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Summary / Abstract 

Storytelling is inseparable from humankind; therefore, many theorists also call the Homo Sapiens (the 

thinking man) Homo narrans (the story-telling man). Storytelling dates back to the very beginnings of 

human civilisation, to the period considered the childhood of humankind. At the same time, telling fairy 

tales and stories is an integral part of every childhood. This is a portal through which the child enters 

the world of the literary word, but also the world of human experience, both the experience of civilisation 

and the personal experience.   

In the act of oral narration, the boundary between the story, the storyteller, and the listener almost 

disappears, because the story is realised both in physical space – between the storyteller and the listener 

– and in virtual space, where the spoken word becomes a representation in the listener's mind.  

The task of every storyteller is to tell a story in a way which would encourage the listener to let 

themselves go and enjoy the virtual world of the story. This process of immersion into the story will be 

significantly more successful if the storyteller uses techniques to evoke different sensations in the 

listener, thereby providing a deeper sense of immersive (co)operation. 

The paper will explain the importance of immersion in the encounter between the storyteller, the listener 

(pupil), and the story, and present several examples of how to stimulate children’s immersion and create 

richer representations by engaging various senses.  

Keywords: iconic and symbolic storytelling signals, immersion, literary methodology, semiotics, multi-

sensory storytelling. 

 

 

1. The art of words – between the virtual and the sensory  
 

Once upon a time, a caveman discovered that by simple strokes of colour against the walls 

of his cave, he could create an image of a memory, which he had carried within himself. This 

was the first moment of giving life to the virtual, the moment he materialised the full force of 

mental images (conceptions) – about himself, and the world around him. The moment he left 

his hand-print on that wall, the first symbolic signature, a record of himself, was the moment 

"man became an artist, and stopped being a gorilla." (Krleža as cited in Šicel, 1972, p. 252).  
 

The term virtual is today often associated with digital media, to refer to an imaginary space, 

separated from reality. Etymologically, the word virtual comes from the Latin word virtualis 

(medieval version) or virtus (excellence, potency, efficiency), and refers to that "which does 

not exist in reality; unreal, fictional, apparent" ("virtual", 2020). The term virtual is primarily 

used in semiotics and semiology to explain the process of the emergence, and subsequent use 

of human communication through signs, including language. Charles Sanders Peirce (1994 

[1931 – 1958]), the founder of semiotics, understood the concept of the virtual in the complex 

nature of a sign or representamen as something that, in particular regard or quality, stands for 

someone or something (p. 2160). The sign addresses someone, which means that it creates an 

equally valuable, or perhaps an even more developed sign in the mind of the recipient.  
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The sign, which "the first artist" used to actualise his virtual, is the act of the first artistic 

creation, as virtuality is the quintessence of each creative act; virtualisation is realised in 

contemplation, and actualisation in activity (Pierre Lévy, 2001). Humans later discover other 

forms of creative activity, and so various types of art are developed, based on different semiotic 

systems – signs through which the virtual is actualised.  
 

To this day, the starting point for all art has been the human need to express and explain our 

inner world – first through manipulating the matter at our disposal (plastic, spatial arts), and 

then through the articulation of abstract signs in the sensory domain (music and poetry). This 

gradual development of the arts, from the material to the more ethereal forms has already been 

described by Hegel (Schneider, 1997, p. 79) when describing the canon of fine arts: architecture, 

sculpture, painting, music, and poetry (epic, lyrical, and dramatic). Hegel's division of the arts 

is later supplemented by Riccioto Canudo (1975 [1927]), referring to dance as the sixth, and 

film as the seventh art.  

