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Intentionalities and Realisations

We are delighted to welcome you to the International Digital Storytelling Conference 2018
(DST2018). The conference follows a series of successful meetings, including the DST 2014
conference (https://dst.ntlab.gr/2014/) in Athens, Greece (https://dst.ntlab.gr/2014/) and
the 2017 Untold - An Un-conference about Digital Storytelling, in London, UK (https://
www.uel.ac.uk/events/2017/07/unconference-digital-storytelling). The growing quality
and quantity of the contributions and the participation to those meetings highlighted the
importance of the community to share and reflect upon the current state of research and
practices in DST, in order to creatively move towards the new and established paths.

The theme of the conference, “Current Trends in Digital Storytelling: Research & Practices”,
signifies the transitional phase of Digital Storytelling (DST) towards an established
community of research and practice. At this pivotal point, it is crucial to obtain a reflective
mapping of the major current trends of research and practices in DST, emphasising the
convergences and the divergences in the various perspectives, which crucially nurture
and form the complexity of this diverse, yet functionally linked community. Care was
taken to break by functionally linking the artificial divide of research and practice. The
conference scientific activities included: 5 Plenary talks (60 minutes each, including Q&A), 7
Workshops (60 minutes each), 1 Symposium (90 minutes), a Multimodal Communications
session (including 13 contributions), five Working Group sessions (including 32 research
papers presentations) and the AGORA (a two-and-a-half hours session, in which the
participants shared ideas and experiences).

The International Digital Storytelling Conference 2018 was hosted by the Technological
Educational Institute of lonian Islands in Zakynthos, Greece. By the time the DST2018
Conference Proceedings were published, the Technological Educational Institute of lonian
Islands was already a part of the lonian University. A special mention must be attributed
to the President of the Technological Educational Institute of lonian Islands in Zakynthos,
Professorloannis Dragonas and the Chair of the Department of Environmental Technology,
Assistant Professor Kostas Poirazidis for their kind support.

Five plenarists were invited to the DST2018 conference: Pip Hardy, Brooke Hessler,
Michalis Meimaris, Bernard Robin, Costas Varotsos. At the heart of the conference lie
the thematic Working Groups to which all conference participants were assigned. Three
thematic working groups were formed, in line with the major themes of the research
papers that were accepted by the Scientific Committee to be presented in the conference:
a) DST in Education (Animator Brooke Hessler), b) DST in Society (Animators Pip Hardy
& Tony Sumner), ¢) Medium and Sign in DST (Animator Tharrenos Bratitsis). It should
be stressed that these themes accorded with the content of previous meetings, with an
important difference. We wished to explicitly form a Group (the Medium and Sign group)
where the communicational complexity of DST could be addressed and discussed in-
depth: a) with respect to the new technological means that may give novel meanings to
the “digital” of DST, and b) with respect to the novel aspects of signification that may be
involved in DST. In this way, we hoped that the DST community would be challenged to
share and reflect upon both the content of the stories and the means through which the
stories are created and communicated, thus addressing the complexity of DST.



DST in Education discussed topics that are educationally relevant, explicitly focused on
the educational aspects of the reported phenomena. Thirteen research papers from
four different countries were assigned to this group. 27 participants contributed to the
discussions. The topics of the papers greatly varied, focusing on education with respect
to the content taught and learnt, as well as to the spatiotemporal context within which
it happens, whilst most contributions addressed the sociocultural aspects of education.
Topics as bullying, sustainability, critical digital literacy, global citizenship, culture and
heritage, familial relationships, as well as mathematics, foreign languages, humanities
and investigations of the didactical and pedagogical specificities of DST paint a vivid,
fascinating image of the complex ways that this community conceptualizes education of
the present and of the future.

DSTin Society discussed sociocultural issues of diverse foci. Eight papers from five different
countries were assigned to this group. 17 participants contributed to the discussions.
The topics of the papers included youth, age care, familial relationships and multilingual
communities, emphasising the need for investigating ways of sharing and communicating
within and across the various social systems and subsystems. Though this group seemed
to include the fewer research papers, it should be stressed that the vast majority of the
workshops maybe assigned to this group, thus signifying, on the one hand, the dynamics
and the creative power of the group and, on the other hand, the preferences and practices
of the members of this group for more participating means of sharing and communicating.

We have already discussed the rationale of creating the Medium and sign group, which
was supported by the number of related research papers. Fifteen papers from six different
countries were assigned to this group. 21 participants contributed to the discussions.
The topics were diverse questioning the means, the significations and the storytellers
themselves. The areas of interest that were covered included ethics, identity, digital
machines as storytellers, virtual and hybrid environments, mobile games, fake news and
links between DST and other approaches (such as actor network theory and documentary
methods).

The groups were expected to facilitate the sharing of experiences and ideas at three
distinct, yet interacting levels: a) the group participants share their work, b) the group
participantsreflectupontheir ownwork and the work of other group participants to identify
convergences and divergences, ¢) the group participants link the broader conference
experience to the theme of the group. This constant interplay between individual and
collective reflections, between the group’s thematic and the conference experiences
was considered to be crucial in efficiently mapping the present state of affairs and in
functionally shedding light in future paths. These reflections were shared in the final day
of the conference to the dedicated Working Groups reports session.

Emphasis was also given to the DST practices. We were privileged to complement the
discussions with seven Workshops that provided rich, thought-provoking hands-on
experiences with DST approaches. Three sessions of Workshops were included in the
conference programme, thus giving the opportunity to the participants to attend three
different Workshops of their choice.

Throughout the conference, the Multimodal Communications DSTs were shown in the
foyer, whilst they were also presented in the dedicated session. Thirteen Multimodal
Communications from five different countries were accepted to be presented in the



Conference, offering a multimodal DST experience about DST research and practices in
topics that span across the themes of all the working groups.

The scientific activities converged in the AGORA session, in which all participants were
invited to share their conference and broader experiences in organising the past, in
mapping the present and in daring to allow novel emerging journeys to be revealed.

The Closing Ceremony of the Conference coincided with the Closing Ceremony of an
important artistic event entitled Visual Narration on “The Gulf of Laganas: A place of
giving birth - A place of dreaming - A place of reflection” (https://unescozakynthos. gr/en/
announcements/8/) organised by the Unesco Club of Zakynthos. Costas Varotsos, one
of the plenarists of DST2018, served as the ambassador of this important event which
was held under the artistic supervision of the President of the Club UNESCO Zakynthos
Yovana Loxa.

Overall, 103 participants from 17 countries participated in the conference. In this volume,
we include the contributions that were presented in the conference, grouped according to
their type (plenary, research paper, workshops, symposium, multimodal communication)
and in accordance with the conference programme.

We are confident that you'll find this volume intellectually satisfying, as the breadth and
the depth of the new ideas, insights, research and practice directions is at least thought-
provoking. Of course, we are afraid we cannot communicate to you how much we
enjoyed socially this conference, the old and new friendships, the social events and the
collaborations, but we hope that we shall be given soon enough the opportunity to share
our stories about DST 2018!

