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Introduction

	It can be both an exciting and daunting challenge for a teacher to effectively and enjoyably discuss literary works with secondary education students. This is especially true for second language education: oftentimes, it is difficult enough for students to understand the texts they are presented with as it is. It is important, therefore, for teachers to look for creative and exciting ways to present literature to their students.
	A powerful tool to realise a more open and effective class environment when teaching literature is drama. In itself a performative genre, it is easier for students to access because performances and adaptations can be used to clarify the actual source text. In addition, it can be used to achieve a multitude of goals, even beyond the literary realm. This thesis aims to explore the merits of drama texts and activities with respect to literature teaching in several areas: enjoyment, literary merit, improving proficiency, improving understanding and improving student participation. Furthermore, a survey will show the degree to which Dutch secondary education teachers in bovenbouw VWO (roughly similar to the last three years of A-level preparation) incorporate these elements into their education.

















Chapter 1: Theoretical Framework


§ 1.1: Defining Drama
Academic research and publications have shown that there are several reasons why drama can be used to play a vital role in teaching literature in English as a second language or English as a foreign language (ESL/EFL) context. Before its merits can be addressed, however, drama must first be defined in the context of this thesis. In A Glossary of Literary Terms, M.H. Abrams defines drama as “[t]he form of composition designed for performance in the theater, in which actors take the roles of the characters, perform the indicated action, and utter the written dialogue” (69). F.W. Korsten argues similarly, arguing that the narrative text’s spokesman is the narrator, the poem’s spokesman is the lyrical subject, and the dramatic text’s spokesman is the character (37). Although some dramatic texts circumvent this structure incidentally by way of a chorus, the structural difference between drama and other forms of literature is apparent. Literary critic Keir Elam calls drama “the specific mode of fiction represented in performance” (88). All these definitions presuppose the fact that a dramatic text is a literary work. The fact that its content is intended to be performed, in turn, is what makes a text drama. This notion is underlined by the etymology of the word: the Greek term δρᾶμα originates from the verb δράω, which means to do or to act. As Russell Dinapoli notes: “There is a substantial difference between narrative writing and dramatic writing. The former is literary, descriptive, and created specifically to be read; the latter is geared toward dramatic action: it is created to be reproduced orally and visually” (68). This once again reinforces the notion that dramatic texts are fundamentally different from prose or poetry, and thus open up different possibilities with regard to teaching. 
Another application of the word, however, comes into play when a school context is taken into consideration. Not only can a work of drama be analysed in the classroom, it can also, for example, be adapted and performed by the students themselves. This means they are doing exercises based on dramatic principles actively and directly. In multiple other ways, it is possible to use what Maley and Duff call “drama techniques” (2) in the classroom. Susan Holden defines drama similarly as “any kind of activity where learners are asked either to portray themselves or to portray someone else in an imaginary situation” (1). This definition of drama is not exclusively tied to dramatic works; novels or poetry can also be adapted to fit drama techniques. Both of the definitions of drama above have their merits and will be accounted for in this piece.
§ 1.2: Goals of Literature Teaching
Now that drama has been defined, the essential components and goals of literature teaching in general need to be reviewed before it is possible to address the merits of drama in that context. In the VWO end terms of Dutch secondary education English teaching, three subdomains are mentioned: literary development (E1), literary terms (E2) and literary history (E3) (CEVO 25). CEVO defines these subdomains concisely and abstractly. It is therefore necessary to look at academic sources for a more specific image of the content of literature teaching. Theo Witte distinguishes six levels of literary competence, ranging from being able to enjoy literature to being able to use it as a vehicle for intellectual development (504-11). Bovenbouw VWO students will predominantly be at levels 4 and 5 (interpretive reading and literary reading, respectively). To achieve a broad and varied style of teaching which enables students to fulfil the end term goals, Kwakernaak reminds of four approaches: text-immanent, literary-historic, reader-aesthetic and societal (243).
In any ESL/EFL context, however, language acquisition is also part of the equation. The end terms set a standard of CEFR level B2 to be achieved at the end of 6VWO (ERK 3). Although literature teaching does not always integrate explicit language teaching, the fact that the students are coming into contact with the target language means that teaching literature is also an opportunity to improve the student’s proficiency. Following the CEFR model, there are four proficiency domains: reading, listening, speaking, and writing (3).

§ 1.3 Merits of Drama: Literary Development
	As I discussed when defining drama, drama is very different from prose and poetry. It has its own set of literary mechanics, terms and history, which is reflected, for example, in Aristotles’ principles of drama. This means that any inclusion of dramatic texts should broaden the students’ knowledge in the domains of E2 and E3 (CEVO 25), if only because drama is one of the major forms of literature. Drama’s merits regarding literary development, however, do not stop there.
Theo Witte argues that from development theories it can be concluded that development-focused education should take into account that a student should be stimulated  with active exploration, which should be mediated by peers, teachers, and other readers (501). Drama techniques offer an excellent basis to satisfy this need. As Maley and Duff argue, drama stimulates an “open, exploratory style of learning” (2). They also stress that drama techniques render the learner active and responsible for learning. The outspokenly interactive components of dramatic activities guarantee the fulfilment of the second requirement of Witte’s statement.
The fact that drama is not only written, but also performed gives it an extra dimension to analyse. Analysis of style, tone, perspective, and other literary terms can be transferred to the performance of drama as well. A combination of text analysis and performance analysis can broaden the scope of the students and offer them the same concepts in another context, improving the students’ chances of understanding the matter. Moreover, if a teacher chooses to present a play visually, be it on the class television or in an actual performance, the redundancy of image and words might make it easier for students to understand difficult language and appreciate it more.
In analysing drama, it is also possible to draw comparisons between a set of performances and interpretations, whereas novels are mostly set in stone apart from a few incidental amendments. The student can be given different interpretations of the same source text, which will help him or her to develop a taste regarding the different choices directors make. 
§ 1.4 Merits of Drama: Proficiency
When considering language proficiency in connection with dramatic works, it is useful to revisit Dinapoli’s statement that dramatic texts are “created to be reproduced orally and visually” (68), in contrast to narrative texts. This gives dramatic works a natural edge over narrative with regard to receptive proficiency skills: whereas prose exclusively addresses reading skills, drama also serves to improve the students’ listening skills. Even if the prose were to be read out or performed otherwise, this is not how it was initially intended to be conveyed to the receptor. Dinapoli stresses the differences between the intensity of expression tense, and urgency (Dinapoli 68-9). This makes drama the more logical option for enhancing listening skills in literature teaching. Drama, of course, can still be read as well. In addition, drama is supported by visual images, which extend redundancy and thus potentially make a text less daunting and more accessible to lower level students (Aldavero 40). It is true that poetry lends itself to being read out loud as well, but its highly stylised and compact language is less similar to most natural language utterances than drama’s.
The active proficiency domains are less easily applicable to dramatic texts, as texts fundamentally act as a source and need to be taken in. Here, drama techniques come into play. Maley and Duff stress that dramatic activities “integrate language skills in a natural way” (1), mentioning both the receptive and active domains as being prominently featured. They also point out that non-verbal communication is an important component of drama and dramatic activities alike. Vani Chauhan argues similarly, saying that “drama (…) gives a context for listening and meaningful language production, forcing the learners to use their language resources and, thus, enhancing their linguistic abilities” (3). Vanesa Aldavero has carried out practical research on this subject. From the results, she concludes that “the students improved (…)  [their] use of language [and] vocabulary” (42). Moreover, Livingstone argues that role play, a form of drama activity, can act as a vehicle to bring everyday language into the classroom (183). The improvisational and creative elements of dramatic techniques also help students to become more creative in their use of the second language, which Dinapoli even calls “an ideal opportunity” (70). Drama stimulates all major proficiency domains and in addition lends itself well to broadening vocabulary and creativity.

