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Oral Interpretation:

Telling Stories with Our Whole Body

David KLUGE

1. Introduction

The performers enter and the audience applauds politely. The performance
begins and the audience smiles and sometimes chuckles. As the performance
moves to the second part, the smiles disappear, to be replaced by looks of
serious concentration, sometimes shouts of agreement, and sometimes fists
thrust into the air. The show ends and the performers bow to warm applause.

As the performers exit the stage, their faces are flushed with success.

Was this a much-rehearsed performance of professional actors dressed in lavish
costumes performing on a gorgeous set in a well-appointed theater? No. It was a
group of teachers and students dressed in their everyday clothes. There was no set, no
props, no costumes, no lighting, and no theater building—in fact, it was performed in
a university cafeteria with the audience standing while eating and drinking at a
banquet of a language teaching conference at Kobe City University of Foreign
Studies in May of 2015.

The only expense for the performance was for copying the script and for construction
paper folded in half to serve as the cover for the script. The rehearsal time was a little
over an hour. The ten performers attended a 90-minute presentation/workshop at the
language conference on oral interpretation (OI). The majority of them, eight, were
teachers, mostly foreign, with a Japanese and a Chinese student. Only two of the
group had experience with drama and only one of the two had experience with Ol,
yet they all felt confident enough to give a 10-minute performance in English to a

large group of language teachers—their peers, and in the case of student performers,
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their superiors—using non-verbal, paralinguistic, and verbal means to dramatically
communicate their messages. How was this accomplished? An explanation of the
process of creating the performance is the focus of this paper. The paper first defines
OL then shows the OI process through a description of what the group described

above did, and finally discusses the implications of OI use in language classes.

1.1 Definition of Ol
Ol “the oralization of literature” (Campbell, 1967, p. 9), is defined as follows:

Oral Interpretation is the expression and sharing of literature with an audience. The
function of the interpreter is to establish oneself as a liaison between the author
who created the literature and the audience, which responds to it. The goal of the
interpreter should be influenced by the author's intention, which can be discovered
by investigation into the author's background, viewpoint and the time and
conditions under which the selection was written. (THSSDL, 2011)

It can be a solo activity or a group activity. Ol is "the art of communicating to an
audience a work of literary art in its intellectual, emotional, and aesthetic entirety"
using voice, body, and movement (Lee & Gura, 2005, p. 4). Ol differs from theatre in
that OI performers usually hold their script in hand, usually face the audience and not
each other, and usually interact with the audience and not with other performers. OI
also differs from theatre in that it usually does not involve a set, costumes, or props.
The description uses “usually” because there are many variations of Ol, some of
which are closer to theater than others in the use of set, interaction of performers, and

dramatic lighting and music.

1.2 Description of Ol

In brief, to do OI, a group chooses a piece of literature to be performed. They then
make a script by deciding which person or group of persons will say which words or
lines. Together they discuss the meaning of the selected piece, both the meaning of
words or phrases, and the messages of the piece they must communicate. The group
reads the piece aloud, each person reading the parts assigned to him, her, or them to
get a feel for the piece and how to pronounce and perform it. After reading aloud, they
practice how to best interpret the piece using their voice, body, and movement to

communicate their message. The group rehearses by doing the piece over and over,
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going over parts of the piece as well as the whole piece until they feel comfortable and
satisfied. Finally, the group performs the piece. After the performance, there is often a
time of reflection on the process of creation and the performance. The role of the
teacher varies with the abilities of the students and the educational philosophy of the
teacher. However, allowing the students freedom to take part in making decisions

increases the benefits of OI.

1.3 Educational Bases of Ol

The question may be asked: In language classes, why use OI, which seems to be a
roundabout way to work on pronunciation and intonation? There are many reasons,
but three are especially strong: the addition of creativity to the lessons, the

language-learning efficacy of telling stories, and the effective use of repetition.

1.3.1 The Need for Creativity in Language Teaching
Feher (2007a, 2007b) wrote clearly about the role of creativity in language teaching. She

answers the question of why creativity is important in the language classroom (2007a):

Language use is a creative act.

2. Compensation strategies, what learners need to do when they find they do not
have the exact language they need, require creative thinking.

3. For some people, being creative is their most effective mode of learning.
Many people become more motivated when they are asked or required to be
creative.

Creativity increases self-esteem.

Creative work requires increased language communication in order to plan the
work.