Andreas Moutsios-Rentzos, Andreas Giannakoulopoulos, Michalis Meimaris
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Message: President of the Hellenic National Commission for UNESCO

Ms Ekaterini Papachristopoulou Tzitzikosta

It is with great pleasure that | greet all participants, on behalf of the President of the
Hellenic National Commission for UNESCO, Ms Ekaterini Tzitzikosta to the International
Digital Storytelling Conference entitled “Current Trends in Digital Storytelling: Research &
Practices”, organized by the Laboratory of New Technologies in Communication, Education
and the Mass Media, the University Research Institute of Applied Communication of the
University of Athens and placed under the patronage of the Hellenic National Commission
for UNESCO.

Today's International Conference aims primarily to function as a vehicle for: 1) underling the
crucial role of digital information for contemporary societies; 2) Strengthening initiatives
for the promotion and safeguarding of digital storytelling at international, national and
local level; and 3) mapping down current trends, research and practices in digital heritage;

The digital age has revolutionized our habits, behaviors and expectations. It is impacting
on identities and cultures, while transforming the shape of knowledge transmitted to
future generations. At the same time, digital information constitutes an immense wealth
for countries and society at large.

Maintaining access to knowledge is a core priority of UNESCO that guides the Organization’s
work to develop and encourage policies ensuring the survival of the world’'s memory.

However, despite the adoption of the UNESCO Charter on the Preservation of Digital
Heritage in 2003, there is still insufficient awareness of the risks of loss of digital heritage,
which will engender economic and culturalimpoverishment and hamper the advancement
of knowledge.

Today’s International Conference placed under the patronage of the Hellenic National
Commission for UNESCO is a key initiative to showcase major initiatives in the area and
to facilitate the transmission of digital knowledge by providing a platform for connecting
people and institutions, private and public, from across the world.

Moreover, it is a valuable opportunity to forge new strategic alliances to safeguard
knowledge, as well as to pave the way for strengthening UNESCO'’s action to promote and
share experiences on digital heritage preservation.

| would like to encourage participants to explore all aspects of preserving knowledge
in digital form, in order to craft solutions that promote sustainable and equitable
development for all.

Moreover, talking the opportunity of today's Conference | would like to ask all of you
to develop strategies that will contribute to greater protection of digital assets and to
help define an implementation methodology that that will facilitate long-term digital
preservation.

| would like to congratulate you on this important initiative and wish you every success in
in your future educational and scientific activities.

14
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Welcome Speech

On behalf of the Head of the Technological Institute of the lonian Islands, | am very pleased
to welcome you to the Conference “Current Trends in Digital Storytelling: Research &
Practices”, which signifies the transitional phase of Digital Storytelling (DST) towards an
established community of research and practice.

This pivotal point, it is crucial to obtain a reflective mapping of the major current trends of
research and practices in DST, emphasising the convergences and the divergences in the
various perspectives, which crucially nurture and form the complexity of this diverse, yet
functionally linked community.

The Technological Institute of the lonian Islands, which will be a part of lonian University
from the 1st October, always supports New Technology and Innovation and thus with
a great pleasure we are hosting this organization to the Department of Environment
Technology.

| hope you all enjoy the symposium, and your time in Zakynthos.
We wish a great success to the Conference.
Best wishes

Professor loannis Dragonas
Head of the Technological Institute of the lonian Islands
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“The end is where we start from” Looking back on 15

years of the Patient Voices Programme

Pip Hardy
Patient Voices/Pilgrim Projects Limited UK

“What we call the beginning is often the end. And to make an end is to make a beginning. The
end is where we start from.” T S Eliot

1. INTRODUCTION AND BACKGROUND

The Patient Voices Programme was founded in 2003 by me, Pip Hardy, and my colleague,
Tony Sumner, as the first digital storytelling project in the world to focus specifically on
healthcare. We had conducted research into healthcare quality improvement and felt that
there was an over-emphasis on the evidence of statistics and insufficient recognition of
the evidence of experience.

Bearing in mind that ‘statistics give little insight into individual experience; that can only
be gained by listening to stories’ (Rees, 2005), and inspired by a digital story created as
part of a community history project (Judd, 2002), we set out to gather and share digital
stories of healthcare (and sometimes the lack of it). Our initial plan was to incorporate the
stories into elearning programmes and board presentations about clinical governance
and quality improvement in order to augment, enhance and provide a balance for, the
quantitative data that informed most decisions about how healthcare is designed and
delivered, educated and evaluated.

Reasoning that ‘statistics tell us the system’s experience of the individual, whereas stories
tell us the individual's experience of the system..." (Sumner, 2009a), the stories would
reveal what really matters to all those who receive, design and deliver healthcare and
would be used in e-learning programmes, induction, training and presentations to prompt
reflection and stimulate discussion and debate. The overarching aim of the Patient Voices
Programme was to bring about greater compassion and humanity in healthcare which,
the founders reasoned, would surely be the result of understanding the many individual
lived experiences that comprise the endeavour that we call healthcare. Our aspiration,
as stated in the Patient Voices Rationale, was "...to capture some of the unwritten and
unspoken stories of ordinary people so that those who devise and implement strategy, as
well as clinicians directly involved in care, may carry out their duties in a more informed
and compassionate manner.’ (Hardy, 2004).

Our vision was nothing less than the transformation of healthcare via a journey (illustrated
in Figure 1) that began by listening to and learning from stories, and proceeded through
a sequence of reflecting, discussing and debating; strengthening interprofessional
education and collaborative practice, contributing to research, improving quality and
safety, touching hearts and minds and stimulating organisational change. Gradually, we
realised that the journey was not so much a linear pathway, but rather an integrated and

17
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interlinked process with stories at its heart, as illustrated in Figure 2 (Hardy, 2007).

Figure 1: The Patient Voices journey from story to transformation

T
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Figure 2: The Patient Voices mandala
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Now, 15 years after the foundation of Patient Voices, more than 1200 stories have been
created, research has been conducted, papers have been written, books have been
published, presentations have been given, awards have been won, lessons have been
learned and friends have been made. In this paper | will look back over the past 15 years,
reflecting on our experiences, drawing on highlights from the Patient Voices Programme,
illuminating some of the lessons learned and anticipating the next stage of the journey

2 WHAT HAVE | LEARNED?

Barbara Carper, a nurse educator, proposed a model of nursing ways of knowing (Carper,

18
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1978) that identified four dimensions of knowing: empirical, aesthetic, personal and
moral. Much like nursing, running a digital storytelling programme and facilitating digital
storytelling workshops is both art and science, requiring considerable self-knowledge and
awareness, a strong ethical stance; an understanding of the aesthetic aspects of digital
storytelling and, of course, some technical knowledge. With this model in mind, | will go on
to elucidate some of the things | have learned during 15 years of Patient Voices.

2.1 Preparing

Preparation for a Patient Voices digital storytelling workshop focuses on the provision of a
comfortable, pleasant, hospitable environment; ensuring that the technology will operate
smoothly and adequate briefing for storytellers so that they know what to expect. We
hold the value of hospitality in very high regard and believe that a pleasing, harmonious
environment, with wholesome and delicious food contributes to a sense of ease and
relaxation that permits storytellers to reflect on and connect with their deepest stories.

