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Introduction

... the arts have been an inseparable part of the human journey; indeed,
we depend on the arts to carry us toward the fullness of our humanity.

—National Standards for Arts Education

In 2009, the College Board submitted a report to its Board of Trustees that stressed
the importance of arts integration for a 21st-century education:

In sharp contrast to our current system, we propose a new curricu-
lar model with the arts at the core [. . .]. The arts—all the arts—help
students develop skills in group interaction, self-esteem, reflection,
decision-making, and innovative thinking. With the arts at its core,
this new paradigm could provide a more effective learning environ-
ment that would induce the creative thinking needed for the 21st-
century global society, and reinvigorate our youth and our teachers.
(National Task Force on the Arts in Education, 2009)

Similarly, foreign language (FL) programs today are revising curricula and rees-
tablishing their identities in order to uphold a fundamental role in liberal arts
education. A positive outcome of this “re-identification” process, in many cases,
has been the shift from largely canonical literary curricula to a more diversified
cultural and interdisciplinary focus. With varying degrees of scope and success,
the unidirectional language-then-literature curriculum has been reinvigorated
and rerouted along a language-and-content continuum, ensuring a critical aware-
ness of content (whether historical, geographical, sociological, or artistic) from
the very beginning of FL study, and a critical awareness of language learning
throughout the curriculum. In so doing, faculty have revised learning goals, class
materials, and pedagogical approaches, and very often, the arts have been inte-
gral to these significant curricular revisions. Whether they be plastic, perform-
ing, literary, textile, media, or visual in nature, the arts connect language to other
cultural productions, other disciplinary questions, other semiotic spaces, and
other symbolic systems.! From this perspective, “texts” become socially, histori-
cally, and culturally situated practices, of which the written text is but one kind.
The arts, therefore, allow for the reconceptualization of literacy, previously un-
derstood more narrowly as “reading and writing,” to include a broader range of

1The Arts: National Foundation on the Arts and the Humanities Act, 20 U.S.C. 952 (b) The term “‘the
arts’” includes, but is not limited to: music (instrumental and vocal); dance; drama; folk art; creative
writing; architecture and allied fields; painting; sculpture; photography; graphic and craft arts;
industrial design; costume and fashion design; motion pictures; television; radio; film; video, tape,
and sound recording; the arts related to the presentation, performance, execution, and exhibition of
such major art forms; and all those traditional arts practiced by the diverse peoples of this country.
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visual, aural, and spatial signifying acts through which learners can understand,
produce, and interpret information, and express themselves in many ways.

Understood in this way, the arts provide not only a source and stimulus for
communicative exchanges, emotional engagement, and critical analysis, but also
significant opportunities for deep engagement with other cultures. By describ-
ing, interpreting, evaluating, embodying, and even producing art in any one of
its many forms, students can understand both language learning and cultural
exploration as processes in which they themselves are agents. As agents, stu-
dents learn “how to do things with words,” to borrow the familiar phrase from
John Austin (1962), which is highly suggestive for FL educators. As learners do
things with foreign words, they not only solve communicative tasks by expressing
conventional meanings in the foreign language, but they are also motivated to
imagine how to use language as part of a symbolic system in order to construct
new meaning and wield symbolic power (Kramsch, 2009). Enabling students to
become agents in their own learning, particularly in the FL, can be highly moti-
vating for teachers and students alike.

The arts, we argue, can further stimulate this kind of creativity, inspire the
imagination, and propel learners ever more freely and confidently toward both
awareness and acceptance of their multilingual identities and intercultural
agency. What we consider here is how exactly the arts might be integrated in the
FL curriculum and what role the arts can play in promoting learners’ sense of
intercultural agency.

Integrating the arts in the curriculum can be understood in a variety of ways,
as is evident in the definitions provided by The Kennedy Center:

e Arts as Curriculum—A curriculum with opportunities for students to
develop knowledge and skills in a particular art form;

e Arts-Enhanced Curriculum—A curriculum wherein arts are used to
support other curriculum areas, but no objectives in the art form are
explicit;

o Arts-Integrated Curriculum—A curriculum wherein arts become the
approach to teaching and the vehicle for learning so that two disciplines
are mutually reinforcing. (Kennedy Center ArtsEdge, n.d.)

