Western University

Scholarship@Western

Western® Graduate& PostdoctoralStudies

Electronic Thesis and Dissertation Repository

7-19-2018 10:30 AM

Literacy and Identity Investment in Secondary Drama Courses:
Using narrative inquiry to investigate teacher perceptions of the
affordances of secondary Drama courses in Ontario

Megan Johnston, The University of Western Ontario

Supervisor: Zhang, Zheng, The University of Western Ontario

A thesis submitted in partial fulfillment of the requirements for the Master of Arts degree in
Education

© Megan Johnston 2018

Follow this and additional works at: https://ir.lib.uwo.ca/etd

0 Part of the Secondary Education Commons

Recommended Citation

Johnston, Megan, "Literacy and Identity Investment in Secondary Drama Courses: Using narrative inquiry
to investigate teacher perceptions of the affordances of secondary Drama courses in Ontario" (2018).
Electronic Thesis and Dissertation Repository. 5481.

https://ir.lib.uwo.ca/etd/5481

This Dissertation/Thesis is brought to you for free and open access by Scholarship@Western. It has been accepted
for inclusion in Electronic Thesis and Dissertation Repository by an authorized administrator of
Scholarship@Western. For more information, please contact wiswadmin@uwo.ca.


https://ir.lib.uwo.ca/
https://ir.lib.uwo.ca/etd
https://ir.lib.uwo.ca/etd?utm_source=ir.lib.uwo.ca%2Fetd%2F5481&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/1382?utm_source=ir.lib.uwo.ca%2Fetd%2F5481&utm_medium=PDF&utm_campaign=PDFCoverPages
https://ir.lib.uwo.ca/etd/5481?utm_source=ir.lib.uwo.ca%2Fetd%2F5481&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:wlswadmin@uwo.ca

Abstract

This study investigated the teacher perceptions in regard to the literacy learning and
identity investment opportunities within their own Drama classrooms in Ontario. This
study also addresses the challenges that were present within Drama classes when teachers

tried to celebrate and incorporate cultural, linguistic, and semiotic diversity.

The theoretical tools of the study include theories on multiliteracies and identity
investment. Data presented in this paper emerged from semi-structured interviews with

five teacher participants.

Findings of this study show that teachers perceived that their Drama classes offered a
variety of multimodal opportunities for literacy and identity investment. These
opportunities did not isolate literacy or identity opportunities; rather often a single
opportunity offered students a chance to engage in both literacy learning and identity
investment simultaneously. This study offers suggestions regarding teacher training and
on-going professional development for Drama teachers to further promote literacy and

identity opportunities within Ontario secondary Drama courses.
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Multiliteracies, Multimodality, Narrative Inquiry



Acknowledgments

First, to my thesis supervisor Dr. Zheng Zhang. Thank you for your guidance and
understanding throughout this entire process. Your willingness to work around my
increasingly hectic teaching schedule helped make this possible. I am also incredibly
grateful for the opportunities you have offered me to continue to grow as a researcher.

To Dr. Wendy Crocker who filled in for Dr. Zhang. Thank you for your insights,

particularly with narrative inquiry.

To Dr. Rachel Heydon who acted as my committee member, offering further insight and
ideas that helped make the scope of this thesis feasible with my work schedule.

To my family for their continued support throughout this process. To my Mom and Dad
for making sure | had the means and instilling the ambition to take on something like this,
as well as living close to the university so I had a free place to park. To Sarah, for
helpfully moving to a different time zone so when | had a late night panic, was still

awake when | called.

To my thesis mates Wanjing and Molly, for talking me through parts of the process since

you finished on time and had all the answers when | finally caught up.

To my friends, who have had to listen to me alternate between being super excited about
everything to do with completing my thesis to being beyond stressed out, and everything

in between — you knew before this that | talked a lot, so | am not sure what you expected.

To my participants, who shared their time and their stories with me so that | had the data

to complete this. Without you, this wouldn’t have been possible.

And finally to my students, sorry | did not mark your papers in a more timely fashion — |

was trying to finish this.



Table of Contents

AADSTIACT ...t I
ACKNOWIBAGMENTS. ... I
Table OF CONENES ......oviiiiiecc e i
LISE OF TADIES ... e VI
IS 0 AN o] o 1=] T Lot ST O PSS VIl
(01T o] (=] o TR PP P TP TRPRO 1
1 INErOUUCTION ...ttt 1
1.1 Drama versus Theatre in the Ontario Classroom...........ccccvvvvieieieneneni s 2
1.2 Coming to the QUESTION .......c.cceeiiicicieeee et 3
1.3 MOVING FOTWAIT ...ttt 5
1.4 Overview Of the StUY ........cov i e 6
CRAPLET 2.t bbbttt bbb 8
2 LITErature REVIEW ......c.oiuiiiieiieie sttt bbb 8
2.1 Defining Drama EdUCALION .......c.cciiiiiiiiiiieieee s 8
2.2 Theoretical Framework INtrodUCtioN ............ccoeieiiiniiiiicee e 20
2.2.1 Intended versus Implemented Curriculum............ccocooveiiiiiinenininenen 20

2.2.2 Literacy of MUIItITEracCies..........ccoveieeiueiiie et 23

2.2.3  1dentity INVESIMENT ......c.ooviiiiiieiieeee e 33

2.2.4  MUIRIMOGAIILY ....cvviiiiecic e 35

2.2.5 Bringing the ToolS TOGENer........cooiiiiiee e 37

2.3 Chapter SUMMAIY .....cccviiiie ittt e e e nnees 38

(O Fo 0] (=] G TSRS RPRPTPPRURRORN 39
3 MELNOUOIOQY ... e 39
3.1 NAITAtIVE INQUITY ...oviieiiiiiceeee ettt 39



3.2 Participant SEIECLION ........cccveiiiii e 41

3.3 Data COMECLION ..o 43
3.4 Data ANAIYSIS ....iviiiieeie ettt nraene e 44
3.5 Ethical ConsSIAerations ..........ccoieiiriiiiiinieieeie s 45
3.6 LIMITALIONS ...ttt 46
CRAPLET 4 ...ttt bbb 48
O T 1o [T OSSPSR 48
4.1 Summary of Participant INtEIVIEWS ...........coovriiiiiiiese s 48
4.1.1 Brianna’s INTEIVIEW ...ccivuieiiuueeiiiieesiieesieeesieesssieessseessssesssssesssssesssssessssnes 48

4.1.2 Fiona’s INTEIVIEW ....uvveiivireiiiiieciiee e ciee e cee s e et e e e e nnae e e s 53

4.1.3  LiSa’S INTEIVIEW .eveiviieiiiieiiiie it sies ettt nnne e 57

4.1.4 DiIane’s INTEIVIEW .....uveiiiieiiieeciie e siee et se e e e e sae e e e e e e e nneeeenneees 62

415 NICK’S INTETVIEW ..eiiiiii ittt ettt nne s 66

4.2 SUMIMATY ..ottt bbbttt b et e enne b 71

(O T o) TSSO R 72
5 DISCUSSIONS. ...ttt sttt ettt bbbttt bbbt bt e et et et e st st nbeene s 72
5.1 Teacher Perceptions of Literacy Within Their Classrooms............ccccccccevvevieenene. 73
5.2 Teacher Perceptions of Identity Investment Within Their Classrooms................ 80
5.3 Teacher Experiences Within Their Classro0m ..........ccccccevvveveiiieieene e 83
5.4 SUMIMAIY ..ttt bbb bbbt b e nb e e 87

(O 0T o (=T PSPPSR 88
B CONCIUSIONS ...ttt sb ettt ene s 88
6.1 Conclusions Of FINAINGS .....ccveiiiiiiiiie s 88
6.2 RECOMMENAALIONS.......iiiiiiieiieiieiesie ettt bbbttt bbb nre s 90
6.3 Significance 0f the STUAY ........cciviiiiiiie s 91



R BT EIENCES . ...t e ettt e e et e ettt e e e e e e e e ettt e e e e e e a e ereeeeeaaaan 93
AAPPENAICES. ..ttt bbbttt bbb bbbttt n bbb nreare s 100
CUITICUIUIM VT8 oottt e e et e e e e e e e et e e e e e e e e e e 107



List of Tables

Table 1: Teacher Participants' Profile...........ccccccovvveiienene.

Table 2: Deductive Themes and Sub-Themes from the Data

Table 3: Inductive Themes from the Data ........coovveveveeevenene...

VI



List of Appendices

Appendix A: Letter of Information to Teachers ..........cccccevevievieie i 100
Appendix B: Interview QuUestions for TEAChErS..........ccccvveieiiiereeie e 103
Appendix C: Email Script for RECIUIIMENT ...........cooiiiiiiiiieeeee s 104
Appendix D: EthiCS APProval.........cc.coiiiiiiiiiiiiieeeee e 105
Appendix E: Ethics Continuing APProval ..o 106

VIl



Chapter 1

1 Introduction

This study investigated the teacher perceptions in regards to thle literacy learning and
identity investment opportunities within their own drama classrooms. Existing research in
Drama education can be difficult to decipher given the range of terminology used in the
research to name Drama and the conflation between Drama and other subject areas
(Doyle, 1993). It is not uncommon to see research discussing teacher perceptions of the
application of Drama strategies in language arts classes, but there is a gap when it comes
to teacher perceptions within standalone Drama courses. Further, the existing research
surrounding identity and Drama does not use the terminology associated with identity
investment (Cummins 2000, 2001, 2009). Studies linking Drama with identity and self-
concept (Freeman, Sullivan & Fulton 2003, Roy & Ladwig 2015) often focus solely on
the self-reflection benefits but not the literacy benefits that investing in student identities

can create.

In my experience as a Drama teacher, | have witnessed how my students have brought in
their own “funds of knowledge” (Moll, Amanti, Neff & Gonzalez, 1992) and invested
their identities in Drama courses in ways that are rooted in their own cultural, linguistic,
and semiotic diversity. This led me to wanting to explore teacher perceptions of the
affordances of Drama courses with regard to enabling literacy learning and identity
investment. | also wanted to make sure to discuss the challenges that were present within
Drama classes when teachers try to celebrate and incorporate cultural, linguistic, and

semiotic diversity.

Bearing all this in mind, I wished to bring together and amplify teacher perceptions
regarding the opportunities in standalone Drama courses. | further wished to see if they
perceived those literacy and identity opportunities as being isolated from each other or if
at times those benefits overlapped and interacted with each other.



1.1 Drama versus Theatre in the Ontario Classroom

There is an important difference in the research and professional literatures between
Drama and Theatre, which has also been born out in my work as a Drama teacher. Drama
focuses on process, not finished products, and by nature allows for student exploration
that focuses on what is within, as opposed to students acquiring and assimilating what
they lack (Gallagher, 2016; O’Neill, 2014). This view is in line with the idea that there is
“an emphasis on process over product, an emphasis on originality viewed as novelty, and
the downplaying of skills of the discipline and knowledge of dramatic tradition, all in the
name of facilitating the emergence of the natural creativity within the individual” (Bailin,
2011, p. 209).

The traditional view of theatre is that “theatre is not questioned; instead, it appears as a
given, traditional technique, in the sense of the ancient Greek téchne, as a competence,
skill or craft” (Schonmann, 2011, p. 119). Perhaps most important in this definition is the
idea that theatre is not questioned and the focus is on students learning traditional
techniques. This definition implies that there is a right way and a wrong way, with the
teacher determining what is valued and important. Moving away from these traditional
views requires that educators engage “with cultural practices and images beyond the
theatre, and with the underlying power relations and societal conditions that produce
them. When this challenge meets with a progressive attitude, a broader concept of theatre
and political involvement can be combined” (p. 122). This has large implications for
teachers when they are working with marginalized groups, as “they move into a

relationship of reciprocal exchange ... They consider themselves as learners” (p. 122).

