐȭ ɏȢȢȢɐ 7Å ÎÅÅÄÅÄ ÔÏ ÂÅ 

leaded [led] by someone [...] but I feel that it was ... erm ... my project, it was 

Louisȭ ÐÒÏÊÅÃÔ ÁÎÄ ÁÌÌ ÔÈÅ ÏÔÈÅÒÓ ÁÔ ÔÈÅ ÓÁÍe time. (Federica, 2015) 

Here it appears that Federica saw that I 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 I was needed to provide a structure (and with that, constraints) within which the 

participants could explore and develop their creativity. Federica continued to explain that  I 

×ÁÓ ÎÏÔ ȬÁÎ ÉÍÐÏÓÉÎÇ ÌÅÁÄÅÒ ɏȣɐ We needed some advice [and] you were suggesting and 

ÔÈÅÎ ×Å ×ÅÒÅ ÁÃÔÉÎÇȭ (Federica, 2015). This is mitigated in the way that Federica felt 

ownership of the project was eqÕÁÌÌÙ ÄÉÓÔÒÉÂÕÔÅÄ ÔÈÒÏÕÇÈÏÕÔ ÔÈÅ ÅÎÓÅÍÂÌÅȡ Ȭ)Ô ×ÁÓ Á 

ÃÏÌÌÅÃÔÉÖÅ ÔÈÉÎÇȭ (Federica, 2015)Ȣ 3ÈÅ ÔÈÅÎ ×ÅÎÔ ÏÎ ÔÏ ÔÅÌÌ ÍÅ ÉÔ ×ÁÓ Á ȬÖÅÒÙ ÓÕÐÐÏÒÔÉÖÅ 

ÃÏÌÌÅÃÔÉÖÅȭ ÆÕÒÔÈÅÒ ÔÅÌÌÉÎÇ ÍÅ ÔÈÁÔ ÔÈÉÓ ÍÏÒÅ ÓÔÕÄÅÎÔ-orientated and autonomous approach 

gave her more confidence, not only in expressing herself in English, but also in other 

subject areas (Federica, 2015)Ȣ 3Ïȟ ×ÈÉÌÅ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ ×ÁÓ ȬÖÅÒÙ ÓÕÐÐÏÒÔÉÖÅȭ and the project 

had a sense of collaborative ownership that engaged all, there was still a sense of personal 

autonomy, which I look at in more depth in the next chapter. Louis, when he was similarly 

asked about the extent of the process as an autonomous, student-led ensemble, commented 

that it wÁÓ ÔÈÅ ȬÒÉÇÈÔ ÂÁÌÁÎÃÅ ÆÏÒ ÍÅ ɏȣɐ so you worked out most of the schedules ɏȣɐ ÁÎÄ 

ÙÏÕ ÄÏ ÉÔ ÁÓ ÉÔȭÓ the not the pleasant partȭ (Louis, 2015). Louis continued by telling me that 

for the creating of the scenes: 

ɏȣɐ 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 was really nice. (Louis, 2015) 

Here, Louis indicates a need 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 of self-efficacy both in the theatre they produced and the English they used to realise 

it.  

Julie, discussing the benefits of devising told meȟ ȬÙÏÕ ÄÏÎȭÔ ÈÁÖÅ ÔÈÅ ÓÔÒÅÓÓ ÏÆ 

ÌÅÁÒÎÉÎÇ Á ÓÃÒÉÐÔȢ !ÎÄ ÉÔȭÓ [ȣ] ÉÔȭÓ ÇÏÏÄ ÂÅÃÁÕÓÅ ÉÔȭÓ ÃÒÅÁÔÉÖÅ ÁÎÄ ÙÏÕ ÆÅÅÌ ÔÈÁÔ ÙÏÕȭÖÅ ÃÒÅÁÔÅÄ 
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something and not just been [ȣ] this part of a playȭ (Julie, 2015). When I asked her if being 

ÉÎ Á ÍÏÒÅ ÃÏÎÖÅÎÔÉÏÎÁÌ ÐÌÁÙ ×ÁÓ ÎÏÔ ÃÒÅÁÔÉÖÅ ÓÈÅ ÔÏÌÄ ÍÅȟ ȬÉÔȭÓ ÊÕÓÔ following a directorȭ 

(Julie, 2015). This indicates how by writing her own piece, or by being closely connected to 

the creation and development of it and other pieces, meant that she was able to confidently 

express herself ÂÅÃÁÕÓÅ ÏÆ ÔÈÅ ÁÕÔÏÎÏÍÙ ÁÎÄ ȬÏ×ÎÅÒÓÈÉÐȭ ÔÈÉÓ ÇÁÖÅ ÈÅÒ ÏÖÅÒ ÔÈÅ ÃÒÅÁÔÉÖÅ ÁÎÄ 

language aspects of the project. That said, in discussing the devising process with  Julie, I 

brought up the consideration that it could appear that I had dominated the direction  of the 

project: I brought in the project idea, I led the session, I did not act in the piece, I chose the 

activities, and many of the decisions about the piece were mine. This could indicate that I 

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 I quoted above about not 

knowing exactly what to do, bluntly and perhaps pragmatically pointed out that they (the 

ÅÎÓÅÍÂÌÅɊ ÎÅÅÄÅÄ ȬÁ ËÉÃË ÉÎ ÔÈÅ ÂÕÔÔ [and they were] a bit lazy maybeȭ (Julie, 2015). 

Another way for looking at the contrast of autonomy and guidance or 

ÅÎÃÏÕÒÁÇÅÍÅÎÔ ÉÓ -ÅÒÍÉËÉÄÅÓȭ ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏn from devising in 

regards to her definition of ȬÃÒÅÁÔÉÖÅ ÁÇÅÎÃÙȭ (2013: 53). She sees this creative agency as: 

ɏȣɐ Á ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ ÃÏÎÔÒÉÂÕÔÅ ÔÏ Á ÐÒÏÄÕÃÔÉÏÎȭÓ ÃÏÎÃÅÐÔÕÁÌ 

framework and its stage realization ɀ for example, through generating potential 

ÐÅÒÆÏÒÍÁÎÃÅ ÍÁÔÅÒÉÁÌ ɉÔÈÒÏÕÇÈ ÉÍÐÒÏÖÉÓÁÔÉÏÎȟ ȰÐÉÔÃÈÉÎÇ ÉÄÅÁÓȱȟ ÄÉÓÃÕÓÓÉÏÎȟ ÁÎÄ 

writing) and decision making (through conÓÅÎÓÕÓȟ ÍÁÊÏÒÉÔÙ ȰÖÏÔÅȱȟ ÏÒ ÂÙ 

delegation). (Mermikides, 2013: 68) 

TÈÉÓ ȬÃÒÅÁÔÉÖÅ ÁÇÅÎÃÙȭ ×ÁÓ Öery much part of the organisational practice and working 

relationship of Ensemble Firefly, though there were aspects of the project that the 

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 I mean there is a sense that the 

teacher-facilitator may find themselves acting as a shield or a conduit between micro- and 

meso-level power relations. If the educator is to act in this way, their behaviour is open to 

ÓÃÒÕÔÉÎÙ ÁÓ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÁÒÅ ÎÏÔ ÏÎ ÁÎ ÅÑÕÁÌ ÆÏÏÔÉÎÇ ÁÎÄ ×ÈÁÔ ÉÓ ÈÁÐÐÅÎÉÎÇ ȬÂÅÈÉÎÄ ÔÈÅ 

ÓÃÅÎÅÓȭ ÉÓ ÓÏÍÅ×ÈÁÔ ÏÐÁÑÕÅ.  

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 like ensemble learning. Christopher Bannerman, in examining 

group devising practice, explores the need to maintain confidence through the process 

thrÏÕÇÈ ×ÈÁÔ ÈÅ ÃÁÌÌÓ ȬÆÌÕÆÆÉÎÇȭȢ (Å ÅØÐÌÁÉÎÓȟ Ȭ7ÈÉÌÅ ȬÆÌÕÆÆÉÎÇȭ ÍÁÙ ÎÏÔ ÓÅÅÍ ÔÏ ÂÅ ÁÎ ÅÔÈÉÃÁÌ 

practice, when used as a technique to maintain morale and creative momentum it might 

ÓÅÅÍ ÔÏ ÂÅ ÊÕÓÔÉÆÉÅÄȭ (Bannerman and McLaughlin, 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 ɀ the all-knowing 

schoolmaster or ȬÍÁÓÔÅÒ ÅØÐÌÉÃÁÔÏÒȭ ɀ must have all the answers and that in failing to 

maintain this aura will mean the breakdown of the creative and educational process and, by 

extension, ÔÈÅ ÐÒÏÊÅÃÔȭÓ ÁÉÍÓȢ )Ô ÉÓ ÐÅÒÈÁÐÓ ÔÈÅÎ ÉÎ ÔÈÅ ÉÎÓÅÃÕÒÉÔÉÅÓ ÏÆ ÔÈÅ ÐÏÔÅÎÔÉÁÌ ignorant 

facilitator ÁÎÄ ÔÈÅÉÒ ÄÅÓÉÒÅ ÔÏ ȬÆÌÕÆÆȭ ÔÈÅ ÃÏÎÆÉÄÅÎÃÅ ÏÆ ÌÅÁrners where this approach might 

falter. While Bannerman is talking about the pragmatics of maintaining the minute -to-

minute, session-to-session running of a creative project it might also be applicable to 

ȬÆÌÕÆÆÉÎÇΈ ÔÈÅ ÕÎÃÌÅÁÒ ÄÉÖÉÓÉÏÎÓ ÏÆ ÁÕÔÈÏÒÉÔÙ ÁÎÄ ÅÇÁÌÉÔÁÒÉÁÎÉÓÍ. 

It may be useful now to see how the conundrum of 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 Alon e 

If we compare process drama with group devised theatre, there are similar and 

contrasting elements. Process drama ÉÓ Ȭunscriptedȭ (Stinson and Piazzoli, 2013: 210) while 

with group devised theatre there is commonly a script produced and performed, albeit that 

the process most often begins without a text aÎÄ ÔÈÁÔ ÁÎÙ ȬÓÃÒÉÐÔȭ ÐÒÏÄÕÃÅÄ ÉÓ ÏÆÔÅÎ ÍÏÒÅ ÏÆ 

a loose guideline than a set text ɀ contingent and open to change. Having a final 

performance is also a marked difference as group devised theatre, in most cases, has one 

while process drama does not ÁÓ ÉÔ ÏÐÅÒÁÔÅÓ Ȭwithout an external audience, stems from a 

pre-text and builÄÓ ÕÐ ÆÒÏÍ Á ÓÅÒÉÅÓ ÏÆ ÅÐÉÓÏÄÅÓȭ (Stinson and Piazzoli, 2013: 210). So, while 

process ÄÒÁÍÁ ÍÁÙ ÂÅ ȬÕÎÓÃÒÉÐÔÅÄȭ in the sense that the participants do not have their 

words ready-prepared, there is a narrative in place that is decided in advance by the 

teacher-facilitator. From this it is possible to see that although there is much collective 

creation in process drama, the position of the process drama teacher-facilitator does not 

easily align with the concept of Ȭthe ignorant facilitatorȭ for reasons which I will now 

explain. 

  While  procesÓ ÄÒÁÍÁ ÅÍÐÌÏÙÓ ÓÔÒÁÔÅÇÉÅÓ ÔÏ Ȭreverse the traditional hierarchy of 

status within the participants, contributing to a more  ÁÕÔÈÅÎÔÉÃ ÃÏÎÔÅØÔ ÆÏÒ ÌÅÁÒÎÉÎÇȭ 

(Stinson and Piazzoli, 2013: 218), the teacher-facilitator still has the tendency to take centre 

stage. There is an emphasis on the ȬÃÅÎÔÒÁÌÉÔÙ ÏÆ ÔÈÅ ÔÅÁÃÈÅÒȭ (Stinson and Piazzoli, 2013: 215) 

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 

3ÔÉÎÓÏÎȭÓ line of thought lauds the specialism and artistry required for a proficiency to be 

able to use drama for language teaching (Dunn 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 and from 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 corralling the disparate fields of 

teaching, drama and SLA are the ones capable of realisÉÎÇ Ȭthe full promise of working with 

drama aÎÄ ÁÄÄÉÔÉÏÎÁÌ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇȭ (Dunn and Stinson, 2011: 618).  

I would argue that this resembles the position of the stultifying schoolmaster 

stepping ahead of the student, part of what Citton calls the ȬÄÉÓÃÏÕÒÓÅ ÏÆ ÅØÐÅÒÔÉÓÅȭ ×ÈÅÒÅ Ȭit 

is in the nature of explication and expertise to produce the very inequality of knowledge 

and power it pretends to correctȭ (2010: 30). 4ÈÅ ȬÆÕÌÌ ÐÒÏÍÉÓÅȭȟ Piazzoli and Stinson also 

claimȟ ȬÃÁÎ ÏÎÌÙ occur if the teacher has mastereÄ ÔÈÅ ÁÒÔÉÓÔÒÙ ÏÆ ÄÒÁÍÁÔÉÃ ÆÏÒÍȭ (2013: 215). 

4ÈÅÙ ÕÓÅ /ȭ4ÏÏÌÅȭÓ ÄÅÆÉÎÉÔÉÏÎ ×ÈÉÃÈ ÉÓ ÔÈÁÔ ȬÄÒÁÍÁÔÉÃ ÆÏÒÍȭ ÉÓ ÔÈÅ Ȭnegotiation and 

renegotÉÁÔÉÏÎ ÏÆ ÔÈÅ ÅÌÅÍÅÎÔÓ ÏÆ ÄÒÁÍÁȭ (Stinson and Piazzoli, 2013: 215). This includes 

elements such as, place, time, space, role, context, language, 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 Ȭdraw on their deep ËÎÏ×ÌÅÄÇÅ ÏÆ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇȭ 

(Stinson and Piazzoli, 2013: 216). Rather than disparage the abilities of drama facilitators or 

language teachers or those that can combine both, perhaps it is worth questioning whether 

ÐÒÏÃÅÓÓ ÄÒÁÍÁȭÓ ÒÅÑÕÉÒÅÍÅÎÔÓ, ÌÉËÅ ÔÈÅ ÍÁÓÔÅÒÙ ÏÆ ȬÄÒÁÍÁÔÉÃ ÆÏÒÍȭ, are placing too much 

onus on one person in this purportedly collaborative undertakingȢ "Ï×ÅÌÌ ÁÎÄ (ÅÁÐȭÓ 

ȬÑÕÁÄÒÉÐÁÒÔÉÔÅ ÔÈÉÎËÉÎÇȭ ɀ simultaneously being the teacher, actor, playwright and director ɀ 

is a prime example of this (2005). The intricate planning  and interplay of skills, whilst 

impressive, can also be seen as controlling all the aspects of the learning environment and 

can mean the participants miss the chance to take these roles. &ÒÏÍ 2ÁÎÃÉîÒÅȭÓ ÐÅÒÓÐÅÃÔÉÖÅȟ 

the critique of process drama is that the art of drama and language is kept in the hands of 

ÔÈÅ ȬÍÁÓÔÅÒȭ; tÈÅ ÓÔÕÄÅÎÔ ÉÓ ÓÔÉÌÌ ÓÔÕÌÔÉÆÉÅÄȟ ÐÕÒÓÕÉÎÇ ÔÈÅ ȬÊÕÓÔ ÏÕÔ ÏÆ ÒÅÁÃÈȭȢ 
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)ÎÄÅÅÄȟ ÔÈÅÒÅ ÉÓ ÓÏÍÅÔÈÉÎÇ ÏÆ ÔÈÅ Ȭ!ÇÁÔÈÁ #ÈÒÉÓÔÉÅ ÍÕÒÄÅÒ ÍÙÓÔÅÒÙȭ ÔÏ ÐÒÏÃÅÓÓ ÄÒÁÍÁ 

where all is revealed by the all-knowing narrator at the time of their choosing. The 

frequently employed technique in process drama of teacher-in-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 teacher-in-role as hogging the limelight exclaiming that they should 

ȬÊÕÓÔ ÇÉÖÅ ÔÈÅ ËÉÄ ÔÈÅ ÆÕÃËÉÎÇ ÃÁÐÅȦȭȢ5 This is despite research findings by Piazzoli and 

3ÔÉÎÓÏÎ ×ÈÅÒÅ ÓÔÕÄÅÎÔÓ ÓÁÉÄ ÔÈÁÔ ȬÈÅÒÅȟ ÙÏÕ ÃÈÏÏÓÅ ÔÈÅ ÄÉÒÅÃÔÉÏÎ ÙÏÕÒÓÅÌÆȭȭ (2013: 219). It may 

well appear so, yet it could equally be said that the direction was always steered by the 

teacher-facilitator  ÄÅÓÐÉÔÅ ÔÈÅ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÓÔÕÄÅÎÔÓ ÂÅÃÏÍÅ ȬÁÇÅÎÔÓ ÏÆ ÔÈÅÉÒ Ï×Î ÌÅÁÒÎÉÎÇȭ 

because of the strategies employed in process drama (Stinson and Piazzoli, 2013: 220). It is 

in the emphasis on the centrality of the teacher-facilitator that is problematic as it 

ÃÏÎÔÉÎÕÅÓ ÔÏ ÒÅÐÌÉÃÁÔÅ ÔÈÅ ȬÉÄÅÁÌȭ ÓÐÅÁËÅÒ ÉÎ 3,!Ȣ )Î ÃÏÎÔÒÁÓÔ ÔÏ ÔÈÉÓ ÃÅÎÔÒÁÌÉÔÙ ÏÆ ÔÈÅ ÔÅÁÃÈÅÒ-

facilitator in process drama, ÉÎ ÍÙ ÒÏÌÅ ÁÓ ȬÉÇÎÏÒÁÎÔ ÆÁÃÉÌÉÔÁÔÏÒȭ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ 

ÐÒÏÊÅÃÔȟ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ×ÅÒÅ ÅÎÃÏÕÒÁÇÅÄ ÔÏ Ȭ×ÅÁÒ ÔÈÅ ÃÁÐÅȭ ÍÏÒÅ ÒÅÁÄÉÌÙ ÁÎÄ ÔÁËÅ 

ownership and direction of the creation of theatre. This engenders the projeÃÔȭÓ ÕÎÄÅÒÌÙÉÎÇ 

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 the ȬPerforming Languagesȭ 

project, is not immune to criticism of a similar ilk. Grotowski was not convinced by the 

ÅÎÁÂÌÉÎÇ ÏÆ ÅÍÁÎÃÉÐÁÔÉÏÎ ÖÉÁ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÓÅÅÉÎÇ ÉÔ ÁÓ ÎÏÔÈÉÎÇ ÍÏÒÅ ÔÈÁÎ Á ȬÃÏÌÌÅÃÔÉÖÅ 

ÄÉÒÅÃÔÏÒȭ ÉÎÔÅÒÆÅÒÉÎÇ ÉÎ ÍÕÃÈ ÔÈÅ ÓÁÍÅ way as an individual would yet as it Ȭoscillates 

between caprices, chance and compromise of different tendencies, [it] results in half -

ÍÅÁÓÕÒÅÓȭ (Grotowski qtd. in Wolford and Schechner, 2001: 224). In some ways, that could 

                                                      
5 4ÈÅ ȬÃÁÐÅȭ ÂÅÉÎÇ Á ÃÏÍÍÏÎ ÔÏÏÌ ÕÓÅÄ ÓÙÍÂÏÌÉÃÁÌÌÙ ÉÎ ÐÒÏÃÅÓÓ ÄÒÁÍÁ ÔÏ ÓÉÇÎÉÆÙ ÔÅÁÃÈÅÒ-in-role. 
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be said to be the case with the ȬPerforming Languagesȭ project, for example the control of 

the course finances mentioned above, or artistic choices influenced by me, whether 

consciously or not. Yet when Roger Bechtel tells of various companies where individuals 

Ȭexercise their expertiseȭ ÍÅÁÎÉÎÇ ÔÈÁÔ ȬɏÁɐÕÔÈÏÒÉÔÙ ×ÁÓÎȭÔ ÅÌÉÍÉÎÁÔÅÄ ÓÏ Íuch as 

ÄÅÃÅÎÔÒÁÌÉÚÅÄȭ ÙÅÔ ÉÔ ×ÁÓ ȬÅØÅÒÃÉÓÅÄ ethicallyȭ (2013: 49). Therefore, Bechtel draws the 

conclusion that when ÔÈÅ Ȭpolitics of pur e collectivity is unrealizable, ethics becomes a 

ÐÏ×ÅÒÆÕÌ ÃÏÍÐÅÎÓÁÔÉÏÎȭ (2013: 49). Indeed, much of the writing on collective creation 

demonstrate what Syssoyeva and Proudfit identifÙ ÁÓ Ȭthe collaborative director poised 

between the ÒÏÌÅÓ ÏÆ ÁÕÔÅÕÒ ÁÎÄ ÆÁÃÉÌÉÔÁÔÏÒȭ (2013a: 24). This speaks to the position I had 

during the project when ) ×ÁÓ ȬÐÏÉÓÅÄȭ ÂÅÔ×ÅÅÎ ÔÅÁÃÈÅÒȟ ÁÄÍÉÎȟ ÄÉÒÅÃÔÏÒ ÁÎÄ ÆÁÃÉÌÉÔÁÔÏÒ 

ÁÌÏÎÇÓÉÄÅ ÁÌÌ ÔÈÅ ÃÏÎÎÏÔÁÔÉÏÎÓ ÏÆ ȬÉÄÅÁÌȭ ÓÐÅÁËÅÒ ÔÈÁÔ ÅÎÔÁÉÌÓ ×ÉÔÈ "ÅÃÈÔÅÌȭÓ ÉÍÁÇÅ ÏÆ ÔÈÅ 

Ȭdelicate balancing act, however, between authorship and authorityȭ (2013: 40). Perhaps 

then, as an egalitarian aim could be called utopian given the institutional setting, 

compromise could be considered a pragmatic reality. Practicality appears to always be the 

ÍÉÔÉÇÁÔÉÎÇ ÆÁÃÔÏÒ ÉÎ ÔÈÅ Ȭongoing negotiation between institutional  politics and aesthetic 

ÐÒÏÄÕÃÔȭ (Bechtel, 2013: 48ɀ49). And while, as Bechtel further ÐÏÉÎÔÓ ÏÕÔȟ ȬɏÓɐuch a 

negotiation is always particularȭ, he posits that it is always necessary to recognise Ȭauthority 

within  ÃÏÌÌÅÃÔÉÖÉÔÙȭ (2013: 49). 

Even if we accept that proposition, it could also be argued that authority does not 

necessarily always have to come from the same source. For example, in the following 

chapter I look at how monologues written by individual members prompted collective 

ÃÒÅÁÔÉÏÎȢ !ÌÓÏȟ ÉÎ ÔÈÅ ÓÁÍÅ ÖÅÉÎ ÁÓ +ÅÒÒÉÇÁÎȭÓ Ȭogreȭ, many of the theatre activities that we 

used in the devising process can 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.  

ɀ 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 cultivated 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 a sense of self-efficacy and confidence. This was iterated by 

Federica when she told me that the group members were definitely friends now (Federica, 

2015) and when I asked how working in a group where you trust people had affected her 

confidence she explained: 

)ÔȭÓ ËÉÎÄ ÏÆ ÔÈÅ ÒÅÖÅÒÓÅ ɏȢȢȢɐ 4ÈÅ ÐÒoject developed our relationship instead of the 

ÒÅÌÁÔÉÏÎÓÈÉÐ ÄÅÖÅÌÏÐÉÎÇ ÔÈÅ ÐÒÏÊÅÃÔ ɏȣɐ ÓÏ ÔÈÁÔ ×ÏÒËÉÎÇ ×ÉÔÈ ÔÈÅÍ ÍÁÄÅ ÍÅ ÆÅÅÌ 

ÍÏÒÅ ÃÏÎÆÉÄÅÎÔ ÉÎ ÔÈÅ ÇÒÏÕÐ ×ÈÉÃÈ ÉÍÐÒÏÖÅÄ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅȢ )ÔȭÓ ËÉÎÄ ÏÆ Á 

circle. (Federica, 2015) 

,ÏÏËÉÎÇ ÁÔ ÆÒÉÅÎÄÓÈÉÐȟ 4ÏÄÄ -ÁÙȟ ÅÍÐÌÏÙÉÎÇ 2ÁÎÃÉîÒÅȭÓ ÉÄÅÁÓ ÏÎ ÅÑÕÁÌÉÔÙ, sees friendship as 

Á ×ÁÙ ÔÏ ÒÅÓÉÓÔ ÃÒÅÁÔÉÎÇ ÈÉÅÒÁÒÃÈÉÅÓ ÓÔÁÔÉÎÇȟ Ȭ×Å ÌÏÏË ÁÔ ÏÕÒ ÆÒÉÅÎÄÓ ÁÓ ÏÕÒ ÅÑÕÁÌÓȟ ÎÏÔ ÂÅÃÁÕÓÅ 

they are equal in measure to us but because equality of this type is, to a certain extent, 

ÂÅÙÏÎÄ ÍÅÁÓÕÒÅȭ (2013: 70). Creating a sense of friendship and discarding measurement in 

ÔÈÉÓ ÓÅÎÓÅ ÁÌÌÏ×Ó ÔÈÅ ÌÅÁÒÎÅÒ ÍÏÒÅ ÆÒÅÅÄÏÍ ÔÏ ȬÆÁÉÌȭ ÁÎÄȟ ÔÈÅÒÅÆÏre, learn and develop. In 

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 

ÌÉÔÔÌÅ ÌÅÓÓ ÉÎ ÃÏÍÐÅÔÉÔÉÏÎ ×ÉÔÈ ÏÎÅ ÁÎÏÔÈÅÒȟ ÁÎÄ ÆÅÅÌ ÌÅÓÓ Á ÍÅÁÎÓ ÔÏ ÏÔÈÅÒÓȭ ÅÎÄÓȢ 

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 involved in the 

educative process, both teacher and student. This is important as motivational factors in 

ÌÁÎÇÕÁÇÅ ÁÃÑÕÉÓÉÔÉÏÎ ÁÒÅ Á ÆÕÎÄÁÍÅÎÔÁÌ ÉÓÓÕÅ ÉÎ 3,! ÌÅÄ ÂÙ :ÏÌÔÜÎ $ĘÒÎÙÅÉȭÓ ÒÅÓÅÁÒÃÈ ÏÎ ÔÈÅ 

subject (Dörnyei, 1998; Dörnyei and Schmidt, 2001; Dörnyei and Hadfield, 2013) along with 

.ÏÒÔÏÎȭÓ ÔÈÅÏÒÉÓÉÎÇ ÏÎ ÉÎÖÅÓÔÍÅÎÔ (Norton Peirce, 1995; Norton, 2001, 2013, 2016). These 

factors come into play here in the role of friendship in the learning environment. 

4ÈÅ ÁÃÔÉÖÉÔÉÅÓ ) ÎÏ× ÄÉÓÃÕÓÓ ×ÅÒÅ ÓÅÌÅÃÔÅÄ ÆÒÏÍ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅct 

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 approach 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 responsibility to bÅÇÉÎ ÏÒ ÉÎÄÅÅÄ ȬÌÅÁÄȭ ÁÎÄ ÍÏÔÉÖÁÔÉÏÎ 

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 I look at in this respect is called Digitsȟ ×ÈÉÃÈ ÉÓ Á ȬÎÁÎÏȭ ÅØÁÍÐÌÅ ÏÆ 

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 to ten 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 simultaneously, 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 floor ɀ this is to avoid the temptation of anyone 

indicating when the group members should give a number ɀ this helps to aid and cultivate a 

sense of togetherness through physical sensation rather than eye contact. This activity 

ÅÎÃÁÐÓÕÌÁÔÅÓ ÔÈÅ ÉÎÉÔÉÁÌ ȬÇÅÔÔÉÎÇ-to-know-ÙÏÕȭ ÓÔÁÇÅ ÏÆ ÔÈÅ ÏÖÅÒÁÌÌ ÆÏÒÍÉÎÇ ÏÆ ÔÈÅ ÅÎÓÅÍÂÌÅȢ 

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 

ÄÉÓÃÕÓÓÅÄ ÁÔ ÍÏÒÅ ÌÅÎÇÔÈ ÉÎ ÔÈÅ ÃÈÁÐÔÅÒȟ Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭȢ 4ÈÅ ÐÒÏØÉÍÉÔÙ ÏÆ ÔÈÅ ÏÔÈÅÒÓ 

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 collaboration ɀ also collective frustration ɀ and a lot of 

laughter.6    

Another activity, People Knot, does a similar thing. Participants, again in a circle, 

ÆÏÒÍ Á ȬÃÈÁÉÎȭ ÂÙ ÈÏÌÄÉÎÇ ÈÁÎÄÓ ɀ already creating a certain physical intimacy ɀ 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 doing this and then I later asked the 

                                                      
6 "ÁËÈÔÉÎ ÃÌÁÉÍÓ ÁÎ ÅÍÁÎÃÉÐÁÔÏÒÙ ÓÔÒÅÎÇÔÈ ÉÎ ÌÁÕÇÈÔÅÒȟ ÁÒÇÕÉÎÇȟ Ȭ,ÁÕÇÈÔÅÒ ÃÏÕÌÄ ÎÅÖÅÒ ÂÅÃÏÍÅ ÁÎ 
instrument to oppress and blind the people. It al×ÁÙÓ ÒÅÍÁÉÎÅÄ Á ÆÒÅÅ ×ÅÁÐÏÎ ÉÎ ÔÈÅÉÒ ÈÁÎÄÓȭ (1984b: 

94). 
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group to try this activity in silence as it engenders a deeper sense of groupness via 

physicality.78 This is because of the increased engagement with trying to gain eye contact 

and the exaggerated gestures that this involves ×ÈÅÎ ÐÁÒÔÉÃÉÐÁÎÔÓ ÁÔÔÅÍÐÔ ÔÏ ȬÔÅÌÌȭ ÔÈÅ ÏÔÈÅÒÓ 

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. 