Most foreign language programs, including many very vibrant and successful
ones, have arts-enhanced curricula, whether through courses on food culture,
visual arts, music, or theater, for example. Whether these courses choose arts as
thematic orientation or as objects for analysis, they rarely introduce the specific
vocabulary, physical tools, modalities of creation, or culture of critique as part of
formal learning goals for assessment.

Here, we advocate for an Arts-Integrated Curriculum, which requires the more
theoretically informed and systematic employment of art as content (materials,
methods, outcomes, and assessments); the foreign language serves as one primary
means or modality for understanding, interpreting, and experiencing it. However,
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we cannot assume that every FL instructor is also either an art specialist or even
an expert in the analysis and appreciation of any particular art form. Neverthe-
less, we can assume that most faculty members do have an interest and at least
an informal background in some form of art, whether that be singing, painting,
filming, acting, or playing a musical instrument, for example. Furthermore, given
the increased emphasis on interdisciplinary academic research and teaching, it
is in fact more often the case that faculty (and graduate students) have also been
trained to some degree in one art form or another. Together, and as a collaborative
effort, a language program might combine these interests and expertise in an ar-
ray of course offerings. The contributions to this volume suggest ways in which a
language program might integrate one or more of the arts either collaboratively,
across the curriculum, or independently, in single courses. In addition, programs
might also integrate units on artful teaching and arts-integrated course design in
all facets of its teacher education program, from new teacher orientation, to in-
service workshops and guest speaker events, to teaching practicums and courses
on methodology.

Acknowledging the relevance of Kennedy Center’s definition, we shall identify
arts integration as:

an approach to teaching in which students construct and
demonstrate understanding through an art form.
Students engage in a creative process,

which connects an art form and another subject area
and meets evolving objectives in both.

(Kennedy Center ArtsEdge, n.d.; emphasis in the original)

Of particular interest is the second part of the definition, wherein artistic produc-
tion, interdisciplinary methods, and outcomes become central to the teaching and
learning experience.

The concept of arts integration is certainly not new. From early childhood
education to the primary and secondary levels, art has been a curricular staple for
over a century. In particular, visual, plastic, and performing arts have been used
to support developing linguistic competence as modes of inquiry, information
intake, and self-expression. The primary benefit of arts integration, ultimately, is
that the uptake of information and the processing of knowledge become a more
creative, embodied, and emotional experience, linking learning to the student’s
senses and subjectivity. The question remains as to how the arts can contribute
to a more coherent, integrated FL curriculum, from “lower”-level to “upper”-level
courses. Or, more specifically,

1. How does engagement with the arts support the principles of SLA?
Engagement with the arts, particularly the creation of artistic products
based on models (input) supports the principles of second language
acquisition by putting the learner’s motivation to communicate at
the center of the learning process. By enriching linguistic input, and
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providing clear models as well as creative space to “express, interpret
and negotiate meaning,” the arts become vivacious modalities for
emotion-rich communicative exchanges.

2. How does engagement with the arts enhance cultural knowledge,
intercultural competence, and learner motivation? Engagement with
the arts, particularly the production of art, places learners directly
in an intercultural setting. Learners must gain knowledge of the art
form, the textual meaning, and the modalities of expression within
that form, to then “respond” or “adapt” or “react” to a culturally con-
textualized situation. By being part of both receptive and productive
creative processes, students are more likely to wield power as cultural
intermediaries.

3. How can we assess the outcomes of artistic engagement in areas of
linguistic development, cultural knowledge, learners’ self-knowledge,
and creative and critical thinking? By engaging students in the creative
process as part of their language learning experience, it is essential to
reconceptualize the goals and nature of assessments. Along with goals
for linguistic accuracy, reading- and writing-based literacy, and the
basics of textual analysis, assessment tools might also include cultural
comparisons, creative connections, and reflectivity on the learning pro-
cess as it relates to artistic production. The concept of literacy, under-
stood more broadly, will likely include a wider field of signifying acts
and interpretative processes specific to them. Likewise, activities and
assignments will need to be designed with intercultural, creative, and
self-reflective goals in mind.