It should also be noted that the word Theatre is never used in the Ontario Drama
curriculum documents for Grades 9 and 10. The curriculum does note that “[t]hrough the
process of taking on roles, students develop and express empathy for people in a wide
range of situations” (Ontario Ministry of Education, 2010, p. 65). It is possible that this is
the only course at the secondary level that specifically mentions developing and
expressing empathy. The curriculum also repeatedly refers to students using the “creative
process” (p. 65), naming it one of the overall expectations of the Drama courses. In

delivering the Drama curriculum, I am also aware of its potential for helping students
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develop transferable skills such as collaboration, public speaking, and creative thinking
that students will be able to use in a variety of situations. Development of empathy
related to identity investment, as the emphasis is not just on students being able to
express themselves, but in learning to interact with others who are also taking advantage
of identity investment opportunities. This addresses the implicit power imbalances that
exist between teachers and students, by requiring that all involved be more aware of the
thoughts and feelings of those around them. It places further emphasis on the fact that
everyone has value and that their funds of knowledge also have value. Furthermore, a
number of literacy learning opportunities can arise and be further facilitated by students
among themselves as they interact and interpret assignments without a teacher hovering

over their work.

While it is important to discuss the opportunities, | would be remiss if | did not also delve
into the teachers’ perceptions regarding the challenges they faced in their classrooms. In
an ideal world, it is easy to meet the needs of every student every day, but the reality is
that there will be barriers to that. Some barriers can be addressed, such as providing
students with additional time or multiple modes to express their learning. However, some
will be more difficult to address. For instance, what happened when classroom dynamics
made it difficult for students to fully take advantage of the literacy and identity
investment opportunities? Further, how did teacher participants address these
inequalities? What caused these inequalities and was it something that was within the

teachers’ control?

1.2 Coming to the Question

| have a vested personal interest in my subject matter, both as a former student and now
as a secondary school teacher. I completed my Bachelor’s of Education in 2010 and hold
qualifications in Drama, English, History, English as a Second Language, Guidance and
Careers, and Special Education. Thus far the bulk of my teaching experience has been in
secondary school Drama, which has allowed me to witness the impacts this course can

have on students.



My elementary schooling offered little in the way of Drama, whether due to lack of
interest and experience on the part of the teachers, lack of resources or any number of
other reasons | do not know. However, upon reaching secondary school I finally
experienced Drama as taught by a qualified teacher. Not only that, this teacher had
professional Theatre experience. When | initially chose Drama as one of my grade 9
electives, | did so because students were, and still are, required to complete an Arts credit
to earn their Ontario Secondary School Diploma (Ontario Ministry of Education, 2015,
1999). I, like so many others, chose Drama because it seemed easier than taking
Instrumental Music or Visual Art. Yet, something instantly clicked upon entering that
Drama classroom way back in February 2002, culminating in me becoming a Drama

teacher.

Since 2002, I have witnessed how Dramatic Arts programs are shrinking, even with
continued student interest, due to timetabling and budget constraints. Perhaps | take it
personally, but it certainly feels as though there remains a hierarchy of subjects in
schools, with Drama being shunted to the basement — quite literally in some cases when it
comes to classroom assignments within the building. Twice I have arrived at my new
teaching assignment to learn my classroom is in the basement of the school. On another
occasion, | taught Drama at a small rural school, only for the school to eliminate Drama

from the timetable the following year, despite having students sign up.

With the elimination of Grade 13, Ontario secondary students have lost a year for self-
exploration in high school as they now have more required courses in a shorter amount of
time. This has led to increased student stress and anxiety, as well as a general
unpreparedness for post-secondary options (Tremblay, Garg, & Levin, 2007). | have seen
how course selection further influenced by guidance counsellors, who are often in a
position to influence student decisions regarding course selection. Furthermore, many
schools have part-time guidance counsellors who often also teach electives, therefore
meaning they have a vested interest in maintaining their own programs. When | was in
grade 11, my guidance counsellor’s bias showed in his surprise that a “smart student” like

me had not registered in more math and science courses, because “Drama and history



won’t get you a job.” In speaking with students since becoming a teacher, my guidance

counsellor is far from the only one to say such things.

Through my own experience as a Drama teacher, and in speaking with colleagues, it is
clear that Drama offers different experiences for students than mandatory courses, such
as English. While ultimately the student must show that they have achieved certain
curriculum expectations, there are many ways they can demonstrate their knowledge and
skills. This sort of curriculum re-defines what constitutes student success, as well as
focusing on educating the whole child, not just grades, and allows for individuals to forge
their own unique path instead of sticking to the prescribed map. The Ontario Arts
curriculum places particular emphasis on this aspect as it “involves students
intellectually, emotionally, socially, and physically. Learning through the arts therefore
fosters integration of students’ cognitive, emotional, sensory, and motor capacities, and
enables students with a wide variety of learning styles to increase their learning potential”
(Ontario Ministry of Education, 2010, p. 4). It seems that in writing the Arts curriculum,
the Ontario Ministry of Education recognized that “each child was to be a custom job”
(Eisner, 2002, p. 70) and furthermore “‘[w]hole here meant the child was to be seen as a
social and emotional creature, not only as an academic or intellectual one” (p. 71). When
Eisner’s assertions are seen beside the Arts curriculum, it seems logical to conclude that
the Ontario Drama curriculum allows for teachers to use their professional judgement as
to what will best support students. This opens the door to the possibility that there will be

differences between the intended and implemented curriculum.

Part of my desire to do more in depth research related to the affordances of Drama as a
standalone course was because | have had to defend its importance to parents, teachers in
other subject areas, and other school officials (such as administration, superintendents).
This is a topic | address daily in my professional practice, so it is a natural leap to

conducting formalized research.

1.3 Moving Forward

My professional experiences have taught me that Drama provides students with unique

learning experiences. This is an observation that is reflected in the literature; for example,



arts based teaching strategies, particularly those used in Drama, are often used as tools in
other subject areas (Albers & Harste, 2007), especially for elementary students (Lundy,
2002). Therefore, | wished to study Drama as a standalone subject at the secondary level,
particularly when taught by a qualified teacher, to discern its particular affordances.
Therefore, to what extent are learning opportunities provided in secondary school Drama
classes in literacy learning and identity investment? To further expand on this question, |

pose the following:

1. What are the affordances of Drama courses with regard to enabling

students’ literacy learning and identity investment?

2. What are the challenges in Drama courses with regard to enabling

students’ literacy learning and identity investment?

Given the scope of my thesis work, | have focused on the teacher perceptions regarding

the literacy and identity options provided by the Drama course.

1.4 Overview of the Study

In Chapter 2, | present the full context for my study. I do this by giving a look at the
literature exists regarding Drama Education and the gaps that currently exist. This context
chapter also discusses the theories appropriate for my study. I discuss the curriculum by
weaving it in with explanations of mulitliteracies, multimodality, asset-orientated

pedagogy, and identity investment theory.

In Chapter 3, I discuss my methodology and data collection methods, specifically the
interviews and the use of narrative inquiry therein. I also describe my data analysis
method and explain my data analysis procedures. | close this chapter by discussing the

ethical considerations surrounding my data collection.

Chapter 4 provides summaries with direct quotes for each of the five participants. | focus
on answering the two research questions, and offer some further insights in regards to

specific data analysis for individuals.



In Chapter 5, I discuss key findings pertaining to teacher perceptions of student literacy
learning and identity investment opportunities in secondary Drama courses. | also discuss

the challenges teachers face in delivering this opportunities to their students.

In Chapter 6, I discuss the conclusions of this study. This includes conclusions of the

study, recommendations, as well as the significance of this study.



Chapter 2

2 Literature Review

To underpin this study, the literature from the following areas was reviewed: Drama
education, multiliteracies, multimodality, intended and implemented curriculum, and

identity investment.

2.1 Defining Drama Education

There is a critical mass of research into Drama education, however, unearthing this
research can be tricky given the range of terminology used in the research to name Drama
and the conflation between Drama and other subject areas. Doyle (1993), for example
argued that

An overview of the educational literature brings forth several drama terms that
seem often to be used in interchangeable ways. These terms are: drama, theatre,
educational drama, educational theatre, theatre arts, dramatic arts, creative arts,
children’s theatre, child drama, and drama in education. The literature further
reveals that drama is found in a vast array of contrived arrangements with other
subjects. The following represent some of the more common juxtapositions: speech
and drama, speech and theatre, communications and drama, language arts and
drama, debate and drama, speech communication and drama, poetry and theatre.
This list, while not exhaustive, gives some sense of the ways drama is used in
education. (p. 44-45)

Doyle may have been writing in 1993, but those words still ring true. The overlap
between drama and other subject areas, such as language arts, is particularly notable. It is
not uncommon to find a wealth of information on applying drama strategies to other
subject areas (Rainer & Lewis, 2012), although it often focuses on the elementary school
level (Poston-Anderson, 2012; Swartz & Nyman, 2010) and the preschool level (Szecsi,
2008; Wee, 2009). Using Drama strategies in other classes can be classified as Dramatic
arts integration, where drama is linked with a content area for the purposes of reaching a
deeper level of engagement, learning, and reflection. Drama in education has been
recognized as a dynamic teaching methodology that allows students to reach academic,
social, and personal goals (Anderson, 2012; Lundy, 2002; Macro, 2015).



Foundational to the methodology of Drama education is Dorothy Heathcote. It would be
impossible to discuss Drama education without mentioning her as she is, arguably the
pioneer of the entire idea. She stated that:
Classroom drama uses the elements of the art of theatre .... The difference between
the theatre and the classroom is that in theatre everything is contrived so that the
audience gets the kicks. In the classroom the participants get the kicks, However,
the tools are the same: the elements of theatre craft (as cited in O’Neill, 2014, p.
40).
Heathcote laid out the various elements of Drama and also noted that the term drama
itself was a blanket term that was not useful to teachers. Instead, she sought to explain the
elements of drama that made it a learning tool. Drama demands cooperation, puts life
experience to use, incorporates fiction and fantasy while making people more aware of
reality, stresses an agreement among participants, makes people find precision in
communication, stresses the use of reflection, and allows people to test crises, attitudes,
and present capacities. She further discussed how learning through drama can be
approached a variety of ways, with each way making a different kind of learning happen.
Roles, mantle of the expert, analogy, text, dance forms, simulation, and games are all
different forms of Drama that can be used in education. In short, Drama teaches students

a number of transferable skills (e.g. cooperation and communication).

Mortimer (2000) wrote that the arts are a way of developing life skills and attitudes that
are transferable across the curriculum. He contended that it was a way of “contextualizing
other learning” (p. 3). The effects of the arts, such as Drama, were seen to be much
broader than curriculum aims. Of particular note,

“teachers referred to pupils' personal development and self-awareness especially
fostering self-esteem, self-confidence and developing the whole person .... This was
mentioned more often than all the direct art form knowledge and technical skills ...
put together. The second most frequently cited category was the perceived capacity
of the arts to improve performance on other areas of the curriculum through the
transfer of skills and knowledge acquired in the arts” (National Foundation for
Educational Research, as cited in Mortimer, p. 3).