All arts are realised within specific semiotic systems, and, therefore, their primary division 

is intuitive – while the smallest linguistic unit of dance is movement, in music it is tone, in 

poetry it is a word, etc. Using the terms introduced by Ferdinand de Saussure, it could be said 

that the arts are realised within the systems of paradigms (signs) and syntagms (the rules of 

organising signs), while syntagmatic relations are what unites the arts (rhythm, balance, 

composition, etc.). Gotthold Ephraim Lessing (1954 [1766]) has reflected on the boundaries 

between the arts and pointed out the dimensions of space (spatial arts) and time (temporal arts 

– literature, music, dance). In the context of poetry, i.e., literature, the dimension of conception 

(mental impression) is particularly interesting – while all other arts are sensory because they 

are perceived through our senses, literature is realised in language, which is the virtual 

actualisation of reality, and is, therefore, art of words which is actualised exclusively in mental 

impressions (conceptions). However, the exclusive conceptionality of literature ceases at the 

moment of the oral narrative act, where spoken words are realised in sound. Therefore, the 

sonority of words is, among other things, an important syntagmatic rule of literature – the art 

of the word, and makes it, at the same time, a sensory art.  
 

Human civilisation has evolved from the culture of tribal transmission to the culture of 

manuscripts, the culture of printing (McLuhan, 1962), to the present day, which we call the 

digital age. Just as childhood is a stage of human development, oral culture belongs to an earlier 

stage of humanity (Gabelica, 2014, p. 13). By moving from one evolutionary stage to another, 

civilisations have changed, the human environment has transformed, but storytelling – from the 

first cave paintings, through oral transmissions, all the way to digital narratives – has remained 

a significant link in the human community. Therefore, Walter Fisher suggests the 

"reconceptualisation of humankind as Homo narrans" (Fisher, 1987, p. xi), "man and woman 

the storytellers, the tellers of tales." (Berger, 1997, p.174). 
 

The stories from the cave walls confirm that storytelling is a concept that goes beyond the 

medium of the spoken word because it can be realised in different aspects of art. All forms of 

narration, but oral narration in particular – are designated by two main concepts. The first 

concerns its syncretistic nature (from the Greek synkretismos, fusion, inclusion), as each oral 

narration is closely related to other sign systems – be it gestures, facial expressions, i.e., 

movement, or the pure sonority of a word. Moreover, lyric poetry also emerged in syncretism, 

the fusion of literature – speech – with dance, music, and acting (Solar, 1982, p. 137).  

The second concept related to storytelling, particularly oral, is immersion, as a state of 

complete emotional and cognitive investment, wherein the recipient agrees to merge physical 

reality with the virtual world of conceptions. Immersion is a complex phenomenon involving 
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focused perception, and adaptation of attention and emotions. The state of immersion is very 

powerful and is a hallmark of every creative process (Gabelica, Težak, 2019), and this is what 

listening to a story and creating a rich world of conceptions truly is.  

In order to achieve deep immersion in the act of storytelling, this paper suggests the use of 

various methods and multi-sensory props in storytelling, which aim to "make users feel their 

own presence, stimulating all their senses with different purposes" (Gallace et. al., 2012, p. 1). 

Such an approach to oral transmission of stories shall include two approaches: intersemiotic 

transposition – the replacement or simultaneous use of signs belonging to different systems 

(words and/or movements, sounds, images, etc.), and semantic-sensory transmission, where the 

senses participate in the construction of the meaning of the story.  

 

 

 2. Multi-sensory storytelling as a bridge between the virtual and the sensory 
 

The following section describes a few examples of storytelling in which the narrator uses 

methods to evoke certain sensations. The purpose of such narration is the strengthening of 

mental impressions (conceptions) in the listener's mind by intersemiotic transposition from 

one system into another, or their simultaneous use. On the other hand, the semantic-sensory 

transmission is performed, which results in the merging of the sensory and the virtual – 

conceptional. We wish to note that certain forms of sensory awakening may occur before or 

after the narration, and should have an equal impression on the viewer/listener. For example, 

children may taste, touch, and/or smell the fruit or flowers (which will be a motif in the story) 

before the actual storytelling. The awakened senses will bring rich impressions and conceptions 

while listening to the story even without interactive participation during the performance itself.  