4. What is the place of the FL program in the broader context of a lib-
eral arts education? Arts integration and hands-on engagement with
different art forms—their materials, methods, and modalities for self-
expression—can facilitate interdisciplinary collaborations with other
humanities disciplines, and thereby demonstrate the role that foreign
languages and cultures shall play in the liberal education foundations.
The fundamental role of foreign languages and cultures within the
broader mission of liberal education is especially evident in the pro-
motion of higher-level, self-reflexive critical thinking—a conception of
foreign language learning that goes beyond linguistic decoding and that
insists on a critical knowledge of the target culture.

Foreign language pedagogy has tended to give precedence to the former—to
the linguistic code and to the verbal mode over other semiotic modes. And yet, as
Kramsch affirms in The Multilingual Subject (2009), “language learners apprehend
the foreign language with all their senses: the sounds, the shapes, the tastes of
words and other symbolic forms, and the meaning that each mode makes available”
(p. 203). Kramsch posits the foreign language learner as a symbolic self, whose
engagement in our classes constitutes symbolic action, and whose ability to engage
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in the target language and culture reflects his or her symbolic competence (p. 188).
“The self that gets constructed through learning the standard forms of grammar,
vocabulary, or pragmatics,” she argues, “is one that agrees to subject himself to the
symbolic order of another language” (p. 189). The symbolic self “is less intent on
decoding than on interpreting words, less focused on the standard monolingual use
of one language than on the ability to use one language or the other, less keen on
explaining and judging one national culture versus another than on understanding
their own and others’ historical trajectories and values” (p. 189).

What multilingual subjects express, interpret, and negotiate (by which
we refer to “communication” as defined by Canale and Swain [1980], Savignon
[1991], Lee & Van Patten [ 2003], and elsewhere) is not so much about the con-
ventional transmission of information as it is about “emotions and memories, val-
ues and subject positions” (Kramsch, 2009, p. 201). For teachers, learners, and
language users of all kinds, then, it is time to foster the multilingual or “mythic”
imagination—the capacity to envision alternative ways of remembering, of telling
a story, of participating in a discussion, of empathizing with others, of imagining
their future and ours, and ultimately of defining and measuring success and fail-
ure. The dynamic potential for the arts should be clear.

In her final chapter devoted to teaching the multilingual subject today,
Kramsch prompts the reader to carry these concepts beyond her book and into the
classroom setting by offering a rich set of pedagogical goals and considerations
(2009, pp. 205-209). Some of the most pertinent here are:

e What identities or subject positions do we make available in our classes?
How might we create more possibilities and find ways of working with
students’ identity formation?

e How can we as language teachers appeal to our students’ desires?
Open the window on aesthetic appeal of the language itself, as well as
on aspects of its culture? How can we tap into what they find beauti-
ful or moving? What their fears might be? And although it is not always
appropriate to discuss dreams and fears directly, what spaces can we
make for their artistic expression?

e What opportunities can we create to break rules, encourage subversion,
invention, or parody?

e How can we appeal to students’ sense of pleasure? Not pleasure so much
in terms of games and fun, as in Barthes’s (1975) sense of “a perceived
match between form and content, between what you wanted to say and
the way you said it, between a word and the resonances it has for you.”
An embodied sense of something, in other words; perhaps fulfillment.

A vibrant language and culture experience that stimulates the senses,
prompts critical thoughts, inspires creative thinking, and employs self-reflectivity
can provide several tools and skills that we now deem essential for a college educa-
tion. Indeed, Kramsch’s conceptualization of language and culture learning as a
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journey in multilingual subjectivity helps align the department and program FL
learning outcomes in higher education with those of the American Association of
Colleges and Universities, because it “empowers individuals and prepares them to
deal with complexity, diversity, and change.” It also “provides students with broad
knowledge of the wider world [. . .] as well as in-depth study in a specific area of
interest” and it “helps students develop a sense of social responsibility, as well as
strong and transferable intellectual and practical skills such as communication,
analytical and problem-solving skills, and a demonstrated ability to apply knowl-
edge and skills in real-world settings.”