Despite this study, it is difficult to find academic research that explicitly refers to the
transferable skills Drama as a standalone course teaches students. McLauchlan and

Winters (2014) did focus on standalone Drama courses, but did not use the term



transferable skills. Instead they stated that “drama class enhances student growth across
five broad learning categories” (p. 58), and proceed to list said areas. They noted that
student growth occurred in: skills and concepts of performance and production; empathy
and perspective taking; social and collaborative skills (with a note about leadership
skills); confidence, communication and creativity; and success in other courses and
interview preparation. | find it curious then that the term transferable skills is absent in

this discussion.

Returning to Heathcote, her work is imminently practical and is regularly applied when it
comes to first exposing students to Drama. When discussing how to introduce Drama to
students she emphasized the importance of ensuring that students are part of the entire
process. She wrote:

[F]irst, I want the children to recognize that | am putting the onus upon them to
have ideas. Second, | want them to realize that | am prepared to accept their ideas
and to use them and make them work. This decision-making, where children watch
their own choices worked out in action, seems to me to be one of the important
services which drama renders to education, where we are trying to encourage
children to think for themselves. Third, | want the children to work from the very
beginning within a true drama context, that is not a vitiated art form watered down
for them but the real thing with the real disciplines which drama requires. (as cited
in O’Neill, 2014, p. 48)
When prompted to consider what she wanted the dramatic input to do for the children, the
learning area, and herself, Heathcote stressed that it could not be a general answer. She
noted that it could usually be clearly named as a skill. Furthermore, she noted that she
needed to be aware of her own voice in teaching, as well as noting that she did not need
to know everything about the subject at hand before starting a lesson. Drama, therefore,
opens the door for the teacher to step back and the students to step forward and direct the
exploration within the classroom. As Heathcote noted, teachers can at times struggle with
this aspect, as they can find it uncomfortable for a student to ask a question they do not

know the answer to.

As previously mentioned, there exists research that explores why Drama strategies have
been used for elementary children, particularly in areas such as Language Arts and Social

Sciences (Lundy, 2002). There are also comprehensive guides for school improvement
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through drama (Dickinson & Neelands, 2006; Hendrix, Eick, & Shannon, 2012). Yet,
there appears to be a significant gap in the research relating to the affordances provided
by standalone Drama courses at the secondary level. There is some information regarding
literacy and Drama (Gallagher, 2013; McLauchlan, 2010), as well as a discussion of
identity in Drama (Gallagher, 2011). However, this existing research does not specifically
link the theory of identity investment and Drama. There is also little research regarding

the multimodal affordances in secondary Drama courses.

There is, however, some research regarding multimodal literacy which can be applied to
Drama, given Drama’s inherent multimodal nature (e,g., Albers & Harste, 2007;
Anderson, 2013; Berry & Cavallaro, 2014; Wohlwend, 2015). Multimodal perspectives
of literacy address the idea that “meanings are made (as well as distributed, interpreted,
and remade) through many representational and communicational resources, of which
language is but one” (Jewitt, 2008, p. 246). Taking this a step forward, multimodality
also incorporates “image, gesture, gaze, body posture, sound, writing, music, speech, and
so on” (p. 246). If each of these ideas are viewed as modes, one can see how these modes
are also inherently present in the Drama curriculum, which contains expectations such as,
“A3.2 use a variety of expressive voice and movement techniques to support the
depiction of character (e.g., use volume, tone, accent, pace, gesture, and facial expression
to reveal character and/or intention)” (Ontario Ministry of Education, 2010, p. 69).
Drama curriculum requires the use of multiple modes of literacy in order for students to

demonstrate their learning.

Wohlwend (2015) specifically discusses popular media, discussing the profound
influence it has on a child’s life. Based on observations of my own students, this is
particularly applicable in a Drama classroom, as popular media often influences how
students create characters. Wohlwend also addressed the notion of transmedia (Jenkins,
Purushotma, Clinton, Robinson, & Weigel, 2006; Herr-Stephenson, Alper, Reilly,
Jenkins, 2013). Transmedia is the use of storytelling that uses a single narrative or
experience across a variety of platforms and formats, remaking the meanings of objects,
and play as a way for children to participate within imagined communities (Wohlwend,

2015). These aspects of transmedia are also present in Drama classrooms, notably
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throughout the creative process, when students brainstorm, rehearse, refine, and perform
their ideas. In fact, the Ontario Drama curriculum uses similar terminology, “By
communicating in both their real and imagined worlds, students acquire proficiency in
listening, speaking, questioning, and problem solving” (Ontario Ministry of Education,

2010, p. 65). Student imagination, therefore, is important to student learning.

Three characteristics of play are discussed by Wohlwend (2015) when determining its
potential for creative cultural production: “[p]lay narratives are embodied ... Player roles
and actions are continually negotiated and improvised collaboratively ... [and] Contexts
—such as play scenarios — are relocated into an immediate space” (Wohlwend, p. 549).
Therefore | intended to investigate whether teachers perceived these characteristics to be
present within Drama classrooms. | was curious to know whether the teachers thought
that they provided opportunities for students to negotiate with each other throughout the
rehearsal process and even during final summative performances. This may be present in
discussion of their roles, as well as when it comes to determining the script and artistic

direction of each piece.

The creative process plays a large role in Drama courses and can manifest itself through
the use of process drama, which was largely developed from the work of Dorothy
Heathcote (O’Neill, 2014). Process drama is used to explore problems, situations, themes,
or a series of related ideas through unscripted Drama. Alida Anderson (2012) addressed
the influence of process drama on elementary students’ written language. Even more
interesting was that the study contributed to the development of a literacy approach for
students “with language-based learning disabilities (LD) and developmental disabilities
(DD), as well as those with literacy failure due to limited economic resources or
socioeconomic status (SES) and emotional-behavioral disabilities (EBD)” (p. 959).
Anderson elaborated that presently there is an emphasis on arts-based learning “as a way
to reach and teach all children, and drama-based interventions are being adopted by
education practitioners in an effort to improve students’ literacy outcomes” (p. 960). The
study was a response to the relationship between drama-based intervention and language-
learning outcomes being underspecified. Yet, this study did not look at a specific drama

course, but at applying drama strategies to a language arts course.
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Valuable as Dramatic arts integration is, it does not cover the affordances of Drama as a
standalone course at the secondary level. It is not uncommon for those researching Drama
in education at the secondary level to similarly take the drama strategies and then use
them in another course, such as Lewis and Rainer (2012), who offer examples of projects
for a variety of themes students may explore, such as displaced people. What this
research does offer though, is further assurances that Drama does indeed foster literacy.
Drama has already been shown to foster literacy because:

it allows students of any age to become part of the learning process. ...Ultimately,
the idea that drama is literacy is supported by the fact that it is: (1) a multimodal
and embodied learning experience, (2) helps to reveal textual understanding, and
(3) provides opportunities for deeper analysis and critical thinking about texts and
concepts. (Macro, 2015, p. 338)

McLauchlan (2010) was one of the few specifically looking at what secondary school
Drama courses are offering students. Her research directly relates to exploring the
benefits of Drama as a standalone course at the secondary level. Through questionnaires,
she uncovered student attitudes about school motivation, retention, and success. Her
findings indicated that students specifically enjoyed Drama because of physical mobility,
peer interaction, expression, and authentic, yet challenging and relevant learning tasks.
Drama, for these students was more than just subject content, as they valued it as a source
of personal and social growth. Her follow up work with Winters (2014) continued to
make use of questionnaires, but also incorporates interviews to create a fuller picture.
Importantly, her work also took place in Ontario classrooms, offering me a jumping off
point with my own research. However, these two studies take on more of a case study
approach compared with my approach of speaking with multiple teachers and asking

them to reflect on their careers as a whole.

It is possible that the positive findings that MacLauchlan and Winters (2014) uncovered
regarding school motivation, retention, success, and personal and social growth, are
indicative of literacy success in standalone Drama courses. Students are more likely to
learn if they are in a positive frame of mind, therefore, if Drama creates positive feelings
in students, they become open to more learning opportunities and eventually seek out
new opportunities for themselves. Their findings reported that Drama inherently

promotes literacy learning. The students themselves often become aware such as when a
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student is quoted as saying, “[Drama has] definitely shown me that I can write, I can read
a play, I can analyze a play, I can act, I can get up there and communicate” (McLauchlan,
2010, p. 149). This informs my use of multimodality and asset-oriented pedagogy as my
theories because even without explicitly using these terms, aspects of these theories
emerge within the existing literature. Therefore, in explicitly applying these theories to

research in Drama education, my research fills this gap.

The students’ choice of words regarding Drama class also stood out in the transcripts.
McLauchlan (2010) noted that the word “fun” is interspersed throughout her interview
transcripts, but the emotional engagement is paramount to the students. “[S]tudents found
the demands of drama class emotionally challenging, and many vivid memories involved
conquering various obstacles or fears. ... Emotional attachment to their work deepened as
students progressed throughout high school” (McLauchlan, p. 149). The role emotional
connection plays can be linked to the idea that students are more engaged when the work
is relevant. McLauchlan concluded that allowing secondary students the chance to play,
enhances personal growth through creative exploration. The students themselves also are
quick to explain that they enjoy Drama compared to other classes because of its
kinesthetic nature, often comparing “the physicality of drama with the more inactive
pupil role in other courses. ‘In other classes, you have to be quiet and just sit there and do
your work’” (McLauchlan & Winters, 2014, p. 56). This is addressing the emotional
connection students have with Drama class and how this leads to higher engagement,
which ultimately leads to students successfully obtaining credit in the course. In
addressing the emotional connection students have with Drama class, it is possible to see
students having higher levels of engagement with their studies. A higher level of
engagement ultimately leads to more successful students. In fact, “students attached the

highest value to drama’s capacity for enhancing personal growth” (p. 59).

Most relevant to my own research, the students interviewed in these previous studies
were able to articulate the impacts Drama had on their overall educational experience.
The aforementioned studies have shown the impacts Drama has on students in terms of
their personal growth, something education is continually preoccupied with. The students

saw the value in what they are learning and can apply it in a variety of other areas
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(McLauchlan & Winters, 2014). If the students themselves are able to make these
connections and express them, it speaks to the importance of Drama.. It is important to
amplify the voice of teachers to show yet another perspective when it comes to the
affordances of Drama courses.

There are studies in Drama Education that discuss identity, but do not specifically use the
term identity investment (the investment in the student’s own social identity). ldentity is
also more than what appears in the classroom, just as education in general extends
beyond the classroom. Drama is seen by the students as a class in which they are free to
express themselves. Drama is also an inherently collective endeavor that involves each
member of the class and it involves more than the present. Students are more than a
single moment, bringing all aspects of their lives in the classroom. The teacher, while
directly involved in portions of the creative process, is able to observe these creative
interactions. Kathleen Gallagher (2013) has touched on this, stating that,

The extraordinary thing about drama class is that life beyond the walls of the school
matters; it matters in a way that is unlike most other classrooms. It matters because
communication is at the heart of the collective creative process. And how we
communicate, how we speak and are heard, is in direct relationship to how we are
perceived in our communities. (p. 8)
Gallagher further discussed how Drama students never create in a vacuum. The broader
social and political context is inescapable. When important moments happen in a cultural
context, she asserted that they will make their way into a drama classroom, “especially
one headed by a teacher who believes in the significance of social identity to any learning
process” (p. 8). Her interviews have touched on how students chart out who they want to
be in the classroom and how they want to work with others. Gallagher also discussed the
“paradox of the danger and the importance of naming race and articulating discourses of
identity in the often-fraught contexts of urban classrooms” (p. 8). One teacher she
interviewed noted that,

“if we’re doing writing pieces, there’s students that are willing to explore their own
culture and questions about their own culture, but you’d never push them to do that,
because sometimes students just don’t want to do that. ... You can’t assume that
they’re in a place where they want to be doing that. If the students feel that they can
— that they’re safe enough to explore those issues — then that’s great, then you can
respect that. (p. 9)
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This links nicely with identity investment, even if it does not name it specifically. In a
sense, it dances around the idea, focusing on offering students the opportunity for self-
exploration with a teacher who recognizes the importance of social identity to the
learning process.