Creative work adds a rich dimension to the classroom.

Creative thinking is important in real life.

Creativity certainly appears to be valuable in the language classroom. Feher (2007b) and
Passuello (2012) both refer to Oech's list of the four main roles in creative thinking:
the Explorer, the Artist, the Judge, and the Warrior:

e  The Explorer goes out and collects materials and information from a variety of

sources.
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e  The Artist takes the materials and information and turns it into new ideas.
e The Judge evaluates the new ideas and decides what to do.

e  The Warrior takes the idea and puts it into action.

Feher (2007a, 2007b), Oech (2008), and Passuelo (2012) give practical advice on how to
promote creativity in the language classroom. OI provides opportunities for the
participants to take on the various creative thinking roles while making the performance

and show creativity in the performance itself.

1.3.2 Oller’s Episode Hypothesis

The episode hypothesis states “texts (oral or written forms of discourse) which are
more episodically organized can be stored and recalled more easily than less
episodically organized material” (Oller, 1983b, p. 44). Oller (1983a, pp. 12-16)
claimed that texts that have an episodic structure are easier to understand and
remember. Basically, the episode hypothesis claims that stories are excellent
resources for language classroom use. Since OI usually uses a story or poem, and is

episodic in structure, it is a good method for teaching and learning language.

1.3.3 The Effective Use of Repetition

The axiom “practice makes perfect” is the basis of the discredited audio-lingual method
(ALM). ALM-style practice drills have been discredited because of their lack of meaning
and motivation value; humorously put, “drills are boring.” Yet as Richards and Rogers
(2014, p. 73) state, it still exists today in many places. This is certainly true in Japan. Why
is this so, even among teachers who espouse communicative language teaching (CLT)?
Perhaps it is tolerated because the axiom “practice makes perfect” is viewed intuitively as
being correct and good sense, if only it could be improved. How should it be improved?

Larsen-Freeman (2012, p. 195) gives valuable hints when she states:

I argue that we should not think of repetition as exact replication, but rather
we should think of it as iteration that generates variation. Thus, what results
from iteration is a mutable state. Iteration is one way that we create options
in how to make meaning, position ourselves in the world as we want,
understand the differences which we encounter in others, and adapt to a

changing context.
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Although she is referring mainly to repeating after a model utterance, her observations
that repetition should be “iteration that generates variation” and that iteration “is one way
that we create options in how to make meaning” have great relevance to Ol. In
order to create a good performance, Ol participants have to say their lines over and over

in rehearsals.

However, it is not just simple repetition; OI participants change the nuances of the
utterance to match the volume, tone, and mood of the lines of other people in the
performance, so it is dynamic repetition in that it changes until the performer finds an
appropriate style for the performance. In addition, it is meaningful repetition in that the
performers must know the meaning of the words they say, and the performers see a

reason for repetition—to improve the group performance.

2. The Process of Ol

2.1 The Idealized Process

The definition of OI in the previous section contained a brief description of the
process of OI, but to give a clearer idea, in a step-by-step way, the following list,

from the handout at the presentation/workshop, is given below:

STEP 1: Selection of material
Select a piece of literature (poem, song lyric, short story, speech, essay,
novel, news story, biography, etc.) to be performed, considering the
number of performers, performers’ interests, language proficiency, and

maturity level of performers and audience.

STEP 2: Script making
Get the material scripted for OI (Who reads what?)

STEP 3: Interpretation
Understand both implicit and explicit messages of the text
*Explicit: What do the words mean?
*Implicit: What does the piece mean (Theme)?

35
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STEP 4: Reading aloud
Learn prosodic features such as pronunciation, intonation, rhythm, pitch,

rapidity, style, and loudness that can match the interpretation.

STEP 5: Staging
To convey the message to the audience, learn how to better employ
paralinguistic aspects of English: facial expression, posture, gestures,
movement, GROUPING.

STEP 6: Practice/ Rehearsal
Make arrangements so that everyone involved can get together for practice

and cooperate with group members.

STEP 7: Performance
Learn how to overcome stage fright (physical—take a deep breath before

going on stage, emotional—be prepared by practicing).

2.2 The Realized Process

The same steps are repeated below, but include descriptions of what actually
happened in the workshop. Note: The workshop was prefaced by a short presentation
on the principles and steps of OI (see Appendix for the complete handout).

