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Abstract

Theatre and improvisation have spent over a century developing systematic approaches to presence,
narrative, empathy, and collaborative sense-making under uncertainty. These are the same capacities that
service design demands of its practitioners, and that conventional design training struggles to cultivate.
Despite structural parallels identified in the literature, no empirical study has examined how service design
practitioners specifically experience theatre-based training, or whether and how it transfers into their

professional practice.

This study addresses that gap through a practice-led qualitative case study organised around a two-day
Storytelling in Service Design workshop, conducted in December 2024 with fourteen first-year students of
an Erasmus Mundus joint master's programme. Data was collected across four phases: a pre-workshop
survey, facilitator field notes, a post-workshop survey, and six in-depth follow-up interviews conducted
approximately three months after the workshop. Analysis followed Braun and Clarke's (2006) thematic

analysis framework.

The findings identify six themes. Embodied activity was the primary entry point to learning. A group
storytelling exercise restructured the social conditions of the room and enabled everything that followed.
Two narrative frameworks transferred with durability into professional practice, in both cases because they
arrived after embodied encounter rather than before it. Most significantly, several participants
independently generated narrative tools from internalised storytelling principles rather than applying what
they had been taught, a form of cognitive reorientation that represents the study's deepest evidence of
transfer. Shared vulnerability was the mechanism of learning rather than an obstacle to it. Transfer was real

but uneven, shaped by timing, design gaps, and the absence of sustained practice opportunities.

The study makes three contributions. It provides the first empirical account of service design practitioners
experiencing theatre-based training. It offers a differentiated transfer typology distinguishing direct
application, indirect orientation shift, and structural constraint. And it generates actionable design insights
for future workshop practice, including the primacy of practice-before-theory sequencing and the register
mismatch between embodied and meditative learning modes. The study's scope is bounded by its single-
workshop, single-cohort design, and its findings are offered as a carefully evidenced opening of terrain

rather than a claim to generalisability.

Keywords: service design, applied improvisation, storytelling, theatre-based training, experiential learning,

transfer, practitioner development
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Chapter 1: Introduction

1.1 Where This Began

This thesis did not begin with a research question. It began with a workshop.

In December 2024, 1 designed and co-facilitated a two-day storytelling workshop for a group of first-year
service design students. I had no particular expectation that it would become research. What I expected was
a reasonably engaged group who would find the content useful in a general way and move on. What I found
was something slightly different, a room that, by the end of Day 2, was louder and more alive than I had
anticipated, full of people performing in front of each other and laughing about a story they had collectively

invented about a human cursed to be turned into a fish.

That alone might have remained simply a good workshop. What moved it toward a thesis was a single
exercise near the end. Participants were asked to take the storytelling techniques they had encountered and
map them onto the double diamond to place them at the design process stages where they felt they would
be most useful. What the groups produced was more specific and more fluent than I had expected. They
could see, clearly and in their own words, how character-based storytelling connected to empathy research,
how narrative structure connected to insight synthesis, how ethos, pathos, and logos connected to pitching
and client communication. They were not mapping what I had told them; they were mapping what they had

figured out.

Something had transferred. I did not know yet how much, or how durably, or whether it would survive the
return to regular project work. But I was curious enough to find out. That curiosity though modest in origin,

and honest in its modesty is where this thesis begins.

1.2 The Problem This Research Addresses

Service design is a field that makes large demands of its practitioners. It asks them to empathise deeply
with users whose lives may be very different from their own, to facilitate complex conversations between
stakeholders with competing interests, to communicate ambiguous findings in ways that are clear and
compelling, and to hold uncertainty productively throughout an iterative process that rarely resolves neatly
(Stickdorn et al., 2018). These are not technical skills. They are relational, communicative, and embodied

and they are, by most accounts, difficult to cultivate through conventional training.


https://www.zotero.org/google-docs/?gNQTj8

Theatre and improvisation have been developing systematic approaches to exactly these capacities for over
a century. Presence, active listening, narrative construction under uncertainty, comfort with the unscripted
these are the core concerns of theatrical pedagogy, and they map with unusual precision onto what service
design demands of its practitioners (Freitag Granholt & Martensen, 2021). Applied improvisation is now a
recognised professional development field, with documented impact across healthcare, business education,
and management training (Felsman et al., 2020a; Jouin et al., 2026). The structural connection between
theatrical practice and design thinking has been identified and argued for in the literature (Buur & Torguet,

2013; Ciravegna, 2021; Freitag Granholt & Martensen, 2021).

What the literature has not yet provided is direct empirical evidence from within service design itself. No
existing study positions service design practitioners as its specific study population. No published account
follows practitioners from a theatre-based training experience through to their professional practice over
time and asks, with the benefit of distance, what actually carried over. The connection between these fields
remains largely theoretical, supported by structural parallels and adjacent evidence, but not yet grounded

in the accounts of service designers themselves.

This study makes three specific contributions to address this gap. First, it provides the first empirical
account of service design practitioners experiencing theatre-based training, grounded in data collected
across four phases over three months. Second, it offers a differentiated transfer typology that distinguishes
between direct technique application, indirect orientation shift, and structurally constrained non-transfer,
offering a more granular account of what transfer actually looks like in this context than the existing
literature provides. Third, it generates a set of concrete, practice-grounded insights for workshop and
curriculum design, including the primacy of practice-before-theory sequencing and the identification of
register mismatch as a constraint on learning. These contributions are modest in scope but specific in
content, and they are offered as a carefully evidenced opening of terrain rather than a claim to

generalisability.

1.3 Research Questions

The study is organised around one main research question and three sub-questions.

Main research question: How do theatre and improvisation-inspired storytelling techniques contribute to

the practice of service design, and what capacities do they develop in emerging service design practitioners?


https://www.zotero.org/google-docs/?jRvhPY
https://www.zotero.org/google-docs/?pRbpQv
https://www.zotero.org/google-docs/?swnL0a
https://www.zotero.org/google-docs/?swnL0a
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SQ1 — Relevance: What is the potential relevance of theatre and improvisation-inspired storytelling
techniques to the core demands of service design practice — empathy, narrative communication, and client-

facing presence?

SQ2 — Experience: How did emerging service design practitioners experience and make sense of theatre

and improvisation-inspired storytelling techniques through an immersive workshop encounter?

SQ3 — Transfer: To what extent and in what forms — as direct tools or as broader professional capacities
— did these techniques transfer into participants' service design practice in the months following the

workshop?

1.4 Scope and Positioning

This is a qualitative, inductive, and exploratory study. It does not set out to prove that theatre-based training
improves service design performance. It sets out to understand how a specific group of emerging
practitioners experienced a specific set of techniques, and what, if anything, those techniques became in
their professional lives three months later. The aim is depth and honesty rather than breadth and

generalisability.

The study is also, by necessity, a reflexive one. [ was the workshop facilitator and the researcher. I came to
this topic with seven years of experience as a theatre and improvisation practitioner and a genuine belief in
the relevance of these techniques to design work, a belief the research confirmed, complicated, and qualified
in ways I did not fully anticipate. That positionality is not a methodological weakness to be apologised for;
it is a feature of practice-led research that must be named and held consciously throughout. The research

design chapter addresses this in full.

1.5 Structure of the Thesis

Chapter 2 reviews the literature across three domains of service design practice and competencies, theatre
and improvisation pedagogy, and experiential learning theory, and identifies the specific gap this study
addresses. Chapter 3 sets out the research design, including the workshop context, the participant group,
and the four-phase data collection arc. Chapter 4 presents the findings across six themes, from the embodied
conditions that made learning possible to the structural factors that shaped and limited transfer, including a
section dedicated to divergent findings and negative cases. Chapter 5 interprets those findings against the

theoretical framework, answers the three sub-questions directly, and acknowledges the study's limitations
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honestly. Chapter 6 states the contribution, names what the study cannot claim, and identifies the questions

it opens for future research.

The thesis ends where it began: with a room full of people who surprised me. What follows is my best

account of what happened in that room, what it meant, and what, if anything, it might mean beyond it.

Chapter 2: Literature Review

2.1 Introduction

This literature review explores the intersection of three domains: service design practice, theatre and
improvisation methodologies, and experiential learning theory. The central question is whether theatre-
based training can develop the capacities service design practitioners need, and if so, how and why this

works.
2.1.1 The Connect

Service design demands specific practitioner capacities that extend beyond technical skills. Practitioners
must demonstrate effective presence when facilitating co-creative workshops with diverse stakeholders
(Stickdorn et al., 2018), communicate complex findings through narrative and storytelling (Sagar et al.,
2023), and manage uncertainty throughout iterative design processes (Stickdorn et al., 2018). These
demands of being present, storytelling, and working through ambiguity are remarkably similar to the core

practices of theatre and improvisation (Freitag Granholt & Martensen, 2021).

Theatre practitioners have spent over a century developing systematic pedagogical approaches for
cultivating presence, collaborative sense-making, narrative skills, and comfort with uncertainty
(Stanislavsky, 1989). Applied improvisation has a growing track record in professional development, from
business education to healthcare communication. Yet despite these apparent connections, the relationship
between theatrical training and service design remains under-explored (Freitag Granholt & Martensen,

2021).

When theatre techniques appear in service design contexts (role-playing, staging scenarios, service

walkthroughs), they are typically presented as isolated tools without connection to the established


https://www.zotero.org/google-docs/?OHASdj
https://www.zotero.org/google-docs/?wqar8f
https://www.zotero.org/google-docs/?wqar8f
https://www.zotero.org/google-docs/?frBsTg
https://www.zotero.org/google-docs/?m47Wbf
https://www.zotero.org/google-docs/?GDatG5
https://www.zotero.org/google-docs/?3QJCJy
https://www.zotero.org/google-docs/?3QJCJy
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pedagogical traditions from which they derive (Buur & Torguet, 2013; Freitag Granholt & Martensen,

2021; Stickdorn et al., 2018). This review examines both the techniques and their theoretical foundations.
2.1.2 Theoretical Pillars

The literature review is standing on three main theoretical pillars as follows:

Experiential and transformative learning theory explains how adults learn through immersive,
embodied experience combined with critical reflection, and under what conditions such learning transfers
to practice. This pillar draws primarily on Kolb's experiential learning cycle (Kolb, 1984), Mezirow's
transformative learning theory, and Schon's concepts of knowing-in-action and reflection-in-action

(Mezirow, 1997; Schon, 2009).

Service design principles and competencies establishes the specific demands, processes, and practitioner
capacities that define contemporary service design. This includes the five core principles of service design
thinking—human-centered, co-creative, sequencing, evidencing, holistic and the particular capacities
practitioners need: client-facing presence and facilitation, narrative communication, and managing

uncertainty in iterative processes (Stickdorn et al., 2018; Stickdorn & Schneider, 2016).

Applied theatre and improvisation pedagogy documents the methods, principles, and learning theories
underlying theatrical training when applied in professional development contexts beyond entertainment.
This includes Boal's Theatre of the Oppressed (Boal, 2008), Johnstone's improvisation principles (Buur &
Torguet, 2013), Spolin's theatre games, and the growing body of work on applied improvisation in

organizational settings (Freitag Granholt & Martensen, 2021).

These pillars are not presented in isolation but woven throughout the review to build understanding of how
theatrical practices might develop service design capacities, addressing the study's research questions about

relevance (SQ1), practitioner experience (SQ2), and transfer to practice (SQ3).
2.2 Service Design: The Practice and Practitioner

Service design is an interdisciplinary, human-centered approach to creating or improving services to ensure
they are useful, usable, desirable, effective, and efficient (Stickdorn et al., 2018; Stickdorn & Schneider,
2016). Rather than a static academic discipline, it functions as an integrative process that reshapes both
front-stage customer experiences and the underlying operational processes and business models of an

organization (Stickdorn et al., 2018). The practice is guided by a set of core principles: services are user-


https://www.zotero.org/google-docs/?eNhIha
https://www.zotero.org/google-docs/?eNhIha
https://www.zotero.org/google-docs/?nVGEpq
https://www.zotero.org/google-docs/?4lotSh
https://www.zotero.org/google-docs/?U3V7Ty
https://www.zotero.org/google-docs/?V3Ge4c
https://www.zotero.org/google-docs/?vWi68u
https://www.zotero.org/google-docs/?vWi68u
https://www.zotero.org/google-docs/?qIJvHA
https://www.zotero.org/google-docs/?p3uIvX
https://www.zotero.org/google-docs/?p3uIvX
https://www.zotero.org/google-docs/?gEDgII
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centered, meaning they are experienced through the customer’s eyes; co-creative, involving various
stakeholders in the development process; sequential, visualized as interrelated actions over time; evidenced,
by making intangible services tangible through physical artifacts; and holistic, by considering the entire

environment of the service ecosystem (Stickdorn et al., 2018; Stickdorn & Schneider, 2016).

To effectively operate within this framework, the service designer must cultivate a set of core professional
capabilities that balance user needs with organizational viability (Stickdorn et al., 2018). A primary
capability is empathy, defined as a deep understanding of the user’s circumstances, feelings, and
motivations that involves relating to rather than merely knowing about the user (Kouprie & Visser, 2009).
Designers must also act as facilitators who guide diverse, multidisciplinary teams through co-creative
processes, using shared visual tools to bridge organizational silos (Stickdorn et al., 2018). Furthermore,
practitioners require a holistic systems perspective, managing the complex interplay between the visible
"front-stage" interactions and the internal "back-stage" processes such as systems, organizational structures,
and business goals that enable the service to function (Stickdorn et al., 2018). Finally, service design
demands a "bias toward action"; designers must be adept at "doing, not talking," employing iterative cycles
of rapid prototyping to test and evolve concepts within realistic contexts before full-scale implementation
(Stickdorn et al., 2018). Through these competencies, practitioners translate complex research into tangible
visualizations, such as journey maps and service blueprints, which simplify intangible processes and
provide a common language for the entire organization (Stickdorn et al., 2018; Stickdorn & Schneider,

2016).
2.3 The Narrative Thread in Service Design

Building on the core capabilities of service design—empathy, co-creation, and systems thinking—narrative
emerges as a fundamental tool that connects and enables these skills. Because services are intangible
experiences that unfold over time, stories provide a natural and powerful way to make them understandable,
tangible, and human-centered (Stickdorn & Schneider, 2016). Narrative shifts the focus from just solving
a problem to designing a meaningful experience by structuring it as a sequence of events with a clear
beginning, middle, and end (Stickdorn & Schneider, 2016). This approach allows designers to translate
complex user research and operational data into a coherent story that everyone in a multidisciplinary team
can understand, creating a shared language that bridges organizational silos (Stickdorn et al., 2018;

Stickdorn & Schneider, 2016).

The prevalence of narrative is most evident in the foundational tools of service design, particularly within

the first half of the Double Diamond model. In the Discover and Define phases, designers use storytelling


https://www.zotero.org/google-docs/?d3QFB6
https://www.zotero.org/google-docs/?UE0QjW
https://www.zotero.org/google-docs/?AP1TXN
https://www.zotero.org/google-docs/?HkQDQ5
https://www.zotero.org/google-docs/?q61nN7
https://www.zotero.org/google-docs/?8bKlLn
https://www.zotero.org/google-docs/?SpX8Ob
https://www.zotero.org/google-docs/?SpX8Ob
https://www.zotero.org/google-docs/?mhd45k
https://www.zotero.org/google-docs/?41mrtH
https://www.zotero.org/google-docs/?jyHwOg
https://www.zotero.org/google-docs/?jyHwOg
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to synthesize research findings into actionable insights. A persona, for example, is not just a list of
demographics; it is a character profile that tells the story of a user's motivations, goals, and pain points,
making the target user relatable and memorable (Ciravegna, 2021; Sagar et al., 2023). Similarly, the
customer journey map is a visual story that documents the sequence of touchpoints a user interacts with,
charting their actions, thoughts, and emotional highs and lows along the way (Stickdorn et al., 2018). These
narrative artifacts transform abstract data into an empathetic and shareable format, ensuring that the design

process remains grounded in the user's lived experience (Stickdorn & Schneider, 2016)..

In the Develop and Deliver phases of the Double Diamond, narrative transitions from an analytical tool to
a generative and communicative one. Designers use storyboards and scenarios to prototype future service
experiences, creating a "comic-strip" style visualization that explains how a new concept will work in a
real-world context (Stickdorn & Schneider, 2016). This form of storytelling allows teams and stakeholders
to "experience" the service before it is built, making it possible to test interactions, identify potential
problems, and gather feedback at a low cost (Stickdorn & Schneider, 2016). Finally, when communicating
a finished service concept to the wider organization, storytelling is essential for gaining buy-in and driving
implementation. A compelling narrative can illustrate the value of a new service far more effectively than
a list of features, ensuring that stakeholders understand not just what has been designed, but why it matters

to the user and the business (Stickdorn & Schneider, 2016).

Figure 1. Narrative Function Across the Phases of the Double Diamond Design Process Model

Discover Define Develop Deliver
Narrative as Narrative as Narrative as Narrative as
. empathy tool synthesis tool generative tool persuasion tool >.
ief e
: inhahiting the user's translating research I imagining and testing communicating value

world from the inside into shared meaning future experiences to drive action

Understanding: narrative makes users real Communicating: narrative makes solutions land

Note. Adapted from This Is Service Design Doing by Stickdorn et al., n.d. Figure created by the author
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2.4 Theatre and Improvisation: Pedagogies, Tools, and Core Concepts

To understand theatre and improvisation as systems for learning, they must first be defined in a pedagogical
sense. Improvisation is a set of rules for creating content in the moment, while theatre acts as an embodied
framework for exploring human interactions and social relationships (Jouin et al., 2026; Stanislavsky,
1989). Both disciplines function as systems of learning by moving away from passive observation and
toward active participation, providing a laboratory where the rules of social interaction can be practiced,

broken, and re-imagined in a safe way (Dudeck & McClure, 2018).
2.4.1 The Principles of Improvised Collaboration

Improvisation is built on a few simple principles that enable a group to create something together in real-
time. The most foundational principle is "Yes, and...", which requires a participant to first accept what their
partner has offered (the "Yes") and then build upon it with new information (the "And") (Dudeck &
McClure, 2018). This rule prevents "blocking", the common tendency to dismiss or negate others' ideas and

instead fosters a cooperative environment where ideas evolve collectively (Dudeck & McClure, 2018).

Beyond this primary rule, improvisation relies on several supportive habits. Active listening requires
participants to tune into not only words but also a partner’s physical cues, posture, and tone, ensuring that
responses are grounded in the immediate context of the encounter (Freitag Granholt & Martensen, 2021).
Another key habit is to make your partner look good, which encourages a focus on mutual support rather
than individual performance, building strong team trust. Finally, the practice reframes mistakes as gifts
(Dudeck & McClure, 2018). When an error occurs, the group is taught to celebrate it as an unexpected
opportunity for discovery, often through a "Failure Bow," which shifts the focus from shame to learning
(Dudeck & McClure, 2018). Together, these principles create a psychologically "safe space" where
individuals feel secure enough to take risks, experiment, and maintain a creative flow (Stickdorn et al.,

2018).
2.4.2 The Actor’s Process: Communion and Embodiment

While improvisational principles guide group interaction, the disciplined practice of the actor offers a
deeper, more personal framework for developing embodied awareness and presence. A core goal of actor
training, as outlined by Konstantin Stanislavski, is to achieve a state of "communion", a sincere, moment-

to-moment connection with a scene partner (Stanislavsky, 1989). This state is achieved by maintaining an
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"unbroken line of attention," where a performer remains fully engaged with their environment and partner,

preventing their mind from wandering to the audience or other external distractions (Stanislavsky, 1989).

This pedagogical approach emphasizes that learning happens through the body, not just the brain (Diethelm,
2019). Actors are trained to engage in "work on themselves," using their own personal memories, emotions,
and physical experiences to build a truthful "life of a human spirit" on stage (Schon, 2009; Stanislavsky,
1989). This process of "living the part" bridges the gap between a person’s inner world and their outer
behavior, ensuring every action has a clear, logical purpose (Stanislavsky, 1989). Through this training, the
performer develops a habit of self-observation and rapid adjustment, a disciplined awareness of how they
are impacting the scene and their partners, this is a key competency in any complex, collaborative work

(Stanislavsky, 1989).
2.4.3 Participatory Theatre and the "Spect-Actor"

Participatory theatre methodologies, particularly those pioneered by Augusto Boal in Theatre of the
Oppressed, take the actor's process of embodied presence and turn it outward to address collective social
dynamics (Boal, 2008). Boal challenged the traditional barrier separating the performer from the audience,
arguing that passive observation limits the growth of the individual. He introduced the concept of the "spect-
actor": a participant who is both a spectator and an actor, and who can actively enter the performance to

alter its course (Boal, 2008).