Gallagher (2015) provided some interesting insight into the place of Drama in the formal
curriculum in Ontario. She noted that it is:

de rigueur in education to demand that subjects like drama justify their contribution
to young people’s learning, and to reflect the values of the system of education of
which they are a part. The times are difficult for all subjects perceived to be outside
the mainstream, extraneous to the ‘basics’ of literacy and numeracy, or the zeitgeist
of the age of technology. (p. 20)

This is precisely the feeling I have, which has pushed me towards conducting formal
research into the benefits Drama has on student learning. Despite the existing literature,
there continues to be a gap when it comes to discussing the affordances of standalone,
secondary school Drama courses. Furthermore, teachers were not included in the
discussion to the extent that one might expect them to be. Teachers on the frontlines see
what is happening and as professionals offer valuable insight regarding Drama education.
Existent literature focuses on the students and their perceptions, therefore it is valuable to
talk to teachers themselves because their voices should be heard to inform the policies
and practice. This thesis seeks to build upon this previous research by focusing on the
teacher perceptions of the literacy learning and identity investment present in Drama

classrooms.

While some of the literature discusses accessing student funds of knowledge (the cultural
and concepts that students bring to literacy) (Cummins, 2000, 2001, 2009), more
interviews with teachers to ascertain their perceptions in regards to the identity
investment and its connections to literacy development are needed to fully realize the

benefits that standalone Drama courses have on student learning.

Existent literature on identity investment has primarily focused on English Language
Learners (Cummins, 2000, 2001, 2009). Identity investment discusses the amount of
power teachers have over students, focusing on the need for students to be able to express

themselves culturally and linguistically in the classroom. Teachers, therefore, need to be
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culturally aware in order to best support their students in the classroom. By encouraging
students of diverse backgrounds to develop the language and culture they bring with
them, teachers support students in building upon their prior experiences. Together,
teachers and students also “challenge the perception in the broader society that these
attributes are inferior or worthless” (Cummins, 2001, p.3). Teachers have choices in how
they negotiate identities with students, such as

in how they interact with students; in how they engage them cognitively; in how
they activate their prior knowledge; in how they use technology to amplify
imagination; in how they involve parents in their children’s education; and in
what they communicate to students regarding home language and culture
(Cummins, 2009 p. 262).

In articulating the choices, there is a re-examination of the assumptions within the
classroom that can constrict both identity options and academic engagement of culturally
diverse students. These ideas require that teachers be self-reflective, a good professional
practice for all teachers regardless of the demographics of the student population they

Serve.

In examining the existing literature regarding student identity and Drama, there are
several studies that discuss identity within Drama (Freeman, Sullivan & Fulton, 2003;
Hendrix & Shannon 2012; O’Neill, 2014; Rodericks, 2015), but none that specifically use
the term identity investment. In some, such as Freeman, et al. used the term self-concept
instead. “Identity and self-concept are often interchangeable terms in education” (Roy &
Ladwig, 2015, p. 910). These studies often also focus more on Dramatic Arts integration,
as opposed to a standalone secondary Drama course. Others (Gallagher, 2011,
McLauchlan, 2010; McLauchlan & Winters, 2014), discuss identity, but are primarily
focused on the literacy opportunities of Drama courses at the secondary level. They
alluded to identity when they discussed aspects of student engagement, but again, do not

use the term identity investment.

Drama activities are a combination of internal reflection and external representation,
making them inclusive of “the cognitive, affective, aesthetic, and moral domains”
(Freeman, 2003, p. 131). Drama ultimately contributes to “an improved self-concept by
providing opportunities to gain personal confidence by working in an uncritical
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atmosphere” (p. 132). Through overcoming self-consciousness, students gain more self-
acceptance, as well as more personal awareness. Rodericks (2015) discussed the impact
Drama Education can have on students in an increasingly connected and globalized
world. He viewed Drama Education as a restorative, as “the drama space affords
opportunities for participants to negotiate concepts of self, other, and the world both in
and out of role” (p. 341). He noted that this negotiation provides a chance for minority
students to find relief, as “taking on a role allows them to embrace their vulnerability,
perform their experiences, and subvert a majoritarian narrative without fear of reprisal”
(p. 341). It should be noted, that this idea of identity does appear centered on cultural and
linguistic differences, but this emphasis on student identity and finding relief through
embracing their vulnerability while taking on a role can also be applied to homogeneous
student populations. Students may share similar socio-economic demographics, but they

still have individual experiences that inform their identities.

When it comes to examples from standalone secondary Drama courses, students often
begin their work from personal places (Gallagher, 2011, p. 325). There is a connection to
be made between “validating students’ prior knowledge, their culture, community,
language, and identity for literacy learning and deep understanding” (p. 326). The
research suggests that when teaching practices activate the prior knowledge of students,
building upon their personal and cultural narratives, students find classroom literacy
practices more purposeful (Gallagher, 2011). David Booth (1998) made it clear that
Drama makes it possible to hear students differently, both through the doing and through

the reflection process.

An intriguing notion is the idea that identities “are in flux in drama” (Gallagher, 2011, p.
327). This is because the process surrounding a collective performance provides students
with creative and critical opportunities to enter each other’s worlds. In sharing their ideas,
students listen to each other, try different roles and identities, created new ones in
response, and expressed those roles. They also “juxtaposed different ideas, worldviews,
languages, and discourses in the context of an emerging piece of fiction in their creation”
(p. 327). Taking this a step further, this process does not fix identities in place, but opens

up further dialogues.
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Roy and Ladwig (2015) examined the specific example of mask as a technique that
furthers student identity. Masks allow for “identity exploration, self-awareness in
developing good mental health, and in conjunction with academic achievement, self-
confidence and societal responsibility” (p. 912). Mask can be freeing for students, as their
body becomes separated from “the visual identifier of their face” (p. 908). Masks have
played a variety of roles in society throughout history, including community ritual,
performance, and aesthetics. Mask itself is “a representation of identity and exploration is
still a fluid one” (p. 909). Adolescent identity is impacted by “what the individual does
rather than what is done to the individual” (p. 910). This is particularly important in

Drama because of the collective nature of the creative process.

Within Drama education, identity is understood “as a process of socially and
collaboratively negotiated creation in the form of role making and role taking” (Walker,
Martin & Gibson, 2015, p. 4). Reflection is usually undertaken individually, allowing for
students to examine the implications of the identities they have formed. Student can also
discuss how these identities interact with the identities of others. Students are given a
chance to play with identity in “a relatively ‘penalty free zone’ to experiment with and
manipulate different kinds of identities to understand the implications of the choices they
make” (p. 4). The creativity within arts education can be seen as fundamental to identity
formation. Consider the collaborative nature of the Drama classroom as discussed earlier,
this lines up nicely with sociocultural approaches to identity formation, which “take the
view that identity is a social construction which is shaped and formed through
sociocultural, historical and institutional processes” (p. 5-6). In this regard, examining
identity in Drama classes focuses on allowing students to play with new ideas. For my
study, I was curious what the teacher perceptions were regarding their students

experimentation with identity.

As noted previously, other studies discuss aspects of identity, but do not use the term of
identity investment. It is also worth noting that in some instances, such as Walker, et al.
(2015), discussion of identity is linked to transferable skills, such as collaboration.
However, when students are given time to reflect, it is done individually. During

interviews with my participants | began to by asking: would it perhaps be valuable to
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have the reflection piece also done collaboratively at times? In addition, in focusing on
creating, developing, or exploring new identities, does that detract from further
exploration of oneself and run the risk of ignoring students’ prior knowledge? In
exploring these new identities, what is the role of the teacher and how do they perceive
these explorations in identity? This is particularly important when remembering that
students are still required to complete assessments and evaluations throughout the course
and arrive at a final mark for each student. Where Walker, et al. seem to focus on new
identities, some of the teachers I spoke with seemed more keen on facilitating students’
exploration of their current identities. Some of the identity investment pieces seemed to
focus on changing students by showing them new things, while the teachers I spoke to
seem more interested in seeing what the students themselves already are and giving them
the freedom to express that.

2.2 Theoretical Framework Introduction

In this section, | present the theoretical framework that guided this study. | have chosen
to use multiple theoretical tools for this study. | started with the differences between the
intended and implemented curriculum (Eisner, 2002; Kriedal, 2010; Schwab, 1973), as
my study specifically related to the Ontario Curriculum for ADA1O and ADA20 (Grade
9 and 10 Drama) and teachers’ implementation of the curriculum. Building upon the
ideas in intended and implemented curriculum, | chose to use multiliteracies (New
London Group, 1996) and identity investment (Cummins 2000, 2009) to make sense of
the data. Multiliteracies is an apt fit for discussing the literacy benefits of Drama, notably
the multimodal aspects (Jewitt, 2008; Kress, 2003). | am also incorporating asset-
orientated multiliteracies pedagogy (Heydon & Bainbridge, 2015), which focuses on
valuing what students have to offer. This links back to the identity investment piece,
which focuses on providing students with opportunities for collaborative learning that

embraces the cultural and linguistic capital of students.

2.2.1 Intended versus Implemented Curriculum

Before launching into further discussion regarding multiliteracies, some attention must be

given to the curriculum. Curriculum development is at best contentious and at worst a
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battleground. “Who influences curriculum decision making?”” J. Arch Phillips Jr. and
Richard Hawthorne (1978) asked, “Nearly any organization, at any level, that has a
concern. Who controls curriculum decision making? No one” (p. 365). Even when a final
decision is reached regarding the intended curriculum, the implemented curriculum may
vary based on the school board, the individual school, the individual class, and any other
number of variables. The intended curriculum is the set of objectives laid out in the
formal curriculum plan, with established goals, specific purposes, and objectives to be
accomplished (Kridel, 2010). According to Kridel, the implemented curriculum is “the
unintended consequences of the curricular process employed, and development of plans
to revise the intended curriculum to more fully meet needs and interests of learners” (p.
489).

Ben Levin (2008) wrote “Every education policy decision can be seen as being, in some
sense, a political decision” (p. 8). He further asserted, “Policies govern just about every
aspect of education — what schooling is provided, how, to whom, in what form, by whom,
with what resources, and so on” (p. 8). Perhaps more importantly though, “Governments
do attempt to shape as well as respond to public opinion” (p. 9). Further to that, a lot of
what the government does is shaped by the individuals who hold particular positions.
Politicians care more about what people believe to be true, than what is actually true.
According to Levin, beliefs, not facts, are what often drive political action and voting
intention. Before beginning my research, | was curious if Drama teachers have felt the
weight of public opinion in their classrooms when it comes to selecting materials. Have
they encountered resistance with particular plays that may be considered controversial?
For those teachers that have been teaching longer, have they seen significant changes
with each newly revised curriculum document and what impact this has had on existing

lessons?