2.2 Creating

Creating authentic and meaningful digital stories is difficult and deep work. The creation
of a safe and comfortable space - both physically and psychologically - is a crucial aspect
of the creation of safe stories. This retreat-like haven, in which storytellers feel safe
enough to allow themselves to be vulnerable, is often in marked contrast to the spaces to
which storytellers will return after the end of the workshop. We have come to realise the
importance of acknowledging both the vulnerability and the courage necessary for the
creation of a powerful digital story. As the Patient Voices Programme relies on building
a resource of stories, we hope that storytellers will feel safe enough to release them
publicly and it is our job to find - and hold - this delicate balance between vulnerability
and courage.

2.3 Suffering

Buddhism teaches that life is suffering and few would dispute that most lives do contain
a great deal of pain. We have travelled around the world and listened to stories from
people as diverse as First Nation peoples in Canada, peasant farmers in Tanzania, mental
health service users in Manchester, nurses in Colorado, elderly nuns in Yorkshire, young
people affected by chronic, life limiting illness, doctors, nurses, midwives and other health
professionals, people affected by stroke and those caring for them and many, many more.
Each of those groups considers that they have the monopoly on suffering - that nobody
else is as badly off as they are. However, Buddhism also teaches that there is a way out of
suffering and that is partly to do with connection.

Many of the people we work with say, after creating their digital story, that they feel so
much better. Many are able to leave painful stories of the past behind; many realise that
other people are also suffering but that sharing our personal stories and establishing
connections with others can help to alleviate that suffering.

2.4 Connecting

One of the greatest joys of being a digital storytelling facilitator is to observe how a group
of strangers can, over the course of three days, become close as they discover shared
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interests and similar experiences. Telling and listening to one another’s stories gives them
an opportunity to forge new friendships, many of which last over the course of many
years.

We too have established deep connections and made friends in a way that | could not
have imagined before Patient Voices gave us the opportunity to travel and participate
in conferences, retreats, masterclasses and workshops around the world. It is a great
privilege to be part of an international community of people who recognise the power of
story to transform lives and make the world a better place.

2.5 Listening

Listening is at the heart of the work of digital storytelling facilitation. We listen with our
whole being: quiet, attentive, receptive, non-judgemental, open to ‘hearing’ the words
that are not spoken as well as those that are.

The traditional Chinese character for Listen, | am reliably informed by our colleague from
Singapore, Angeline Koh, comprises the following characters as shown in Figure 3:

H meaning two ears

+ B meaning ten eyes
—il meaning one heart
£ meaning king (or royalty)

When you listen to someone with your ears, your eyes and your heart, you are treating
that person like a king (or queen). And that is exactly how we want our storytellers to feel
- that they are heard, respected, understood and honoured.

Figure 3: Listening

LISTEN

3 TR
SILENT

2.6 Reflecting

The Patient Voices Programme was established to create a resource - a collection of
digital stories that would prompt viewers to reflect on their practice. We developed a
simple reflective schema that we refer to as EAR, an acronym for Effective, Affective and
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Reflective (Sumner, 2009b). After showing a story, viewers are invited to consider the
effect of the story, in other words, what they think; the affect of the story, in other words,
how they feel; and reflection that will lead to action, in other words, what they will do as
a result of seeing the story.

In the UK as elsewhere in the world, doctors and other healthcare practitioners are obliged
to reflect on their practice. The usual ways of doing this are formulaic and superficial
and, as a consequence, unpopular and ineffective. This view is summed up by a medical
student who told us, at the start of a reflective digital storytelling workshop that ‘We are
asked to reflect all the time, and then to reflect on our reflection until we're sick of it.” After
making his digital story, Yeah, I'll go (Critchfield, 2008), his view had changed so much
that he contributed to a book chapter about the power of digital storytelling as reflective
practice (Corry-Bass et al., 2014). Since that workshop, several other Patient Voices projects
have enabled medical students to reflect deeply on their stories and their experiences of
what is a high-pressure, demanding educational journey to becoming a doctor (Hardy,
2017) (see, for example, www.patientvoices.org.uk/pkt.htm). These projects (and others,
such as The DNA of Care’ (www.patientvoices.org.uk/dnaoc.htm ), build on the work of
Grete Jamissen and colleagues who advocate and describe the use of digital storytelling
by professionals as ‘poetic reflection’ (Jamissen and Skou, 2010).

2.7 Warning

Long before the advent of ‘trigger warnings’, it came to our attention that some of the
digital stories we showed could be very upsetting, even to health professionals who, we
incorrectly assumed, would be accustomed to hearing difficult and upsetting stories.
Comments like 'You should have warned us that this story was so emotional' reinforced our
view that many health practitioners are wary of expressing - or even feeling - emotions.
And so we began a practice of alerting people at the beginning of a presentation that
some stories might arouse strong feelings - but we never know which stories are going to
affect people. We encourage people to look after themselves and leave the room if they
need to avoid a particular story. Nowhere is this more true than with stories of sexual
abuse...

2.8 Loving

Several years into Patient Voices, we had the privilege of working with Joe Lambert during
a facilitator training workshop. Taking advantage of Joe's wisdom and expertise, | asked
him how he dealt with storytellers who we experienced as ‘difficult’, especially in the story
circle - those storytellers who seem oblivious to the time they are taking to tell their
story, who interrupt and interject and appear not to listen to anyone but themselves. Joe
considered for a moment, looked me in the eye and said, ‘You just have to love them to
bits'.

And so ‘Love them to bits’ has become the code by which we remind ourselves and each
other to work with even the least lovable storytellers with kindness, respect, patience and
love.

2.9 Keeping track (and knowing what works)

In a busyworkshop with several facilitators, itcan be a challenge to keep track of storytellers’
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progress. We like to have a chart with all the various tasks that need to be accomplished
before the grand premier of stories at the end of a workshop. Many people (ourselves
included!) are motivated by seeing a growing number of ticks (or gold stars) beside their
name and we find it essential, particularly in the last hour of a workshop, to know whether
a story has been rendered and collected and whether that person has been given a DVD
to take a way with them. Our charts are something like the one in Figure 4.

Figure 4: A typical Patient Voices workshop progress chart

2.10 Curating, controlling, identifying and preserving

There are now well over 1000 stories in the Patient Voices catalogue. While there were
only 20 or 30 stories, it was possible to remember who had made what story and we
could simply refer to ‘Monica’s latest ambulance story’ (Clarke, 2004) or lan’s glove story
(Kramer, 2004), but it soon became clear that we needed a way of cataloguing stories that
would keep track who had made stories, what stories they had made, which version of
the story is the final version and what changes may have been made to different versions
of the story. Because stories were being rendered at different resolutions and bit rates
for use in different applications, we needed a file naming convention that would uniquely
identify the story, its version number, its release status and its bit rate/resolution. The file
naming convention we ultimately came up with is this: a file named “1003pv768r2s’ refers
to story number 1003; it is a Patient Voices (pv) story, rendered at 768kbps; ‘r' indicates
that this is a released version (as opposed to ‘draft’); ‘2’ indicates that it is the second
released version and ‘s’ indicates that this version has subtitles.

2.11 Disseminating

Getting the Patient Voices stories out into the world has been relatively easy: we set up a
website and all stories that have been released join the collection at www.patientvoices.
org.uk/stories.htm where they are freely viewable. We made a decision early on not to
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put the stories on YouTube because their licencing conditions would contravene our
own agreement with storytellers and, potentially, the suppliers from whom we purchase
licensed images and music to be used in their stories (please see a paper about our
consent and release process for a fuller discussion of this issue (Hardy, 2015).