 

2.1 Gesture Storytelling 

 

Storytelling with gestures and facial expressions is one of the oldest ways of storytelling. 

However, gestures storytelling is not the same as acting. The purpose of using gestures is 

evoking the conceptions spoken in words, but also their deepening or expansion. "Gestures are 

a means of communication that is nonverbal, which either supports or replaces the verbal 

communication" (Lohan et. al., 2019, p. 2019). Interestingly, the use of gestures is one of the 

most "human" forms of communication, which is confirmed by the fact that in the development 

of humanoid robots, scientists pay special attention to the acquisition and reproduction of 

gestures because "the appearance and need of gestures as a feedback strategy for humanoid 

robots in interactions with humans is a vital part of the development of a natural interaction 

between robot and human." (ibid., p. 2200). 

Gesture storytelling is the closest thing to a living language and communication experience, 

in which body movements are used to reinforce the meaning of a statement. In real-life 

communication and storytelling practice, gestures can be iconic or symbolic, and the 

interpretation of their meaning, although socially determined, is rather intuitive. The purpose 

of gesture storytelling is not to describe all the story motifs by both words and movements – in 

that case, a deafening, or meaning reverberation would occur, as the listener/viewer would 

receive a single image twice. In addition, such an "echo" is often produced by iconic movements 

– the movements that physically resemble what they refer to as signs – e.g., the storyteller tells 

that a character is walking, and performs a walking gesture with his/her fingers. Instead, it is 

recommended to use symbolic representations that would give the meaning some depth – e.g., 

a character's walking is represented by a forward sliding or waving hand gesture, which 
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indicates the passage of time and movement through space. While some relations can be 

portrayed in an iconic manner – e.g., if we wish to emphasise that a giant is tall, we use our 

hand to show his height in space – more abstract gestures exclusively require symbolic 

representation. For example, the phrases Once upon a time, or A long, long time ago, should be 

symbolically portrayed by moving our hand back and over the shoulder, as a signal that this is 

the past, something that is behind us.  

The examples described here point to the importance of thinking about gestures used in 

storytelling. It is important to note that although gestures are – movements (to the audience), 

they are actually – moving images. Therefore, it is important that the meaning of the gestures 

corresponds to the story. At the same time, the emphasis is still on the oral act, which creates 

mental impressions in the mind of the listener. The primary purpose of gestures, as already 

mentioned, is to deepen these mental impressions, and not to confirm them.  

Another type of using gestures in storytelling is engaged narration through movement, as it 

includes the audience which reacts with a specific movement to the given formulations of the 

story. Therefore, this type of storytelling should be enriched with repeated phrases, which are 

characteristic of fairy tales. For example, in the Grimm fairy tale Sweet porridge, by mentioning 

the phrase or formula "Little pot, cook!", the children perform the agreed-upon movement, or 

"stir the porridge" in the palm of their hand.  

 

2.2 Visual storytelling  

 

Visual storytelling involves the use of various visual props – these can be static images 

(illustrations, paintings, etc.) or dynamic props, such as dolls that we move. Given that other 

special disciplines explore the potential of puppets and theatre, we will explain below the use 

of static images as visual cues in sensory-enriched storytelling.  

Images and words are different semiotic modes – they are "conveyors of qualitatively 

different kinds of messages. More specifically, the meaning in images is apprehended by the 

viewer in accordance with an ordering principle that is spatial and simultaneous, whereas 

language, particularly oral language, is organised and apprehended temporally and 

sequentially." (Hull, & Nelson, 2005, p. 229).  

Picture book theory, therefore, emphasizes the importance of communication between image 

and text – they are not expected to tell the same content, but sequentially tell the same story. 

This is the strength of this multi-modal relationship – a story told in two languages (linguistic 

and visual) can be a lot richer and with more depth. In other words, image and language can 

convey one story well only if used appropriately. Like gestures, the images used can be iconic 

and symbolic.  