Methods such as ‘Forum Theatre’ utilize this shift by presenting scenes of unresolved social conflict, which
the spect-actor can "stop" at any point to intervene and test different solutions in a safe environment (Buur
& Torguet, 2013). This technique effectively turns the theatre into a "rehearsal of reality," where the goal
is not to present a finished artistic product, but to practice the act of intervention. Similarly, Image Theatre
uses the human body as a sculptural medium to represent complex social issues, moving from an "actual
image" of a problem to an "ideal image" of a solution (Boal, 2008). These techniques transform the stage
into a laboratory for social change, where communities can rehearse alternative outcomes and develop the

capacity to navigate complex social realities.
2.4.4 The Experiential Learning Loop

A common thread unifying these seemingly distinct practices from the fast-paced games of improv to the
reflective work of the actor and the social engagement of participatory theatre is an underlying experiential
learning model. This model operates as a continuous feedback loop: participants first perform an action,

which provides the basis for observation and reflection. This reflection then serves as the foundation for a
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new cycle of action, as insights are incorporated into the next attempt (Kolb, 1984). This cycle of "doing,
observing, and reflecting”" is essential because it emphasizes the learning process over the final result,
rooting understanding in lived, embodied experience rather than abstract theory (Mezirow, 1997). The goal
is not to find a single "right" answer, but to build the agility and adaptability needed to respond to complex

and uncertain situations (Schon, 2009).

2.5 Applied Theatre and Improvisation in Professional Practice

While the previous section established the pedagogical foundations of theatre and improvisation, this
section examines how these methods have moved beyond the stage into professional development contexts.
Over the past three decades, theatrical techniques have been adapted for organizational learning,
professional training, and capacity building across business, healthcare, education, and public sector
settings (Dudeck & McClure, 2018). This migration reveals a consistent pattern: these methods are valued
not for artistic expression, but for their capacity to develop specific professional capabilities that are

difficult to cultivate through traditional training approaches (Rossing & Hoffmann—Longtin, 2016a).

2.5.1 The Scope and Growth of Applied Improvisation

Applied improvisation is now recognized as a distinct field of practice, defined as "the use of
improvisational theater principles, tools, practices, skills, and competencies in non-theatrical contexts that
can lead to personal development, team building, creativity, innovation and/or meaning" (Jouin et al., 2026).
The Applied Improvisation Network, established to connect practitioners globally, currently lists over 7,000
members working in diverse professional contexts (Felsman et al., 2020b). This growth reflects a shift in
how organizations approach professional development: rather than focusing solely on technical skills or
knowledge transfer, there is increasing recognition that complex professional work requires capabilities
such as adaptive thinking, collaborative sense-making, and comfort with ambiguity (Dudeck & McClure,

2018).

Evidence of applied improvisation's reach can be seen across multiple sectors. In business education,
programs such as those at Duke University's Fuqua School of Business and Columbia Business School have
integrated improvisation training into MBA curricula to develop leadership capacities, enhance
communication skills, and promote creativity (Rossing & Hoffmann—Longtin, 2016a). In healthcare,
programs like the Alan Alda Center for Communicating Science at Stony Brook University use
improvisation to help scientists and physicians communicate complex information more effectively to

public audiences (Rossing & Hoffmann—Longtin, 2016a). Schools of business, medicine, and education
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have increasingly incorporated improvisation workshops, suggesting that the method addresses needs that
extend across disciplinary boundaries (Rossing & Hoffmann—Longtin, 2016a). In informal science
education, applied improvisation has similarly been used to develop learner-centred facilitation skills
among museum educators, building the listening and observational habits central to responsive teaching

(Skinner et al., 2022).

2.5.2 Evidence of Effectiveness Across Disciplines

A growing body of empirical research supports the effectiveness of applied improvisation across
professional and educational contexts. A 2026 systematic review of 54 studies found improvements in
communication (62.9%), empathy (25.9%), collaboration (25.9%), confidence (22.2%), and stress
management (14.8%), with healthcare education accounting for the majority of studies (Jouin et al., 2026).
Within this context, improvisation training consistently strengthens interpersonal skills, raises empathy
scores, and develops communication competencies that mirror the demands of clinical practice. Outside
healthcare, management students developed greater leadership flexibility through semester-long
improvisation programs, mathematics teachers developed adaptive strategies for handling unexpected
classroom situations, and engineering students showed significant improvements in communication skills,
growth mindset, and collaborative research skills following an integrated improv workshop (Xia et al.,

2025).

At the cognitive level, randomized experimental research found that even a single 20-minute improvisation
session improved divergent thinking, uncertainty tolerance, and positive affect compared to matched
control conditions. These outcomes are attributable to improvisation's co-creative, unscripted nature, which
engages participants in repeated encounters with social unpredictability in a supportive environment.

(Felsman et al., 2020).

At the organizational level, action research with a Finnish municipal organization found that improvisation
workshops stimulated both individual and collective creativity, helping participants overcome self-criticism
and develop greater sensitivity to others' contributions (Nisula & Kianto, 2018). A grounded theory study
with senior organizational leaders further found that improvisation training shaped five linked
competencies, including curiosity, empathy, humility, acceptance of failure, and openness to growth, that

transferred directly into creative idea evaluation and adoption at work (Waldhier, 2023).
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Across disciplines, the evidence converges on a consistent set of outcomes: improvisation develops
presence, responsiveness, collaborative openness, and tolerance for uncertainty, capacities increasingly

essential in complex professional environments.

2.5.3 Core Capacities Developed Through Improvisation

The literature identifies several core capacities that improvisation training develops, which align closely
with the demands of contemporary professional work. First, improvisation enhances divergent thinking—
the ability to generate multiple, diverse ideas in response to a problem (Felsman et al., 2020b). Two
experimental studies found that participants who engaged in 20-minute improvisation sessions showed
increased fluency, flexibility, and originality compared to control groups who participated in scripted social
interactions (Felsman et al., 2020). The researchers concluded that improvisation's co-creative nature
shakes up familiar schemas and encourages flexible deployment of knowledge to create novel combinations

(Felsman et al., 2020).

Second, improvisation builds tolerance for uncertainty and ambiguity. This is achieved through repeated
exposure to unpredictable situations in a supportive environment, where participants learn that uncertainty
can be navigated through attention to the present moment and collaboration with others (Felsman et al.,
2020a). Studies found that improvisation training led to measurable increases in uncertainty tolerance and
positive affect, suggesting that the practice helps participants reframe ambiguous situations as opportunities
rather than threats (Felsman et al., 2020b). This capacity is particularly relevant for professional contexts

characterized by rapid change and incomplete information.

Third, improvisation develops empathy and active listening skills (Jouin et al., 2026). Unlike traditional
communication training that focuses on message delivery, improvisation requires participants to tune into
verbal and non-verbal cues from partners, respond in the moment, and build on what others offer (Freitag
Granholt & Martensen, 2021). Studies in healthcare education found that improvisation exercises increased
empathy scores among medical students and helped develop skills in reading patients' emotional states

(Jouin et al., 2026).

Fourth, improvisation cultivates collaborative capabilities and psychological safety within teams (Vera &
Crossan, 2005). The principle of "making your partner look good" shifts focus from individual performance
to mutual support, while the practice of celebrating mistakes reduces fear of judgment (Rossing &
Hoffmann—Longtin, 2016a). Research on team dynamics found that these habits, when internalized, create
conditions for what organizational scholars call "collective improvisation", the ability of groups to generate

novel solutions together in real-time (Vera & Crossan, 2005).
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2.5.4 The Pedagogical Approach

The typical structure of applied improvisation training follows a consistent pattern across contexts. Sessions
begin with warm-up exercises that establish presence and focus, followed by games that introduce core
principles such as "Yes, And..." and active listening (Dudeck & McClure, 2018). Participants then engage
in more complex exercises that require collaborative creation, often working in pairs or small groups
(Rossing & Hoffmann—-Longtin, 2016b). Crucially, each exercise is followed by structured reflection,
creating the experiential learning cycle of action, observation, and sense-making (Dudeck & McClure,

2018).

This pedagogical approach emphasizes that learning happens through doing, not through abstract discussion
(Rossing & Hoffmann—Longtin, 2016b). As one facilitator notes, improvisation cannot be taught in the
traditional sense but must be "awakened and enabled" through practice (Nisula & Kianto, 2018). The focus
is on building habits and reflexes rather than acquiring information, which explains why improvisation

training requires sustained engagement rather than one-off workshops (Vera & Crossan, 2005).

The role of the facilitator is critical in this process. Skilled facilitators create a balance between structure
and freedom, providing enough constraint that participants feel secure but enough openness that discovery
becomes possible (Khara & Lickiss, 2023; Jouin et al., 2026). They model the principles being taught,
accepting offers, building on ideas, reframing mistakes, rather than simply explaining them. This "show,

don't tell" approach aligns with the embodied nature of the learning (Dudeck & McClure, 2018).

2.5.5 The Question of Transfer and Sustainability

Despite evidence of immediate impact, a critical gap remains in understanding how improvisation training
transfers into ongoing professional practice. The 2026 review identified significant methodological
limitations across studies: 72% lacked standardized assessment tools, most relied on self-reported measures
immediately following training, and few included long-term follow-up to assess retention (Jouin et al.,
2026). The review concluded that while improvisation shows promise, "significant methodological
limitations—including heterogeneous interventions and assessments—hinder generalization of findings"

(Jouin et al., 2026).

Several studies have examined this transfer challenge. A study of improvisation training for municipal
teams found that while individual participants reported behavioral changes, team-level changes were more
difficult to achieve (Vera & Crossan, 2005). Participants noted that their own improvisation skills improved,

but translating these into collective team practice required that all team members receive training together,
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that supervisors model the principles, and that organizational culture support experimentation. When these
conditions were absent, improvisation remained a personal skill rather than becoming embedded in team

practice (Vera & Crossan, 2005).

This points to a crucial distinction: improvisation techniques can be learned relatively quickly, but
integrating improvisational ways of thinking into professional practice may require sustained support and
favorable organizational conditions (Vera & Crossan, 2005). The literature suggests that transfer is more
likely when improvisation training is part of a broader change effort, when leaders visibly support the
approach, and when participants have opportunities to practice new skills in safe environments before

applying them in high-stakes situations (Rossing & Hoffmann—Longtin, 2016).

2.5.6 Critiques and Limitations

The enthusiasm for applied improvisation has not been without critique. Some researchers warn against
treating improvisation as a universal solution, noting that its effectiveness depends on context, participant
readiness, and skilled facilitation (Rossing & Hoffmann—Longtin, 2016). The spontaneous, playful nature
of improvisation can encounter resistance in professional settings where formality and structure are valued,

or where participants perceive "games" as lacking seriousness (Rossing & Hoffmann Longtin, 2016).

There are also questions about whether improvisation's benefits are unique or whether similar outcomes
might be achieved through other experiential methods. The field has been criticized for insufficient
theoretical grounding and over-reliance on anecdotal evidence (Felsman et al., 2020). The 2026 review
explicitly calls for more rigorous research, including randomized controlled trials, longitudinal studies, and

the development of standardized protocols and assessment tools (Jouin et al., 2026).

Furthermore, most research has focused on communication and creativity, with less attention to other
potential applications. The question of how improvisation develops capacities such as presence, facilitation
skill, and the ability to navigate complex stakeholder dynamics remains under-explored (Jouin et al., 2026).
This gap is particularly relevant when considering how improvisation might support practitioners in fields

like service design, where these capabilities are central to professional effectiveness.

One further limitation running through much of this literature deserves particular attention because it has
direct implications for how this study was designed. The majority of research on applied improvisation
relies on self-report measures collected immediately after the training session, which conflates participants'
initial enthusiasm and the novelty effect of the experience with durable learning (Jouin et al., 2026). The

few studies that do include delayed follow-up tend to measure surface-level behavioural change, asking
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whether participants reported using specific techniques, rather than examining whether the underlying
orientation toward uncertainty, collaboration, or narrative has actually shifted. This means the evidence
base, while encouraging in volume, is considerably thinner on the question of what genuine professional
transfer looks like than it first appears. It is precisely this gap that the present study attempts to address,
through a deliberate three-month follow-up interval and an interview design that asked participants not

whether they had used the techniques but how, if at all, their professional thinking had changed.

2.6 Applied Improvisation and Design Practice

The intersection of improvisation and design is not a new phenomenon, yet it remains under-theorized.
Researchers have identified five shared practices between improvisational theatre and design thinking:
collaboration, exploration, generation, experimentation, and communication (Freitag Granholt &
Martensen, 2021). Like improvisers who strive to co-create performances by combining different people's
contributions into a unified concept, designers work to synthesize diverse perspectives into coherent
solutions (Freitag Granholt & Martensen, 2021). This structural parallel suggests that improvisation is not
merely a supplementary tool for designers but rather a complementary discipline that operates on the same
underlying logic as design itself. Both fields prize spontaneity, responsiveness to others, and the ability to

generate novel ideas under conditions of uncertainty (Li, 2024).

Within design practice, improvisation has been applied at two distinct levels. At the activity level, specific
improv techniques have been integrated into the ideation phase of team design processes to address
persistent challenges: communication barriers, lack of motivation, creative block, and cognitive rigidity (Li,
2024). The "Yes, And" technique, drawn directly from improvisational theatre, has been adapted into
structured design methods such as the Design Improv framework, which guides teams through cycles of
problem definition, idea generation, and creative refinement (Li, 2024). Research involving industrial
design workshops found that this approach created a relaxed and humorous atmosphere that encouraged
"wild" ideas, overcame fear of judgment, and reduced the production blocks common in conventional
brainstorming (Li, 2024). At the practitioner level, improvisation training prior to design activity has been
shown to increase the quantity and quality of ideas generated; one study found that improvisers generate
up to 25% more ideas than professional product designers, and that a two-hour improv workshop increased

designers' idea generation capacity by 36% (Gordon, 2024; Freitag Granholt & Martensen, 2021).

Beyond ideation, improvisation has proved particularly valuable for design facilitation, the complex role of
guiding non-designers through creative processes. Design facilitators who possess an improv mindset

demonstrate a greater capacity to read the room, remain flexible when processes deviate from plan, and
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tolerate the ambiguity inherent in open-ended design challenges (Freitag Granholt & Martensen, 2021).
Practitioners interviewed in qualitative research described how improv experience freed them to respond to
the evolving needs of a group rather than rigidly following pre-planned structures, enabling what one
described as "co-creating with the team" (Freitag Granholt & Martensen, 2021). This capacity is especially
significant in service design contexts, where facilitators must manage diverse stakeholder groups whose
expertise, expectations, and communication styles vary considerably. The improv principle of curious
listening, attending not only to what is said but to body language, status dynamics, and emotional
undercurrents, was consistently identified as a core facilitation asset (Hurwich et al., 2024; Freitag Granholt

& Martensen, 2021).

Arts-based design methods that draw explicitly on theatrical improvisation have also emerged as a distinct
strand of practice. Design Drama, for example, integrates theatre games, creative improvisation exercises,
and storytelling techniques into the design process to develop empathy, divergent thinking, and team
cohesion (Ciravegna, 2021). Similarly, ethnographic research in organizational settings has demonstrated
that theatrical improvisation in participatory design sessions helps users actively engage, share ideas about
future services, and embody the perspectives of different stakeholders (Buur & Torguet, 2013). These
methods share a common logic with service design's emphasis on co-creation and human-centeredness,
suggesting that theatrical improvisation is not an external addition to design practice but rather an

amplification of capacities already central to it.

Table 1. Shared Professional Capacities Between Theatre and Improvisation Practice and Service Design Practice

Shared capacity Theatre and improvisation Service design Why they meet here
Empathy Inhabiting another's perspective Relating to users from the Both require felt

through character and roleplay inside, not just observing them understanding
Uncertainty Creating meaning in real time Holding ambiguity across Both demand acting without

tolerance without a script open-ended design processes knowing what comes next
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Both depend on generative,
non-blocking group

dynamics

Both use story as the primary

tool for shared meaning

Both reward attention over

preparation

Both require the practitioner

to perform, not just think

Note. Created by the author.

It is worth noting, however, that the analogy between theatre and design has limits that the literature tends
to understate. Most of the evidence that improvisation improves design outcomes is concentrated in the
ideation and early creative phases of the process, and the research base thins considerably when the focus
moves to later-stage activities such as synthesis, stakeholder communication, and delivery (Jouin et al.,
2026). The improvisational orientation, which prizes spontaneity, openness, and the acceptance of
ambiguity, may be less naturally suited to the convergent, argument-structured work of the Deliver phase,
where stakeholders expect coherent recommendations rather than continued exploration. There is also an
implicit assumption in much of this literature that all designers occupy co-creative and facilitative roles,
when in practice many work in more technically constrained or individually structured contexts where the
relevance of improvisation training may be less direct. The present study contributes to this question by
examining transfer at the specific stage of the design process that participants happened to be in at the time
of the workshop, which was the final presentation phase rather than the early empathy and user research

phases most commonly discussed in the existing literature.
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2.7 Narrative as a Common Backbone

Across the three fields examined in this literature review, narrative functions not merely as a
communication tool but as a fundamental structuring logic — the mechanism through which experience is
organized, meaning is made, and human understanding is shared. In theatre, this logic is explicit:
Stanislavski's concept of the "through line of action" positions narrative as the spine that gives coherence
to performance, binding individual moments into a meaningful arc that actors and audiences can follow
together (Stanislavsky, 1989). In improvisational theatre, narrative is not pre-scripted but co-constructed in
real time, emerging from the spontaneous contributions of performers who accept each other's offers and
build forward, a live enactment of what Bruner identified as the narrative mode of thought, through which
human beings make sense of experience by organizing it into sequential, cause-and-effect structures
(Bruner, 1986). The capacity to generate, sustain, and redirect narrative under conditions of uncertainty is,

in this sense, a core technical competency of both the theatrical actor and the improv performer.

Service design, as the literature reviewed has established, depends on this same narrative logic, though it
rarely names it as such. The sequencing principle articulated in This Is Service Design Thinking positions
the entire customer journey as a story to be orchestrated, one with rhythm, climax, and resolution (Stickdorn
& Schneider, 2016). Storytelling is identified in This Is Service Design Doing as a discrete implementation
method for communicating service concepts across organizations, situating new services within narrative
contexts that preserve their emotional resonance as they move through complex stakeholder structures
(Stickdorn & Schneider, 2016). Hayama's research demonstrates that when narrative is placed at the center
of service design process, rather than applied as a finishing layer, it transforms ideation itself, enabling
designers to access deeper psychological needs, generate more concrete user insights, and produce services
with genuine emotional resonance (Hayama, 2025). Sagar et al. (2023) formalized this relationship further
by mapping storytelling elements directly onto service design elements: setting onto problem space,
characters onto personas, plot onto customer journey maps, and narrative arc onto prototypes and
interventions, revealing that the two disciplines share not only vocabulary but underlying structural
grammar (Sagar et al., 2023). In co-production contexts specifically, public narrative has been shown to
deepen participant engagement and support shared meaning-making across diverse stakeholders,

reinforcing story as a structural mechanism rather than a presentational layer (Moniz et al., 2023).

It is precisely this shared narrative grammar that makes theatre and improvisation methodologically relevant

to service design, beyond the general capacities of creativity and collaboration already documented in
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section 2.6. Theatrical and improvisational training develops practitioners who can think narratively under
pressure — constructing, reading, and responding to emerging stories in real time, across multiple
characters and perspectives simultaneously. The Design Drama method makes this connection explicit,
embedding storytelling as a core design stage through which users are understood not as data points but as
characters with inner motivations, arcs, and pains (Ciravegna, 2021). The empathy framework developed
by Kouprie and Sleeswijk Visser similarly positions narrative tools (personas, scenarios, storyboards) as
the primary means through which designers achieve the immersion and connection phases of empathic
understanding (Kouprie & Visser, 2009). What theatre and improvisation offer service design, then, is not
simply a set of useful exercises but a discipline of narrative thinking: a practiced capacity to inhabit stories,

build them collaboratively, and use them as instruments of understanding and design.

That said, the framing of narrative as a universal backbone of service design warrants some qualification.
The service design literature tends to emphasise narrative in contexts where practitioners are
communicating findings to stakeholders or facilitating empathy with users. It is less clear how narrative
logic operates in the more operational, back-stage design work that is equally central to the discipline, and
not all practitioners identify storytelling as their primary working mode. There is also a meaningful
distinction between narrative fluency and narrative thinking. A practitioner may know and be able to apply
storytelling frameworks without having internalised the underlying logic that makes those frameworks
generative in novel situations. The former is a transferable technique; the latter is a cognitive reorientation.
The difference between them is precisely what this study's three-month follow-up design was intended to

illuminate, and the distinction between Theme Three and Theme Four in Chapter 4 maps directly onto it.