STEP 1: Selection of material
The material, comprised of two different pieces, one poem by Shel
Silverstein titled “I Cannot Go To School Today,” and a slightly abridged
version of the speech by Malala Yousafzai given at the United Nations
Youth Takeover day, was selected by the author, given the title
“Juxtaposition,” and distributed to the workshop participants. (See Figures
1-4 below.)

At this point, the author announced that the workshop participants were scheduled to
perform at the conference banquet. The reaction of the participants was not

enthusiastic. As a matter of fact, one person said, “No way!
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STEP 2: Script making
The participants went through the script and together decided which
individual/group would say the lines, and which parts would be cut. (See
the handwritten names on Figures 1-4 to see how they divided the parts.)
. o ma= My back is wrenched, my
Ax ) '/ Juxtaposition ankle's sprained,
\ \ My 'pendix pains each time it =
Here are two views on rains. (Za L)
(e
going to school.

l

I Cannot Go To

School Today! ﬁ /

by Shel Silverstein J

"I cannot go to school today” \‘r

"I have the measles and the
mumps,
A gash, a rash and purple J
bumps.

My mouth is wet, my throat is
dry.

I'm going blind in my right eye.
My tonsils are as big as rocks,
I've counted sixteen chicken
pox.

And there's one more - that's
seventeen,

And don't you think my face
looks green?

My leg is cut, my eyes are blue,
It might be the instamatic flu.

I cough and sneeze and gasp
and choke,

I'm sure that my left leg is
broke.

My hip hurts when I move my
chin,

My belly button's caving in.

'\ “that you say?

My toes are cold, my toes are
numb,

I have a sliver in my thumb.

My neck is stiff, my voice is
weak, -

I hardly whisper when I speak
My tongue is filling up my

as’§

\y mouth,
Said little Peggy Ann McKay. [ /..

I think my hair is falling out. __

My elbow's bent, my spine

ain’t straight, q\ ,

My temperature is one-o-eight. | ./ Cl\i¢
My brain is shrunk, I cannot

[} [hear,

There's a hole inside my ear.
I have a hangnail, and my G 2
heart is ... /
What? What's that? What's J}. il

You say today is .....

Saturday? o

G'bye, I'm going out to play!"

i)

ﬁﬁ)t L€\/

Figure 1. “I Cannot Go to School Today” by Shel Silverstein, Conference
Handout with Notes

Some participants volunteered for parts they liked, some of the more reserved

participants were assigned parts by the group. One person, who had previous OI

experience took command much of the time, but in a gentle way. Other participants

volunteered people they thought would be good for the lines. In addition, the group

37
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made decisions about which lines or parts to cut based on things that seemed to be

unnecessary for an audience to know. (See the handwritten lines on Figures 2-4 to
see how which parts were cut.

\/]' i From Malala's speec!l to the UN Youth Takeover /7CL\ W (.
In the name of God, The as!%elef cent, The Most I\Jer'cgftﬁl 2o
Respected elders and my dear brothers and sisters; ]—H /
@ he ¢ \V\\Ql‘ oday, it is an honour for me to be speaking again after a long time. Being
/™ here with such honourable people is a great moment in my life. F-don'tknow where—

/_Dcar brothers and sisters, do remember one thing. Malala day is not my day.

)\ Today is the day of every woman, every boy and every girl who have raised their
voice for their rights. There are hundreds of human rights activists and social
orkers who are not only speaking for human rights, but who are struggling to
achieve their goals of education, peace and equality. Thousands of people have
‘ been killed by the terrorists and millions have been injured. I am just one of them.
*«:,\‘\J So here I stand... one girl among many.
/\' W 1 speak — not for myself, but for all girls and boys.
\j r\\,.‘\ufl\'aise up my voice — not so that I can shout, but so that those without a voice can
be heard.
Mc& L'kI‘lmse who have fought for their rights:
Kl WTheir right to live in peace.
@a L‘H’heu‘ right to be treated with dignity.
.|/ Their right to equality of opportunity.
A, ( Their nght to be educated.

i they-would change 0 1 £23 but
nothing changed in my life except this: Weakness,~fear and Etu;[esmess died.

