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Introduction

“These words sound exactly like my Japanese friends speak. So real!” “Sensei, this is
indeed a capstone project!” Said the students who had produced Japanese playwright
Hirata Oriza (1962- )’s play in an advanced Japanese language class at an American
university. The university did not offer a Japanese major, but the drama project could
give the students a capstone experience among the Japanese language students. It was a
challenge to stage Hirata’s play with the students who had loosely finished two Nakama
textbooks in a university of the central region in the United States where not many
Japanese are living and not much Japanese culture is around. But the five play
productions of Hirata’s plays—including The Balkan Zoo (The Braukan dobutsuen), The
Scientific Mind (Kagaku suru kokoro), Tokyo Notes (Tokyo noto) and Confession of a
Feeble Mind (Angu shoden)—produced between 2003 and 2006 (see Appendix 1) were
all successful. This paper examines this past drama project to propose the significance of
learning and teaching Japanese language through drama and explores the possibility of
producing a play in an advanced Japanese language classroom.

Why drama?

No doubt is drama an effective means of learning Japanese language. It enhances oral
communication between people. The goal of oral communication is to exchange
information of interest with the audience and help them connect with its content.
Precisely, oral communication is conducted in spoken language, or hanashi kotoba,
accompanying nonverbal cues. It struggles with the informal, speedy and ephemeral
nature of the spoken words. When language learners produce a play in a Japanese
language classroom, their proper linguistic skills and strategies will be mandatory to
communicate with peer performers and the audience.

Generally, Japanese language teachers have paid very little attention to producing a
play in their classrooms. No major Japanese language textbook on the market includes a
play written by a professional playwright. But the teachers cannot ignore the fact that
such major language textbooks contain both the dialogue and the reading sections. They
frequently implement memorization of dialogues and role plays as a part of their
classroom activities, which are the same as those in a drama project—reading dialogues
in a play, memorizing them before the production and presenting them in front of the
audience.

Furthermore, modern Japanese has gotten a lot closer to a colloquial language,
following after the state-driven creation of a standard spoken language by the Meiji
government and the genbun icchi (agreement of spoken and written languages)
movement. The very recent development of the new media technology endeavors us to
conduct computer-mediated virtual communication and currently takes away the
boundary between oral and written communications. Emails, chats and text messages, all
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written in spoken language, often easier and shorter, comprise an interactional structure.
Incomplete sentences, inversions, simple words and phrases are ubiquitous in our
everyday life. Why not paying more attention to a colloquial language in a language
classroom?

Indeed, there has been a similar shift in the stylistics of contemporary Japanese drama.
Japanese plays contain many unique features of Japanese language—such as language
structures, language usages, and the socio-cultural context—usually overlooked in
language teaching. Reading and producing a Japanese play in a second language
classroom should help learners to acquire a variety of appropriate strategies of speaking
and writing that we could not find in the traditional textbooks such mitigating expressions,
performative accents and intonations, exquisite tones, and a variety of speeds of delivery.

Collie and Slater (1987) proposes authenticity of literature as follows:

Literature provides a rich context in which individual lexical or syntactical items
are made more memorable. Reading a substantial and contextualized body of text,
students gain familiarity with many features of the written language — the formation
and function of sentences—which broaden and enrich their own writing skills. The
extensive reading . . . . develops the students’ ability to make inferences from
linguistic clues, and to deduce meaning from context (p. 5).
Hirata’s plays—the texts used in the drama project, which were originally written for
native speakers of Japanese language, are “authentic” materials. His plays may slightly
reduce authenticity because they are fictitious plays consisting of scripted dialogues
created by his imagination after modified from actual conversation. But his plays are not
artificially created for language teaching purposes. It goes without saying that Hirata’s
plays of realism, named as the shasei geki or a theatre of sketching from life by
Betsuyaku (1994), provides Japanese language learners with the authentic input of
Japanese people’s life and culture from the past and the present.

Krashen (1982, 1985, 2003), while claiming the effect of the use of authentic
materials in language teaching, suggested that second language learners should be
exposed to comprehensible input in the target language by giving appropriate activities
and spoken and written texts. A play written in relatively easier spoken language would
be materials that can provide students with comprehensible input. In using drama in a
foreign language classroom, teachers place the students “in the position of observers” of
the foreign cultures (Heathcote & Bolton, 1998, p. 161). According to Heathcote and
Bolton (1998), the cultures, to be comprehensible, “had to be invented for the purpose,”
in other words, “tailored as precisely as possible to the social and intellectual levels of the
class” (p. 161). In the task-oriented teaching used in the drama project, through learning
the “combination of people doing real tasks, behaving as themselves and thinking from
out of their actual state of knowledge, and invented cultures,” students could observe the
multiple aspects of cultures and become aware of the complex structure of the target
culture’s spoken language during the process of reading by rehearsing and producing a
play (Heathcote & Bolton, 1998, p. 161-2).