Iconic images – images depicting a motif we use in the story – can have very positive, but 

also less desirable effects. In particular, if we use, for example, a photograph or an illustration 

of a character or motifs from the story, we can help a younger audience strengthen their mental 

impression thereof. At the same time, by using iconic images, we take away the power of 

independently articulating mental impressions, created exclusively by spoken words. Should 

we decide to use such images, consistency is suggested – only one or two chosen motifs (or a 

sequence of equivalent motifs, e.g., only the depictions of the locations in the story) should be 

portrayed, and these should serve as visual support around which the audience will create their 

mental impressions.   
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Iconic and symbolic images can vary from realistic to abstract. For example, if we choose to 

show images of nature in which we wish to visually place the story, they can become the visual 

environment in which the rest of the story is placed. Such images represent a kind of visual 

landscape which can transpose the audience into the fictitious space of the story. Of course, 

poeticised (artistic) images should have a stronger impact on the emotional state of the 

audience, and more abstract images can provide a whole new dimension to the story and lead 

the audience's mental impression in a completely unexpected direction. Note that visual 

storytelling can achieve the strongest effect with the simplest of props – colour. Colours are 

symbolic codes that are primarily associated with emotional states. By using images, 

photographs, and even fabrics of certain colours, we can communicate the implied meanings of 

a story, or enhance their impact on the viewers.  

 

2.3 Soundscape storytelling    

 

R. Murray Schafer (1977) emphasizes the importance of sound in everyone's life, calling the 

whole world "a symphony of sounds". The sound of a mother's voice, and the sound of the 

mother's womb, which Schafer calls "the same sound of the sea" that was heard by our ancient 

ancestors when they first came out of the ocean (p. 15), are the first human contact with the 

sensory, as well as the physical world. Therefore, the author emphasizes the importance of 

soundscape – a sound, or a combination of sounds, which arises from our environment and 

participates in our perception of it. From the earliest days, humans are, therefore, taught to seek 

for information in sounds, information that might elude them in other senses – and so the 

meanings of words lie not only in mastering an arbitrary language, but also in deciphering the 

sounds of words, and, above all, the voice that utters them. Therefore, it should be emphasized 

that the aural aspect of storytelling is a priori dependent on the voice of the narrator. Many 

stories require the narrator to speak without affectation, and not as an actor, by changing voices, 

etc. However, it is expected that the narrator should employ expressive narration, and pay 

attention to the tempo, the dynamics, the rhythm, the melody, emphasizing significant parts of 

the story, and so on. The spoken word must be formulated with understanding of both the 

meaning of the word and the mental impression it creates, as well as its sound impression – 

which is the same, if not stronger, than the meaning it creates.   

Sometimes, while telling the story, simple onomatopoeic words can be used to enhance the 

sound image (e.g., It was raining...TAP, TAP, TAP). By repeating several of the same phrases 

throughout the story, the outcome of creating the onomatopoeic scenery is enhanced. With 

onomatopoeic words – or instead of them – the narrator can also use props with which the 

described sound is created, e.g., And the bear scratched himself (make a sound with sandpaper), 

or even replace the entire word with another sound, e.g., And the (ring a bell) rang again!. 

Sometimes, storytelling can be performed with music played in the background, parts of the 

story can be sung, and even performed with instrumental accompaniment (for example, a lyre).  

The purpose of such activities is to aurally enhance storytelling with noises, sounds, or 

music, but noting that these should be used in moderation and without changing the agreed-

upon code – using various effects in a single story would only disrupt the narrative itself. 

Therefore, it is important that the selected sound elements are unified, or equalised throughout 

the story.  
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2.4 Tactile (haptic) storytelling 

 

The sense of touch is the most physical experience for a human. Touch effectively transports 

a person from the virtual space of thoughts into the immediate, physical moment – it can ground 

a person and help him/her become more mindful, and, on the other hand, can create even deeper 

immersion. Tactile stories are usually associated with tactile picture books, whose illustrations 

are made from materials of various sensory qualities, encouraging the reader to translate the 

experience of touch – by feeling, stroking, pinching, pushing, or pulling – from the sensory 

domain into their mental impression, and place it into the context of the story.  