2.8 Experiential and Transformative Learning: The Pedagogical Engine

The preceding sections have documented what theatre and improvisation develop and where those
capacities align with service design demands. What has not yet been explained is 4ow that development
happens, what is the underlying learning mechanism that makes embodied, performative training effective
for professional capacity building. Three interrelated theoretical frameworks address this question: Kolb's
experiential learning theory, Schon's concepts of knowing-in-action and reflection-in-action, and Mezirow's

transformative learning theory.
2.8.1 Kolb's Experiential Learning Cycle

Kolb's (1984) foundational model proposes that learning occurs not through passive reception of

information but through a cyclical process of concrete experience, reflective observation, abstract
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conceptualization, and active experimentation (D. Kolb, 1984). The learner moves through the cycle
repeatedly, with each iteration deepening understanding and building more adaptive capability. This cycle
maps directly onto the structure of applied improvisation training: participants first engage in an exercise
(concrete experience), pause to reflect individually and collectively on what occurred (reflective
observation), identify principles that explain what happened (abstract conceptualization), and then apply
those principles in a subsequent exercise (active experimentation). The Applied Improv three-step process,
teaching or demonstrating the skill, experiential application by participants, and reflection to develop new
insights, mirrors Kolb's cycle precisely, which explains why improvisation training has been repeatedly
characterized as a "proven impactful way to facilitate experiential learning." (Freitag Granholt &

Martensen, 2021).

Crucially, this cycle cannot be compressed. The reflection phase is not optional, it is the moment that
"realizes" or completes the exercise, converting raw experience into transferable learning (Korsnes et al.,
2025. When reflection is omitted, participants may enjoy the activity without integrating its lessons into
their behavioral repertoire. This has direct implications for service design training: theatrical exercises used
without structured debriefing risk remaining entertaining but shallow, while the same exercises followed
by careful facilitated reflection can produce durable shifts in how practitioners approach facilitation,

empathy, and uncertainty.

2.8.2 Schon's Reflection-in-Action

Where Kolb describes learning through cycles of experience and reflection between episodes of practice,
Schon (1983) identifies a more immediate form of learning that occurs within the flow of professional
action itself. His concept of "reflection-in-action" describes the practitioner's capacity to think about what
they are doing while doing it, to notice unexpected results, reframe the situation on the spot, and adjust their
approach in real time. This is distinct from the technical rationality model, which assumes professionals
apply predetermined knowledge to well-formed problems. In practice, Schon argues, the most significant
professional work occurs in what he calls "the swampy lowland" situations characterized by uncertainty,

uniqueness, and value conflict where no established technique reliably applies. (Schon, 2009).

This framing is directly relevant to both theatrical performance and service design facilitation. The actor
who encounters an unexpected response from a scene partner, the improv performer who must incorporate
a suggestion they did not anticipate, and the service designer facilitating a co-creation session with
stakeholders whose needs conflict are all operating in conditions that demand reflection-in-action rather

than the application of pre-learned scripts. Theatrical training, by placing practitioners repeatedly in
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unscripted, high-stakes collaborative situations, develops precisely this capacity: the habit of staying
present, reading what is actually happening, and responding thoughtfully within the flow of action rather

than retreating to prepared responses.
2.8.3 Mezirow's Transformative Learning

While Kolb and Schon explain how practitioners develop and refine competencies, Mezirow's (1997)
transformative learning theory addresses a deeper question: how do practitioners change the underlying
assumptions and frames of reference through which they interpret their work? Mezirow argues that
significant adult learning often requires a "perspective transformation", a shift in the meaning structures
through which experience is understood, triggered by what he calls "disorienting dilemmas": experiences
that cannot be accommodated within existing frameworks and therefore demand fundamental

reexamination. (Mezirow, 1997).

Applied improvisation and theatre exercises frequently function as precisely such disorienting dilemmas.
Participants encounter their own habitual blocking behaviors, their instinct to control rather than
collaborate, their discomfort with not knowing what comes next, and these encounters, when followed by
structured reflection, create the conditions Mezirow identifies as necessary for transformative learning.
(Mezirow, 1997). Research on improvisation workshops in organizational settings found that the exercises
acted as "habit breakers and eye openers," prompting participants not merely to acquire new skills but to
recognize and begin to question the assumptions underlying their habitual ways of communicating and
collaborating (Nisula & Kianto, 2018). This is a fundamentally different and deeper outcome than skill
acquisition alone: it is a shift in professional identity and orientation that, when achieved, is more likely to

persist and transfer across contexts.

While Kolb (1984), Schon (1983), and Mezirow (1997) are foundational works, their frameworks remain
among the most actively applied theoretical tools in professional and experiential education. Kolb's learning
cycle has been updated and reaffirmed for contemporary higher education contexts by (A. Y. Kolb & Kolb,
2017), and recent empirical work continues to validate experiential learning's effects on engagement and
capability development (Kong, 2021). (Bell & Bell, 2020) demonstrate the continued utility of applying all
three frameworks together to understand complex experiential professional learning processes.
Transformative learning theory has been described as one of the most prominent frameworks in current
educational scholarship (Singer-Brodowski, 2025), with Mezirow's concept of the disorienting dilemma
remaining an operationally useful tool in recent applied research (Kandiko Howson & Kingsbury, 2023).

The age of these theories is thus a reflection of their enduring explanatory power rather than a limitation.
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2.8.4 The Pedagogical Framework This Creates

Together, these three theories establish a coherent pedagogical logic for theatre-based professional training.
Kolb provides the structural cycle through which embodied experience becomes transferable knowledge.
Schon identifies the in-the-moment reflective capacity that effective practitioners develop through repeated
unscripted practice. Mezirow explains the conditions under which training produces not just new behaviors
but new ways of seeing, the kind of deep learning that transfers to novel professional situations rather than
remaining context-bound. Applied improvisation, as structured around these principles, is therefore not
simply a collection of engaging activities but a theoretically grounded pedagogical approach capable of

developing the complex, adaptive capacities that service design demands.

Figure 2. Theoretical Foundations of Theatre-Based Professional Training: A Synthesis

Kolb (1984) — Experiential Schdn (1983) — Reflection- Mezirow (1997) —
learning cycle in-action Transformative learning Applied improvisation and
The structural foundation: The in-the-moment The deepest condition: theatre-based training
embodied experience » capacity: practitioners | training produces not just — A theoretically grounded
becomes transferable notice, reframe, and adjust new behaviours but new approach operating across
knowledge through cycles within the flow of ways of seeing professional all three levels
of reflection unscripted action work

Note. Figure created by the author. Synthesised from Kolb, 1984; Schon, 1983; Mezirow, 1997.
2.9 Synthesis and Gap Statement

The literature reviewed across this chapter has traced three parallel bodies of knowledge that,
when read together, reveal a coherent but as yet unresolved connection. Service design is a
practice built on human-centred, co-creative, and narrative principles that demands specific
practitioner capacities: empathy, facilitation skill, presence, tolerance for uncertainty, and the
ability to build collaborative meaning across diverse stakeholder groups. Theatre and
improvisation are disciplines with over a century of systematic pedagogical development built
around precisely those capacities. And the experiential and transformative learning frameworks
reviewed in Section 2.8 offer a theoretical account of why immersive, embodied training might
produce durable professional competence, one that goes beyond skill acquisition to the
restructuring of how practitioners see and respond to their work. The structural parallels between
these domains are well documented. What remains unresolved, both theoretically and empirically,
is whether and how the connection holds when examined from within service design practice

itself.
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The theoretical frameworks that make this connection legible are themselves contested, and this
is the first dimension of the academic gap the present study addresses.

Kolb's experiential learning cycle, which provides the structural logic for understanding how
embodied activity converts into transferable knowledge, has been extensively critiqued for its
reliance on a linear, stage-by-stage model that does not adequately account for the conditions
under which deep learning, as opposed to surface repetition, actually occurs. A 2025 systematic
review examining the application of Kolb's cycle across educational contexts found that while the
cycle remains widely used, it is insufficiently theorised in relation to the cognitive depth of learning
it produces, and that the conditions distinguishing shallow from transformative cycles remain
poorly understood (Henriquez et al., 2025). Applying Kolb's framework to a theatre-based training
context, where the embodied and the conceptual are deliberately sequenced and the depth of
learning can be examined across a three-month interval, offers an opportunity to test and extend

this understanding in a setting where the cycle's structure is both visible and analytically tractable.

Mezirow's transformative learning theory, which provides the language for describing the deeper
perspective shifts that theatre-based training is capable of producing, has been critiqued for
undertheorising the role of emotions and affective processes in how those shifts occur. Malkki
(2010) argues that Mezirow's account of reflection as the primary engine of transformation is
overly rationalistic, and that the emotional dimensions of disorienting dilemmas, including the
discomfort, vulnerability, and affective exposure that precede critical reflection, are treated as
incidental rather than constitutive of the transformative process. Carter and Nicolaides (2023)
extend this critique, arguing that transformative learning is not primarily a cognitive event but an
emotional and relational one, and that theoretical accounts which bracket affect in favour of
rational reflection misrepresent how transformation actually unfolds in practice. A theatre-based
training context, where shared vulnerability and emotional exposure are deliberately designed
structural features of the pedagogy rather than accidental byproducts, is particularly well

positioned to contribute to this ongoing theoretical conversation.

Schon's concept of reflection-in-action, which provides the framework for understanding how
practitioners learn in the moment of collaborative, unscripted performance, has similarly been
identified as in need of updating for contemporary design contexts. Tan, Kocsis, and Burry (2023)
argue that Schoén's original formulation, developed primarily through observation of individual
practitioners working alone, does not adequately account for the collaborative, multi-stakeholder,

and socially embedded conditions in which contemporary design reflection occurs. They call for
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a reconceptualised account of reflective practice that takes seriously the social and relational
dimensions of design work, dimensions that theatre and improvisation, as fundamentally

collective practices built on real-time response to others, are structurally well placed to illuminate.

The second dimension of the gap is empirical, and it sits within and is shaped by these theoretical
insufficiencies. What the literature has not yet provided is direct evidence of how service design
practitioners experience theatre-based training, whether and how the capacities it develops
transfer into their specific professional practice, and what conditions enable or constrain that
transfer. The studies reviewed in sections 2.5 and 2.6 document improvisation's effectiveness
across healthcare, business education, management, and engineering and identify its alignment
with design thinking, but none position service design practitioners as a specific study population,
and none examine the full arc from training experience through to professional practice transfer
within a service design context. This absence matters because service design is not simply a
context where general professional development findings can be assumed to apply. It is a
discipline with its own pedagogical challenges, including the difficulty of teaching practitioners to
work fluidly across the human, organisational, and systemic dimensions of complex service
problems, and one in which innovative approaches to professional formation are being actively
sought (Salinas et al., 2023). The connection between theatre, narrative, and service design
articulated in sections 2.3 and 2.7 remains largely theoretical, supported by structural parallels
rather than practitioner accounts. The design facilitation literature reviewed in section 2.6
identifies the improv mindset as valuable for facilitators but does not examine how it is acquired,
sustained, or integrated into professional identity over time. A parallel gap exists in relation to
embodied methods more broadly: while Jylkds and Kuure (2018) demonstrate that embodied
design methods can act as catalysts for new forms of professional knowing in industrial service
design, the conditions under which embodied training produces durable transfer into service
design practice remain unexamined. The present study addresses these converging gaps by
following a specific cohort of emerging service design practitioners from a theatre-based training
experience through to their professional practice three months later, examining both what

transferred and what the conditions of that transfer were.

It addresses the following question: How do service design practitioners experience theatre-based
training, and in what ways, if any, does such training develop capacities relevant to their

professional practice?
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To explore gaps, the following chapter introduces a purpose-designed workshop intervention and

the research framework constructed around it, both shaped by the theoretical foundations

established here.

Figure 3. Three Converging Bodies of Knowledge and the Empirical Gap This Study Addresses

Service design

demands capacities
conventional training

Theatre and improvisation
develops exactly those
capacities systematically

Experiential learning theory
explains the mechanism
through which this works

struggles to build

l

No empirical study
examines
service design
practitioners specifically

Note: Created by the author

Chapter 3: Research Design

3.1 Introduction

The aim of this research is to explore how theatre and improvisation-inspired techniques can be used by
service designers in their practice. This includes both their direct use as practical tools and their indirect

influence on developing skills such as empathy with users, client communication, and narrative building.

This chapter outlines the research design of the study. It explains the choice of an interpretivist-
constructivist approach within a pragmatist worldview, and discusses the qualitative, inductive, and
exploratory nature of the research. Together, these choices reflect the study’s focus on exploring new

possibilities at the intersection of theatre and service design.
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3.2 Research Philosophy and Approach

3.2.1 Philosophy

This research adopts an interpretivist-constructivist stance within a pragmatist worldview. It understands
knowledge as subjective and shaped by lived experience and context, while also valuing its practical use in
real-world situations (Dewey, 1938). From this perspective, different practitioners may interpret and apply
the same storytelling technique in different ways, and these varied experiences are all valid and worth

examining.

This orientation is particularly well-suited to a study exploring how theatre- and improvisation-inspired
storytelling techniques contribute to service design practice. In this field, knowledge is not produced in
controlled environments but through complex, relational interactions between designers, users, clients, and

other stakeholders.

The study is further informed by ideas from embodied cognition and practice-based knowledge, which
suggest that understanding is not only intellectual but also shaped through physical, sensory, and relational
experience (Schon, 1983). This is especially relevant here, as theatre and improvisation techniques operate
through action, presence, and shared experience. Such forms of knowledge are often difficult to standardize
or measure quantitatively, yet they can lead to meaningful shifts in how practitioners understand and engage
with users. For instance, a designer who has physically stepped into a user’s role through roleplay may
develop a deeper and more nuanced understanding than one who has only engaged with empathy at a
conceptual level. Capturing this kind of experiential knowledge requires a research approach that takes

embodied and practice-based ways of knowing seriously.
3.2.2 Research Approach and Orientation

Given this philosophical grounding, a qualitative research approach follows naturally. Qualitative research
is concerned with the depth and richness of human experience — it asks how and why, not how many or
how much (Lim, 2025). In this study, knowledge is understood to be embodied, contextual, and constructed
through experience; the methods used to access this knowledge must be capable of holding that complexity.
A scale or survey cannot capture how a practitioner internalizes a storytelling technique, or how that

technique quietly reshapes the way they relate to users months later. Qualitative methods can.

The study is also inductive in its orientation. Rather than starting off with fixed hypotheses to test, insights

emerged from the data itself (Bingham & Witkowsky, 2022). There is something fitting about this: improv
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is by its very nature about responding to what actually happens rather than what was planned. Studying it

deductively would contradict its own logic.

The study is further exploratory in nature. The specific relevance of theatre and improvisation-inspired
storytelling techniques to service design practice, not as classroom exercises but as genuine professional
instruments, is not yet well mapped in existing research (Stebbins, 2001). This study opens that route of

exploration.

Finally, while primarily qualitative, the study is supported by light descriptive survey data gathered at two
points in the research process. These surveys served a contextual purpose and do not constitute a separate
strand of inquiry. Overall, this is a qualitative, inductive, and exploratory study, consistent with Creswell
and Creswell's (2022) position that qualitative research is most appropriate when the phenomena under

investigation are embodied, relational, and rooted in lived practice.3.3 Research Strategy and Design
3.3.1 Research Strategy

The research strategy for this study is a practice-led case study. It brings together two complementary

orientations that together accurately describe how this research was designed, conducted, and understood.

A case study focuses on one specific situation, group, or event, studied in enough depth to produce
meaningful understanding (Yin, 2018). This study investigates a specific group of emerging service design
practitioners who encountered theatre and improvisation-inspired storytelling techniques through a two-
day workshop, and whose experience of those techniques, both during the workshop and in their
professional practice three months later, forms the subject of analysis. The aim is not to claim universal
truth from one group in one place. As Stake (1995) argues, the goal of case study research is not statistical
generalization but rather the kind of understanding that enables others in similar contexts to recognize what

is relevant and applicable to their own work.

The practice-led dimension refers to the origin of the research itself. The workshop did not begin as a
research instrument. It existed first as a teaching practice, designed and facilitated by the researcher as part
of a formal teaching assistantship course. The research questions grew out of that experience, from what
was noticed and observed in the room, and from a genuine curiosity about whether what happened there
would carry over into real professional life. This situates the study within a practice-led tradition, in which
practice is itself a site of knowledge production (Smith & Dean, 2009). The researcher's facilitation
observations inform the interpretation of the findings, but participant data, consisting of surveys and in-

depth interviews, remains the primary evidentiary foundation.
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Together, these two orientations produce a research strategy that is honest about its scope. It does not claim
more than one workshop and six interviews can offer. But it takes seriously what this specific group of
practitioners, followed carefully across time, can reveal about the practical tools these techniques offer
service designers, and about the deeper capacities that embodied storytelling practice can develop over

time.
3.3.2 Workshop as a tool of intervention

Context

The empirical heart of this study is a two-day workshop titled Storytelling in Service Design, conducted on
the 1st and 2nd of December 2024 at Adatu Fabrika in Kuldiga, Latvia. The workshop was designed and
led by the researcher as part of a teaching assistantship course, an elective within the Service Design
Strategies and Innovation joint master's program at the Estonian Academy of Arts, and co-facilitated by a

peer from the same program.
The Workshop

The workshop ran for four hours on each day, with short breaks built in to maintain energy and allow
participants to absorb the material. Both days were designed to be dynamic, drawing on a mix of individual
reflection, paired work, and group activity to accommodate different learning styles and keep the

environment inclusive and engaging.

Day 1 centered on storytelling thinking. Participants explored what stories are, the storytelling frameworks
most relevant to service design, and the core elements that make a story work. This was not purely lecture-
based — concepts were encountered through practice. One of the central exercises drew on Konstantin
Stanislavski's Given Circumstances, approached through a guided meditative technique that asked

participants to inhabit a character's situation from the inside rather than describe it from the outside.

Day 2 moved into storytelling doing, deliberately shifting into more embodied and physically engaged
territory. This was a considered design choice; participants were eased into vulnerability progressively,
with Day 1 building the familiarity and safety that Day 2 required. Exercises included the No Hands Game,
a Yes And story circle in which each participant contributed one sentence to a collectively built narrative,
and an adapted form of Change. Group work dominated the day, and the atmosphere moved further from

the conceptual and closer to the instinctive.
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A full description of the workshop programme, including exercise details and sequencing, is provided in

Appendix A.
3.3.3 Participants

The workshop involved 14 participants, all first-year students of the Erasmus Mundus Joint Master’s
program in Service Design Strategies and Innovation. At the time, they were actively engaged in live service

design projects, and participation in the workshop was voluntary.

The group was internationally diverse, with students from different countries and professional backgrounds,

all training to become service design practitioners.

This context is important for the research. The workshop introduced participants to theatre and
improvisation-inspired storytelling techniques through a shared, hands-on experience. As they were already
working on real projects, the study explored whether these techniques carried over into their practice, either

as practical tools or by shaping how they approached their work over time.
3.4 Positionality

Several layers of positionality shape this research and must be made explicit. The researcher brings a deep
personal investment in theatre and improvisation, as a performer with over seven years of experience, these
practices have been a direct and indirect presence in professional life long before this study began. This
embodied familiarity with the subject matter enriches the interpretive lens through which participant
experiences were read and understood, but it also means the researcher entered the study with a genuine
conviction about the relevance and value of these techniques. That conviction is acknowledged here rather

than hidden.

This investment was also visible to participants. The workshop was designed and led by the researcher and
co-facilitated by a peer from the same program, meaning the enthusiasm and energy brought to the subject
matter inevitably shaped the atmosphere in the room and may have influenced how participants engaged
with the material. It is also worth noting that the researcher was a student of the same master's program,
one year ahead of the participants. This created a particular dynamic, one where participants may have felt
more comfortable being vulnerable and playful than they would with a professor, but where the authority

of the researcher role was also less formally established.
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The participants were a diverse, international group drawn from multiple cultural and professional
backgrounds. The researcher was familiar with this kind of group dynamic, having worked and studied
within a similarly diverse cohort throughout the same program. This familiarity made it easier to read the
room, respond to different comfort levels, and create an environment where participants from different

backgrounds could engage on equal terms.

The researcher's familiarity with the participants' program also brought a specific awareness of their
context. At the time of the workshop, participants were approaching the final presentation stage of their
service design projects, meaning they were largely past the empathy development phase. This shaped what

kinds of immediate transfer were realistically possible and is returned to in the limitations section.

Reflexivity was maintained throughout the research process through video recordings of the workshop,
observational notes capturing participant reactions in the room, and formal interviews conducted in the
months that followed. These measures ensured that interpretation remained grounded in what participants
actually said and experienced, rather than in what the researcher expected or hoped to find (Olmos-Vega et

al., 2023).