Disseminating our work in the academic sense presents more of a challenge. As a
small company with no core funding and no remunerated academic positions, writing
papers and presenting at conferences are yet more work for no pay, to put it honestly.
However, we have committed to both writing and presenting in order to honour the
commitment of our storytellers who, like us, want the world to be a better place and
believe that sharing stories is one way of achieving that goal. Sometimes, we strike lucky
and a storyteller will help to disseminate both the stories and the wider work of Patient
Voices. Such a storyteller is Dr Claudia Gore, a paediatrician who was bitten by the digital
storytelling bug after participating in a ‘DNA of Care’ workshop for NHS staff (please see
www.patientvoices.org.uk/dnaoc.htm). Her first story, Stickers (Gore, 2016b), inspired her
second story, Pieces, about a serious incident in which a child dies (Gore, 2016a). Those
two stories have been widely used in her organisation, Imperial College Healthcare Trust,
where they have led to more stories being created by Claudia’s patients and a number of
other changes both inside and outside the organisation. You can see some of the things
that happened in Figure 5.

2.12 Speaking

| had left face-to-face teaching in my thirties because | hated standing up in front of
30+ people, being regarded as an ‘expert’ and expected to impart wisdom or at least,
knowledge. As a naturally shy person, even running workshops filled me with dread and
it was only under great duress that | would agree to be involved in such activities. So
when people began asking me to present at conferences about our Patient Voices work, |
was reluctant. However, the desire to honour our storytellers and their stories by sharing
them as widely as possible overcame my hesitation. The first few presentations were
agonising. In order to mitigate the fear and nausea, | would imagine the storytellers whose
stories | planned to share sitting with me on the stage. Sometimes | would even introduce
them, inviting the audience to imagine Alison Ryan or Monica Clarke or Jean Bailey-Dering.
My confidence was not helped by almost inevitable technical hitches; it was rare, in the
first years of Patient Voices, for people to show videos at conferences and Audio Visual
equipment was not as sophisticated as it is now.

However, time passed, the number of presentations grew, the fear and nausea lessened
and people who saw me at one conference invited me to present at other conferences.
And gradually, it has become less terrifying and | am always proud to be able to share
both new and old stories with both new and old audiences.

2.13 Changing (conversations and cultures)

We hope that every Patient Voices story will spark important conversations that might
not otherwise happen. Having the opportunity to walk in someone else’s shoes for a
few minutes can illuminate issues that may not have been apparent and lead to greater
understanding; as Rita Charon has said, ‘Stories promote empathy, which in turn prompts
reflection and serves as the motivation for learning and acquiring new knowledge’ (Charon
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and Montello, 2002). In the case of Imperial College Healthcare Trust, for example, when
Claudia Gore shared her Pieces story, here is what happened:

“I used my story (apprehensively) in a registrar teaching session today - and everybody
was in tears by 09:00 a.m. But they commented that nobody has ever encouraged them
to look after themselves - and then they started sharing their own stories ...” (Gore, 2018)

The result has been greater understanding of the need for proper bereavement support
for staff, especially nurses, and the organisation is planning to create a number of
‘compassion pods’'for staffin distress. Itis hearteningtorealise that changing conversations
can actually change culture and | am reminded of the words of James Munro, CEO of Care
Opinion (/www.careopinion.org.uk), who has said ‘The plural of stories is culture’.

2.14 Evaluating

Since the earliest days of Patient Voices, people have asked us what difference the stories
make. This is a difficult question to answer as, although we know instinctively that the
stories do make a difference - certainly to the storytellers - but also to people who watch
the storiesand become aware of the reality of, forexample, awoman living with rheumatoid
arthritis (Bailey-Dering, 2007), a healthcare assistant staying with an elderly man ‘until his
very last breath’ (Pang, 2008) or a flight nurse trying to avoid almost certain death in a
helicopter (Jaynes, 2007). An evaluation of the use of the stories in healthcare education
and quality improvement initiatives formed part of my MSc; one of the important findings
was that the stories were deemed to be especially valuable because of their ‘brevity,
authenticity and flexibility (Hardy, 2007).

More recently we were commissioned to evaluate the impact of Patient Voices stories
and storytelling on an organisation; naturally, Imperial College Healthcare Trust was our
first choice as we were aware of the many and varied activities that had resulted from
the stories made by Claudia Gore. The result was what we have called an ‘Action map'.
Figure 5 illustrates many of the ways that her two stories have been used and continue to
provoke ripples throughout the organisation.
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Figure 5: Action map from ‘The organisational impact of digital stories in health and care’
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The challenge remains to demonstrate a direct correlation between the creation and use
of stories and specific and measurable changes in healthcare, but we continue to try to
find appropriate ways to prove beyond reasonable doubt that the Patient Voices stories
really do make a difference.

2.15 Balancing

Setting up Patient Voices and facilitating people to tell and share important stories about
their lives are among the most important accomplishments of my life, along with my three
daughters. Being a digital storytelling facilitator is the best job in the world, as many of us
who are engaged in this work would agree. However, it is definitely not the best way to
earn a living and so we find ourselves challenged to balance doing deeply satisfying work
that we love with the need to pay the mortgage and put food on the table. Our accountant
would probably say that we have failed to find the balance and it is true that we face older
age with insufficient pension provision, but we have the satisfaction of knowing that we
have played a part in transforming the lives of many of our storytellers and have made
some contribution to the recognition of the need for greater humanity and compassion
in healthcare.

2.16 Rejoicing

Despite many of the challenges described above, both Tony Sumner and | remain more
than grateful to have had the opportunity to work with so many amazing people who have
shared their deepest fears, greatest anguish and highest hopes with us. Many of those
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storytellers have become friends with us (as well as with each other) and it is heartening
to hear them say things like ‘That digital storytelling workshop has changed my life’. |
would like to end with the words of one storyteller, who wishes to remain anonymous,
who sent an email containing these words:

‘I want you to know that this video has saved my life.
I want you to know that my husband and | cry each time we watch the video.
I want you and your team to know that | gave in my resignation in Monday.

I want you and your team to know that | am forever grateful for what you were able to
draw out of me.

I have been so “Broken” for years, hiding, pretending, but no more.
I have been afraid and still am afraid to be my best but no more.’

We rejoice at this individual transformation and in our own good fortune at being able to
accompany so many courageous storytellers as they face and walk past their own dragons
(O’'Connor, 1969), and look forward to the next 15 years.

Note: You can find out more about the history of Patient Voices in Cultivating Compassion:
how digital storytelling is transforming healthcare (Hardy and Sumner, 2018).
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Purpose or Panic: Digital Storytelling's Many Futures

Brooke Hessler
Director of Learning Resources, California College of the Arts, USA

At the closing of last year's international meeting of our community of practice (the Un/
Told Unconference in London, 2017) we were issued the challenge to ask ourselves difficult
questions and to seek more ways to bring more diverse voices into our community. This plenary
presentation proposes that we may strategically address both aims by digging more deeply into
the stories behind the stories we co-create. A symbol familiar to digital storytelling facilitators,
the audio wave form, can remind us to look beyond the foreground and into the background—
the contexts, noise, disturbances, and disruptions behind the storytelling—so that we may
continue to make new meaning through our work.