Storytelling enriched with tactile elements can be performed in various ways. For example, 

we can enrich the parts of the story we wish to emphasize with tactile materials and ask the 

audience to participate in the story at certain points – by stroking, pulling, or picking the 

materials. The audience can hold a certain object in their hands throughout the story and use 

the storyteller's cue to explore its qualities ("feel its weight, form, etc."). However, if we do not 

use a concrete object that is a motif in the story (for example, an orange), it is suggested to use 

raw material, where the listener's attention is drawn exclusively to the tactile qualities of the 

material.  

Another way of tactile storytelling is by using the listener's body as a canvas to tell a story. 

Almost any story can be told by drawing it on someone's back, palm, or another body part. If 

the storytelling involves more than a single listener, the audience should sit in a circle with their 

backs to one another. In this way, the back of the person in front of each listener becomes a 

canvas on which the motifs from the story are "drawn". Also, besides the back, stories can be 

told on the palms of the listeners' hands. The storyteller first instructs the listeners to draw 

modelled figures on their palms or each other's palms. This type of storytelling is very similar 

to nursery rhymes, i.e., finger and hand games, with great benefits for the child's sensory and 

motor skills development.  

 

2.5 Olfactory Storytelling 

 

The senses of smell and taste are usually not associated with storytelling. However, scents 

and flavours are closely related to the evocation of memories and emotional states. In literature, 

this associative effect of smells has been used to create evocative poetic images or to represent 

the internal states of characters who, triggered by a smell, sentimentally remember something. 

In Swann’s Way Michael Proust "coined the term involuntary memory to define recollections 

of the past elicited by flavours and smell" (Leret, & Visch, 2017: 66). This so-called Proustian 

phenomenon (Chu and Downs, 2000) indicate the power of smell and taste to evoke 

autobiographical memories and enable the person's transposition in time and space.  

However, scents do not only participate in evoking memories, i.e., losing the focus of being 

in the moment – they can be used to deepen the state of being in the here and now. Today, 

numerous projects combine storytelling and the sense of smell, e.g., kinetic scent performances, 

or even locative narratives, where, in a physical, urban environment, the smellscape of the city 

is explored as an integral part of the experience of a city.  

In storytelling, we can use smells to enrich the space in which the story takes place, or 

incorporate them in the narrative itself. One of the ways to engage the sense of smell is using 

plants (flowers, fruits, etc.) as props during the storytelling. While telling a story in which 

certain flowers, etc. are mentioned, the listeners can – during the whole process, or at the 

moment we call them to action – smell the flowers, tea bags, or any other materials we have 
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prepared. Also, a smell can serve not only as a motif of a story but also as an epithet that 

enhances the experience of the motif. For example, if we wish to create an atmosphere of a 

warm home, we can translate the warmth of the home into the sense of smell, e.g., the scent of 

cinnamon, vanilla, etc.  

 

 

3. Methods of successful transposition of the audience into the virtual world 

of the story  
 

The act of oral narration is very complex because it is realised both in the physical and the 

virtual space – simultaneously. Linguistic communication is realised by words, which, in the 

oral act, have their sensory, i.e., physical aspect – sonority, but their meaning is realised 

exclusively in the mind of the listener – interpreter. This interweaving of the physical/real and 

virtual/mental can cause a split between two polar worlds, or create a very immersive and 

special experience. To achieve the latter, two conditions must be met. The first concerns the 

physical space, while the second relates exclusively to the narrator.  

Physical space implies the space in which the narrative takes place, and which the narrator 

shares with the audience. This space is inspected with senses by the participants; real-world 

senses can significantly distort the virtual world, i.e., the mental impressions created in the mind 

while listening to a story.  This happens if the story world and the real world do not correspond 

with each other. With the proper direction and amplification of the senses, deeper immersion 

and the consent of the listener to undergo a fantastical experience can be achieved.  