It is important to also note that the researcher had a dual role of researcher and facilitator. This dual role
as facilitator and researcher also created a specific power dynamic that requires honest
acknowledgement. Participants encountered the researcher as someone who had designed and
led the workshop they were being asked to evaluate. This prior relationship means participants
may have felt some social obligation to report positive outcomes, or to frame their experiences in
ways they believed aligned with the researcher's interests and investment. The warmth and
informality that characterised the workshop, while enabling the openness and vulnerability that
made the learning possible, may paradoxically have made it harder for participants to express
criticism or disappointment freely in the interviews that followed three months later. Several
deliberate measures were taken to counteract this risk. Interview questions were open-ended and
framed explicitly to invite accounts of what had not worked or had not transferred. The interview
guide included direct prompts asking participants to identify limitations, disappointments, and
moments of disengagement. The three-month interval between the workshop and the interviews
provided enough temporal distance for initial enthusiasm to settle and for a more honest
assessment to form. Negative and divergent cases were actively sought during analysis and are
documented throughout Chapter 4. Nevertheless, the possibility that some accounts were shaped
by a desire to affirm the facilitator's investment cannot be fully eliminated, and this should be held

in mind when reading the findings.
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3.5 Data Collection

The research was organized into four sequential phases of data collection, each capturing a different layer
of participants' experiences over time. The logic of the design moves from context, through immersive
experience, to immediate reaction and lasting impact. This was a deliberate arc that reflects the study's core
interest not just in what happened in that room in Kuldiga, but in what it meant and whether it mattered

beyond it.

Phase 1 — Pre-Workshop Survey (one week before, November 2024) Administered to all students of the
first year SDSI one week before the workshop. It served as both a registration tool and a contextual
instrument to establish background on participants' prior experience with storytelling, as well as their
current practice challenges, expectations, and concerns. It received 24 responses, but it was not meant to
generate analytical findings; rather, it established the human and experiential context within which

everything that followed would be interpreted.

Phase 2 — The Workshop: Observation and Documentation (/st—2nd December 2024) The workshop
itself was a primary site of data collection. The researcher maintained detailed field notes throughout both
days, recording observations about participant engagement, group dynamics, and moments of breakthrough

or resistance. Video recordings and photographs provided a complementary documentary record.

Phase 3 — Post-Workshop Survey (immediately after Day 2, 2nd December 2024) Completed by all 14
participants immediately upon conclusion of Day 2. It captured raw, immediate reactions; what resonated,
what did not, and what key insights participants were taking away in that moment. Its strength is its

freshness; its limitation is its lack of distance. It is a first layer, not a final word.

Phase 4 — Follow-Up Interviews (approximately three months after, early 2025): Six in-depth interviews
were conducted approximately three months after the workshop with six participants from the original
cohort. This is the richest and most significant source of data in the study. It is the phase where all three
sub-questions are most directly addressed. By this point, participants had returned to real project work. The
interviews asked what they remembered, what they had tried, what had worked, and how if at all the
workshop had shaped their practice. This included both specific moments of direct application of technique
and subtler shifts in how participants approached empathy work, client storytelling, pitching, and the human
texture of their design process. The three-month interval was deliberate as it was long enough for immediate

enthusiasm to settle, and for genuine professional integration or its absence to become visible.
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Table 2. Data Collection Phases, Instruments and Respondents
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Phase Timing Instrument n Purpose
Establish
Pre-workshop One week before, Online form Y prior
survey November 2024 (PRE) experience
and context
Field notes, Document
Workshop 1-2 December video, ” engagement
observation 2024 photographs and group
(FN) dynamics
Capture
Post-workshop Immediately after Feedback form " immediate
survey Day 2 (POST) reactions and
takeaways
Semi-structured
_ . Explore what
Follow-up Three months interviews
6 transferred
interviews later, early 2025 (INT-A to INT- _ _
F) Into practice

Nore; Created by the Author
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3.6 Quality and Trustworthiness

Ensuring the credibility of a qualitative study requires transparency about how data was collected, how
interpretation was managed, and how the researcher's own position was held in check throughout the

process. Several measures were taken to address this.

During the workshop, data was captured through multiple means, video recordings, photographic
documentation, and observational field notes, so that the researcher's in-the-moment impressions could later
be checked against a more complete record. Participants were also given regular space to reflect and provide
feedback throughout both days, ensuring that their experience was being captured as it happened rather than

reconstructed later.

The formal interview process was designed to minimise researcher influence. Questions were open-ended
and deliberately avoided leading participants toward any particular conclusion. The full interview guide is
provided in Appendix B. All interviews were held online through Google Meet and were recorded with the

consent of the participants. Later, they were transcribed for further analysis.

The researcher remained conscious throughout of the dual role of facilitator and researcher, and of the
personal investment in the subject matter. Rather than claiming neutrality, the approach taken was one of
active reflexivity, acknowledging that perspective and working to ensure that participant voices, rather than

researcher expectations, drove the findings.

3.7 Data Analysis

Data analysis followed Braun and Clarke's (2006) six-phase thematic analysis method, adapted for the
multi-source nature of this study's data set. Thematic analysis was chosen because it is flexible enough to
work across different data types (interview transcripts, open-ended form responses, observational notes),
theoretically compatible with the interpretivist paradigm underpinning the study, and well suited to

generating analytically rich themes rather than purely descriptive summaries.

To make the analytic process transparent, Table 3 illustrates how a data extract moves through each stage
of analysis with four examples drawn from across the data set. The examples are selected deliberately from
different source types, including interview transcripts and facilitator field notes, to show that analysis drew
on the full range of data rather than interviews alone. In the first stage, each extract was read closely and
assigned an open code that stayed close to the language and meaning of the data. In the second stage, related

codes were grouped into broader categories on the basis of shared mechanism or analytical significance. In
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the third stage, categories were developed into overarching themes, each of which makes an interpretive
claim about what the data means in relation to the research questions rather than simply describing what

participants said. In total, 80 open codes were generated across all data sources, organised into 9 categories,

and developed into 6 themes.

Table 3. Example table showing how data extracts were coded and grouped into themes during thematic analysis

Data extract Open code Category Theme

In every prOJect I'm resolving, I'm llke: independently Self-generated T4- Narrative

okay, this is my persona... so where is constructed tools from o
. L L . . . thinking as
the resolution? It's missing this important  narrative internalised coenitive transfer
part." (INT-F, follow-up interview) framework principles &
"In normal classes you mostly have .
theory and don't do much physically... body as primary E;?lﬁzdzivs T1: The body as
what stood out was using our learning mode p the entry point
engagement

bodies." (INT-A, follow-up interview)

Participants took spontaneous notes once
CICARI was introduced; no note-taking
observed during earlier lecture

content. (Facilitator field notes, Day 1)

"These skills require continuous
practice... I understood that confidence
needs to be maintained." (INT-A, follow-
up interview)

framework
received
differently after
embodied
exercise

single workshop
insufficient for
sustained change

Sequencing of
practice before
theory

Structural
constraints on
transfer

T3: Narrative
frameworks as
design tools

T6: Transfer,
integration, and
limits

Throughout the analysis, negative cases, data that complicated, qualified, or contradicted the dominant
patterns were actively sought and documented. These include: variation in participants' response to Day 1
versus Day 2; the mediating effect of prior theatrical experience on embodied exercise impact; the
persistence of inhibition in the shyest participants despite the overall arc toward engagement; and the
incomplete landing of some meditative visualisation exercises. These complications are presented honestly
in Chapter 4 and are discussed in Chapter 5 in relation to the study's limitations and implications for

workshop design.

Participants are referred to throughout the analysis using source codes: INT-A, INT-B, INT-C, INT-D, INT-
E, INT-F, PRE (pre-registration form), POST (post-workshop form), and FN (facilitator notes). First names
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are used only in this methodology chapter when describing the participant sample. This approach balances

transparency about the sample's composition with appropriate analytical distance in the findings.

3.8 Ethics

This study was conducted in the absence of a formal institutional ethics review requirement. Nevertheless,
a number of measures were taken to ensure that participants were treated with care and that their data was

handled responsibly.

Participation in the workshop was entirely voluntary. Following the workshop, all 14 participants were
informed in writing that the experience would be used as the basis for academic research. None raised any
objection. Those who were subsequently invited to participate in interviews received a verbal briefing about
the nature and purpose of the research, and each explicitly consented to having their voice recorded for

research purposes.

No personal data was collected or retained. All data used in this study — including photographs, video
recordings, and interview material — was fully anonymised. Participants are referred to throughout by

assigned codes rather than by name, and no identifying information appears anywhere in the research.

3.9 Limitations

Several limitations of this study must be acknowledged honestly.

The most significant is the scope of the research itself. This was a single workshop, conducted once, with
a specific group of emerging practitioners in a specific context. While the findings offer meaningful insight
into this particular group's experience, they cannot be generalized broadly. A similar workshop conducted
in a different cultural setting, with a different facilitator, or within a different program structure may produce

significantly different outcomes.

The participant group also presents limitations. Fourteen students took part in the workshop, of whom only
six were interviewed in the follow-up phase. All participants came from the same master's program,
meaning they share a similar educational background and institutional context. They were also emerging
practitioners rather than established service designers, which shapes the kind of transfer that was possible

and the depth of professional experience against which these techniques could be tested.
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The timing of the workshop created a further constraint. Participants encountered these techniques at the
end of their service design projects, when they were largely past the early stages of the design process —
the empathy research, user insight, and convergence phases where many of these techniques might find
their most natural application. The immediate practical transfer was therefore largely limited to final pitches
and client presentations. To address this, one workshop activity specifically asked participants to map the
storytelling techniques and frameworks they had encountered onto the different stages of the double
diamond, drawing on their existing project experience. This provided some insight into how they imagined

broader application, even where direct use had not been possible.

Finally, because the workshop was not originally conceived as a research instrument, some data from the
event itself was lost before its research potential was recognized. Physical artifacts, such as participant story

notes, were not fully retained, which limited the documentary record available for analysis.

Chapter 4: Findings

4.1 Introduction

This chapter presents the findings of the study across six themes that emerged from thematic analysis of
the full data set. Data was collected across four phases: a pre-workshop registration survey (PRE, n=24),
facilitator observations across both workshop days (FN), a post-workshop feedback survey (POST, n=14)
completed immediately after Day 2, and six in-depth follow-up interviews conducted approximately three
months later. Interview participants are referred to throughout as Participants A through F (INT-A to INT-
F).

The six themes move from the immediate conditions that made learning possible, through the specific
frameworks and cognitive shifts that transferred into professional practice, to the structural factors that
shaped and limited that transfer. Together, they build toward answers to the study's three sub-questions:
how theatre and improvisation-inspired techniques are relevant to the core demands of service design
practice (SQ1); how emerging practitioners experienced and made sense of those techniques through the
workshop (SQ?2); and to what extent and in what forms they transferred into practice in the months that
followed (SQ3). Themes One, Two, and Five speak most directly to SQ2, addressing the conditions of
learning and the quality of participants' encounter with the material. Theme Three and the first half of
Theme Six address SQ3, documenting what transferred and how. Theme Four — the study's most
analytically significant finding — addresses all three sub-questions simultaneously, as it reveals not only

that transfer occurred but that it took a form with direct relevance to the professional demands of service
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design. Negative cases — findings that complicate or qualify the dominant patterns — are woven into the
relevant themes. The chapter reports what the data shows; interpretation in relation to the study's

theoretical framework is reserved for Chapter Five.

4.2 Theme One: The Body as the Entry Point

The most consistent finding across all data sources is that physical, embodied activity was the primary
catalyst for engagement, group cohesion, and durable recall. When asked three months later what they
remembered from the workshop, five of six participants reached first for Day 2 — the day structured
entirely around voice, movement, gesture, and live storytelling performance. Day 1's writing exercises
and lecture content were valued but recalled less vividly and with less affect. This pattern is directly
relevant to SQ2: the quality of how practitioners experienced these techniques was inseparable from their

physical and sensory register.

Facilitator notes document this pattern playing out in real time. The workshop opened slowly. The
personal storytelling introduction did not produce the intended response, and a folk tale from Punjabi
tradition that was intended to illustrate narrative's power lost the room. The facilitator noted that the story
lacked cultural relatability for this internationally diverse group, and that the lecture format was wrong for
the material. The first observable shift came from the breath-constrained circle exercise, in which
participants were invited to tell the story of their journey to the programme in a single breath. Bodies

became active, people made eye contact, laughter entered the room.

Day 2, conducted in a furniture-cleared open space, extended this logic across an entire day. Voice
projection, vocal orchestration, movement at varying speeds and scenarios, gesture mirroring, and the No
Hands storytelling game progressively escalated participants' exposure to discomfort and performance.
By the end of the day, even the participant who had been visibly most inhibited had performed in front of

the group. Participants named this quality of experience clearly in their interviews:

"In normal classes, you mostly have theory and don't do much physically, but this workshop
was very practical. What stood out was applying it — using our bodies and connecting it to

real life." (INT-A)

"With writing, I feel more in control — you can reflect and prepare. But Day 2 was very

spontaneous. It was a bit scary, but also more fun." (INT-E)



45

Several participants described the embodied exercises as enabling a form of professional imagination that
writing had not — a finding with implications for SQ1, insofar as it points to the specific value these
techniques offer that conventional service design training typically does not. Participant A described the
vocal exercises as making her picture herself giving a conference talk, and understanding what she would
need to practise to get there. Participant C described using what he called his bodily and kinesthetic

intelligence to engage with exercises in a way that felt natural and creative rather than structured.

One significant negative case qualifies this pattern. Participant B, who had prior drama experience, found
Day 2 familiar rather than revelatory. For her, the embodied exercises did not produce the same sense of

discovery:

"I've been mildly exposed to vocal projection, and I did a little drama in high school, so it

wasn't foreign. It was, like, okay, cool — and that was about it." (INT-B)

Her most significant moment came instead from a conceptual framework on Day 1. This divergence
matters for SQ2: the quality of practitioners' experience of these techniques depended partly on their
novelty. For participants without prior performance experience, they functioned as genuine encounters
with the unfamiliar; for those with prior exposure, conceptual content held more surprise. A further limit
is also worth noting: facilitator notes record that the shyest participants never fully allowed themselves to
project at full volume even by the day's end. Group conditions made risk-taking more possible for most,

but did not dissolve inhibition entirely for all.

4.3 Theme Two: Collective Story-Making as Threshold Experience

Within the broader pattern of embodied learning, one activity functioned differently from the rest: the
group circle storytelling exercise near the end of Day 1, in which participants contributed one sentence at
a time to build a collectively authored story. Where most activities developed individual skills, this
exercise restructured the social conditions of the room. It was less a teaching moment than a social
turning point — and as such, it speaks centrally to SQ2, illuminating the relational conditions under

which practitioners were able to meaningfully engage with what the workshop offered.

Facilitator notes describe it as the high point of Day 1. Energy rose, creativity was visible, and
improvement across successive rounds was clear. The story the group built — about a human cursed to be
turned into a fish — was still being referenced in interviews three months later. What the exercise

appeared to do was demonstrate, through shared experience, that creative risk in front of others could be
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safe and pleasurable. The laughter and momentum it generated carried forward into the more individually

demanding exercises of Day 2.

Participant D described keeping the written piece she and a classmate developed during the paired story
exercise, and considering developing it further as a short story. Participant E described how she and a

classmate who had attended together still referenced moments from the workshop months later:

"Of all the workshops or extra classes I've attended, this was one of the more engaging ones
— it kind of left us with a sort of connection. We still have these remnants, inside jokes,

reflections about that workshop." (INT-E)

The group storytelling exercise built a shared reference point — something they had made together and
laughed about together — that lowered the threshold for subsequent vulnerability. Day 2's more
demanding exercises were undertaken by a group that had already proved to itself that collective creation
was possible and enjoyable. The exercise was not simply an activity; it was the social foundation the rest

of the workshop was built on.

4.4 Theme Three: Narrative Frameworks as Practical Design Tools

Two specific frameworks from the workshop transferred into participants' professional practice with
notable durability three months later: the CICARI storytelling structure and the rhetorical framework of
ethos, pathos, and logos. Both were retained with clarity, and both were retained for the same reason —
they arrived after participants had already encountered their logic through practice, not before. This theme
speaks directly to SQ1 and SQ3: to what makes these techniques relevant to service design practice, and

to how that relevance was sustained beyond the workshop itself.

The CICARI framework, which structures a story through character, incident, conflict, action, resolution,
and insight, was introduced during Day 1 after participants had already built a story collectively through
the circle exercise. Facilitator notes record surprise at the level of engagement this segment produced:
participants began taking spontaneous notes, which had not happened during earlier lecture content.
Several named CICARI explicitly in the post-workshop survey, with one participant citing it both as what
they liked most and as their key takeaway. The sequence mattered: the framework arrived as a name for

something already lived, not as an instruction about something yet to be done.

Ethos, pathos, and logos was introduced using a video example before the conceptual label, and the

discussion that followed was well-participated and energetic. Participant B, for whom this was the single
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most significant moment of the entire workshop, described it as working differently from the storytelling

formulas she had previously encountered:

"In contrast to frameworks like the hero's journey, it was a lot more like: these are actually
ingredients that you can freehand into your meal, instead of it being a recipe. That gave me

a very different spin on how I can formulate my own story." (INT-B)

Both frameworks showed up in participants' accounts of their professional lives three months later —
evidence relevant to SQ3. Participant B described using the ethos-pathos-logos structure to think about
pacing and composition when preparing presentations — as a set of analytic levers she could adjust rather
than a sequence to follow. Participant A described attempting to apply what she had learned from the
workshop immediately in the final presentation of her first-semester course: standing more deliberately,

using her hands more intentionally, attending to posture and projection.

The inverse of this pattern was also visible, and it carries a cautionary implication for SQ1: the relevance
of these techniques is not inherent but depends on how they are taught. Facilitator notes document several
moments where conceptual content arrived without an embodied anchor and produced disengagement: the
folk tale, the section on types of storytelling that remained on screen while participants sat passively. One
post-workshop response captured the consequence of incomplete experiential grounding directly: I didn't
understand the point of building our own story on Day 1. It felt unfinished, and I didn't take much with it
(POST). Day 1 ended abruptly, without the planned closing group activity, leaving the stories participants
had constructed unshared and unconnected to a framework. At least one participant's learning loop closed

on incompletion rather than insight.

4.5 Theme Four: Narrative Thinking as Genuine Cognitive Transfer

The most analytically significant finding in this study is not the recall of specific frameworks but the
emergence of narrative thinking as a restructured way of approaching design problems — a cognitive
shift that operated independently of any particular technique taught in the workshop. This finding is the
most complete answer the data provides to all three sub-questions simultaneously. It confirms SQ1 by
demonstrating a form of relevance that goes beyond technique application to a restructured professional
orientation; it addresses SQ2 by revealing the depth at which some participants internalised the
workshop's underlying logic; and it represents the most meaningful answer to SQ3, as it describes transfer

not as deliberate performance of learning but as a changed default way of thinking.
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The clearest illustration came from Participant F. Three months after the workshop, she described filtering
every new design case through a recurring internal question: who is the persona, what is the conflict, and
where is the resolution? This logic was not a framework explicitly taught in the workshop. It was a
structure she had independently constructed by absorbing the underlying storytelling principles

encountered there and mapping them onto her design practice:

"In every project I'm resolving, or when they give us any case, I'm like: okay, this is my
persona, and this is my topic. So where is the resolution? It's missing this important part.

That's the main thing stuck in my mind, and I keep using it." (INT-F)

"If you have a persona, a conflict, and a solution — why is it not a story, if you have all the

main elements a story includes? That's what [ would say to someone sceptical." (INT-F)

The significance of this account is that it represents deep cognitive transfer rather than surface technique
application. Participant F came from an engineering background with no prior conscious engagement with
storytelling as a professional tool. She had not been given a three-part story template to apply. She had
encountered storytelling principles through embodied and collaborative exercises, absorbed their
underlying logic, and independently generated her own tool from that logic. The framework she was

using was hers, not the workshop's.

Other participants described related but distinct forms of narrative thinking relevant to the SQ3 question
of what forms transfer takes. Participant D, whose background was in journalism, described the workshop
as activating a more conscious version of something she already did intuitively — specifically in research
contexts, where she now thought more explicitly about how to shape users' stories into narratives with

genuine emotional and structural integrity:

"One of the key parts of a designer's storytelling work is story facilitation. The structures we
learn from workshops like yours will help us tell an impact story from the user's perspective.
Right now we're working on a project on mental health, and I'm thinking about how we're
going to tell the story of how our design could help people through the perspective of
users." (INT-D)

Participant C described a quieter form of the same shift: a growing consciousness about how he presented
himself professionally, attending specifically to simplicity and digestibility in his LinkedIn introduction

and CV, thinking about whether a reader could understand who he was within seconds of reading.
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Several participants described a further form of transfer — not conscious technique application but a

diffuse orientation shift operating beneath deliberate awareness. Participant D articulated this directly:

"I haven't really used it explicitly yet — but maybe I am, and not actively noticing, because

it just comes up naturally." (INT-D)

This accumulation mode of transfer — learning that shows up as a change in default orientation rather
than as a deliberate act — was present to varying degrees across the accounts. It is the hardest form of
transfer to document, and the three-month interview interval was sufficient to distinguish it from

immediate post-workshop enthusiasm, but it may require a longer horizon to become fully visible.