Simultaneously, use of drama in a second language classroom spurs possibility of the
cross-curricular curriculum of two disciplines: language and dramatic art. The debate
has arrived from theatre practitioners opposing to the use of drama to facilitate teaching
foreign languages, emphasizing drama as an arts discipline. Fleming (1998),
controverting it, points out the fact that we appreciate drama as an art that “operates in
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the realm of the ‘unreal”” (p. 149). Dramatic art, according to Fleming, “is not to see it as
merely replicating experience but to be aware of its potential to explore and examine
experience in way which would otherwise be denied to us in real life” (p. 149). Fleming
claims that studying dramatic art from the language education perspective helps students
to learn real communication, which is “full of subtexts, innuendo and self-consciousness”
(p. 149). Beyond the academic discipline of dramatic art, students can learn experience
how Japanese people have lived in real life while learning a variety of subjects of
Japanese studies, such as history, religion, literature and culture. Due to the enthralling
topics taken from the real world, drama heightens motivation and stimulation of the
language learners.

Incorporating Hirata Oriza in a Japanese Language Classroom

The drama project begins with introducing a Japanese play written by a professional
playwright to the students. From the perspective of naturalness of spoken language, we
have examined contemporary Japanese plays written by the award-winning playwrights
currently active in the Japanese theatrical scenes—including Shimizu Kunio (1936-),
Nagai Ai (1951- ), Noda Hideki (1955- ), Sakate Y6ji (1962- ) and Matsuo Suzuki
(1962-). Common to all playwrights, interaction of the characters is not natural. The lines
of the characters are longer than daily life conversation. Their dialogues lack verbal and
nonverbal cues such as aizuchi, or back-channeling, and repetitions. The context covers
super-realistic, grotesque, eccentric, and sometimes overly political. Some use written
language in their play, in other words, written with full of Chinese characters, such as the
kango expressions. In contrast, Hirata’s plays satisfy needs of our project, giving topics
and issues treating modern and contemporary Japanese society and culture, short and
simple dialogue in everyday life, plain and accessible vocabulary, many colloquial
expressions, its cross-curricular aspects reaching to Japanese history and literature.
Beside, Hirata’s plays have no unnatural theatrical monologues.

Fleming’s real communication can be identified with what Hirata calls “real” in his
theatre theory. Real words, to Hirata, are the words, which are natural and not
explanatory. In the process of playwriting, Hirata has consciously produced his spoken
language, paying attention to the unique features of Japanese language such as subject
ellipsis, honorifics and gender expressed by auxiliary verbs and postpositional particles,
word order, and accent and intonation (Hirata, 1995). Naturally, Hirata’s plays are the
rich resource of hesitations, self-repetitions, and stammers. Thus, Hirata’s plays, if used
in a language classroom, open up possibilities to experience the complex nature of real
communication in everyday life while studying the example of contemporary Japanese
dramatic art. In addition, students by rehearsing and performing, experience the emotion
of the characters by playing the own role of the characters. Their experience is
interpersonal and communicative, repeating discussions and collaboration with their
peers in the both planning and performance processes. Drama “demands a doing
approach” (Heathcote & Bolton, 1998, 161).

Use of drama is beneficial for both language students and teachers. Hirata’s single
play, for example, usually consisting of four major scenes, contains about 400 new words
in the Japanese Language Proficiency Test (JLPT)—Level 2, which is the equivalent
number of the new words introduced in the four chapters of the regular intermediate
Japanese language textbook. It contains new intermediate to low-advanced level grammar
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patterns normally found in a grammar textbook. Hirata’s plays, as discussed above, are
full of strategies commonly used in oral communication—abbreviation of the subjects,
colloquial linguistic cues (such as tags, tails, inversions, word order confusion), and many
examples of “grammar as choice,” interpersonally created in spoken language (Carter,
Hughes, & McCarthy, 1998, p. 71-3). To sum up, producing Hirata’s play in a language
classroom in a Japanese language classroom, as in Figure 1, enhances the four skills of
language, speaking, listening and reading and writing.

READING SPEAKING
AT s -EEDE
itati — Script Reading
Invitation to Drama
Learning Japan
Enhancing Linguistic Knowledge | Accent

. Intonation
Translation \
/

LISTENING

WRITING

' BRI Writing a play 5T Walk-through

&L FEH Run-through
A FE ™ Dress Rehearsal

linary People.
F e Memorization
Talking and Listening

Movements and gestures

Figure 1. Play Production Process and the Four Language Skills

Furthermore, use of drama prevents teachers from overprotection of the students.
Teachers do not teach the students in a normal classroom setting. Instead, the role, which
is similar to the director of a professional theatre, functions as a leader who directs
students’ performance. In communication, language teachers are urged to accept natural
language, which they usually don’t see in regular language textbooks. But, in order to
maximize linguistic achievement in a foreign language classroom, teachers should learn
the appropriate methods in producing a play, in other words, be familiar with how to use
drama as an effective and functional tool to develop the skills of second language learners.