§ 1.5: Drama in the Corpus

	The size of the role of drama in the existing textbooks for VWO literature teaching varies from book to book. There are few textbooks geared towards bovenbouw VWO English literature teaching. Only two books specifically aimed at English literature are still in print and up to date: A Joy Forever and Eldorado. There are also GLO (integrated literature teaching) text books which address Dutch and modern languages at the same time. Of these, Metropool has a source book in every modern language. The English version of Metropool features just one dramatic text (81-83). This text is merely intended to be read by the students and the exercises which accompany the text are purely meant to check whether the students have understood the text. The advantages that drama can bring are not exploited at all by Metropool: the developers have treated the play as just another piece of prose.
.	A Joy Forever features excerpts from four plays: The Crucible by Arthur Miller, Macbeth by Shakespeare, The Tragical History of Doctor Faustus by Christopher Marlowe and Waiting for Lefty by Clifford Odets. In the introduction to The Crucible, some background information is given on the dramatic genre of the tragedy, which addresses E2 and E3. Other introductory exercises deal with the social context. A Joy Forever gives attention to the different domains of proficiency: The Crucible features an extract which can be read, but also one which can be listened to. The first two exercises are aimed at text-immanent elements. In exercise 6 (71), however, the students are asked to design a stage, make a list of props and design clothes for the theatre. Although this seems to be a fun activity, it does not really address any of the end term goals. In addition, it does nothing to improve the literary competence of the student.
	The introduction to Shakespeare and Marlowe features another literary-historic approach, addressing the role of drama in Renaissance society. In this case, there is no fragment to listen to and the student is expected to read the pieces. The exercises again are not very different from the exercises that could be used for prose. Waiting For Lefty’s introduction again serves a literary-historic purpose. Its exercise resembles the theatre exercise used for The Crucible. There is, however, also an assignment in which the student is asked to imagine an ending and write a dialogue including stage directions. The student is then asked to act out the scene. This is the first and only assignment in A Joy Forever which makes use of drama techniques. The student is asked to act, which stimulates him or her to think about the message that is to be conveyed. A Joy Forever could have made much more use of the merits of drama, both from a literary and from a proficiency perspective.
	Of these three text books, Eldorado by far features the most drama. Like A Joy Forever, it features excerpts of Marlowe’s and Shakespeare’s The Tragical History of Doctor Faustus and Macbeth, respectively. In addition to the literary-historical approach that A Joy Forever took, Eldorado pays attention to literary terms such as blank verse (31). The book also features an adaptation of Macbeth, which the student is asked to analyse. In addition Romeo and Juliet and its film adaptation Shakespeare in Love are mentioned. Again, accompanying questions serve to stimulate the students to compare the works. These instances illustrate that drama lends itself well for adaptations and comparative analysis. Still, it is a missed opportunity not to ask the students to adapt something for themselves; the exercises are not geared towards active or creative participation. Other exercises focus on metre and performance. Here, the student is asked how he would direct actors if he was to be the director (32). Although this is a useful assignment in principle, it could have been more effective if the students had been asked to carry this out in practice. Shakespeare’s Richard III is also featured, with mostly reception-aesthetic and factual questions. Here, Eldorado does not make use of the fact that these are plays: the exercises could just as easily have been applied to prose. The same goes for the chapter that deals with Marlowe. Besides Shakespeare and Marlowe, drama is not featured in Eldorado until the 20th century is introduced. From then onwards, the plays are divided between American drama and British drama. This division seems quite arbitrary and does not seem to be motivated by any stylistic elements. The texts that the students are to analyse are: Waiting for Godot by Samuel Beckett, The Crucible by Arthur Miller, Amadeus by Peter Schaffer, Who’s Afraid of Virginia Woolf? by Edward Albee, The Singing Detective by Dennis Potter and True West by Sam Shepard. Again, most of the intros are literary-historic and the exercises are text-immanent. Sometimes, the societal approach is also integrated. Still, very few of the assignments actually make use of the distinctive qualities of drama. Regarding Amadeus, the student is asked to watch a film adaptation of the play and analyse the similarities and differences. Yet again, no active participation is needed. Moreover, most of the interesting exercises are marked as being ‘extra exercises’. When I was in secondary education as a student, we used Eldorado and always skipped those exercises for lack of time. Although Eldorado incorporates much more drama, its exercises fail to profit from the specific merits of drama and dramatic techniques.
Textbooks are not the only measure, however, of education. The end terms regarding English literature leave a lot of room for interpretation and freedom, which means that it is also possible to teach literature without a textbook, based on the teacher’s own judgement of effectiveness, preferences, or opinions. In the next chapter, I will present the results of a questionnaire in which I ask teachers how they teach literature and what role drama and drama techniques play in their teaching. 



















Chapter 2: Survey
§ 2.1.1: The Survey: Practical Measures
The goal of this survey was to collect a set of results which present an accurate view of English teachers’ attitude towards and application of dramatic texts and dramatic techniques in Dutch secondary education in bovenbouw VWO. The more teachers answered the survey, the more likely it was that the results were representative. A couple of measures served to support the attempt of reaching this goal.

1. The survey was kept as concise as possible. It took three minutes to answer and included no open questions, although room for additional comments was provided. All but two of the questions were to be answered on a Likert scale of 1 to 10. The others consisted of boxes which the respondents needed to tick if they applied to their situation. This also means all questions can be quantified.
2. The survey was sent to the mailing list of online community Digischool, which many English teachers subscribe to.
3. The survey was presented to possible candidates in person.

§ 2.1.2:  Survey Design: Methodology
The statements in the survey were based on the theoretical framework as presented in the first chapter. They can be grouped into the following sets of topics:
	
1. Background information.
2. Information about use of textbook vs. other sources.
3. The importance of the role of drama in the respondents’ own teaching.
4. The merits of dramatic texts as described in the theoretical framework and the application of these merits in practice.
5. The merits of dramatic activities as described in the theoretical framework and the application of these merits in practice.
6. Criteria for selecting dramatic texts.