4.6 Theme Five: Vulnerability, Psychological Safety, and the Conditions
of Learning

Shared vulnerability was not an obstacle to learning in this workshop — it was the mechanism of it. This
theme addresses SQ2 most directly: the quality of how practitioners experienced the workshop was
inseparable from the emotional and relational conditions the workshop created. Across all data sources,
participants and the facilitator consistently described the development of a group atmosphere in which
being imperfect, uncertain, or emotionally exposed was not just tolerated but normalised. This atmosphere

was deliberately built, and its development was traceable across the two days.

Facilitator notes document a careful progression of exposure. Day 1 moved from individual reflection to
paired sharing to group storytelling. Day 2 began with gentle body-awareness exercises before escalating
to voice projection, movement performance, and eventually full storytelling in front of the group. The
circle format was central to this: when everyone occupies an enclosed space and is nudged into
uncomfortable situations together, the facilitator observed, vulnerabilities become familiar rather than
threatening. The facilitator's own deliberate failure in the opening exercise established early that

imperfect attempts were not just acceptable but modelled from the front.

The closing vulnerability circle on Day 2 — a small, seated, intimate discussion of stage fright and
personal experiences of public speaking — was described in the facilitator notes as a moment of genuine
trust and openness. Participant F named it as her single most significant moment in the entire workshop.

What had shifted was not her skill but her understanding of the experience others were having:
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"It was really good to see that everyone goes through that — even the most confident person
you see in the room feels nervous when talking to more people. It was interesting to see how

people have their own techniques. You can connect to the human.”" (INT-F)

Participant E described a specific discovery during a live storytelling exercise in which she had been
given cues to shift the direction of an ongoing story. She felt internally disordered — as though she was a

mess — but discovered that to the group she appeared calm and composed:

"What happens is not necessarily what's in your head. In my head, I felt like I was all over
the place. But externally, it came across as calm and composed. That made me realise that

what we feel internally isn't always how others perceive us." (INT-E)

This discovery — that internal experience and external perception can diverge significantly — speaks
also to SQ1, pointing to a specific competency these techniques develop that conventional service design
training rarely addresses: the practitioner's calibration of their own communicative presence under
pressure. Participant C described the non-judgmental atmosphere using a framework from his own
knowledge about learning environments — one characterised by accessible entry, flexible limits, and
wide creative space — and noted that without it, the activities would not have worked. Participant A
described the social environment, rather than the physical space, as the thing that made experimenting

possible:

"Everyone was open and friendly, so you felt free to experiment — even if it meant doing

something silly. That made the experience more enjoyable and effective." (INT-A)

Two limits are worth noting honestly. First, inhibition persisted in some participants even within this
broadly safe environment. Facilitator notes record that the shyest members of the group never fully let
themselves project at full volume, and that individual safety did not always follow from group safety.
Second, the Change game — an improvisation exercise in which a performer must adapt live to
unexpected cues — was compromised by a facilitation error. Instructions were unclear, the exercise was
conducted with only one performer and the rest as spectators, and participants were deprived of the
experience of actually being on stage themselves. The concept was observed but not embodied, and its

potential impact was accordingly reduced.
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4.7 Theme Six: Transfer, Integration, and the Limits of Short-Form
Learning

Transfer from the workshop into professional practice was real across the group, but it was uneven,
partial, and shaped by conditions external to the workshop itself. This theme addresses SQ3 directly —
not only documenting what transferred and in what forms, but examining the structural conditions that
enabled or constrained that transfer. Some participants described direct and deliberate application of
specific things they had learned; others described a more diffuse accumulation of orientation; and for

some, immediate application was structurally constrained by timing.

The most direct transfer came in the form of framework application and presence awareness in
presentation contexts. Participant F described using a narrative structure she had independently developed
from workshop principles across every subsequent design project. Participant A described applying
awareness of posture, gesture, and vocal projection in the final presentation of her semester course, which
fell within a week of the workshop. Participant E described becoming less rigid and more expressive in
subsequent project presentations, though she attributed this partly to other concurrent learning

experiences:

"Not directly in any specific elements, but indirectly, yes. I think I've become a bit less
formal and so boxed up about presentations, and learning to embody myself more as a

narrator of that project." (INT-E)

A structural constraint shaped what was possible for the whole group, and it is worth examining carefully
in relation to SQ3: the workshop took place at the end of the first semester, when participants were
completing rather than beginning their design projects. They were largely past the empathy research and
user insight phases — the stages where techniques like character inhabitation, story facilitation, and
persona-building might have found their most natural home. Immediate transfer was therefore largely
confined to final presentations. The three-month follow-up interval, which captured participants into a

new semester with new projects, was what allowed deeper integration accounts to become visible at all.

A specific design failure also limited transfer for at least one participant. Day 1 ended abruptly, without
the planned closing group activity, because a scheduling error had omitted the lunch break, creating
unexpected time pressure. The stories participants had built during the individual writing sequence were
left unshared and unconnected to a concluding framework. One post-workshop response named the

consequence directly: / didn't understand the point of building our own story on Day 1. It felt unfinished,
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and I didn't take much with it (POST). The learning loop requires closure to convert experience into

transferable insight. Where it was left open, the investment was not lost but its conversion was impaired.

The meditative visualisation exercises — including the Insight Sack and the character embodiment
sequence on Day 1 — produced clearly divided responses. Some participants found the eyes-closed
format hard to engage with; others described it as a bit dramatic (POST). Participant B offered the most
considered account: the workshop fell during an intensive pitch preparation period, making it harder to
mentally arrive, and different people engage differently with imagistic forms of sense-making. The
exercises were designed to develop empathic imagination — a capacity with direct relevance to SQ1, as
the ability to inhabit a character's circumstances from the inside is one of the core competencies service
design demands — but their effectiveness depended on a settled mental state and established group trust

that were not yet fully present at the point in the programme where they were placed.

Participants were consistent in identifying what would be needed to sustain and deepen the learning
beyond the workshop — an observation that bears directly on what this study can and cannot claim in
answer to SQ3. The most common observation was that embodied skills require ongoing practice to
maintain — that confidence in voice, physical presence, and spontaneous storytelling is not a one-time

acquisition:

"I realised that these skills require continuous practice. After the workshop, I felt more
confident, but I also understood that confidence needs to be maintained. So something that
shifted for me was recognising the need to keep doing these kinds of exercises more often."

(INT-A)

Participant C expressed enthusiasm for returning to the material in future iterations, noting that repeated
encounters with the same core principles — rather than a single comprehensive workshop — would likely
produce stronger outcomes. Participant E described the workshop as valuable not only for individual skill
development but for the team-building effect it had produced: the shared experiential reference that
persisted in the relationships between participants long after the event itself had ended. Participant D
articulated the underlying condition most directly — and in doing so, offered perhaps the most resonant

answer to all three of the study's sub-questions at once:

"In human-centred design, we're designing for people — but theatre and storytelling are
fundamentally about human expression. If we don't create space for that expression, how

can we truly design for humans? Those frameworks can become limiting. To think beyond
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them, we need to step outside of them — and this kind of workshop helps create that space."

(INT-D)

4.8 Summary

Across the six themes, the data presents a coherent picture of how the workshop functioned and what it
produced in relation to each of the study's sub-questions. Embodied activity was the entry point to
learning — the condition without which the more conceptually demanding work would not have been
possible, and the register in which participants most vividly encountered what these techniques have to
offer (Theme One, SQ2). A single collective storytelling exercise restructured the social atmosphere of
the room in ways that enabled everything that followed, revealing how fundamentally the quality of
learning depended on relational conditions (Theme Two, SQ2). Two specific frameworks transferred with
durability into professional practice, and did so because they arrived after embodied encounter rather than
before it — pointing to a clear relevance to service design that was enacted rather than argued (Theme
Three, SQ1 and SQ3). Beyond framework recall, the most significant finding was the emergence of
narrative thinking as a genuine cognitive shift: participants independently generating tools from
internalised storytelling logic rather than applying what they had been taught, representing the deepest
form of transfer the data documents (Theme Four, SQ1, SQ2, SQ3). Shared vulnerability was the
mechanism of learning rather than an obstacle to it, built deliberately through progressive exposure and
the circle format, though with limits for the most inhibited participants (Theme Five, SQ2). Transfer was
real but uneven, shaped by timing, by design failures that left learning loops open, and by the absence of
sustained practice opportunities — with participants consistently identifying ongoing practice as the

condition the workshop alone could not provide (Theme Six, SQ3).

Chapter 5: Discussion

5.1 Introduction

This chapter interprets the findings of Chapter 4 against the theoretical framework established in Chapter
2, and uses that interpretation to answer the study's three sub-questions directly. It acknowledges limitations
honestly and closes with implications for practice and future research. Because a conclusion chapter

follows, this chapter focuses on interpretation and argument rather than summation.
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5.2 Interpreting the Findings Through Theory

The literature review established three frameworks for understanding how embodied training produces
professional learning: Kolb's (1984) experiential learning cycle, Schon's (1983) reflection-in-action, and
Mezirow's (1997) transformative learning theory. The findings do not sit uniformly within any one of these.
Different moments in the workshop, and different participant accounts, map onto different levels and being
honest about which level was reached, and for whom, is more analytically useful than claiming the highest

level across the board.

For the majority of participants, the dominant learning mode was Kolb-level: concrete embodied
experience, the voice exercises, the story circle, the gesture work, followed by reflective observation that
produced transferable conceptual handles. The CICARI framework (a framework for narrative building
for project communication) and ethos-pathos-logos structure were all retained and applied because they
arrived as names for things already experienced, not as instructions about things yet to be done. This
sequencing of practice before theory is precisely what Kolb's cycle predicts as the condition for durable
conceptual learning, and the facilit (ator notes confirm it worked: "a lot of people were seen taking
notes... it was very little but very to the point and useful as it was introduced after they had already
practised it" (FN). The conditions that made this possible did not operate independently, psychological
safety enabled embodied learning, which enabled collective making, and together they produced the

frameworks that transferred. Figure 3 illustrates this sequence.

Figure 4. Conditions for learning in Theatre-Based Service Design Training

Narrative frameworks
—p| as transferable tools
output

Psychological safety Embodied learning Collective making
precondition mechanism 1 mechanism 2

Note: Created by Author

Schon's (1983) reflection-in-action maps onto a specific subset of findings: the moments where
participants discovered something about themselves as communicators in the act of performing.
Participant E's realisation that her internal disorder was invisible to the group, "what happens is not
necessarily what's in your head" (INT-E) is precisely the kind of in-the-moment self-correction that
Schon describes. It did not arise from debriefing after the exercise but from being inside it. This form of
learning is harder to design for deliberately, but the data suggests it emerged most reliably from the live,

witnessed, unscripted exercises of Day 2.
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Mezirow's (1997) transformative learning of the deeper reframing of assumptions and professional frames
was present but limited to specific moments and specific participants. Participant F's emergence of an
independently constructed narrative logic for design problems represents a genuine perspective
transformation: she did not apply a framework she had been given, she generated one from internalised
principles. This is a Mezirow-level outcome. But it would be an overstatement to claim this characterised
the workshop for most participants. The majority reached Kolb. Some moments touched Schon. A few
reached Mezirow. A two-day workshop can reliably produce the first; the second emerges under the right
exercise conditions; the third is a fortunate consequence of depth of engagement that cannot be

guaranteed by design alone.

The incomplete landing of the meditative visualisation exercises is explained well by this framework.
These exercises required the quiet interiority that Mezirow associates with critical reflection, a different
register entirely from the social, energetic conditions the rest of the workshop created. The two registers
are not incompatible, but they need different environmental and temporal contexts. Placing meditative

exercises inside a high-energy group session was a register mismatch the data documents clearly.

5.3 Answering the Sub-Questions

SQ1 — Relevance to service design practice

The findings confirm relevance, but add a specificity the literature does not fully anticipate. The existing
research tends to locate the value of these techniques in empathy development and early user research
(Ciravegna, 2021; Kouprie & Visser, 2009). The findings here suggest an equally significant — and
arguably more continuous — relevance in the communication and client-facing dimensions of design
work: presentation, pitching, facilitation, and stakeholder storytelling. Because the workshop was placed
at the end of the semester when empathy phases were largely complete, participants applied what they
had learned primarily to final presentations and subsequent project communication. This produced a
different relevance profile than the literature predicts, but not a lesser one. The demand to communicate
clearly, adapt to audiences, and inhabit rather than report a design story is present across every phase of

the design process, not only its opening.

The finding that relevance was experienced spontaneously rather than argued for is significant.
Participants connected workshop content to their professional situations without prompting — in live

projects, in presentations, in how they wrote their own professional introductions. This quality of



56

unprompted transfer is the marker that distinguishes genuine professional integration from workshop

performance.
SQ2 — How practitioners experienced these techniques

Participants experienced the workshop through a consistent arc: nervous anticipation, social threshold
crossing through the group story circle, progressive embodied risk-taking, and an expanded self-
perception by Day 2's close. This arc was not uniform — it was mediated by prior theatrical experience,
cultural background, and individual inhibition levels — but its shape was recognisable across most

accounts.

The most distinctive feature of participants' experience, across all six interviews, was that the learning
happened withother people rather than in spite of them. The social dimension was not supplementary to
the learning; it was constitutive of it. Participant A put it simply: "I think it was more about the people"
(INT-A). This aligns with Vera and Crossan's (2005) argument that improvisational learning is
fundamentally collective — it cannot be replicated through individual self-study, because its mechanisms

depend on real-time response to other people's unpredictability.
SQ3 — Transfer into practice

Transfer took three distinct forms. Direct transfer — the deliberate application of specific frameworks or
techniques to identifiable professional situations — was visible in a subset of participants and was
concentrated in narrative frameworks and presence awareness in presentations. Indirect transfer — a
diffuse orientation shift, heightened metacognitive awareness, or what Participant D called "accumulating
knowledge" (INT-D) — was more broadly distributed but harder to pin to the workshop specifically.
Structural non-transfer — cases where timing, design failures, or the absence of sustained practice

constrained what was possible — was also real and should not be minimised.

The most significant structural constraint on all three forms was timing. The workshop's placement at the
end of the first semester, past the empathy and user research phases, narrowed the profile of immediate
application. The three-month follow-up interval revealed what the semester's structure had initially
concealed: deeper integration, once participants were in new projects, was visible in ways that an

immediate post-workshop survey could not have captured.

Table 4. Transfer into Professional Practice Across Participants
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Participa Form of Evidence in practice Depth of
nt transfer transfer
INT-A Broader Began thinking about how to tell user stories Latent /
capacity in spoken form after previously working accumulative
only in print. Reflected on jargon and
audience-awareness; applying this to a live
mental health care project.

INT-B Direct tool Applied physical and vocal techniques — Immediate /
posture, gesture, and voice projection — in behavioural
the final Service Design Basics course
presentation shortly after the workshop.

INT-C Both Rewrote LinkedIn introduction and CV Gradual /
using word-clarity principles from the ongoing
workshop. Started an ideas notebook
following a Day 1 exercise. Became more
conscious of storytelling in professional
self-presentation.

INT-D Direct tool Applies the persona—conflict-resolution Immediate /

framework to every design project and case
study. Uses it to make the double diamond

process legible to non-designers.

deeply

integrated
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INT-E Direct tool Uses ethos, pathos, and logos as a mental Gradual /
checklist when structuring presentations — cognitive
asking whether the right balance of emotion,

logic, and context is present.

INT-F Broader Reports becoming less formal and more Gradual /
capacity expressive in presentations. Describes a dispositional
shift from a rigid delivery style toward
embodying the project story rather than

reporting it.

Note. Evidence drawn from follow-up interviews conducted approximately three months after the workshop. Created

by the author.

5.4 Theoretical Contribution

This study makes three contributions to the theoretical understanding of theatre-based professional training

and its relationship to service design practice.

The first contribution is empirical and foundational. By positioning service design practitioners as the
specific study population, the study fills a gap the literature explicitly identifies but has not previously
addressed. The existing body of applied improvisation research has been conducted primarily in healthcare,
business education, and management settings. This study provides the first empirical account from within
service design, with findings gathered at a sufficient temporal distance from the workshop to distinguish
genuine integration from immediate enthusiasm. That temporal distance matters: it is what makes it possible
to see the difference between a technique participants remembered at the end of Day 2 and a cognitive shift

that was still shaping how they approached their design work three months later.

The second contribution is analytical. The most significant finding in this study, that Participant F
independently constructed a narrative framework from internalised storytelling principles rather than

applying anything explicitly taught, represents a form of transfer the improvisation literature tends not to
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document. Most studies in this field rely on immediate post-training measurement and therefore cannot
capture the slow cognitive reorientation that only becomes visible with time. The differentiated transfer
typology developed here, distinguishing direct application, indirect orientation shift, and structural
constraint, offers a more granular account of what transfer actually looks like than the binary present or
absent framing that characterises much of the existing research. Mapping the specific findings onto the
three levels of Kolb, Sch\u00f6n, and Mezirow, rather than claiming the highest level across the board, adds
theoretical precision: it clarifies which outcomes a two-day workshop can reliably produce, which emerge
under the right conditions, and which represent the deeper transformation that cannot be designed for but

only created conditions for.

The third contribution is conceptual. The study introduces and evidences the notion of register mismatch
as a constraint on theatre-based workshop design. The data shows clearly that the meditative visualisation
exercises, which require quiet interiority and individual stillness, did not function well inside a high-energy
group session built around movement, voice, and collective performance. These are not simply exercises
that were poorly facilitated; they operate in a fundamentally different learning register from the rest of the
workshop, one that requires different conditions of trust, time, and pace. This distinction has not been
articulated in the existing applied improvisation literature, which tends to treat all embodied exercises as
operating within the same pedagogical logic. Naming it precisely opens new design questions for anyone

building similar workshops.

5.5 Limitations

Several limitations require honest acknowledgement.

The most fundamental is scope. This was a single workshop, conducted once, with fourteen participants
from one master's programme, of whom six were interviewed. The findings offer meaningful insight into
this specific case; they cannot be generalised beyond it without qualification. A workshop facilitated by
someone without the researcher's theatrical background, or conducted in a different cultural or

institutional context, may produce meaningfully different results.

The researcher's dual role as facilitator and analyst is a layered positionality that reflexive measures —
open-ended interview questions, active pursuit of negative cases, the three-month interval between
workshop and interview — can mitigate but not eliminate. The genuine investment in the subject matter
that made the workshop energetic is the same investment that risks shaping interpretation toward

confirmation. This tension is acknowledged throughout but cannot be fully resolved.
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The three-month follow-up interval, while appropriate for this study's purposes, is also a limit.
Participants were still in early professional formation. The situations where workshop learning would find
its most mature application, independent professional practice, client-facing design work, team facilitation
in complex organisational contexts had not yet been encountered by most participants at the time of
interview. A twelve-month follow-up, or a study at the point of transition into professional roles, would

produce a richer and more demanding account of transfer.

Finally, the participant group's homogeneity of same programme, same year, similar institutional context
limits what the findings can say about practitioner diversity. How practitioners from significantly
different cultural backgrounds, or with many years of established professional practice, would experience

these techniques remains an open question.

5.6 Implications

For workshop facilitators

The clearest practical implication of the findings is sequencing: practice must precede theory, every time.
The data shows consistently that frameworks only transferred durably when they arrived as names for
things participants had already encountered through embodied activity. Lecture content introduced before
embodied experience produced disengagement; the same content introduced after a related exercise
produced spontaneous note-taking. Concretely, this means no framework should be introduced until
participants have done something that enacts its underlying logic. The CICARI structure should follow
the story circle, not precede it. Ethos, pathos, and logos should follow a live persuasion exercise, not

introduce one.

The meditative visualisation exercises need to be repositioned. The findings indicate they require a
different social and temporal context from the high-energy group work that defines the rest of the
workshop. They should be placed later in the programme arc, after group trust is well established, or
offered as optional supplementary material rather than embedded in the main session. The Change game
should be restructured so that every participant is on stage, not just one performer with the others
watching; the exercise's value depends on the disorientation of actually being there, not on observing
someone else. And the Day 1 closure is not optional: the data includes at least one clear case where an
incomplete ending left a participant's experience unanchored, and the learning loop unclosed. Scheduling

pressures should not be allowed to cut it.