How to produce a play in a foreign language classroom

The play production process in this drama project follows the directing and rehearsal
process normally used in the professional theatre production (see Figure 2). The results of
the five drama projects in advanced Japanese language classrooms between the spring
2003 and the spring 2005 have been reported in a book chapter (Fukushima, 2005). This
paper reports the fall 2005 production of Hirata Oriza’s Angu shoden and then discussed
pedagogical suggestions focusing on the four play production processes: (I) Invitation to
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Drama, (IT) Script Reading, (III) Rehearsing, and (IV) Production. The students enrolled
in an advanced Japanese course in the fall 2005 had studied Japanese for two years and
completed either 240 hours or 285 hours of Japanese language study in classrooms. In the
production the students used the script adapted by the instructor mainly from the first and
the fourth scenes of the play (see APPENDIX 3). Our pedagogical suggestions will be
made for advanced-level students, who have studied Japanese for two years and
completed around 330 hours and obtained a little higher skill of speaking and listening
than our earlier targets in the drama project between the spring 2003 and the spring 2005.
We have also increased a variety of activities to accommodate a semester-long special
course focusing on the drama project only in a Japanese language classroom.

Figure 2. Play Production Process in a Language Class
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Play Production Process

Stage I. Invitation to Drama
(1) Learning Japan

Hirata’s Angu shoden, consisting of four major scenes, depicts the life of Japanese
poet and sculptor Takamura Kotard (1883-1956) and the people surrounding him
spanning from 1917 to 1949. The title of the play is derived from the title of the
collection of Takamura’s twenty autobiographical poems, Angu shoden (1947). The play
is an authentic material to teach Japanese language as well as an ideal cross-curricular
material to teach many subjects of Japanese society, history, literature and culture. The
following materials and activities would enhance the socio-cultural and historical
knowledge of Japan and help understand the background of the play. Most of materials in
this section were given in English in the fall 2005 as a self-study material.
a. Japanese literature

In Angu shoden, several Japanese authors and artists from the modern period—such as
Takamura Kotard and his wife Chieko, Nagai Kafu, and Miyazawa Kenji—appear as the
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characters of the play. The characters also talk about the authors, their works and the

literary groups including Yosano Akiko, her husband Tekkan, and Hiratsuka Raichd’s

Bluestocking (Seitdsha 7 #5). The characters of the play recite Takamura Kotard’s poems

and mention Nagai Kafii’s French Stories (Furansu monogatari .5 & A9 #J3E). To study

the literary movement during the modern times students read articles from the books on
the history of Japanese literature such as Donald Keene’s Dawn to the West: Japanese

Literature in the Modern Era (Columbia UP). As an additional classroom activity, poems

were read in Japanese in classroom together.

%  Classroom Activities--Reading a poem: Ame no Katedoraru (Scene 2.3.3)
BOWIZOTEDD0T R
BIODNDLEE, BRODNZ o TEZNLOHT RTL,

UL B ROERE B - L /DL 0T RT L
ST, REOHAAICHMFL Y TTRAWVHEEZHRT-DIIIZITT 720 &
FENTF T BHEES LT EBEVTSNET 7,
1) Students go over unfamiliar vocabulary and grammar in class.
2) In a group, students read the poem aloud, paying attention to the intonation and
timing.
3) Students then recite the poem in class.
Other poems in the play: 1R {5} D [E(Scene 1.2.1); # AR D — A (Scene 4.3.1)
b. Japanese society and history
Angu shoden, like Hirata’s many other plays, treats issues of Japan’s modernization
and Westernization. The play also mentions a variety of historical events such as the

Meiji Restoration (B7E#E#T), the customs and manners of the Taisho democracy, the

2.26 Incident in 1936, World War II and the Allied Occupation. Students read articles on

modern Japanese history in English to learn the history between the 1910s to the 1940s

discussed in the play. The role of Japanese-American and horse-riding bandits in North

East China (F5H) needed to be explained for the students. The PowerPoint presentation

and use of a documentary film in Japanese with English subtitles if available might work

effectively.
The plays also includes many examples of manners and customs in Japanese society

such as [BIE AR, KIEH, 551 X, Japanese food such as Fiifif, A Lw 5, HT. L
HZ., AT, &I AR, terms related to religious rituals such as LAl &, EF, B
B, His A, BRRAE. (LHEL, M. EE. Kk3EY;, which required additional
explanation for the students.
%  Classroom Activities--Culture Discussion (Scene 1.2.3)

fE EETFSA, FHRELTE VO,

BEF xR, TEEHAL

mE L=l T?

BET B,

i JE . o, HHkE L T4,

BETF WEELbr-ok,

1) Students read the dialogue.

2) In a group, students discuss the following topics in Japanese.
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EOLTiE, TREESfSA, FIELETERVO, | LE-TLER
WE T,
o FETIITHENWNWZ LlIZOoWTHEM I, E5-SZTL X 2D,
o THAUAT, ZOXHIREMZLEZLE S BEbIET I,
s HLLOHREDMYBWIZEARIEZEDLNILL, &9 LETh,
c. Japanese popular culture
In Hirata’s Angu shoden the characters sing many Japanese hit songs between 1910s

to 1940s such as 7 A/ /A /34 (HURHD) (1919), AT (1929), 72 7 A
B (1938), 73720 & (1918), & Z 3D T A il (1948). Most of the songs are
now available on the video sharing website YouTube.
% Classroom Activities-- 5 54 T8 <" ¥ (Scene 2.3.3)

1) Location terms and descriptions

FLOWN HRERDOITL 125 D BV R A4
HEEAAE EROFLEIZH D ENLA R
il EESFOANY OIIZH D

2) Sing a song together!