I disagree, however, with Levin’s (2008) conclusion regarding curriculum decisions, that
is, “These dynamics tend to be poorly understood by most educators, who tend to believe
that education policy choices can and should be made on the basis of educational
expertise” (p. 22). My view is no doubt heavily influenced by my own role as a teacher,

as [ would argue that “Part of understanding curriculum change is therefore to understand
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what problems there are to solve” (Calgren, as cited in Westbury, 2008, p. 51).
Educational policy made without the benefit of educational expertise from teachers on the
frontlines would be incomplete. The problems with curriculum that necessitate change
often only become evident after the curriculum is implemented (Donaldson, 2014;
Mutch, 2012). There are also often issues with efficiency being prioritized over ethics
(Heydon & Wang, 2006). It stands to reason then that teachers on the frontlines will be
the one to spot these difficulties. As a teacher, | often feel as though curriculum decisions
are handed down without a true understanding of the practical realities of the classroom,
particularly when it comes to available resources and technology. Therefore, | am keen to
examine how other teachers feel supported (or unsupported) when it comes to
implementing the curriculum. In understanding teacher perspectives, it is important to
understand the curriculum that they use within their classrooms. It is also important to
understand how the teachers’ interpretations of that curriculum has a profound influence

on what occurs within their classroom.

Joseph Schwab (1973) noted that there needs to be a curriculum specialist who must
work to help balance the four commonplaces of learners, teachers, subject matters, and
milieus. “None of these can be omitted without omitting a vital factor in education
thought and practice” (p. 509). When these discussions become dominated by a single
commonplace at the expense of the others, it leads to “bandwagon” curriculum based on
a singular theory, such as child development. Notably, Schwab wrote that, “The
curriculum is not to conform to the material; the material is to be used in the service of
the student” (p. 515).

Eisner’s (2002) approach to curriculum resonates with my research given that:

“...a school district or even a state might provide a framework for curriculum
development, the primary responsibility for designing educational programs, often
on the wing, resided with the teacher ... It is precisely the kind of intelligent
pedagogical adaptability, this shifting of aims, that Dewey regarded as
exemplifying what he called ‘flexible purposing’” (p. 71)

Eisner therefore repositions the teacher as a powerful decision maker in education.
Adaptability is a key skill for all teachers, not only for days when things do not go as
planned, but also for those instances when teachable moments arise. Eisner (2002) is
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particularly relevant when it comes to Drama Curriculum given that he writes, “The
development of intelligence — what Dewey called growth — does not emerge from biology
or genetics alone, it requires the resources of culture” (p. 68). The Drama curriculum
thrives on culture, “Since artistic activities involve intense engagement, students
experience a sense of wonder and joy when learning through the arts, which can motivate
them to participate more fully in cultural life and other educational opportunities”
(Ontario Ministry of Education, 2010, p. 3). In this vein, it is essential to explore whether

Drama teachers are agentive in incorporating culture into their implemented curriculum.

Curriculum is ever changing at both the intended and implemented levels, and there
should be continual feedback between teachers on the front lines and those making
curriculum decisions at varying levels of respective educational authorities. Schwab and
Eisner’s works show the need for curriculum to be responsive to student needs and that
the importance of teachers’ exercising of their professional judgement of how best to

actualize the intended curriculum within their individual classrooms.

2.2.2  Literacy or Mulitliteracies

Multiliteracies is an apt frame for this study on drama as it seeks to broaden the
understanding of literacy teaching and learning. Two key aspects that the multiliteracies
framework highlights are: cultural and linguistic diversity and multimodal forms of
expression and representation. The former is because of culturally and linguistically
diverse societies that have emerged in a globalized world, while the latter is a direct
response to the explosion of information and multimedia technologies with plethora of
additional applications. The New London Group’s (1996) objective was to create “the
learning conditions for full social participation” (p. 61) and as such “the issue of
differences becomes critically important. How do we ensure that differences of culture,
language, and gender are not barriers to success? And what are the implications of these
differences for literacy pedagogy?” (p. 61). The terminology used in explaining
multiliteracies is similar to the terminology used when discussing identity investment,
which invites teachers to participate in a reciprocal exchange of ideas with their students
(Cummins, 2001). The focus of the terminology is on diversity and accepting the need to

be culturally aware within globalized classrooms.
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Research in New Literacy Studies (NLS) finds it problematic to simply use the term
“literacy” as their object of study, as it comes with many ideological assumptions (as
cited in Street, 2006). This makes it difficult to do ethnographic studies regarding the

variety of literacies in various contexts.

The traditional view of literacy held that it was a set of skills or a “technology of the
mind” (Good, 1968, 1977, as cited in Street, 2006, p.1). However, the new approach
views literacy as a social practice that relies on context. Brian Street (2006) makes two
important distinctions: autonomous versus ideological models of literacy; and literacy
events versus literacy practices. The autonomous model focused on literacy as a skKill,
where the ideological model focuses on literacy as a social practice. Street argues against
the autonomous model by saying that it:

overstates the significance that can be attributed to literacy in itself; understands
the qualities of oral communication; sets up unhelpful and untestable polarities...’
lends authority to a language for describing literacy practices that often
contradicts [its] own stated disclaimers ...; polarizes the difference between oral
and literate modes of communication (2006, p. 3).

Moving to literacy practices, the focus is on the everyday uses and meanings of literacy.
The concept of literacy practices “attempts to handle the events and the patterns of
activity around literacy events but to link them to something broader of a cultural and
social kind” (Street, 2006, p. 5). Literacy practices can refer to “the broader cultural
conception regarding particular ways of thinking about and doing reading and writing in

cultural contexts” (Street, 2006, p. 5).

A literacy event is an occasion during which a person “attempts to comprehend graphic
signs” (Anderson, as cited in Street, 20006, p. 4). Shirley Brice Heath (1982) characterized
literacy events as “any occasion in which a piece of writing is integral to the nature of the
participants’ interactions and their interpretative processes” (as cited in Street, 2006, p.
5). Street’s version of literacy practices focuses on “social practices and conceptions of
reading and writing...later elaborated the term to take account both of ‘events’ in Heath’s
sense and of the social models of literacy that participants bring to bear upon those events
and that give meaning to them” (2006, p. 5). This has resulted in the distinction between

literacy events and literacy practices. Defining literacy events and literacy practices
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explains the relationships between literacy and communities of practice. Human social
interaction may appear to be based on spoken language, but most of our interactions
double as literacy events, as these interactions revolve around written texts.

Much spoken language is in the presence of texts and a large amount of spoken
language makes reference to texts. The existence of these mediating texts changes
what is said and how it is said. Ordinary everyday spoken interaction which is
usually referred to as face-to-face and somehow viewed as ‘natural’ and
unmediated is in fact highly mediated, most often by texts but also by other
artefacts, and there is no real distinction between face-to-face and mediated
(Barton & Hamilton, 2005, p. 3).

Street suggested that his working distinction between literacy events and literacy
practices is “helpful for both research and in teaching situations” (2006, p. 4). He
preferred to champion the ideological model, which suggests that literacy varies from one
context to another. This means that the effects of different literacies in different
conditions also vary. This model offers a more culturally sensitive view of literacy
practices and proposes that literacy at its core is a social practice, not simply a technical
and neutral skill. Literacy is intrinsically embedded in socially constructed principles and
practices, much like that is created within a Drama classroom. Students are expected to
work together to create something new, often bringing in their own understanding and
experiences. Drama is inherently collaborative, making it a social practice, and allowing
students the chance to experiment with a variety of principles and practices without

having to worry about real world consequences.

Literacy goes beyond the standard reading and writing and incorporating cultural
contexts is a key component of that. Drama, given it provides the social practice aspect of
literacy, provides a number of different contexts for students to interact in. Literacy
learning is also active, just as Drama is active; the student is not a passive observer, but

something they participate in.

Drama classes allow for a great deal of exploration by the students, but in my experience,
many of their ideas are based on pre-existing ideas. However, does Drama offer the
chance for students to manipulate these texts in their own ways, as well as modify their
own literacy practices? If this does happen, how does it happen? What units offer

students these literacy opportunities? Are the students aware of where their inspiration
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comes from and do they view it as relating to literacy? These questions became part of

the conversations | had with the Drama teachers | interviewed.

In examining literacy events and practices, it is important to note that “specific events are
made up of more general practices, that there are distinct, coherent configurations of practices
which can be identified and named. These are often associated with specific areas of life”
(Barton & Hamilton, 2005, p. 4). However, “[i]n real life, such practices are hybrid and
overlapping, with blurred edges, and people apply practices learned in one situation in
new situations. This means that boundaries themselves are significant, generative spaces
where resources may be combined in new ways or for new purposes” (p. 4). Furthermore,
literacy practices are dynamic requiring that people be active participants as they have a
point and a purpose. “It is immediately apparent that literacy simultaneously serves both
individual and social purposes and, in fact, there can be multiple and conflicting purposes
involved” (p. 6). Literacy practices also remain continually fluid and change is important

to their evolution so that they remain relevant to our daily lives.

In examining the foundations of multiliteracies and relating it to Drama education, it is
important to note that “a literacy practice, like any social practice, exists not in isolation
but rather is intimately connected to a field” (Bloom & Green, 2015, p. 20). Bloom and
Green noted that if one insists on teaching literacy by using the autonomous model as
opposed to the ideological model, they run the risk of isolating literacy from its context.
The autonomous model does not create the learning conditions necessary to facilitate the
full social participation of students. Literacy relies on context, meaning:

[]iteracy practices, therefore, are realized in literacy events, as the actual
embodiment, engagement, and interaction among people in real time as they make
their everyday lives within institutional, social, cultural, and economic contexts.
Within a literacy event, a literacy practice is adapted to the in situ circumstances in
which people find themselves. (pp. 20-21)

Drama courses may have the potential to display a wide variety of literacy practices and
events that are embedded in the circumstances of the given situation. This means that
teacher perceptions of the affordances within Drama courses for meaning making may
vary widely and be germane. Hence, why it is important to speak with those involved

directly. The curriculum notes that students will “identify ways in which dramatic
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exploration contributes to their understanding of diverse cultures and traditions” (Ontario
Ministry of Education, 2010, p. 78). Therefore, my study addressed how teachers

addressed this curriculum expectation in the classroom?

Literacy is all encompassing, going well beyond the idea of “schooled” literacy, wherein
literacy is taught only as a skill. In fact the learning of literacy can be better characterized
as “the teaching and learning of a set of literacy practices and the cultural ideologies and
fields that a particular set of literacy practices index” (Bloom & Green, 2015, p. 21).
Literacy teaching of the past was a tool in which to impose particular literacy practices,
and by default social practices. In acknowledging the cultural bias that is inherent in
traditional teaching methods, teachers become more aware that teaching and learning that
crosses cultural boundaries may involve “the attempted imposition of a set of literacy
practices by one group upon another” (p. 21). Based on my interpretation of the Ontario
Drama curriculum documents, we have moved beyond the old ways of teaching literacy.
Instead of imposing our own set of literacy practices, the idea is to have students explore
a number of literacy practices and develop their own. For example:

Al.3 use role play to explore, develop, and represent themes, ideas, characters,
feelings, and beliefs in producing drama works (e.g., use improvisation exercises to
explore how they might think, feel, and act in specific real-life situations; write in
role as a character who is reflecting on the people, events, and relationships
affected by a personal, social, or environmental issue) (Ontario Ministry of
Education, 2010, p. 68).