However, the greatest role is played by the storyteller, who is the intermediary of the story 

world. He/she himself/herself must be transposed into the world of the story he/she wants to 

mediate. The sense of credibility in what is being told is achieved, of course, by the rhetorical 

skills, but also by the artistic sensitivity of the narrator. Below are a few principles, key 

procedures, and methods that can be useful in the immersive storytelling act in teaching, i.e., in 

collaboration with pupils.    

 

3.1 The distinctiveness of the moment of narration 

 

To be able to surrender to the story – create deep immersion – it is necessary to create a 

special atmosphere in which the story is told. This atmosphere must be different from the usual 

and routine classroom atmosphere so that we can emphasize the distinctiveness of this moment 

of communication. If material conditions allow, it is suggested to organise a space in the 

classroom that is used exclusively for such meetings – a carpet at the back of the classroom, 

enriched with seat cushions and the like. Such a corner can also be enriched with a classroom 

library, which serves as a reading corner where children can visit in their free time and seek 

shelter and rest with a book.  

When creating a special atmosphere, it is extremely important to pay attention to lighting – 

storytelling under fluorescent lighting will certainly not lead to the experience we want to 

achieve. Therefore, it is suggested to use warmer lighting (small lamps or candlelight), as well 

as to darken the rest of the room to achieve the effect of a theatrical stage in order to draw the 

viewer's attention to the narrator. In creating a pleasant atmosphere, scented oils and incense 

sticks can be of great help. These can be used to turn the classroom into an immersive space 

that enhances the immersion in the story at the olfactory level.  
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3.2 Props as signals of entering the narrative domain  

 

In addition to changing the spatial conditions that signal entering into the imaginary, if the 

teacher becomes a storyteller, he/she can indicate their change of role with a specific signal. 

For example, props such as the storyteller's staff or cane, the storyteller's cape or hat can be 

used. Thus, through a tacit agreement in the classroom, the selected prop is assigned a symbolic 

role, since it becomes a sign of change in the teacher's role, and so the pupil's attitude towards 

the teacher is also changed at this moment.  

Another way of signalising the narrative domain can be special book covers that deviate 

from traditional books or textbooks. The moment the teacher-storyteller picks up the covers of 

their "special" book is the moment children recognise this as a signal that it is time for a story. 

To preserve the impression of the ceremony of this moment, it is recommended that these props 

be treated with great care and devotion and that they are put away after the story, and reused 

only when it is storytelling time. It is clear that children should be very curious and will want 

to handle certain props themselves, but if we want to preserve the impression of the wondrous 

and the uniqueness of storytelling time, we recommend using these props only at special 

moments.  

 

3.3 Language formulas as signals of entering the narrative domain   

 

The story is not just the plot – the sequence of events. The linguistic aspect of a story strongly 

influences the experience of the story, implying that narrative discourse must differ from, e.g., 

conversational discourse. Folk tales and legends, even in written form, honour the story as a 

form of literature – the art of words – and do not adapt the content to the level that the story 

loses its literary value. The storyteller is encouraged to remember the story by heart, to create 

an impression of trust, which can be challenging, but simplifying the language of the story 

would largely decrease the literary value of the story. It is important to note that storytelling is 

not the same as retelling. "Storytelling refers to the live, oral presentation of original content, 

and retelling also includes the interpretation of this content." (Težak, 1998, as cited in Gabelica, 

Težak, 2019, p. 249).  

In addition, the linguistic aspect of the narrated story also concerns the phrases that are genre-

specific – these are routine formulas that can still be found today in recorded fairy tales with 

recognisable, so-called routine beginnings and endings. In the tradition of oral storytelling, 

storytellers would also use their own specific formulas in the form of addressing the listener 

("Listen to what I'm going to tell you...") or implementing themselves in the story ("I was there 

too, and I drank wine, and my tongue is still wet"; "And all this is true, as I see you, and you 

see me."). Therefore, the teacher-storyteller can also choose several phrases to use when 

beginning or ending their storytelling.  