FORUMS & TENSIONS

This conference is a reunion, really, for a group of us who came to Greece four years ago.
Many of us formed friendships on the rooftops of Athens at that conference. And now
we are here, under this night sky, sharing stories again—as you all most certainly will this
evening. But there’s another reason this gathering means so much to me. When | saw
that our conference organizers used the term agora in the program for our culminating
session on Sunday my heart grew big and | decided | just had to mention this tonight:
Like several colleagues at this conference, my doctoral degree is in the field of Rhetoric-
-the philosophy and pedagogy of communication--which of course was invented here.
Yesterday Professor Meimaris referenced Aristotle’s Poetics; Aristotle also wrote the book
on Rhetoric. Literally. He defined rhetoric as the ability, in each particular case, to find
the available means of persuasion (Kennedy, 2011, p. 4)—in other words, to achieve a
connection by any means necessary, hopefully to achieve a greater good.

When | was a graduate student | was captivated by the ideal of the classical Greek agora, the
public space where people would gather to deliberate over pressing social problems. This
ideal is what inspired me to become a community literacy activist, working with children
and elders in libraries and museums, schools and shelters, to write letters and poetry,
websites and stories, all for the purpose of creating mutual understanding with people
who seemed different--and, through this process, learning more about themselves.

As a rhetorician my first mentor was Richard Leo Enos, a scholar of Greek and Roman
rhetoric who studies the relationship between thought and expression in ancient
multimodal texts, such as oratorical performance and graffiti inscriptions, and how those
multimodal compositions were taught and transmitted by such early rhetoricians as the
Sophists and the anonymous mark-makers of Olympia, Thebes, and Samos.

It's these latter characters | want us to think about tonight. The people whose voices aren’t
often heard or remembered. The voices we seek as story-workers. This is what we do best.

| titled this talk “Purpose or Panic” because we are animated by our sense of purpose, by
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the transformative power of this work. Yet we also get stalled by panic--by the strain of
seeking or losing the resources we need to do this work, by the fear that our efforts can
never make enough of a difference in this post-Trump world.

Mark Dunford kindly shared the graphic notes from last year’s gathering, the Un/Told
Unconference on Digital Storytelling in London. In our closing session the panel of roving
observers (“rapporteurs”) challenged us to continue posing difficult questions that could
propel us forward as a community of practice, and we concluded with observations
regarding ongoing tensions between, for example:

+ our longstanding commitment to and collaboration with under-represented
communities and the relative privilege of those of us able to gather at conferences
like this to deliberate on the work;

+ our belief in the transformative potential of digital storytelling pedagogies and
our struggle to assess and sustain it within our institutions; and

* our seeming allegiance to a core methodology and simple tools in an era of
rapidly evolving trends and technologies.

These aren't, actually, new challenges at all. They've been with us all along. Which is a
really good thing. Because of course we need to continue working on them. But if it were
my story--and | guess right now it is--I'd say the way we get better at all this is by digging
more deeply into what we do best instead of brainstorming additional ways we aren't
doing enough.

One of the places we saw this best version of our work was in the presentation by the
youth from the Salvation Army Housing Association and University of East London who
were trained as digital storytellers and peer mentors by Tricia Jenkins, Mark Dunford,
and DigiTales. In traveling to both familiar and new public spaces, including the forum in
London, representing their experiences, they offered a vision of a revived and rebooted
agora, using storywork as the starting point for dialogue and deliberation.

But what do we take home from that, when we return to our own forums?

What | took away from it was how brilliantly it illustrated a core principle of our work: that
every story matters (Hessler & Lambert, p. 30). And the more we make space for that, the
more we can learn from it.

Here | have to begin speaking mainly from my own field, as an educator, and from my own
personal experience as a community-engaged story-worker in this environment.

Honestly, I've seen myself panic. Again and again. As | pursued research grants and
partnerships, even simply as a classroom teacher trying to integrate digital storytelling
methods into courses already jam packed with institutional learning objectives. With the
best intentions I've spread myself too thin, establishing digital storytelling partnerships
that weren't realistically sustainable over the long term; I've crammed too much into my
syllabi, squeezing digital storytelling projects into narrow units with rushed peer reviews
rather than story circles and with video screenings called end-of-semester symposia that
weren't all that. I've made all the compromises to all the things. A lot of us have. Dare | say
most of us have. Yes, | do dare, because | also train other educators as digital storytelling
facilitators. And here is what | see: when we approach digital storytelling as just one thing,
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as a thoughtfully facilitated, collaborative experience of making one video, it's a powerful
thing--but it could be so much more.

At a time when popular culture and marketing have made everything a “story” and
everything digital a “digital story” it's so easy to panic and believe that our version of
digital storytelling has to be and do everything too. One future of digital storytelling is
already here: it's everything, it's everywhere, and so maybe what we're doing here--in this
community of practice--is just the classic version of it. So in that story we're the original
Coca Cola; everything else is the new stuff with all the flavors and the hipster naming and
the decaf/zero/alternative diet versions in the rainbow-colored skinny cans. In another
version of our future, we pour ourselves into the skinny cans and hope for the best. But
what if what if our story-work isn't Coca-Cola at all?

What if it's water--something unbranded, elemental, and complex that our community of
practice is still learning to work with . . . navigate . .. understand?

What if it's air?
What if it's space?

Perhaps not such an odd metaphor, really. During the story-facilitation process many of
us talk about “holding space” for one another’s stories after all.

PRESENCE & ABSENCE

Here's what holding space looks like to me: the wave form of an audio track.

Figure 1: Audio wave file

When | look at an audio track | see a micro cosmos of story. Each is unique. Every instance
of every utterance will be distinctive even if you re-record the same person speaking the
same words in the same room later the same day. Behind the wave file you see negative
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space. This spaciousness is not emptiness; it is ambient sound, the invisible context of
the spoken story. Every instance is as individual and as ephemeral as the memory being
shared. And the space will affect what we tell, how we tell it, and whether we really mean
it.”

So here is another kind of future for digital story-work: one where we take the time to
look more closely, as if for the first time, at the tools and methods that have become
routine, and ask what they might teach us next. What if we challenged ourselves to spend
more time within the spaces behind the spoken words, and challenged our students and
participants to do the same?

Here's one experiment with that kind of story: It begins as a blackout poem created by my
colleague Eric Dolan at California College of the Arts. He's a student earning a Master of
Fine Arts degree in poetry. He commutes nearly every day through Oakland, where | live,
and into San Francisco. San Francisco is the richest city in the United States. And it has the
biggest percentage of people living in conditions of homelessness. The title of the poem
is “San Francisco Lessness.”
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Figure 2: “SF Lessness”: a poem by Eric Dolan using the blackout technique

As a poet, someone who works all day with words, he finds himself at a loss for words as
his train passes through homeless encampments to and from the city. He's originally from
New Jersey, only living in the San Francisco Bay Area for a couple of years as a student. He
is trying to make sense of this situation and, like so many of us, trying to figure out how to
do some good. As part of that process, he is also trying to engage through his craft.
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To make this poem, Eric used a government document, the San Francisco Homeless Count
and Survey of 2017, blacking out some words and leaving others.