3)  Scan the Asakusa Tourist Map! (Examples: Sightseeing plan)
© A HOEKEBDLOTETY, HIKIIEEZ ST TIZEW,
O EERICELS, @ EMORITEREL#RD, @ WWRHETE LE
*HEHO, @ ERESFTEZVZT 5, ® MHIAEE THEEET D,
® KEARZRZO->THEE)IIZT5,

4)  Read the Tokyo Metro Map!

OFFIMNOEEE TITE L WVWATT R, E20No72b 0T L X 90y
Materials: 8(GH 7 — R @ BELHET (051 2 280 2 80 BEBDE~ » 772, B
H T g~ > 77

(2) Enhancing Linguistic Knowledge (Vocabulary, Expressions, Textbook Grammar)

The instructor made grammar exercises focusing on the reviewed and newly
introduced patterns from the course textbook. The play includes many grammatical
patterns introduced in the intermediate and lower advanced Japanese language textbooks.
In the same scene, the instructor explained about the “grammar of choice” usage.
Example 1 (Scene 1.1.1):

BEF  TUVEHEA, ZARBDOLPRVWATTITE,
ERbHH, E2b. TWEEA,

BET 9% 4. brodl, I, BENICROLEETND,
BEARFTWEEA,

BEF E£o%.

HR Z 2,

BET &% &£9%

HAR A, FEVIRDIZE ZATT NG,

JEREE AL BB X,

New Vocabulary: ° %, 515, 8 9 | Grammar and Expressions: Z A 73 D LINR
VY (konna, shika—nai, review); <° & 9 (causative, review); it ¥ 4f % (stem+ hajimeru,
review); it D i 7= & Z A (~ta tokoro, review); B35 9 (volitional, review)
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Example 2 (Scene 1.1.1):
JEREE ThH, HIRBRATERNWE, HAEY ., &K,

Explanation: The example shows the irregular word order due to inversion. Unlike
the ungrammatical “Tail” structure in English (i.e. It’s very far from Oklahoma,
Princeton), inversion in Japanese usually occurs when the speaker wants to emphasize
something. However, it is also true that the new word order, which was created from the
normal sentence T, WITWIARA THAE VY FE7Z2 L, functions as a
communicative strategy. Obviously the new order adds softness to the statement and
presents the speaker’s interpersonal skill to deny the listener’s suggestion. Thus the
instructor explained the relationship between the word order and the character’s
psychology.

(3) Translation

The English translation of Angu shoden is not available on the market. In the fall 2005
drama project, each student translated a portion of the play as a take-home assignment.
The play was a manageable text to translate for the advanced Japanese language learners
if the well-prepared list of vocabulary and expressions is provided. The instructor
corrected the students’ mistakes, put all portions together and distributed the English
translation of the play to the entire class.

At this stage the students watched the video recording of the play performed by Hirata
Oriza’s theatre group Seinendan (The Young Group) (Kinokuniya, 2004). Students were
asked to read the English translation before they watched the video recording.

Stage II. Script Reading
In the professional theatre production this process called honyomi (script reading) and

yomiawase (reading a script together). In the professional theatre the first reading is
regarded an important event in the production of a play. Those involved in the production
listen to the actors reading the script aloud for the first time. At this time, the director
presents the basic idea of the direction and guides the actors to think about the characters
they will perform. All participants are sitting around the table. In the case of a Japanese
language classroom, the instructor, whose role is a language teacher and a director of the
play, reads the play with the students. Since the actors of this production are the second
language learners, the first reading of the script must be conducted with full attention to
accents and intonations of words and expressions while giving more time than for
professional first language performers. This is also the important process for the students
to understand the subject of the play, the nature of the events and the psychology of the
characters in the play.
% Classroom Activities--Intonations and Accents Exercises (Examples)

1) Z 9 TJ 7> (Scene 1.2.1)

HAR E5TTn, HRDEL LIT?

P 2z, Ed. BLOTT L,

HEAR Z5TTn?

WHH xxz. &ThH,

BEAR B LI LR BRWATTN?

PAE WL B,

AR Ho. £HTTh?
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2) fE> TA D D> (Scene 1.1.3)

FRES BEZALEZIE BARBIESTADON?
IR b, ThigZ &, HERFoT=D?

JEREE W, 4L W ATE K,

HR Znb, #END?

KRR E# D K. WD, fFoTADN?

HR Hir. EoTADHH 20, EoTADNH > TESTOMnEE S
&k, 2

WRES FUEX, DL %,

JEW N Z2HESTADNH 2E>TADD b,
JERES 4z

Stage I-1I. Drama Workshop: Spoken Language Map

In the fall 2005 the drama project was used as a part of requirements in the regular
course, which was 15% of the total grade. Therefore, the instructor did not organize any
additional class activities and exercises using the play. In a course specially focusing on
the production of a play, the instructor may organize several drama workshops to explore
a variety of types of spoken language. By participating in various kinds of activities,
students experience scenes taken from the play. The workshop trains voice and
movement to improve linguistic and communicative skills, both verbal and nonverbal, as
well as deepens the understanding of the play through playing the characters of the play.