 

3.3.1 Language as a tool for achieving mindfulness   

 

The state of immersion in the story is largely achieved by using the language of the story, 

which seems different from conversational, expected language. However, linguistic formulas 

also apply to the verses or sentences spoken to the pupils in the moment of inviting them to 

listen to the story. Even though there are multiple established formulas that ancient storytellers 

used, it can be helpful that each storyteller develops their own. This linguistic formula can also 

serve to relax the listeners before listening to the story in order to increase the focus on the 

moment of experiencing the story, which is especially important because the story takes place 
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in the domain of the listener's mental impressions. In this sense, this is a process we can call 

mindfulness, in the context of it being "the awareness that emerges through paying attention on 

purpose, in the present moment, and non-judgementally to the unfolding of experience moment 

by moment." (Kabat-Zinn, 1993, p. 145). 

Storytelling takes place in the sensory domain in the sense of the sound of words, which 

greatly affects immersion. However, the understanding, and, therefore, the experience of the 

story mainly depends on the listener's ability to create mental impressions (conceptions) based 

on the words heard. Therefore, the listener's susceptibility and their attention are of paramount 

importance. Along with physical relaxation that can be achieved by simple breathing and 

relaxation exercises, it is recommended that the storyteller's formula also implement the 

instruction on where (outwardly) to direct the listener's attention. Given that it is desired for 

children to become aware that the story – the virtual – can also be a sensory experience, we 

suggest developing a formula similar to the following example (an example of this formula in 

modified form was originally published in the book by Gabelica, Težak 2019, p. 246):  

 

Each story wants to be heard, seen, touched, and tasted. (While saying the words, gestures 

can be made toward the ears, the eye, touching the hand and the mouth).  

Stretch your arms out, high, high.  

Put your hands on your mouth. Enjoy the silence.  

Put your hands over your ears. Prepare them for all the beautiful words you are going to 

hear. 

Put your hands over your eyes. Prepare them for all the beautiful words you are going to 

see. 

Put your hands over your chest. Take a deep breath and lower your arms. Listen to the 

story...   

 

By giving instructions that the story would be heard and seen, we do more than just prepare 

the pupils for the narration where images shall be used. The instruction related to the visual 

experience of the story refers to mental impressions (conceptions) – the images the child is 

going to see in their inner understanding of the story.  

These instructions can be adapted with the addition of breathing exercises, or can be 

metaphorical, such as "wrap your arms around your body / hug yourself and let yourself feel 

the story with your whole body.".  This leads to the engagement of the sense of touch which 

grounds us, and at the same time, connects the mental impression (conception) of physical being 

with a completely virtual concept of the story that permeates us to the level of becoming (like) 

a physical experience.  

 

3.4 Scenery 

 

In storytelling where we use scenery, it is important to understand that scenery is a physical 

space that is immersed – imposed – in the physical reality of the listener. Therefore, it is 

necessary to rethink how scenery correlates with the concept of physical space, which listeners 

perceive as sensory, that is, their real or actual space. This relationship can be twofold – the 

scenery may seek to be immersed in reality, evoking a sense of belonging to this world, or the 

exact opposite – the scenery may create the feeling that reality is interrupted at a certain point, 

after which a new reality emerges – the story. The latter approach can also be very immersive 

because it creates a feeling of curiosity in the listener/viewer. 
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3.4.1 Virtual and physical space – scenery as an interactive experience  

 

One way to engage the listener in the storytelling can be achieved by arranging the scenery 

to flow among the listeners, in other words, scenery which the listeners become part of, and/or 

scenery used for a variety of activities in which children participate in the act of narration. 