1

Figure 2 “From Malala’s Speech to the UN Youth Takeover” by Malala Yousafzai, p.
1, Conference Handout with Notes
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the right o child. I want education for the sons and the
daughters of all the extremists i

do not even hate the Talib who shot me. Even if there is a gun in my hand
in front of me. I would not shoot him. This is the compassion that I
have learnt from Muhammad-the prophet of mercy, Jesus christ and Lord Buddha.
This is the legacy of.change that I have inherited from Martin Luther King, Nelson
Mandela and Muhammad_Ali Jinnah. This is the philosophy of non-violence that I
have learnt from Gandhi Jee, Bacha Khan and Mother Teresa. And this is the
forgiveness that I have learnt from.my mother and father. This is what my soul is

telling me, be peaceful and love everyo
Dear fellows, today I am focusing on women's rights and girls' education
because they are suffering the most. There was a time when women social activists
M 0 | asked men to stand up for their rights But,xthns =

am not telling men to step away from speaking for women's rights rather [ am

is time, we will do it by ourselves. I

focusing on women to be independent to fight for themselves.

sisters and brothers, now it's time to speak up. So today, we call upon
the world léaders to change their strategic policies in favour of peace and
prosperity. We call upon the world leaders that all the peace deals must protect
women and children's tights. A deal that goes against the dignity of women and
their rights is unacceptable. We call upon all governments to ensure free
compulsory education for every“child all over the world. We call upon all

2
Figure 3 “From Malala’s Speech to the UN Youth Takeover” by Malala Yousafzai, p.

2, Conference Handout with Notes

Figure 1 involved no cuts as it was a short poem.) Although the author shortened the
Malala speech, he left much that could have been cut in order for the workshop
participants to decide what they wanted to cut. The handwritten notes in Figures 2-4
show how extensive the cuts were, but do not show the interesting changing

interaction of the participants in making the cutting decisions.
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We call 1 upon all communities to be tolerant — to reject prejudice based on cast,

Ml

‘Dear brothers and sisters, we want schools and education for every child's

/( bright future. We will continue our journey to our destination of peace and
\\a

(:] V| will bring change thro our voice. We must believe in the power and the

education for everyone. No one can stop us. We will speak for our rights and we

of our words. ords can change the world.

e we are all together, united for the cause of education. And if we
want to achieve o then let us empower ourselves with the weapon of
knowledge and let us shield ourselves wi i

brothers and sisters, we must not forget that millions of people are

suffering from po
of children are out of sc!
waiting for a bright peaceful fu

, injustice and ignorance. We must not forget that millions

Is. We must not forget that our sisters and brothers are

So let us wage a global struggle against illiteracy, poverty and terrorism and
let us pick up our books and pens. Thc% are our most pD)!lel'fl]l weapons.
[ veryonc repeat after me:] One c]nld, (one child) oqe téacher (one teacher) one
pen on¢ pen) and o?ﬂ:ﬁnook((and one book), can w1 e ange the world (can chang
world). Education is m‘solunon (Education is the only solution. ) Edu
First. (Education First.) [Thank you for supporting Kobe Foreigner Fnendshlp
Center through the Drinks for Two project. Education is the only solunon.l L 1 iy

3
Figure 4. “From Malala’s Speech to the UN Youth Takeover” by Malala Yousafzai, p.

3, Conference Handout with Notes

Of course, cutting lines and parts early on in the piece required cutting parts later on
that were related to previous cuts. Participants started slowly with this step, but after
a while seemed to get into a smooth working rhythm through the creation of

consensus and quickly finished this task.

STEP 3: Interpretation

The participants discussed words or phrases they did not understand and
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what messages they wanted to communicate to the audience. Additional
cuts were made at this time based on decisions on what messages were to
be emphasized. Parts that were not related to the messages were discussed

on whether they should be cut or not.

STEP 4: Reading aloud
The participants read aloud the entire piece from beginning to end, each
person reading his, her, or their lines while seated. They then read it it
again, helping each other with the pronunciation and intonation. They also
did some more cutting based on hearing what the piece sounded like read

aloud, catching things to cut that they missed before.

STEP 5: Staging
The group then stood up and worked on staging; that is, how they would
enter and exit the stage, where they would stand, when and where to move,
and worked on their facial expression, posture, and gestures. At the end of
this stage, the director, (the author of the paper and the person conducting
the workshop) gave advice on how to improve their ideas, mostly on how
to tighten up the performance by cutting out unnecessary pauses, suggested
changes on how to move, and gave other advice to improve what the
performance looked like from the audience’s point of view. Participants
became more enthusiastic and gave advice to each other, often giving
encouraging words and words of praise after a particularly good

interpretation.