For service design educators
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The findings support a case for theatre-based techniques as a core component of practitioner formation
rather than elective enrichment. The capacities documented here, narrative consciousness, physical
presence, comfort with communicative uncertainty, are precisely the ones that distinguish effective from
ineffective service design practice and that conventional studio-based curricula consistently struggle to
cultivate. A single two-day workshop is a beginning. What the data also shows is that timing within the
curriculum matters as much as content. This workshop was placed at the end of the first semester, after
students had largely completed their projects. Their opportunities for immediate application were
therefore confined to final presentations. Placing a comparable workshop at the beginning of the
programme, before students engage with their first design projects, would allow them to encounter these
techniques at the stages of empathy research, facilitation, and user insight where the techniques are most

directly applicable.
For curriculum designers

The benefits of theatre-based training are unlikely to be sustained through one-off intensive delivery,
however well designed. Every participant who reflected on this question identified sustained practice as
the condition the workshop alone could not provide. For curriculum designers, this points toward
integration rather than addition: rather than inserting a standalone workshop, embedding short embodied
and storytelling exercises throughout the curriculum as regular, repeating practice would more likely
produce the habitual orientation shifts that the deepest evidence of transfer in this study describes.
Practically, this might mean opening studio sessions with a short improv warm-up, building persona work
around character inhabitation rather than demographic profiling, or using structured story circles as a
synthesis method during user research phases. The transfer typology developed in this study,
distinguishing direct application, indirect orientation shift, and structural constraint, also offers a
framework for thinking about what different modes of integration might produce and what forms of

assessment would be needed to make that evaluation meaningful.

Chapter 6: Conclusion

6.1 Returning to the Research Question

This study set out to answer a deceptively simple question: how do theatre and improvisation-inspired
storytelling techniques contribute to the practice of service design, and what capacities do they develop in
emerging practitioners? The question was deceptively simple because it contained within it a prior one —

whether the connection between these two fields was more than structural analogy. The literature review
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established the analogy clearly enough. What remained unresolved was whether the connection held in the
lived experience of practitioners: whether service design students who encountered these techniques
through an immersive two-day workshop actually experienced them as relevant, actually developed
capacities through them, and actually carried something forward into their professional work in the months

that followed.

The answer, taken in full, is yes — conditionally, differentially, and in ways that are more interesting than

a simple confirmation of the literature's optimism would suggest.

6.2 What This Study Found

The findings tell a coherent story across six themes. Embodied activity was the primary entry point to
learning the physical exercises of Day 2 were more durably recalled and more immediately impactful than
the conceptual content of Day 1, for most participants. A single group storytelling exercise restructured the
social conditions of the room and made everything that followed possible. Two narrative frameworks —
CICARI and ethos-pathos-logos — transferred into professional practice with notable fidelity, and did so
because they arrived as names for things already experienced rather than instructions about things yet to be
done. Most significantly, several participants did not merely apply frameworks they had been taught but
independently generated narrative tools from internalised storytelling principles, a form of cognitive
transfer deeper than technique acquisition. Shared vulnerability was the mechanism of the workshop's most
significant learning, not an obstacle to it. And transfer into practice, while real, was uneven, differentiated,

and shaped by structural conditions primarily timing that lay outside the workshop's own design.

The divergent findings matter as much as the dominant patterns. The meditative visualisation exercises did
not land. Inhibition persisted in some participants even within a broadly safe group environment. The
Change game was compromised by a facilitation error. Day 1 ended without its planned closure, leaving at
least one participant's learning loop incomplete. These are not marginal observations; they are part of the
finding. The workshop worked powerfully for some participants in some registers while missing others —

and that honest account is more useful for future practice than a uniformly positive one would be.

6.3 The Study's Contribution

This study makes three distinct contributions to the literature.

The first is empirical. The existing body of research on applied improvisation and theatre-based professional

training has been conducted primarily in healthcare, business education, and management settings (Jouin
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et al., 2026; Felsman et al., 2020; Nisula & Kianto, 2018). Service design practitioners have not previously
been the study population of any published empirical study in this field. This study fills that gap — not
conclusively, given its scope, but meaningfully, with practitioner accounts that are specific, sustained, and
gathered at a sufficient temporal distance from the workshop to distinguish genuine integration from

immediate enthusiasm.

The second is analytical. The most significant finding that participants independently constructed narrative
tools from internalised storytelling principles rather than applying what they had been taught represents a
form of transfer the improvisation literature tends not to document, because most studies rely on immediate
post-training measurement and cannot capture the kind of slow cognitive reorientation that only becomes
visible months later. The differentiated transfer typology developed in this study distinguishing direct
application, indirect orientation shift, and structural constraint offers a more granular account of what
transfer actually looks like than the binary present/absent framing that characterises much of the existing
research. The honest application of three learning theory levels (Kolb, Schén, and Mezirow) to specific
findings rather than claiming the highest level across the board adds theoretical precision that the field

benefits from.

The third is practical. The practice-before-theory sequencing evidence, the register mismatch between
energetic group exercises and meditative interiority, and the timing constraint identified across SQ3 are all
actionable insights for anyone designing similar workshops. They do not require a large sample or a
controlled experiment to be useful; they are the kind of situated, contextual knowledge that practitioners

and educators can apply directly.

6.4 What This Study Cannot Claim

Being clear about the boundaries of the contribution is as important as stating it. This study cannot claim
that theatre-based training reliably produces transformative learning in service design practitioners, it
documents it in specific instances, for specific participants, under specific conditions. It cannot claim that
the workshop's effects persist beyond three months, the follow-up interval was appropriate for this study's
purposes but is not a long-term measure. It cannot claim that the findings generalise beyond this cohort,
this programme, or this facilitator, the scope is deliberately bounded and the positionality is explicitly
acknowledged. And it cannot resolve the causal attribution problem that qualitative case studies face:
participants' professional development occurred in the context of many concurrent influences, and
separating the workshop's specific contribution from everything else that was happening in their lives

requires more than six interviews at three months.
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These are not apologies. They are the honest shape of what a two-day workshop, studied once, with six

interviews, can support.

6.5 What This Study Opens

The value of a study that maps new terrain is not only in what it finds but in the questions it makes it

possible to ask more precisely. This study opens three.

The first is longitudinal: what happens when the practitioners documented here enter professional practice
and encounter the full range of situations where these techniques would find their most natural application
— complex stakeholder facilitation, high-stakes pitching, community co-design? A follow-up study at one
or two years would test whether the orientation shifts documented here persist, deepen, or dissolve under

the pressure of professional reality.

The second is comparative: would a second, better-designed iteration of this workshop placed earlier in the
curriculum, with meditative exercises repositioned, with the Change game properly facilitated, with Day 1
given its closure produce a different and richer profile of transfer? The design insights generated by this

study make it possible to run that comparison with purpose rather than guesswork.

The third is disciplinary: this study sits at an intersection that the service design field has not yet
systematically mapped. The connection between theatrical training and service design competence
development is theoretically coherent, empirically supported in adjacent fields, and on the evidence of this
study, experienced as practically relevant by the practitioners who encounter it. Building that connection
into service design education in a more systematic way, and researching what that integration produces, is
a project that extends well beyond what one workshop and one researcher can achieve. This study is an

argument for beginning.

6.6 Practical Takeaways for Service Design Programmes

For educators and programme designers who want to act on this study's findings without waiting for further

research, the evidence points toward a small number of clear practical conclusions.

Place the workshop early, not late. The structural constraint that most limited transfer in this study was
timing. Participants encountered these techniques at the end of their first semester, past the empathy,
research, and facilitation phases where they would have been most immediately applicable. A similar

workshop placed at the start of the programme, before students begin their first projects, would allow them
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to bring narrative and embodied practices into their actual design work rather than only into end-of-semester

presentations.

Sequence practice before theory, always. No framework should be introduced before participants have done
something that enacts its underlying logic. This is the single most consistent implication across the findings
and the most actionable change any facilitator can make to an existing workshop design, even without

changing any other element.

Protect the learning loop closure. A debrief or closing activity is not supplementary: it is the moment at
which embodied experience is converted into something transferable and nameable. The one case in this
study where a participant reported taking little from an exercise is directly traceable to an abrupt ending
that left her story unfinished and unconnected to a framework. Time pressure should not be allowed to cut

this phase.

Build follow-up practice into the curriculum. A single workshop generates real learning, but participants
consistently identified the absence of ongoing practice as the primary constraint on how far that learning
could develop. Short, regular storytelling and embodied exercises embedded across the curriculum, rather
than concentrated in a single event, would more likely produce the durable orientation shifts this study's

deepest evidence of transfer describes.

Treat the conditions of learning as part of the design. Psychological safety, collective making, and
progressive vulnerability exposure are not byproducts of good facilitation; they are the preconditions for
everything else. The circle format, the facilitator's own modelled imperfection in the opening exercise, the
movement from paired work to group work before asking anyone to perform solo: these were deliberate
design decisions, and they did the work that made the embodied exercises land. A facilitator who treats

them as incidental rather than structural will produce a different and shallower experience.

6.7 A Final Word

Participant D offered what may be the most direct articulation of what this study, taken as a whole, argues
for: "in human-centred design, we're designing for people, but theatre and storytelling are fundamentally
about human expression. If we don't create space for that expression, how can we truly design for humans?"
(INT-D). The argument is not that service designers should become performers. It is that the capacities

service design demands, presence, narrative, empathy, comfort with uncertainty in the room are capacities
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that theatrical and improvisational training has been developing systematically for over a century. The field

has frameworks for everything. What this study suggests is that it might also benefit from a stage.
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Appendix:

StoryTelling Workshop SDSI 2025

Day 1

| Break B Theory Wl Erergizoricabnonie B Exncss [ DiscussionDabealing

TIME
0a:50 Arrival & Mingle: Craals Kaims Tags
9 O
10:00 ‘Werkshop Kick-oll: Setling the Elage
115m,
115 Staryielling Circle

10:32 Tha Ineight Sack: A Guided
. Wimalization

Acasual and waleaming stan 1o tha workshop.
FParicipants creale thair oswn name @gs and gal
ncaw aach offar in an informal nabsorideg sating
Ealorn T Main SeEsion bogins.

B warm widiaimie B e wiorkshop. Wa'll indroducg The
faciliation eam, walk Trough the day's agenda, and
agraa on our shared ways of woking I ereane &
prodictivi and colaborative Sassion.

#An inbentional opening adivity 1o bulld community and
comnacion. Wall gater in a e to shans brisf sodes,
sefing & kore of st and squal pacticpatan for our
work fogeiher,

Aguidad visuslicsbon o reals 8 pamsnal,
mataphorical ‘sock’. This wil serve a9 & menial
garizmer o miecl o hold key Bamimge. reghie,
and mamoris thmughout cur time logather:
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ﬁ':' SessionlLab

ADDITIONAL INFO

1. St up & stabion with nama lag matenals (ags.
markers, oL

2 A3 participaims ammivi, great them aed guide tham i
W Nidimi 12 stalion.

k. Eroounaga craalivity: suggest adding o doodia of a
Fexbibry, thair favedie food, or what thay'ro excied abaut
#or thio day.

4. Play soma light hackground musis i foster 3 relased
smoaphers:

1. Walcome parlicipants and Trank ths Toer coming.
& Brifty introduce thae faciiaio]s).

3 Presant tha day's agenda, highlighiing tha oy
e ad T oviarall Thos:

4. Imirodicd th concoapd of Warking Agressmants’ o
"Rubis for the Day'. Proposs a Tew slaring poinls (e9.,
‘B prasan', "Listen o undorsiand”, Al daas an

WA COTHE'].

5 A Th group if ey wan b agd or changs any
Egraamenls o iFsuns & collaborativa areinonmant.

1. Frame the activiy by shanng the ecred Cinde’

L= L

2 Ewmryons shaces Feie slory of toming e SDSIna
ming ke braais

L Thary keap going Wl they run cul of breath

1. Ask parcl panis b shay in the cieche, dosa Fair
g, ared Estan o th sok music.

2 Biegin the guided visualization scrigl in & calm, sioes
wnice: Imagne an smply mck. What color is it? What
mralwrial iw il rade of ! Fesl e mcture, b8 & olf or nes?
Mo banges i3 7 How do you closs E7 This sack s yours
o cary with you owes e nexd twe derys '

3 Confnue the script: 'As we movs though our
workehap, yms can place aryihing you wish insids this
aack—inmmings, sxpenenoey, mamorae thoughte, aned
ingighis, it will haold them for you’

4. Conchrdn the visuglicabon: *How, when you are
ready, Hianly gk up your sack, cpen your eyves, and
Singd wor sest, ksapng your sack Wity



[TIME
10:38

i ]

10:50

Tm

1:06

10

8
10m

M:26

| 1134
10m

.44

i 52

1z:00
m

Wiiad role 1o storiss play i fhe workd® Esxplors the dmdamamal rol of soryteling in Feman

Connaction

Connact

Cofles Break

Elamants of Stories.

Conbext

Charactars

Ereating a character

g with thea ch

Confliet

Conflict writing

Action

history and connaction. Gal inlo the different soys
shrres are ussd o snlerisin, sducals, perssads alc

inimducs tha iias of thrasds and conrecions snd
rmural cousplng

Lat e group connest try shanng sioies among
Fhamanlives

‘iin miard now by inboducing diflsrent mportant
slemants. of slorise ks conlax, charsclers, confiic,
acton, crangs

I is where pocplo wil sior uilding Their own siries
staring with conbaxt

[Hare wo imnoducs anoher akment shich 5 the
chararier and Fair alions

ow the people crasie their men characiers.

Mow thi paricpans will teal wha thair charecher could
daal

Hara wi iirodees thi oot of Foson o bnsn
cansed by a confrict

iHara svaryons finke abot their chamchar and craptes
& confict

Theay are introducsd o the idea of ackon

ADDITIONAL INFO

1. EDUCATION

Example:

+ Indigenous storks aboul leFosis = lessons about
wcdlogy

= Aasop's Fables — bahaior through namalse

+  Rsligious sheme maching vauss

HNorrabon of Sohnd Matsval

2 ENTERTAIMMENT

3 PERSUSSRON
Example;

+ Polical spasches.

+ Advarising

= Brand sinnytaling

+ “Appls dossn 't esl prones, They el retslion”

Pimy the Thai L% inneance Ad
i {1 Pk il

1, Imbrexiuce fhe idea of how Fumaen bengs connest
using lories

. Th mare shared sioies thi srongar thi connection
. Thers iz actusl ecimncs behind it introducs the
coneapl of neyral coupling

[

1, Find somecns in e room who you fesl do nol havs
wrmugh thrasds of connection

. Ehara a siory with oma another

[l

. Wi slar by sxplaning thal siores are made up of
fferent bullding blocke

. Wa dive inln e concapl and imporiance of conbaxy

[

1. Evarynng racsivos a shaot of papar eih quasions
wdch will halp them salup their conlod of tha siory

-

. Wa slan by teling how impetan characlors an
. W inroduca e idaa of imporfec real s
chamclars

A, W go into desussing how chernclers are
derselnpad

=

. W sk them o imagine someons who sould b=
mlasant fo your contest:

. Wi givi them fenmpls to stan develosing hiir cwn
charmoiar

X1

1. Boft music is playad

Participants am invilsd 1o closs ther ayes

Frompis afe Said oul kad by T Taciitaton io hale

T imaging the Ssalings of ther dranacter

4. alar @ roured of prompts They ane irvited W apen
Tl rpas and canry those fealings with tham and
ot lat o of them yat

Lo

1. Eimply dofine the idoa of & conffiet
how what the comfict wil do

=

1, COn #air shests thay wiiles 3 confict

Acion iz bke 3 road map or 8 plan of acticn or & serae
of myan| that wll now nesd o happen in order o your
chamacier to deal with s confict
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Digcamss

Cobes

Collaboratim Story Wemving

Tha Art o Parnzasion: Ethes, Pathas, &
Logos in Sory

The Bpestrum of Siory: Beyend Epics

Everyors works on their actien

Tri block fozusee on the crucal final slsmant of &
whory: the resul], W'l sxplom how the changs or
Franslomation thal soouns sfter the slory’s cimax
prosides. the mesning and payoH for the audenca,

This Is the momant o bring your story 1 @ Conchusion.
Fariizipanis wil ndhidually srits the anding of thair
storias. Forusing on S resll of the action and the
wansivmation of thsr charactar.

Just @ check in with overpona how they ane faalng

A quick and fun impeoesioml gams o gt our
cragive anengy fowing, We'l work fogather as 3 group
i build @ sbory, ona samiencs al a dme.

An 4 b the pilare ol p

Ethem, Pathos, and Logos, Ve wil sxpiom how thess
thraa appanls are masierblly woven inlo compsling
slorme o build frust, svoks smobion, and maks a logical
cman,

Alastaced axplonation of tha many simgla foms a
story can fake. W'l sove bepond mgths and apics i
e horw snecdoles, imagee. and aven ighe can be
powwful narmaive nole

ADDITIONAL INFO

Kaaping ther character and conflict in mind averpona
cralts: their achion

1. Explyin thai ssery scticn must have a clear reesh or
somsqmnos, Trie is the “Soweat? of the story,

2 Emphasize thal Fis b wial the audencs bas baen
waibng dor, | can be & crangs in tha charscier [they
Inarned 8 lmeson] or a changs i the world (Fe problem
i mobvad),

3 Ups a gimpls sxamgple: “In Tha Thess Litls Pigs, the
reulk of the pg buiding o Fouss of bricks B Fat be s
safe from e wolf, The iransinmation is his shift from
eineg vuinarables n being peours *

1. Instnuct paricipants 4o gel thair siory noles ready.
2 Prospl ihem with guiding quesiions What b
airact raial of thi aoton pour oRaraoer ok How has
our charmcler o S workd changod from the
Eaginning of tha story™ Whal is tha Snal Tesling you
wanl 1o et wilh yaur audanta ©

I Also think of ha impasl of this changa on the
charnsier and Thidr sumaunding in & laeger conbat

4. Annmncs the S-minsde me lmi for sriing the
conchmson.

1. Theow arcund this guastion of how you aro feaing?
2. Is the siory toming mgether?

3. Whart datmis aes missing?

4. How conneclod do you faal be Fe story?

8, Any questicne thet o mey st

1. Tha tacikaior wil star e shory with 3n ogsning ins
jeg, Unos upon a tme, ina land Beaway, 'k

& Gty anouned i cinchs, aach poreon adds tha ned
sanno lo tha story,

L1E 0 Paricipanis to b ! o bkl
ot the lasi person's conribuiion. The goal i b have
i, ot 1o craake @ perkec namatia.

4 Aftar avanyona Fas confribubed, T Tecl talor wil add
e Tl Selribancd B0 Conclud his Stre

1. **Traary (5 minel*™ Broly axplen e concaple on 3
2hdw:

=it Batfirg st e oty (2.0, ‘Babevn

a I am an sxper 'k
- *"Pathom " Appsalng o emotion (8.9, meking e
mience fesl joy, angor, or ampathy]

- *“Logos:"* Appesing o logic (2.9, vsing facs, dala,
or 3 clasr ssguence of ayenie],
Z “Practios (10 mirs|:™ Play gocgle- yearin search
0 Fpe ol babrokGylhy YEAT
gL P

3 Group Discusson:™ Afler tha video, ask the group:
“Wham did you ses the presenter bald Ehos? Whalt
moments crasted Pathos ¥ Hos was Logos used i
maks Google-year i ssarch 2020 cass™

This i a rapd-fire actvite Spand 2-3 minules on aach

i
1. "Anecdota:™ Stard by sling 8 J0-second personsl
anacdole. Then, hawe peins shors 3 one-senience shry
about their moming,

2 "Pichure™ Show a comgaling, ambiguous mags
Sk mawryons b wiis 3 si-word stony abot i (s
migrolichion |, Heve & fow peopie mad thers slogd,

3 "*Lisk:™ Dimplay o simpls ket on & dide (8. Hays,
walial, phone. mask. panic |, Explsin bow p (sl impliss
& mequence and can kel g slory of & momean,

4. =remr Fome=* Brisfly mention that moes srudunsd
Eamnee ool ke casn studes, mumsy mape, and
fptyra-gials soanarncs sre also forme of sondeling
wmnd o creats shared undensanding and persusdes,
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TIME
13:33 || Mapping $ories 1o Service Deaign in small groupe. participants wil beainstorm and map
15 aul how different ypee of sinonies can be s¥facively
wmad gl wancue stsges of he mnece design dosbls
i From mitinl Hiin final imp

1340 Cioging Circie; Reflactions & What's Astruruned ciosng to wmap up o finsd day, We'l shars

15 L] ey Inkmaways and look ahead o Day 2, srewrng
wyarynne hevsss sligned and prapared for our nexl
BEsEOn

14:03

TOTAL LEMGTH: 4h 13m

2 Materials

0 Mames lBge s il & i Creas Have T

D BRI o 5 il g Covmtes Mt Tam | it | oot il | Aobisa | Bbipgesg 3okt 1 Birusisy Desioge
D [PnS = 2 in Al & Mingls: Cresia Hama Tags | Craing i Paachulan

O Agends SlidalFRpchan « Ve Fa of Babag e Sl

O Working Acreaments Poslar « vrkssg Koo Seneg b Sl

D Sofl, ambiont MUSK n Ths migh Sezc & Geided Vauslizr

ADDITIONAL INFO

1. Diwide paricpants infe smal groups of 3-8,

2 Provide aach group with & fip charl and marsers: st
Fam o drrw & mmps sendce design double damond
{og, Decover, Defive, Deasiop, Delver],

E Instnect groups o brairaions and list speciic stony
TP {3, Usar anecdclns, pumey maps, fulure-stals
SOANarios, cane sludies) and place them in tha Slagse
witra: iy @re Mo im pacti,

4. For aach siory bipa, Fey should noe the rmason or
PPt | strves al hal stags.

5 With 5 minules remaining, faciflate a brial share-
[k witeare aach group presonts ona by irsigh dos,
LT 1T

1. Gather seeryune in & rcls ard thank them for thesr
snamgy and particpaton,
Z Inkochucs 3 tec-part reflechon rosnd, Azk sach
person in shees:

- “Oine key neght F'm pladng in my sack from Seday
[
= “Lonking ahasd In fomormow, | am "
¥ Go arounsd the el uniil averpome has sharsd
4. After the reflechons, sham prachcsl detaie for the
rmxd day. “Tomomow will be o actve with 3 focus on
movement and amicdying our siones, Pleass wnar
somioriabls cothes and shoas. and don’ domgat io bring
FOur imaginary sacks!®
£ Closs with a fnal round of applssss and thank you,

] Sormem « 12 in what roka 12 wicriss play in e secrid? | Canssction | Clerearis of Siotan | Cavisi | Ctamces | Cresteg o chamcier | Corlict| Adion| Tas Paprt Faast & Transtorrstion | Disu | Colfes |

Cobabuatoe Basy Wy | oaing Ciok Fofeomore & Whaty i
0 Tickes 3 i wva s nw sdasies p iy b W we | Corwwaobd | Enewmds of Sres

(T TSR ae———————— ]

D hmmn:n-:mn:

O Extra paperi costes

O Flig chaft « e

O Stinky noins « i Contast | Cresting & chamclar

[ Paper with prompts in Crasing s charcer

0 ek i G a ohassme

] Flkp chars « 2 in Cousting » charscier | biappisg Siorian i Servica Dusign

D Wusln in Cmgethiong with e corecler

D Pl 2 i vl il | el

O Pariapants’ sory folel o Doty e Selokion

D E.rntp-r:um Wideo oip in Tra A ! Perscasiza: [ikoe, Paisae, & Lagau in Siary

[ Screan and speakers i The Ar ot Pem o Gkcs, Faisos, & Logas i Sty

O Eittpcyoitu, bafrok GyDhisEA TS =g LYBILIG_0Mw P o T of Pesson ETos, Patos. & Liges 0 By
T A compabing e « T Sussn, o oy oo Exes

D Eldo with a st BRI in The Spacirum of Siors: Beyoed Epica

O Dioiibibe Diarord « wapping Sasins b Sams D
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StoryTelling Workshop SDSI 2025 - Day 1 - block details

| o5
tom  Arrival & Mingle: Create Name Tags

Acasual and wedcoming star io th workshop. Parlicpants croate thisr cen rame tags and gel to know each oiher in an
informal nutworiing sating bafor e main session begins.