Hirata (2001) has categorized the types of spoken language based on the level of
speakers’ consciousness (see APENDIX 2). In his chart, called the Map of Spoken
Language (Hanashi kotoba no chizu), the Address type, which comes at the top of the
chart, is most conscious; on the other hand, those at the bottom, the Monologue type is
the least conscious. For example, “Address” refers to planed speech usually made by one
singular person such as a politician. Listeners are, on the other hand, a large group of the
general public, and are “others” not acquainted with the speaker. The listeners often have
no intention to listen. An address is usually held in a large square and starts with “Ladies
and Gentlemen.” The speaker speaks for a relatively long time. A successful address can
result in enthusiasm from the audience.

According to Hirata, many masterpieces of drama contain a variety of types of spoken
language in a well-balanced manner. Dialogue, which comes in the middle of the chart, is
the most important type of spoken language in a play. Dialogue, as he contends, helps
exchange information through interaction with others, including the audience. It, unlike
less informative Conversation among very close acquaintances, helps others/the audience
to understand the development of the story and the circumstance of the characters.
Workshop Activities
1. Warm-up: 2+ 929/, * &b

The purpose of the activity is to foster group dynamics and quick thinking. Students
stand in a circle. One student begins by either turning to the person on his/her right and
saying 9 /A or turning left and saying 9 9 /uv. That person must then decide how to
respond, turn the correct direction and so forth. At any time, a person may choose to
engage another player anywhere in the circle by looking at him/her and saying & & .
(Smith, 2009)
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2. WordPlay (Z L EHZFV, Zl»i, Yva—7)

Play languages was one of the signature features of the 1980s shogekijo led by the
theatre practitioners such as Noda Hideki and Kokami Shoji. The fourth generation, to
which Hirata belongs, practitioners reduced use of word play such as puns, jokes and
meaningless words. In Hirata’s Angu shoden, we find use of many puns, which is close to
the jiguchi #1[7, an older style of puns popular at the end of the Edo Period. These puns
are used to make the audience feel more comfortable under the dark shadow of the war.
Studying these terms helps students to be familiar with the pleasure of Japanese language,
such as a pleasant rhythm and implication created by a series of similar sounds

Examples:

Scene 1.1.2

o ERAHIEAS A, RBHIEAR

o HRSA, BLLLALRRWTTN?2—2 %, bIEINIAT- T, F2&
PO E 72N BV LWTE X,

Scene 1.1.3

o FNAVIAT S THRENP D FMIRIZATEIT E, ARBITKRELRL LK,
HobBliE, YA, FAYHLZIWDODOHE LN HIEND /- TH-T

Scene 1.2.1

I N /AN o N AR W I VAV OF 2% i/ V/- LA A

o HARFE, ELWTT 2 HhR, —Th, 2FVTT IRz, —Fv, MR
I & T,

o Qe EEMEE

© ROBITKIFSA

Scene 1.2.1

o L BRRFHTHATTSTE27cH, LE—MNLE—M Lx—
TIDPoTES> THFICL TS ARWATT L

Class Activities

1) Students discuss why the above expressions are funny in a group.

2) Find American jokes, translate them into Japanese and present it to the class.

3. Vocabulary Building (Games)

Scene 1.2.1

e whry, wUh

Scene 222 (LY &0 7 —L4)

s JAUT, TIIUHX

4. Map of Spoken Language (1) Greeting (Scene 3.2.2)

&f TNCxd, KILLET

JEARRR (GZ2) 2. &db. T TTh

Gove) TV, WE, BB L IETW 2N

JERER B, £V R, £ BEHIEFNANA L BHERIR ST,

—& HONEHTINEL,

&hA WX, Ty TEEHAT,

KRS Fah, BATHEITTD, bIOBELRETAND,

Goeal WA, bORILLETND

84



JERES W, £hH. EOVDTIC,

—& Erx. £H%,

Goeal

Comprehension & Improvisation

1) A I AldfiTE LIDERESOZHIZRKE LT2d,

2) ZZT, AIAT TERH, £, broklllF) £E-T. BE%L
MLrZLIZLELE, RETLLID BXATHATLIEINY,

3) HRTENEBAIAVDNGIINE D, (EEXETH, Bideb E5HD
ESraviER

5. Map of Spoken Language (2) Dialogue (Scene 4.2.3)

WA ZDOANTHEROTWIDOHLRETL X I,

A Wi, BlZ. R

fiE D, AARITKRDANITL- TEATT2?