However, the engagement of senses while the story is virtually taking place in the conceptual 

world should be planned with great care. Although engaging performances in which listeners 

play an active role (as described in the example of olfactory stories) can be extremely 

immersive, excessive listener activity can disrupt the immersion necessary for the story to be 

conceptualised well, because physical excitement can return consciousness to the real/material 

world. However, with the help of certain methods, the sense of physical immersion in the story 

without losing immersion can be achieved.  

For example, a sense of overflowing scenery can be achieved by using a darker-coloured 

fabric on which the show is performed, and which also covers the listeners' feet. In this way, 

children are sitting under the fabric that serves to blur the boundaries between the physical 

world and what is represented in the story. For example, when telling a story about the sea, a 

fishing net can be spread across the storytelling space, and listeners have the opportunity to 

touch it while listening to the narration. We can also use simple wool, the threads of which 

connect all listeners, and which ends on the stage, woven around the scenery, with the possible 

note that listeners are "holding the story threads" or "participate in its unravelling". If we 

perform a table play, where, for example, leaves are used to decorate the table, the same material 

can be spread around the table and the listeners. Such signals of visual fusion of the physical 

space of the auditorium and the stage can influence the feeling of breaking the fourth wall, 

without the risk of breaking immersion.  

 

3.4.2 Scenery as the second dimension of physical space   

 

A wondrous atmosphere during the narration can also be achieved using completely opposite 

methods, which are aimed at creating a new physical space inside the existing one. In theatres 

or cinemas, this is achieved by visually emphasizing the border between the viewer and the 

stage, thereby signalling that the audience is in one part of reality and that another physical 

world, that lives in our own, hides behind the curtain. Thus, the opening of the curtain becomes 

an exciting signal of laying bare the story and allowing entrance to the world of imagination. 

Therefore, it is suggested that before storytelling a table play, the table stage/scene should be 

covered, as the act of opening the stage serves to create stronger curiosity. In addition, the 

curtain can become a space onto which the story is spread, or, most simply, can serve us to hide 

the narrator. The whole story can also be told behind the curtain so that only our shadow is 

seen, or the shadow of the doll we use in the narration, etc. This way, the curtain removes a 

number of visual information and strips the story to the sound of the narrator's voice and/or 

movement.  

Another form of creating the "physical in the physical" is acting. Through expressive acting 

and costume visualization, the narrator can be freed from the world of reality as we know it and 

achieve the appearance of a separate reality, thereby again creating the impression of miracle 

and, consequently, curiosity.  
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4. Conclusion 
 

The first human who actualised the virtual by turning their idea into a drawing, movement, 

or word, could hardly have predicted that in thousands of years and with the development of 

information technology, one completely new reality would develop – virtual reality, which is 

not a dematerialised reality, but the opposite – it strives to look and feel as real as possible.  

At the same time, we cannot help but wonder whether the act of oral storytelling is an act of 

creating a virtual reality in which the listener accepts the simultaneous existence of a dual reality 

– the physical world in which they live and the world of the story. In multi-sensory storytelling, 

the emphasis is on using physical sensations to enhance the mental impressions (conceptions) 

in the story and create them in the listener/viewer's mind. In this process, there is an 

intersemiotic transposition of signals from one communication system to another, and with the 

excitation of sensations, the "semantic-sensory transmission from one formulated system to 

another" (Mesinger, 1991, p. 171) also occurs. 

The paper lists several key concepts of the real-virtual relationship, as well as several 

examples of multi-sensory storytelling aimed at achieving deep immersion, and, subsequently, 

greater pleasure for the child. This approach to literature is extremely beneficial for the 

language, artistic, and cognitive development of the child. At the same time, such an approach 

is close and completely natural to children.  Humans are sensual and creative beings, whose 

main driving force is curiosity about the world around them and the world within them. By 

exciting the physical sensations, a deeper transposition of the listener/viewer into the virtual 

world of the story is achieved, a state of mindfulness and immersion that is, let us not forget, 

the "sine qua non for creativity of any kind." (Maslow, 1993 [1971], p 59). 
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