In the theoretical framework, the role of dramatic texts in English literature textbooks in the Netherlands becomes clear through literature study. This might not be an accurate reflection, however, of how education really works: because the end terms are not very clear, there is room for other, more personal methods as well. Therefore, it is important to first gauge the ratio between the use of textbooks and the use of other sources. 
In addition, it is relevant to know what teachers think about the importance of drama, both texts and activities, themselves. This will give a clear view of their willingness to incorporate drama into their teaching. A comparison between the perceived importance of the role of drama and the actual use of drama in the classroom will also reveal whether teachers are satisfied with the role drama plays in education. Alternatively, a process of raising awareness may further enhance the use of drama in secondary VWO bovenbouw literature teaching.
It is interesting to research the merits of drama in education. It is even more interesting, however, to research the extent to which teachers incorporate its merits into their teaching. This will give an indication of whether drama is taught effectively already, or if there is much to be won still. It is possible, for example, that teachers do a much better job of incorporating dramatic texts and activities in their literature teaching than the textbooks that were described in the theoretical framework do. Conversely, teachers could be missing out on effective ways of teaching, and become better teachers by integrating dramatic texts and activities. The merits included in the questions are based on the theoretical framework: Dinapoli’s distinction between prose and drama (68), Aldavero (42) and Chauhan’s (3) claim that it helps to improve proficiency, and Maley and Duff’s focus on dramatic activities as a means to achieve an “open, exploratory style of learning” (2).
The section that dealt with the use of drama activities was accompanied by an introductory text. To enable teachers to give information about their use of drama activities, after all, the concept must first be defined. The survey used the definition of drama by Susan Holden, which entails “any kind of activity where learners are asked either to portray themselves or to portray someone else in an imaginary situation” (1). To clarify, the introductory text offered an additional example: “having students perform a piece of drama, for example, qualifies as a drama activity”.
Finally, a list of selection criteria was presented to the teachers to gauge what they think is important when selecting a dramatic text. This will show teachers’ priorities and areas of focus, and could possibly be used as a guideline for suggestions.
All this makes for a survey that is firmly rooted in the theoretical context, but also gives insight into the extent to which this theory is, or is not, integrated in the actual classroom.
§ 2.2: Respondents
For a survey to be representative, its respondent group should be a more or less accurate reflection of the total pool. In the Netherlands, there were a total of 72.791 teachers working in secondary education as of October 2011 (DUO 4). Of these teachers, 50,5% was male; 49,5% was female. Their average age was 44,6 years. Unfortunately, more specific data regarding English teachers are not readily available: both the percentages of male and female English teachers and their average age have not been published. It is important, however, to take into account that female teachers teach languages more often, including English, whereas more men teach science subjects. This suggests that the percentage of female teachers actually teaching English should be expected to be higher than the 49,5% that the general data suggest. 
Up until 2006, the CFI (now DUO), monitored and published the number of first-degree English teachers, who are the only group of teachers allowed to teach the level and forms this survey focuses on. In 2006, there were 2129 (Stamos 1). Because the total number of teachers rose steadily from 2006 to 2011, by 16% in total (DUO 4), it is safe to assume that the number of English teachers has as well. The fact that this number increased year by year during the period of 1999-2006 supports this notion. However, when assuming a commensurate increase, the total should have been approximately 2500 in 2011. In any case, it will not have reached 3000 by a fair margin as of 2012. The English Digischool community, to which the survey was sent, has 9482 members, which includes second-degree teachers and quite possibly also people who are not actively involved with secondary education anymore. Unfortunately, there are no data available concerning the percentages of male and female members.
The total number of survey respondents is 130. This number needs to be corrected, however, for respondents who have not filled out the survey sufficiently. In addition, there are some teachers who answered the survey but taught HAVO, VMBO, or in one case even in a special school. The results from these particular respondents are not respresentative of the survey and, as a result, should not be taken into account. The number of representative and usable surveys is 122. Even after the omission of these surveys, the number of respondents provides a representative sample. It has to be noted, however, that not all teachers answered all the questions. There are several causes for this. Some teachers stopped filling out the survey at some point. Still, 99 respondents answered the last question. In addition, there were some statements which the teachers only needed to address if they had responded positively to another statement. When the sample of answers is significantly smaller, I will indicate this in the chapter dealing with said statement.
Table 2.1 shows background information about the teachers who participated in the survey. Because the survey focuses on teaching drama in bovenbouw VWO, the teachers were not asked to provide information about the forms they teach.

Table 2.1 – Background information respondents survey (122 respondents).
	     			  Unanswered	       Average	          Total	         Percentage

Sex:
Men	 				-		-		33 		27,0%
Women				-		-		89		73,0%

Experience in years: 		-		13,6		-		-
Groups:
0-9 years:				-		-		56		45,9%
10-19 years:				-		-		28		22,9%
20-29 years:				-		-		12		9,8%
30-39 years:				-		-		26		21,3%

Age:					2		45,7		-		-
Groups:
20-29:					-		-		15		12,5%
30:39:					-		-		22		18,3%
40-49:					-		-		24		20%
50-59:					-		-		43		35,8%
60-69:					-		-		16		13,3%
As was to be expected, the percentage of female teachers is much higher than the general numbers indicate. The fact that women are more likely to teach languages may not be the only explanation for this. The main outlet of this survey was the mailing list of online community Digischool. It is possible that women tend to be more active in communities like these, or are more willing to help out when asked to fill out a survey. The same phenomenon has occured in similar studies (Smeets & Wester 8). Because there are probably more female than male English teachers as it is, and academic theory does not suggest that there is a large difference between the way men and women approach drama education, it is not likely that this discrepancy will distort the results of the survey significantly.
Although there are no data regarding the average experience of English teachers, it may be interesting to look at the differences between the groups for certain questions. Almost half of the respondents have less than 10 years of experience, but the age groups show that these include many older teachers as well. It can also be explained by people changing work fields regularly. The group between 20 and 29 years of experience, however, seems slightly underrepresented.
The average age of teachers in the survey is remarkably similar to that of the total group of teachers in the Netherlands. In this area, the sample reflects the total very well. In addition, there are enough representatives from the respective age groups.

§ 2.3: Geographical Dispersion
Because there may be differences in teaching preferences in certain areas, it is important to note that the survey included respondents from all over the Netherlands. All counties, except Flevoland, but including the former Dutch Antilles, are represented in the survey to some degree, as can be seen in image 2.2.
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Image 2.2: Dispersion respondents per municipality
The image shows that the survey’s geographical dispersion is ample.
















Chapter 3: Results and Analysis

§ 3.1: Sources of Material

In chapter 1, the available textbooks turned out not to integrate drama optimally, considering the merits of drama in education. In Metropool, there was a particularly scant amount of dramatic texts. The activities in all of the books, moreover, were repetitive, and the textbooks did not use many dramatic activities. I have not analysed the prose and poetry content of the textbooks.
It is possible, however, that the textbook is not the only representative object of analysis: teachers may develop their own materials as well. Because drama is considered part of literature teaching, it is interesting to take a look at the sources of materials that teachers use. In the survey, teachers were asked what textbook or source of materials they used to teach English literature or GLO (integrated literature teaching). The survey supplied the teachers with a list, but also enabled them to add the textbook they use. Image 3.1 shows the results in a pie chart.
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Image 3.1: Sources of Material for Teaching Literature
Surprisingly, only 11,16 percent of the respondents use a textbook or magazine, with Eldorado being the most used with 3,75 percent. This represents no more than four respondents. Moreover, one of these four teachers is distinctly unhappy with the textbook, as she states: “[Eldorado] seems quite restrictive, partly because it is in Dutch. We are looking to switch to another textbook in 2013-2014, but we are not yet sure which.”
No-one in this survey uses Metropool. One teacher uses the now discontinued method Wonders with Words. Three teachers use the magazine Alquin, one of whom added that she mainly uses it to select source texts and one of whom teaches VAVO, which is adult secondary education. The teacher from Bonaire uses the Antillean textbook Kadans, which is not available in the Netherlands.
A total of 88,84 percent of the respondents do not use a textbook to teach literature. This is especially striking in connection with academic research regarding the use of textbooks in Dutch secondary education. As recently as 2012, independent research institute SLO found that “approximately 80 percent of secondary education teachers use the textbook exclusively or primarily” (SLO Trends 3). Moreover, earlier research by SLO showed that language teachers were even more likely to rely on the textbook than the average teacher. In 2007, 68 percent of language teachers used their textbooks exclusively, and another 19 percent used a combination of textbook and teacher developed material (2007 12). Unfortunately, similar statistics are not available for more recent years. In any case, the results in this survey paint quite the opposite picture: 46,61 percent of the respondents develop their own material, whereas 42,23 percent use material developed by colleagues or in collaboration. It must be noted that this is limited to literary education, but it is a striking difference nonetheless. Furthermore, none of the respondents expresses the desire to switch to using textbooks in the comments.