Tk RFT. BARWIEL TE L b,

fiE TSI TR0, BARDZ &

A TH, B BREN TR T, AN DRV 2o AT

T LR

Improvisation: Pride and Prejudice
1) Students discuss pride and prejudice found in the dialog.
2) Students make their own dialogue under the theme of pride and prejudice. The

suggested topics are: H AGEHRT H > TEOIODOHRETL LY, ENO &
<AEXDDIand 7 A Y N2 DIZHURTZTZ Lo za.
6. Map of Spoken Language (3) Teaching (Scene 3.2.3)
HEA ZZ. F FoTLEE,
wfa 29 TTD,
HAR DR, WF, W,
Eor SR o¥ SN BN
HAR ZhT, ZH5RUCEKLT, Z9528E>T,
A bbb,
AR Zhngh< ATT X,
SA Wl
AR 229, ML HWIRAURWE R,
(A Fritd, EREATD)
B b, TOEEA,
HA  (BE®RL) 401, ZZofAZEz5 > & T,
A bbb,
Classroom Activities

1) Students act out the scene with movement.
7. Map of Spoken Language (4) Debate and Monologue (Scene 1.3.4)

BEF WX, BEboA,
KB ZpATE L ?
BHET VWO, ZpAh, BEBEENRWATT X,
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JERER 2 ?

BET o, @03, ZIIE

el WROY.VN

BETF 95T

JERER T, /A DLWTIZZ,

BETF A

KRR - - - TS A

BETF . MbE-oTEHAL

FEREE D0, £H0NH T E Lo TS,

BT R BEARVDNL, RV o TE- 22T L,

JERER 9 Ao

BET HoTETBWE-TEIATT I, BT

RS Fa, HOTIE, WO KO T U bk,

BET b, ZARZE, FAE->TH-TET L,

JERER Feu e,

B WDHNLERRWD, HOERADRFF-> TEALRRND,

HEF OB LOAFEFATE: - - T, WS DESTEZDO-TTo T
5, 2> TEIATT L, T, BEIAWVDIDIZNS->TZ &I
BNV ERRNDSTRITES LD EEEoTATT R, ZLE
5, I —EIESTRET > THTo THT LR 27T ATT XL,

&fA b b .

FHKES 7Z0b, ZOFWHENPNI &,

BT .

Classroom Activities

1) Work in a group of three.

2) Each student describes the character (5777, . AXHE or 447)’s emotional

response to the conflict and state justification for his or her action.
3) Writes a monologue for the character.

\sf)

HbHO E LTz, kb x?

Stage III. Rehearsal

In the professional theatre, the director spends four to eight weeks to rehearse a single
play. In the production of a play in a foreign language classroom, the instructor needs to
set enough time to rehearse with the students. The scenes are played again and again,
until the students find the way of speaking that suits their characters and the situation.

In rehearsal of the professional theatre the director usually breaks the play into various
scenes and work only with the actors needed in each scene. This approach was adopted,
which accommodated the university students’ busy schedule (See APPENDIX 3).
Students spent additional time other than class time to have additional rehearsals with
their peers.

In the fall 2005 production, I began reading the play from the third week of the
semester. | had the script reading class four times between Week 3 and Week 13 out of
16 weeks in total. Each class meets 75 minutes. As the Appendix 3 shows, the last four
weeks were spent on rehearsing and producing the play. The instructor met the three
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groups, A, B, C separately 5 times in total.
The entire process of rehearsal ended with the dress rehearsal, which was the rehearsal
right before the production, held on Sunday before the week of the production.

In the production, we minimized the use of stage crafts such as costume, lighting,
make-ups, setting, and furniture. Students volunteered to add their ideas. The stage
setting was very simple, created by moving desks and chairs in the classroom. The table
was covered with the table cloth. We, however, used props such as a fan if they were
necessary to describe the development of the story. The character of the maid wore an
apron.

Stage IV. Production

In the past production, Japanese language students, instructors, Japanese from the
community, the students’ friends and family were invited to the performance. I requested
the audience of the native speakers of Japanese to serve as a judge of the production.

Conclusion

The drama project asks all participants, both an instructor and students, to work
cooperative. It requires the instructor’s coordination skill of actors/students and his or her
energy for encouraging the students’ preparation. By examining the past project, the
students’ willingness of participating this project was remarkable. No students
complained meeting late at night and during the weekend. The students’ motivation was
autonomous.

How about the linguistic improvement? There was one student who indicated a great
improvement for the score of the Japanese Language Proficiency Test. She claimed that
she could found many words that she studied in the drama project in it. Except for her,
however, those who were good at earning high test scores in class did not pay any strong
interest to this project. Indeed, for students as well as the instructor, this was a time- and
energy- consuming, bothersome but low-productivive project. In contrast, students with
the lower grade indicated the increase of motivation and enjoyed the project overall..

The drama project is still on the progress and need to be tested in a variety of
classroom settings, including an option of offering a semester-long course. We are urged
to develop teaching materials, which facilitate implementation of a drama project .