In addition to partaking in these fundamental dialogs on 21st-century
curricular goals and multilingual subjectivity, some of the more specific curricu-
lum and teacher-education questions that we attempt to answer in this volume are:

e How can Language Program Directors (LPDs), and especially LPDs
with no background in the arts, integrate the arts into their programs?
Which curricular models enable LPDs to enhance their course and pro-
gram learning goals most effectively?

e How can we best enlist graduate teaching assistants (TAs) with inter-
disciplinary interests or expertise, and what are the implications for TA
training and professional development?

e How can engagement in the arts enhance language learning, cultural
knowledge, and learner motivation?

e How can we assess the outcomes of artistic engagement in areas of lin-
guistic development, cultural knowledge, learners’ self-knowledge, and
creative and critical thinking?

e What is the place of the FL program in the broader context of liberal
arts education, and, more broadly, within postsecondary academic
institutions?

Organization of the Chapters

The volume is organized into three main sections that comprise three different art
forms: the visual arts, the theater and dramatic arts, and poetry as performance.
Each section suggests that, by thinking creatively about arts integration in the
FL curriculum, we engage with a more complex conception of language, the lan-
guage learner, and of the role of the language instructor, as well as a different kind
of instructional choreography—one that often moves instruction away from the
traditional classroom space.

The first section (I) on the visual arts takes us into the art museum, where
students carry out innovative projects involving the analytic or creative interpre-
tation of artwork as part of the FL curriculum. Elvira Di Fabio and Maria Luisa

https://www.aacu.org/leap/what-is-a-liberal-education
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Parra’s chapter presents the theoretical and methodological underpinnings of
their integration of visual arts into the curriculum of Beginning Spanish (first and
second semesters) and Intermediate-Advanced Italian (fourth semester) language
classes. By incorporating paintings, sculpture, artifacts, and digital images in their
curricula, the authors demonstrate how instructors can guide students through
the exercises designed to target the three primary modes of communication—
interpersonal, interpretive, and presentational—in order to promote complex
language use, broaden cultural awareness, and develop symbolic competence.
Furthermore, the authors provide a model for engaging FL programs in an intra-
institutional partnership with university museums.

A similar collaboration with a local museum motivated Bettina Matthias’s art
project designed for upper-level German courses. Specifically, works of art inspired
creative interpretations as a means to explore the sociocultural climate of Wei-
mar Germany, all within the context of curating an exhibition in an art museum.
Instead of presenting more traditional museum explanations or academic response
papers, students used their historical research to interpret artwork through digital
storytelling. As such, this article presents an innovative way of integrating digital
technology with language learning, of connecting academic work to cultural in-
stitutions, and of linking language programs with local museums on and beyond
campus—in other words, across languages, cultures, and communities.

Outreach efforts across languages, communities, and the curriculum form
the common thread among the projects in the subsequent section (II), which
moves from the museum to the theater. Here, the chapters show how the dra-
matic arts can serve as a means of articulation both across the curriculum and
beyond the university campus. Besides the practical considerations, as well as the
cognitive and affective benefits of integrating the dramatic arts in the FL curricu-
lum, Lisa Parkes demonstrates how a single dramatic text can be used and reused,
adopted, and adapted at different levels of the curriculum, through intertextuality,
linguistic creativity, and performance. By positioning her approach to FL teaching
and learning in a poststructuralist framework, she shows how such initiatives not
only connect language acquisition to higher-level thinking skills, but also help
graduate student assistants connect the task of foreign-language instruction more
closely to their training in literary and cultural studies.

Dramatic performance in FL instruction is cast in still different lights in the
next two chapters, which further probe the linguistic and cognitive benefits of
drama pedagogy. First, Federico Pacchioni situates the puppet, rather than the
learner, on center stage, enabling the learner to develop multiple intelligences
and various language skills without the additional pressures of stage performance.
In discussing the cultural value and uniqueness of the puppet’s different tradi-
tional forms, Pacchioni simultaneously promotes the “puppet guest” as a cultural
presence as well as an effective teaching tool for reducing affective barriers to par-
ticipation and augmenting creative, theater-based assignments.