The fact that so many teachers and schools decide to bypass existing textbooks in favour of developing their own material cannot be a coincidence. There are several possible explanations. Firstly, the textbooks may simply not be of satisfactory quality. Alternatively, the format they are written in might not correspond to the needs and preferences of teachers in practice. In this day and age, it is much easier for teachers to find and copy texts themselves, or to find additional film material. In addition, there are few textbooks to choose from, compared to the wealth of options of textbooks that focus on proficiency. Moreover, the authors of the textbook are able to make just a tiny selection of texts from an enormous corpus. Especially in literature, personal preference plays an important role in the selection of texts, and the format of textbooks compromises this freedom heavily. The end terms also offer teachers a lot of freedom to teach literature according to their own insight: there are many different ways to achieve the end terms because they are not as clear-cut as they are in other educational contexts.
As often, the truth probably lies somewhere in the middle; several of these explanations seem plausible to an extent. Based on the analysis in chapter 1 and the overwhelming majority of teachers that develop their own materials, it is not a stretch to raise the possibility that the quality or format of the textbooks, and especially the activities that accompany the texts, leaves something to be desired. A recommendation for further research in this area could include a more detailed survey on the exact reasons why teachers, teams and schools prefer to develop their own curriculum by such a large majority. Furthermore, it might be interesting to reconsider the format of teacher instruction books. An extensive list of well-developed general exercises that can easily be modified and applied to texts selected by the teacher, which include the literary competences and approaches described in academic theory, might prove to be much more useful to the educational practice than traditional textbooks. Alternatively, exercises could be developed for a canon of works that are used frequently in secondary education. This canon could also be based on further research and surveys.
The fact that teachers do not use the available textbooks to teach English literature does not necessarily relate to the dramatic components of these textbooks. The most important conclusion regarding drama, consequently, is that an in-depth look at the respondents’ answers to the rest of the questions will give a much more representative view of the role of drama in the educational practice in Dutch secondary education literature teaching than an analysis of the seldom-used textbooks.

§ 3.2: Amount of Drama Texts
The statement “my textbook or material offers a satisfactory amount of drama texts” was initially based on the assumption that a majority of the teachers used textbooks. In this way, the theoretical analysis could have been related to the perception of teachers about the same textbooks, thus indicating whether the textbooks offered too little, exactly enough, or too much drama for the teachers’ liking. Because approximately 90 percent of the respondents use their own material or that of the school, however, this is not possible. Still, the same question is relevant: even when teachers teach their own material, after all, it is possible that they are not satisfied with the amount of drama texts their curriculum incorporates.
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Image 3.2: “My textbook or material offers a satisfactory amount of drama texts”.
The statement yields a mean of 5,72, which is a very average mark. More surprisingly, the mean of the 46 percent of the teachers who teach their own material is only 6,18. This is higher, of course, but only slightly above the average mean, especially when it is taken into account that these teachers devise their curricula themselves. Although the risk of socially acceptable answers may play a role here, it is remarkable to see that this number is so low.
More interesting than the mean, however, is the dispersion of the answers. The most frequent result is 8, with 13,21 percent. This is a very low percentage for a leading category. In fact, it is by a fair margin the lowest percentage that the most frequent answer represents in all of the questions in the survey. No less than five respondents chose the fifth most frequent option, suggesting at first sight that the respondents’ opinions differ a lot. This notion is supported by the relatively high standard deviation (σ =2,65), which is especially notable when it is taken into account that the extremes (1, 2, 9 and 10) actually score relatively low. The results show that teachers answer very differently to this statement. 
On average, teachers are not unhappy with the amount of drama texts that is present in their curriculum. A good chunk of them is actually quite satisfied. There is, however, also a group of teachers who would like the share of drama texts to be higher than it is. The answers to a follow-up statement indicate that some of these teachers actually do integrate more texts at their own discretion.
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Image 3.3: “I use extra drama texts in addition to what my textbook or material contains”
As was to be expected, most teachers do not, or barely, add extra drama texts to the basis they have. Most teachers are not unhappy with the amount of drama texts offered in their material as it is. A significantly large minority does seem to add extra texts, though. Just over 40 percent indicate that they use additional drama texts sometimes or even frequently. 
Considering the fact that 46 percent of the teachers already teach their own material, this number seems very high. It is, consequently, necessary to analyse these results critically. The numbers may have been skewed to some degree by the fact that this question may be interpreted as redundant if the teacher develops his own material. One teacher, for example, indicates she does not use extra texts because she does not use a textbook, but chose to answer this question with five out of ten, anyway. In addition, many teachers have answered both questions with the same number, even if they were happy with the amount of texts that the textbook or materials featured. Although it is possible that a teacher is unhappy with the amount of texts but still does not add any, it is illogical that a teacher is very happy with the amount of texts offered but still decides to add a great deal of texts. 
Therefore, it is best to focus on the teachers who were unhappy. Of the teachers who are unhappy with the amount of texts offered in their textbook or material as presented in image 3.2 (x ≤ 4), 16 percent add drama texts to an least moderate degree (x ≥ 5).
That still leaves a majority of 84 percent of the teachers of this particular group who are unhappy with the amount of texts but take no measures, or very few measures, to change the situation. There are several explanations for this. From the comments, it seems that the respondents think lack of time is the most important reason. Still, it is debatable whether this sentiment is actually justified. There are only three types of literary texts: prose, poetry and drama. Even though the available time might be limited, integrating three text types into a series of lessons should not be impossible when this is prioritized. Awareness of the merits of using drama, and the merits of using different text types altogether, to teach literature may play an important role in prioritizing a good balance between text types.
In conclusion, teachers are generally satisfied with the amount of drama texts they have at their disposal. Most are more or less satisfied with the number of texts featured in their textbook or materials. Of the teachers that are unhappy with the amount of texts, 16 percent take it upon themselves to integrate these texts into their lessons themselves.