STEP 6: Practice/ Rehearsal/ Reflection
The group practiced until the time was almost up. Although they felt
satisfied with what they had done in the hour or so of the workshop, they
also felt a little uneasy because as with all performances, the performers
want just a little more time to rehearse. Because everyone was busy at the

conference, it was difficult to find another time to practice.

In the last few minutes of the workshop there was a short time for reflection on the
process. All participants enjoyed the experience, with many looking exhilarated.

Some were amazed at how much they had accomplished in such a short time. Some
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of the teachers said they now recognized the value of OI.

STEP 7: Performance/ Performance Reflection
During the entertainment part of the banquet the performers gathered in
front of the room and first walked the raised platform that would serve as
their stage. They made some changes in movement based on the available
space. The performers had the jitters before the performance, but settled
down and gave a good performance. The audience smiled and chuckled at
the first part, “I Cannot Go To School Today.” During the interpretation of
Malala’s speech, some in the audience spontaneously shouted out in
agreement or pumped their fist in the air to show approval. These were
signs that the performers had made good interpretive decisions. After the
performance, the audience applauded with genuine appreciation, and the
performers hugged each other and patted each other on the back, satisfied
and proud of what they had done. Most were strangers before the
workshop and performance, but had become fused into a single unit

through the OI experience, brief though it was.

There was no time for a formal reflection of the performance, as would usually be
done in a class, but two things are worth noting. One is after the performance, the
Chinese student came up to the author and shook his hand, tears streaming from her
eyes, and saying that she had never experienced such a lesson and was very grateful
for the chance. The other was an email from the participant who responded, No
way!” when told that they would be performing the piece that same evening: "It was
an awesome workshop preparing for the presentation and even more fun to perform

the Oral Interpretation in public.

The process sets your inner child free, wakes your critical thinker up, and lets your
revolutionary punk rapper go happy-crazy." The use of words and phrases such as
“awesome,” “fun,” and “happy-crazy” point to the motivational power of Ol. The
comment about critical thinkers underscores the valuable cognitive benefits of OI.
The entire comment shows how exposure to OI can change attitudes toward the use

of such performance activities such as OI.
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3. Discussion and Conclusions

It was interesting to note several things about the workshop and performance:

1. Creative Thinking Roles: The members of the group naturally took on the
roles described by Oech (2008). In many cases, one person would assume a
role that would soon be assumed by another person. One person did not
usually maintain their role for the length of the workshop, but only for a short
time. At first the students were reluctant to take on any of the roles, but after
getting more caught up in the activity, they became bolder, and looked

gratified when their creative suggestions were adopted.

2. Comparisons to Classes: People reading this article might question whether a
group of language teachers would act as a normal class. The answer is no and
yes. On the no side, the group’s knowledge of English vocabulary,
pronunciation, and intonation was superior to all but the most advanced
classes of students. However, on the yes side the turn taking of creative roles
is the same, as well as the mounting energy as creative ideas come forth faster

and faster.

One point that is different and is in favor of classes is students are often
quicker to come up with different ways of planning choreography, or how the
group, small groups, and individuals can move on stage. This is especially true
of groups where some students have dance experience. Both student and
teacher groups are alike in their enjoyment of the process of creation and in
their satisfaction when the performance is over, as well as showing a similar
feeling of group unity building throughout the process, culminating after the

performance.

3. Creativity: The gradual increase in the flow of creative ideas indicates that
creative thinking is not the default state of people’s minds and so must be

stimulated by activities such as Ol.

4. Meaningful, Interesting Practice of Utterances: OI, through its goal of a
successful final performance, makes practice both meaningful and

interesting—makes the axiom “practice makes perfect” more true.

43
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In conclusion, the rising excitement levels indicating increasing motivation, the
interesting and meaningful practice of language, the increasing of creativity, the
emergence of a group cohesion in such a short period, and the pride of
accomplishment at the end of the workshop and the end of the performance are clear

indications that Ol has a place in English lessons in Japan.
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Appendix: Conference Ol Presentation/Workshop Handout

Oral Interpretation: Telling Stories with Your Whole Body
David Kluge, Nanzan University

Overview HE
I.  Introduction [ rvaX g

II.  Selection of Piece  {EfHEN
III.  Study of Piece (BT

IV.  Voice F
V.  Posture RE BAEY
VI.  Gestures Vr AFp—
VII.  Movement i X
VIII.  Pace N
IX.  Use the Stage AT — KA D
X.  Levels 1317
XI.  Groups 7 —7 OFEFA
XII.  Ensemble 7 N—"7 O
XIII.  Review L Ea—

L Introduction > hveX 7 g
DEFINITION: Oral Interpretation is reading aloud dramatically, using your voice,

face, body, gestures and movement.