AL TIOMNAL INFQ

1. Bat up @ stalicn with rame tag matarials tags, marks, oic.).

2. As parlicipanis artivs, greal Sam and gude e io e nama tag shalien.

3. Encourage craaivity: supgesi adding a doode of @ hoblry, tei faverie food, of what tiy'ne axcibed about for the day.
4. Flay same ligh! background music 1o Tosior a relaed atmosphans.

—

'Ihm:ﬁ.l_ﬁimh.h:ﬁl ard weicoming amosphere. facila nisal roeductions, and allos panmicipanis o gt comiriabhe wits
aach oiar bakore the tomal workshop coniont boegins.

=LIDE

1. Tocka and Margariis Husiration

o
t5m I Workshop Kick-off: Setting the Stage

Fwarm o fhe workshop, We'll § e nciiation esm, walk through the day's sgends, and sgres on our
whared ways of working to sngre g productis and olaborative sesson

ADDITIOMAL INFO

1, Wlcome paricpants and thank them for coming

2 Brmfy infoduce the hckator(s)

3. Present the day's agenda. highighting the key objscties and the ovarall flow,

4. Inredune the concepl of Worting Agresments’ or Rules for the [ay". Proposs p few siaring ponts (e, Be present’,
Lietan fo understand’, ‘Al idess are waloma')

5. Amk T group H they wark in add or charge sy sgreaments o snesuns 3 colaborsiive srsronmen,

-

To abgn sl participants on the workshop's purposs and fow, ssiablsn 3 posiim and procucive smronment, ard darfy
axpacialicne for the day.

SLIDE

2. Tonba infre

3, Margarita inira
4. Agonda for tha day
4. Rulse

| s
1'm I Storytellimg Circle

&n infenticnal opening achity to buld community and connection, 'Wisl gather in 8 ciecle o share boel siores, seiting 8 one
of trust aredl mouml participation for cur work iogethar,

ADDTIOMAL IMFO

1. Fram the scivity by smaning the ‘Sacred Circls’ quoks.

2. Everyune stoms e shey of coming o S055 in & sngls bresth

3. They keep going # they rum oul of breath

FLrya

To astabieh p aale and incheve space, foster a seree of omeunity and frust, and q hentic p pation from
the wnry begnning

SLIDE

&, Cincla

[ 10232
m I The Inzight Sack: A Gulded Visualization

A guided I creals a p p | 'sack’, This will serve a3 8 mental container io molect andl hold kay
Imarmings, inzights. and ghast cur times tog :
ADDITIOMAL INFO

1. Ak parmicipanis o Slay i ihe cincke, dose el &y, and Bsten b this 25T Mo,

2. Bagin the guided wsuslzstion scipd in 3 cale, dow voce: Tmagine an smpty ssck, Whet color = 07 What matenal is &

mads of? Fesl its baturs, bs it old or new? Hoa lange is &7 How do you closs (17 This sack is yours fo cany with you o e

st two days”

3 Contirags the scriph ‘Ae we move theough our workehop, you can place sryining you wsh insids the sschk—lsamings.
e . ghis, and imsghis, & wil hokd thes for you |

MATERIALS
= Hama tags

= Markers

= Pans

MATERIALS
+ Agenda SidniFipchart
+ Working Agraamenis Posios

MATERIALS
« Soft, sambinn music

75



4, Conclude the vhualizaton: Tow, whan you ar ready, siknlly piok Up Four sck, opan Four &S, and Tnd your saat,

keping your sack with you’
e

To craads o rfuil dar ineg and active rafaction throughout the workshap, and grovida
participants with & manial ol o o ple parsenal isighis.

035
;I:Im I What role to sterles play in the world?

Explors the fundsmanial role of slorgisling in fumen hislory and connecion, Get inde the di¥anen) ways sionres aee e in
anteriain, sducals, passads sl

ADDITIOMAL INFO

1. EDUCATION

Examgla:

= Indigaaois Spsnak ol Toriits = HEIons Abaul S0ty

= Aneop's Fables — betavsor theough naraive

+ Falgious sionoes inaching values

Haration of Sohnd Myt

3 PERSLIASION

Examgle:

+ Folfical speschas

» Bdvartising

= Brand sloryislng

+ “Appke dogsn'i soll phones. Tray soll rebalion.”
Py s Thi' L Insuaanocs &
Dbt e, oUUE. oo mtwaloh =L IE CECrd TTHY

Ta und the historical andl pepcholngesl imp of mloryisling and o learm 3 simpls, poweril famework for

1. Tha Life &d

10
m Connectlen

Inireduce tha daa of theneds and clions and raural ]

ADDITIOMNAL INFO

1, Intreduce tha idas of how huran beings conmect using slones

2. Tred Mo Sharad Sores T STONQOT T connecion

3. Tradia b5 Btlual sconco bahing &, introducs ha conoept of nedral coupling
oL

12, Trreade batwaan twe people

13. Theads in & socaty

14. Meural Coupling

11:08
tom | Connect
Lt o connect by sharng stones among themsalvas

ADDITIOMAL INFO
1, Find somaans in the room wha you fesl do nol have sncugh threads of comnection

MATERIALS
= Sormen

= Thchiar

= Spaptere

MATERIALS
= Boroen
= Ticher
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77
2. Share & story with one analher
SLIDE
15. Copy of 12

Lk ]

tom  Coffee Break

SLIDE

16. Coffes

am Elements of Storles

e stan now Dy imrodusing diferent imponant domenis of siofs ke contest, chanactens, confic, action, changs
ADDITIOMAL INFO

MATERIALS
= Eoroen
= Tick
1. W sian by axplaning thal slorias ane mado ue of Sferen! building biooks -
2. ' dhen inlo the mncept and imporancs of conbext
SLIDE
17. Buiding Hocks
10, Canlext
M
wim | Contect
It b5 wihara poople will siar buliding Trair cwn stories strting with comeon MATERIALS
= Soroen
ADDITIOMNAL INFO + Primiedd questions
1, Evaryore moatree 8 shest ol paper sith quastions which will help tham sef up Feie coniesi of the siory . WA
SLIDE * Extem paper
18. Tl = Fiip chart
= Eficky relis
144
Bm Characters
Hara we i nroducs ancthar aement which i T chara cber and their smotions MATERIALS
= Eoroen
ADDITIOMAL INFO
1. W slan by wliing how impoianm characiers am
2. 'Wie the idea of imperect reabstic
3. Wi go inln disoussing how characers are daveloped
SLIDE
19, Cramciar
LIk F)
im Creating a character
Fiow e prople crealtn their own chancien MATERIALS
= Soreen
ADDITIOMAL INFO + Papar with gromie
1. e ask Fem o imagine someone who would be mievant fo your contest ;
2. "W ghva Tam prompis io sian dovaloping ther own chanacier « Fip
51 IDE = Sticky roiee:
2 Srancee?
200
m Empathisng with the character
M fre parbocpane wil fasl what ther charscier could faal MATERIALS
* Wust
ADDITIOMNAL INFO
1. Sof music i playesd
2. Faniipants aro irvisd 1o dosa their oyes

3. Prompis sre esid cul ioud by the Bscilialor o halp them imagine the leabngs of ther characier



. aftor a round of PromEis Ty are invilied b0 ogen Teir eyt and camy those faings with tham and nol ket o of Tem wol
SLIDE
2. Cramctar

1207
Sm Caonflict

Hiarg wio | ol tho corsepd of friotion or [nion caussed by & confo

ADDITIOMAL INFO
1. Simply Safiea th i of & confiot
2. Wow what the confict wil do

SLIDE
2. Confict

1214z
&m Ceonflict writing

Hara gearnyena hinks about their charactar and creatas a confict

ADDITIOMAL INFO
1, Oin ther shests they wie g conficl

SLIDE
2. Conliet

1212
m Action

Thay are inireduced o the Hea of acion

ADDITIOMAL INFO

Botion ks Bl & road map of & plan of &on of @ saias of ssent that wil now raad o haoean in ondar far your charactar o
diaal with this confict

SLIDE
22. Artian

n2Es
im Action

Ewansna works on Tair aclion

ADDITIOMAL INFO
Epeping their chamdar and confbc in mind svervene crafts their action

SLIDE
2. Action

1233
am The Payoff: Result & Transformation

This binck documes on the crucal fnal slsment of 3 slorg: e el Well scplors o the crangs or imnsiomation thet
sooure afier thae sinry's dimas provides the meanng snd peglf o e sudiencs
ADDITIOMAL INFO

1. Explan that svary acton must hess 3 cess resul or consaquence, Ths is the 5o what?” of the slory

2. Emphasrs that this & whal #e sudisrce has besn wwting for 1L can bs g change n the cramcer (they lsamead = lssaon)
or 8 changs In the world (# problem ie schmd |,

3 Uzs nmimpls sxample ®in The Thres Uil Pige, the resul of the pig bulding & howuse of bricks = thal ha & saks from e
woll The ranslomation is his. ghif from being vinerabls o Bsing ours ®

GOAL

To undersiand that the resuilt or changs i Fe sessnial payolf in 8 slory, p iing icn el ing for T mudi
SLIDE

20, Pt

MATERIALS
= EOrmin

MATERIALS
- Paper
= Markers

MATERIALS
= Eoroiy

MATERIALS
= Fapir
= Warkers

MATERIALS
= Scresn
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1237
sm I Crafting the Resolution

This ks T momani b being your siony fo o conclsion. Parficipants will indkddually weita e anding of Feir siores, foowsing
o T rasilt of the action and the arstonmation of thisr characker.

ADDITIOMAL IMFO

1. Irestruict participants b gat thr $3ory notas ready.

Z. Prompl ham wilh guiding questons: Whal i tha direct resu of the acon wour characier iook? How has your charactar
o thair workd changed from tha beginnieg of tha story? Weal is tha Tinal feeling you wanl 10 lawe wih pour audienca ™

3. Abso think of the imigact of s drange on ¥ character and ther surosunding in a lagor conmed

4. Anncincg The S-minuie e Emil for weling the conolusion
Tt

To appiy tha concapt of ‘Rasulichange® by crafting a salsting and meaninglul concsion fa Iha stosizs duvalopad
throughoul fha worksrop,

SLIDE

23, Resdt

1242
&m Discuss

Just @ chack in with grvanyona bos Ty ane foding

ADDITIOMAL INFO

1, Thwow amund the question of how you ane (esling?
2. | Fw etory coming Ingsthe?

3. Wihat dotails are missiog?

4, How connecisd do you fesl 1o the o

8, Ay questons that you may have?

SLIDE
o, Questons

| 1248
im Coffee

SLIDE
25, Colfon

1258

10m I Collaborative Story Weaving

Boouikzk and fun imerovisational game o get our craatie anoy Tosing. W'l work Iogethor & & group to build a story, ona
sortance af a tima.

ADDITIOMNAL INFO

1. Tha lfaciiater will stan T story with an opaning line (e.9., ‘Once upon & s, in oo land far s

I Going around e cinda, sach parsan @dds the nast senienso b e Sorg

3 E 5l o 1o ba ap and busild om the last person's contritastion, The goal = 8 haes b, not o

i, the tack will il thes firal sentence to comclude the slory,

g Al reity. and playbally reconnact the team through eellaboeative

[ 1308
Thm I The Art of Persuasion: Ethes, Pathos, & Loges In Story

&n o fhe | pillpry: ol Ethems, Pafos, and Logos, Wie wil sxpiom how thess thres sppeals
are mamleckdly wowen inbo compeliing shories o build inasl, svoke smolion. and make & logical case.
ADDITIOMAL INFO
1. “*Thewy ($ mnei** Brsly ssplsin the mncepis on o shde:
- **Ethoz* Buiding rusl and credibiity (8.0, Belees ma | am an sxperit iy b
- "Pafoe " Appaaling o smobon {sg., makng the sudisnce fesd jop, anger, or smpthy).
- “Loges:™ Appeakng be legls (89, vsing focles, dete, or o clear ssquence of svonts),
2 **Practics {10 mine|** Play google- year in ssarch 2020 kHps:(fous balroGyOhu Y EA e =gVLYBLIG_Oliww.lP)

3 P roup Decusson®® Aler the viden, asx the group Aihers did you e e presanier buid Ethos? 'What mosanis.

crpted Pathos? How was Logos used to makes Google-yesr in seprch 2000 case
A

WAL

MATERIALS
= Partitipants' story nobas
- Pans

MATERIALS
= Boruan

MATERIALS
= Boruen

MATERIALS
= Evuiy

MATERIALS
= Bhorl persumsies viden clp
= Boreen and speakams

+ hpaiiyeuty bk Gy I EAT
Si=gVLYELE_ OHwe P



To undersianed tho threa sodies of persasion (Elhos, Palhos, Logos) and ba abde o dondly how thay an wsed o
sicryioling ie bfluence an audancoa.

SLIDE

27, Ethos

28, Legos
%, Pathas
M1, Pis crart with peeraniages

[ 13:E
1im I The Spectrum of Story: Beyond Eplcs

& fast-paced sxpigrbion of the many Bmpls forme a ooy con e, W) moss beyond mythe and spice io 9 hows
anscdoles, images, and evan lists can be poseckd arsive locls

ADDTIOMAL IMFO

This is a rapid-fre activiy. Spand 3-3 mnules on sach poink

1. *Armcdcie:™ Start bry islbng 3 Miescond parsonal anscdole. Then, heve poire share 8 one-sanisncs slory sboul Sair
maming.

2 S Picurec™* Show g compaling, smbig mage, Ak yone b wrte g sie-word story abowt § (3 microfction], Have o
e people mad thers sloud

3 “List™ Dipley & simpls sl on 3 gide (5, Weye walesl phonae, moass, panic."). Explain how 3 st imples 3 ssquence
and can el g slory of & mosan

4. **Cher Forme:™" Bralty mentbion Fal mors sirechred businees focls iks cass sludiee. joumey maps, and Sium-sisis
seananoe am aes forme of sloryieling weed in craale shared ursiemstanding snd persusds,

-

To sxpand the group's wnd 3 ol wihat L a “story” and In how simple, viay formate can be
uned for effnc 4 g

SLIDE

1. it can quality a5 & sory T
32, EmotonthoughUmemony
33, Strang Imags

34, List of exampkes

[ 1332
15m I Mapping Stories to Service Deslgn

In smail groups, parfcpants wil branstom and sap ot how difanen tepss of siofes can b olacively wsed at vanes
lages of T servios dosign doubke diamond, from initial h ta firal implarmantas

ADDITIOMAL INFO

1. Dividn participants into small groups of 35

2. Proyide sach group with a fip chard and markers, A=k tham o deow 3 Bmple senvice design double damend (8.9,
Dizcower, Define, Davalop, Delter),

X Instruct groups b branetom and et specic siory bypes (2.0, user anecdoies, [ourmey maps, fbum-sists scenaricos, coss
whadisn) aned place the in the siage whens they are most impactiul,

4. For msch story bype, fhay shoculd nobe the reascn o parposs | ssrves al Fal siage

5. Wil § minules remaining, faci ksl & brisl Bram-back whan asch group presents cne key insght from fheir decussion
GOAL

To apply slorisling concepts dimctty 1o the sanics design process. identfang o | wemees for ¥ e in
ther wark

SLIDE

M. Double dameand

[ sta
15m I Closing Circle: Reflections & What's Mext

Anruclursd ciosing o weap up our first day. Wel share key takeaways and look shead o Day 2, sneuning swsryones lsaves
abgned and papered for our rest session,
ADDITIOMAL INFO
1, Gather averyone ina droe and frank thes for thair sy and particigation,
2 Infroduce B fwo-part milechion round . Ask sach pemon o shars:
= "Cirws ks inmigk I'm placing in my ek from bodey e "
- “Looking ahsad o mmorow, | am,,
3 Go seound e dicle wntl seeryons Fas shaced,
A, Afier e milechions, share practical deimils for the next day: “Tomomow will be mone active with & focue on movement and
ambodying cur siones, Pleass wapr comicriabls dothes and shoss. and don'l forgat 1o bring your imaginany sacks
£, Ciops with g final rowrsd of applauss s thank you
GOAL
T corecd dals inarring from Dy 1, creste g moment for shaesd reflecton, and clearty communicate the plan and
mupaciations for ey 2
SLIDE
I, Sl

MATERIALS
= A compaling mage
= Bire with = st axample

MATERIALS

= Flip charts

* Markers

* Diouble Dismond

MATERIALS
= Soreen
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StoryTelling Workshop SD3S1 2025 - Day 2

| Break @Warm Up B Exercse B DiscussonTubrisfing [l Ensegzericebreakar

TIME
o9:50

10m

10:25

Fra Semsion

Emibodied Arrieal: & Morning Body
Bcan

Finding ¥oar Yoice: A lreath & Yocal
Warm-up

Pagpls are coming

A gentie, guided movement sequencs o stan our day.
This acivity will halp us wake up our bodkes, roaasa
Teraion, and conrot with our piysical prosancd &
stonytelrs.

A queded sxercss o omrect pour breath o your voice,
Wa will practicn deap diaphragmatic brsthing and
gradkmily add sound, warming up cur voices In speak
‘with poawver and presanca,

A e Qe I explom cur wocal Angs

The Wiocal Ladder Mastering
Prejection & Intensity

andl dy . Wiith the AL our W
will yg our wnices b oot @ vocal crohesia,” mamng
1o coniral cur wolume from a whisper o s ful-volced
promcion

A practical axarcss in vooal mniol. Paricipants wil
praciice delvering a singlo sentince across a Tadder of
savan dffwrent lvos of volume and imonsity, from g
whisgar to & ful-weicad command, 1o sxplon ol
NS TN

}':- SessionlLab

ADDITIONAL INFO

1. Gaiher participants in a cirtlo With Space (0 B,

2. Quidia tham Frough a body scan, staring from the
it Lots sk U our ngers, Than oo kands,
wristy, alfows, and ams’

3. Continua 10 tha lowor Body: Taos l's mova iocur
toes, ankles kesas, and legs '

4. Guida the Wisualzation: 'Imaging a siring gontly pulling
0o U o the coowen of pour head, lengthening pour
aping

5. Laad T rabiass: Mom. slivaly i3k o, ofad Ihei risa
back up, sincking one wernabra aba Gme'

6. Take @ big moming siraich and yawn oudy

7. Conduda with fadial saemeups: 'Genty Massage your
face with your palmes, nekax yoar jow, miake a big Bon
faca, then @ Sny mouse face, and Tnally bice th @i cut
thraugh pour lips and sigh loudy and hmmm."