§ 3.3: Selection Criteria for Drama Texts
There are a host of possible criteria to select a drama text. For some teachers, the text’s position in the literary canon may play an important role. For others, it may merely act as a vehicle to gain access to an external topic of interest. Alternatively, teachers may select drama texts based on the degree to which they can improve the students’ competence; for example regarding the literary approaches Kwakernaak proposes. An analysis of the criteria that teachers prefer will give an indication of what teachers think is most important in drama education, which may be taken into account in the development of textbooks and materials.
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 Image 3.4: “When choosing a drama text, the following criteria play an essential role in my choice”
It is striking to see that more than half of the criteria hover around the same percentage: 52 to 57 percent think B, C, D, H, I and J are important criteria. Markedly lower is the extent to which the text fits into the curriculum with regards to its literary period, movement or genre (42 percent). The selections that the textbooks offer do not play an important role at all, as was to be expected, as 90 percent of the respondents do not use textbooks. The only criteria that really stand out are the author’s fame (65 percent) and, particularly, the extent to which the texts can serve as the basis of a discussion on the historical context of the time period at hand (84 percent). Still, 52 to 57 is a fairly large group of respondents, which indicates that there are simply many criteria that teachers find important. One surprising element is that personal enjoyment is more frequently considered an important criterion than students being able to identify with the source text. The difference is so small, however, that it may be negligible.
Unfortunately, the results do not indicate how essential the criteria exactly are on a scale. For practical reasons, the survey did not offer this option; it would have made the survey too long. It would be interesting to see the value respondents attach to each criterion on a scale. This would improve the analysis of what teachers think is important, and result in a better basis for the development of textbooks and materials. In addition, it would be useful to broaden the statement to literary text selection in general.
Despite the survey’s deficiencies in this area, however, it can be concluded that teachers use a broad array of criteria to select their drama texts; this means that the texts that are included in textbooks should be versatile. Because a large majority agrees that a text’s fitness to analyse its historical context is an important selection criterion, this should be accounted for to some degree in any case.

§ 3.4: The Role of Drama
Before the effectiveness of the way teachers incorporate drama into their lessons can be addressed, it is important to explore two core matters first: the respondents’ general attitude towards the importance of drama with respect to teaching literature, and the role drama actually plays in their lessons. If few teachers value teaching drama at all, for example, assessing the way they incorporate its merits into their lesson might not be very fruitful. 
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Image 3.5: “I think drama should play an important role in literary education”
	Image 3.5 shows that the extremes (x = 1-3 and 8-10) are evenly represented at 14 percent. The 72 percent majority, however, are in the middle of the graph, around the moderate digits. The mean is 5,75 and the standard deviation is reasonably low (σ =1,83). This seems to suggest that the average teacher thinks drama should be part of secondary literary education, but not more so than prose or poetry.
[image: ]	The question, of course, is how this translates to the actual classroom. In an ideal situation, the role drama actually plays should be the same as the value the respective teacher attaches to it. This may not always be the case, however, as becomes clear from image 3.6[footnoteRef:1]. [1:  In images 3.5 and 3.6, the two statements at hand seem to be structured differently, which could potentially be unclear and thus skew results. This, however, is due to the fact that the two statements have to be translated differently; in Dutch, the questions were worded the same.] 

Image 3.6: “Drama plays an important role in my teaching of English literature”
Whereas the extremes (x = 1-3 and 8-10) were evenly represented in image 3.5, they show a big discrepancy in image 3.6. Only 12 percent of the respondents indicate that drama plays a very important role in their teaching; almost triple that amount (35 percent) state the opposite. Furthermore, the middle area has shrunk to 53 percent, with the 19 percent differential moving to the left extreme of the graph completely. This suggests that the teachers integrate drama less than they would in an ideal situation. The mean of both statements underlines this notion. The ideal situation has a mean of 5.75, the actual situation has a mean of 4.89. The graph below combines the results of both statements into one overview. The digits have been condensed for clarity.
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Image 3.7: “The role of drama: ideal situation vs. practice”
Image 3.7 confirms the notions raised in the former paragraph. To the left of the middle, the red bars dominate; from the middle onwards, the green bars are longer. The differences are not necessarily huge in every category, but they become noticeable when the bigger picture is taken into account. On average, consequently, teachers think that drama should play a more important role than it does. A closer look at the statistics, however, reveals that this opinion is only applicable to a certain group: only 40 percent score higher on the first statement than the second and think drama should play a bigger role than it does presently; 17 percent think drama should play a smaller role, while 43 percent think it plays exactly the right role. The majority is satisfied, which is unsurprising considering the fact that most teachers develop their own material.
There is, however, also a large group of teachers who, in an ideal situation, think they should teach more drama than they do. This indicates that there still is room and support for drama to grow as a means to achieve effective literature teaching. The additional comments shed some light on possible explanations as to why these teachers choose not to teach as much drama as they think they should. Lack of time is a problem which permeates the classroom. Several respondents specifically state this as a reason for not using more drama in their lessons in the comments. As stated before, it should be possible to integrate drama when prioritizing. The question at stake, however, is which parameters teachers prefer to base the development of their lesson plans on. In this light, the scarce amount of time does play a role.
In general, it has been shown that teachers think that drama should play a moderately important role in literature teaching. In addition, apart from the fact that the respondents indicate that they need more time to properly teach literature, it may be possible to integrate more drama by prioritizing a balanced supply of text types.

§ 3.5: Merits of Drama Texts
In chapter one, it became apparent that there are some specific qualities of drama texts which are not present in prose and poetry texts. An analysis of the available textbooks showed that these books in general did not focus on these elements extensively. Because most teachers teach their own material, it will be interesting to see the extent to which they integrate exercises or approaches that do make use of these specific elements in their lessons. The most important example of such an element is the fact that drama is always written to be performed, not read. In addition, the fact that drama is intended to be performed adds a ‘second’ writer: the director has to make choices as he makes an interpretation of the work. Different directors make different choices, an analysis of which could serve to illustrate the richness of the text and be a good starting point for a discussion on subjectivity, reception, interpretation and other literary mechanics.
The graph below shows the extent to which the respondents focus on qualities that are unique to drama. 
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Image 3.8: “During my lessons, I pay specific attention to the elements of drama which distinguish it from poetry and prose (e.g. the aspect of performance”
Quite many respondents (34 percent) pay little to no specific attention to the unique qualities of drama. The strong correlation of 0,74 with the question of whether drama plays an important role in the teachers’ lessons is interesting. It suggests that this group of 34 percent mostly represents teachers that do not use dramatic texts in the classroom very much anyway. A straightforward explanation for this may be that there is less time to focus on performance and other drama-specific aspects when drama is not an important part of a teacher’s curriculum, anyway. More interestingly, it is also possible that these teachers are not familiar with, or do not see, the merits that only drama can offer. Of course, it is possible that these particular respondents simply do not consider a broad insight into the main text types essential in literary education. One respondent explicitly states this. Alternatively, the teachers may have made agreements with teachers of other languages; Dutch teachers are allocated more time to teach literature and may be responsible for analysing different text types, whereas the foreign language teachers focus on stimulating students to read as much as possible. No such arrangements, however, are mentioned in the comments. In contrast, many teachers point out that lack of time, again, is a big problem. One respondent even apologizes outright, claiming that she “really just does not have enough time” to integrate these approaches into her lessons, even though she thinks the merits are “interesting”. Another respondent states: “Many of the things mentioned would be fun but there is simply no time”. Besides the fact that fun is not necessarily what is at stake here, lack of time might be too easy an excuse.
There is, after all, also a large group that does take into account the defining qualities of drama. This alone suggests that there is enough time to do so when it is prioritized. About 32 percent do so moderately, and another 30 percent much to extremely much. Here, the strong correlation indicates that teachers who do use a lot of drama texts tend to also focus more on the specific qualities of these texts.
In general, many teachers seem to be aware of the merits of implementing a focus on the aspect of performance or other that do not feature in prose or poetry, and consequently do so. The group of teachers who do not use drama much, however, do not follow suit. Better textbooks, which make good use of these merits, or more attention for the role of drama might change this situation.
The graph below shows the extent to which the respondents show different performances of the same piece to introduce students to different interpretations of the source text. 
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Image 3.9: “I introduce students to several interpretations of the same source text by having them watch multiple performances”	
It is not surprising to see that the highest bar is at the extreme left. In contrast to the former approach, this activity is quite time-consuming. More importantly, it may not necessarily be an indispensible element in VWO literary education. Still, 51 percent of the respondents indicate that they do show different interpretations to an at least moderate degree. One teacher even indicates that she showed four different interpretations when discussing Romeo and Juliet, integrating intermediality by showing two performances on stage and two films. As the number of teachers who show different interpretations is actually a small majority, it seems that there is enough time for this activity as well, provided that it is prioritized. 
Notably, all five examples given in the comments are connected to Romeo and Juliet. Needless to say, this play both has so many interpretations and speaks to the imagination of students to such a big extent that it lends itself perfectly to this approach, but other works could be taken into consideration as well.
In conclusion, a majority of the teachers makes use of both approaches which focus on the qualities of drama texts that separate them from poetry and prose. There is also, however, a large group of teachers who do so barely or not at all. Teachers frequently cite lack of time as an argument against incorporating the merits of drama into the lessons. It could also be argued, though, that the effectiveness of teaching drama is negligible when the qualities that make it different from prose are not addressed. By making use of these approaches, and consequently the merits, teachers can give their literature lessons an extra dimension and improve learning results. 