Eric has some training in digital storytelling, so he brought this concept into a story circle
with me and another colleague. We're working together to learn more about how digital
storytelling methodologies can help us make space for reflection and deliberation about
disorienting dilemmas--things we need to wrestle with, not necessarily for an audience,
but for ourselves, though we also hope to share some of the work with others. Eric’s next
iteration was the video Lessness (2018; screened during the plenary).

Eric's story is a meditation on a place, currently his home, and he is wrestling with what
he can see and what he can't see and with so much that is seen and unseen. His story
illustrates some of the challenges noted earlier--the issue of telling this story through a
window of comparative privilege, as a student without much income but with train fare
and a rented apartment, commenting on a marginalized community. But he is also using
the tools and methods of our practice to tunnel under his earlier writing and thinking, to
find more ways to confront and engage with it.2

Strange Fruit by Rebecca Rand (2018; screened during the plenary) is another digital story
doing this kind of work: stepping back from an experience, observing your own reactions,
and attempting to think critically and reflexively about it.

Rebecca explained that in addition to processing her own confrontation with the horrors
of lynching, she was inspired by artist Ken Gonzales-Day's Erased Lynching series, in which
he digitally alters historic photographs of lynchings, erasing the victims’ bodies to shift the
focus onto the bystanders.? As with Eric, Rebecca is working with the idea of Absences and
the culpability of the observer.

When we do work like this, we are choosing to shift focus from a first version of a story
to a second one, knowing that once we've seen the story one way, it's nearly impossible
to not see multiple versions at once. In each case, these storytellers--Eric and Rebecca--
are using story-work to burrow beneath a chronic memory and sift through the tensions
underlying it. It's an exploration of the stories behind their stories—and it involves asking
themselves difficult questions.

It's not a conventional approach to digital storytelling, but it is an application of this work
as a more flexible methodology for critical reflection. What I'm trying to promote with
these stories is the idea of digital story-work as prolific, copious rather than narrowly fixed
on the creation of a single, culminating video told at the end of a course or a workshop to
articulate singular insight.

SPACIOUSNESS

In the spirit of another rhetorician, Erasmus, I'd have us develop a copia of digital
storywork practices: a diverse array of options for using multimodality to explore and
articulate multiple perspectives on an insight. To clarify, the copiousness I'm envisioning
doesn't mean attempting to do a hundred new things; it means turning a fresh eye on one
substantial practice or principle and then mining its possibilities. Becoming a spelunker
into a core principle or method that we may be taking for granted, cracking it open like
a geode, seeing what else it contains. For example, when we help someone translate a
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memory into a story how might we do more to help them preserve the observations,
iterations, and reflections that are edited out of the story and which might be reconstructed
into a different sort of insight another day? How might we do more to help people explore
multiple perspectives on their own story?

When we say that something is “our story” we aren't talking about just one version of it.
Every day our story is different.

A last digital story | would like to share is Summer Night by Simin Li (2018; screened during
the plenary). It's a reflection on a rare walk through the park with her father.

With Simin's story, one of the contextual issues is the challenge of her doing first-person
storytelling at all. As she explained, in her community you do not directly reveal intimate
information about your life, so the story becomes a kind of gestural work, revealing and
shielding her experience at the same time. If we listen carefully to narratives like these
we may detect that tension between what is told and untold—an energy that's hard to
describe but that makes the story feel resonant with our own.

It's an energy that is all around us, all the time.

One of our challenges as story-workers is to help people navigate spaces where the story
behind the story is making its presence felt.

Figure 3: Saturn’s moon Daphnis making waves (NASA, 2017)

This is an image of the waves kicked up by the complicated interactions of the invisible
energy between the rings of Saturn. The Cassini spacecraft, a collaboration of European
and U.S. explorers, caught this image in the darkness of the diverse, ever-shifting particles
of being, between the spaces of a planet that itself is mostly space, mostly air: Helium and
Hydrogen: one element that does not burn and one that does.

Saturn is visible now in our dark, open sky above Zakynthos. Your homework tonight is to
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find it. And to use it during our conference nights as a reminder to look more deeply into
the contexts, the noise, the disturbances, and the disruptions behind the storytelling—so

that we may continue to make new meaning through our work.

Endnotes

1. I'm borrowing this image and description from an essay | was writing around the
same time as this plenary talk—the two essays influenced each other. The essay,
“Hearing Voices” is currently in development for the edited collection How Stories
Teach Us: Life Writing, Composition, and Blended Scholarship (Peter Lang: 2019,
eds. Amy Robillard and Shane Combs).

2. The metaphor of “tunneling under” a story is something Eric Dolan, Tatiana Cafaro,
and | came up with during a story circle in Summer 2018 and ever since we have
found ourselves using it as an apt way to visualize what we are trying to do in our
experimentation with re-working stories through digital storytelling methodologies.
We see the story as a kind of sand castle on the beach and our project as the scooping
under and around the story, letting a wave rush in to make a moat, or not, to see
how that playful process helps us talk about and reflect on the stories context, its
foundation, and so on.

3. Rebecca credits Rob Kershaw of StoryCenter for connecting her to Gonzales-Day's
exhibit at the National Gallery of Art and for encouraging her experimentation with
“absent” forms and alternative images in her digital story.
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Narrative, a “holding” process

Michalis Meimaris

Professor Emeritus, National and Kapodistrian University of Athens, Greece - UNESCO
Institute for Information Technologies in Education

My relationship with storytelling begun very early on. At around the age of thirteen, when
within groups of my teenager peers | had to stand beside the goalkeeper, the excellent
student of the class, the handsomest of my classmates according to all the girls and
George, whom his father drove every morning to school in a Volvo... So, | decided to
attract people around me by telling them stories: about the cruiser Admiral Graf Spee, the
German ghost-ship with the heavy artillery that seemed to never get to a port and gave
a real headache to the Allies; about Rommel, known as the Desert Fox and the Siege of
Tobruk; about my brother who at the time was finishing school in the US at Menlo Park
and was considered a human library given everything he knew on Nietzsche, Baudelaire
and Camus; about my father who was almost killed by Germans during the Occupation
when he found himself near one of their airplanes that had crushed in Pyrgos in the
Peloponnese; about the German officer who took my father’s Parker pen by accident and
sent it back to him after the war.

And while | somehow stopped practicing storytelling during the Greek military junta,
when | was studying Mathematics at the National and Kapodistrian University of Athens,
the moment | started browsing through booklets on postgraduate studies at British and
French universities, | found myself particularly drawn to specialization programmes and
titles that suggested the interweave of different sciences and, thus, the dialogue between
different narratives: Cybernetics, Applied Mathematics, Demography and so on.

So there | am in 1971 studying Biometry at the University of Reading near London.
Although | was raised in a family with a sense of French culture -my father had studied in
the 1920's Agricultural Engineering in Versailles, and | was enchanted by the Cote d’Azur
during my first trip to France in 1965- the emancipation of the British, both as a given on
their part and as a prerequisite on yours, when they, for example, warn you only once
before passing a roundabout to immediately reduce speed otherwise you are screwed,
along with the eggs with bacon, beans and sausages for breakfast, made me choose the
Albion.