1. Explan the goal: to conned owr breath i owr voics,
i (LR o] fortably prad place one

2 Guide tham Frough daphragmatic bresthing: Brasthe
n ceaply through your noss, dssling pour slomach
mxpand ke a balkon, Exqale siowly hrough yor
maoudh'

23 After s faw breathe, add scund: "0n your rext sxhals,
reloase & genta Tish' sound. Faal tha wibration from pour
diaphrage: wheee your hand is'

4. Frogress th sound: 'Mow, lufs change that scund 1o a
Ti'. Bama deap breath, same fesling from the
diaphrage.'

&, Conduts with namas: 'Finaly, on your i ahake,
PIOHC] FOUT QT NidiMma inlo tha room sith that same
breath support.”’ Repeal a few fmis.

1. Infreducs the concepl: We are row 8 wocal ocraeirs.
and | am your congucior”

2. Remired mvmryons fo s the Tuh’ ssund, prssned by
their disghragm. as ther rsbument,

3. Explar ard demoneirais tha hand signaks: Your hend
kow mapres & very quied sound, and a3 your hand rises,
the wolsme should incmase, Your hand hegh is the
bmtnet, fullwmiced pound.

A, Bagin | g e g, by moreng your
hand up ard down to cresie swels and fades in wluses,
5. Onoa the goup b= resp , Fou can by warkalh
ks muckien jumps in volums or eplitting the group ik
bwn snctions and conduding the al differen levels,

1. Intreadiicad T conoapl of this Vooal Leddar. Wiits o
simpla, reulral senloncae on o fipcfar for eeanene i
LSt .., "This iy |s bl foday”).

2 s @ group, guido asenynne up the adder, saying the
snlanca af aach laval: Whispar, Soft, Conversational,
Cloar, Commarding.

3. For the ‘Commanding” kewel, emprasize using braash
from e diaphengm Tor suthoeiy.

4. For the ‘Screaming” ks, Favws thesn nol o thi
tansion and leck of conid comganed 1o commanding.
5. Quidia Thim baok doawn: il with "Skent, harding them
think ha tanience. This Righlights intamal inanion.

€. Dorial on thi difarance el biween ‘Comsanding’
and ‘Ecraaming’.
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TIME

10:30 Wocal Spactrum; One Line, Many

Faslings

15m

1u 53 Anticulation Turs-up: Tengue

Twigiers & Team Tales

WSB Colles

11:08 Fasiorday's Praseniation

18m

| ‘IHI hﬂvﬁm!nwﬁmh'ﬁ-’
e

41568 Pazing the Slage: A Movemant Scala
15m Exdfiiga

15

[

ADOITIOMAL IMFD

1, Bstabiish gthe & ik the grop 1o ghes you a

A voral wars-up whare p P prachoe delhvering o

mingle, nauiral senience with a wide range of
This sxeccisn bulides vocal fex bty and the abiity 1o
covey subiest

A Tun and Dy wanm-up % gl cur mouths, minds, and
woices ready for & day of slortaling. W'l stan with
somi clssio iongue beisiers io imgrove clarty and then

jump infe a collaborativa shoniding gama.

A gueded i3 b devalop oln
epankars physical presance and use of spacs,
Participants wil axplore Fow moswng with infenticn can
command sienion and support their message

A I group and phy | coirad.
wmmummumumm
Trom @ show walk 19 & run, laaming be adust their pace
bised on @ srared, non-weial uandersiandng.

Ly

2.

A, Gircle Werk: Standng in acrgle, the fiest person
oy the line with 8 specific smction (s Joyh The
rmd parEon says e sams Ine but with 5 conirasting
emuton (og, Sadness)

4, Imiensity Ladder; The facitstcr can call oul an
smuoton and an intenaity evel from 1 jsublie) 0 S
jextrame). and 3 parbopent musl debyer the line
accomingly.

5. Dabriel: Dinciiss hos T same wonds con have
winslly dferent meanings based on e lional
o lvane Ask partoipanis which SmoSins e oo
oF hardar 1o conwey

“Fart 1: Tonguo Teigiers (5 mins™
1. Etart by axplaining thal <kar anicuation reguins
wanm ruschis, just B ahletics.
2 Lead o groug in saying a few classic longua Mishars
togethar, Start show, Tan spesd up.

- Exnmgla 1: "Aed lomy, yaliow lem.”

- Exnfrpls I "She sl samhells By W saashon.”

- Exnmgle 3 "Uniguo Mew York, Linigus Mo Yor"

1. Keutral Walk: Ask parbapants fo begin walking
sround the mom, fling the smpty spaces. Encourags
sham b be aware of ther postume, pace, and the
spsce arcund them

2. Exploring Qualithes: Promet ihem with different
soanarios "Walk as il you are the CED entaring a
Eoardmo " “Walk as if you ane a nersous inlem
byt b g wour Niest prosaniation.” "Vaalk as il you
are A passionalo acivist marching dor @ cause.”

3, Exploring $pace Constraints; How, guds them o
wcplorn ciflarant sings sres. “Imagne you are on s
Fugs, empty TED stags. Liss the snire space.” Than,
“Horw, magne s ars mnined boa small 202 ot
podiam, How doss thal change your movement?®

4, Dabrief; Brmity discuss how the diflerent ways of
moving and the smourd of space avsibble fell, pr
Fow & afacied their issing of confidence or
presence

. Eslablish the Scabs: Explain hai you wil guiss them
hiigh @ pesing soalo from 1 6210, = an
axvaraly siow walk, 'S is @ normal walking paca,
and "1 is & kght ran or jog.

2. Guided Pracfice: Ask gvaryen 1 begn walking
around tha space at a 5. &fier a minuie, call cut a
e frambier {09, "2 and R Svarsong uoust i
Spdd 10 maich. Conlinda calling oul different
FiliMmibaars, including fster paces Fie "8' or 9, alowing
e o o find a oolocti Fhigihe for assh leval

1. Dabrief; Brmfly discuss what || feh ke b conkol thelr

Face and o eyrchronizes with e geoup. How doss &

mspeaker's physical pacing aflec] an sudience

1, Tores volunteers would b irvited on the siage
2. Tray will b prorsted 1o give gestunes for

1. To welcome

i, To List

5. To reilisrarie

B, T wresil

¥, To challengs

B. To ke surprisad

#, To praiss

0, To Trank,

11, Tran wee compare whial wi lied abaul whal gesiura



12:01 Mo hands gams Te contral and myne geshres

20

12:21 Colles

10m
1231 ‘ W A paccialion
10m

12:41
20emi

Changs

13:01
20mi

Db firey did dis cusshon aned ps

1231 I Final circls

13:46 Fandhack Form

TOTAL LEMGTH: 4h 06m

22 Materials

O Opicnal: Sof Eackaround MUBEG o Ervbosd L 5 kaeg Bady S0

D & simple l-'ll-unnlﬂp chart or slida in The 'voosl Ladder: sasisdng Proscion & inisceity

D A simple, neutral SN wilhen on @ Doard in Yool Specius: Dre Lise, My Pealngs

O sl oF longie baisters b e TRERBLGE i amobvion Tess o Togus Teisten & T Toks

O A copent 3pacn Tor Movamanx 2 o Sugs Premoos baiseng v Vs | Faoeg te St & Woeome Soak Exsike

TIME ADOITIOMAL IMFD

1, T vobmisers are invited on stage

2. Dl parsen hands thidr hards Bahind ha i back
wihilia T sacond person Slands ol e back and e
Thair Fands Through e ol parsens anms and
B Thair aems.

3, Oine reads the scnipd the other s the hande

d, Trmy wil parfcmm fhves ivas

5. Trara will ba 3 prompis for the hands: you Fave b
v i ANy gaslunes as possible

b, Give no gasiures

T, Rapast the same gesiores oeer and gesr and do nol
add any vty

B. Ask e Gudiancs abodt reflecion on T diTenan
pashure st

1. Baphd fire circle of word aesccation

2. Everpora stands in a circle and thaem is a ball thay
Fuind B et around bo crealn word assodations

1. Dl wolunbar i inwiied

2. Tray are azked Io giar & siory

1, tha clialor gives sgnals o changs the direction of
ftha sinry they am feling

4. This is 10 halp dovolip impeosiaadon in e ooment
whila stonytaling on slage

1, Crisis Maragamant
2. Silnge fright
3. viocal smia
4. four audionce knows as much as you el ths

8, Chvar producion
6. Mamcising this serpt

1. 45 vodunbaars o el thir sionas

1. Dabrief
2. Sack

3. Pulss

4, Trankyu

Feadhack foem gr ie displayed on the screen and thay
can gis thar anomymoue fesdcack Fars
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StoryTelling Workshop SDSI 2025 - Day 2 - block details

iLE-
10 Pre Sesslon

Pooph are ooming

[ 1000
A5m I Embodied Arrival: A Morning Body Scan

Bganio, Quited WMo ont Seguance o slan ow day. This acvity wil halp i wako up oo bodies, relass tandion, and
cornact with oo physical presance as sionytales.

ADLHTIONAL INFL

1. Galher participants in @ Ciecks Wilh Spacs (o sy,

2. Quida Fam Frough a body soan, stariing troms the edresitos: Lofs waks up our Tingoes, then our Fands, wisis, dboes,
and ares !

3. Continizg 10 tha lower Dody. Tow ki's movs 10 odr (o8s, anklos, e, and kgs.'

4. Guide T visualzation: "Imaging a siring gentty puling you up from the ceown of your Faad, lenghoning your ssne’

E. Lead e rebsass: Mo, shvwly dold aver, and then rise back up, stacking ore vamebra at a tima

6. Take a big moming sinatch and yawn kudy

T, Corclude with facial warmeups: 'Gonly massage pour face with your paims, nakas your jawy, make a big fon face, Fan a
iy miousa Taca, and Enally biow tha air oul rough your lips and sigh leudly and Fmme.'

Gl

To physically warm up the body, increase body awaraness, ralsase morning lnsion, and prapane pankcipants for a doy of
actva and ambadind slontaling.

| 1045
10m I Finding Your Vielce: A Breath & Vocal Warm-up

B guited SMErCiSn %0 connecl your braath 10 your voine. W will practize Seap Saphragmatic eaathing and gradually add
Sound, Wanming up cur veias in speak with power and presanca.

ADDITIOMNAL INFO

1. Explain th goal: o connecl our breath i our voice. Ask park i b stand forably and placo cna Fand on thidr
atomach.

2. Guida Fram Feough Saghragmatic beeathing: "Beuath o in deaply Trough o nosa, Tesling your stomach axpand ke a
balloon. Exhalo shwly Tiough your souin

3. Afer @ faw broaths, add sound: 'On your mad axhaky, mkase o gentke Mulv sourd. Fodl the wbnron fom your dapheagm
whana gour Fand i

4. Pragress B sound: 'Mow, lafs dhangs that sound 10 a "hi. Sarme doep braath, same faling Trom tha daphragm.’

5. Corclude with names: Finaly, on your ned axfabs, project pour cwn rame imo the room with Tal same breain seppon.”
Fapoal o few limas.

SRl

To wanm up thio woics, leech tha uindasamals of daphragmatic broat soppor, and Build confdens in vooal propoion

| 1022
Sm I The VWocal Orchesira: Exploring Dynamics

An imeracive group exerciie b axplone our vooal range and dynamics. With tha tacilitmon & cur condusion, wa will usa our
wnitds o crealn @ wooal orofasira’ learning o comirol owr volume from a whisper i @ bvokosd projection
ADDNTIONAL INFO
1. Infredu oe e concepl: Wa are row o vocal orchasira, and | am your condusior!
2. Rimind i Npofd 45 Lsd tha Tih' seund, powend by thair daphragm, &3 ihar nsvuman
3. Explain and desonsinalo ha hand signaks: Your hand ke méans @ very guil sound, and as wour hand rises, the volime
ahould incraasa. Your hand high is th loudast, Tull-veiced sound.
4. Bagin conduciing #a group, smoothly moving your Fand up and down o creaie swells and lades bn solurme.
E.Onoa the group is responsh, Fou can iny sarations ke suddon jumes in woluma or splilting 1he grous ine o sectiens
and conducting thos ol dflerant kvels.

-]

WAL

To davilop ool ovar wooal volime and dynamics, 1o pracs staining sound with Eesath supgart, and (o build geous
listening skils and 2 .

| #0:30
Bm I The Vocal Ladder: Mastering Projection & Intensity

A praciml axercise in woml control, Partcpants wil practics delivering a single sentance peroes & Taddar of myven dfferent
leramls of volume and intensity, from a whispar o a ful-voized command, Io sxplom Fel sxpressive rangs.
ADDITIOMAL INFO

1. Initrediiog thi ool of tha Woeal Lesdar. 'Wiits o Sispls, nedtral sertonta on o Tipeha for avansna 1o uss (i.g., "The
sy is bl doday™).

245 @ groug, guide everyons up the ladder, saying the semence al each kvl Whispar, Soft, Convarsatonal, Claar,
Comsanding.

3, For the Cemmanding kv, smprasize using braas rem ha dagheagm tor aulhorty.

MATERIALS
= Opfional: Sof backgyound misic

MATERIALS
= A siephe serlancs o0 o i chart or slda
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4. For thi: ‘Screaming” kved, Fawve e nodod the ension and leck of conrl comganed 2 commanding.

E. Quida Feam back down: ond with "Sikent’, hareieg ihem think the sentanco. This highlghis imermal imention.
&. Dorial on this diferanca fell Bateoen ‘Comsandng’ and “Scraaming.

—

To davilof ponsooLs conol ovar wooal peojaction and intensity o dstinguish bat a iy wedea e Shous
and 1 aspand one's dynasic rangs as a speaker.

ETE
15m I Vecal Spectrum: One Line, Many Feelings

A wocal warm-up whees paticipants pacics delvering a sngls, neutsl ssnierce with 3 wids rangs of ematiors, This MATERIALS
mxercmn bulds vocal deuitiity and the abiity o convey subiaxt. = A gimple, newiral sonience writen o a
board

ADDITIOMAL |NFO

1. Eslablish the Sanlance: Ask he group 1o ghe you & sanlsce, any snlence

2.

3, Circle Wark: Sanding in g crele, the first person says the line with 8 specific smction (8.9 Joyh The next person says
tha sams line bt with & a (g, & 3

4, Inlensity Ladder: The faciilator can call oul an emolon and an inbansity kel fom 1 (subiie) o 5 (edreva ), and a
iparticiant sust delivor ihe Eno eccordingly

8, Dabrief; Dmoues how e mame words con havs wasthy dfferent inge bazad on L delhenry, Azk particis
whizh smolione wees sasier o fardar o comy,

Fur s

UL

To axplorn tha relaiienship botwean emolion and vocal dalivany, io wam up the voice, and o echanco expressie
capabilities.

| 1052
5m Articulation Tune-up: Tongue Twisters & Team Tales

A fun and Buaky wans-up o gat our mowths, minds, and weices ready for a day of storybelling. Wl start with soma classiz MATERIALS
tangue tistars to improes darity and then jemp ims a colaborative stony-building gama. + List af tongua bwistes for s facifator
ADDITIOMAL |MFO
“Fart 1: Tongua Taisters (5 mins)™
1. Start by axplaining hat ckar anticulation reguines saem musces, st ke athkts
2 Lead e groug in saying & fes classic ionguo tvistors wgethar. Siar slow, Tan spoeed up.
- Exnrghe 1: " oy, yaliw lomy®
- Examphe - "She sells soashells by Ta seashora”
- Examghs 3 "Uniqua hew York, Liniqus N York.”
GlAL
To wam uz the vocal cords and muscks required Tor dear speach, pracice precss aticulalion in @ i satting, and
h group lisiening and collaboeation.

| 1058
. Coffes

[ 6
::3.1., I‘l’mrﬂq‘u Presentation

[ 41:28
f0m I Stage Presence: Mastering Your Movement

B guiktod movamont anarciss 1o Salon asarnass of 4 speakens physical presance and use of spaca. Participants will MATERIALS
anplorn how mosing Wil intention can commaond atiention and suppor tair Sessage. = AR opan Space foF movament

ADDITIOMAL INFO

1, Watral Walk: Azk particpanis i begin walking amund the reom, filing e e=ply spaces. Encoursge them 1o ba swars
of their poshrs, pace, and the spacs amund them,

2. Explorimg Qualitiss: Prompt them with dfferent scenanos: “Wak as f you aee the CED anlenng 3 boardroom,” “Aisl ax
i you are a nerous nismn abou o ogevs pour fret presantation, ® “Walk as i you are 3 pessionale activist marcheng dor 2
T

3. Exploring Bpace Cesstralnts: Now, puids tham to waplans St shage SRes. " magins yoi o on & hige, amaty
TED siage. Usa the enlire soaos.” Than, "MNow, imagng s an condined 0@ small, 2632 fool podiam. How doss Tal
changa your sovement?”

i, Dabrief; Brmfy decuss how the differen! ways of moving and the smount of space susiisbis fel, and how i| sfected ther
faaing of onfdence or pressnce,

e

To build awaraness of ody language and movosan, i undansiand Fow 10 use physical spaco © eoh , and b
pracica mowing with intention as a spaaker.
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1:

15m I Pacing the Stage: A Movement Scale Exercise

An 38 in group: and physical control. Paricipants wil sxplors diflerant spesds of movemant. from a siow: MATERIALS
walk fo 3 un, Issrning bo acust their pace bassd on a shared, noneverbal uncemtanding,

ADDNTIOMNAL INFO

1. Eslablish the Scals: Explain thal pou will guide them iheough a pacing woala from 110 10. 1" & an axdramely sire wali,
'F s & normnal walking paca, and "1 is a Bght o or jog.

2. Guided Practica: Ask ceoneona 2 begin waliing arousd the seace al & 'S. After a minde, call oot @ new nusber (2.9
") and harn evaryeng adjust their speed %2 matsh. Confinue caling eul Sherent numbers, including faster pacas ke '
o ', allvwing T group to ind @ collactiva rhythm for sach kavel.

3. Dabried; Brmfry ciecuss what if fell Ik o conkol their pace and ko synchronzs with the group, How doss 3 spaakars
physcal pacing affect an audence ?

= An ogen spacs or movement

CUrLA

T darsabe eorirn] ovar physioal pacing. b Bl groue oearenass and non-stal icath
impact of @ spsakers mowemant speed on anengy and deliery.

el 10 undrsian tha

"

1
1

|42
20 I No hands game

A0m I Gesture Examples

ADDITIOMAL |NFO

1. Thgas vkl s wolld b Fwiod on ihe sags
2. Trey will b prompted fe ghes geestures for;
3. To walcome

4, To List

5. Ta reiteeate

B. To unved

7. To challeng

B, To b= purprised

9. To pradsa

0. To Thank

1. Tren wee compars whal we bked atcul whal gestrs

To conirol and syn; gasume

ADDITIOMAL |MFO

1

. Twi volniners ar invited on slage

2. One parecn fande their hane betingd their back winils the sscord person siands al the: back and lame ther hands

through the cther persans peme and becomeae ther ams,

3, One reads the scripd the cther i the hande

4
]

. Tray will jparform fhees lisas

. Trers wil be 3 prompis for the fands: you Favs o give 3 many gestume ae posshibs

. Give no gasiures

T.

Reapaat thi Sama el oud and ear Gnd 06 ol s Gy wanety

H, Axk #w sudisnce about reflacion on e dfemnt gesture shies

| 12

10m

LFi ]

10m

Coffes

I Word Assoclation

ADDITIONAL INFO
1, Feaph firs crcle of word assccation

2. Everpome stands n o circls and them iz a ball thay need 1o thow amund fo creste wond ssmocisiors

124
A

I Change



ADDITIOMAL INFO
1. One wolurtaar i invited

2. Thay are asked 1o slar & siony

1, e Bcilialor gives sgnals io changs the direciion of the slory they ams leling
4. This 1= 1o halp detvalop impeoe aaton in ha conent while stonsel ing on slags

1311
20m I Debriefing and discussion and tips

ADDITIOMNAL INFO

1. Crisis Maragomant

2. Sings Iright

1. Vozal emiln

AL VT B EnCn KNoWS 35 mich &8 yoi sl this
8, {har produchon

§, blsmoneing the smpl

131

A0m l Story Performance

ADDITIOMAL INFO
1. 4-5 wolurtaars bo el thisr storos

LR ]
Thm l Final eircle

ADDITIOMAL INFO
1. Dabrief

2. Back
3. Pulss
4, Trankyou

EEE L
im Feedback Form

ADDITIOMAL INFO
Faadbhack foem gr is displayed on fhe screen and they can g ther anonysous fssdhack them
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