3ÏÍÅÔÉÍÅÓ ÔÈÅ ȬÓÏÌÕÔÉÏÎȭ ÏÆ ÕÎravelling the knot is found with ease; sometimes it is 

unsolvable; for the most part it is somewhere in-between. 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 side-coaching to encourage less 

ÄÏÍÉÎÁÎÔ ÍÅÍÂÅÒÓ ÔÏ ÏÆÆÅÒ ÔÈÅÉÒ ÕÎÓÐÏËÅÎ ȬÏÐÉÎÉÏÎȭ ÁÎÄ ÆÏÒ ÌÅÁÄÅÒÓ ÔÏ ÔÁËÅ Á ÂÁÃË ÓÔÅÐȢ 

This is so that there is a sense of ebb and flow in leadership which in a small way captures 

ÔÈÅ ÏÖÅÒÁÌÌ ÉÎÔÅÎÔÉÏÎ ÏÆ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÏÎ ÐÒÏÃÅÓÓȢ 4ÈÉÓ ÉÓ ÅÖÏËÅÄ ÂÙ "ÁËÕÎÉÎȭÓ ×ÏÒÄÓ 

ÔÈÁÔȟ Ȭ.Ï ÏÎÅ ÒÉÓÅÓ ÁÂÏÖÅ ÔÈÅ ÏÔÈÅÒÓȟ ÏÒ ÉÆ ÈÅ ÄÏÅÓ ÒÉÓÅȟ ÉÔ ÉÓ ÏÎÌÙ ÔÏ ÆÁÌÌ ÂÁÃË Á ÍÏÍÅÎÔ ÌÁÔÅÒȟ 

like the waves of the sea forever returning to the saÌÕÔÁÒÙ ÌÅÖÅÌ ÏÆ ÅÑÕÁÌÉÔÙȭ (Bakunin qtd. in 

Joll, 1979: 91ɀ92)Ȣ 4ÈÉÓ ÉÄÅÁ ÏÆ Á ȬÓÁÌÕÔÁÒÙ ÌÅÖÅÌ ÏÆ ÅÑÕÁÌÉÔÙȭ ÆÏÒÍÅÄ ÐÁÒÔ ÏÆ ÔÈÅ ÐÏÓÔ-activity 

discussion about People Knot when the ensemble 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 it ɀ ÐÁÒÔ ÏÆ ȬÂÅÃÏÍÉÎÇȭ ÈÕÍÁÎ ɀ and accommodate 

                                                      
7 This could also be seen in the activity where two participants  balance a broom handle between each 
ÏÔÈÅÒȭÓ ÆÏÒÅÈÅÁÄÓȢ 4ÈÉÓ ÉÍÐÏÓÅÓ ÔÈÅ ÃÏÎÓÔÒÁÉÎÔ ÔÈÁÔ ÔÈÅ Ô×Ï ÁÃÔÏÒÓ ÍÕÓÔ ×ÏÒË ÔÏÇÅÔÈÅÒ ÔÏ ÍÏÖÅ 
around the space. There is an intimacy created by the participants having to use eye contact to 
indicate where to move and to maintain equal distance between partners. 
8 Rosemary Parsons claims that the most ÕÓÅÆÕÌ ÇÁÍÅÓ ÆÏÒ ÄÅÖÉÓÅÒÓ ÁÒÅ ȬÐÅÒÆÏÒÍÁÔÉÖÅ ÇÁÍÅÓȭ which 
ȬÅÖÉÎÃ[eɐ Á ÓÅÎÓÅ ÏÆ ȰÃÏÍÐÌÉÃÉÔïȭ ÏÒ ÅÎÓÅÍÂÌÅ ×ÉÔÈÉÎ ÔÈÅ ÇÒÏÕÐȭ (2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 
5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 5)(2010: 
5)(2010: 5)(2010: 5). She also cÌÁÉÍÓ ÅÎÔÈÕÓÉÁÓÍ ÉÎÃÒÅÁÓÅÓ ×ÈÅÎ ÔÈÅÒÅȭÓ ÁÎ ÅØÐÒÅÓÓ ÐÒÁÃÔÉÃÁÌ ÐÕÒÐÏÓÅ 
(Parsons, 2010: 95ɀ6). Parsons also discusses her own experience regarding games effect on self-
confidence (2010: 109). 
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others. These elements of trust and co-operation, 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 cognitive-based approach to 

language learning. 

The activity Name Circle mentioned above in relation to storytelling and verifyi ng 

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 

ÁÌÌÏ×Ó ÐÁÒÔÉÃÉÐÁÎÔÓ ÔÏ ÆÉÎÄ ÐÏÉÎÔÓ ÏÆ ÁÆÆÉÎÉÔÙ ÁÎÄ ÎÕÒÔÕÒÅÓ ÔÈÅ ÖÏÃÁÂÕÌÁÒÙ ÏÆ ȬÔÏÇÅÔÈÅÒÎÅÓÓȭ 

(Winston, 2013: 135)Ȣ 4ÈÉÓ ÃÁÎ ÃÕÌÔÉÖÁÔÅ ×ÈÁÔ 0ÁÔÒÉÃÉÁ 7ÈÉÔÅ ÓÅÅÓ ÁÓ ÁÎ ȬÁÔÔÉÔÕÄÅȭ ÏÆ ÆÒÁÔÅÒÎÉÔÙ 

(White qtd. in Suissa, 2010: 67) ÁÎÄȟ ÉÆ ÆÒÁÔÅÒÎÉÔÙ ÉÓ ÖÉÅ×ÅÄȟ ÁÃÃÏÒÄÉÎÇ ÔÏ *ÕÄÉÔÈ 3ÕÉÓÓÁȟ ÁÓ ȬÁ 

ÍÏÒÁÌ ÄÉÓÐÏÓÉÔÉÏÎȭȟ ÔÈÅÎ ÉÔ ȬÃÁÎ ÂÅ ÌÅÁÒÎÅÄȭ (Suissa, 2010: 67). Fraternity, in this sense, might 

ÂÅ ÁÃÈÉÅÖÅÄ ÁÃÃÏÒÄÉÎÇ ÔÏ 7ÈÉÔÅ ÔÈÒÏÕÇÈ ȬÆÅÅÌÉÎÇ Á ÂÏÎÄ ÂÅÔ×ÅÅÎ ÏÎÅÓÅÌÆ ÁÎÄ ÏÔÈÅÒÓ ÁÓ 

ÅÑÕÁÌÓȟ ÁÓ ÍÏÒÁÌ ÂÅÉÎÇÓ ×ÉÔÈ ÔÈÅ ÓÁÍÅ ÂÁÓÉÃ ÎÅÅÄÓ ÁÎÄ ÁÎ ÉÎÔÅÒÅÓÔ ÉÎ ÌÅÁÄÉÎÇ Á ÌÉÆÅ ÏÆ ÏÎÅȭÓ 

Ï×Îȭ (White qtd. in Suissa, 2010: 67). This is also important in an educational sense in that 

ȬÔÈÅ ÁÔÔÉÔÕÄÅ ÏÆ ÆÒÁÔÅÒÎÉÔÙ ÃÁÎ ÂÅ Á ÍÏÔÉÖÁÔÉÎÇ ÆÏÒÃÅȭ (Suissa, 2010: 67). To a small, but 

important , degree this was seen during Name Circle when the ensemble members shared 

not only theiÒ ÎÁÍÅ ÂÕÔ ÁÌÓÏ ÔÈÅ ÓÔÏÒÉÅÓ ÂÅÈÉÎÄ ÔÈÅÉÒ ÎÁÍÅÓ ÉÎ Á ÍÅÁÎÉÎÇÆÕÌ ÁÎÄ ȬÁÕÔÈÅÎÔÉÃȭ 

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 as 

ÂÅÉÎÇ ÁÎ ÅØÁÃÔ ÁÒÅÁȟ ÁÎÄ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÐÏÓÉÔÉÏÎ ÔÈÅÍÓÅÌÖÅÓ ÏÎ ÔÈÅ ȬÍÁÐȭȢ 4ÈÅÎ ÔÈÅ 

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 grandparents were 

born; their favourite place in the world; where they would like to visit. During each 
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ȬÒÅÐÏÓÉÔÉÏÎÉÎÇȭ ÏÒ ȬÒÅ-ÍÁÐÐÉÎÇȭȟ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÎÅÇÏÔÉÁÔÅ ÔÈÅÉÒ ÐÏÓÉÔÉÏÎ ÏÎ ÔÈÅ ÍÁÐ 

between themselves, each of the instructions altering the constellation of participants on 

ÔÈÅ ȬÍÁÐȭȢ !ÆÔÅÒ ÅÁÃÈ ÒÅÐÏÓÉÔÉÏÎÉÎÇȟ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÅØÐÌÁÉÎ ×ÈÅÒÅ ÔÈÅÙ ÁÒÅȟ ÏÒ ÉÎ ÔÈÅ ÌÁÔÅÒ 

responses why they chose the positions they have. Again, the facilitator guides or 

encourages the participants to be able to tell a story oÆ ×ÈÉÃÈ ÔÈÅÙ ÁÒÅ ÔÈÅ ȬÁÕÔÈÏÒȭȢ !Ô ÔÈÅ 

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 of confidence 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 set-up 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 ÈÁÖÅ ÓÅÅÎ ÔÈÁÔ ȬÉÎÄÉÖÉÄÕÁÌ ÁÃÔÏÒÓ ÆÁÃÅ ÁÎÄ ÏÖÅÒÃÏÍÅ ÔÈÅÉÒ 

ÉÎÈÉÂÉÔÉÏÎÓȟ ÁÎÄ ÌÅÁÒÎ ÔÏ ÔÒÕÓÔ ÏÔÈÅÒ ÅÎÓÅÍÂÌÅ ÍÅÍÂÅÒÓȭ (2007: 49) and this applied equally 

to the Firefly ensemble. While overcoming inhibitions is discussed in the following chapter, 

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 

-ÉÃÈÁÅÌ !ÎÄÅÒÓÏÎ ÃÌÁÉÍ ÔÈÁÔ ȬÆÏÒ ÓÏÍÅ ɏȣɐ ÉÔ ÓÅÅÍÓ ÔÈÁÔ ÏÎÅ ÅÓÓÅÎÔÉÁÌ ÉÎÇÒÅÄient for 

learning about community is the creation of communities, where trust is a feature and 

×ÈÅÒÅ ÓÏÃÉÁÌ ÁÎÄ ÁÒÔÉÓÔÉÃ ÄÉÓÓÏÎÁÎÃÅ ÉÓ ÖÁÌÕÅÄȭ (2013: 296 italics in original). This could be 

ÓÉÍÉÌÁÒÌÙ ÓÁÉÄ ÁÂÏÕÔ ÇÒÏÕÐÓ ÁÎÄ ȬÇÒÏÕÐÎÅÓÓȭ ×ÉÔÈ ÔÈÅ ÃÏÎÃÅÐÔÓ ÏÆ ÃÏÍÍÕÎÉÔÙ ÁÎÄ ÇÒÏÕÐÎÅÓÓ 

perhaps overlapping. 

In this chapter, Lev-!ÌÁÄÇÅÍȭÓ ÃÏÎÃÅÐÔ ÏÆ ÁÎ ȬÉÇÎÏÒÁÎÔ ÆÁÃÉÌÉÔÁÔÏÒȭȟ ÄÅÖÅÌÏÐÅÄ ÆÒÏÍ 

2ÁÎÃÉîÒÅȭÓ ȬÉÇÎÏÒÁÎÔ ÓÃÈÏÏÌÍÁÓÔÅÒȭȟ ×ÁÓ ÕÓÅÄ ÔÏ ÅØÁÍÉÎÅ ÔÈÅ ÒÏÌÅ ÁÎÄ ÐÏÓÉÔÉÏÎÉÎÇ ÏÆ ÍÅ ÁÓ 

an educator during the project. This chapter analysed and discussed the post-performance 

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 target language, English. Next was discussed the 

ÅÎÓÅÍÂÌÅȭÓ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÍÙ ÒÏÌÅ ÁÎÄ ÐÏÓÉÔÉÏÎÉÎÇ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÃÅÓÓ ÁÎÄ ÔÏ ×ÈÁÔ ÅØÔÅÎÔ ÔÈÉÓ 

was egalitarian and when working with unexperienced, non-actors and non-native speakers 

ɀ when I was the authority and when I was not. I 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 teacher-facilitator. While the main proponents of process 

drama for SLA suggest that experience 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 chapter begins to look at a way to navigate the problematic 

dichotomy of the student-teacher relationship: friendship. I 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. I 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, ȬThe Individual in the Collectiveȭ, I 

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 learning 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 addresses 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 relation 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 process and in 

which way that also engaged the others in the group. This includes 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, ȬEmerging out of the Dark and the 

Opportunity to Speakȭ, 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 

ÅØÃÅÐÔÉÏÎÓȟ ÍÕÃÈ ÏÆ ÔÈÅ ÔÅÁÃÈÉÎÇ ÆÏÌÌÏ×ÅÄ ÔÈÅ ȬÍÁÓÔÅÒ ÅØÐÌÉÃÁÔÏÒȭ ÐÅÄÁÇÏÇÙ ÃÈÁÌÌÅÎÇÅÄ ÂÙ 
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Rancière, discussed in the two previous chapters. At various points during the project, t he 

students explained that they felt ȬÔÒÁÐÐÅÄȭ ÂÏÔÈ ÐÈÙÓÉÃÁÌÌÙ ɉÃÏÎÆÉÎÅÄ ÔÏ ÌÅÃÔÕÒÅ ÈÁÌÌ ÓÅÁÔÓɊ 

and vocally, separated from communicating with their peers; they were individuals made to 

learn in the cognitivist Ȭcageȭ rather than in a mode of interaction. A scene that directly 

addressed these issues, Un, deux, trois, Soleil!, 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 its 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 awareness. (1980: 29) 

As discussed in the following section, ȬWriting  the Individual, Creating the Collectiveȭ, the 

×ÁÙ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÃÏÌÌÁÂÏÒÁÔÉÖÅÌÙ ȬÒÅ-×ÏÒËÅÄȭ ÔÈÅ ÍÏÎÏÌÏÇÕÅ ÓÃÒÉÐÔÓ ÉÎÉÔÉÁÌÌÙ ÐÒÏÖÉÄÅÄ ÂÙ 

individuals to develop scenes is a good example of 2ÉÔÔÅÒȭÓ ȬÂÏÎÄÓ ÏÆ ÍÕÔÕÁÌ ÄÅÐÅÎÄÅÎÃÅȭȢ 

This mutual dependence, following 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 the brief biographies 

they provided for the performance programme which ranged from quirky1 to conventional2, 

                                                      
1 Louis [surname]ɀ ȬCliMMMMM(b)s. Loves Comté cheese.ȭ 
2 Aliya [surname] ɀ ȬI'm an Italian -Moroccan living in France. I'm studying foreign languages, which I 
love, so I am participating in this project because I wanted to speak more English, to get directly in 
touch with the language, to improve it and to do something fun. I wanted to speak English in a 
different context, so I liked the idea of devising theatre cause it is different and very funny, and very 
useful for learning languages! I hope my English has improved!ȭ 
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the poetic3 to the droll 4. 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, ȬCreation and connections from out of the blueȭ. There, the 

ÆÏÃÕÓ ÉÓ ÏÎ ÇÒÏÕÐ ÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅȭÓ ÐÒÏÖÉÓÉÏÎ ÆÏr task- or activity -based learning in the shape 

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 

ÂÅÉÎÇ ȬÏ×ÎÅÄȭ ÂÙ ÔÈÅ ÇÒÏÕÐȢ 4ÈÉÓ, in turn, forms part of the creation of being a group ɀ the 

ȬÇÒÏÕÐÎÅÓÓȭ ɀ that Syssoyeva identifies above as the essential element of group devised 

ÔÈÅÁÔÒÅȢ 4ÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÇÒÏÕÐÎÅÓÓȭ ÁÎÄ ÔÈÅ ÓÔÒÏÎÇÌÙ ÁÓÓÏÃÉÁÔÅÄ ÎÏÔÉÏÎ ÏÆ ÆÒÉÅÎÄÓÈÉÐ 

discussed in the previous chapters are further explored in this this section.  

Advocates for autonomous learning in SLA, such as David Nunan, David Little and 

Phil Bensonȟ ÈÁÖÅ ÓÕÐÐÏÒÔÅÄ ÔÈÅ ȬÉÄÅÁ ÔÈÁÔ ÁÕÔÏÎÏÍÙ ÉÍÐÌÉÅÓ ÉÎÔÅÒÄÅÐÅÎÄÅÎÃÅȭ (Benson, 

2001: 14)Ȣ )ÎÄÅÅÄȟ ,ÉÔÔÌÅ ÈÁÓ ÁÒÇÕÅÄ ÔÈÁÔ ȬÃÏÌÌÁÂÏÒÁÔÉÏÎ ÂÅÔ×ÅÅÎ Ô×Ï ÏÒ ÍÏÒÅ ÌÅÁÒÎÅÒs on a 

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 

ÉÍÐÌÉÃÉÔȟ ×ÈÅÎ ÔÈÅ ÔÁÓË ÉÓ ÐÅÒÆÏÒÍÅÄ ÂÙ Á ÌÅÁÒÎÅÒ ×ÏÒËÉÎÇ ÁÌÏÎÅȭ (1996: 214). Therefore, 

while the individual can develop alone, interacting with others makes manifest the learning 

aiding a realisation of conscious competence and self-efficacy, which in the case study was 

in the target language. In respect to the content that was generated by the ensemble 

members for the devised performance, Benson has posited that:  

                                                      
3 Federica [surname] - Ȭ! ÐÅÒÐÅÔÕÁÌ ÅÎÔÈÕÓÉÁÓÔȟ ÁÂÓÅÎÔ-ÍÉÎÄÅÄ ÄÁÙÄÒÅÁÍÅÒȟ ÁÎÄ ÓÔÕÂÂÏÒÎ ÏÐÔÉÍÉÓÔȢȭ 
4 Julie [surname] - Ȭdepressed since the day she realized she would never get her letter from 
Hogwarts, English student.ȭ 
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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 

tasksȢ ɏȣɐ #ÏÎÔÒÏÌ ÏÖÅÒ ÔÈÅ ÃÏÎÔÅÎÔ ÏÆ ÌÅÁÒÎÉÎÇ ÒÅÑÕÉÒÅÓ ɏȣɐ ÔÈÁÔ ÔÅÁÃÈÅÒÓ ÁÎÄ 

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) 

4ÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÃÅÒÔÁÉÎÌÙ ÃÒÅÁÔÅÄ ȬÓÉÔÕÁÔÉÏÎÁÌ ÃÏÎÔÅØÔÓȭ ×ÈÅÒÅ ȬÃÏÌÌÅÃÔÉÖÅ 

ÎÅÇÏÔÉÁÔÉÏÎȭ ÔÏÏË ÐÌÁÃÅȟ ×ÈÉÃÈ ÉÓ ÅÖÉÄÅÎÃÅÄ ÉÎ ÔÈÅ ÌÁÓÔ Ô×Ï ÓÅÃÔÉÏÎÓ ÏÆ ÔÈÉÓ ÃÈÁÐÔÅÒȟ ÆÏÒ 

ÅØÁÍÐÌÅȢ !ÎÄ ×ÈÉÌÅ ) ÁÍ ÎÏÔ ÐÒÏÐÏÓÉÎÇ ÔÈÁÔ ÔÈÅ ÐÒÏÊÅÃÔ ÌÅÄ ÔÏ ÔÈÅ ȬÔÒÁÎÓÆÏÒÍÁÔÉÏÎ ÏÆ 

ÅÄÕÃÁÔÉÏÎÁÌ ÓÔÒÕÃÔÕÒÅÓȭ ÔÈÅÒÅ ×ÁÓ ÓÏÍÅÔÈÉÎÇ ÒÅÓÅÍÂÌÉÎÇ ×ÈÁÔ *ÁÍÅÓ Thompson calls a 

Ȭtactical  ÐÅÒÆÏÒÍÁÎÃÅ ÐÒÁÃÔÉÃÅȭ ÏÒȟ ÉÎ ÈÉÓ ÁÄÏÐÔÉÏÎ ÏÆ ÄÅ #ÅÒÔÅÁÕȭÓ ÔÅÒÍȟ Á ȬÐÅÒÒÕÑÕÅȭȟ ×ÈÉÃÈ 

ÍÅÁÎÓ ×ÈÉÌÅ ÎÏÔ ÂÅÉÎÇ ÁÂÌÅ ÔÏ ÁÌÔÅÒ ÏÒ ȬÔÒÁÎÓÃÅÎÄȭ ÔÈÅ ÓÔÒÕÃÔÕÒÅ ÏÆ ÁÎ ÉÎÓÔÉÔÕÔÉÏÎ ÏÒ ÃÏÎÔÅØÔȟ 

participants or communities can act to subtly resist it (Thompson, 2011: 35ɀ36)Ȣ 4ÈÉÓ ȬÔÁÃÔÉÃȭ 

is discussed in the following section.5  

Emerging out of the Dark and the Opportunity to Speak  

2ÁÎÃÉîÒÅȭÓ ÐÅÄÁÇÏÇÉÃÁÌȟ ÁÎÄ ÏÖÅÒÁÌÌ political, philosophy is emphatic in its concern 

for people in the general population to be allowed to speak in their own voices alongside a 

steadfast commitment to equality (Rancière, 1991, 2004, 2011). It is perhaps the singular 

ÖÏÉÃÅ ÅÍÅÒÇÉÎÇ ÆÒÏÍȟ ÙÅÔ ÒÅÍÁÉÎÉÎÇ ÓÔÉÌÌ ÐÁÒÔ ÏÆȟ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ ÔÈÁÔ ÒÅÓÏÕÎÄÓ ×ÈÅÒÅ ȬÈÕÍÁÎ 

beings are equal not just in legal or moral terms, but also in terms of their intellectual and 

ÄÉÓÃÕÒÓÉÖÅ ÃÁÐÁÃÉÔÉÅÓȭ (Deranty, 2010: 6)Ȣ 4ÈÏÓÅ ×ÈÏ ÁÒÅ ȬÄÏÍÉÎÁÔÅÄȭ ÁÒÅ ÎÏÔ ÓÏ ȬÄÕÅ ÔÏ ÆÁÌÓÅ 

ÃÏÎÓÃÉÏÕÓÎÅÓÓ ÏÒ ÉÇÎÏÒÁÎÃÅȭȟ ÁÒÇÕÅÓ $ÅÒÁÎÔÙȟ ȬÂÕÔ ÔÏ Á ÓÏÃÉÁÌ ÏÒÇÁÎÉÚÁÔÉÏÎ ÔÈÁÔ ÓÙÓÔÅÍÉÃÁÌÌÙ 

                                                      
5 A full explanation of the use of the term ȬÐÅÒÒÕÑÕÅȭ ÉÓ ÐÒÏÖÉÄÅÄ ÂÙ 4ÈÏÍÐÓÏÎ in Performance Affects 
(2011: 34ɀ41). 
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makes their voices and achieÖÅÍÅÎÔÓ ÉÎÖÉÓÉÂÌÅ ÁÎÄ ÉÎÁÕÄÉÂÌÅȭ (2010: 6). There were several 

ÉÎÓÔÁÎÃÅÓ ÏÆ ÔÈÅ ȬÖÏÉÃÅÓ ÁÎÄ ÁÃÈÉÅÖÅÍÅÎÔÓȭ ÏÆ ÔÈÅ ÐÒÏÊÅÃÔ ÐÁÒÔÉÃÉÐÁÎÔÓ ÂÅÉÎÇ ÍÁÄÅ ȬÉÎÖÉÓÉÂÌÅ 

ÁÎÄ ÉÎÁÕÄÉÂÌÅȭ ÁÎÄ ) ÃÏÎÔÉÎÕÅ ×ÉÔÈ ÁÎ ÅØÁÍÐÌÅ ×ÈÅÒÅ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÖÏÉÃÅÄ ÔÈÅÉÒ 

frustrations with this and which was expressed in the opening scene of the final show.  

Un, deux, trois, Soleil! (1,2,3, Sun!) is the French name for the popular children's 

game Statues, also called Red Light, Green Light (US) or Grandmother's footsteps (UK) and 

it emerged from devising on the theme oÆ ȬÌÉÇÈÔȭȢ 4ÈÅ ÁÉÍ ÏÆ ÔÈÅ ÇÁÍÅ ÉÓ ÆÏÒ ÐÌÁÙÅÒÓ ÔÏ ÒÅÁÃÈ 

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. In the ÅÎÓÅÍÂÌÅȭÓ adaptation 

for the scene, the players were caught and sent back from where they started if they were 

Ȭcapturedȭ ÉÎ ÔÈÅ ÌÉÇÈÔ ÏÆ ÔÈÅ ÇÕÁÒÄȭÓ ÔÏÒÃÈȢ I came to understand the collectively created Un, 

deux, trois, Soleil! scene as ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÁÎÁÌÏÇÉÃÁÌ critique expressing their frustrations 

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 site-specific in that the performances were staged 

in two different lecture halls as the university theatre was unavailable to us. Un, 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, caught in silhouette, they 
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are returned to from where they came.  

Yet still they come out of the dark.  

There are whispers of confusion in the audience ɀ Ȭ1ÕΎÅÓÔ-ce 

ÐÁÓȩȦȦȭ ɀ and surprise from the stationary woodland of the others 

present. 6 They know the game but 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 come on. 

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 lectured at causing a 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 

×ÈÁÔ 0ÁÔÓÙ 2ÏÄÅÎÂÕÒÇ ÈÁÓ ÉÄÅÎÔÉÆÉÅÄ ÁÓ ÁÐÐÌÉÃÁÂÌÅ ÔÏ ÍÁÎÙ ÐÅÏÐÌÅȡ ȬÔÈÅ ÆÅÁÒ ÏÆ ÓÐÅÁËÉÎÇ ÏÕÔ 

ÉÎ ÐÕÂÌÉÃ ÏÒ ÅÖÅÎ ÉÎ ÐÒÉÖÁÔÅȭ (2012: 3). 4ÈÉÓ ȬÃÏÍÍÕÎÉÃÁÔÉÏÎ ÁÐÐÒÅÈÅÎÓÉÏÎȭ ÈÁÓ been 

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 this teacher-centred approach, members of the ȬPerforming Languagesȭ 

project felt they were not afforded opportunities during university courses to use and 

develop their English abilities and, therefore, did not ÆÅÅÌ ÔÈÅÙ ÈÁÄ ȬÔÈÅ ÒÉÇÈÔ ÔÏ ÓÐÅÁËȭ 

                                                      
6 Constance (one of the teacher/lecturers and part of the ensemble) told the group that she heard 
this during the first performance  ÁÎÄ ÔÏÌÄ ÕÓ ÉÔ ×ÁÓ Á ÇÅÎÕÉÎÅ ÒÅÖÅÌÁÔÉÏÎ ÏÆ ÓÕÒÐÒÉÓÅ ÁÔ Ȭ×ÈÁÔȭÓ 
ÈÁÐÐÅÎÉÎÇȩȭ. 
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(Rodenburg, 2012: 3). For example, Julie ÔÏÌÄ ÍÅ ÔÈÅ ÐÒÏÊÅÃÔ ×ÁÓ ȬÉÎÔÅÒÅÓÔÉÎÇ ÉÎ ÔÅÒÍÓ ÏÆ 

ÓÐÅÁËÉÎÇ ÁÓ ×Å ÄÏÎȭÔ ÒÅÁÌÌÙ ÈÁÖÅ Á ÃÌÁÓÓ ×ÈÅÒÅ ×Å ÓÐÅÁË Á ÌÏÔ ÅÖÅÎ ÉÎ ÔÈÅ %ÎÇÌÉÓÈ 

ÄÅÐÁÒÔÍÅÎÔ ɏȣɐ ×ÈÉÃÈ ÉÓ ×ÅÉÒÄȭ (Julie, 2015). Federica also noted a distinct lack of 

opportunities to speak English and pointed out the lack of involvement of students with  

ȬÐÅÏÐÌÅ ÓÌÅÅÐÉÎÇ ÉÎ ÃÌÁÓÓÅÓȭ (Federica, 2015). This indicates 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 

ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ ÐÒÁÃÔÉÓÅ ÓÔÉÆÌÅÓ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒÓ ÂÅÃÁÕÓÅ ÔÈÅÙ ȬÍÕÓÔ ÂÅ ÐÒÏÖÉÄÅÄ ×ÉÔÈ 

ÁÂÕÎÄÁÎÔ ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÏÆ ÌÁÎÇÕÁÇÅ ÐÒÁÃÔÉÃÅȭ ÁÓ ȬÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÏÃÃÕÒÓ ×ÈÅÎ ÐÅÏÐÌÅ ÕÓÅ 

ÉÔȭ (Baghdadi, 2017: 10). This is in line, according to Larsen-Freeman, with what is most 

probably the most important construct in Complexity Theory: emergence (2017: 15). 

Scott Thornbury elaborates, telling us ÔÈÁÔ Ȭ[h] istorical linguists, sociolinguists and 

researchers into language acquisition (both first and second) suggest that the processes of 

language evolution and development are slow ɀ and mess[y]. To capture this messy, 

evolving quality, many scholars enlist the term emergenceȭ (Thornbury, 2017 italics in 

original) . He further explains that: 

ɏȣɐ ÌÁÎÇÕÁÇÅ ÅÍÅÒÇÅÓ ÉÎ ÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÓÉÔÕÁÔÉÏÎÓȟ ÅÓÐÅÃÉÁÌÌÙ ×ÈÅÎ 

learners are engaged in communicative interaction. The learner talks; others 

respond. It is the scaffolding and recasting, along with the subsequent review, of 

these learner-initiated episodes that drives acquisition. (Thornbury, 2017) 

4ÈÏÒÎÂÕÒÙ ÔÈÅÎ ÄÉÒÅÃÔÓ ÕÓ ÔÏ ÔÈÅ ÁÐÐÌÉÅÄ ÌÉÎÇÕÉÓÔ -ÉËÅ ,ÏÎÇ ×ÈÏ ÁÒÇÕÅÓ ÔÈÁÔ ÔÈÅ ȬÒÅÃÁÓÔÉÎÇȭ 

ÍÅÎÔÉÏÎÅÄ ÂÙ 4ÈÏÒÎÂÕÒÙ ÃÁÕÓÅÓ Á ÓÈÉÆÔ ÉÎ ÐÒÏÍÉÎÅÎÃÅ ȬÆÒÏÍ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÉÎÔÅÒÖÅÎÔÉÏÎÉÓÔȟ 

proactive, modelling behaviour of synthetic approaches to a more reactive mode for 

teachers ɀ ÓÔÕÄÅÎÔÓ ÌÅÁÄȟ ÔÈÅ ÔÅÁÃÈÅÒ ÆÏÌÌÏ×Óȭ (Long, 2014: 70). Though this seems to create 

an imbalance toward the student(s), away from the ideal of equality, Long later qualifies 
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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. These, according to Long, ×ÏÕÌÄ ÂÅ ȬÎÏÔ ÏÎÌÙ ÔÏ 

improve classroom climate but also create advantageous psycholinguistic conditions for 

ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇȭ (2014: 77). This, in turn , ÍÅÁÎÓ ÔÈÁÔ ȬɏÓɐÔÕÄÅÎÔÓ ÔÒÅÁÔÅÄ ÁÓ ÅÑÕÁÌÓ ÁÒÅ 

likely to talk more and to have their Ï×Î ÃÏÍÍÕÎÉÃÁÔÉÖÅ ÁÎÄ ÐÓÙÃÈÏÌÉÎÇÕÉÓÔÉÃ ÎÅÅÄÓ ÍÅÔȭ 

(Long, 2014: 77). Van Lier supports this by telling us that while a teacher-centred pedagogy 

ÍÁÙ ÁÐÐÅÁÒ ÔÏ ÇÉÖÅ ÃÏÎÔÒÏÌ ÁÎÄ ÅÆÆÉÃÉÅÎÃÙ ÔÈÉÓ ȬÃÏÍÅÓ ÁÔ ÔÈÅ ÃÏÓÔ ÏÆ ÒÅÄÕÃÅÄ ÓÔÕÄÅÎÔ 

participation , less expressive language use, a loss of contingency, and severe limitations on 

ÔÈÅ ÓÔÕÄÅÎÔÓȭ ÅÍÐÌÏÙÍÅÎÔ ÏÆ ÉÎÉÔÉÁÔÉÖÅ ÁÎÄ ÓÅÌÆ-ÄÅÔÅÒÍÉÎÁÔÉÏÎȭ (1996: 184ɀ185). This 

underpins ,ÏÎÇȭÓ ÃÌÁÉÍ: 

The egalitarian nature of classroom discourse will mean students are 

ÅÎÃÏÕÒÁÇÅÄ ÔÏ ÉÎÉÔÉÁÔÅ ÔÏÐÉÃÓȟ ÎÏÔ ÍÅÒÅÌÙ ÔÏ ÒÅÔÕÒÎ ÔÅÁÃÈÅÒÓȭ ÓÅÒÖÅ ÉÎ ÔÈÅ 

response slot of the IRF [initiation-response-feedback] structure. They will be 

free to negotiate for meaning with the teacher and their 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 teacher will 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, which Paul ÖÁÎ 'ÅÅÒÔ ÄÅÓÃÒÉÂÅÓ ÁÓ ȬÓÐÏÎÔÁÎÅÏÕÓ ÏÃÃÕÒÒÅÎÃÅ ÏÆ 

ÓÏÍÅÔÈÉÎÇ ÎÅ× ÁÓ Á ÒÅÓÕÌÔ ÏÆ ÔÈÅ ÄÙÎÁÍÉÃÓ ÏÆ ÔÈÅ ÓÙÓÔÅÍȭ (2008: 182). Simultaneous with the 

ÅÍÅÒÇÅÎÃÅ ÏÆ ÃÒÅÁÔÉÖÉÔÙȟ ÔÈÉÓ ÓÐÏÎÔÁÎÅÉÔÙ ×ÁÓ Á ÃÏÍÍÏÎ ÆÅÁÔÕÒÅ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭ project and was demonstrated in the case of the Un, deux, trois, Soleil! scene. 