§ 3.6: Use of Drama Activities
The introductory text that accompanied this section in the survey, described in chapter two, guarantees that the respondents use the definition for drama activities that is described in the theoretical framework. This definition is quite broad and includes many different kinds of activities. Furthermore, the survey asked the teachers not to apply this statement to literature exclusively, but to their educational practice in general. Drama activities, after all, can play an important role outside of literature teaching as well. It is all the more surprising to see, therefore, that a majority of the respondents never use drama activities in the classroom at all. 
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Image 3.10: “I use drama activities in my lessons”
Whereas the vast majority of the respondents integrated the specific merits of drama texts into their lessons to some extent, only a minority of roughly a third (35,48%) uses drama activities at all. It is true that the fact that this statement was presented in a different format may influence the results. The reason for the different format of the question is that the respondent’s answer to this statement decided if he was to move on to answering the statements about the application of the specific merits of drama activities. Still, it would have been interesting to see how the answers would have panned out in the same Likert-scale that the other statements were presented in. The numbers, however, are clear enough to assume that this would not have yielded  notably different results.
Almost 65 percent of the respondents do not use drama activities in their lessons. The reasons for this are difficult to pinpoint. The survey did not include follow-up questions on the perceived importance of drama activities, nor did any respondents shed light on this in the comments. There are several possible explanations. Teachers may think these activities take up too much time because they need to give the students instructions and have them carry out the activities rather than pass on information. In addition, there are not many drama activities in the textbooks that deal with literature. Although many teachers do not use these books, they may have done so in the past and this may have influenced their style of teaching. It is possible that teachers simply are not aware of the merits of drama activities, as well.
Although it is difficult to point to a specific cause based on the results of this survey alone, it is apparent that there is much to be won regarding drama activities in literary education. Considering the fact that drama activities have many merits and students often enjoy carrying them out, it is a shame to see that many teachers choose not to use them. Textbooks, educational handbooks, and the Dutch universities and HBOs that educate teachers may be able to focus more on actively stimulating teachers to integrate drama activities into their lessons. It is also possible, however, that the responsibility lies with the teachers themselves. In any case, a recommendation for relevant further research could be to investigate whether this phenomenon is exclusive to English teachers and explore the reasons why teachers do not use dramatic activities to their advantage.

§ 3.7: Merits of Drama Activities
In chapter one, it was shown that drama activities have a host of merits, which are all of a different nature. They can be a valuable addition to frontal instruction and the exercises that are predominant in the analysed textbooks, which focused mainly on factual knowledge or reading comprehension. The survey featured statements regarding the following merits:

1. On a proficiency level, drama activities can stimulate the development of the language proficiency domains, especially speaking.
2. Drama activities act as a vehicle to learn vocabulary and make sure it is also productive rather than just receptive. 
3. Students enjoy drama activities, which make them more actively engaged in the lessons.
4. Drama activities allow the students to analyse the text in a more concrete manner, improving their understanding of the text.
The majority of the respondents do not use drama activities. Therefore, only 34 teachers answered the statements dealing with the use of the four most important merits of drama activities. Although this compromises the sample size, tendencies can still be pointed out.
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Image 3.11: “I use drama activities to improve my students’ proficiency”

An overwhelming majority of the teachers using drama activities does so to an extent to improve the students’ language proficiency. It seems that, to this particular group of respondents at least, this merit is well-known and valued. Most teachers use it to a moderate degree, and about one third even tries to boost language skills through the use of drama activities frequently. Only two out of 34 teachers who use drama activities do not consider an improved proficiency to be a goal of their activities. It seems that, when drama activities are already part of a teacher’s repertoire, they tend to see their value regarding language proficiency and consequently deploy them as well. One teacher’s comment illustrates this notion: “role playing games improve oral proficiency”. Other teachers indicate similarly that role playing exercises have their linguistic merits. These practical accounts support the views of Chauhan (3) and Aldavero (42) as discussed in the theoretical framework.
[image: ]Image 3.12: “I use drama activities to improve my students’ vocabulary”
The respondents consider general language proficiency development a more important merit than extending the students’ vocabulary. Only fourteen percent frequently use drama activities to achieve an improved vocabulary when compared to general proficiency, and although 55 percent do so moderately, there is a much bigger group of teachers (29 percent) who barely do so. It can also be argued, however, that although teachers make use of these exercises to extend vocabulary to a lesser extent,  a majority of the teachers still considers this a goal as well. It seems, consequently, that neither the development of general proficiency nor vocabulary is underexposed in the classroom. In addition, the proficiency component seems more evident than the vocabulary one, which could explain why most teachers pay more attention to proficiency; most dramatic texts feature a set of words which do not correspond to the vocabulary that the students are expected to command, whereas practicing speaking and listening will help the students to speak and listen better in more natural contexts as well.
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Image 3.13: “I use drama activities to improve the students’ understanding of the literary text”
The image above is quite similar to the general proficiency one, which indicates that many teachers consider improving the students’ understanding of the literary texts to be an important goal when using drama activities in the classroom. The distribution of these respondents, however, is considerably different; whereas the moderate section was dominant earlier, there are more teachers (approximately 50 percent) for whom this is an explicit goal, frequently to very frequently in this case. There are only a few teachers (10 percent) who barely use dramatic activities for this purpose. Again, a significant group is in the moderate section of the graph as well. Similarly to general proficiency, it can be said that most teachers acknowledge this merit and use drama activities to their advantage in this context. 
The comments, furthermore, show that teachers think improving the students’ understanding can be achieved by having them “express emotions”. In addition, one respondent claims that role playing allows the students to identify with the characters in the play better, which in turn enhances their understanding of the text. 
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Image 3.14: “I use drama activities to improve student participation in my literature lessons”
In contrast to the other three merits, which displayed a fairly even distribution, teachers are divided when it comes to using drama activities to improve student participation in their literature lessons. A good deal of teachers are in the moderate section (23 percent), but most use it either frequently to very frequently (50 percent), or never to barely (26 percent). It is possible that personal experiences play a role in this; some teachers may have had less success with involving students with the particular drama activities they used, whereas others may have been able to do so. The type of drama activities used may influence this as well. Alternatively, teachers may not be aware of the fact that these activities present them with a great opportunity to activate students, or not value this as much. Again, however, most teachers make use of drama activities for this particular merit, showing that they consider these exercises fit to engage students.
Regarding the four most important merits of using drama activities, the survey response shows that the majority of the teachers who use drama activities also integrate its most important merits to a considerable degree on average. This forms an interesting contrast to the number of teachers who use drama activities, which is surprisingly low. This contrast is difficult to explain: when the teachers who use drama activities see their advantages on several accounts, it would be more logical if other teachers saw at least some of those merits and chose to integrate drama activities into their lessons at least to some degree. It may simply be due to these teachers having little to no experience with using drama activities and not being aware of or considering the possibilities. As was indicated before, textbooks feature few drama activities for teachers to try. In addition, the fact that 90 percent either develop their materials themselves or use materials developed by colleagues may influence their scope: teachers who have not been introduced to the merits of drama activities are not likely to integrate them into their lessons out of the blue.