However, | am curious if other teachers feel the same way. Have we truly moved
forward, or do we continue to use literacy to impose particular literacy practices upon
students?

Expanding further, it is important to also look at the influence space has on literacy
learning. Spatial approaches to literacy are able to address:

equity and the distribution of literacy practices, and spatial patterns of
marginalisation and domination in relation to literacy practices and societal
structures. For example, some social spaces, such as schools, libraries, and
workplaces, provide homogenising contexts from certain literacy practices,
permitting some practices and excluding others. (Mills & Comber, 2015, p. 92)

The politics of space and power relations (economic, political, social, cultural, and
gendered), influence the social stratification of space in society. In acknowledging the
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need for multiliteracies, it becomes easier to address these disparities. Compulsory
schooling can be seen as “a form of moral and political discipline” (Mills & Comber,
2015, p. 92). When viewed this way it is easy to see how schooling and literacy training
were used as ways to impose one cultural view upon another. This reinforcement of
behaviour is seen in the curriculum expectations with reference to audience etiquette in
particular. C3.3 demonstrate an understanding of theatre and audience etiquette, in both
classroom and formal performance contexts (e.g., listen attentively during school
performances and assemblies) (Ontario Ministry of Education, 2010, p. 73).

The influence of the politics of space and power relations continually plays out within
Drama classrooms, both for students in and out of role. While teachers aim to eliminate
disparities (e.g., socioeconomic status and academic achievement) between students,
when it comes to some areas there will continue to be imbalances. This becomes
glaringly obvious in open level courses, such as Drama, where it is possible to have
students who consistently achieve high marks in academic courses alongside students
who struggle to complete work in essentials level courses. There could also be significant
language barriers between English language learners (ELL) who are in sheltered content
courses for their language learning, but mainstreamed for some electives. There may also
be students from Developmental Education programs, who are not working towards
achieving a OSSD, but are at times integrated into mainstream classrooms where
possible. These imbalances may be mitigated, but students will continue to explore such

imbalances while in role as they negotiate their characters with each other.

Beyond monitoring and reinforcing appropriate student behaviour, what is the role of the
teacher in the Drama classroom? Julie Dunn (2011) notes that one approach involves
introducing children to aesthetically charged materials. The next step is that the teacher
must support what is happening by creating “a shared understanding of the roles,
situations, tasks and materials relevant to the materials presented or experiences offered.
This shared understanding is needed so that players are able to collaborate in the
construction of shared dramatic worlds” (Dunn, 2011, p. 31). Teachers must model
various drama strategies, but ultimately it is up to the students to “use the creative process

and a variety of sources and forms, both individually and collaboratively, to design and
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develop drama works” (Ontario Ministry of Education, 2010, p.75). This once again
plays into the ideas of multiliteracies, which place a great deal of emphasis on versatile

literacy learning can be, particularly when students are given a more active role.

Multiliteracies, specifically multimodality, is inherently present in the Dramatic Arts
curriculum from the Ontario Ministry of Education. Whether intentional or not,
multiliteracies theory pervades the curriculum document,

By communicating in both their real and imagined worlds, students acquire
proficiency in listening, speaking, questioning, and problem solving. Through the
process of taking on roles, students develop and express empathy for people in a
wide range of situations. They develop the ability to interpret and comment on a

range of drama works and activities and evaluate their own and others’ creative
work (Ontario Ministry of Education, 2010, p. 65).

This further showcases both the applicability of the theory to professional practice and
the ability of the Dramatic Arts to foster literacy learning. However, Drama, unlike
English, has always been the type of subject to embrace different modes and learning

styles based on my teaching experience.

Wohlwend’s chapter in The Routledge Handbook of Literacy Studies, “Making,
remaking, and reimagining the everyday: play, creativity, and popular media” (2015, p.
548), is particularly applicable when examining the benefits of Drama in regards to
student literacy. Making meaning from the everyday is a cornerstone of the Drama
curriculum, as seen in curriculum expectations like “B3.2 identify skills they have
developed through drama activities and explain how they can be useful in work and other
social contexts” (Ontario Ministry of Education, 2010, p. 78). Wohlwend’s chapter
challenges “commonplace conceptions of children’s play as innocent amusement,
creativity as talent, and popular media as harmful and inappropriate for children” (2015,
p. 548). Play and creativity are redefined through the application of multimodality and
the New Literacy Studies with play seen as a “literacy of possibilities” (2015, p. 548)
thereby changing the meanings of everyday items and reimagining social participation.
Creativity moves away from being defined as talent, into “collective social imagination
that enables new possibilities” (p. 548), as children are able to challenge, alter, reimagine,

recreate, and change what they encounter. This aligns with the creative process seen in
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Drama courses. The creative process within Drama allows students to revisit ideas
throughout the classroom activities or through the rehearsal process for larger, summative

assignments.

Multiliteracies informs my research into Drama as it allows for students to redefine their
own learning. In moving away from the traditional view of literacy, teachers are able to
better facilitate student learning in ways that allow them to shine. Drama courses embody
the fact that literacy is more than reading and writing, as it can be seen in gestures and
body language. Students are free to explore a variety of different literacy practices within

the Drama classroom.

Asset-orientated multiliteracies pedagogy and identity investment are closely related, and
are often applied to English Language Learners (ELLS). The central goals of asset-
orientated multiliteracies pedagogyare to foster communication options and opportunities
that will develop positive identities among students. Learners are seen as bringing their
own funds of knowledge to the classroom (Heydon & Bainbridge, 2015). Identity
investment is focused on how ensuring that students are listened to, valued, and respected
based on who they are will lead to more student engagement, which will ultimately lead

to higher student achievement (Cummins 2001).

While diversity in the classroom is often praised:

some forms of human diversity have been mistakenly pathologized. The process
of pathologizing in education happens when learners belonging to one group (.e.g.
ELLs) are seen by another, more powerful group (e.g. the school) as deviating
from a supposed norm (e.g. the English speakers) and therefore in need of
“fixing” to bring them (closer) to the norm (e.g., replace their first language with
English). (Heydon & Bainbridge, 2015, p. 335)
Cases in which this pathologizing occurs demonstrate how learners’ “funds of
knowledge” (i.e., linguistic, epistemic, and cultural resources, and the like as per Moll, et
al., 1992), behaviours, families, or homes are perceived as deficient by school
curriculums and policies. Subsequent programming then focuses on these supposed
deficiencies” (Heydon & Bainbridge, 2015, p. 336). In not achieving the standard
established by the school, the deficiencies are seen as being an aspect of the child’s lived

experience, not in the education system. How then does this feeling impact a child’s self-
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worth? If they are not valued in the class, how could they be expected to participate in
identity investment activities? What other impacts might this have on student learning?
These are the types of questions that my teacher participants posed when they discussed
the importance of building self confidence in their students.

Previous studies (Cummins, 2001; Heydon & Bainbridge, 2015) have applied asset-
orientated multiliteracies pedagogy and identity investment to ELLS, however, viewing a
student as having deficiencies is not unique to ELL students and this is where my
research can fill the gap. These theories can, and should be applied not only to ELL
students, but to all students. It is important to focus on asset-oriented multiliteracies
pedagogies, as it challenges the notions of at-risk and typical students. This places the
onus on the education system to be responsive to learners, instead of it being the
responsibility of the learners “to live up to a fabricated norm. Educators can orient
themselves to learners’ assets by recognizing their funds of knowledge and identifying
and reflecting critically on their own biases and preconceptions about learners and what
constitutes literacy” (Heydon & Bainbridge, 2015, p. 336). Drama class is unique in that
it involves delving into our own experience and emotions, meaning every student can
contribute by sharing their own experiences. Teachers have a unique view as they watch
their students grow, therefore their perceptions of observing a number of students over
the course of their career is invaluable when it comes to explaining the importance of
this.

It is important to consider how we work to engage students who are on the margins and
Sean Turner (2014) examines just that. His research looked at teachers working at a
secure detention center who “decided to take on a challenge and explore ways in which a
new pedagogy for student identity and learning could be implemented within the
classroom” (p. 169). They also wanted to examine ways that “the arts and technology
could change the landscape that situated most of their students as antisocial, illiterate, or
unmotivated” (p. 169). Their initial project using Shakespeare’s Hamlet and Suzan Lori
Park’s Top Dog Underdog ultimately led to a comprehensive performing and visual arts
program. The program’s structure allowed the students to “share their insight and

perspectives about the struggles of urban youth by writing original plays about their own
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struggles and then producing and performing those plays within a multimodal theatrical

production entitled Through Our Eyes” (p. 169).

In order for the process to work, Turner said that the teachers subscribed to four critical
principles. First, teachers and students were expected to work collectively, with the
hierarchy between teacher and student blurred so that everyone in the room was viewed
equally. Second, a safe space to create was developed so that everyone could be viewed
as a creator. Third, students would need to design a framework that would allow for
insights into their battles. Fourth, students would take ownership over production and
needed to be given multimodal tools necessary to accomplish their creative vision
(Turner, p. 170). Ultimately, Turner’s discussion moves away from the question of
whether marginalized students are willing to participate, as the experiences he articulated
show that students are motivated to participate in activities that are meaningful and
purposeful to their lives. Instead, the question becomes whether educational stakeholders
are willing to support these types of learning and think openly about their students’
multiliteracies. The focus is on teachers being flexible and open to student ideas, as well

as repackaging and recontextualizing texts.

The teacher in Ontario is expected to provide students with a “variety of sources and
forms” so that they incorporate a “variety of perspectives” (Ontario Ministry of
Education, 2010, p. 75). While some classrooms will see the majority, or even all, of
these sources selected by the teachers, the emphasis on variety should ensure that
teachers are in tune with student needs and desires. The curriculum expectations further
note that students shall “identify ways in which dramatic exploration contributes to their
understanding of diverse cultures and traditions” (p. 78). My interpretation of this section
of the curriculum is that if a teacher is teaching these ideas of cultural diversity, then they
themselves should be culturally aware. This idea is also present when discussing identity
investment, because of the need for teachers to have a good understanding of what their

students are bringing to the classroom.

Other subject areas often rely directly on new textbooks and technology, leaving them

vulnerable to the fact that:
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Schools and teachers cannot update their teaching faster than once every ten or so
years, and the cycle for change, including new political decisions on a one-size-
fits-all curriculum makes the process even slower. The failure to take account of
students’ own individual and group interests, to leverage the effectiveness of
cross-age teaching and learning, and above all to situate learning in the context of
meaningful activity beyond the school, makes this old and tire model of education
unusable for the human future. (Lemke & van Helden, 2015, p. 325)

| have been unable to find scholarly research where Drama teachers have been
interviewed about whether they focus on asset-oriented pedagogy and tailor individual
courses based upon the students who have signed up. This is why my study is needed. In
connecting these theories, | am examining the perspectives of Drama teachers through a
new viewpoint that combines multiliteracies, multimodality, asset-orientated pedagogy,
and identity investment. In my view, there is a distinct need for the voices of Drama
teachers to be elevated to show what their classes offer students when it comes to literacy

and identity investment affordances.