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 was a form 

of collective negotiation in that there were members of the ensemble not familiar with the 

game and so the game was played as a way of understanding it. Once understood, those of 

us that knew the game responded with our own cultural equivalents, which in turn 

enriched the language that emerged with 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, this could be a foreshadowing of 

when the participants led the post-performance workshops discussed in the previous 

ÃÈÁÐÔÅÒȟ Ȭ4ÈÅ )ÇÎÏÒÁÎÔ &ÁÃÉÌÉÔÁÔÏÒȭ. In this way, many different facets of language were 

emerging at the same time and, of course, as Thornbury states above, this was messy.7 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 bod y 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 anthropologists such as Marcel Mauss and Margaret Mead 

(Mauss, 1973, 1979; Mead et al., 1973). However, a misunderstanding of language learning 

being a sequential, strictly cognitive process persists in SLA, ignoring the aspect of social 

interaction and physicality in communication  (Larsen-Freeman, 1991, 2018). 4ÈÉÓ ȬÂÕÉÌÄÉÎÇ 

ÍÁÎÕÁÌȭ ÎÏÔÉÏÎ ÓÔÉÌÌ ÐÒÅÖÁÉÌÓ ×ÈÅÒÅ ÒÅÁÄÉÎÇ Á ÂÏÏË ÁÎÄ ÓÅÑÕÅÎÔÉÁÌÌÙ ÁÄÄÉÎÇ ȬÂÒÉÃËȭ ÕÎÉÔÓ ÏÆ 

language together in the belief that there is a fixed path to follow to achieve language 

competence, which is evidenced by the heavily textbook-based learning favoured by the 

Common European Framework of Reference for Languages (CEFR) and the various 

                                                      
7 While ÔÈÅ ÕÓÅ ÏÆ ÔÈÅ ÔÅÒÍ ȬÍÅÓÓȭ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÃÏÎÔÅØÔÕÁÌÉÓing language development during the 
project is explored in more depth in the ÃÌÏÓÉÎÇ ÃÈÁÐÔÅÒȟ Ȭ-ÅÓÓÉÎÇ )Ô 5Ð !Ó 7Å 'Ï !longȭ, it can be 
useful to understand the notion of emergence in language. 
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language examining boards (Schmenk, 2004).8 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, 2015a, 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 rote-learning techniques. This, 

though, does not work for everyone and it may well have seriously hampered even those 

that ended up being successful and almost certainly inhibited many expressively by limiting 

the role of physicality in language.  

!ÌÏÎÇ ×ÉÔÈ ÔÈÅ ÒÅÓÔÒÉÃÔÉÏÎÓ ÏÎ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌȭÓ ÐÈÙÓÉÃÁÌ ÅØÐÒÅÓÓÉÏÎ ÔÈÅÒÅ ×ÅÒÅ ÁÌÓÏ 

physical restrictions caused by the learning environmentȢ 4ÈÅ ÕÎÉÖÅÒÓÉÔÙȭÓ ÓÐÁÃÅÓ ÆÏÒ 

learning were cramped by green-legged metal chairs and tables or packed lecture halls. For 

ÔÈÅ ÇÒÏÕÐȟ ÔÈÅ ÁÃÔ ÏÆ ȬÂÒÅÁËÉÎÇ ÏÕÔȭ ÆÒÏÍ ÔÈÅ ÓÅÁÔÅÄ ÐÏÓÉÔÉÏÎ ÉÎ ÔÈÅ ÁÕÄÉÅÎÃÅ ɉÔÈÅ final 

performance was staged in one of these lecture halls) was a sign of their frustration in being 

restrained both spatially and physically ɀ being kept behind desks ɀ and in their attempts  to 

test and stretch their abilities. As JeanɀRémi Lapaire, citing Bir dwhistell, has posited, 

ÓÐÅÁËÅÒÓ ÁÒÅ Ȭsocial actors and moral movers (Birdwhistell 1970) who articulate meanings 

physicallyȟ ÕÓÉÎÇ ÔÈÅ ÒÉÃÈ ÓÅÍÉÏÔÉÃ ÒÅÓÏÕÒÃÅÓ ÏÆ ÔÈÅ ÈÕÍÁÎ ÂÏÄÙȭ (Lapaire, 2016: 2, emphasis 

in original)Ȣ !Ó Á ÃÁÖÅÁÔȟ ÃÌÁÓÓÒÏÏÍ ȬÃÏÎÔÒÏÌȭ ÓÈÏÕÌÄ ÎÏÔ ÂÅ ÄÉÓÃÏÕÎÔÅÄ ÁÓ ÏÎÅ ÏÆ ÔÈÅ 

principal factors to a sedentary style of learning as the size and physical structures of school 

classrooms do not easily facilitate an overtly 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 

of an undercurrent of distrust in the learners ÔÏ ȬÂÁÎËȭ ÔÈÅ ÉÎÆÏÒÍÁÔÉÏÎ ÔÈÅÙ ÁÒÅ ÔÏÌÄ. Being 

physically mobile, the constellation of communication could be altered (rather than being 

                                                      
8 The Common European Framework of Reference and its influence on SLA is discussed in more 
ÄÅÐÔÈ ÉÎ ÃÈÁÐÔÅÒ ÅÉÇÈÔȟ Ȭ-ÅÓÓÉÎÇ )Ô 5Ð !Ó 7Å 'Ï !ÌÏÎÇȭȢ 
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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 the Un, deux, trois, Soleil! scene seemed to work as 

a catalyst for much debate and conversation about 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 audienceȢ $ÁÒÄÅÒȟ "ÁÌÔÏÄÁÎÏ ÁÎÄ 4ÏÒÒÅÓȭ 

ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ &ÏÕÃÁÕÌÔȭÓ ÃÏÎÃÅÐÔÕÁÌÉÓÁÔÉÏÎ ÏÆ ÐÏ×ÅÒ ÁÌÌÏ×Ó ÕÓ ÔÏ ÖÉÅ× ÔÈÅ ÓÃÅÎÅ as a 

ȬÃÒÅÁÔÉÖÅ ÁÃÔ ÏÆ ÒÅÓÉÓÔÁÎÃÅȭ (2009: 7)ȟ ÅÃÈÏÉÎÇ 4ÈÏÍÐÓÏÎȭÓ ÎÏÔÉÏÎ ÏÆ ÔÈÅ Ȭperruqueȭ. Darder, 

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 understanding of power 

relations through the lens of which the Un, deux, trois, Soleil! scene represented a 

destabilising act against a non-static sense of power, resisting how that power worked on 

ÂÏÄÉÅÓ ÁÎÄ ÒÅÌÁÔÉÏÎÓÈÉÐÓ ÁÎÄ ȬÔÈÅ ×ÁÙÓ ×Å ÃÏÎÓÔÒÕÃÔ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÍÅÁÎÉÎÇ ÉÎ ÔÈÅ ×ÏÒÌÄȭ 

(Darder et al., 2009: 7). Pedagogically speaking, Rancière would say that this is 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 

ÐÒÏÇÒÅÓÓ ×ÉÔÈ Á ȬÃÁÔÃÈ-ÕÐȭ ÍÅÎÔÁÌÉÔÙ meaning ȬɏÎɐÅÖÅÒ ×ÉÌÌ ÔÈÅ ÓÔÕÄÅÎÔ ÃÁÔÃÈ up with the 

ÔÅÁÃÈÅÒȭ (1991: xx). As mentioned earlier, the Un, deux, trois, Soleil! scene began in darkness 

×ÉÔÈ ÏÎÅ ÐÅÒÓÏÎ ÏÎ ÔÈÅ ÓÔÁÇÅ ÃÈÁÎÔÉÎÇ ÔÈÅ ÇÁÍÅȭÓ ÎÁÍÅ ÁÎÄ ÔÕÒÎÉÎÇ ÁÒÏÕÎÄ Ó×ÉÆÔÌÙ ÔÏ 
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ȬÃÁÐÔÕÒÅȭ ÔÈÏÓÅ ÁÄÖÁÎÃÉÎÇ ÏÎ ÔÈÅÉÒ ÐÏÓÉÔÉÏÎȢ 4ÈÉÓ ÓÃÅÎÁÒÉÏ ÈÁÓ ÅÃÈÏÅÓ ÏÆ ÔÈÅ ÌÅÁÒÎÅÒ ÎÅÖÅÒ 

catching the master explicator as discussed previously. The players, both in the sense of 

actors and participants in the game, came from amongst the regular audience members. As 

ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÔÏÏË ÐÌÁÃÅ ÉÎ ÏÎÅ ÏÆ ÔÈÅ ÕÎÉÖÅÒÓÉÔÙȭÓ ÌÅÃÔÕÒÅ ÈÁÌÌÓȟ ÔÈÅ Ensemble Firefly 

deemed their actions to symbolise ÔÈÅÉÒ ȬÅÓÃÁÐÅȭ ÆÒÏÍ ÔÈÅ ÃÏÎÆÉÎÅÓ ÏÆ ÔÈÅ ÃÏÎÖÅÎÔÉÏÎÁÌ 

learning space. The process of creating this scene also marked a significant point in both 

ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÓÅÌÆ-efficacy in creating theatre but 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 speakers in the target language is important to note. This is so even when taking 

into consideration that it did not and has not altered the established teacher-centred 

ÁÐÐÒÏÁÃÈ ÆÁÖÏÕÒÅÄ ÉÎ ÔÈÅ ÕÎÉÖÅÒÓÉÔÙȭÓ ÌÅÃÔÕÒÅ ÈÁÌÌÓȢ !Ó -ÁÌÅÙ ÁÎÄ +ÉÓÓ ÁÒÇÕÅȟ ȬÍÉÃÒÏ-level 

subversion and resistance is more feasible than attempts to take on the entire system. And 

ÔÈÁÔȟ ÉÎ ÏÒÄÅÒ ÔÏ ÁÃÈÉÅÖÅ ÓÕÃÃÅÓÓȟ ÉÔ ÉÓ ÎÅÃÅÓÓÁÒÙ ÔÏ ÃÒÅÁÔÅ Á ȬÃÏÍÍÕÎÉÔÙ ÏÆ ÐÒÁÃÔÉÃÅȭ ÉÎ ×ÈÉÃÈ 

ÓÔÕÄÅÎÔÓ ÓÈÁÒÅ ÁÎÄ ÐÁÒÔÉÃÉÐÁÔÅȭ (2018: 81). The idea ÏÆ Á ȬÃÏÍÍÕÎÉÔÙ ÏÆ ÐÒÁÃÔÉÃÅȭ ×ÁÓ 

discussed in depth in the introduction  chapter and concerned a meso-level of 

interpretation , but now I look at a more individual, micro -level of the creative collaborative 

ÐÒÏÃÅÓÓȟ ÄÒÁ×ÉÎÇ ÏÎ ÁÎÏÔÈÅÒ ÏÆ 2ÁÎÃÉîÒÅȭÓ ÐÒÏÐÏÓÉÔÉÏÎÓ ÁÂÏÕÔ ÅÑÕÁÌÉÔÙȢ As was noted in the 

ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ 2ÁÎÃÉîÒÅ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ȬɏÅɐquality is neither given or claimed, it is practised, 

it is verifiedȭ (1991: 137) and storytelling ɀ recounting ɀ ÁÃÃÏÒÄÉÎÇ ÔÏ 2ÁÎÃÉîÒÅȭÓ ÒÅÁÓÏÎÉÎÇ ÉÓ Á 

basic operation of intelligence (Ross, 1991: xxii).9 In the following section, I 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, I 

                                                      
9 For Rancière (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 learner as this played a key part in the 

development of this research. 

Writing the Individual, Creating the Collective   

Starting just before my own research project, where I would take on the role of 

teacher, I joined a group devised theatre project for German as an additional language. The 

group consisted of around fifteen to twenty  people participating each week in a three-hour 

session. The initial sessions were based on exercises 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 teacher-facilitator 

was well meaning and devoted a lot of his free time to the project. This work rate did have 

an influence though. While some participants found the process greatly 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 activities to one of 

creating a script. This emphasis, and reticence to edit, led to a final performance of more 

than two and a half hours plus an interval. The performance had long, dialogue-heavy 

scenes where often fifteen participants or more would be on stage with littl e movement. By 

the time things had progressed to the script -writing stage, I had left the group as work 

demands and my own research project meant I could no longer commit to such a 

demanding enterprise.10  

                                                      
10 Commitment and the underlying motivational and investment factors are aspects of the devising 
process that I touched on in the previous chapter, ȬThe Ignorant Facilitatorȭ, and I return to later in 
this chapter and the final one, Ȭ-ÅÓÓÉÎÇ )Ô 5Ð !Ó 7Å 'Ï !ÌÏÎÇȭ.  
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My personal experience is demonstrative of how subjective the learning experience 

can be, and the process overall was not as rewarding as I had hoped. Perhaps my German 

level was too low for this project. Perhaps it was that I saw the emphasis on scripted 

dialogue, and the task of scripting dialogue, as not 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 core-group that 

eventually became the de facto script-writers under the guidance and editorship of the 

teacher-facilitator. Despite my misgivings, some sense 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 also playing 

the larger parts. This project came to stand in contrast to ȬPerforming Languagesȭ, 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 section, I analyse this 

collaborative reworking of individually  written mater ial in two discrete parts of the 

development of a scene called Who is an artist?. This was done in a different and, I argue, 

more egalitarian manner and in a way that was more effective in terms of language 

development for the individuals in the collective .  

The analysis of the development of the Who 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, from AliyaȭÓ ÉÎÖÏÌÖÅÍÅÎÔ 

in developing the scene. The first part of the scene development I look at explains how 

material created outside of the workshop time and space was introduced to the devising 

process and further developed with the help of other ensemble members. Following this, I 

ÄÉÓÃÕÓÓ ÔÈÅ ÍÏÎÏÌÏÇÕÅÓ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÓÔÏÒÙÔÅÌÌÉÎÇ ÏÒ ÒÅÃÏÕÎÔÉÎÇ and how this 
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aided mutual language development and in what way that was closely tied to the 

establishing of an artistic identity and a more confident voice. Though here I 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. This is in line with much ensemble devising practice where 

Ȭɏ×ɐÈÉÌÅ Á ÃÏÎÖÅÎÔÉÏÎÁÌ ÐÌÁÙ ÅØÉÓÔÓ ÉÎ ÔÈÅ ÔÅÍÐÌÁÔÅ ÏÆ Á ÓÃÒÉÐÔȟ ÔÈÅ ÄÅÖÉÓÅÄ production is 

ÉÎÉÔÉÁÌÌÙ ÌÏÃÁÔÅÄ ×ÉÔÈÉÎ ÉÔÓ ÄÅÖÉÓÅÒÓȭ (Parsons, 2010: 66). Similarly, this was the initial 

working method of the German as a foreign language project outlined above with the ideas 

ÆÏÒ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÂÅÉÎÇ ÄÒÁ×Î ÆÒÏÍ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÐÉÅÃÅÓ ÏÆ ×ÒÉÔÉÎÇ ÁÂÏÕÔ ÔÈÅÉÒ Ï×Î 

dreams. However, this choice of theme and approach was mainly driven by the facilitator-

teacher and how certain stories on the theme of dreams were chosen to be developed was 

unclear and many of the individual  tales were merged or adapted to represent everyone. 

This sense of wanting to incorporate everyone is, in some senses, admirable yet many 

individuals found this process alienating as they had no say in the 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 ȬPerforming Languagesȭ project, the resources or materials were introduced by 

individual members in the same way as the German project but, contrastingly, they 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 

ÐÉÅÃÅȢ )Î ÔÈÉÓ ÓÅÎÓÅȟ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌȭÓ ÏÒÉÇÉÎÁÌ ×ÏÒË ×ÁÓ ÅÎÒÉÃÈÅÄ ÂÙ ÂÅÉÎÇ ÍÏÕÌÄÅÄ ÂÙ ÔÈÅ 

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, I acted as another resource to participants on certain 

questions and certainly offered input from a theatrical perspective, yet I 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 and therefore 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 Thorne, 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 proxy, enabling 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 

ÂÅÙÏÎÄ ÔÈÅ ÄÅÓÉÇÎÁÔÅÄȟ ȬÏÆÆÉÃÉÁÌȭ ÄÅÖÉÓÉÎÇ ÁÎÄ ȬÌÅÁÒÎÉÎÇȭ ÓÐÁÃÅȢ 4ÈÉÓ ÆÏÌÌÏ×Ó the assertions of 

Nunan, Benson and Ivan Illich (among others) that much of language learning takes place 

away from the classroom (Illich, 1971; Nunan, 1989, 1991; Benson, 2001; Benson and Reinders, 

2011; Nunan and Richards, 2015). In fact, Illich makes the claim that: 

Most learning happens casually, and even most intentional learning is not the 

ÒÅÓÕÌÔ ÏÆ ÐÒÏÇÒÁÍÍÅÄ ÉÎÓÔÒÕÃÔÉÏÎ ɏȣɐ -ÏÓÔ ÐÅÏÐÌÅ ×ÈÏ ÌÅÁÒÎ a second language 

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: 12ɀ13) 

While I would disagree with Illich i n that people have learned an additional language at 

ÌÅÁÓÔ ÉÎÉÔÉÁÌÌÙ ÉÎ Á ÆÏÒÍÁÌ ÅÎÖÉÒÏÎÍÅÎÔȟ ÔÈÅ ȬÏÄÄ ÃÉÒÃÕÍÓÔÁÎÃÅÓȭ ÍÉÇÈÔ ÂÅ ÒÅÁÄ ÁÓ ÔÈÅ 

ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÔÈÅÉÒ ÌÁÎÇÕÁÇÅ ÁÂÉÌÉÔÙ ÉÎ ÔÈÅ ×ÉÄÅÒ ÓÏÃÉÁÌ ×ÏÒÌÄȢ 4ÈÅÓÅ ȬÕÎÏÆÆÉÃÉÁÌȭ ÏÒ 

Ȭunanticipatedȭ spaces where moments of learning took place away from the devising space, 

ÁÌÏÎÇ ×ÉÔÈ ÔÈÅ ÄÅÅÐÅÎÉÎÇ ÏÆ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÉÎÔÅÒÐÅÒÓÏÎÁÌ ÒÅÌÁÔÉÏÎÓÈÉÐÓȟ ÉÓ ÅØÐÌÏÒÅÄ further  
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in the following two chapters. Now, however, I ÄÉÓÃÕÓÓ ×ÒÉÔÉÎÇ ÁÎÄ ÃÒÅÁÔÉÏÎ ȬÏÕÔÓÉÄÅȭ ÔÈÅ 

direct devising space along with  the shaping and creating that occurred within the time the 

ensemble was all together.  

The original idea for Who is an artist? was suggested by Valérie and the initial 

devising work on the scene involved a lot of improvisation and was notable for the 

individual effect on ValérieȭÓ self-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 herself. It was also important in the effect of the 

ÓÃÅÎÅȭÓ ÄÅÖÅÌÏÐÍÅÎÔ ÈÁÄ ÏÎ ÏÔÈÅÒ ÍÅÍÂÅÒÓ ×ÈÏ ÃÏÌÌÁÂÏÒÁÔÅÄ ÏÎ ÔÈÅ ÓÃÅÎÅȟ ÓÐÅÃÉÆÉÃÁÌÌÙ 

Louis and Aliya which, ÉÎ 2ÉÔÔÅÒȭÓ ÔÅÒÍÓȟ provided a mutual benevolence or dependence. 

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 reluctant  to do this as she felt that it might be 

ÃÏÎÓÔÒÕÅÄ ÁÓ ȬÃÈÅÁÔÉÎÇȭ ÁÎÄ ÍÁÙ ÈÁÖÅ Á ÎÅÇÁÔÉÖÅ ÅÆÆÅÃÔ ÏÎ ÈÅÒ %ÎÇÌÉÓÈ ÄÅÖÅÌÏÐÍÅÎÔ ÂÅÃÁÕÓÅ 

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 environment as it allows the 

learner to feel more in control over their learning and clarify their understanding, if 

necessary (Cook, 2001, 2010).11 When Valérie improvised in French, she was visibly more 

comfortable and added dance movements, spinning and skipping amongst the other 

performers.12 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, 

                                                      
11 For an in depth discussion of the area of bilingual and multilingual  education see Wright and Boun 
2015. 
12 This took place during the session on Sunday, March 8th 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 physicality, Valérie 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 notable step forward and it showed her relaxation with using her 

skills in English in an impromptu and unsupported manner.13 This implies that having a 

good grounding in physical expression, albeit aided by a speaker's first language use, can 

lead to increased motivation and confidence to use the target language. 

4ÈÅ ÅÎÓÅÍÂÌÅȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÔÏ ValérieȭÓ ÄÅÖÅÌÏÐÍÅÎÔ ×ÁÓ ÎÏÔÁÂÌÅ ÉÎ ÈÏ× ÔÈÅÉÒ 

support allowed her freedom to improvise and bring such an overt physicality to the piece. 

It also allowed her to display her individual  talent and ability which is sometimes seen in 

ensemble devising to be problematic. Discussing collective creation, Bechtel identifies that 

Ȭ#ÏÌÌÅÃÔÉÖÉÔÙ ÉÓ ÓÕÓÐÉÃÉÏÕÓ ÏÆ ÔÈÅ ÃÌÁÉÍÓ ÏÆ ÉÎÄÉÖÉÄÕÁÌ ÔÁÌÅÎÔ ÁÎÄ ÅØÐÅÒÔÉÓÅ ɏȣɐ ÐÒÅÃÉÓÅÌÙ 

because they eÎÇÅÎÄÅÒ ÈÉÅÒÁÒÃÈÉÅÓ ÏÆ ÐÒÏÆÉÔ ÁÎÄ ÐÏ×ÅÒȭ (2013: 49). In his article, ȬCollective 

Creationȭ, Theodore Shank even claimÓȟ Ȭ[t] he group, not the individual is the typical focus 

ÏÆ ÁÎ ÁÌÔÅÒÎÁÔÉÖÅ ÓÏÃÉÅÔÙȭ (1972: 3). However, a challenging recommendation by Lev-Aladgem 

ÉÓ ȬÔÏ ÓÔÏÐ ÐÅÒÃÅÉÖÉÎÇ ÉÎÄÉÖÉÄÕÁÌÉÔÙ ÁÎÄ ÃÏÌÌÅÃÔÉÖÉÓÍ ÁÓ ÏÐÐÏÎÅÎÔÓȭ ÁÎÄȡ 

ɏȣɐ to facilitate the consolidation of the theatrical group as a heterogeneous 

body, in which the course of the creative process maintain [sic] some sort of 

ÐÈÙÓÉÃÁÌ ÁÎÄ ÍÅÎÔÁÌ ÄÉÓÔÁÎÃÅ ÔÈÁÔ ÐÒÅÓÅÒÖÅÓ ÅÁÃÈ ÐÁÒÔÉÃÉÐÁÎÔȭÓ Á×ÁÒÅÎÅÓÓ ÏÆ the 

dialectic connection/disconnection between being both an individual and part 

of a group formation. (2015: 518)  

Embracing and being aware of this duality is helpful to the language learner as it is 

unarguable that an individual must develop their language themselves. No-one can do it for 

                                                      
13 At lunch Valérie often turned to Louis for advice on lack of vocabulary which indicated her reliance 
ÏÎ ÏÔÈÅÒÓ ÆÏÒ ÃÏÎÆÉÒÍÁÔÉÏÎ ÏÆ ȬÃÏÒÒÅÃÔÎÅÓÓȭȢ 
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someone else, yet, for most language learners, communication is best facilitated in some 

ÆÏÒÍ ÏÆ ÇÒÏÕÐ ÏÒ ÃÏÍÍÕÎÉÔÙ ÁÓ ÅÓÔÁÂÌÉÓÈÅÄ ÂÙ ÔÈÅ ȬÓÏÃÉÏ-ȭ ÁÐÐÒÏÁÃÈÅÓ ÔÏ 3,! ÍÅÎÔÉÏÎÅÄ 

above. 

Claire Kramsch offers the concept of a thirÄ ÓÐÁÃÅ ɉÏÒ ȬÔÈÉÒÄÎÅÓÓȭ ÏÒ ȬÔÈÉÒÄ ÃÕÌÔÕÒÅȭɊ 

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, I would propose, of 

the individual and the group. KramsÃÈ ÅØÐÌÁÉÎÓ ÔÈÁÔ ȬɏÔɐÈÉÒÄ ÃÕÌÔÕÒÅ ÄÏÅÓ ÎÏÔ ÐÒÏÐÏÓÅ ÔÏ 

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 homÏÇÅÎÅÏÕÓȭ (Kramsch, 2009b: 238). According to Larsen-Freeman, 

Á ÒÅÌÁÔÉÏÎÁÌ ÔÈÅÏÒÙ ÓÕÃÈ ÁÓ #ÏÍÐÌÅØÉÔÙ 4ÈÅÏÒÙ ÓÈÏÕÌÄ ÁÌÓÏ ȬÁÃÃÏÕÎÔ ÆÏÒ ÔÈÅ nonduality  of 

ÐÈÅÎÏÍÅÎÁȭ (2017: 29 her emphasis). This is done by viewing apparently discrete objects as 

ȬÃÏÍÐÌÉÍÅÎÔÁÒÉÅÓ ÒÁÔÈÅÒ ÔÈÁÎ ÄÉÃÈÏÔÏÍÉÅÓȭ (Larsen-Freeman, 2017: 29). Considering this, 

ÁÎÄ ÇÉÖÅÎ ÇÒÏÕÐ ÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅȭÓ ÅÍÐÈÁÓÉÓ ÏÎ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅȟ ÉÔ ÉÓ ÉÍÐÏÒÔÁÎÔ ÔÏ ÎÏÔÅ ÔÈÁÔ 

the emergence of the confident individual was a prominent part of the collective process of 

both creating theatre and learning the target language. As Oddey suggests about ensemble 

ÄÅÖÉÓÉÎÇȟ ȬÐÁÒÔÉÃÉÐÁÎÔÓ ÍÁËÅ ÓÅÎÓÅ ÏÆ ÔÈÅÍÓÅÌÖÅÓ ×ÉÔÈÉÎ ÔÈÅÉÒ Ï×Î ÃÕÌÔÕÒÁÌ ÁÎÄ ÓÏÃÉÁÌ 

context, investigating, integrating, and transforming their personal experiences, dreams, 

ÒÅÓÅÁÒÃÈȟ ÉÍÐÒÏÖÉÓÁÔÉÏÎ ÁÎÄ ÅØÐÅÒÉÍÅÎÔÁÔÉÏÎȭ (1994: 1). The devising process of this scene 

was also notable for the mutual benefit that occurred. This was shown through AliyaȭÓ 

development in terms of physical expression and gesture which is discussed now. The 

development of Who is an Artist? scene ÃÏÎÔÒÉÂÕÔÅÄȟ ÉÎ ÐÁÒÔȟ ÔÏ ÈÅÒ ȬÍÁËÉÎÇ ÓÅÎÓÅ ÏÆ ÈÅÒÓÅÌÆȭ 

along with the writing and development of her own written piece discussed in the following 

chapter, ȬVoicing Identityȭ. 
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The theatrical fulcrum of the scene was Louis ÂÁÌÁÎÃÅÄ ÏÎ ÈÉÓ ÈÅÁÄ ÂÅÉÎÇ ȬÓÃÕÌÐÔÅÄȭ 

by Aliya and served as an analogy for the project participants working on the scene in that 

they were somehow sculpting language. This part of the scene was 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 along with engagement with physical hobbies such as rock climbing. 

Aliya, on the other hand, was much less overt in her overall physical communication. She 

ÁÌÓÏ ÆÏÕÎÄ ÈÅÒ ÒÏÌÅ ÁÓ Á ȬÓÃÕÌÐÔÏÒȭ ÃÈÁÌÌÅÎÇÉÎÇ ÁÓ ÉÔ ÉÎÖÏÌÖÅÄ ÌÁÒÇÅ ÇÅÓÔÕÒÅÓ ×ÈÅÒÅ ÔÈÅ ȬÃÌÁÙ 

ÍÏÄÅÌȭ Ïf Louis was slowly shaped by Aliya. Her hands did not actually touch his body, yet 

ÔÈÅÙ ÓÈÁÐÅÄ ÔÈÅ ȬÓÃÕÌÐÔÕÒÅȭ ÆÒÏÍ Á ÄÉÓÔÁÎÃÅ ÉÎÄÉÃÁÔÅÄ ÂÙ ÁÎ ÏÐÅÎ ÐÁÌÍȟ ÃÉÒÃÌÉÎÇ ÓÌÏ×ÌÙ ÒÏÕÎÄ 

him moving up and down, recalling BräuerȭÓ ÎÏÔÉÏÎ ÏÆ ȬÔÈÅ ÉÎÔÅÒÐÌÁÙ ÏÆ ÂÏÄÙ ÁÎÄ ÌÁÎÇÕÁÇÅȭ 

(2002b: ixɀx). The physical exercises involved in the rehearsing and development of the 

scene were indicative of many other instances during the devising process and can be 

viewed as an activity-based approach to language learning. This activity -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, Zoltán Dörnyei and others find that intrinsic motivation can promote long -term 

retention of language (Dörnyei, 1998; Dörnyei and Murphey, 2003; Dörnyei and Ushioda, 

2009).  