But | suffered from great love and loneliness and after | went to Paris and back for 3 or 4
times, | finally decided to move and study at the Université Pierre et Marie Curie or as it is
widely known Paris VI, atthe famous Faculté des Sciences de Paristo obtainaD.E.A. (Dipléme
d’ Etudes Approfondies), equivalent to a Master's degree, in Mathematical Statistics. Once
again, a lot of theory, just like before at the University of Athens, concerning interesting
and completely new to me areas: Graphs and Hypergraphs, Games Theory, Queuing
Theory and Markov Chains but also, thankfully, Data Analysis. The latter constituted a
revelation for me: starting with the teacher, Professor J.-P. Benzécri who with his long
beard, his ivory fingers, his black fustian trousers, the montgomery he used to wear both
in winter and during summertime, and, mainly, with his gentle words in the 7 languages
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he spoke and his concern about every little thing, very soon formed a cradle for me, a
cradle I needed in order to blossom. And the course itself, where data from every science
would “converse” with each other and different disciplines would strive to find a common
language in order to better study the strangest phenomena of this world. Topics such
as the socioeconomic behaviour of the people of the French city Bourges, the migratory
cricket of Madagascar and its effects on agriculture and economy of the island, abortions
in Greece, as well as an attempt to understand the Tertiary education there, were some of
the projects | participated in at the Laboratoire de Statistique Mathématique of Benzécri,
along with Madame Laraise, Ludovic Lebart, Maurice Roux, Pierre Cazes, Fenelon and
others.

Thatprovedtobeareal goldmine of stories. Stories created fromtheinteraction of scientists
from different disciplines who had gathered specific data and wished to understand what
these data in the form of | x ] tables meant, to know what is the information that leads
them to form a certain structure or another in the shape of a multidimensional cloud,
through the approaches provided by Analyse Factorielle des Correspondances developed
by Benzécri. In this method, the transition formulae

Z{f |J&I}_Z{ fiil fi) ¢ |J& f}—}‘t]‘!n
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allow us to move from the factors of the multidimensional cloud | to the factors of the
cloud ], thus providing the opportunity for a “dialogue” on what happens in the hyperspace
Rn representations of the | x J. In other words, two supplementary perspectives of the
same story. Benzécri, peripatetic himself, without an office, with adoration and deep
knowledge of the ancient Greek philosophers and scientists, was there every Monday, in
the corridor 45-46 of the built in the form of a chessboard Jussieu, the old Hall aux Vins of
Paris, carefully listening and offering advice to tenths of third cycle students from around
the world who would gather around him.

But stories were not born only during the morning at the University. Stories were also
brought to life during the afternoons and the evenings at Quartier Latin; in the bookstores
we frequented, in the restaurants and in the battles with the followers of Pol Pot, at the
Choisy-le-Roi and in the cohabitation with two French couples and Jean-Claude who used
to lend me his Alpine Renault whenever | wanted it. They were brought to life with Yiannis,
at the Cause du Peuple and at the last affrontement with the CRS, but also with the Rector’s
chair that they took and sat in at the premises of their far left group where they prepared
their Revolution!

As soon as | returned to Greece, with a Doctorat in Data Analysis, | started working at the
School which has now developed into the University of Piraeus, and a brand new period of
creating stories begun, stories which were quite dark this time. Having lived in Paris in the
wake of May of 1968 events, | could not find it in me to ally with the professors, the body
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of whom | was a part of, against the students. | felt that my natural habitat was among the
latter. Therefore, a lot of unpleasant events used to take place on a daily basis, making me
after 3 whole years leave again for Paris, where | had lived the best, up to that moment,
years of my life.

But these stories attracted like a magnet my new French, Italian, Greek, Arab colleagues, at
the newspaper Libération, where | assisted for a while -with my knowledge on computers-
at the service "Alld Libé”, which provided information on various subjects, through the
French digital reality of Minitel which was at its beginning, being a kind of a primitive
interactive network for citizens and services, long before the Internet. A few years later,
these stories served as the material of a series of texts of mine that were published in
Greek and French magazines and newspapers (Scholiastis, Tetarto, Libération).

Meanwhile, having enrolled for a second PhD, the French Doctorat d’Etat at that time, | used
to travel to Paris quite often, since | had returned to Greece for good. | had, fortunately,
realised that the French concept for everyday life “métro, boulot, dodo” was not for me
and | decided to settle in our impoverished Greece.

French stories, stories in airplanes which | so often flew in, but also stories from my life at
the Agricultural Bank of Greece, where | worked then, since | was a persona non grata for
the Greek academia... Those difficult times where described in two little books, published
many years later (by ed. Nefeli), when | received my second Doctorat and returned to
teach at a Greek university, and that was the University of the Aegean on the island of
Rhodes.

| still remember with awe the first time | met my good friend Jean-Baptiste Touchard, when
at a gathering of scientists from all over Europe at the Royal College of Arts in London,
where | represented the University of the Aegean, a jolly Englishman of Hungarian origin,
Alan Sekers who later on became a good friend of mine, without even knowing me, said
in front of everybody, just for fun, that the University of the Aegean did not exist and
therefore | was nothing but an imposter. Baptiste, as | later found out that his family
called him, who was sitting beside me at that difficult moment that | felt falling to pieces,
held my hand, reassuring me that it was just a joke and that everyone was aware of Alan’s
sense of humour.

Today, | visit the beautiful island of Rhodes three or four times a year as a visiting
professor, teaching Digital Storytelling in two Postgraduate Programmes. But thirty years
ago, in 1989, in Rhodes we used to create stories together with Francois Kalavassis,
another Mathematician from Paris, and our undergraduate students of Pedagogy;
stories that were meant to be scripts of the first digital games we designed, on Nathan
and Texas Instruments computers. At the Department of Communication and Media
Studies, which we staffed along with a few colleagues and friends, at the National and
Kapodistrian University of Athens in 1991, | established the New Technologies Laboratory
in Communication, Education and the Mass Media and | used storytelling in my teaching
of various courses. Storytelling was essential in my attempt to teach students who had
been distanced from Mathematics the concepts of 0 and 1, algorithms, flowcharts and
debugging.

| usually begin my lectures for the course “The new Technological Communication
Environment and its design” with a comparison between giant numbers that are related
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to our Universe with its galaxies, its solar systems and the light-years between them and
us on the one hand, and the extremely large numbers of messages, images and chats that
are uploaded every day online and on the social media, on the other. In this way, | have
been able to balance to some extent the allure and fascination digital reality has on my
students who are almost considered “digital natives”. | tell them stories about frogs and
other amphibians, firm at me belief that this is how we ourselves should maintain our
place between the two worlds, the real and the digital, like amphibians.

At the Laboratory, we also address issues concerning games and their educational
potential. The classic book by Huizinga along with many more recent ones helped us
get a clear view on the subject. The thoughts, books and articles of Marc Prensky on
Computer Game-Based Learning made us work on MMORPG narrations and include
relevant courses mainly in our Master’s programmes and also supervise the edition of his
book “Digital Game-Based Learning” translated in Greek.