2.2.3 ldentity Investment

All this leads into identity investment, which discusses the amount of power teachers
have over their students and how to invite students to be contributors in the classroom.
Ultimately, if students are not valued, but instead finds their own cultural and linguistic
capital suppressed their growth will be limited. By contrast, students in collaborative
learning environments that facilitate identity investment, achieve more. As mentioned
previously, the majority of the literature seems to focus on ELLs (Cummins 2000, 2009),
regarding how teachers need to be more culturally aware and address this in their
teaching. This makes sense, given the links between language and power. Cummins also
references the devaluation of other “community languages” (2009) such as American

Sign Language in the case of the Deaf community.

Cummins (2001) noted that teachers’ “best experiences were when they connected with
students and were able to help them in some way. However, they also reported that they
did not always understand students who are culturally different from themselves” (p. 1).
Throughout the course of my teaching experience, it has been hammered home to me that

education is the business of relationships. “The interactions that take place between
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students and teachers and among students are more central to student success than any
method for teaching literacy” (p. 1). Looking at how I develop relationships with my own
students, | often find it easier to do in Drama classes. As | conducted my interviews, |
discovered | was not alone in that feeling.

Identity investment opens up new opportunities for students and their teachers to
participate in a reciprocal exchange of ideas.

When educators encourage culturally diverse students to develop the language
and culture they bring from home and build on their prior experiences, they,
together with their students, challenge the perception in the broader society that
these attributes are inferior or worthless. (Cummins, 2001, p. 3)

There is a great deal of focus on English Language Learners when it comes to identity
investment research, however, these principles can be applied to all students. Even if
students share the same language, they are coming from diverse backgrounds. There is
also an emphasis on “collaborative relations of power” (Cummins, 2001), that works on
the assumption that power is not fixed, rather power can be “generated in interpersonal
and intergroup relations” (p. 16). This emphasis on collaboration which is key to identity
investment relates to several of the Drama curriculum expectations, such as “explain how
dramatic exploration helps develop group skills and appreciation of communal values”
(Ontario Ministry of Education, 2010, p. 71). Further, students are expected to “identify
ways in which dramatic exploration promotes an appreciation of diverse cultures and
traditions” (p. 71). Students may at times find it difficult to interact with each other. For
example, if the teacher selects the groups or groups are created through randomization
instead of through student selection and preferences. Teachers need to be aware not just
of their own influence on these power relations, but also in how to mitigate potentially
negative student interactions. Teachers can only control their own actions, not the actions
of their students, so modeling and participating in the activities themselves can often set

the tone for how students will behave with each other.

Another important aspect to consider when it comes to the power relations is the
“complex and sometimes contradictory social identity, changing across time and space”
(Norton Peirce, 1995, p. 25-26). Motivation is also not seen as a fixed personality trait,

but arguably needs to be understood within the context of social relations of power.
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Drama classes require that students be given the chance to be active participants in the
learning process as, “Students will assume responsibility for decisions made in the
creative and collaborative processes and will reflect on their experiences” (Ontario
Ministry of Education, 2010, p. 74). This helps to empower students further, as it lessens
the impact of teacher-centred transmission of information and skills. The classroom-
based social research that is further elaborated on by Norton Peirce, which focuses on
engaging the social identities of students in ways that will improve their language
learning outside the classroom is similar to Drama activities. These activities help
students understand how opportunities to speak are socially structured, again something

that can be practiced within the Drama classroom through improvisation.

In summation, while there is some available research on Drama education, it is often
convoluted and bogged down in differing terminology. Furthermore, there appears to be
no research specifically linking literacy opportunities with identity investment, with the
multimodal opportunities within secondary Drama classrooms. My research will offer
some insight regarding the teacher perceptions of these affordances in the Drama

classroom.

2.2.4  Multimodality

Drama plays into multimodal perspectives of literacy, based on the idea that “meanings
are made (as well as distributed, interpreted, and remade) through many representational
and communicational resources, of which language is but one” (Jewitt, 2008, p. 246).
More importantly perhaps is the idea that:

Multimodality attends to meaning as it is made through the situated configurations
across image, gesture, gaze, body posture, sound, writing, music, speech, and so
on. From a multimodal perspective, image, action, and so forth are referred to as
modes, as organized sets of semiotic resources for meaning making. (p. 246)

This idea that multimodality views literacy as more than the written word, which is an
important aspect of learning in Drama classrooms. Furthermore, where certain aspects of
multiliteracies focus on new technologies, Jewitt’s description of multimodality
specifically notes the importance of things such as gesture, body posture, and speech. In

fact “it is not possible to think about literacy solely as a linguistic accomplishment and
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that the time for the habitual conjunction of language, print literacy, and learning is over”
(p. 241). Based on my own teaching practices and understanding of the curriculum
documents, Drama classroom, give students the chance to explore and use a variety of
modes to demonstrate their learning. For example, by the end of the course students are
expected to be able to “select and use appropriate forms to present identified issues from

a variety of perspectives” (Ontario Ministry of Education, 2010, p. 75).

Multimodal texts and artifacts that students make can be viewed as one indication of their
learning, or a “material trace of semiosis” (Jewitt, 2008, p. 259). Such student creations
demonstrate their interests, their perception of audience, and their use of resources is
influenced and shaped by social contexts. The way in which student interpret and present
their learning is shaped through their engagement with “a range of modes, image,
animation, hypertext, and layered multimodal texts” (Jewitt, p. 259). In addressing the
presence of an audience, Jewitt opens up more connections to student literacy learning in
Drama. Students are expected to “A3.1 identify and use a variety of techniques or
methods for establishing a rapport between performer and audience” (Ontario Ministry of
Education, 2010, p. 69). This audience awareness is important when creating the content
to be performed, as well as the staging of the performance itself. While students are often
instructed to write for a particular audience in English classes, performing live provides a
unique experience wherein they perform and receive an immediate response. Based on
my own experience Drama activities, be they full scale performances for an invited
audience or smaller creations within the classroom, could provide students with the
chance to consume a variety of ideas, as well as author and produce their own. Drama
could, therefore, help move literacy from

a competence of the isolated individual, ... to distributed conception of literacies as
embodied and practiced by people making meaning together (e.g., Andriessen &
and Jarvela 2013). From the view that literacy is a politically neutral skill, we have
awakened to the role of literacies in re-making the world in the interest of all and
not just for the few. (Lemke & van Helden, 2015, p. 322)
This type of learning has the potential to enable students to take on a more active role in
the world around them. Literacy as something that is embodied and practiced, means that
students can select a variety of different modes to express their learning. This also ties

into student identity, as students may select particular modes because of their previous
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experience. In some cases, they may even express an aversion to a particular mode
because of a bad experience in the past. This allows students to be successful, despite

previous negative experiences with learning.

When it comes to Drama students can choose how they share their learning, be it through
performance, writing, or technical aspects. For example, students can use their own
physicality in performance or they can create models for set designs. Through role-
playing in my own Drama classes, students have the chance to explore literacy practices
and events in a safe environment. In a sense, it is a rehearsal for the adult world. Over the
course of my interviews, other teachers expressed that their classrooms had a similar

focus.

Multimodality is about extending literacy beyond the written word; it incorporates
aspects such as gesture, body posture, and speech. It offers students a chance to
determine how to best represent their own learning and in some instances leave material
artefacts of that learning. The focus on literacy as being embodied and practices allows

for students to more actively engage in their literacy learning.

2.2.5 Bringing the Tools Together

The Ontario Curriculum for Grade 10 Drama (ADAZ20) is littered with references to
diversity. Notably, under the “Reflecting, Responding, and Analysing” stand is the
following overall expectation: “B2. Drama and Society: demonstrate an understanding of
how societies present and past use or have used drama, and of how creating and viewing
drama can benefit individuals, groups, and communities” (Ontario Ministry of Education,
2010, p. 77). The specific expectations that follow this overall expectation reference
diversity, culture, society, and exploration, as well as an ever-present focus for the
students to make connections to their own lives. Therefore, the curriculum itself is
already celebrating the differences the class is expected to encounter, tying in nicely with
the New London Group’s (1996) push to ensure that existing differences are not barriers.
It also relates nicely to the idea of teachers and students participating in a collaborative
exchange of ideas, as explained by identity investment. In other words, Drama is open to
looking at multiple narratives and is not focused on a single story, the same way that
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multiliteracies and identity investment theories encourage educators to move beyond the

traditional status quo.

2.3 Chapter Summary

It is important to contextualize research in order that it may be fully understood. In the
case of my research, the previous literature may at times be similar to what | wished to
investigate, but no one had addressed it using the same combination of tools that I did.
Further confusing the previous research is that certain terminology, such as Drama and

Theatre, are at times used interchangeably.

A great deal has been written to explain the benefits of Drama strategies to other subject
areas. It should also be noted that a lot of such research deals with elementary age
students. There does exist some literature regarding the literacy benefits of standalone
Drama courses at the secondary level, but nothing directly linking that with identity
investment. What all this literature does show though is that Drama does provide students
with a variety of opportunities for literacy development and for exploring aspects of

identity.

In moving to link the existing literature to my study, it is clear to me that the discussions
of multiliteracies and identity investment is applicable to Drama. This has then led to
how I have chosen to frame my study by using several theoretical tools to build my
framework; using multiliteracies as the base, | have then integrated multimodality and
asset-oriented pedagogy into my framework, along with an emphasis on identity
investment. In using this combination, | hope to expand upon the understanding of the
affordances provided by standalone secondary Drama courses.
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Chapter 3
3  Methodology

This study explored the teacher perspectives regarding the literacy learning and identity
investment in secondary school Drama classrooms. Teacher perspectives are valuable
components to student education and it is crucial to understand how they are manifest in
the Drama curriculum in Ontario. This study is unique because there is limited literature
using the lenses of multiliteracies and multimodal literacies to view Drama classes with
regards to learners’ expanded literacy and identity options. This study delved into the
challenges that are present within Drama classes when teachers try to celebrate and

incorporate cultural, linguistic, and semiotic diversity.

This study employed a design of narrative inquiry (Clandinin, 2016; Connelly &
Clandinin 1990; Lyons & LaBoskey, 2002; Schaafsma & Vinz, 2011; Wells, 2011) to
investigate teacher perspectives regarding the literacy and identity options within
secondary Drama classes. In speaking with a variety of teachers, from a variety of
different schools, I collected a number of perspectives and stories that show the diversity
of secondary schools in Ontario. In engaging with the experiences of others, it is possible
to compare and contrast the differences to consider ‘two-way inquiry learning’ (Hooley,
2009, p.157) between researcher and participant. This approach allows for our co-

construction of meaning.

3.1 Narrative Inquiry

Research into Drama Education lends itself to qualitative research methods, particularly
narrative inquiry and case study. The Drama process already creates narratives, so it
makes sense to use that aspect in order to conduct research. Each moment in a Drama
classroom is unique and cannot be duplicated, and this is an important aspect of research
into Drama. Each narrative offers a piece of a larger whole that can be woven together.
Narrative inquiry “is increasingly used in studies of educational experience ... the main

claim for the use of narrative in educational research is that humans are storytelling
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organisms who, individually and socially lead storied lives” (Connelly & Clandinin,

1990, p. 2).

Narrative focuses on the human experience, as does the Ontario Drama curriculum, as
shown in curriculum expectations such as, “identify ways in which dramatic exploration
contributes to their understanding of diverse cultures and traditions” (Ontario Ministry of
Education, 2010, p. 78). Narrative inquiry “may also be sociologically concerned with
groups and the formation of community” (Connelly & Clandinin, 1990, p. 2). Narrative,

like Drama, is focused “on experience and the qualities of life and education” (p. 3).