Simultaneously, the individual ensemble members working together was notable for 

the underpÉÎÎÉÎÇ ÓÅÎÓÅ ÏÆ ȬÍÕÔÕÁÌ ÁÉÄȭȢ 2ÉÔÔÅÒ ÐÏÓÉÔÓ ÔÈÁÔ ÔÈÅ ÉÄÅÁ ÏÆ Ȭmutual aidȭ, based on 

+ÒÏÐÏÔËÉÎȭÓ ÃÏÎÃÅÐÔ ÏÆ ȬÍÕÔÕÁÌ ÂÅÎÅÖÏÌÅÎÃÅȭȟ ÓÕÐÐÏÒÔÓ ÔÈÅ ÍÏÄÅÌ ÏÆ ÁÎ ÅÇÁÌÉÔÁÒÉÁÎȟ ÃÏ-

ÏÐÅÒÁÔÉÖÅ ÓÏÃÉÅÔÙ ÁÌÏÎÇ ×ÉÔÈ Á ÂÅÌÉÅÆ ÉÎ ȬÃÒÅÁÔÉÖÅ ÉÎÄÉÖÉÄÕÁÌÉÔÙȭ (1980: 57). He posits:  

[I] f the treatment I receive from others is inspired by benevolence, my chance to 

become a creative individual grows. I can then rely on others to help me when 

in need, just because I am their fellow and regardless of defeats. Knowing they 
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will support me should I 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. 

&ÏÌÌÏ×ÉÎÇ 2ÉÔÔÅÒȭÓ ÁÒÇÕÍÅÎÔȟ ÍÕÔÕÁÌ ÁÉÄ ÓÕÐÐÏÒÔÓ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌȭÓ growth or l earning, and 

this is reciprocated throughout the collective . Ritter substantiates this claim about 

individual development  within the collective  by ÓÔÁÔÉÎÇȟ Ȭ[t] he knowledge that one can rely 

on this reciprocal support from others gives one courage to pursue unique and creative 

paths in self-ÂÅÃÏÍÉÎÇȭ (Ritter qtd. in Suissa, 2010: 63). This was achieved in the 

development of the Who is an Artist? scene (an example of other scene developments) in 

ÔÈÅ ÉÎÄÉÖÉÄÕÁÌȭÓ ×ÒÉÔÉÎÇ ÂÅÉÎÇ ÓÕÐÐÏÒÔÅÄ ÁÎÄ ÅÎÈÁÎÃÅÄ ÂÙ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅȢ It could even be 

suggested that the individuals wrote themselves as individuals into the collective, the 

written texts serving as a way of revealing more about themselves. With the demonstration 

and sharing ÏÆ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÐÏÔÅÎÔÉÁÌ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÓÅÎÓÅ ÏÆ ÇÒÏÕÐÎÅÓÓ ÉÓ ÅÎÈÁÎÃÅÄ, 

strengthened by the sense of friendship. As May argues: 

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 

poli tical solidarity required by democratic movements. (2013: 72) 

And it is to the notion of friendship that we  turn in the next section as I discuss 

collective creation at the one of its moments of genesis and how this creates confidence in 

ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÁÂÉÌÉÔÙ ÔÏ ÉÍÐÒÏÖÉÓÅ ÁÎÄ ×ÏÒË ÃÒÅÁÔÉÖÅÌÙȢ  

Creation and Connections from out of the Blue  

On the aptness of theatre to accommodate friendship, I find  the philosopher 

Alexander Nehamas helpful to set the scene. He ÐÏÓÉÔÓȡ Ȭ,ÏÏËÓȟ ÇÅÓÔÕÒÅÓȟ ÔÏÎÅÓ ÏÆ ÖÏÉÃÅȟ ÁÎÄ 
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bodily dispositions are the stuff of drama, which is, accordingly, the medium in which 

friendship is best ÒÅÐÒÅÓÅÎÔÅÄȭ (Nehamas, 2016: 179). He 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 

*ÏÎÅÓ ÆÉÎÄÓ ÓÉÍÉÌÁÒ ÃÏÎÎÅÃÔÉÏÎÓ ÉÎ ÃÒÅÁÔÉÖÅ ÄÅÖÉÓÉÎÇ ÐÒÏÃÅÓÓ ÓÔÒÅÓÓÉÎÇ ÔÈÅȟ ȬÃÏÍÐÌÅØÉÔÙ Ánd 

ÉÎÔÅÎÓÉÔÙȟ ÔÈÅ ÒÉÃÈÎÅÓÓ ÁÎÄ ÖÁÒÉÅÔÙ ÏÆ ÔÈÅ ÅÖÅÎÔÓȭ (2009: 28), that host the inter -relationships 

between collaborating artists. Bannerman takes this lead and offers a detailed expansion on 

it:  

[ȣ] the ways in which the performers are intrinsic to the creative process and 

the ways in which the creative engagements [ȣ] combine to create the work. At 

times the subtlety of the communications, verbal and physical, are revealed, 

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 [ȣ] collaborative practice [ȣ] is driven by 

a shared sense of purpose and which only succeeds because of the trust between 

the collaborators. (Bannerman and McLaughlin, 2009: 67ɀ68)  

The elements mentioned here by Bannerman ɀ ȬÔÈÅ ÉÎÔÅÒÁÃÔÉÏÎÓȟ ÔÈÅ ÐÈÙÓÉÃÁÌ ÁÎÄ ÅÍÏÔÉÏÎÁÌ 

ÔÒÕÓÔȭ ÁÎÄ ȬÔÈÅ ÃÏÌÌÁÂÏÒÁÔÉÖÅ ÐÒÁÃÔÉÃÅȭ ×ÉÔÈ ÉÔÓ ȬÓÈÁÒÅÄ ÓÅÎÓÅ ÏÆ ÐÕÒÐÏÓÅȭ ɀ are ones that 

ÒÅÓÏÎÁÔÅ ×ÉÔÈ ÔÈÅ ÐÒÏÃÅÓÓ ÏÆ ÎÏÔ ÏÎÌÙ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÄÅÖÉÓing practice but also with the 

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, two-and-a-half weeks 

before the first performance. We had another 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 Federica ÁÎÄ ÔÈÅ ÏÔÈÅÒÓ ×ÏÒËÉÎÇ ÉÎ ÐÁÉÒÓ ÔÏÏȢ )Î ËÅÅÐÉÎÇ ×ÉÔÈ .ÅÈÁÍÁÓȭ ÒÅÑÕÉÒÅÍÅÎÔ 

for descriptions, I include a scene-setting one prior to a vignette that tries to more 

ÐÏÅÔÉÃÁÌÌÙ ȬÃÁÐÔÕÒÅ ÔÈÅ ÍÏÍÅÎÔȭ of the inception of the scene, Puppets and Prometheus.14  

Federica is more conventionally formal in dress than the others; Valérie and Louis 

are in casual wear of loose or stretchable jeans and loose t-shirt and sweaters. Aliya has 

more conservative 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. JulieȭÓ ÄÒÅÓÓ ÓÔÙÌÅ ÉÓ ÓÏÍÅ×ÈÅÒÅ ÂÅÔ×ÅÅÎ ÔÈÏÓÅ ÏÆ Louis and Valérie 

and of Federica. The room is ample sized and, as it is the weekend, we have the space free to 

ourselves unlike the Monday evening sessions when we were interrupted by figures from 

the administrative offices who have benevolently ceded the space yet conversely still occupy 

ÉÔȢ )Ô ÉÓ ÔÈÅ ÁÆÔÅÒÎÏÏÎ ÏÆ Á ÆÕÌÌ ÄÁÙȭÓ ÓÅÓÓÉÏÎ ÏÎ 3ÁÔÕÒÄÁÙȢ )Î ÔÈÅ ÍÏÒÎÉÎÇȟ ×Å ×ÏÒËÅÄ 

productively on developing some scenes and lunch took longer than expected. The weather 

outside has been good in that the sun is shining and it would have been pleasant to be out. 

                                                      
14 While keeping in mind his own limitations:  ȬBut 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 notȭ (Nehamas, 2016: 179). 
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Puppets and Prometheus  

3ÃÒÁÐÓ ÏÆ ÐÁÐÅÒ ÁÎÄ ÐÅÏÐÌÅȭÓ ÔÈÏÕÇÈÔÓ ÁÒÅ ÓÃÁÔÔÅÒÅÄ ÁÒÏÕÎÄ ÔÈÅ 

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 

ÍÁÙÂÅ ίγ ÍÉÎÕÔÅÓȟ ÍÁÙÂÅ ÍÏÒÅ ÁÎÄ ÉÎ ÔÈÁÔ ÍÏÍÅÎÔ ÏÆ ȬÐÅÒÈÁÐÓȭȟ 

the time seems longer, 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 of Louis and Valérie. The two 

friends begin to play, and Federica from the group alongside 

them becomes involved. An idea jumps up and out. 

Ȭ!Î Ï×Ì ÁÃÃÏÍÐÁÎÉÅÄ !ÔÈÅÎÁ ÓÏ ÎÏ× ÉÓ ÔÈÅ ÓÙÍÂÏÌ ÏÆ ×ÉÓÄÏÍȢȭ 

She is excited at the opportunity to incorporate Greek 

mythology. She is drawn away from the activity of writing up her 

own scene 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. 

The vignette illustrates an instance where the participants became more fluent as 

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 occurrence during the project and arose naturally as part of the 

devising process. )Î ȬÁÃÑÕÉÒÉÎÇȭ Á ÔÁÒÇet language, from a linguistic perspective, learners 

need a source of natural communication in a real context, which reflects language as a 

ȬÓÅÍÉÏÔÉÃ ÓÙÓÔÅÍ ÆÕÌÌ ÏÆ ÖÁÒÉÁÔÉÏÎÓ ÁÎÄ ÓÔÒÕÇÇÌÅÓȭ (Pennycook, 2001: 127). Furthermore, Renée 
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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 nature of any communicative tasks 

ÕÎÄÅÒÔÁËÅÎȟ ÔÈÅÒÅ ÉÓ ÎÏ ÁÕÔÈÅÎÔÉÃ ÄÅÓÉÒÅ ÔÏ ÃÏÍÍÕÎÉÃÁÔÅ ÁÓ ÔÈÅÒÅ ÉÓ Á ÔÅÎÄÅÎÃÙ ȬÎÏÔ ÔÏ ÌÅÁÄ 

ÁÎÙ×ÈÅÒÅȭ (2004: 5). As is shown in the development of Puppets and Prometheus, the 

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 to form 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 some lines on a large piece of paper 

but I observed Federica becoming less involved as she was not actively writing. Following 

0ÁÂÌÏ 0ÉÃÁÓÓÏȭÓ ÃÏÕÎÓÅÌ ÔÈÁÔȟ ȬLa inspiración existe, pero tiene que encontrarte trabajandoȭ ɀ 

ȬÉÎÓÐÉÒÁÔÉÏÎ ÅØÉÓÔÓȟ ÂÕÔ ÉÔ ÈÁÓ ÔÏ ÆÉÎÄ ÙÏÕ ×ÏÒËÉÎÇȭ (Villasante, 1994: 264) ɀ I encouraged 

them to continue with the writing task, though in this instance, the opposite seemed to be 

the case: during a lull, the inspiration came. Louis and Valérie were sat together and began 

playing with hand puppets.15 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 participanÔÓȭ ÌÁnguage 

                                                      
15 The puppets were an owl and a dinosaur that were bought in a large chain store and, while not 
being special in the sense of being unique, the attachment of the group to the characters created 
through the puppets was notable. The purchase of the dinosaur puppet was in large part inspired by 
an earlier creative brainstorm that suggested the possibility of life-sized dinosaur suits/onesies being 
used. 
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learning maps16 ÏÆ ÔÈÅ ÄÅÓÉÒÅ ȬÔÏ ÐÌÁÙȟ ÔÏ ÔÁÌËȟ ÔÏ ÈÁÖÅ ÆÕÎȟ ÔÏ ÉÍÐÒÏÖÅȭ (Chloe) ÁÎÄ ȬÔÁÌË 

[English] in a non-ÎÁÔÉÖÅ ÇÒÏÕÐȭ (Valérie). Further to this, when Valérie returned to her 

language learning map in a post-project workshop she specifically addressed this comment 

×ÒÉÔÉÎÇ ÔÈÁÔ ÔÈÉÓ Ȭ×ÁÓ ÔÈÅ ÃÁÓÅ ÁÎÄ )ȭÖÅ ÆÕÒÔÈÅÒ ÉÍÐÒÏÖÅÄ ÍÙ ÃÏÎÆÉÄÅÎÃÅȭȢ 3ÈÅ ÁÌÓÏ ÉÄÅÎÔÉÆÉÅÄ 

ÔÈÁÔ ÔÈÅÒÅ ×ÁÓ Á Ȭ.Å× ÁÓÐÅÃÔȡ ÉÎ ÔÈÅ ÇÒÏÕÐ ) ÆÅÌÔ ÃÏÎÆÉÄÅÎÔ ÅÎÏÕÇÈ ÔÏ ÔÒÙ ÁÎÄ ÈÅÌÐ ÏÔÈÅÒ 

people with communication, for an example by reformulating what one had said and the 

ÏÔÈÅÒ ÈÁÄ ÎÏÔ ÕÎÄÅÒÓÔÏÏÄȭ (Valérie).17 I cannot say whether this was the case in the further 

development of the piece I am discussing in this section but it is reasonable to assume that 

it was, as it is with the other scenes she 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 ɀ the return to hunched shoulders of the 

language learner over their texts, perhaps ɀ allowing leeway appears to have been key to the 

ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÉÎÖÅÓÔÍÅÎÔ ÉÎ ÔÈÅ ÐÒÏÊÅÃÔȢ Louis and Valérie had continued to find something 

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 for doing this project. That they felt 

comfortable to improvise indicates a growing security and confidence in their abilities and 

ÅÎÄÏÒÓÅÓ Á ÐÌÁÙÆÕÌ ÁÐÐÒÏÁÃÈȢ 4ÈÅ ȬÄÉÓÔÒÁÃÔÉÏÎȭȟ ÔÏÏȟ ÌÅÄ ÔÏ Á ÃÒÅÁÔÉÖÅ ÂÒÅÁËÔÈÒÏÕÇÈ ×ÉÔÈ 

Federica being drawn to the play and the dialogue that was being created via the two 

puppet characters.18 In the light of FedericaȭÓ ÅÎÊÏÙÍÅÎÔ ÏÆ ÌÉÔÅÒÁÔÕÒÅ, when this moment 

was recalled later in an interview, she called the genesis of the idea as ȬÁ ×ÏÎÄÅÒÆÕÌ ÓÕÒÐÒÉÓÅȭ 

(Federica, 2015), signalling how it was a key moment in the creative ÐÒÏÃÅÓÓ ÁÎÄ ȬÆÕÎ ÔÏ ÓÅÅ 

                                                      
16 The language learning maps ×ÅÒÅ ȬÍÁÐÓȭ ÄÒÁ×Î ÂÙ ÔÈÅ ÓÔÕÄÅÎÔÓ ÏÎ ÌÁÒÇÅ О !Ϊ ɉΫήΪØΫΫΪÃÍɊ ÐÉÅÃÅÓ ÏÆ 
ÐÁÐÅÒ ×ÈÅÒÅ ÔÈÅÙ ȬÍÁÐÐÅÄ ÏÕÔȭ ×ÈÁÔ ÔÈÅÙ ×ÁÎÔÅÄ ÆÒÏÍ ÔÈÅ ÐÒÏÊÅÃÔ ÁÎÄ ÆÏÌÌÏ×ÉÎÇ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ 
the ideas/hopes for the project were commented on. 
17 Something else which is noticeable is that the comments are much more extensive post-project 
than the initial map and points to her being  more comfortable in that aspect of her English though 
other mitigating factors may have come 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 Ȭlightȭ was one of the aesthetic themes, 
Prometheus was notably discussed. 
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ÈÏ× ÔÈÅ ÉÄÅÁ ÃÁÎ ÃÈÁÎÇÅ ÁÎÄ ÂÅ ÔÒÁÎÓÆÏÒÍÅÄ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÃÅÓÓȭ (Federica, 2015).19 This is a 

ÒÅÆÌÅÃÔÉÏÎ ÏÆ ÈÏ× ÁÎ ÅØÐÒÅÓÓÉÏÎ ÏÆ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÉÄÅÁÓ ÃÁÎ ÄÅÖÅÌÏÐ ×ÉÔÈÉÎ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ 

×ÈÉÌÅ ÁÉÄÉÎÇ ÔÈÅ ÄÅÖÉÓÉÎÇ ÅÎÓÅÍÂÌÅȭÓ ÇÏÁÌ ÏÆ ÃÒÅÁÔÉÎÇ Á ÆÉÎÁÌ ÐÉÅÃÅ ÏÒ ÐÅÒÆÏÒÍÁÎÃÅȢ ,ÏÕÉÓ 

ÁÌÓÏ ÄÉÓÃÕÓÓÅÄ ÔÈÉÓ ÍÏÍÅÎÔ ÏÆ ÔÈÅ ÓÃÅÎÅȭÓ ÇÅÎÅÓÉÓ ÅØÃÉÔÅÄÌÙ ÒÅÃÁÌÌÉÎÇ ÔÈÅÒÅ ×as a pullulation  

of ideas with a ȬÂÅÔÔÅÒ ÉÄÅÁ ÔÈÅÎ ÂÅÔÔÅÒ ÉÄÅÁȭ (Louis, 2015) that came from Federica pointing 

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 tale-telling and continued to 

become one of the main scenes from the final performance. It 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, saying, Ȭ4ÈÁÔȭÓ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔȭÓ ÒÅÁÌÌÙ Á ÈÕÇÅ ÓÔÅÐ ÔÏ×ÁÒÄÓ 

learningȭ (Louis, 2015)ÂÅÆÏÒÅ ÈÅ ÃÏÎÃÌÕÄÅÄ ÔÈÁÔ ȬɏÔɐhe first step to learn is to be willing to 

ÌÅÁÒÎȭ (Louis, 2015). 4ÈÉÓ ÒÅÃÁÌÌÓ 2ÁÎÃÉîÒÅȭÓ ÅØÈÏÒÔÁÔÉÏÎ ÔÈÁÔȟ Ȭ4ÈÅÒÅ ÉÓ Á ×ÉÌÌ ÔÈÁÔ ÃÏÍÍÁÎÄÓ 

ÁÎÄ ÁÎ ÉÎÔÅÌÌÉÇÅÎÃÅ ÔÈÁÔ ÏÂÅÙÓȢ ,ÅÔȭÓ ÃÁÌÌ ÔÈÅ ÁÃÔ ÔÈÁÔ ÍÁËÅÓ ÁÎ ÉÎÔÅÌÌÉÇÅÎÃÅ ÐÒÏÃÅÅÄ ÕÎÄÅÒ 

the absolute constraint of a will attentionȭ (Rancière, 1991: 25)Ȣ )Ô ÁÌÓÏ ÃÏÎÃÅÒÎÓ "ÅÎÓÏÎȭÓ 

ÃÌÁÉÍ ÏÆ ȬÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÆÁÃÔÏÒÓ ÏÆ ×ÉÌÌÉÎÇÎÅÓÓ ÁÎÄ ÏÐÐÏÒÔÕÎÉÔÙȭ ÆÏÒ ÁÕÔÏÎÏÍÏÕÓ ÌÅÁÒÎÉÎÇ 

to emerge (2001: 53)Ȣ (Ï×ÅÖÅÒȟ ÈÅ ×ÁÒÎÓ ÔÈÁÔ ȬɏÉɐÆ ÔÈÅ ÉÎÓÔÉÔÕÔÉÏÎÁÌ ÃÏÎÔÅØÔ ÏÆ ÌÅÁÒÎÉÎÇ ÏÒ ÔÈÅ 

immediate demands of the learning task do not value or reward autonomous behaviour, it is 

likely that the learners will be reluctant to exercise whatever capacities for autonomy they 

ÈÁÖÅȭ (Benson, 2001: 53), which returns us to the importance of interaction and investment. 

The ÒÅÌÁØÅÄ ÎÁÔÕÒÅ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÉÎÔÅÒÁÃÔÉÏÎ throughout the project, illustrated in the 

devising of Puppets and Prometheus, and 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 Federica wanted the project to be more based on dialogue rather than my stated interest in overt 
physicality. 
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In this chapter, I explored the idea of the individual acting within the ensemble and 

ÔÈÅ ÉÎÆÌÕÅÎÃÅ ÁÎÄ ÂÅÎÅÆÉÔÓ ÔÈÉÓ ÈÁÄ ÏÎ ÓÔÕÄÅÎÔÓȭ ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔȢ ) ÁÎÁÌÙÓÅÄ ÁÎÄ 

discussed three parts of the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project: the Un, deux, trois, 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 ensemble to become the 

Who is an Artist? scene; and how a piece of improvisation led to the emergence of the 

Puppets and Prometheus scene. Emergence, with its allowance for spontaneity, was 

discussed in the sections, ȬEmerging out of the Dark and the Opportunity to Speakȭ and 

ȬCreation and Connections from out of the Blueȭ. This is key in encouraging language 

development and this, I posit, is convergent with creativity that was provided by the group 

devised theatre in the project. I further supported the assertion made in the previous 

chapter, ȬThe Ignorant Facilitatorȭ, 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 self-efficacy. 

Throughout this chapter, the Ȭgroupnessȭȟ that Syssoyeva has posited to be the 

essential element of ensemble devising, was 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 supportive 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) became apparent during the project. The sometimes confusing, 

sometimes liberating sense of alternate identities was highlighted in two separate scenes 

concerning Federica and Aliya. Those scenes and their development are discussed in more 

detail in the follÏ×ÉÎÇ ÃÈÁÐÔÅÒȟ Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭȢ ) ÁÌÓÏ further explore this facet of SLA 
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along with the motivation and investment 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 

2ÁÎÃÉîÒÅȭÓ ÅÄÕÃÁÔÉÏÎÁÌ ÐÈÉÌÏÓÏphy, calls for a more egalitarian pedagogy.  
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Chapter Seven 

Voicing Identity  

Ȭ$Ï ) ÃÏÎÔÒÁÄÉÃÔ ÍÙÓÅÌÆȩ 

Very well then I contradict myself, 

ɉ) ÁÍ ÌÁÒÇÅȟ ) ÃÏÎÔÁÉÎ ÍÕÌÔÉÔÕÄÅÓȢɊȭ 

ɉÆÒÏÍ ÓÅÃÔÉÏÎ ίΫ ÏÆ Ȭ3ÏÎÇ ÏÆ -ÙÓÅÌÆȭ 7ÈÉÔÍÁÎȟ ΫγΰίɊ  

The concerns of 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 

involves the advancement of both learÎÉÎÇ ÁÎÄ ÔÅÁÃÈÉÎÇ ÓÔÙÌÅÓ ÔÈÁÔ Ȭenhance human agency 

in more equitable worlÄÓȭ (2013: 22). Before I analyse and discuss three facets of the case 

study, I explain the main features of the Identity Approach  to SLA. I examine three aspects 

of the project from the perspective of this theoretical foregrounding. Firstly, continuing  

ÆÒÏÍ ÔÈÅ ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ Ȭ4ÈÅ )ÎÄÉÖÉÄÕÁÌ ÉÎ ÔÈÅ #ÏÌÌÅÃÔÉÖÅȭȟ I look at the development of 

confidence from the perspective of an individual within the group (the participant , Julie). 

Secondly, two instances concerning multiple ide ntities and multilingualism are discussed, 

and finally, I reflect on moments from the project which challenged where the boundaries 

lie for the devising process and language education, discussing what may be termed the 

Ȭperipheries and beyondȭ as places and spaces for learning, which opens the area for further, 

extended and theorised discussion in chapter eightȟ Ȭ-ÅÓÓÉÎÇ )Ô 5Ð !Ó 7Å 'Ï !ÌÏÎÇȭ. 

"ÅÎÅÄÉÃÔ !ÎÄÅÒÓÏÎȭÓ ÃÏÎÃÅÐÔÓ ÏÆ ȬÉÍÁÇÉÎÅÄ ÃÏÍÍÕÎÉÔÉÅÓȭ ÁÎÄ ȬÉÍÁÇÉÎÅÄ ÉÄÅÎÔÉÔÉÅÓȭ 

(2006) have been further developed by the main proponent of the Identity Approach to 

SLA, Bonny Norton, both individually and working alongside others such as Carolyn 

McKinney, Aneta Pavlenko, Kelleen Toohey, Yihong Gao, Peter De Costa and Yasuko Kanno 

(Kanno and Norton, 2003; Pavlenko and Norton, 2007; Norton and McKinney, 2011; Norton, 
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2013; De Costa and Norton, 2017). Norton suggests that the language classroom should be Ȭa 

community of the imaginationȭ where 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 can 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 Ȭenhanced range of identity optionsȭ (Norton, 2013: 3).1 This 

means that the learner is able to morph from what may have been a constricted identity, 

ÃÏÎÆÏÒÍÉÎÇ ÔÏ ÔÈÅÉÒ Ï×Î ÎÁÔÉÖÅ ÌÁÎÇÕÁÇÅȭÓ ÓÏÃÉÅÔÁÌ ÎÏÒÍÓ, to represent themselves in a 

manner that they believe represents them more truly (Norton, 2013). This, of course, is a far 

from clear path and learners may not find flitting between identities easy or, indeed, 

desirable. This will be seen in the later sectionȟ ȬJulieism: Confidence in the Cracksȭȟ ×ÈÉÃÈ 

discusses JulieȭÓ ÅØÐÅÒÉÅÎÃÅ in exploring these possibilities. 

Currently, there is still the tendency for second language education scholars to view 

SLA as the internalisation of a static system (Norton and Toohey, 2011) ɀ ȬÁ ÆÉØÅÄ ÏÂÊÅÃÔ ÔÏ ÂÅ 

ÁÃÑÕÉÒÅÄȭȟ according to Pennycook (2001: 143). This position has been contested by Identity 

Approach researchers who view additional language development as a dynamic and 

complex process and Á Ȭsemiotic system full of variations and strugglesȭ (Pennycook, 2001: 

143). From this perspective, language learners are seen as embodied and have their own 

agency while 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 habitus foregrounds much of 

                                                      
1 Also see (Norton, 2001; Kanno and Norton, 2003; Pavlenko and Norton, 2007) 
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the Identity Approach and which was discussed at more length in Part One of the thesis.2 

Norton directs us to another post-structuralist, Christine Weedon, who posits that language 

ÉÓ Ȭwhere our sense of ourselves, our subjectivity, is constructedȭ along with practices found 

in institutions and being the site of definition and contest for how society is organised 

(1997: 21 italics in original).3 From this notion, Norton derives the idea that each interaction 

of a language learner in the target language constitutes the construction and negotiation of 

identity . This understanding of how someone perceives their position in the world ɀ their 

Ȭbeing-in-the-worldȭȟ recalling Merleau-0ÏÎÔÙȭÓ ÔÅÒÍ ɀ has great bearing on how learners see 

future possibilities, which Norton regards as Ȭcentral to the lives of many language learners, 

and is integral to an understanding of both identity and investmentȭ (2013: 4). 

Relations of power in the social world forms one of two parts of the central 

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 

learnÅÒÓȭ ÁÃÃÅÓÓ ÔÏ ÔÈÅ ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅ ÃÏÍÍÕÎÉÔÙ ×ÈÅÔÈÅÒ ÉÎ ÔÈÅÉÒ ÎÁÔÉÖÅ ÃÏÕÎÔÒÉÅÓ ÏÒ ÉÎ 

target-language lands. The other part is the ongoing search for Ȭa comprehensive theory of 

identity that integrates the individual language learner and the larger social worldȭ (Norton 

and McKinney, 2011: 73). This concerns the social structuring of language learning both in 

formal and informal settings and how speaking, reading and writing, which are central to 

language development, are practised (Norton and McKinney, 2011: 73). The former part of 

the theory of identity focuses on the manifold Ȭvoicesȭ and positionings of those voices by 

ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒÓȟ ÁÎÄ ÔÈÅ ÍÁÌÌÅÁÂÉÌÉÔÙ ÏÆ ÔÈÅÓÅ ÌÅÁÒÎÅÒÓȭ ÉÄÅÎÔÉÔÉÅÓ ×ÈÅÎ ÅÎÇÁÇÉÎÇ ×ÉÔÈ ÔÈÅ 

                                                      
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 ways 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-
ÓÔÒÕÃÔÕÒÁÌÉÓÔÓ ÔÈÉÎË ÏÆ ÓÕÂÊÅÃÔ ÁÓ ȬÄÉÖÅÒÓÅ ÃÏÎÔÒÁÄÉÃÔÏÒÙȟ ÄÙÎÁÍÉÃ ÁÎÄ ÃÈÁÎÇÉÎÇ ÏÖÅÒ ÔÉÍÅ ÁÎÄ ÓÐÁÃÅȭ 
(2013: 4). 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 

192 
 

target language community. This is especially so if the learner is marginalised, or when 

integration or submersion to the dominant culture ɀ ÂÅÃÏÍÉÎÇ ȬÎÏÒÍÁÌȭ as Foucault might 

suggest ɀ is seen as the key to gaining linguistic or cultural capital, for example, pursuing 

ÔÈÅ ȬÉÄÅÁÌȭ ÎÁÔÉÖÅ ÓÐÅÁËÅÒ ÓÔÁÔÕÓ, discussed in previous chapters.4  

.ÏÒÔÏÎ ÃÁÌÌÓ ÉÎÔÏ ÑÕÅÓÔÉÏÎ ÔÒÁÄÉÔÉÏÎÁÌ 3,! ÓÃÈÏÌÁÒÓȭ ÁÓÓÕÍÐÔÉÏÎÓ ÔÈÁÔ ÏÐÐÏÒtunities 

to practice are ideal and that there are, indeed, ideal language learners 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 Ȭsocially constructed in inequitable relations of power, changing across time and 

space, and possibly coexisting in contradictory ways within a single individualȭ (Norton, 

2013: 2). This chapter embraces ideas about the connections between language learning and 

identity by looking specifically at how the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ devising project gave 

speaking opportunities for participants that were not promoted in their academic studies, 

buÉÌÄÉÎÇ ÏÎ ÄÉÓÃÕÓÓÉÏÎ ÆÒÏÍ ÔÈÅ ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ Ȭ4ÈÅ )ÎÄÉÖÉÄÕÁÌ ÉÎ ÔÈÅ #ÏÌÌÅÃÔÉÖÅȭ. It also 

analyses how this took place in differing social situations: the individual speaker in 

rehearsal and performance and their  navigation of their ȬÃÏÎÔÒÁÄÉÃÔÏÒÙ ×ÁÙÓȭȠ in the act of 

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 leaÒÎÅÒ ÈÁÓ ÎÏ ÒÅÌÉÁÎÃÅ ÏÎ ÁÎ ȬÉÄÅÁÌȭ ÓÐÅÁËÅÒȢ  

One area that affects learners in taking these speaking opportunities and becoming 

more autonomous in their learning is that of self-efficacy. The nurturing and strengthening 

of self-efficacy enhances both the learner themselves in developing their abilities in the 

target language and also their peers in 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 
ÔÒÅÅ ÁÎÄ ÁÓËÉÎÇ ÓÔÕÄÅÎÔÓ ÔÏ ÄÒÁ× ÔÈÅÉÒ ÔÒÅÅ ÁÎÄ ÔÈÅÙ ÁÌÌ ÅÎÄ ÕÐ ÄÒÁ×ÉÎÇ ÔÈÅ ÔÅÁÃÈÅÒȭÓ ÔÒÅÅ (Buscaglia, 
1996: 10), which will serve here as an analogy for the teacher as the ideal English speaker. 
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with the idea of classroom interaction based on the democratic ethos found in ensemble 

devising approaches, I would argue that support is more reliable when garnered from a 

collective. Where there are many interactions from peers who encourage, support is likely 

to be stronger and more resilient than relying on the support of one person in an unequal 

power structure, as I have already argued in the previous chapters in part two of this thesis. 