Endnotes

' The melody and lyrics of the song are available on the following website: http://www.
mahoroba.ne.jp/~gonbe007/hog/shouka/tokyobushi.html. The lyrics of the song used in
the plays are:

HROFRIE FLOW

HEA A g

WE 2D BN

W LEEIE T

WEAAXZY BEEMIZIESEHA)
WrEers o7 FEER

Ay B MBIH L&~
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TAF 2T FyFarFarT
INA ) oA ) xA

NYyak NFFT

754 754 T4

WRUCEIEZY JRHEIT

HM O PR RESF

MRy RERED BEIA

NG U N - ()=~ ¢

TL BZL 4 RKEH
MATEEZAEAT BRYIA
AVIZZRI T yRTA
FAF XY BT XvFarFarT
INA ) oRA ) NA

Ny b ST

794 T4 T4

WHRTHIBIX ZATTR
“EHAIAAN S&oké&
K(XbIELTIC BT+
gonhiEx M e
FINTHATRDS BN
MEOWH Z L% I<HWT
THEDIrEHIZLE HEE)EDLZ L
VFavHh XTI FFURT
INA oA ) oA

ikt YAxTUT

TINA TIA  TA

WIROAY TWAER

WOETH-TEH TS LAZ

DI RMEHENE WO BT

Yy haht Al Zon KLN-TH

HAFT AL FEFEST

NaldTIT fTE€2bnd

TRATEHEERED Ao EED

VFavHh XTI FFURT

INA oA ) oA

ERL YA UT

TINA TIA  TA
2 See: http://www.taitocity.com/kanko/asakusa_ueno/j guide/taito_map download
/maps/ asakusa j.html.
3 See: http://www.geocities.jp/emikoabe50/subway/mappage/tokyo-i.gif

Reference Cited
Betsuyaku, M. In Betsuyaku, M., Ozasa, Y., Nishido, K., Furuhiki, T., & Otori, H. (1994).
Zadankai: engeki no posuto modan (Postmodernism in the Theatre: A Roundtable).

88



Theatre Arts, 1, 22-23.

Carter, R., Hughes, M.R., & McCarthy, M. (1998). Telling tails: grammar, the spoken
language and materials development.” In B. Tomlinson (Ed), Materials
Development in Language Teaching. Cambridge, MA: Cambridge UP, 67-86.

Collie, J., & Slater, S. (1987). Literature in the language classroom: A resource book of
ideas and activities. Cambridge, MA: Cambridge University Press.

Fleming, M. (1998). “Cultural awareness and dramatic art forms.” In M. Byram and M.
Fleming (Eds.), Language Learning in Intercultural Perspective: Approaches
through drama and ethnography. Cambridge, MA: Cambridge UP, 147-157.

Fukushima, Y. (2005). Staging Hirata Oriza’s The Balkan Zoo in an Advanced Japanese
Language. In J. F. Kess and H. Lansdowne. (Eds.). Why Japan matters!, Vol 2.
British Columbia, Canada: Centre for Asia-Pacific Initiatives, University of Victoria,
443-454.

Heathcote, D. & Bolton, G. (1998). “Teaching culture through drama.” In Language
Learning in Intercultural Perspective: Approaches through drama and ethnography.
(158-177). Cambridge, MA: Cambridge University Press: 158-177.

Hirata, O. (1995). Hirata Oriza no shigoto 1: Gendai kogo no tameni. Tokyo: Banseisha.

Hirata, O. (1998). Engeki nyumon (Introduction to Theatre). Kodansha gendai shinsho
1422. Tokyo: Kodansha

Hirata, O. (2001). “Hanashi kotoba no chizu.” In Taiwa no lessun.Tokyo: Shogakkan, 6-
11.

Hirata, O. (2004). Hirata Oriza no genba (16) Angu shoden [DVD]. Tokyo: Kinokuniya
shoten.

Krashen, S. (1982). Principles and Practice in Second Language Acquisition, Pergamon.

Krashen, S. (1985). The Input Hypothesis: Issues and Implications, Longman.

Krashen, S. (2003). Explorations in Language Acquisition and Use, Heinemann.

Smith, E., Dieckman, S. & Spurlin, N. Using Basic Drama Pedagogy Techniques for
Advanced Language Learners. (2009) Southwest Conference on Language

Teaching, April 3. Norman, OK

89



APPENDIX I.

Production List between 2003-2006

Spring 2003
Fall 2003
Spring 2004
Fall 2004
Spring 2005
Fall 2005

Spring 2006

Fall 2006

Notes:

The Balkan Zoo /\JLA >
BME
Tokyo Notes RIX / — b

The Balkan Zoo /\JLA >
BME
Tokyo Notes RIX / — b

The Scientific Mind $} &
ERGIR

Confessions of A Feeble
Mind B§ B /Mz
Students’ Creative Drama
i RNOk-§ 11

T VAREMm
IVa—TF54XE.
BEBROBARICHD

=ZEE

The drama project
suspended

Target Students: JAPN3113 (completion of 240
hours)

Target Students: JAPN3223 (completion of 285
hours) *No production because the low enrollment.
Target Students: JAPN3123 (completion of 240 or
285 hours)

Target Students: JAPN3133 (completion of 240 or
285 hours)
Target Students: JAPN3113 (completion of 240 or
285 hours)

Target Students: JAPN3123 (completion of 240 or
285 hours)

Target Students: JAPN3133 (completion of 240 or
285 hours) *Hirata Oriza visited the university and
produced two plays, The OL Chushingura and The
Yalta Conference, with drama workshops and other
events. Hirata also taught the instructor’s culture in
English translation class, Japanese Theatre and
Performance. Students in JAPN3133 read The Yalta
Conference in class and wrote their own plays in
the Hirata’s The Yalta Conference style. The topics
were taken from world history.