8 INTRODUCTION

In the next chapter, Barbara Schmenk further develops the poststructural-
ist, postmodern conception of learner subjectivity. Specifically, she interrogates
the oft-cited assertion that drama benefits language learning because it promotes
holistic learning. Despite its appeal and significance for foreign-language educa-
tion, Schmenk argues, “holistic” as a concept of a “whole” learner and learning
falls short of the complexity of the learner as a fragmentary, multilingual subject-
in-process, and of the language studied. In order to do justice to those complexi-
ties, Schmenk argues for a post-holistic conception of learner subjectivity and of
language that is chiefly geared towards the development of symbolic competence.
Understood as not only linguistic, but also embodied, imaginary, aesthetic dimen-
sions of meaning-making, drama pedagogy has the unique and rich potential to
experience and play with language as an embodied symbolic system. To illustrate
drama pedagogy from a “post-holistic” perspective, Schmenk outlines how even
the seemingly least “dramatic” of FL. moments—the grammar of the passive voice
in German—can animate students to become self-reflective inquirers into embod-
ied language use.

Community outreach through the dramatic arts provides the context for the
last chapter in this section, which foregrounds the role of the teaching assistant
in a graduate pedagogy seminar. Aimed at preparing teaching assistants from a
variety of disciplines for the profession, Per Urlaub proposes an educational proj-
ect with a community theater to augment the theoretical emphasis on L2 literary
reading and to reach a broader public through digital media. Thus, by integrat-
ing theater education, digital media production, educational outreach, and digi-
tal public scholarship, Urlaub’s seminar provides a model for interdisciplinary
graduate education and for LPDs who wish to broaden the scope of their graduate
teacher development programs.

The final section of this volume focuses on the role of poetry in FL instruc-
tion, and performed poetry in particular. Both chapters in this section explore the
potential of poetry to develop the learner’s voice in the foreign language, either
through oral performance, as is the case in Glenn Levine and Jaime Roots’s proj-
ect, or in the case of Margaret Keneman'’s study, through writing and perform-
ing poetry. Both focus on the benefits of introduction of reading, writing, and/or
performing poetry as early as in the elementary and intermediate German (Levine &
Roots) and intermediate French (Keneman) language sequences, despite the per-
ceived difficulty of the poetic genre. And for both, linguistic and nonlinguistic
gains are of equal importance, including the ability to play with language, to learn
about and develop themselves and their sense of identity: as sense of ownership
and sense of self either in selecting and performing, or, in the case of the latter, in
writing their own poetry.

In their chapter, Levine and Roots address the theory and practice of poetry
performance in the German language classroom, as well as the collaborative
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development of projects of this sort by the language program director and gradu-
ate student instructors. Privileging aesthetic over literary-analytic aspects, the
Wortkonzert project involves extended, playful use of language in a performance
mode, and thereby promises to enrich often predominantly quotidian uses of lan-
guage typical of the classroom. Keneman shows in the subsequent (and last) ar-
ticle how the slam poetry art form can be used as a pedagogical tool to develop
students’ critical literacy—the ability not only to reproduce a genre, but also to
identify and use certain language features of the slam poetry art form, self-reflect
on their experiences as learners of another language, and, ultimately, express
their own voice creatively in the target language. By legitimizing (intermediate
French) students to create their own poetry slams, she argues, we recognize their
writing as a legitimate and highly revealing source of cultural meaning. Ulti-
mately, we empower (or “authorize”) students to find their own voice in the for-
eign language.

Taken together, all the projects in this volume suggest creative ways in which
FL professionals and their graduate teaching assistants can transform the curricu-
lum. The arts, as we will see in many of the projects in this volume, animate stu-
dents to become active participants in the culture (of slam, poetry, drama, and the
museum exhibition) who embody and own the language that they are learning.
Indeed, they are enabled to participate, with a great deal of self-reflection, in their
own process of transformation. Most important, the arts help forge the essential
link between graduate student academic training in literary and cultural stud-
ies and foreign language pedagogy, often by refining approaches to interacting
with texts, and by redefining the text itself. As these chapters illustrate, such new
approaches demand a more consistent and interpretive engagement with “texts”
in the broadest sense from the beginning of the FL curriculum.

Finally, the contributions to this volume suggest ways in which language
departments can strengthen the relationship between humanities scholarship and
language teaching, and between upper-level courses and the language program.
From smaller-scale, single-course endeavors, to larger-scale curricular reconfigu-
rations that integrate the arts consistently, whether undertaken alone, in collabo-
ration with faculty in other disciplines, or with practitioners and institutions in
the community, these curricular initiatives provide models for innovative peda-
gogy within foreign language classes at all levels of instruction.
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