I 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 JulieȭÓ 

navigation of identity that came to the fore during the creative process.   

Julieism : Confidence in the Cracks  

The scene called Julieism, that I discuss in this section, was principally created by 

ÏÎÅ ÏÆ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÐÁÒÔÉÃÉÐÁÎÔÓȟ Julie. Her role was an all-knowing, self-absorbed and 

pretentious university lecturer that Julie saw as pervading the university. This notion , of 

aloof and dismissive figures ×ÉÔÈÉÎ ÔÈÅ ÕÎÉÖÅÒÓÉÔÙ ÓÙÓÔÅÍȟ ×ÈÉÃÈ ÒÅÃÁÌÌÓ 2ÁÎÃÉîÒÅȭÓ ȬÍÁÓÔÅÒ 

ÅØÐÌÉÃÁÔÏÒȭȟ resounded among the other ensemble members. The scene was a pastiche and a 

harsh critique, from JulieȭÓ ÐÅÒÓÐÅÃÔÉÖÅȟ of the teaching styles of faculty members within the 

university. It was a brave piece to construct bearing in mind that some of JulieȭÓ teachers 

(lecturers or professeurs) would attend the performance. In the piece, the professor 

character espouses the theory of ȬJulieismȭ in reference to a heavy book she carries, which is 

also essentially the entire reading list for the ȬJulieismȭ course. It is described during the 

faux-lecture as Ȭa book about me, written by me, talking about meȭ (Julieism, 2015). In 

contrast to this symbolic tome, the development of the scene came to capture the essence 

of the inclusive, supportive, and student-led nature of the group devising process. 

The vignette below is my impression of the scene from the final performance. The 

scene was set and staged in a lecture hall (as noted previously, the performances took place 

in one) and involved Julie portraying a university lecturer and Chloe as a student who 
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speaks up from the audience. Following the vignette is an analysis of this performance and 

the writing and rehearsals for it, and how it affected JulieȭÓ ÓÅÌÆ-efficacy in her English 

language development. 

Julieism  

In a drab green and cream lecture hall, a lecturer scolds their 

pupils for their implicit idiocy and ignorance. Pontificating to 

the pupils, the theoretical underpinning of Julieism is 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 of Julieism is professed to be 

widely known. Professeur Julie distils 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 barbs are doled 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 

ÄÉÓÍÉÓÓÅÄȟ ÂÏÌÄÌÙ ÈÁÍÍÅÒÓ ÁÔ ÔÈÅ ÁÕÔÅÕÒȭÓ ÁÒÔÉÆÉÃÅȢ 7ÈÅÒÅ once 

they felt safe in their unsubstantiated musings devoted to 

ÔÁÌËÉÎÇ ÁÂÏÕÔ ÔÈÅÍÓÅÌÖÅÓȟ ÏÕÒ ÍÁÉÎ ÓÐÅÁËÅÒ ÆÅÅÌÓ ÔÈÅ ÓÕÎȭÓ ×ÈÉÔÅ 

light of revelation dawn upon the previous imperious façade, 

causing the insular and previously unexposed inadequacies to 

crumble and crash down. The imposter pang of the academic 

reveals itself in her countenance. Her responses stammer down 

the stairs of defensiveness; her face darts round to find corners 

in which to dive. Now the protagonist, Professeur Julie, reverts 

to outrage and then indecision prevails. Self-loathing 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 group, and 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-

ÆÏÒ×ÁÒÄ ÐÒÏÃÅÓÓ ÁÎÄ ÔÈÅ ÆÌÕÃÔÕÁÔÉÏÎ ÂÅÔ×ÅÅÎ ÃÈÁÒÁÃÔÅÒ ÁÎÄ ȬÒÅÁÌȭ ÐÅÒÓÏÎÁ ÃÏÎÔÁÉÎÅÄ ÍÁÎÙ 

seeming paradoxes and contradictions. During the development and rehearsals for the 

scene, as the character she played sometimes closely reflected facets of her own personality, 

she sometimes fell out of character and back to a Julie that doubted herself. However, when 

she inhabited the role of Professeur Julie, she found a confident 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 was 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 self-belief, 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 pseudo-intellectual and faux academic. Later, in the 

interview, she told me that the scene made her nervous because it was about herself (Julie, 

2015). It seems contradictory  that, later, after the performances, she seemed and claimed to 

be much more confident, reflecting my own observations. JulieȭÓ ÃÏÎÆÉÄÅÎÃÅ ×ÁÓ ÁÌÓÏ ÎÏÔÅÄ 

by Nadine and Constance, the teachers who were also part of the ensemble, who were also 

able to observe how the project participants were practising their English around the 

university. 

During the rehearsals, Julie attempted various Ȭtakesȭ on 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 continue and pointed out that she was representing what they 
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also believed. JulieȭÓ ÓÅÌÆ-efficacy appears also to have been influenced by an increased 

awareness and openness to expressing herself 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 achieved through a mixture of physical exercises 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 JulieȭÓ posture in the 

ÓÅÎÓÅ ÔÈÁÔ ÓÈÅ ÁÐÐÅÁÒÅÄ ÍÏÒÅ ÒÅÌÁØÅÄ ÁÎÄ ȬÌÏÏÓÅÒȭȢ  

While  this did regress somewhat between sessions, with Julie reverting to her 

original posture, ÉÔ ÔÏÏË ÌÅÓÓ ÔÉÍÅ ÆÏÒ ÈÅÒ ÔÏ ȬÌÅÁÖÅ ÈÅÒ ÓÈÅÌÌȭ once she re-engaged in 

rehearsals for this scene. However, the observations we made only cover the four or five 

months of the projÅÃÔȭÓ ÄÕÒÁÔÉÏÎȟ so the long-term affect cannot be assessed. Indeed, 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 changed. What can be said, in 

ÌÉÎÅ ×ÉÔÈ "ÁÎÄÕÒÁȭÓ ÐÒÅÍÉÓÅ ÏÕÔÌÉÎÅÄ ÉÎ ÔÈÅ ÉÎÔÒÏÄÕÃÔÏÒÙ ÃÈÁÐÔÅÒȟ ÉÓ ÔÈÁÔ Julie may have 

ÄÅÖÅÌÏÐÅÄ ȬÒesilient efficacyȭ ÁÎÄ ÔÈÁÔ ÈÅÒ improved sense of self-efficacy did not dissipate 

once the project had finished or if the members of the ensemble lost contact. 

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 

JulieȭÓ ÓÃÅÎÅȟ ÍÁËÅÓ ÈÅÒ ÃÁÓÅ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÐÔ ÔÏ ÄÉÓÃÕÓÓȢ On a meso- and macro-scale, in 

contrast to the general ideological stance of the university, the ensemble adopted an 

egalitarian and democratic approach to guide how decisions were made during our project. 

4ÈÅ ÅÎÓÅÍÂÌÅȭÓ ÐÅÒÃÅÐÔÉÏÎ ÏÆ Ôhe university system at Mulhouse was that i t 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.5 This was also felt in NovaTrisȭÓ problematic 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, Ȭsymbolic or materialȭ resources and practices influence the 

formation of identity (2013: 2). However, Norton also claims that language acquisition can 

be enhanced through Ȭhuman agencyȭ by learners re-framing relationships and how they can 

develop and position Ȭalternative, more powerful identitiesȭ (2013: 3). This is readily 

applicable to JulieȭÓ lecturer 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 and JulieȭÓ 

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 ensemble trying 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 Ȭtypesȭ, both archly and explicitly. 

During the development of the Julieism scene, improvisation played a significant 

role in both the development of characters, but also how Julie voiced her own various 

identities . Initially, Julie had intended to write scripts for others to perform ɀ ȬI like to write 

stuff but not for meȭ (Julie, 2015). Yet, as the group began devising together, she became 

                                                      
5 NovaTris and Cultural Projects management. 
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more engaged with the idea of sharing her work 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 responses 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. This process altered when Chloe offered to play the role of the questioning 

student. As Julie worked with Chloe, she could now ÒÅÓÐÏÎÄ ÔÏ ÔÈÅ ÓÔÕÄÅÎÔ ÃÈÁÒÁÃÔÅÒȭÓ 

interrogation of her  professeur character, and this added sharpness and clarity to her 

ȬÌÅÃÔÕÒÅȭȟ though this did have a mitigating factor in JulieȭÓ ÐÒÅÄÉÓÐÏÓÉÔÉÏÎ ÔÏ ÉÍÐÒÏÖÉÓÅȡ ȬI 

prefer improv rather than  a full scriptȭ (Julie, 2015).  

Perhaps it could be said that Julie was shedding her identity as being shy and self-

conscious as she suggested later that being in the professeur character Ȭchanged the 

problem, like, ÉÔ ×ÁÓÎȭÔ ÍÅ ÔÁÌËÉÎÇȭ (Julie, 2015). She also discussed this change over the 

period in which the project took place, citing that p reviously she had had problems with 

presentations for oral class as she was Ȭso nervous ÔÈÁÔ ɏȣɐ ÓÅÎÔÅÎÃÅÓ ×ÅÒÅÎȭÔ ÅÖÅÎ ÆÉÎÉÓÈÅÄȭ 

(Julie, 2015). Notably, this contrasts with how she felt about another presentation she made 

at the end of the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project when she claimed to Ȭfeel a lot more 

confident nowȭ ÁÎÄ ÔÈÅ ÐÒÅÓÅÎÔÁÔÉÏÎ Ȭwas way easierȭ (Julie, 2015). When I asked if that was 

because of the work she had done, developing roles she played such as the professeur 

character, she replied, ȬÍÁÙÂÅ Á ÌÉÔÔÌÅ ÂÅÃause I was like, okay, if you can say bullshit in front 

of everybody you can say something ÓÅÒÉÏÕÓȭ (Julie, 2015).  

Despite the apparently flipp ant nature of her response, the change in JulieȭÓ self-

efficacy is encapsulated by the attitudinal tone of the sentence. Here is a Julie that is bold 

(while at the same time somewhat self-effacing) 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 classroom, broke the unspoken 

convention at the university of English being confined to the lecture hall, demonstrating 

her new-found boldness was not just displayed to the ensemble.  

In isolation, this scene could be considered merely a pastiche, or only a singular 

ÆÁÃÅÔ ÏÆ ÔÈÅ ÃÒÅÁÔÏÒȭÓ ÃÈÁÒÁÃÔÅÒ. Yet, in the context of the ongoing developmental nature of 

the project, I would suggest, the theatrical moment served as a conduit for an explicit self-

examination and self-reflection of JulieȭÓ confidence speaking in English and self-efficacy as 

an academic, or, at least, her place in academia. This also ties back into the ensemÂÌÅȭÓ 

ongoing frustrations with the perceived repressive educational system that seems not to 

encourage ÂÕÄÄÉÎÇ ȬÐÕÂÌÉÃȭ ÐÅÒÓÏÎÁÌÉÔÉÅÓȢ Whatever the underlying motivations  in terms of 

SLA, the use of a wider vocabulary and its intrinsic widening sense of expression served to 

demonstrate JulieȭÓ improving self-efficacy. !ÄÏÐÔÉÎÇ ÒÏÌÅÓ ÏÒ ÃÈÁÒÁÃÔÅÒÓ ÔÏ ȬÔÒÙ ÏÕÔȭ various 

aspects of her identity in an additional language seems to have liberated and benefited Julie, 

at least for the duration of the project. In fact, to some degree, JulieȭÓ experience gives 

creÄÅÎÃÅ ÔÏ 'ÒÏÔÏ×ÓËÉȭÓ ÃÌÁÉÍ ÔÈÁÔ ȬɏÔɐhe creative process consists [ȣ] in not only revealing 

ourselves, but in structuring what is revealedȭ (Grotowski qtd. in Wolford and Schechner, 

2001: 38).  

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 3ÔÁÔÅÓȭ ÃÌÁÉÍ ÔÈÁÔ the actor Ȭis always slightly Ȱquotingȱ his character 

[ȣ] there is always the ghost ÏÆ ÔÈÅ ÓÅÌÆ ÉÎ ÈÉÓ ÐÅÒÆÏÒÍÁÎÃÅȭ (1983: 360) might be applicable 

to JulieȭÓ theatrical and language work during the project. This seems to be a typical aspect 

of group devised theatre practice. For instance, Parsons says that, during her research into 

group devised theatre, in her ensemble Ȭthe Ȱselfȱ was seen as raw material to be 
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conventionally structu red, and therefore arguably homogenised, into a naturalistic 

character complete with a life-narrativeȭ (2010: 148). 

In this section, I have discussed the effect of the support and interaction from the 

other members of the ensemble in enhancing JulieȭÓ self-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  ȬɏÓɐince each of us was several, there was already 

quite a crowdȭ (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 Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project. 

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 was Aliya, who was 

Italian and was fluent in French and Moroccan Arabic, as her parents grew up in Morocco 

and she had learned it at home (and withi n a Moroccan community in Italy ). Federica also 

spoke Italian and French, and Louis spoke Alsatian, German and French to a highly 

proficient level; Valérie was also a German and French speaker.6  

In the case of Aliya and her fellow Italian, Federica, this concern with 

multilingualism was reflected in the scenes that came out of their writing, which then 

                                                      
6 This was common in Alsace region of France and, 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 the ensemble. 

For example, to create the BASTA!!! [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 instruments, at first, 

had some semblance of cohesion yet quickly escalated into a cacophony to which Aliya 

broke from her character to scream, Ȭ"ÁÓÔÁȦȭȟ ÂÒÉÎÇÉÎÇ the band to a halt. She then 

explained, directly addressing the audience, how each of the sounds of the instruments 

represented one of the languages that she had in her head. This was a representation of 

AliyaȭÓ ÇÒÁÐÐÌÉÎÇ ×ÉÔÈ ÔÈÅ ÖÁÒÉÏÕÓ ÌÁÎÇÕÁÇÅÓ ÔÈÁÔ ÓÈÅ ÈÁÄ Ôo use in, if not her daily life, then, 

her various interactions throughout the week: classes and studies in English, and 

communicating with friends and other Italians in Italian .7 She lived and studied in France, 

though ÔÈÅ ÕÎÉÖÅÒÓÉÔÙȭÓ proximity to Germany resulted in her having to use German, which 

was humorously referenced in the scene.  

The development of both Aliya and FedericaȭÓ ÏÒÉÇÉÎÁÌ ÐÉÅÃÅÓ ɉFedericaȭÓ ÓÃÅÎÅ ×ÁÓ 

called The Shades of Language) may have cross-influenced 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 languages were the driving theme. For 

example, FedericaȭÓ ÓÃÅÎÅ ÒÁÉÓÅÓ ÔÈÅ ÉÓÓÕÅ ÏÆ switching languages and there being Ȭa slip, a 

slight change that prevents you from being the person you usually ÁÒÅȭ (The Shades of 

Language, 2015). She also pinpoin ts Ȭa deeper level of speechȭ among Ȭthe shades of languageȭ 

(The Shades of Language, 2015). Indeed, these creative pieces hone in on and grapple with 

the questions and challenges raised by Claire Kramsch on the complexities and paradoxes of 

language learning: 

                                                      
7 It should be noted that, once, after rehearsal, when Federica realised that Aliya was a native Italian 
ÓÐÅÁËÅÒȟ ÔÈÅÉÒ ÉÎÔÅÒÁÃÔÉÏÎ ÍÏÖÅÄ ÔÏ ÔÈÅÉÒ ÓÈÁÒÅÄ ȬÍÏÔÈÅÒȭ ÔÏÎÇÕÅȢ 
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How can I be open to other languages, worldviews, ideologies, and internalize 

the other in me without losing myself in the process? How can I be at once 

outside the phenomena that I study and part of these phenomena? This is the 

ÆÕÎÄÁÍÅÎÔÁÌ ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÐÒÏÂÌÅÍ ÏÆ ÌÅÁÒÎÉÎÇ ÓÏÍÅÏÎÅ ÅÌÓÅȭÓ ÌÁÎÇÕÁÇÅȢ I am 

in fact both a self and an Ȭotherȭ: the other is me, I 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. (2011: 17) 

! ÓÉÍÉÌÁÒ ÓÅÎÔÉÍÅÎÔ ÔÏ +ÒÁÍÓÃÈȭÓ ÉÓ ÐÕÔ ÆÏÒ×ÁÒÄ ÉÎ ÔÈÅ ÏÐÅÎÉÎÇ ÌÉÎÅ ÏÆ ÔÈÅ BASTA!!! 

Scene, when AliyaȭÓ ÃÈÁÒÁÃÔÅÒ ÓÔÁÔÅÓȡ ȬThis is what happens in my mind: the languages that I 

ÓÐÅÁË ÓÔÁÒÔ ÁÒÇÕÉÎÇ ÏÎÅ ÁÇÁÉÎÓÔ ÔÈÅ ÏÔÈÅÒȢ 4ÈÅÙ ÄÏÎȭÔ ÁÇÒÅÅȟ ÅÁÃÈ ÏÎÅ ×ants to lead and to 

ÃÏÎÔÒÏÌ ÍÅȭ (BASTA!!!, 2015)Ȣ 4ÈÅ ÐÒÏÔÁÇÏÎÉÓÔ ÅÖÅÎ ÁÓËÓ ÈÅÒÓÅÌÆȟ ȬWhy does it happen?ȭ ÁÎÄ 

then reÐÌÉÅÓȟ ȬIt seems like there are different personalities inside me, like little me, little 

Aliyaȟ ÅÁÃÈ ÄÉÆÆÅÒÅÎÔ ÆÒÏÍ ÔÈÅ ÏÔÈÅÒȭ (BASTA!!!, 2015). This brings the sense 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 when Aliya says: 

Right now, I perceive not being able to speak none of these languages!! It seems 

ÌÉËÅ )ȭÍ ÏÎÌÙ ÄÏÉÎÇ ÎÏÉÓÅ ×ÉÔÈ ÍÙ ÖÏÉÃÅȢ %ÎÇÌÉÓÈ ÆÅÅÌÓ ÌÉËÅ ÔÈÉÓ ÈÏÒÒÉÂÌÅ ÓÏÕÎÄȟ 

[Louis is playing], it is unbearable! [Moving right, toward Julie] Listen to French, 

it is not sweeter, it has lost its magic! My German makes no sense: it is better if 

ÙÏÕ ÄÏÎȭÔ ÈÅÁÒ ÉÔ ÁÔ ÁÌÌȦ !ÒÁÂÉÃȟ ÍÙ ÐÁÒÅÎÔÓȭ ÔÏÎÇÕÅ ÓÈÏÕÌÄ ÓÏÕÎÄÓ ÌÉËÅ ÔÈÅ ÈÁÒÐ, 

ÂÕÔ ÉÔȭÓ ÌÉËÅ ÂÁÄ ÓÁØÏÐÈÏÎÅ [Valérie plays it]. (BASTA!!!, 2015) 

This chaotic sensation has some respite, though as Aliya ÌÅÔÓ ÕÓ ËÎÏ×ȟ ȬɏÓɐometimes 

everything changes and I am able to speak one or two languages wÅÌÌȟ ÉÎÓÔÅÁÄ ÏÆ ÎÏÎÅȭ 

(BASTA!!!, 2015)Ȣ 3ÈÅ ÆÉÎÁÌÌÙ ÒÅÓÏÌÖÅÓ ÈÅÒ ÑÕÅÓÔ ÔÏ ȬÆÉÎÄ ÈÁÒÍÏÎÙȭ ÂÙ ÔÅÌÌÉÎÇ ÕÓȡ 

Italian is my melody [Chloe plays violin], my powerful harmony! I have complete 

ÃÏÎÔÒÏÌ ÏÖÅÒ ÉÔȟ )ȭÍ ÁÂÌÅ ÔÏ ÄÏ ×ÈÁÔÅÖÅÒ ) ×ÁÎÔ ×ÉÔÈ ÉÔȦ )ȭÍ ÃÏÎÆÉÄÅÎÔ ÁÎÄ ×ÈÅÎ ) 

ÓÐÅÁË ÉÔȟ ÏÒÄÅÒ ÉÓ ÅÓÔÁÂÌÉÓÈÅÄ ÉÎ ÍÙ ÈÅÁÄȢ .Ï ÍÏÒÅ ×ÁÒ ȣ Ȣ (BASTA!!!, 2015) 
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While this may not appear to be an entirely positive state in regard to AliyaȭÓ 

additional language development in English, the process of creating the scene does have 

some less obvious significance in terms of identity and the three characteristics that Norton 

ÁÎÄ -Ã+ÉÎÎÅÙ ÓÅÅ ÁÓ ÂÅÉÎÇ ÓÐÅÃÉÆÉÃÁÌÌÙ ÁÐÐÌÉÃÁÂÌÅ ÔÏ 3,!Ȣ 4ÈÅÓÅ ÁÒÅ ȬÔÈÅ ÍÕÌÔÉÐÌÅȟ ÎÏÎ-

unitary nature of identity; identity as a site of strugglÅȠ ÁÎÄ ÉÄÅÎÔÉÔÙ ÁÓ ÃÈÁÎÇÉÎÇ ÏÖÅÒ ÔÉÍÅȭ 

(Norton and McKinne y, 2011: 74). While the third feature is difficult to establish from AliyaȭÓ 

experience, due to the relatively short length of the project, the other two have 

demonstrable relevance.  

Aliya was clearly ÅØÐÌÏÒÉÎÇ ÔÈÅ ȬÍÕÌÔÉÐÌÅȭ ÁÎÄ ȬÎÏÎ-ÕÎÉÔÁÒÙȭ ÅÌÅÍÅÎÔÓ Ïf her identity, 

and it was apparent that this was a site of struggle connected to her use of languages. 

However, by acknowledging and expressing these ɀ sometimes divisive, sometimes complex 

ɀ understandings of her internal linguistic world, Aliya was concurrently finding a way to 

come to terms with this complexity. In creating and publicly performing, or, perhaps 

ȬÔÒÁÎÓÌÁÔÉÎÇȭ ÈÅÒ ÓÔÒÕÇÇÌÅ ÉÎÔÏ Á ÐÉÅÃÅ ÏÆ ÔÈÅÁÔÒÅȟ Aliya found that she had begun to come to 

terms with what Edgar Morin calls Ȭthe core problem ÏÆ ÔÈÅ ÏÎÅ ÁÎÄ ÔÈÅ ÍÁÎÙȭ (Morin qtd. 

in Kramsch, 2011: 17), which prior to the project, for her, had been an unacknowledged or 

unaddressed concern. What can be acknowledged ÉÓ $ÅÌÅÕÚÅȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ Ȭthe individual 

is also a groupȭ (Deleuze and Lapoujade, 2004: 193), yet it does have implications 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, 

ÁÒÔÉÓÔÉÃ ÓÕÂÊÅÃÔȟ ×ÈÉÌÅ ÃÏÌÌÅÃÔÉÖÅ ÐÒÁÃÔÉÃÅÓ ɏȣɐ ÉÎÖÉÔÅ ÔÈÅÉÒ ÍÅÍÂÅÒÓ ÔÏ ÅØÐÌÏÒÅ 

their difference from themselves as well as from one another. Collective 

creation is one way to directly experience ourselves as relation. (Cull, 2013: 139 

italics in  original)  

The theatrical development of AliyaȭÓ ÉÎÉÔÉÁÌ ×ÒÉÔÉÎÇ ÔÏÏË ÔÈÅ ÉÎÓÕÌÁÒ ÉÎ×ÁÒÄ-looking 

thoughts via a script to a place where these complexities could be displayed and related to 

in an overtly physical and collective way. This enabled Aliya not only to show what she 

meant but also to share it. It is in this sharing ɀ an inherent quality of friendship ɀ that the 

individual in the collective is engaged and satisfies the IdentÉÔÙ !ÐÐÒÏÁÃÈȭÓ ÉÎÓÉÓÔÅÎÃÅ ÔÈÁÔ 

SLA should be viewed as a sociocultural practice and Ȭa relational activityȭ (Norton and 

McKinney, 2011: 79).  

This insistence reminds us that, while the process of language learning has cognitive 

and individual roots, it is in the social practice of language which bears fruit or, as Michael 

"ÒÅÅÎ ÐÒÏÐÏÓÅÓȟ Ȭ4ÈÅ ÌÁÎÇÕÁÇÅ ) ÌÅÁÒÎ ÉÎ ÔÈÅ ÃÌÁÓÓÒÏÏÍ ÉÓ Á ÃÏÍmunal product derived 

through a jointly constructed processȭ (1985: 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 teaching-learning activities and 

conventions. The culture of the class has a psychological reality, a mind of its 

own, which emerges from this juxtaposition. (1985: 144)  

"ÒÅÅÎȭÓ ȬÃÕÌÔÕÒÅ ÏÆ ÔÈÅ ÃÌÁÓÓÒÏÏÍȭ ÆÉÎÄÓ ÅÑÕÉÖÁÌÅÎÃÅ ÉÎ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÇÒÏÕÐÎÅÓÓȭ ÁÎÄ ÔÈÅ 

inter -related notion of friendship discussed in the previous chapters. 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 ȬÁÎ ÉÍÁÇÉÎÅÄ ÃÏÍÍÕÎÉÔÙ ÁÓÓÕÍÅÓ ÁÎ ÉÍÁÇÉÎÅÄ ÉÄÅÎÔÉÔÙȟ ÁÎÄ Á ÌÅÁÒÎÅÒȭÓ ÉÎÖÅÓÔÍÅÎÔ ÉÎ 
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the target language can be understood within this contextȭ (Norton, 2013: 3). This is 

supported by WengeÒȭÓ ÉÄÅÁ ÏÆ ÉÍÁÇÉÎÁÔÉÏÎ ÁÓ ÂÅÉÎÇ Ȭa process of expanding oneself by 

transcending our time and space and creating new images of the world and ourselvesȭ (1998: 

176). This, he finds, is another integral element of community practice along with 

ȬÅÎÇÁÇÅÍÅÎÔȭ, which emphasises direct involvement and tangible relationships (Wenger, 

1998: 176).  

Yet, in contrast to Breen, .ÏÒÔÏÎȭÓ understanding of the learning environment 

extends beyond the conventional classroom. She proposes that the notion  of an ȬÉÍÁÇÉÎÅÄ 

ÃÏÍÍÕÎÉÔÙȭ should consider 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 !ØÔÍÁÎÎ ÓÕÇÇÅÓÔÓȟ Ȭ"y listening to one another's stories, students [ȣ] learn to accept 

ÏÔÈÅÒÓ ÂÙ ÓÈÉÆÔÉÎÇ ÔÈÅÉÒ Ï×Î ÃÕÌÔÕÒÁÌ ÖÉÅ×ÐÏÉÎÔÓȭ (2002: 44). It is also worth noting  that, 

rather than shift ing cultural viewpoints from one fixed position to another that , during the 

devising process, cultural viewpoints are constantly shifting ɀ if not set adrift , then always 

altering and accepted as being so. This could be readily recognised in AliyaȭÓ ÓÉÔÕÁÔÉÏÎ, with 

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 with 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 AliyaȭÓȢ 

Patricia White finds fraternity able to accommodate individuality and freedom 

positing that it has a Ȭtolerance for diversityȭ ÁÎÄ ×ÈÉÌÅ ÉÔ ÁÌÌÏ×Ó ÆÏÒ ÉÎÄÉÖÉÄÕÁÌÉÔÙȟ it  also 

provides an amicable place of welcome should it be so desired (1983: 74). It could be 

suggested that both Julie, Federica and 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 I lack a voice of my own, the voices of others invade me as if I were a 

silent ventriloquist. They ricochet within me, carrying on  conversations, lending 

me their modulations, intonations, rhythms.  I do not yet possess them; they 

possess me. But some of them satisfy a need; some of them stick to my ribs. [ȣ] 

I could learn to sÐÅÁË Á ÐÁÒÔ ÏÆ ÍÙÓÅÌÆ ɏȣɐ Eventually, the voices enter me; by 

assuming them, I gradually make them mine. I am being remade, fragment by 

fragment, like a patchwork quilt; there are more colors in the world than I ever 

knew. (1998: 220)   

This sentiment was echoed in the words of Federica, at the end of The Shades of Language 

ÓÃÅÎÅ ×ÈÅÎ ÓÈÅ ÐÒÏÐÏÓÅÄ ÔÈÁÔȡ Ȭ4ÈÅ ÓÈÁÄÅÓ ÏÆ ÌÁÎÇÕÁÇÅ ÃÁÎȭÔ ÂÅ ÒÅÐÌÁÃÅÄȢ 4ÈÅÙ ÁÄÄ ÓÈÁÄÏ× 

to shadow but your idea, the one that was in your mind, clear, defined, will be lost ÆÏÒÅÖÅÒȭ 

(The Shades of Language, 2015). 

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. In his 

work on ȬCommunities of Practiceȭȟ Wenger 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 to be 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 viewed in the same way as marginalisation which obstructs full participation  

(Norton and McKinney, 2011: 80).  
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For the purposes of this section, I define periphery events as notable moments that 

were not intended or planned as part of the main devised theatre project but were 

occurrences that emerged unexpectedly or came from inadvertent sources. The importance 

of these peripheral activities became apparent during the pÒÏÊÅÃÔȭÓ ÌÏÎÇÅÒ ×ÅÅËÅÎÄ ÓÅÓÓÉÏÎÓ 

when students would have periods where they were Ȭnon-active inȭȟ rather than actively 

working on specific tasks. As the weekend sessions lasted six to seven hours ɀ a lengthy 

period for intense creative work ɀ the ebbs and flows of the creative process necessitated 

ÔÈÅÓÅ ȬÎÁÔÕÒÁÌȭ ÒÅÓÔÉÎÇ ÐÅÒÉÏÄÓȢ -uch of the literature in drama in addit ional language 

learning focuses on the output of the participants rather than the involvement and different 

understandings of participation. I argue how these moments of differing 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 essential part of improving in an additional language ɀ a kind of stretching to 

ÉÍÐÒÏÖÅ ȬÌÉÎÇÕÉÓÔÉÃ ÍÕÓÃÌÅȭ ÓÉÚÅ ÁÎÄ ÆÌÅØÉÂÉÌÉÔÙ ɀ which in turn can enable greater self-

efficacy. 