OU dropped the drama project from the curriculum.

1.  JAPN3100 level courses, 3113, 3123 and 3133, were opened for all students who had
completed JAPN2223 (completion of Chapter 11 in Nakama 2).

2. Inthe fall 2007 the Japanese section added two Speaking and Listening courses, JAPN2013
and 3013, taught with JAPN2113 and JAPN2223. Due to this change, the contact hours of
the second year Japanese increased from 240 hours to 330 hours.

3. JAPN3133 is now newly titled as Contemporary Colloquial Japanese, borrowed from Hirata
Oriza’s term, which is designed to teach a drama project. However, we are not able to offer

the course due to the recent budget cut.
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APPENDIX 2 Map of Spoken Language (Hanashi kotoba no chizu)
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APPENDIX 3

THE DRAMA PROJECT -ORIENTATION

Groups
Group A |Daymon Steven A Sarah Sam
Group B |Kim Tyler Brannon  Stephanie
Group C |Amber Kendal Steven G Chris Katharyn
Schedule
date task
31-Oct Mon 4:30-5:45 DVD Screening, Scheduling (KH136)
1-Nov Tues
2-Nov Wed Group Meeting 1 Date, Time
Group 4:00-4:40
Group 4:40-5:20
Group 5:20-6:00
3-Nov Thurs Group Meeting 2 Date, Time
4-Nov Fri Each group meets the instructor for A
5-Nov Sat practice. (around one hour) B
6-Nov Sun C
7-Nov Mon Group Meeting 3 Date, Time
Group 4:00-4:40
Group 4:40-5:20
Group 5:20-6:00
8-Nov Tues
9-Nov Wed Group Meeting 4 Date, Time
Group 4:00-4:40
Group 4:40-5:20
Group 5:20-6:00
10-Nov Thurs Group Meeting 5 Date, Time
11-Nov Fri Each group meets the instructor for A
12-Nov Sat practice. (around one hour) B
C
13-Nov Sun Dress Rehearsal (KH136)
14-Nov Mon 4:30-5:45 Production (KH136)
THREE TASKS

1 Each group will decide the schedule.
2 Each group will discuss which scenes may be performed by the group.
3 Each group will revise a script for the production if necessary.
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APPENDIX 4

Scenes ANGU SHODEN

Scene Synopsis Characters

1.1.1 Natsuki measures Kotaro Kotaro Natsuki

1.1.2 Chieko brings senbei for Kotaro and Natsuki Kotaro Natsuki Chieko

1.1.3 Honma arrives. Kotaro Natsuki Chieko
Honma

1.1.4 Kazue comes home. Kotaro Natsuki Chieko
Honma Kazue

1.21 Nishida and Murata join Kotaro Natsuki Chieko
Honma Kazue Nishida
Murata

1.2.2 Kazue talks about her dream Kotaro Natsuki Chieko
Honma Kazue Nishida
Murata Kaneishi (voice only)

1.2.3 Kafu arrives Chieko Kotaro Kafu
Honma Kazue Nishida
Murata

124 Every one leaves to see the snake. Yasuko sings Tokyo-bushi Kotaro Natsuki Chieko
Honma Kazue Nishida
Murata Yasuko

1.3.1 Nishida steals manju. Ozaki Nishida Murata

1.3.2 Kaneishi finds Nishida and Murta; then, talks with Chieko Kaneishi  Nishida Murata
Chieko

1.3.3 Every one returns; Kanaishi plays words Kotaro Chieko Kafu
Natsuki Honma Kaneishi

1.3.4 Kaneishi and Natsuki conitnue to play words;Yasuko is upset Kaneishi  Kafu Natsuki
Honma Kotaro Chieko
Yasuko

141 Kaneishi insists to bring hoshigaki. Kotaro Kaneishi  Kafu
Natsuki Honma

14.2 Kazue's nose bleeds Kotaro Kaneishi  Kafu
Natsuki Kazue Honma

14.3 Kaneishi talks about a guest outside Kotaro Kaneishi  Kafu
Natsuki Kazue

14.4 Every one talks about a mysterious guest Kaneishi  Kafu Natsuki
Honma Kazue Chieko

4.1.1 Kotaro invites Kafu and Kaneishi Kotaro Kafu Kaneishi

4.1.2 Kotaro and Kafu blow the recorder. Kotaro Kafu Kaneishi

4.1.3 Kotaro piles up chairs Kotaro Kafu Kaneishi

421 Nishida and Nakamura visit Kotaro Kotaro Kafu Kaneishi
Nishida Nakamura

422 Nishida blows the recorder Kotaro Kafu Kaneishi
Nishida Nakamura

423 Nakamura talks about herself Kotaro Kafu Kaneishi
Nishida Nakamura

424 Kafu returns to pick up his hat Kotaro Kafu

4.3.1 Chieko appears Kotaro Chieko

4.3.2 Miyazawa appears Kotaro Chieko Miyazawa
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