Given my focus on individual teacher perspectives, narrative inquiry makes sense as it
allows for multiple perspectives to emerge through semi-structured interviews. By
conducting these interviews one on one, the participants were able to speak freely
regarding their own experience. Clandinin and Murphy (2009) noted that narrative allows
participants the opportunity to express themselves in their own terms and words.
Participants in this study were also given the chance to read through transcripts and make
changes as they saw fit to their responses. This allowed their perspective to shine through
in the most articulate way possible. In some instances, this also allowed for the
preservation of anonymity via strategic editing. Some stories that participants shared
would have made them immediately identifiable, such as if they referenced a particular
school show by title or some of their background information. In addition, | have known
some of the participants for quite some time, which leads to some reminiscing that would
make the nature of my personal relationship with that individual obvious, thus making it

possible to identify them.

My insider status as a Drama teacher, allowed me certain affordances when conducting
interviews. With narrative inquiry, the researcher becomes a part of the process by
observing and hearing what the participant is saying and then analyzing the data.
(Clandinin & Murphy, 2009). It is important that the researcher be aware of themselves
and their own journey while interviewing the participants. | found that the interviews
were immediately beneficial towards my own professional practice, as the challenges the

participants have faced are the ones that I have also had to tackle in my career.
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In assembling participant stories, researchers are gathering “knowledge from the past and
not necessarily knowledge about the past” (Bockhner, 2007, p. 203). When participants
recall previous events, they are recalling how they experienced those events more than
they are recalling the events that were happening at the time. This was important for me
to consider, particularly as | interviewed individuals who are used to telling stories for an
audience. It is likely that some of the stories shared during the interviews are stories that
have been retold multiple times, and in that re-telling participants have refined the story.
This may have impacted the data that is collected.

This ability of participants to manipulate stories to suit the researcher or to reflect their
own bias. As Connelly and Clandinin (1990) note, it is important to remember that there
can be no “quest for certainty” (p. 245) when it comes to narrative inquiry. This is
something that is present in all written text, as narratives are always partial and
constructed. Engagement and the process of constructing the memories that are shared
through narrative inquiry is also an important part of shared meaning-making.
Experiences of all kinds provide us with different perspectives on subject matter,
showing the value of narrative inquiry. Using narrative inquiry is a way to validate

participant experiences.

3.2 Participant Selection

Following ethics approval, | used convenient sampling and contacted a number of Drama
teachers via email. Being a qualified and experienced Drama teacher with an extended
network of colleagues made it easy to reach out between school boards and within
Ontario. The teachers approached received letters of information (Appendix A) and
consent (Appendix B) to review prior to agreeing to the interview. Teachers were
required taught either a Grade 9 (ADA1O) or a Grade 10 Drama course (ADA20) within
the most recent school year. The curriculums for ADA1O and ADA20 are almost
identical given that each is an open level course without a prerequisite. Unlike
Instrumental Music and Visual Art, where the Grade 10 courses require that the student
have the Grade 9 prerequisite, the Grade 10 Drama does not. This means that ADA20
can have students with no formal Drama experience, as well as students who have taken

ADA10, meaning the resulting narratives could vary widely. However, the narratives
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that could arise in ADA10 would likely also touch on the students’ transition to the high

school environment.

Ultimately, | interviewed five teachers from five different schools. Teacher participant

profiles are provided in Table 1. To ensure that the school and the teacher identities are

not traceable, participants were assigned pseudonyms.

Table 1: Teacher Participants’ Profile

Special Education Part 1
Honour Specialist Music
Religious Education Part 1
Principal’s Qualification
Program Part 1 & 2
Dramatic Arts Part 1

Pseudonyms | Years of Teaching | Qualifications Education
Experience Background

Diane 30 Intermediate and Senior English | Bachelor of Music
Intermediate and Senior Music | Bachelor of
— Instrumental Education
Honour Specialist Music

Lisa 10 Intermediate and Senior English | Bachelor of Arts,
Intermediate and Senior Drama | Drama and English
English as a Second Language | Bachelor of
Part 1 Education
Honour Specialist Dramatic
Arts
Special Education Part 1
Librarianship Part 1

Fiona 2 Intermediate and Senior Bachelor of Arts,
Dramatic Arts Drama and Math
Intermediate and Senior Bachelor of
Mathematics Education
Special Education Part 1
Guidance and Career Education
Part 1

Brianna 3 Intermediate and Senior Bachelor of Arts,
Dramatic Arts Drama and Math
Intermediate and Senior Bachelor of
Mathematics Education

Nick 28 Intermediate and Senior Music | Bachelor of Music
—Vocal & Instrumental Bachelor of
Junior Division Education

Master of Education
Doctor of Philosophy
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3.3 Data Collection

For this study, semi-structured interviews were conducted. The questions (Appendix C)
were shown to teachers prior to the start of the interview. They were given the chance to
not respond to questions if they chose, as well as given a chance to review the transcripts

of the interview to insure accuracy.

My insider status as a fellow Drama teacher helped me to successfully apply the
principles of narrative inquiry, as narrative inquiry is a collaborative method of research
that requires a relationship between the researcher and participants (Connelly &
Clandinin, 1990, p. 3-4). This allowed for a more conversational style interview, as
opposed to traditional question and answer interviews. These interviews helped to
“become part of the ongoing narrative record” (p. 5) and that was co-constructed by the
interviewer and participants. Narrative explanation “derives from the whole” (p. 7),
showing the need not to write narratives as overall generalizations, but to view
participants and their narratives as unique and individual. This is where allowing
participants to direct the conversations can come into play, given that they had ownership
over their stories and how they viewed their journeys. Meaning did not arise from the

questioning by the interview, but was assembled throughout the entire process.

During the interviews, it became clear that there remained a disconnect between the
language used by professionals on the frontlines of education and the language used in
academic discussions of education. The first problem arose with the term “identity
investment.” This was where my role as both a researcher and a Drama teacher was

particularly useful, as | was able to explain the terminology in more familiar terms.

| interviewed participants at mutually agreed upon locations. Three were interviewed in
empty high school classrooms after school, one was interviewed in a meeting room at the
Faculty of Education, and one was interviewed in their own home (at their request). The
length of the interviews varied from about 60 minutes to 90 minutes. Interviews
concentrated on the teachers’ experience teaching Drama in secondary schools over the
course of their careers, focusing on their perceptions of the literacy and identity

investment opportunities Drama offered students.
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Given my use of convenient sampling, | already had a significant rapport with my
participants. This naturally led to a relaxed interview process with many storytelling
tangents emerging. These have been omitted from transcripts as necessary to eliminate
potentially identifying information.

Among the participants, only two had been consistently teaching in their current schools
for any length of time. The other three had experience teaching in a number of schools,
expanding their perspectives regarding the impact of Drama. This also meant that a single
participant, Lisa, had experience teaching in schools with populations as small as 500 and
as large as 2000. She also had experience in rural and urban schools, making it possible

for her to compare and contrast her own experiences.

3.4 Data Analysis

| transcribed all the interviews and took advantage of member checking. | used content
analysis (Cohen, Manion & Morrison, 2007). However, it should be noted that it can be
concerning to use analysis that

treats words (e.g., participants’ words in interview transcripts) as brute data
waiting to be coded, labeled with other brute words (and even counted), perhaps
entered into statistical programs to be manipulated by computers, and so on. In
some cases, words are reduced to numbers. (St. Pierre & Jackson, 2014, p. 715)

Given that | interviewed five teachers, it was possible to compare and contrast the
perspectives across all participants for major themes. | made use of open coding (Corbin
& Strauss, 2015) for the initial organization, before switching to selective coding (Corbin
& Strauss, 2015). Open coding allowed for the data to be inspected for commonalities
that reflect particular categories and themes. This allowed me to determine the
similarities and differences between the research participants before moving forward.
From there |1 moved to selective coding, which allowed for the development of cohesive
narrative that weaved the data together.

| generated categories that were derived from theories on multiliteracies, multimodality,
and identity investment. For example, under the broad theme of “Identity Investment™ I

included several examples of teachers placing the focus on students, as opposed to
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curriculum expectations. This led to subthemes such as “student-centred learning”,

99 ¢¢

“asset-oriented pedagogy”,

student creativity”, and “student self-reflection”.

In addition, I noticed other themes emerging that did not quite fit under the

aforementioned categories. Teachers often discussed the various challenges they faced in

more general terms, a lack of resources or other challenges, with colleagues, students, or

parents. The themes were divided and sub-divided, as seen in the table below.

Table 2: Deductive Themes and Sub-Themes from the Data

Major Deductive Themes

Multiliteracies

Identity Investment

Sub-Themes

1. Literacy Opportunities

2. Curriculum

3. Multimodality

4. Differentiated Instruction

1. Student-Centred Learning
2. Asset-orientated pedagogy
3. Student Creativity

4. Student Self-Reflection

5. Student Contributions &
\oice

Table 3: Inductive Themes from the Data

Major Inductive Themes

Experiences

Sub-Themes

1. Successes
2. Challenges

4. Influences
5. Community

3. Teacher Self-Reflection

When it came to determining what ideas fit which categories, | organized the data

manually. | found this allowed me to see the patterns and overlaps between categories.

This was also possible due to the number of participants | interviewed.

3.5 Ethical Considerations

Qualitative work, such as narrative inquiry, leads to a great deal of examination of

personal views and circumstances. Therefore, it was important to always be aware of

protecting participants’ confidentiality, privacy, and rights throughout the research

process.

My research was conducted after obtaining the approval from the research ethics boards.

Ethical Approval notice is provided in Appendix D. Participants were assigned
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pseudonyms, with the legend of which pseudonym belonged to which participant kept

separate at all times.

All interviews were conducted in spaces that were mutually agreed upon by the teacher
and myself. After the audio recordings from interviews were transcribed into written
format, each participant was asked to review the transcripts. This allowed for further
clarification and elaboration as needed. It also allowed participants to maintain ownership
of their words. Transcripts were emailed to participants emails and sent back in the same

way.

Data and analysis were kept on encrypted USBs that were stored in my home office, in a

locked filing cabinet that only | had access to.

3.6 Limitations

This study has a number of limitations. The most glaring limitation is the small number
of participants. | had aimed to interview 5-10 Drama teachers, but unfortunately some
potential participants were unable to take part due to our conflicting schedules. More
interviews with more participants would have added to the narratives regarding the

literacy and identity investment affordances of secondary Drama courses.

Other limitations relate to the demographics of participants when it comes to gender.
Four of the five participants are female, and one participant is male. A more extensive
study should consider the impacts that gender might have on teachers’ professional
practices. The years of experience of teachers also present gaps. Brianna and Fiona are
both in the first five years of their careers, Lisa is finishing her first decade, while Diane
and Nick are both nearing retirement. Further study should include teachers in the
midpoint of their career - 15-20 years experience - to see if that provides additional

contrast during comparisons between teachers.

It would also be valuable to look at teachers with varied backgrounds, to see if there is a
relationship between teachers with professional theatre experience and their approach to
teaching. Examining teacher backgrounds, such as types of qualifications and university

degrees, may also shed further light on teacher perspectives.
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There is an additional limitation, as all five teachers came from two school boards. A
more extensive study should consider interviewing teachers from a variety of school
boards. Some of the challenges indicated by participants may not be present in all school

boards, depending on the amount of funding and the type of professional development
offered to teachers.
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Chapter 4
4  Findings

In this chapter | explain the approach to the data analysis. This data analysis i