One of the difficulties of the research project was establishing what is included in 

the devising process and differentiating between when collective creation is taking place 

and when it  is not. For example, although separate from the Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ project, 

because of the nature of some day-long devising sessions, the ensemble ate meals 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 

%ÎÇÌÉÓÈ ÉÎ Á ȬÒÅÁÌȭ ÓÅÔÔÉÎÇ, which was a main objective of 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 even ÉÎ Á ȬÆÏÒÅÉÇÎȭ 

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 a twenty-

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 quantity. This type of 

supermarket is often found on the continent and increasingly in 

the UK: low-ceilinged concrete block walls; the wide-caged 

shelves holding oddities not groceries; winding corridors to 

negotiate before finding the long queues suddenly formed, 

surprising the customer as when they last looked there was no-

one there! 

And amid this a half dozen or so 20-odd-year-olds wander 

around. Remembering, discussing, and changing their minds. 

The merits of a biscuit are debated, and consideration given to 

the restrictive diets of the group ɀ Ȭ.Ï Ó×ÉÎÅȩȭ Ȭ.Ïȟ ) ÊÕÓÔ ÄÏÎȭÔ 

ÅÁÔ ÍÅÁÔȭȢ 4ÈÅÙ ÈÁÖÅ ÔÈÅÉÒ ÐÅÒÓÏÎÁÌ ÇÉÇÇÌÅÓ ÂÅÔ×ÅÅÎ ÔÈÅÍÓÅÌÖÅÓ 

as they navigate this place at once familiar ɀ these supermarkets 

are common place and readily recognisable to them ɀ and at the 

same time, strange ɀ 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 does not understand a reply Aliya makes: the 

cashier speaks no English. 

The group had been speaking in English throughout the 

shopping trip and Aliya ÓÁÉÄ ȬÇÏÏÄÂÙÅȭ ÔÏ ÃÁÓÈÉÅÒ ÉÎ %ÎÇÌÉÓÈ ÁÎÄ 

did not realise it until the others pointed it out. 

                                                      
8 ȬThe messagesȭ ÉÓ Á ÔÅÒÍ ÕÓÅÄ ÂÙ ÐÅÏÐÌÅ ÉÎ )ÒÅÌÁÎÄ ÁÎÄ 3ÃÏÔÌÁÎÄ to mean shopping for groceries or 
doing errands. 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 

209 
 

The ÅÎÓÅÍÂÌÅȭÓ commitment to the use of English as the language of 

communication was evidenced in these (seemingly) peripheral events. Though I 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.9 However, according to the group members, surprisingly for them the 

conversation in the supermarket took place in English. This was even to the extent that 

members spoke to the cashier in English, only to be met with bemusement, and only then 

realising that the nominal language in which we were devising/working had been brought 

ÉÎÔÏ ÔÈÅ ȬÒÅÁÌȭ ×ÏÒÌÄ ÁÎÄ ÉÎ ÁÎ ÕÎÆÏÒÃÅÄ ÆÁÓÈÉÏÎ ÔÏÏȢ This was echoed, as the group later 

explained to me, when the members came across each other on campus during the week. 

Instead of conversing 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 as communicating 

in any other language amongst ensemble members ×ÏÕÌÄ ÆÅÅÌ ȬÕÎÎÁÔÕÒÁÌȭ ÔÏ ÔÈÅÍ ɀ except 

perhaps between the two Italians, noted above.  

The instances above support the assertions made by Atkinson concerning the 

Sociocognitive Approach, which involves Ȭre-envisioning cognition as an open systemɂas 

continuously and dynamically adapting to worldly conditions [in] situated activity systemsȭȟ 

where learning is no longer a Ȭrarefied activityȭ taking place in Ȭexotic locationsȭ 

(classrooms), directed by the revered (teachers) for the Ȭhazy, abstract purposeȭ of education 

(2011b: 143ɀ144). )Î ÍÁÎÙ ×ÁÙÓȟ ÅÎÓÅÍÂÌÅ ÄÅÖÉÓÉÎÇ ÆÁÃÉÌÉÔÁÔÅÓ ȬÒÅ-ÅÎÖÉÓÉÏÎÉÎÇȭ ÁÎÄ ȬÁÄÁÐÔÉÎÇȭ 

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 theatre. In this sense, some credence must 

ÂÅ ÇÉÖÅÎ ÔÏ -ÁÌÅÙ ÁÎÄ +ÉÓÓȭÓ ÎÏÔÉÏÎ ÔÈÁÔ Ȭwhat is certain is that the teaching of foreign 

languages in schools is not the only way to learn them, and in all probability not the most 

                                                      
9 One consideration was if food was Halal, 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 eitherȭ (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 tests 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, non-school 

parts of our lives. (Holt qtd. in Maley and Kiss, 2017: 55) 

7ÈÉÌÅ (ÏÌÔȭÓ ÄÉÓÍÉÓÓÁÌ ÏÆ ÌÅÁÒÎÉÎÇ being achieved in schools is debatable, it does bring into 

focus the neglected learning space beyond the conventional classroom and school 

environment . From this perspective, these ventures out from the bounds of the workshop 

space, ×ÈÉÌÅ ÐÅÒÈÁÐÓ ÉÎÉÔÉÁÌÌÙ ÓÅÅÍÉÎÇÌÙ ȬÅØÔÒÁ-ÃÕÒÒÉÃÕÌÁÒȭ, came to be real moments of 

bonding ÁÎÄ ÉÎÔÅÇÒÁÌ ÔÏ ÆÏÒÍÉÎÇ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÉÄÅÎÔÉÔÙ, beyond the alternative language 

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 field nÏÔÅÓ ÓÕÇÇÅÓÔ ÅÖÅÎ ÍÏÒÅ ÓÏȡ Ȭɏȣɐ the lunch break morphs from a perfunctory event 

to almost imperceptively produce intimacy unhinted at in the theatre workȭ (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, I would suggest that a mutual 

relationship existed in the play-ÏÆÆ ÂÅÔ×ÅÅÎ ÔÈÅ Ȭ×ÏÒËȭ ×Å ÅÎÇÁÇÅÄ ÉÎ ×ÉÔÈ ÔÈÅÁÔÒÅ ÁÎÄ 

ÄÒÁÍÁ ÁÎÄ ÔÈÅ ȬÆÒÅÅ ÔÉÍÅȭ ÏÆ ÓÈÏÐÐÉÎÇȟ ÆÏÏÄ ÐÒÅÐÁÒÁÔÉÏÎ ÁÎÄ ȬÂÒÅÁËÉÎÇ ÏÆ ÂÒÅÁÄȭȢ The 

theatrical activity provided the stimulus for discussions around identity and increased 

intimacy in the physicality of the activities. While Maley and Kiss suggest Ȭthe richest 

potential for creative language use emerges from socio-cultural and intimate domainsȭ they 

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 



 'ÒÏÕÐ $ÅÖÉÓÅÄ 4ÈÅÁÔÒÅ ÆÏÒ Ȭ3ÅÃÏÎÄ ,ÁÎÇÕÁÇÅ !ÃÑÕÉÓÉÔÉÏÎȭ 

 

211 
 

devising process creates a structure that allows for ancillary events and occasions to become 

part of the process. This, in turn, enriches the sense of groupness and friendship. There 

were, of course, other moments in which the group felt themselves become closer, yet, the 

meal times and shopping trips, along with other instances where we left the usual location 

of the workshop, provided a tangible sense of togetherness; we were a group.10 And through 

being in that group, bearing in mind the engendering of a sense of self-efficacy through the 

success of others, the individualȭs self-efficacy in the target language was strengthened. It 

could also be said that the target language of English became the lingua franca to voice the 

ensÅÍÂÌÅȭÓ ÉÄÅÎÔÉÔÙȢ  

In the post-project interview, Federica pointed out the  Ȭinfluence of eatingȭ 

(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: Ȭ)ȭÍ )ÔÁÌÉÁÎȦȭ 

(Federica, 2015). She believed that ȬÓharing a meal strengthened the group relationshipȭ 

because it was Ȭnot just working together, but also sharing something else. Sharing our 

ÐÁÕÓÅ ɏÂÒÅÁËɐ ÔÏÇÅÔÈÅÒȭ (Federica, 2015). 4ÈÅÓÅ ÂÒÅÁËÓȟ ÏÒ ÔÉÍÅÓ Á×ÁÙ ÆÒÏÍ ÔÈÅ Ȭ×ÏÒËȭ ÏÆ 

devising were also where Federica found that  the ensemble could ÇÅÔ ÔÏ ȬËÎÏ× ÅÁÃÈ ÏÔÈÅÒ 

bettÅÒ ɏȣɐ ÁÎÄ ÓÔÒÅÎÇÔÈÅÎÅÄ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÂÅÔ×ÅÅÎ ÔÈÅ ÐÅÏÐÌÅ ÉÎ ÔÈÅ ÒÏÏÍȭ (Federica, 

2015). Louis found the meals to be a source of inspiration, especially for 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 (more 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 about ȬÆÒÏÍ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ×Å ×ÅÒÅ ÊÕÓÔ chatting a lot together [...] 

during meals [...] for example we chatted about your way of working [...] and our, I dunno, 

studies and stuff like thisȭ (Louis, 2015). Chloe ÁÌÓÏ ÐÏÉÎÔÅÄ ÏÕÔ ÔÈÁÔ ȬÁ ÆÅ× ideas come up 

ÔÈÒÏÕÇÈ ÅÁÔÉÎÇ ɏÔÏÇÅÔÈÅÒɐȭ (Chloe, 2015). Julie also emphasised the important aspect of 

                                                      
10 For example, the group had to rehearse in public (outside in the street) ɀ in the periphery of the 
ÐÒÏÊÅÃÔȭÓ Ï×Î ÉÎÉÔÉÁÌ ÓÐÁÃÅȢ 
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chatting at break times or over meals, telling me that even if the workshops had been held 

elsewhere ɀ a place with cafes or restaurants, for example ɀ that ȬI think we would have still 

ate togetherȭ (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 so, that 

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 practice, allowing the 

participants to appreciate the activities we did as 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 lunches, 

Aliya announced to everyone: Ȭ"ack to work!ȭ. This was interesting in that she saw the 

collaborative creative and, by extension, educative practice in this way. However, it also 

indicates that there was a clear division between what she saw as effort and ease. AliyaȭÓ ÃÁÌÌ 

to return to work, jolted me into realising that the group had been progressing in 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 language ÏÕÔÓÉÄÅ ÏÆ ÔÈÅ ÎÏÔÉÏÎÁÌ ȬÌÅÁÒÎÉÎÇ 

ÔÉÍÅȭ. The actualisation of this seemed to be very surprising for the group. For example, 

Louis stated, Ȭ) ÁÍ ÑÕÉÔÅ ÁÍÁÚÅÄ ÔÈÁÔ ×Å ÅÎÄÅÄ ÕÐ ÔÁÌËÉÎÇ %ÎÇÌÉÓÈ in the supermarket ɏȣɐ 

ÂÅÃÁÕÓÅ ÉÔȭÓ ÎÏÔ Á &ÒÅÎÃÈ people thingȭ (Louis, 2015). When I asked what he meant by that 

statement, he told me that after the English classes, Ȭthe French [students] speak French 

directly [straight awayɐȭ (Louis, 2015). These interchanges in English while sharing a meal or 

shopping indicate how the participants had a depth of appreciation for each other and 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 space for collaborative learning and for 

individuals to  navigate an identity both inside and outside of the process. In Catherine 

7ÁÌÌÁÃÅȭÓ ×ÏÒÄÓȟ ÏÆÆÅÒÉÎÇ ÌÅÁÒÎÅÒÓ ȬÁ ÐÏÔÅÎÔÉÁÌÌÙ powerful identity outside the classroom as 

×ÅÌÌ ÁÓ ×ÉÔÈÉÎ ÉÔȭ (2003: 200).11 &ÏÌÌÏ×ÉÎÇ 2ÁÎÃÉîÒÅȭÓ ÃÌÁÉÍ ÔÈÁÔȟ ȬUniversal teaching belongs 

ÔÏ ÆÁÍÉÌÉÅÓȭ (1991: 103), I put 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 grow into a new language. Indeed, as suggested by the linguist 

David Block, it can support the development of identity framed by, Ȭongoing narratives, 

individual ly performed, interpreted and projected in dress, bodily movement action and 

language formation itselfȭ (2007: 32). 

                                                      
11 Wallace sees methodologies such as communicative language teaching and task-based learning as 
ȬÄÏÍÅÓÔÉÃÁÔÉÎÇȭȟ ÉÎÓÔÒÕÃÔÉÎÇ ÌÅÁÒÎÅÒÓ ÔÏ ÃÏÎÆÏÒÍ ÔÏ ÄÏÍÉÎÁÎÔ ÃÕÌÔÕÒÅÓ ×ÉÔÈÏÕÔ ÑÕÅÓÔÉÏÎÉÎÇ ÏÒ given 
any agency to alter dominant discourses (2003:200). 
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Chapter Eight  

Messing It Up As We Go Along  

ȣ ×hat is essential is invisible to the eye.  

The Fox to the Little Prince  

in Antoine de Saint-%ØÕÐÅÒÙȭÓ ÔÁÌÅ (1991: 68) 

In the previous chapters in Part Two, I included instances, captured in vignettes, 

that represented important moments in the language development for the individuals and 

the ensemble. Here, I add to the initial readings of these instances and also draw on other, 

less immediately relevant, parts of thÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔȢ 4ÈÉÓ ÉÓ ÔÏ 

qualify any claims I have made about the insights and discoveries that I have highlighted. It 

is also to acknowledge that the additional language learning experience cannot be 

delineated in one ideal moment. In this chapter, I 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 unimpressive to either 

the observer or the learner themselves, which, I propose, is essential to understanding the 

common experience of an additional  language learner as one of uncertainty and messiness.  

In the next section, ȬAllowing for Uncertaintyȭ, I ÄÅÓÃÒÉÂÅ ȬÔÈÅ ÕÓÅÆÕÌÎÅÓÓ ÏÆ ÍÅÓÓȭ 

(Hughes et al., 2011) to give a more complete representation of the research of the devised 

ÔÈÅÁÔÒÅ ÐÒÏÃÅÓÓ ÁÎÄ ÁÄÄÉÔÉÏÎ ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔ ×ÈÉÃÈ ÔÏÏË ÐÌÁÃÅ ÉÎ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ 

,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȢ )Î ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÓÅÃÔÉÏÎ, ȬMastery of Messȭ, I present how the notion of 

Ȭmessȭ has validity as a method for research in this area in comparison to more mainstream 

assessments of language learning. The following and concluding section, ȬDoing the Thing 

9ÏÕȭÒÅ $ÏÉÎÇ 7ÈÅÎ 9ÏÕȭÒÅ .ÏÔ $ÏÉÎÇ ÔÈÅ 4ÈÉÎÇ 9ÏÕȭÒÅ $ÏÉÎÇȭ, revisits some of the 
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moments discussed in the previous chapters, along with instances that sit awkwardly in the 

research.  

Before continuing this chapter on the application or usefulness of the notion of mess 

to language learning, I relate an anecdote from my personal language acquisition 

experience. It backgrounds my own bias or perspective as a teacher-facilitator and indicates 

the ephemeral nature and unpredictable occurrence of moments that demonstrate apparent 

progress in language development.  

One evening, maybe a decade and a half ago, I sat watching 

television in the living room of my apartment in Spain. I was 

watching a film in English. I 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 dubbed in 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 preparing a 

meal, popping out to nearby shops and if someone remained in 

ÔÈÅ ÒÏÏÍȟ ȬÚÁÐÐÉÎÇȭ ɉÃÈÁÎÎÅÌ ÈÏÐÐÉÎÇɊȢ  

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 maybe half an hour into the next part 

of the film before something was said that I 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 comprehension that I had been listening 

to the film in Spanish without realising it and without conscious 

effort. The feeling was such that I 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 moment of 

epiphany and a staging post of mastery in bringing the target language fully under my 

ÃÏÎÔÒÏÌȟ ÅÖÉÄÅÎÃÉÎÇ "ÁÎÄÕÒÁȭÓ ÎÏÔÉÏÎ ÏÆ ÔÈÅ ÍÁÓÔÅÒÙ ÅØÐÅÒÉÅÎÃÅ ÄÉÓÃÕÓÓÅÄ ÉÎ ÔÈÅ 

introduction chapter. To a certain extent, this is how I 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, non-linear 

development that would be a truer picture; it was a zenith that could be counterpointed by 

an array of nadirs. This was merely the most memorable of many moments of realisation 

that I knew more than I thought and of course it was surrounded by many other moments 

when I would comprehend much less and feel more like the person, previously mentioned 

ÉÎ ÃÈÁÐÔÅÒ Ô×Ïȟ ×ÈÏ ÓÁÉÄȟ ȬSo I cried, not for the food, but because I was unable to express 

ÍÙÓÅÌÆ ÉÎ %ÎÇÌÉÓÈȭ (Garrett, 2006: 5). Anecdotes 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 process; perhaps, 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  

7ÈÅÎ ) ÂÅÇÁÎ ÍÙ ÒÅÓÅÁÒÃÈȟ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ȬÕÎÆÉÎÉÓÈÅÄÎÅÓÓȭ ÃÁÍÅ ÔÏ ÔÈÅ ÆÏÒÅȟ ÁÓ 

outlined in the literature review chapter in part one. This idea has subtly altered over the 

ÃÏÕÒÓÅ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈ ÔÏ ÂÅÃÏÍÅ ÍÏÒÅ ÁÌÉÇÎÅÄ ×ÉÔÈ ȬÕÎÃÅÒÔÁÉÎÔÙȭ ÁÎÄ ȬÍÅÓÓÉÎÅÓÓȭȢ 4ÈÉÓ ÉÓ 

not to say that the initial idea does not have a relation to the conceptual framework I work 
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with in this chapter , and the systems of understanding put forward by Complexity 

Approach theorists stress the importance of unfiniÓÈÅÄÎÅÓÓȢ (Ï×ÅÖÅÒȟ ȬÕÎÆÉÎÁÌÉÚÁÂÉÌÉÔÙȭȟ ÔÏ 

ÕÓÅ "ÁËÈÔÉÎȭÓ ÓÙÎÏÎÙÍȟ ÃÏÎÎÏÔÅÓ ÓÏÍÅÔÈÉÎÇ ÍÏÒÅ ÌÉÎÅÁÒ ×ÉÔÈ an ultimate point  to be 

reached, which does not map as well onto the reality of language learning as Ȭmessȭ. 

Therefore, I argue that an understanding of mess in relation to language development 

ÍÅÁÎÓ ÔÈÁÔ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÅÒÓ ÁÒÅ ÎÏÔ ÒÅÇÁÒÄÅÄ ÁÓȟ ȬÉÎÃÏÍÐÌÅÔÅ ÁÎÄ ÄÅÆÉÃÉÅÎÔȭ (Larsen-

Freeman, 2017: 18). 

9ÅÔ ȬÍÅÓÓȭ ÁÓ Á ÃÏÎÃÅÐÔ ÉÓ ÄÉÓÔÕÒÂÉÎÇȢ )Ô ÃÏÎÎÏÔÅÓ ÓÌÁÃËÎÅÓÓ ÁÎÄ ÄÉÓÏÒÄÅÒ ÇÉÖÉÎÇ ÔÈÅ 

ÉÍÐÒÅÓÓÉÏÎ ÏÆ ÎÅÇÌÉÇÅÎÃÅ ÁÎÄ ÌÉÅÓ ÃÏÎÔÒÁÒÙ ÔÏ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒ ÁÎÄ ×ÒÉÔÅÒȭÓ ÏÂÌÉÇÁÔÉÏÎ ÔÏ 

clarity. What I mean, though, by using mess as a method applied to SLA is 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 institutions . Development is not immune to regression and, 

counterintuitively, progress sometimes comes amid loss. By loss, I mean various forms of 

ÌÏÓÓ ÓÕÃÈ ÁÓ ȬÁÔ Á ÌÏÓÓȭȟ ȬÁ ÌÏÓÓ ÏÆ ×ÈÁÔ ÙÏÕ ÁÌÒÅÁÄÙ ÌÅÁÒÎÔȭȟ ÏÒ ÅÖÅÎ ÌÏÓÉÎÇ ÙÏÕÒ Ï×Î ÌÁÎÇÕÁÇÅȢ 

Mess, for this t hesis, is a setting where language development encompasses both 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 Theatre, several writers 

ÈÁÖÅ ÄÉÓÃÕÓÓÅÄ ÔÈÅ ÒÅÌÁÔÅÄ ÃÏÎÃÅÐÔÓ ÏÆ ȬÍÅÓÓȭȟ ȬÕÎÃÅÒÔÁÉÎÔÙȭ ÁÎÄ ȬÉÎÃÏÍÐÌÅÔÅÎÅÓÓȭȟ ÓÕÃÈ ÁÓ 

*ÁÍÅÓ 4ÈÏÍÐÓÏÎ ÃÏÎÃÅÒÎÉÎÇ ȬÂÅ×ÉÌÄÅÒÍÅÎÔȭ ÁÎÄ ȬÄÉÆÆÉÃÕÌÔÎÅÓÓȭȟ *ÏÅ 7ÉÎÓton on 

ȬÕÎÃÅÒÔÁÉÎÔÙȭ ÁÎÄ Catherine McNamara, Jenny Kidd, and Jenny Hughes ×ÉÔÈ ȬÍÅÓÓȭȢ 

Thompson has explored this idea through his concepts of ȬÂewildermentȭ (2003) which 

ÉÎÆÏÒÍÓ ÈÉÓ ÌÁÔÅÒ ÎÏÔÉÏÎ ÏÆ ȬÄÉÆÆÉÃÕÌÔÎÅÓÓȭȟ ÄÅÆÉÎÅÄ ÁÓ ȬÉÎÃÏÍÐÌÅÔÅÎÅÓÓȡ ÁÎ ÁÖÏÉÄÁÎÃÅ of neat 
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ÒÅÓÏÌÕÔÉÏÎÓȭ (2011: 80). Addressing the wider educational ÆÉÅÌÄȟ 7ÉÎÓÔÏÎ ÈÁÓ ÁÒÇÕÅÄ ÆÏÒ Ȭthe 

values of uncertaintyȭ (2010: 5). He ÐÏÉÎÔÓ ÏÕÔ ÔÈÁÔ ×ÈÅÎ ÔÈÅ ȬÃÅÒÔÁÉÎÔÉÅÓȭ ÁÒÅ ÅØÁÍÉÎÅÄ 

beyÏÎÄ ÔÈÅ ÒÈÅÔÏÒÉÃÁÌ ÁÓÓÅÒÔÉÏÎÓȟ Ȭthe hubriÓ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ÔÈÅÉÒ ÖÉÓÉÏÎÓȭ is revealed in the 

ȬÒÈÅÔÏÒÉÃ ÏÆ ÅÄÕÃÁÔÉÏÎÁÌ ÐÏÌÉÃÙ ÍÁËÅÒÓȭȟ ÆÕÒÔÈÅÒ ÓÔÒÅÓÓÉÎÇ ÔÈÁÔ ȬÔÈÅÉÒ ÃÅÒtainties reveal 

ÔÈÅÍÓÅÌÖÅÓ ÁÓ ÖÁÃÕÏÕÓȭ (Winston, 2010: 5). !ÍÏÎÇ ÈÉÓ ÐÒÏÐÏÓÁÌÓ ÆÏÒ Ȭunderlying pr inciples 

ÔÏ ÉÎÆÏÒÍ ÏÕÒ ÐÅÄÁÇÏÇÙȭ (2010: 53), Winston  ÅÎÄÏÒÓÅÓ ÁÎ ÁÐÐÒÏØÉÍÁÔÉÏÎ ÏÆ ȬÎÅÇÁÔÉÖÅ 

ÃÁÐÁÂÉÌÉÔÙȭ ɀ a phrase from the poet, Keats ɀ where one is Ȭcapable of being in uncertainties, 

mysteries, doubts, without any irritable reaching after fact or reasonȭ (Keats qtd. in 

Winston, 2010: 54), which, as he observes, sharply contrasts with mainstream, 

contemporary educational practice. McNamara, Kidd, and (ÕÇÈÅÓȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÉÓ 

included in the following section. 

A sense of unfinishedness in additional language development is embraced by 

theorists engaged with Complexity Theory (for example, Larsen-Freeman, 2006b, 2011, 2017; 

Kramsch, 2011; Ortega and Han, 2017). Indeed, Larsen-Freeman has stressed this in various 

formÕÌÁÔÉÏÎÓ ÉÎÆÏÒÍÉÎÇ ÕÓ ÔÈÁÔȡ ȬÄÅÖÅÌÏÐÍÅÎÔ ÉÓ ÎÅÖÅÒ ÃÏÍÐÌÅÔÅȭ (2011: 58)Ƞ ȬThere is no end 

and there is no stateȭ (2006a: 189)Ƞ ÁÎÄ ȬLanguage and its learning have no endpoints. Both 

ÁÒÅ ÕÎÂÏÕÎÄÅÄȭ (2017: 27).1 In fact, Larsen-Freeman posits that the very notion of a target 

end-state is theoretically untenableȟ ÁÒÇÕÉÎÇ ÔÈÁÔ Ȭwhen we entertain a 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 available for use in the ÎÅØÔ ÓÐÅÅÃÈ ÅÖÅÎÔȭ 

(2006a: 194ɀ5). These changes in language development are subject to unexpected routes, 

Ȭstructuring and structured by its environmentȭ (Kramsch, 2011: 11). Furthermore, as 

Kramsch points out, the environment: 

ɏȣɐ means not only the geographical space and the social situation in which 

learning takes place and communication unfolds, but also memories of past 

                                                      
1 Larsen-&ÒÅÅÍÁÎ ÉÓ ÓÐÅÁËÉÎÇ ÈÅÒÅ ÏÆ ȬÐÏÔÅÎÔÉÁÌȭȢ 
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interactions, expectations of future ones, imagined exchanges and fantasy 

worlds (2011: 11). 

4ÈÅÓÅ ÔÙÐÅÓ ÏÆ ÉÎÓÔÁÎÃÅÓ ÁÐÐÅÁÒÅÄ ÄÕÒÉÎÇ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÁÎÄ 

ÓÅÌÅÃÔÅÄ ÅØÁÍÐÌÅÓ ÁÒÅ ÄÉÓÃÕÓÓÅÄ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ȬÍÅÓÓȭ ÌÁÔÅÒ ÉÎ ÔÈÉÓ ÃÈÁÐÔÅÒȢ 3ÏÍÅ ÏÆ ÔÈÅÓÅ 

have been discussed earlier, such as when the group were not actively engaged in creating 

ÔÈÅÁÔÒÅ ÄÕÒÉÎÇ ÂÒÅÁËÓȟ ÏÒ ×ÈÅÎ ×Å ×ÅÒÅ ȬÏÕÔÓÉÄÅȭ ÔÈÅ ÅÎÓÅÍÂÌÅ ÄÅÖÉÓÉÎÇ ÅÎÖÉÒÏÎÍÅÎÔȢ !ÌÏÎÇ 

with these instances, there were the occasions when theatre activity was taking place that I 

did not directly observe. An example of this was when Louis and Valérie created their 

Ȭfantasy worldȭ of puppetry in the target language at home when further developing and 

rehearsing the Puppets and Prometheus ÓÃÅÎÅȢ !ÌÓÏȟ ÂÅÙÏÎÄ ȬÔÈÅ ÇÅÏÇÒÁÐÈÉÃÁÌ ÓÐÁÃÅȭ ÆÏÒ 

learning was the establishment of a Facebook group that the students created on an ad 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 I may have dismissed as irrelevant or unfavourable evidence of failure in my theatre 

or language teaching practice. However, using sociologist *ÏÈÎ ,Á×ȭÓ ÔÈÉÎËÉÎÇ ÏÎ ÔÈÉÓ 

subject, these instances and others that I have already discussed can be reassessed within 

the context of the messier panorama of language learning. Doing this, I can tend to, what 

Law regards as, the real negligence of research which is the omission of the grey or, 

perhaps, as useful insights are revealed, ȬÒÁÉÎÂÏ×ȭ ÁÒÅÁÓȢ2 ,Á×ȭÓ ÅØÐÌÁÎÁÔÉÏÎ ÏÆ ÏÂÓÅÒÖÉÎÇ 

social phenomenon can help us to understand this application of mess 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 

ÔÈÁÔ ×ÁÓÎȭÔ ÄÅÆÉÎÉÔÅȢ 4ÈÁÔ ÄÉÄÎȭÔ ÈÁÖÅ Á ÓÉÎÇÌÅ ÆÏÒÍȢ ! ÆÌÕÉÄ ÏÂÊÅÃÔȢ /Ò ÅÖÅÎ ÏÎe 

                                                      
2 The idea of ÃÁÌÌÉÎÇ ÇÒÅÙ ÁÒÅÁÓ ȬÒÁÉÎÂÏ×ȭ ÁÒÅÁÓ ×ÁÓ ÏÎÅ ÓÕÇÇÅÓÔÅÄ ÔÏ ÍÅ ÂÙ Á ÆÏÒÍÅÒ ÓÔÕÄÅÎÔȢ 
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that was ephemeral in any given form, flipping from one configuration to 

another, dancing like a flame. (2007: 5)  

4ÈÅ ÁÎÁÌÙÓÉÓ ÁÎÄ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÉÎÓÔÁÎÃÅÓ ÆÒÏÍ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÒÅÓÅÁÒÃÈ ÐÒÏÊÅÃÔ 

in the rest of this chapter, in terms of the notion of mess, gives an understanding of 

language learning as a shape-shifting, fractious, fluid and blurry undertaking. The next 

section suggests embracing messiness in language development in contrast to conventional, 

textbook-based pedagogy and challenges the clear-cut 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 how the creation of theatre is compatible to this, and that conventional 

notions of surety and concrete objectives have their own open-endedness. I examine how 

the ensemble devising process served as a foil for making meaning in this way. This is in 

ÁÇÒÅÅÍÅÎÔ ×ÉÔÈ .ÉÃÈÏÌÓÏÎȭÓ ÐÒÏÐÏÓÁÌ ÔÈÁÔ ȬÔÈÅ ÃÏÍÐÌÅØÉÔÙ ÁÎÄ ÍÅÓÓÉÎÅÓÓ ÏÆ ÔÈÅÁÔÒÅ-making 

can produce new patterns of knowledge, unexpected insights as well as creative moments of 

ÕÎËÎÏ×ÉÎÇÎÅÓÓ ÁÎÄ ÃÏÎÆÕÓÉÏÎȭ (2011: 9ɀ10). By applying this understanding to additional 

language development, conventional notions of mastery and control in SLA can be replaced 

by a sense of unfinishedness and acceptance of messiness. This does not mean that 

objectives are abandoned or that learners cannot achieve proficiency in an additional 

language ɀ far from it. Furthermore, it must be noted that, I am not recommending that 

learning be instilled with uncertainty , somehow destabilising the learning process; rather it 

is the contrary: I see the ensemble devising process as a practice that encompasses the 

messy realities of learning which encourages the emergence and development of language.  