A few interesting notions present themselves when the results of the four statements are compared to each other. A look at the means of the results reveals that, on average, teachers consider extending student participation by far the most important (= 6,24), followed by improving general proficiency (= 5,82), improving understanding of the literary text (= 5,41) and extending vocabulary (= 5,06). Although the respondents consider student participation to be the most important on average, however, to improve the students’ language proficiency is considered an at least moderately frequent goal (x > 4) most of the time, with 94 percent of the teachers answering higher than 4 on the Likert-scale, followed by improving understanding (88 percent), extending vocabulary (77 percent) and improving student participation (74 percent).
In any case, it is apparent that the teachers who use drama activities are aware of their merits and apply them in class frequently. However, the contrast between them and the teachers who do not use drama activities at all seems to be quite sharp; it would be a positive development if more teachers decided to add drama activities to their repertoire, when teaching literature but also in the lessons aimed at developing language proficiency.


























Chapter 4: Recommendations for Practice and Further Research

§ 4.1: Recommended Drama Activities to Improve Speaking Proficiency
From the results in chapter 3, it becomes apparent that most teachers who use drama activities do so to more actively engage students with the literary text and to extend their language proficiency. Because only a small group of 35 percent use drama activities, however, it is interesting to more closely explore some of these activities that achieve these goals, to give teachers who do not use drama activities a more concrete handle to integrate these activities in the future by way of practical examples.
As stated before, it is possible to develop proficiency skills in the context of literary education. Whereas reading skills can be developed through reading prose, poetry and dramatic texts alike, the performative nature of drama provides teachers with a natural context to develop their students’ listening and speaking skills. The ways to improve listening skills are quite straightforward and mostly limited to listening to performances and related activities. With regard to speaking however, there is a much broader playing field to utilise. Besides the fact that dramatic texts can simply be acted out, which allows students to practice their pronunciation and speaking more fluently, there are many drama activities which can improve students’ speaking proficiency. Unfortunately, there are few examples of exercises which specifically use literature as their basis. The integration of these exercises into the discussion of dramatic texts, or literature in general, can be very effective as students will both focus on the meaningful content of the text and develop their proficiency at the same time. This saves some of the time which teachers so often indicate they lack to properly teach the aforementioned topics. Because of the overwhelming majority of teachers who mentioned Romeo and Juliet as a text they use to teach drama, this text will serve as a good example of how these activities can be employed.

A myriad of role-playing exercises are fit for developing speaking proficiency. In its simplest form, a group of students could act out parts of the story in their own words. More interestingly, teachers can instruct students to change one defining quality of the character they represent, and act accordingly. In this way, students are forced to consider the essential qualities of the characters. In the context of Romeo and Juliet, for example, the teacher could tell the student to act out the scene in which Mercutio is murdered, with the additional instruction to have Mercutio behave more restrained. It is then up to the students to consider how the scene develops in that particular situation.
In a related activity, improvisation activities could include teachers giving their students instructions to act out a little scene based on information that the teacher gives. The opportunities for variations on this theme are endless: the improvisation could include the exact same characters as portrayed in the story in a different plot, or the addition of a different point of view to the same plot as portrayed in the story. In addition to character, plot and point of view, variations can be made in essential elements of writing: setting, atmosphere and conflict. Besides developing their literary competence, the students need to consider the tone and choice of words of their characters, and are actively working with language and speech. It must be said that a fairly high level of proficiency is needed for these activities.
A debate or another form of discussion is another opportunity to enhance speaking skills. Students can be asked to prepare their arguments based on the text. In this way, they must still utter meaningful and natural output. A trial could be set up, for example, to bring one or several characters who did wrong to court to justify their actions.
Another activity which may enhance proficiency skills, albeit a combination of writing and speaking, is having students write adaptations in other disciplines which feature performance as an important element. In an interdisciplinary co-operation with the music teacher, teachers could have students write songs or rap with a literary text as a topic, which they may perform or record to show their musical capabilities for the subject of music. Although setting up such an activity may take some effort, the students are working on several skills, spending their time more effectively. If such a co-operation is not feasible, students could write and perform sketches or make a short film.
It would be impractical to focus merely on developing new activities: many well-known drama activities which are aimed at improving speaking proficiency can easily be adapted to suit the literary or dramatic context. A great number of exercises that serve to achieve this goal are readily available and many of these are interesting and effective with regard to speaking skills. Lindsay Clanfield, for example, describes activities such as “Dubbed Movie”, “The Good, the Bad, and the Ugly Advice” and “The Fortune Teller with Two Heads” (At the Improv. 2), but applies them to everyday situations, focusing merely on using them as a means to achieve improved fluency. By combining the activities with literature, however, teachers will be able to kill two birds with one stone. Again, Romeo and Juliet will serve as an example.
As a variation on the drama activity of performing mime, two students silently act out a scene in the activity “Dubbed Movie”. Its relevance to speaking proficiency lies in the fact that two other students act as the voices of the characters played. This could easily be applied to a dramatic text, as well as prose or certain poems. It is essential that the teacher tells the students to use their own words rather than the words the characters use themselves. If the instruction is clear and followed properly, this activity presents students with an opportunity to extend their vocabulary. This is particularly the case for texts which use archaic language, as the students are forced to really delve into the text to properly act it out. In addition, the activity has students speaking in a meaningful context. It is preferable that the students improvise these little plays, as spontaneous output is what is expected of students when speaking outside the classroom as well. To achieve this, the preparation in class may consist of students closely analyzing two scenes or passages, for example the balcony and death scenes, in a group of four. After analyzing the text, they split up into two pairs which prepare the silent acting part of the task. If the proficiency levels of the students do not allow this, however, the speaking element of the activity may be prepared beforehand as well. An interesting addition to this task may be watching the scene or passage at hand in a film adaptation afterwards to contrast and compare the performances and the language used.
The original concept of the activity “The Good, the Bad, and the Ugly Advice” is for students to raise problems or dilemmas to which a group of students gives an answer. One student is asked to give good advice, whereas the others give bad or even worse advice. In the context of literary texts, a student or group of students may be given the chance to intervene in the story at a particular moment and give advice. This may literally mean allowing the student to ‘step in’ to the story himself and ‘communicate’ with one of the characters. Alternatively, however, in the context of Romeo and Juliet it may also be very interesting to allow the students to set up a meeting between two characters at any point in the story, as the characters’ ignorance of each other’s activities often causes their respective actions. Besides involving students actively with the story, this activity makes the students reconsider the influence that one event can have on a story. In addition, it again forces the students to actively analyse and consider the finer details of the plot and events in the story.
[bookmark: _GoBack]The basic premise of “The Fortune Teller with Two Heads”  is very simple. Two students predict the future by taking turns in saying one word to form sentences and, in the end, a story. In a straightforward adaptation, this activity is particularly fit for a lesson which is given when the students have not finished the story yet. The teacher can ask them to predict the rest of the story. More interestingly, however, “The Fortune Teller with Two Heads” also lends itself very well to be combined with “The Good, the Bad, and the Ugly Advice”. In this case, students can explore the influence that the given advice might have on the further development of the story. This also rules out the possibility of students already knowing the ending to the story, which is a risk when they are asked to predict the ending of the story in earlier lessons. An important condition for both tasks is that students have to consider the characters and previous events to construct their own story. A piece in which the students argue their choices, consequently, may be considered for optimal effect. For the second task, a reflection on the influence of the advice on the ensuing events may suffice. However, teachers may prefer to emphasise the linguistic merits of this activity and allow the plot and content to be slightly more experimental.
	