EF AT NA U E =TT — g L LIIE, BEOEE.
K, VxAF ¥ —, BXLEBICRTIF 07T
MY Bk

Improves English 5555/ D a) Lk

Improves motivation (fun) EFX— 3 % EiF5
Improves confidence FH{Z % DT 5

Improves group unity F~—ADOFHFID[H] _E
Concentrate on these Basics AN % KYUJIZ
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I1. Selection of Piece {EfZEO
Choose from your English textbook something that is:

WEEDOHRENLRDE I R L DERALTHEL L D

Humorous I—FTARHD
Dramatic NI~Fv72bD
Appropriate for a Group

TN—TTORFRITHELTZHD
Appropriate for YOUR Group
EDTN—TITH LT b D

I11. Study of Piece {EfHAFSE
Know the meaning of Words
TERHOFEOERE D
Know the Theme
VRS DT —~ Z B %

IV. Voice Variety 7=

Volume FDOKE

Speed A

Tone O R—

Style  FOWELNE, RS

V. Posture &%, &IEY
Show character &4 5
Show emotion JE &2 RBLT 5

VI. Gestures ¥ A F % —
Big REL
Necessary W ZIS T

VII. Movement HEj&

Necessary WELZIL T
Sharp T-&0 &
Smooth 72 BINT
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VIIIL Pace ~—2A
No gaps ~~—ADNEEIN2 N K 91T

IX. Use the stage AT — 2K %fH 5
Whole stage AT =V EAE D

X. Levels BB

Front/Back HIDF, 1% A D5
Right/Left
Up/Down BEZR DT %

XI. Groups 7' V— 7 DFELH

Solo VA=

Duet ~T

Small Groups INEWT =255 D
Half TN—T w00 T %
Whole TN—TERT

Think AKB48!  AKB48 M L 9 (T !

XII. Ensemble 2 )V— 7 OFEfn

Like a choir BB ONWDLEBD L 91T
Together RIUHA 7 ClHLENE
Sharp THDZ &, —fEI

Think AKB48!  AKB48 ® L 9|2 !

Steps for Oral Interpretation

STEP1: Selection of material

Select a piece of literature (poem, song lyric, short story, speech, essay, novel, news
story, biography, etc.) to be performed, considering the number of performers,
performers’ interests, language proficiency, & maturity level of performers and

audience

STEP2: Script making
Get the material scripted for RT (Who reads what?)
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STEP 3: Interpretation

Understand both implicit and explicit messages of the text
*Explicit: What do the words mean?

*Implicit: What does the piece mean (Theme)?

STEP 4: Reading aloud
Learn prosodic features such as pronunciation, intonation, rhythm, pitch, rapidity,

style, and loudness that can match the interpretation.

STEP 5: Staging
To convey the message to the audience, learn how to better employ paralinguistic

aspects of English: facial expression, posture, gestures, movement, GROUPING

STEP 6: Practice/ Rehearsal
Make arrangements so that everyone involved can get together for practice and

cooperate with group members

STEP7: Performance
Learn how to overcome stage fright (physical—take a deep breath before going on

stage, emotional—be prepared by practicing).



50  David KLUGE

Oral Interpretation:

Telling Stories with Our Whole Body

David KLUGE

Nanzan University

Abstract

Oral interpretation (Ol), or “the oralization of literature” (Campbell, 1967, p.
9), is a way for an individual or group to dramatically tell a story by taking a
piece of literature, studying it, and then reading it dramatically for an
audience. The main differences between Ol and drama or theater are that
Ol performers usually face and interact with the audience and not usually
with other performers on stage, are able to hold the script in hand, and
usually does not require set, props, costumes, lighting, or sound, making it a
good choice for language classes from a financial and time perspective. The
bases of Ol (creativity research, episode hypothesis, and the value of
meaningful repeating of English) also make it a good choice of activities.
This paper first describes Ol, then, demonstrates the process of Ol through
the documenting of a workshop and performance at a language conference
at Kobe City University of Foreign Studies in 2015.
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