Here, I return to the notion of emergence that I discussed in chapter sixȟ Ȭ4ÈÅ 

)ÎÄÉÖÉÄÕÁÌ ÉÎ ÔÈÅ #ÏÌÌÅÃÔÉÖÅȭȢ )ÔÓ ÉÍÐÏÒÔÁÎÃÅ ÔÏ ÔÈÅ #ÏÍÐÌÅØÉÔÙ !ÐÐÒÏÁÃÈ ×ÁÓ ÎÏÔÅÄ ÁÎÄ ÉÔ 
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also has an 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. Larsen-Freeman offers the analogy of a flock of birds which 

ÉÓ ȬÁ ÎÅ×ȟ ÈÉÇÈÅÒ ÏÒÄÅÒ ÐÁÔÔÅÒÎ ÃÒÅÁÔÅÄ ÆÒÏÍ ÔÈÅ ÉÎÔÅÒÁÃÔÉÏÎ ÏÆ ÉÎÄÉÖÉÄÕÁÌ ÂÉÒÄÓ ÉÎ ÉÎÔÅÒÁÃÔÉÏÎ 

×ÉÔÈ ÔÈÅÉÒ ÅÎÖÉÒÏÎÍÅÎÔȭ ÔÈÁÔ ÃÁÎÎÏÔ ÂÅ ÅØÐÌÁÉÎÅÄ ÉÎ ÔÅÒÍÓ ÏÆ ÓÐÅÃÉÆÉÃ ÁÎÄ ÄÉÓÃÒÅÔÅ ÅÌÅÍents 

(2017: 15). These ÐÁÔÔÅÒÎÓ ÁÎÄ ÓÈÁÐÅÓ ÏÆ ÌÁÎÇÕÁÇÅ ÅÍÅÒÇÅ Ȭ×ÉÔÈÏÕÔ ÄÉÒÅÃÔÉÏÎ ÆÒÏÍ ÅØÔÅÒÎÁÌ 

factors and without a plan of tÈÅ ÏÒÄÅÒ ÅÍÂÅÄÄÅÄ ÉÎ ÁÎÙ ÉÎÄÉÖÉÄÕÁÌ ÃÏÍÐÏÎÅÎÔȭ ɉ-ÉÔÃÈÅÌÌ 

qtd. in Larsen-Freeman 2017, 15). This, coincidentally , aligns with the closing scene from the 

performance, The Flocking Dance scene, which was developed from a theatre exercise. The 

exercise begins with each participant  creates a series of four or five gestures that which are 

ÌÉÎËÅÄ ÔÏÇÅÔÈÅÒ ÁÓ Á ȬÍÏÖÅÍÅÎÔȭȢ 4ÈÅÎ ÉÎ ÔÈÅ ÓÐÉÒÉÔ ÏÆ Á ÆÌÏÃË ÏÆ ÂÉÒÄÓ ÔÈÅ ÐÅÒÆÏÒÍÅÒÓ 

position themselves in a pyramid system with one person initially leading. Without having 

ÔÏ ÌÅÁÒÎ ÔÈÅ ȬÍÉÇÒÁÔÉÏÎ ÏÆ ÇÅÓÔÕÒÅȭ (Noland and Ness, 2008: x), those behind the leader 

follow the leader in recreating the series of gestures.3 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 

the ÌÅÁÄ ÂÙ ÍÏÖÉÎÇ ÆÏÒ×ÁÒÄ ÁÎÄ ȬÒÅÐÌÁÃÉÎÇȭ Ôhem at the front of the flock, which is repeated 

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 back of the 

group, then this person takes the lead. &ÒÏÍ ÁÎ ÉÍÐÒÏÖÉÓÁÔÉÏÎÁÌ ÅØÅÒÃÉÓÅȟ Á ÃÏÈÅÒÅÎÔ ȬÐÉÅÃÅȭ 

can be created in a brief amount of time. It need not be rehearsed and, anyway, can never 

truly be replicated in quite the same way. I now present a vignette of The Flocking Dance 

scene.  

 

                                                      
3 Here, Noland follows Adorno in that she interpret s gestures migrating  ÁÎÄ ÃÒÅÁÔÉÎÇȟ Ȭunexpected 
combinations, new valences, and alternative cuÌÔÕÒÁÌ ÍÅÁÎÉÎÇÓ ÁÎÄ ÅØÐÅÒÉÅÎÃÅÓȭ (2008: x). 
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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 to-ing and fro-ing 

(the group held lights which accentuated this) 

a sense of tenderness or cariño4 

as they fade away 

off stage 

lights 

I include this vignette as it represents an 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 

ÆÏÒÍ ÏÆ ȬÇÒÏÕÐÎÅÓÓȭȢ 7Å ÓÅÅ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ×ÏÒËÉÎÇ ×ÉÔÈÉÎ ÔÈÅ ÃÏÌÌÅÃÔÉÖÅȢ 7Å ÁÌÓÏ ÓÅÅ ÔÈÅ 

group responding and supporting the temporary lead ɀ in the exercise you have an idea of 

what the leader is doing but rather than copying exactly you give your approximation of it, 

ÅÃÈÏÉÎÇȟ ÉÍÉÔÁÔÉÎÇȟ ÂÕÔ ÁÌÓÏ ȬÏ×ÎÉÎÇȭ ÉÔȟ ÃÕÌÔÉÖÁÔÉÎÇ ÔÈÅ ÅÍÅÒÇÅÎÃÅ ÏÆ ÅØÐÒÅÓÓÉÏÎ ÁÎÄȟ ÂÙ 

extension, language.  

                                                      
4 Cariño is a Spanish word that is difficult to fully translate and is found somewhere between care, 
tenderness and caress; an endearment, fondness and kindliness. 
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The scene ÁÌÓÏ ÓÅÒÖÅÓ ÔÏ ÆÏÒÅÇÒÏÕÎÄ ÔÈÉÓ ÃÈÁÐÔÅÒȭÓ ÁÒÇÕÍÅÎÔ ÏÆ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÈÁÔ 

×ÈÁÔ ×ÁÓ ÈÁÐÐÅÎÉÎÇȟ ÆÏÌÌÏ×ÉÎÇ ,Á×ȭÓ ÔÅÒÍÓ ÁÂÏÖÅȟ ×ÁÓ ÉÎÄÅÆÉÎÉÔÅȟ ÈÁÄ ÍÕÌÔÉÐÌÅ ÆÏÒÍÓȟ ÁÎÄȟ 

×ÁÓ Á ȬÆÌÕÉÄ ÏÂÊÅÃÔȭȢ As flocking stands as a metaphor for complexity theory, it can also do 

the same for the potentialities of creativity, which Larsen-Freeman sees as a way to 

emancipate the language learner (2012b: 304). In The Flocking Dance scene, 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-ÃÏÎÆÏÒÍÉÔÙȟ ×ÈÅÒÅ ȬÔÈÅ ÁÃÔ ÏÆ 

ÐÌÁÙÉÎÇ ÔÈÅ ÇÁÍÅ ÈÁÓ Á ×ÁÙ ÏÆ ÃÈÁÎÇÉÎÇ ÔÈÅ ÒÕÌÅÓȭ (James Gleick qtd. in Larsen-Freeman, 

2012b: 304). These alterations are similar to the use of language in social interactions and 

exchanges where interlocutors ȬÒÅÁÌÉÇÎȭ ÔÈÅÍÓÅÌÖÅÓ ÒÅÐÅÁÔÅÄÌÙȢ 4ÈÅ ÉÎÔÅÒÁÃÔÉÏÎÓ ÃÁÎ ÂÅ ÃÌÅÁÒ 

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 Dance scene stands in counterpoint with the Un, deux, 

trois, Soleil! ÓÃÅÎÅ ÔÏ ÒÅÐÒÅÓÅÎÔ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȢ 4ÈÅ ÓÃÅÎÅÓ ÈÁÄ 

similarities in the sense of flocking in the closing scene and the students emerging from the 

audience in the lecture hall seats, both without, in Larsen-&ÒÅÅÍÁÎȭÓ ÔÅÒÍÓȟ ÁÎÙ ȬÐÌÁÎ ÏÆ 

ÏÒÄÅÒȭ ÎÏÒ ȬÄÉÒÅÃÔÉÏÎ ÆÒÏÍ ÅØÔÅÒÎÁÌ ÆÁÃÔÏÒÓȭ, yet, somehow working together as a collective. 

There is also a comparable element of overt physicality as language 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 

process and the difficulties that arise in designating moments to reflect this experience.5 

Returning to the first point, the individual working in the collective where the 

ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÇÅÓÔÕÒÅÓ ×ÅÒÅ ÓÏÍÅÔÉÍÅÓ ÏÎÌÙ ȬÁÐÐÒÏØÉÍÁÔÉÏÎÓȭ ÈÁÓ ÐÁÒÁÌÌÅÌÓ ×ÉÔÈ Á ÌÅÁÒÎÅÒ 

                                                      
5 2ÏÂÅÒÔ "ÕÒÎÓ ÒÅÆÅÒÓ ÔÏ ÃÁÐÔÕÒÉÎÇ ÍÏÍÅÎÔÓ ÁÓȟ Ȭ9ÏÕ ÓÅÉÚÅ ÔÈÅ ÆÌÏ×ÅÒȟ ÉÔÓ ÂÌÏÏÍ ÉÓ ÓÈÅÄȭ 
ɉ4ÁÍ /ȭ3ÈÁÎÔÅÒɊ. 
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formulating something in an additional l anguage. Building competence and stronger self-

efficacy can only come by developing resilience in uncertain circumstances. As self-efficacy 

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 ȬÆÁÉÌÕÒÅÓȭ, ÍÅÁÎÉÎÇ ȬÉÎÁÂÉÌÉÔÙ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇȭ, 

dissolves. Errors or missteps are recognised as such, yet, are also interpreted as forming the 

landscape of an unfamiliar linguistic atlas. I maintain that it is when you are relaxed in 

uncertainty that allows a developing speaker to be more assured and self-efficacious.  

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 Krashen, 1983). In fact, uncertainty and anxiety would be most 

ÐÅÏÐÌÅȭÓ ÅÍÏÔÉÏÎÁÌ ÓÔÁÔÅ ×ÈÅÎ ÁÃÑÕÉÒÉÎÇ Á ÎÅ× ÌÁÎÇÕÁÇÅȟ ÉÆȟ ÁÓ 6ÉÖÉÁÎ #ÏÏË ÓÕÇÇÅÓÔÓȟ 

ȬÌÅÁÒÎÉÎÇ ÁÎ ,ά ɏÓÅÃÏÎÄ ÌÁÎÇÕÁÇÅɐ ÉÓ ÎÏÔ ÊÕÓÔ ÔÈÅ ÁÄÄÉÎÇ ÏÆ ÒÏÏÍÓ ÔÏ ÙÏÕÒ ÈÏÕÓÅ ÂÙ ÂÕÉÌÄÉÎÇ 

an extension at the bacËȡ ÉÔ ÉÓ ÔÈÅ ÒÅÂÕÉÌÄÉÎÇ ÏÆ ÁÌÌ ÔÈÅ ÉÎÔÅÒÎÁÌ ×ÁÌÌÓȭ (2001: 408). Given this 

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 teaching (Larsen-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 

ȬÁ ÃÌÅÁÒ ÐÁÔÈ ÔÏ ÉÍÐÒÏÖÅ ÌÁÎÇÕÁÇÅ ÓËÉÌÌÓȭ (Cambridge Assessment website, n.d.) while 

professing their influence on educational policy (Cambridge Assessment brochure, 2017: 3).6  

These notions of mastery and control are also enshrined in perhaps the most 

ÉÎÆÌÕÅÎÔÉÁÌ ÄÏÃÕÍÅÎÔ ÉÎ ÔÈÅ ÆÉÅÌÄ ÏÆ ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÉÎÇ ÁÎÄ ÌÅÁÒÎÉÎÇ ÉÎ %ÕÒÏÐÅȟ Ȭ4ÈÅ 

                                                      
6 Ȭ#ambridge Assessment is the brand name of the University of Cambridge Local Examinations 
Syndicateȭ (Cambridge Assessment website, n.d.) 
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Common European Framework of Reference (CEFR) for Languages: Learning, teaching, 

ÁÓÓÅÓÓÍÅÎÔȭ (Council of Europe, 2011), which sets standards for European language 

programmes (Schmenk, 2004).7 To standardise language assessment these institutions 

ÒÅÑÕÉÒÅ ÍÅÁÓÕÒÁÂÌÅ ÕÎÉÔÓ ×ÈÉÃÈ ȬÓÅÅË ÔÏ ÏÆÆÅÒ ÃÒÉÔÅÒÉÁ ÔÈÁÔ ÄÏ ÎÏÔ ÃÌÁÓÈ ×ÉÔÈ ÓÕÂÊÅÃÔÉÖÅȟ 

political, cultural or ideological views of the various EU members (curriculum designers, 

ÌÁÎÇÕÁÇÅ ÔÅÁÃÈÅÒÓȟ ÔÅØÔÂÏÏË ÁÕÔÈÏÒÓȟ ÅÔÃȢɊȭ (Schmenk, 2004: 9). The measurable units allow 

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 their ability in an 

additional language in terms of the CEFR, or a similar framework. Indeed, I 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 concrete nature of 

ÏÆÆÉÃÉÁÌ ÁÐÐÒÏÖÁÌ ÁÎÄ ÔÈÅ ȬÃÁÎ ÄÏ ÐÒÏÊÅÃÔȭ (Council of Europe, 2011). The naming of the 

project in this way builds on one aspect of the CEFR ×ÈÉÃÈ ÉÓ ÔÈÅ ȬÃÁÎ-ÄÏ ÓÔÁÔÅÍÅÎÔÓȭȢ 5ÓÉÎÇ 

these statements as a gauge, learners can assess their level in the framework which ranges 

ÆÒÏÍ !Ϋ ÔÏ #άȢ !Î ÅØÁÍÐÌÅ ÏÆ ÏÎÅ ÏÆ ÔÈÅÓÅ ÓÔÁÔÅÍÅÎÔÓ ×ÏÕÌÄ ÂÅ ÁÔ !Ϋ ÌÅÖÅÌȡ Ȭ#ÁÎ ÐÒÏÄÕÃÅ 

simple mainly isolated phrases about ÐÅÏÐÌÅ ÁÎÄ ÐÌÁÃÅÓȭ (Council of Europe, 2011: 58). While 

the statements are only one aspect of the overall framework, their prominence has meant 

that they have come to represent the entire CEFR scheme (Heyworth, 2004). Yet, when 

                                                      
7 For assessments (and indictments of varying degree) of the implications of this framework see: 
Bausch, Karl-Richard; Christ, Herbert; Königs, Frank; Krumm, 2003; Schmenk, 2004; Huhta, 2012:3ɀ5. 
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ÒÅÁÃÈÉÎÇ ÔÈÅ ÍÏÒÅ ÐÒÏÆÉÃÉÅÎÔ ÌÅÖÅÌÓȟ ÔÈÅ ȬÃÁÎ-ÄÏ ÓÔÁÔÅÍÅÎÔÓȭ ÁÒÅ ÎÏÔ ÓÏ ÃÌÅÁÒ ÃÕÔȢ (ÅÒÅȟ ÔÈÅ 

detail that was so exact at the lower levels becomes less so and more blurry (Huhta, 2012).8  

This has a correlation with how  the participants of the project felt about their ability 

in English. Although already proficient and fluent, they still perceived themselves as 

ȬÌÁÃËÉÎÇȭ ÉÎ ÓÏÍÅ ×ÁÙ ÁÎÄȟ ÔÈÅÒÅÆÏÒÅȟ ÔÈÅ ÂÕÉÌÄÉÎÇ (and maintaining) of self-efficacy for 

advanced adult learners is just as important as for those beginning their additional language 

ÄÅÖÅÌÏÐÍÅÎÔȢ #ÏÍÐÌÅØÉÔÙ !ÐÐÒÏÁÃÈ ÁÄÖÏÃÁÔÅÓ ×ÏÕÌÄ ÁÌÓÏ ÄÉÓÐÕÔÅ ÁÎÙ ÃÌÁÉÍÓ ÔÈÁÔ ÔÈÅ ȬÃÁÎ 

ÄÏȭ ÓÔÁÔÅÍÅÎÔÓ ÁÒÅ ÁÂÌÅ ÔÏ ÐÒÏÖÉÄÅ Á clearly demarcated conceptualisation of language 

development. For example, Larsen-&ÒÅÅÍÁÎ ÖÉÅ×Ó ȬÌÁÎÇÕÁÇÅ ÁÓ Á ÃÏÍÐÌÅØ ÁÄÁÐÔÉÖÅ ÓÙÓÔÅÍȭ 

(2017: 18). Further to this, Kramsch also explains how Ȭ[l]anguage learning is neither 

cumulative nor additive: when you add one piece, the rest changes and the whole thing 

ÎÅÅÄÓ ÔÏ ÂÅ ÒÅÓÉÇÎÉÆÉÅÄ ÁÎÄ ÒÅÓÔÒÕÃÔÕÒÅÄȭ (2011: 12). This stresses the elusive nature of 

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 

ÔÈÁÎ ÉÎ ȬÍÅÁÓÕÒÁÂÌÅ ÕÎÉÔÓȭ ÆÒÏÍ ×ÈÉÃÈ standpoint ÌÅÁÒÎÅÒÓ ÁÒÅ ÒÅÇÁÒÄÅÄ ȬÁÓ ÍÏÖÉÎÇ ÌÉÎÅÁÒÌÙ 

between a state of non-knowledge to a state of knowledge slowly approximating the native 

ÓÐÅÁËÅÒȭ (Kramsch, 2011: 11). From this perspective, when we discuss language development, 

we must widen the scope of what that is, beyond components such as grammar and 

vocabulary, even beyond merely the perspective of individual differences in learners, which 

has already been the subject of much investigation (Robinson, 2002; Dörnyei and Skehan, 

2003; Ellis, 2004, 2008; Dörnyei, 2005, 2014)  

                                                      
8 J. Charles Alderson, citing DaviÄ ,ÉÔÔÌÅȭÓ ÁÎÁÌÙÓÉÓ (Little, 2007)ȟ ÁÌÓÏ ÔÅÌÌÓ ÕÓ ÔÈÁÔ ȬÔÈÅ ÍÅÔÈÏÄÏÌÏÇÉÅÓ 
being used are unclear or suÓÐÅÃÔȭ ÓÅÅÍÉÎÇ ÎÏÔ ÔÏ ÔÁËÅ ÉÎÔÏ ÁÃÃÏÕÎÔ 3,! ÒÅÓÅÁÒÃÈȟ ÁÎÄ ÃÌÁÉÍÓ ÔÈÁÔ ÔÈÅ 
ȬÐÒÏÊÅÃÔ ÉÓ ÆÌÁ×ÅÄ ÉÎ ÔÈÁÔ ÉÔ ÄÒÁ×Ó ÁÌÍÏÓÔ ÅÎÔÉÒÅÌÙ ÆÒÏÍ ÔÈÅ #ÁÍÂÒÉÄÇÅ ,ÅÁÒÎÅÒ #ÏÒÐÕÓȟ ×ÈÉÃÈ ÉÓ Á 
ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÐÅÒÆÏÒÍÁÎÃÅÓ ÏÎ #ÁÍÂÒÉÄÇÅ ÅØÁÍÉÎÁÔÉÏÎÓȭ (Alderson, 2007: 660).  
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As James Lantolf and Steven Thorne have identified, Sociocultural Theory maintains 

ÔÈÁÔ ȬÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÅÍÅÒÇÅÓ ÆÒÏÍ ÓÏÃÉÁÌ ÁÃÔÉÏÎ ÁÎÄ ÁÓ ÓÕÃÈ ÉÓ ÁÌ×ÁÙÓ ÆÕÎÄÁmentally a social 

ÂÅÉÎÇȭ (2007: 213)Ȣ 7ÈÉÌÅ ÌÅÁÒÎÅÒÓȭ ÍÏÔÉÖÁÔÉÏÎ ÁÎÄ ÉÎÖÅÓÔÍÅÎÔȟ ÁÌÏÎÇ ×ÉÔÈ ÔÈÅÉÒ ÃÏÇÎÉÔÉÖÅ 

and social identities, are important, these elÅÍÅÎÔÓ ÍÕÓÔ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ×ÉÔÈÉÎ ȬÔÈÅ ×ÈÏÌÅ 

ÅÃÏÌÏÇÙ ÏÆ ÌÅÁÒÎÉÎÇȭ (Kramsch, 2011: 12). Kramsch sees this ÁÓ ÉÎÃÏÒÐÏÒÁÔÉÎÇ ȬÔÈÅ ÌÅÁÒÎÅÒ ÉÎ 

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 worldviews ÔÈÅÙ ÖÅÈÉÃÕÌÁÔÅȭ (2011: 12ɀ13). 

+ÒÁÍÓÃÈ ÁÌÓÏ ÖÉÅ×Ó ÔÈÅ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÐÒÏÃÅÓÓ ÁÓ ÕÎÄÅÔÅÒÍÉÎÅÄ ÅØÐÌÁÉÎÉÎÇ ÔÈÁÔ ȬɏÁɐÎ 

ecological approach to language education does not seek dialectical unity, or bounded 

analyses of  discrete events, but on the contrary, open-endedness and unfinalizabilityȭ 

(2009b: 247 italics in original)Ȣ 4ÈÉÓ ȬÅÃÏÌÏÇÉÃÁÌ ÁÐÐÒÏÁÃÈȭ ÉÓ ÖÅÒÙ ÍÕÃÈ ÁËÉÎ ÔÏ ÔÈÁÔ ÏÆ 

Complexity Theory approach put forward by Larsen-Freeman, Kramsch herself, and others 

(Kramsch, 2009b).9 

)Æ ×Å ÁÒÅ ÔÏ ÖÉÅ× ÔÈÅ Ȭ×ÈÏÌÅ ÅÃÏÌÏÇÙȭ ÔÈÏÕÇÈ ×Å ×ÏÕÌÄ ÄÏ ×ÅÌÌ ÔÏ ÈÅÅÄ ,Á×ȭÓ 

assertion that, ȬɏÁɐÌÌ ÔÈÁÔ ÉÓ ÂÅÉÎÇ ÓÁÉÄ ÉÓ ÔÈÁÔ ÍÁÔÔÅÒÓ ÁÒÅ ÒÅÌÁÔÉÏÎÁÌȡ ×ÈÁÔ ÉÓ ÂÅÉÎÇ ÍÁÄÅ ÁÎÄ 

gathered is in a mediated relation with whatever is absent, manifesting a part while 

/ÔÈÅÒÉÎÇ ÍÏÓÔ ÏÆ ÉÔȭ (Law, 2004: 146). Therefore, it is important to include the commonly 

ÏÍÉÔÔÅÄ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÏÆ ÓÅÅÍÉÎÇ ÌÁÃË ÏÆ ÐÒÏÇÒÅÓÓ ÁÎÄȟ ÔÏ ÕÓÅ ,Á×ȭÓ ÐÈÒÁÓÅȟ Ȭ×ÈÁÔÅÖÅÒ ÉÓ 

ÁÂÓÅÎÔȭȢ 4ÈÉÓ ÈÅÌÐÓ ÔÏ ÆÏÒÍ Á ÍÏÒÅ ÒÅÐÒÅÓÅÎÔÁÔÉÖe picture of both the devising and language 

learning processes where, although, these processes are constantly dynamic, it is not always 

manifestly so. It also means that we must look at ȬÁÌÌ ÔÈÅ ÕÎÃÌÁÓÓÉÆÉÁÂÌÅ ÂÉÔÓ ÁÎÄ ÐÉÅÃÅÓ ÔÈÁÔ 

seem to take up so much ÔÉÍÅȭ (Law, 2004: 106). This interfaces with the concept of a 

                                                      
9 ȬComplexity Theory fosters an ecological perspective: Rather than seeking a dialectical unity, it 
recognizes an open-ÅÎÄÅÄÎÅÓÓ ÁÎÄ ÕÎÆÉÎÁÌÉÚÁÂÉÌÉÔÙȭ (paraphrasing Kramsch, 2009, 247 Larsen-
Freeman, 2017: 31). 
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ȬÐÒÁÃÔÉÓÅÄ ÍÅÔÈÏÄÏÌÏÇÙȭ ÐÒÏÐÏÓÅÄ ÂÙ McNamara, Kidd, and Hughes, which endeavours to 

ÆÉÎÄ ȬÕÓÅÆÕÌÎÅÓÓȭ ÉÎ ȬÔÈÅ ÎÅÇÁÔÉÖÅȟ ÃÏÎÆÏÕÎÄÉÎÇȟ ÄÉÓÃÁÒÄÅÄ ÏÒ ÉÇÎÏÒÅÄ ÍÏÍÅÎÔÓ ÏÆ ÐÒÁÃÔÉÃÅ 

ÔÈÁÔ ÄÏ ÎÏÔ ÒÅÁÄÉÌÙ ȬÆÉÔȭ ÉÎÔÏ Á ÐÒÅÃÏÎÃÅÉÖÅÄȟ ÉÎÔÅÎÔÉÏÎÁÌ ÓÃÈÅÍÁ ÏÆ ÒÅÓÅÁÒÃÈȭ (2011: 191). 

$ÅÓÃÒÉÐÔÉÏÎÓ ÏÆ ÓÕÃÈ ÍÏÍÅÎÔÓ ÉÎ ÔÈÅ ÄÅÖÉÓÉÎÇ ÐÒÏÃÅÓÓ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ 

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, but also those difficult moments when explicit learning was 

ȬÁÂÓÅÎÔȭ ÏÒ ÉÎÓÔÁÎÃÅÓ ×ÈÅÎ ȬÏÕÔÓÉÄÅȭ ÉÎÆÌÕÅÎÃÅÓ ÄÕÌÙ ÂÅÃÁÍÅ ÐÁÒÔ ÏÆ ÔÈÅ ×ÈÏÌÅ ÄÅÖÉÓÉÎÇ ÁÎÄ 

language learning process.  

These elements add difficult terrain and topology to the more straight-forward 

roads and lanes that were my initial research inquiry. This is ȬÔÈÅ ÐÒÉÎÃÉÐÌÅ ÏÆ 

ÄÅÃÏÍÐÏÓÉÔÉÏÎȭȟ using -Ã.ÁÍÁÒÁȟ +ÉÄÄȟ ÁÎÄ (ÕÇÈÅÓȭÓ ÔÅÒÍȟ ×ÈÉÃÈ ÄÅÓÃÒÉÂÅÓ ÍÏÍÅÎÔÓ ÉÎ 

ÐÒÁÃÔÉÃÅ ÁÎÄ ÒÅÓÅÁÒÃÈ Ȭ×ÈÅÎ ÅÎÃÏÕÎÔÅÒÓ ×ÉÔÈ ÔÈÅ ÓÉÌÅÎÃÅÓȟ ÄÉÓÒÕÐÔÉÏÎÓ ÏÒ ÃÏÎÔÒÁÄÉÃÔÉÏÎÓ ÉÎ 

experiences of participants confound, delay, surprise or obstruct the play of discursive 

ÐÒÏÃÅÓÓ ÁÎÄ ÃÒÅÁÔÉÖÅ ÁÃÔÉÖÉÔÙ ÏÆ ÒÅÓÅÁÒÃÈȭ (2011: 207). They see this, along with the principles 

ÏÆ ÁÒÔÉÓÔÒÙ ÁÎÄ ÉÍÐÒÏÖÉÓÁÔÉÏÎȟ ÁÓ ÆÏÒÍÉÎÇ Á Ȭpractised methodȭ (Hughes et al., 2011: 188 italics 

in original) . This encourages me to offer insights from difficult, slippery or absent parts of 

the project in this thesis that I mi ght have omitted to accompany and afford a deeper 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ȬÍÏÍÅÎÔÓ ÏÆ ÃÈÁÎÇÅȭ ÔÈÁÔ ÈÁÖÅ ÂÅÅÎ discussed in previous chapters 

ÁÎÄȟ ÉÎ ÔÈÉÓ ×ÁÙȟ ÓÅÅ Á ȬÍasteryȭ ÏÆ ÍÅÓÓȢ  

Doing the Thing YÏÕȭÒÅ Doing When YÏÕȭÒÅ Not Doing the Thing YÏÕȭÒÅ Doing  

This section is split between two subsections. The first one again looks at the 

ÍÏÍÅÎÔÓ ÆÒÏÍ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÔÈÁÔ ) ÁÎÁÌÙÓÅÄ ÁÎÄ ÄÉÓÃÕÓÓÅÄ ÉÎ ÔÈÅ 
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previous chapters, only this time I apply the notion of Ȭmessȭ, so a more complex conception 

and understanding can be realised. The second section takes, if not random (I specifically 

choose these instances) then notional, instances 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 voices and actions within 

ÁÐÐÌÉÅÄ ÔÈÅÁÔÒÅ ÐÒÁÃÔÉÃÅ ÔÈÒÏÕÇÈ ÔÈÅ ÍÅÔÁÐÈÏÒ ÏÆ ȬÐÏÌÙÐÈÏÎÉÃ ÃÏÎÖÅÒÓÁÔÉÏÎÓȭ (Mackey, 2016: 

487)ȟ ÅÍÂÒÁÃÉÎÇ ȬÁÎ ÅÃÕÍÅÎÉÃÁÌ ÐÌÕÒÁÌÉÓÍ ÏÆ ÐÅÏÐÌÅ ÁÎÄ ÃÏÎÃÅÐÔÓȭ (Mackey, 2016: 489). This 

ÅÎÄÅÁÖÏÕÒ ÅÍÁÎÁÔÅÓ ÆÒÏÍ (ÕÇÈÅÓȟ +ÉÄÄȟ ÁÎÄ -Ã.ÁÍÁÒÁȭÓ ÃÈÁÌÌÅÎÇÅ ÆÏÒ ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÔÏ 

ȬÉÍÐÌÅÍÅÎÔ ÒÅÆÌÅØÉÖÅ ÁÎÄ ÃÒÉÔÉÃÁÌ ÒÅÓÅÁÒÃÈ ÍÅÔÈÏÄÓȭ ÉÎ ÒÅÓÐÏÎÓÅ ÔÏ ȬÃÏÍÍÉÔÍÅÎÔÓ ÔÏ ɏȣɐ ÁÎ 

ÅÍÁÎÃÉÐÁÔÏÒÙ ÐÏÌÉÔÉÃÓ ÏÆ ÐÒÁÃÔÉÃÅȭ (2011: 186). Mackey suggests the concept of polyphonic 

ÃÏÎÖÅÒÓÁÔÉÏÎÓ ÓÅÒÖÅÓ ÔÏ ÃÏÎÆÌÁÔÅ ȬÁ ÃÏÎÓÔÁÎÔȟ ÏÎÇÏÉÎÇȟ ÆÌÕÉÄȟ ÍÏÂÉÌÅ ÃÏÎÖÅÒÓÁÔÉÏÎ ÁÍÏÎÇ 

practice, theory, reflection and actÉÏÎȭ (2016: 488)Ȣ &ÏÒ ÈÅÒȟ Ȭ4ÈÅ ÆÏÕÒ ÃÏÎÃÅÉÔÓ ÁÒÅ 

interdependent, often simultaneous and non-hierarchical. A polyphonous conversation 

implies overlapping and concurreÎÔ ÖÏÉÃÅÓȭ (Mackey, 2016: 488).  