§ 4.2: Recommended Exercises 
With regard to drama, the available textbooks leave a lot to be desired. Although the exercises present in the textbooks improve the students’ ability to analyse and, in Eldorado, make good use of the opportunity to compare them to adaptations, they often lack a specific focus on the merits of drama. The alternative exercises to The Tragical History of Doctor Faustus presented in this chapter will show how the activities that accompany the source texts in the textbooks could be more effective with regard to using drama in literature teaching. Alternatively, they may serve as inspiration or examples for exercises to accompany self-developed material. This application is arguably more relevant, as 90 percent of the teachers in the survey do not use a textbook. Because it cannot be assumed that all these teachers have a broad knowledge of the merits of drama, a more extensive work featuring a list of example exercises for a range of canonical works would be an interesting possibility to consider.
The final scene from The Tragical History of Doctor Faustus, also known as the death scene, is featured in Eldorado. It starts from the moment when the clock strikes eleven to  when it strikes twelve, which is when Faustus is damned and the play ends. The exercises that accompany the text are as follows:

11 Basisopdracht
A Tel het aantal regels van Faustus’ laatste speech. Wat valt je op?
B Hoe slaagt Marlowe erin de spanning op te voeren en de indruk te wekken dat de
    tijd voor Faustus steeds sneller loopt?
C Faustus’ conclusie – ‘No, Faustus, curse thyself’ – is typisch voor de Renaissance.
    Leg dit uit.
D Het gegeven van de kunstenaar-geleerde die te ver gaat in zijn overtuiging dat het
    hogere doel (kunst, wetenschap) alle middelen heiligt, en die op andere terreinen
    dan de wetenschap ook maar een gewoon en feilbaar mens blijkt, is tijdloos en
    universeel. Bedenk zelf twee recente voorbeelden van sciencefictionverhalen,
    cartoons, griezelverhalen en/of films die gebaseerd zijn op het Faustusthema. (40)

There is an additional extra assignment which deals with Marlowe’s love poetry and does not have anything to do with Doctor Faustus or drama. 
All these exercises would have been applicable to prose texts just as easily and effectively as to drama texts. The choice to select Doctor Faustus, and Shakespeare’s Macbeth, for that matter, seems to be largely based on their significance to English literature rather than the mere fact that the texts are drama. The exercises do not make use of the potential added value of drama. This text does, however, present an excellent opportunity to make use of the specific merits of drama. Firstly, it would be beneficial for the students’ understanding of the text to have them watch a performance of this scene; Marlowe’s vocabulary, and that of the Renaissance in general is quite difficult for students to understand. The extreme emotions that Faustus experiences in the scene, however, are immediately apparent in a good performance of the scene. This makes it easier for students to involve themselves with the text more fully. There are performances available on the internet which even feature English subtitles if a teacher deems these necessary. Of course, licensing plays a role in the fact that Eldorado does not feature a link to these performances, but teachers in this day and age should be expected to be able to find these performances themselves. Assuming that the teacher is able to show a performance, the following exercises accompanying the death scene focus on drama and its merits:
1. What did you think of the performance you just saw? If you were to play Faustus, what would you change in your performance?
2. Describe how you think the audience would have experienced this performance in 1604. Contrast this to how they would have experienced it if they read it from paper.
3. What indicates that this is a piece of drama? Name two clues that you can find in the text.
4. Does the text feature style elements of other genres besides drama as well? Which?
5. How would Marlowe have written this scene if Doctor Faustus were a novel? Consider: narrator, stage, tone and point of view.
6. (If another performance is available). Contrast and compare the two performances you just watched. Which do you like better and why?

There are also possibilities for interesting and effective drama activities. Unfortunately, most of the scene is a soliloquy, so it is difficult to assign groups different roles. The scene does, however, lend itself very well to being acted out in the students’ own words. The vocabulary that Marlowe uses is very complex, but the content is quite clear. The teacher could ask all students to prepare or improvise an adaptation of the speech in their own words. It is also possible to use the “Dubbed Movie” activity, with one student acting out Faustus’ despair and the other performing his adaptation of the original text. An important and interesting element of this scene, moreover, is the uneven passing of time. One student, therefore, can play the clock manager, making the way time plays a role in this scene both more explicit and more clear. The clock management can be discussed afterwards.
	If more scenes, or even the entire story, have been discussed, it is also a very interesting possibility to put Faustus to a moral trial, with lawyers representing the ethics of science, moral ethics in general, a ‘devil’s advocate’, a more humanistic approach, etc. Faustus’s hubris is an excellent basis for such an activity.

§ 4.3 Limitations to this Research
Because of the conciseness of the survey, intended to maximise the number of respondents, some interesting topics have not been addressed. The role of the use of media, watching plays in actual theatres, the role of school theatre performances, specific questions about the effectiveness of the applied tactics and activities, could not be analysed properly. In addition, the question concerning criteria for drama text selection was not very successful, as most teachers indicated that they found everything important. Enabling teachers to indicate degrees of importance would have resulted in more useful results, but would also have lengthened the survey considerably. A question about which texts teachers actually use was not present; this could have given a clearer image of teachers’ preferences with respect to drama text selection. One of the reasons for these limitations is the unexpected fact that teachers largely ignore the existing textbooks. This, however, underlines the importance of practical research; only through a proper analysis of the practical field can improvements be propagated and, eventually, integrated.

§ 4.4 Recommendations for Further Research
	Some recommendations for further research are already present in the results analysis. Most importantly, the survey conducted for this thesis has shown a striking discrepancy between the average use of textbooks and the use of textbooks in literary education in 4, 5, and 6VWO. More extensive research focused on the causes of this discrepancy might yield important results as to the expectations of teachers towards the materials that they work with. Text book developers could take this information into account and adapt their materials accordingly.
	As mentioned in the limitations to the research, a survey about the texts that teachers select would clarify which texts are used predominantly; related questions dealing with the selection criteria more specifically than this survey did could reveal more about both the teachers’ preferences and their attitude towards what is important. 
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