Mackey further posits that this can mean one of the conceits takes priority or is 

ȬÈÅÁÒÄȭ ÍÏÒÅ ÁÔ ÄÉÆÆÅÒÅÎÔ ÐÏÉÎÔÓ ÁÎÄ ÔÈÁÔ ÔÈÅÓÅ ȬÖÁÒÉÅÄ ÃÏÎÊÕÎÃÔÉÏÎÓ ÁÒÅ ÅÎÔÉÒÅÌÙ ÁÐÐÒÏÐÒÉÁÔÅ 

ÉÎ Á ÐÒÏÃÅÓÓ ÏÆ ÐÏÌÙÐÈÏÎÉÃ ÃÏÎÖÅÒÓÁÔÉÏÎȭ (2016: 489). She also identifies three opportunities 

to add to the discussion on practical research (Mackey, 2016: 487), which situates the 

Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔ ÁÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÐÔ ÆÏÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ Á ÐÏÌÙÐÈÏÎÉÃ 

conversation. These aspects I have already addressed to some extent in the previous 

ÃÈÁÐÔÅÒÓȢ ! ȬÆÏÃÕÓ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈ ÅÎÑÕÉÒÙ ɏÏÎɐ ÏÔÈÅÒ ÐÅÏÐÌÅȟ ÅÎÇÁÇÅÄ ÉÎ ÁÒÔÓ ÐÒÁÃÔÉÃÅȭ 

(Mackey, 2016: 487) was seen in the participants of the Ensemble Firefly creating a 

ÐÅÒÆÏÒÍÁÎÃÅȢ 4ÈÅ ÅÎÓÅÍÂÌÅȭÓ ÃÏÌÌÅÃÔÉÖÅ ÃÒÅÁÔÉÖÅ ÐÒÁÃÔÉÃÅ ÓÏÍÅÔÉÍÅÓ ÓÔÅÍÍÉÎÇ ÆÒÏÍ Á ÐÉÅÃÅ 
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presented by an individual and developed as an ensemble or a more improvised creation 

cÏÒÒÅÌÁÔÅÓ ×ÉÔÈ ȬÒÅÓÅÁÒÃÈ ÐÒÏÃÅÓÓÅÓ ÁÒÅ ÓÈÁÒÅÄ ×ÉÔÈ ÍÁÎÙ ÖÏÉÃÅÓ ÃÏÎÔÒÉÂÕÔÉÎÇ ÉÎ ÃÏ-creation 

ÐÒÏÃÅÓÓÅÓ ×ÉÔÈ ÃÏÎÃÏÍÉÔÁÎÔ ÑÕÅÓÔÉÏÎÓ ÁÒÏÕÎÄ ȬÁÕÔÈÏÒÓÈÉÐȭȭ (Mackey, 2016: 487). Mackey 

also identifies that Ȭ×ÉÔÈ ÍÁÎÙ ÉÎÐÕÔÔÉÎÇ ÔÏ ÔÈÅ ÒÅÓÅÁÒÃÈ ÊÏÕÒÎÅÙÓȟ ÔÈÅÒÅ ÁÒÅ ÎÅÇÏÔÉÁÔÉÏÎÓ ÏÆ 

ÐÏ×ÅÒ ÁÎÄ ÈÉÅÒÁÒÃÈÉÅÓ ÏÆ ËÎÏ×ÌÅÄÇÅȭ (2016: 487). This was seen in the earlier discussions on 

the negotiation of leadership, with  the examination of the role of the Ȭignorant facilitatorȭ 

and the individual s (with multiple identities) in the collective.  

In the following sections, the concept of polyphonic conversations is helpful to 

ÕÎÄÅÒÓÔÁÎÄ ÍÙ ÐÒÁÃÔÉÃÅ ÉÎ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȟ ÂÕÔ ) ×ÏÕÌÄ ÁÌÓÏ ÌÉËÅ ÔÏ ÕÓÅ 

the notion to highlight the complexities that need to be recognised in additional language 

development, discussed in the previous section. What I aim to do next is to draw various 

ÐÅÒÓÐÅÃÔÉÖÅÓ ÉÎÔÏ Á ÐÏÌÙÐÈÏÎÉÃ ÃÏÎÖÅÒÓÁÔÉÏÎȡ ÔÈÅ ȬÍÏÍÅÎÔÓ ÏÆ ÃÈÁÎÇÅȭ ÏÒ ÁÐÐÁÒÅÎÔ 

ÅÐÉÐÈÁÎÉÅÓ ×ÉÔÈ ÔÈÏÓÅ ÏÆ ÄÉÓÏÒÉÅÎÔÁÔÉÏÎ ÏÒ ÉÎ 4ÈÏÍÐÓÏÎȭÓ ÔÅÒÍÉÎÏÌÏÇÙȟ ȬÂÅ×ÉÌÄÅÒÍÅÎÔȭȟ ÔÈÅ 

tangible with the ephemeral.  

Doing the Thing YoÕȭÒÅ Doing  

If we look at the moments that I draw on in the previous chapters, using the lens of 

mess, these instances take on a different hue. I have already identified certain findings that 

support several arguments that I make. This includes taking moments that I 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 each moment 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 

perspective ÏÆ ȬÍÅÓÓȭ, a fuller and more complex understanding can be made.  
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My first example was the post-performance workshops, where participants led 

activities we used in the devising process with the audience after the final performances. As 

I explained, I was unable to take part in or observe these workshops ɀ ) ×ÁÓ ȬÁÂÓÅÎÔȭ ÆÒÏÍ 

the practice ɀ and, therefore, I relied entirely on the responses of the participants and their 

ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÅÖÅÎÔÓȢ -ÁÃËÅÙȭÓ ÈÉÇÈÌÉÇÈÔÉÎÇ ÏÆ ÔÈÅ ÑÕÅÓÔÉÏÎ ÏÆ ȬÁÕÔÈÏÒÓÈÉÐȭ ÏÆ ÒÅÓÅÁÒÃÈ ÉÓ 

pertinent here. She ÐÏÉÎÔÓ ÏÕÔȟ Ȭ4ÈÅ ÒÅÓÅÁÒÃÈÅÒ ȬÁÕÔÈÏÒÓȭ ÔÈÅ ÒÅÓÅÁÒÃÈ ÉÄÅÁÓȠ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ 

might not be co-authors, perhaps, but certainly they comprehensively inhabit the research 

findings. Knowledge production is therefore shared ɀ ÁÎÄ ÃÏÍÐÌÅØȭ (Mackey, 2016: 486). In 

this instance, the ensemble members were the co-producers with the workshop participants 

ÏÆ ȬÓÈÁÒÅÄ ËÎÏ×ÌÅÄÇÅ ÐÒÏÄÕÃÔÉÏÎȭ ÉÎ ÔÈÅ ÕÓÅ ÏÆ ÁÐÐÌÉÅÄ ÔÈÅÁÔÒÅ ÐÒÁÃÔÉÃÅȢ As I was not 

explicitly part of the event, I 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 were unseen by 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 self-efficacy 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 extra-curricular project, or is 

watching films and reading, for example, in the target language, there will be substantial 

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 the learner tell 

when the learning experience overlaps?  
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Akin   ÔÏ ÔÈÉÓȟ ÉÓ ÔÈÅ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÇÒÏÕÐ ÄÅÖÉÓÅÄ ÔÈÅÁÔÒÅ ×ÈÅÒÅ ȬÅØÐÅÒÉÅÎÃÅÓ ÉÎ ÔÈÅ 

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 

ÐÒÁÃÔÉÃÅȭ (Parsons, 2010: 110). This can be seen in things intricately related to the process, yet 

happen outside the rehearsal room or in the even messier peripheries discussed in following 

ÓÅÃÔÉÏÎ ×ÈÅÒÅ ) ÁÔÔÅÍÐÔ ÔÏ ÕÓÅ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ÍÅÓÓ ÔÏ ÐÒÏÖÉÄÅ ÔÈÅ ȬÔÈÅÏÒÅÔÉÃÁÌ ÃÏÎÓÔÒÕÃÔÓ 

configured to aid critical analysis of this highly organic, often intellectually elusive, ÐÒÁÃÔÉÃÅȭ 

(Parsons, 2010: 110). In fact, Heddon and Milling suggest that the practice of devising is 

ȬÃÏÎÔÉÎÕÁÌÌÙ ÆÏÒÇÏÔÔÅÎȭ ×ÉÔÈ ÄÏÃÕÍÅÎÔÁÔÉÏÎ ÐÒÏÖÉÎÇ ÌÅÓÓ ÔÈÁÎ ÁÄÅÑÕÁÔÅ ÁÓ ȬÎÁÒrative does 

ÎÏÔ ÁÃÃÕÍÕÌÁÔÅ ÁÎ ÅØÐÌÁÎÁÔÉÏÎ ÏÆ ÈÏ× ×ÏÒË ×ÁÓ ÍÁÄÅȭ (2006: 23). This is further 

ÃÏÍÐÌÉÃÁÔÅÄ ÂÙ ÔÈÅ ȬÃÏÎÓÔÁÎÔ ÆÏÌÄÉÎÇ ÁÎÄ ÆÁÕÌÔÉÎÇ ÏÆ ÉÎÆÌÕÅÎÃÅ ÁÎÄ ÉÎÓÐÉÒÁÔÉÏÎ ÔÈÁÔ ÉÓ 

ÐÒÁÃÔÉÃÅ ÁÎÄ ÐÒÏÄÕÃÔÉÏÎ ÁÎÄ ÄÏÃÕÍÅÎÔÁÔÉÏÎȭ (Pearson qtd. in Heddon and Milling, 2006: 

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 I 

have demonstrated earlier, discrete insights and findings can be made while acknowledging 

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 cases of 

Julie, Federica and Aliya ÄÉÓÃÕÓÓÅÄ ÉÎ ÔÈÅ ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭ ÁÎÄ ÔÈÅ, 

sometimes, conflicting features of multilingualism and multi -identities highlighted by the 

process and performance of the three scenes of which they were the protagonists, Julieism, 

BASTA!!!, and The Shades of Language. The sometimes chaotic sensations mentioned in the 

ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ Ȭ6ÏÉÃÉÎÇ )ÄÅÎÔÉÔÙȭȟ ÍÁÙ ÄÅÎÏÔÅ ÔÈÅ ȬÓÉÔÅ ÏÆ ÓÔÒÕÇÇÌÅȭ (Norton and 

McKinney, 2011: 74) for those identities yet perhaps those struggles are part of the forming 

of a future self, conducted through dramatic performance. In these scenes, a personal and 

perhaps intra-ÐÅÒÓÏÎÁÌ ȬÃÏÎÖÅÒÓÁÔÉÏÎȭ can be seen akin to the effect of the environment in 
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+ÒÁÍÓÃÈȭÓ ȬÅØÐÅÃÔÁÔÉÏÎÓ ÏÆ ÆÕÔÕÒÅ ÏÎÅÓȟ ÉÍÁÇÉÎÅÄ ÅØÃÈÁÎÇÅÓ ÁÎÄ ÆÁÎÔÁÓÙ ×ÏÒÌÄÓȭȟ ÍÅÎÔÉÏÎÅÄ 

above. Thought 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 

ÅØÐÌÏÒÅ ÆÕÔÕÒÅ ÐÏÔÅÎÔÉÁÌÉÔÉÅÓȟ ÁÓ .ÏÒÔÏÎ ÁÎÄ 4ÏÏÈÅÙ ÅØÐÌÁÉÎȟ Ȭanticipating that they will 

acquire a wider range of symbolic and material resources, which will in turn enhance their 

ÃÏÎÃÅÐÔÉÏÎ ÏÆ ÔÈÅÍÓÅÌÖÅÓ ÁÎÄ ÔÈÅÉÒ ÄÅÓÉÒÅÓ ÆÏÒ ÔÈÅ ÆÕÔÕÒÅȭ (2003: 69). Capturing this 

fleetingness of identities in conversation, and, even, the imaginings of future selves in the 

performances, did show how the participants saw their identities working together, yet, I 

can only surmise that resilience and potential future self-efficacy was built through the 

creative process and then practised in everyday interactions and exchanges.  

ȣ When YÏÕȭÒÅ Not Doing the Thing YÏÕȭÒÅ Doing  

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 

ÏÆ ȬÃÌÁÓÓ ÔÉÍÅȭ ÁÓ ÍÕÃÈ ÌÁÎÇÕÁÇÅ ÄÅÖÅÌÏÐÍÅÎÔ ÁÃÔÕÁÌÌÙ ÔÁËÅÓ ÐÌÁÃÅ ÂÅÙÏÎÄ ÔÈÅ ÁÃÔÕÁÌ 

classroom (van Lier, 1988; Hellebrandt and van Lier, 1990; Lightbown and Spada, 2006; 

Ortega and Han, 2017). As Larsen-&ÒÅÅÍÁÎ ÉÄÅÎÔÉÆÉÅÓȡ Ȭ5ÎÌÉËÅ ÏÔÈÅÒ ÓÃÈÏÏÌ ÓÕÂÊÅÃÔÓȟ 

languages can be readily learned outside of classrooms, and furthermore, the proficiency 

that can come with learning a language in the world is often seen as the standard of mastery 

ÆÏÒ ÔÈÅ ÓÕÂÊÅÃÔ ÉÎ ÔÈÅ ÃÌÁÓÓÒÏÏÍȭ (2008: 163). This is demonstrable in that if a 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 mentioned 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 shop or meetings in the workplace.10 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 RancÉîÒÅ ÁÎÄ &ÒÅÉÒÅȭÓ ÁÒÇÕÍÅÎÔÓ ÁÂÏÕÔ Á ȬÍÁÓÔÅÒ ÅØÐÌÉÃÁÔÏÒȭ ÁÎÄ ÔÈÅ 

ȬÂÁÎËÉÎÇȭ ÎÏÔÉÏÎ ÏÆ ËÎÏ×ÌÅÄÇÅȟ ÔÈÅÎ ÔÈÅ ÔÅÁÃÈÅÒ-facilitator is positioned to interfere, to prod 

ÁÎÄ ÃÁÊÏÌÅȟ ÔÏ ÃÏÒÒÅÃÔ ÏÒ ÃÈÁÌÌÅÎÇÅ ÁÎÄ ÆÉÌÌ ÁÎ ȬÁÂÓÅÎÃÅȭ ÉÎ Á ÌÅÁÒÎÅÒȭÓ ËÎÏ×ÌÅÄÇÅȢ 9ÅÔȟ ÉÔ 

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 argues that 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 representations) then at the same time things are 

also being made absent. Necessarily. The two go together. It cannot be 

otherwise. Presence implies absence. (Law, 2007: 7) 

Christopher Bannerman poses many of the same problems and obstacles in reporting 

theatre and arts practice that Law finds in research (Bannerman et al., 2006; Bannerman 

and McLaughlin, 2009). TakÉÎÇ "ÁÎÎÅÒÍÁÎȭÓ ÌÅÁÄȟ ×Å ÍÉÇÈÔ ÁÓË ÈÏ× ÃÁÎ ×Å ÃÁÐÔÕÒÅ ÁÎÄ 

ÃÌÁÉÍ ÁÓ ÖÁÌÉÄ ȬÔÈÅ ÒÏÌÅ ÏÆ ÔÈÅ ÕÎÃÏÎÓÃÉÏÕÓȟ ÉÎÔÕÉÔÉÖÅ ÐÒÏÃÅÓÓÅÓ ÔÈÁÔ ÁÒÅ ËÅÙ ÆÅÁÔÕÒÅÓ ÏÆ 

ÃÒÅÁÔÉÖÅ ×ÏÒËȭȟ ÅÓÐÅÃÉÁÌÌÙ ×ÈÅÎ ÔÈÉÓ ÃÁÎ ÉÎÃÌÕÄÅ ȬÄÉÓÐÌÁÃÅÍÅÎÔ ÁÃÔÉÖÉÔÉÅÓ ÄÅÓÉÇÎÅÄ ÔÏ ÁÃÔÉÖÁÔÅ 

the unconscioÕÓȭ ÒÅÐÏÒÔÅÄ ÂÙ ÁÒÔÉÓÔÓ ÓÕÃÈ ÁÓ ÓÏÒÔÉÎÇ ÏÕÔ Á ÄÉÁÒÙ ÏÒ ÅÖÅÎ ȬÔÁËÉÎÇ Á ÎÁÐȭ (2009: 

68). The difficulty of capturing the importance of creativity, that was not made manifest, is 

an area I explore later in this section. First, ) ÃÏÎÓÉÄÅÒ ÔÈÅ ȬÁÂÓÅÎÃÅÓȭ ÏÃÃÕÒÒÉÎÇ ÉÎ ÔÈÅ 

                                                      
10 Of course, it can be possible to avoid such interactions, self-serve checkouts and home delivery 
being only a couple of instances of automated interaction that negates the need for inter-human 
communication.  This is another kind of absence. 
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×ÏÒËÓÈÏÐ ÓÅÓÓÉÏÎÓ ÏÆ ÔÈÅ Ȭ0ÅÒÆÏÒÍÉÎÇ ,ÁÎÇÕÁÇÅÓȭ ÐÒÏÊÅÃÔȟ ×ÈÅÒÅȟ ÁÓ Á ÐÒÁÃÔÉÔÉÏÎÅÒȟ ) ×ÁÓ ÎÏÔ 

present, along with ȬÔÈÅ negative, confounding, discarded or ignored momeÎÔÓ ÏÆ ÐÒÁÃÔÉÃÅȭ 

in the research, proposed by McNamara, Kidd, and Hughes above. 

I 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 I return to Law, discussing his concept of mess, 

which highlights the co-ÅØÉÓÔÉÎÇ ÁÓÐÅÃÔÓ ÏÆ ÒÅÓÅÁÒÃÈ ×ÈÅÒÅ ÓÏÍÅÔÈÉÎÇ ÌÉËÅ -ÁÃËÅÙȭÓ 

ȬÐÏÌÙÐÈÏÎÉÃ ÃÏÎÖÅÒÓÁÔÉÏÎÓȭ ÃÁÎ ÂÅ ÉÄÅÎÔÉÆÉÅÄ ÁÎÄ ÓÏÍÅÈÏ× ÆÏÒÍ ÔÈÅ ÍÏÒÅ ÃÏÍÐÌÅÔÅ ÐÉÃÔÕÒÅ 

in the seeming absence of any conversation at all. Law explains it as: 

ɏȣɐ Á ÐÁÒÔÉÃÕÌÁÒ ÁÎÄ ÖÅÒÙ ÍÁÔÔÅÒ-of-fact problem experienced by many natural 

and social scientists in 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, I suggest, a key to the character of the method. (2004: 104ɀ105) 

There were certainly instances during the project when it appeared that it had gone silent. 

4ÈÉÓ ÍÉÇÈÔ ÂÅ ÉÎ ÔÈÅ ÓÅÅÍÉÎÇ ÌÁÃË ÏÆ ȬÅÎÔÅÒÐÒÉÓÅȭ ÉÎ ÔÈÅ ÄÅÖÉÓÉÎÇ ÐÒÏÃÅÓÓ ÏÒ ÁÃÔÕÁÌ ÓÉÌÅÎÃÅ 

between participants when nobody was speaking or overtly communicating. I now look at 

moments, or, in a sense, where moments were non-ÄÅÓÃÒÉÐÔ ÏÒ ȬÁÂÓÅÎÔȭ ÆÒÏÍ ÔÈÅ ÐÒÏÊÅÃÔȢ 

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 

ÄÅÎÏÔÅÓ ÔÈÅ ÓÅÎÓÁÔÉÏÎÓ ÔÈÁÔ ÃÁÎ ÃÁÕÓÅ ÔÈÅ ȬÓÔÕÌÔÉÆÙÉÎÇ ÍÁÓÔÅÒȭ ÔÏ ÔÁËÅ ÔÈÅ ÁÓÃÅÎÄÁÎÃÙ ÔÏ ÇÁÉÎ 
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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. I present it here as 

ÉÔ ÒÅÐÒÅÓÅÎÔÓ ÔÈÅ ÌÅÓÓÅÒ ÄÉÓÃÕÓÓÅÄ ȬÄÏ×ÎÓÉÄÅÓȭ ÏÆ ÃÒÅÁÔÉÖÅ ÁÃÔÉÖÉÔÙ ×ÈÅÒÅ ÎÏthing seems to go 

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 event ɀ the assessing of a potential venue for the final 

performance ɀ to the devising or learning process per se yet at the same time integral to the 

ÍÁÉÎÔÅÎÁÎÃÅ ÏÆ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÍÏmentum.  

Monday, 16th session 

A bit listless this session. 

 Group members turn up at separate times so a bit disjointed. I 

ask Julie (she was first there) and then Chloe to do their pieces 

and both seem lethargic about it all. When Federica arrives I ask 

them to start to storyboard the Disco scene which works for Julie 

and Federica and Chloe suggests some music (John Butler Trio) 

and then Louis and Valérie arrive and they have some musical 

suggestions too (Circle songs by Bobby McFerrin ɀ could deffo 

work). 

Then we went up to see the potential venues. The group were 

excited about the possibilities too. 

4ÈÅ ÓÅÓÓÉÏÎ ÐÅÔÅÒÅÄ ÏÕÔ ÏÎÃÅ ×ÅȭÄ ÒÅÔÕÒÎÅÄȢ 

At first, I saw these field notes as an imperceptive piece of writing. I felt a pang of 

regret that I had been too ready to dismiss a workshop session rather than capture more of 

what was happening. Now, I 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 I felt remained 
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×ÉÔÈ ÍÅ ÁÎÄ ÔÈÁÔ ÔÈÅ ÌÁÃË ÏÆ ȬÐÒÏÇÒÅÓÓȭ ÏÒ ÔÈÅ ÌÕÌÌ ×ÁÓ ÄÕÅ ÔÏ Á ÌÁÃË ÏÆ ÓÔÉÍÕÌÁÔÉÏÎ Ôhat I 

should provide; I 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 I was capturing was the inadvisability or ineffectiveness of the devising process for 

language learning; I was capturing the messy sensation of doubt ɀ in my abilities and my 

professionality. It appeared I was incapable or unable to make sense of what was happening. 

However, I now think that something interest ing and important happened.  

What I realised was, that I was just letting the participants be. Letting them learn or 

develop the target language, allowing the creative process to take its course. I was actively 

ÂÅÉÎÇ ȬÓÉÌÅÎÔȭ ÉÎ ÔÈÉÓ ÃÏÎÖÅÒÓÁÔÉÏÎ ÉÎ ÔÈÅ ÓÅnse that I was not taking the lead or finding a way 

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 KramÓÃÈ ÐÏÉÎÔÓ ÏÕÔȡ Ȭ!Ó ÔÅÁÃÈÅÒÓ ÏÆ ÌÁÎÇÕÁÇÅ ×Å ÈÁÖÅ ÂÅÅÎ ÔÒÁÉÎÅÄ ÔÏ 

hate silence. We like lively classes, we want to see the students participate, speak up, take 

ÔÈÅ ÆÌÏÏÒȟ ÃÏÎÔÒÉÂÕÔÅ ÁÃÔÉÖÅÌÙ ÔÏ ÃÌÁÓÓ ÄÉÓÃÕÓÓÉÏÎȢȭ (2009a: 209). Piazzoli also refers to 

+ÒÁÍÓÃÈȭÓ ÐÏÉÎÔ ÁÎÄ ÄÉÒÅÃÔÓ ÕÓ ÔÏ 0ÅÔÅÒ ,ÕÔÚËÅÒ ×ÒÉÔÉÎÇ ÏÎ ÓÉÌÅÎÃÅ ÉÎ ÄÒÁÍÁ ÆÏÒ ÌÁÎÇÕÁÇÅ 

learning, which he calls attunement (2007). Attunement, according to Piazzoli,  is where 

ȬÔÈÅ ÒÏÌÅ ÏÆ ÓÉÌÅÎÃÅ ɏÉÓɐ ÎÏÔ ÓÅÅÎ ÁÓ Á ÄÅÆÉÃÉÔ ÂÕÔ ÁÓ Á ÒÉÃÈÎÅÓÓȭ (2018: 43). James Thompson 

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 

ÏÆ ÓÐÅÅÃÈ ÁÎÄ ÐÅÒÈÁÐÓ ÔÈÅ ÔÁÒÇÅÔ ÌÁÎÇÕÁÇÅ ÉÓ ÄÅÖÅÌÏÐÉÎÇ ÉÎ ÔÈÉÓ ȬÒÅ×ÁÒÄÉÎÇ ÐÌÁÃÅȭȢ "Ù ÎÏÔ 

ÒÅÓÏÒÔÉÎÇ ÔÏ ÔÒÙÉÎÇ ÔÏ ÆÉÌÌ ÁÎ ȬÁÂÓÅÎÃÅȭȟ ÔÈÅ ÅÎÓÅÍÂÌÅ ÍÅÍÂÅÒÓ ×ÅÒÅ ÇÉÖÅÎ ÔÉÍÅ ÁÎÄ ÓÐÁÃÅ ÔÏ 

make their own mistakes or, perhaps better said, their own discoveries. Regarding my 

position as teacher-facilitator, Schön 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 

ÍÏÖÉÎÇ ÔÏ ȬÒÅÓÏÌÖÅȭ ÍÁÔÔÅÒÓȢ )Î ÔÈÅÉÒ Ï×Î ×ÁÙȟ ÔÈÅ ÔÅÁÃÈÅÒ-practitioner should adapt to 

comfortably dwell in this uncertainty, as I have suggested the language learner to do, to 

ÁÌÌÏ× ÔÈÅ ÎÅÃÅÓÓÁÒÙ ÓÐÁÃÅ ÆÏÒ ÌÁÎÇÕÁÇÅ ÌÅÁÒÎÉÎÇ ÔÏ ÇÅÓÔÁÔÅ ÉÆ ×Å ÆÏÌÌÏ× 0ÉÁÚÚÏÌÉȭÓ ÍÅÔÁÐÈÏÒ 

ÔÈÁÔ ȬÔÈÅ ÓÉÌÅÎÔ ÐÈÁÓÅ ÔÈÁÔ ÐÒÅÃÅÄÅÓ ÓÐÅÅÃÈ ÉÓ ÐÒÅÇÎÁÎÔ ×ÉÔÈ ÅØÐÅÃÔÁÔÉÏÎȭ (2018: 21) even if 

there appears to be nothing happening.  

The same could be argued for creative acts. Yet, what if the creative act does not 

ÂÅÁÒ ÆÒÕÉÔȩ /Òȟ ÅØÔÅÎÄÉÎÇ 0ÉÁÚÚÏÌÉȭÓ ÍÅÔÁÐÈÏÒȟ ÉÓ Á ÐÈÁÎÔÏÍ ÐÒÅÇÎÁÎÃÙȩ )Î ÔÈÅ ÐÒÅÖÉÏÕÓ 

ÃÈÁÐÔÅÒȟ Ȭ4ÈÅ )ÎÄÉÖÉÄÕÁÌ ÉÎ ÔÈÅ #ÏÌÌÅÃÔÉÖÅȭȟ ) ÄÉÓÃussed the first creative burst that became 

the Puppets and Prometheus scene.11 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, I understand the moment of realisation of my Spanish progress, which I 

ÒÅÃÏÕÎÔÅÄ ÁÔ ÔÈÅ ÂÅÇÉÎÎÉÎÇ ÏÆ ÔÈÉÓ ÃÈÁÐÔÅÒȟ ÁÓ ÊÕÓÔ ÏÎÅ ÏÆ ÍÁÎÙ ȬÎÅÁÒÌÙ ÎÏÔÉÃÅÁÂÌÅȭ ÍÏÍÅÎÔÓ 

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 carefully constructed plans and rehearsal 

                                                      
11 The connection between creation and Prometheus here was entirely co-incidental yet has 
resonance as Prometheus is a figure who represents struggle and venture and risks overreaching with 
unforeseen outcomes, along with the etymological debate aroÕÎÄ ÈÉÓ ÎÁÍÅ ÉÎÃÌÕÄÉÎÇ ȬÆÏÒÅÔÈÏÕÇÈÔȭ 
ÁÎÄ ȬÔÈÉÅÆȭ ɀ perhaps subconsciously 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 part ially conveys the original, in large part as the 

edges of the creative process are blurred by the frequently significant contributions that 

ÁÒÉÓÅ ÁÔ ÔÉÍÅÓ ×ÈÅÎ ÔÈÅ ÁÒÔÉÓÔ ÉÓ ÎÏÔ ÏÓÔÅÎÓÉÂÌÙ Ȭ×ÏÒËÉÎÇȭȢ 4ÈÅÓÅ ÍÉÇÈÔ ÂÅ ÔÈÅ ÉÎÓÉÇÈÔÓȟ 

reflections and analyses that 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 chapteÒÓȟ ÔÏ Á ÃÅÒÔÁÉÎ ÅØÔÅÎÔȟ ) ÈÁÖÅ ÔÒÉÅÄ ÔÏ ÃÁÐÔÕÒÅ ȬÍÏÍÅÎÔÓ ÏÆ 

ÃÈÁÎÇÅȭ ÏÒ ÉÄÅÁÌ ÍÏÍÅÎÔÓ ÔÈÁÔ ÉÌÌÕÓÔÒÁÔÅ ×ÈÅÒÅȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÌÁÎÇÕÁÇÅ 

was seen. What needs to be considered, however, are the moments when a facilitator or 

researcher might assÕÍÅ ÔÈÅ ×ÏÒË ÉÓ ÎÏÔ ÈÁÐÐÅÎÉÎÇ ÁÎÄ ÂÅ Á×ÁÒÅ ÔÈÁÔ ÔÈÅÒÅȭÓ ÁÌ×ÁÙÓ 

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 establish (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 

ÁÎÅÃÄÏÔÁÌ ÅÖÉÄÅÎÃÅ ÔÏ ÄÒÁ× ÏÎȢ !Ó ,Á× ÄÅÓÃÒÉÂÅÓȟ Ȭ×Å ×ÅÒÅ ÔÒÙÉÎÇ ÔÏ ÓÔÕÄÙ ÓÏÍÅÔÈÉÎÇ ÔÈÁt 

was turning out to be a moving target. Actually a shape-ÓÈÉÆÔÉÎÇ ÔÁÒÇÅÔ ÔÏÏȭ (2007: 4). In fact, 

by trying to capture moments where I saw potential changes in confidence, even over a 

certain time period, upon reflection,  I was missing a wider picture or perhaps one that was 

akin to anamorphosis.12 

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, 

ÁÓ ÕÎÎÅÒÖÉÎÇ ÁÎÄ ÕÎÓÉÇÈÔÌÙ ÁÓ ÔÈÅÙ ÁÒÅȢ 4ÈÉÓ ÉÓ ÖÅÒÙ ÄÉÆÆÅÒÅÎÔ ÆÒÏÍ ȬÔÈÅ ÌÉÎÅÁÒ ÎÁÔÕÒÅ ÏÆ 

                                                      
12 A 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 be the skull in  the painting  The Ambassadors by Holbein. 