Roland Barthes' article “An Introduction to the Structural Analysis of Narrative” (1966), Paul
Ricoeur’'s book “Time and Narrative” (1983) and my whole engagement with storytelling
over the years, have led me to a revelation, especially after attending his speech and
getting to know in person Dana Atchley at a conference in Monte Carlo.

Indeed, my personal interest in and my involvement with storytelling at that point met
its digital, multimedia version through the principles and actions proposed by the Center
for Digital Storytelling (now StoryCenter), established by the -late- Dana Atchley and Joe
Lambert at Berkeley, California.

The group that focuses on digital narration at our Laboratory of New Technologies at the
National and Kapodistrian University of Athens has been studying this issue from both a
research and educational perspective since 2009.

As far as research is concerned, the subject has been addressed through the conducting
and supervising of theses, the creation of a specific application named «The Apple tree»
http://www2.media.uoa.gr/medialab/milia/, organising two international conferences
and participating in numerous others, as well as through publishing relevant academic
papers.

From an educational point of view, we have proceeded in the implementation of Digital
Storytelling: a) on an undergraduate level through a seminar for the students of the
Department of Communication and Media Studies at the National and Kapodistrian
University of Athens, b) on a postgraduate level through courses offered at the Joint
Master's Programme on “Information and Communication Technologies for Education”,
at the Master’s Programme “Models for Designing and Developing Educational Units” of
the University of the Aegean, through courses for postgraduate students at the University
of Fribourg (Switzerland) and the University of Lapland (Finland), as well as courses within
the Master of Science in Digital Communication Media and Interaction Environments of
the Department of Communication and Media Studies at the National and Kapodistrian
University of Athens, c) through training seminars for journalists at the Regional Press
Institute (Chania, Greece), and d) through seminars for the general public, as well as
intergenerational communication and learning initiatives involving seniors and primary
and secondary students.

At the core of these initiatives lies the aspect of consciencization introduced by Freire
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(1970), which is “the ability of the learner/storyteller to grasp their own metacognitive
process within the context of their social situation”, as cited by B. Hessler and J. Lambert
(Jamissen et al., 2017, p. 23). More specifically, we share the conception of B. Hessler
and J. Lambert as far as storywork is concerned: “(...) we start with encouraging the
storytellers’ sense of fundamental authority on their own personal experience. Even as
they may be framing a subject, or addressing a broader issue, their starting point is how
they understand their own awareness of the way the story works, where it currently works
upon them, and where with group reflection and individual feedback, they would like to
transform those understandings” (Jamissen et al., 2017, p.32).

Keeping in mind the above while adapting our initiatives to the particularities, the
potential and the limitations of the Greek reality, we have accomplished the creation
of around 800 stories, authored by university students, as well as civilians, both Greeks
and foreigners, belonging to different socioeconomic, age, and regional groups and
backgrounds. We have compiled stories of loss, sickness, fear, addiction, brain drain, love,
mourning, joy, depression, panic, travelling; stories deriving from the intergenerational
communication of senior citizens with 12-14 year-old students; stories about eating and
fasting, about aspects of our relation to the media or to mathematics and their difficulties,
stories of immigrants and refugees, stories that were the result of DST implementation in
kindergarten, primary, lower and upper secondary classrooms, as well as stories created
by adult students and students with special needs; stories about Athens, the crisis, the
homeless, about homosexuality, about bullying... These are only a few of the topics of the
stories that we use in our projects, always with their creators’ written informed consent,
of course.

Despite my 40 years of experience in university teaching and research and although | have
used, as | mentioned above, numerous methods in an attempt to ensure a deep cognitive
experience for my students, | was taken by surprise by the potential Digital Storytelling has
to offer. In a story circle, we heard a 20 year-old student narrate to her peers her lifelong
“relationship” with the Crohn’s disease; we heard women narrate their experience battling
with breast cancer and sharing with us their new, fuller lives and their self-awareness; we
heard immigrants explaining to us how their mobile phones have become their whole
lives; we heard Greek students share with us their thoughts and concerns about leaving
their country or staying despite the adversities; we had an Erasmus student share with us
the story of her homosexuality, in which, communicated to us through drawings, music
and her own voice, she talked, along with her girlfriend, about the difficulties she was
faced with in her country; we heard older Greek men and women narrate to us stories
from their past as immigrants...

All these people not only managed to face their personal issues, but also asked friends,
brothers and sisters, spouses to buy them a computer, since they realised both what they
have to gain from their digital world experiences and what they can create in it. Most
importantly, they realised what they have to offer and say to so many people “out there”.

On our part, we were in the position to verify all the precious achievements one can have
by participating in the creation of a digital story: empathy, healing, creative writing, digital
media literacy, to name only a few. We witnessed all kind of people experiencing joy due
to their ability to orchestrate the patchwork that every digital story can be, a creation that
-finally- has their own voice! We witnessed their realisation that, as Constantine Cavafy
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putitin Ithaca, the marvelous journey is more important than reaching Ithaca itself. In our
case, the collaboration, the creative procedure that strengthens the sense of belonging
in @ community in order to accomplish the final outcome. We witnessed the circulation
of emotions throughout this creative experience as well as the emotional engagement,
which is a prerequisite for the acquisition of any knowledge, experience, relationship, for
any life achievement. We were, therefore, in the position to ascertain that the new digital
reality can prove beneficial to us.

With that in mind and paraphrasing pediatrician and psychoanalyst Donald Winnicott on
our need for a “good enough mother”, we claim that in our world where the screen rules,

"

the latter needs to fulfill certain requirements in order to be a “good enough screen™.
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Expanding the Educational Aspects of Digital

Storytelling

Bernard Robin
Associate Professor, University of Houston, USA

INTRODUCTION

Digital storytelling has steadily grown in popularity is currently being practiced in a
myriad of locations, including schools, libraries, community centers, museums, medical
and nursing schools, businesses and more. In educational settings, teachers and
students from kindergarten through graduate school are creating digital stories on every
topic imaginable, from art to zoology, and numerous content areas in between. Digital
storytelling has also become a worldwide phenomenon, with practitioners from across
the globe creating digital stories to integrate technology into the classroom, support
language learning, facilitate discussion and increase social presence, and more (Yuksel,
Robin, & McNeil, 2011).

DIGITAL STORYTELLING CAN BE AN EFFECTIVE EDUCATIONAL TOOL

Digital Storytelling can be a powerful educational tool for students at all ages and grade
levels who are tasked with creating their own stories. This use of digital storytelling
capitalizes on the creative talents of students as they begin to research and tell stories of
their own, learn to use the library and the internet to research rich, deep content while
analyzing and synthesizing a wide range of information and opinions. In addition, students
who participate in the creation of digital stories develop enhanced communication
skills by learning to organize their ideas, ask questions, express opinions, and construct
narratives. Students who can share their work with their peers may also gain valuable
experience in critiquing their own and other students’ work, which can promote gains in
emotional intelligence, collaboration and social learning.

Digital storytelling is particularly well suited to the constructivist classroom where students
can construct their own meaning through the multi-faceted experience of selecting a
story topic, conducting research on the topic, writing a script, collecting images, recording
audio narration and using computer-based tools to construct the final story. The result is
a multimedia artifact that richly illustrates not only what the student has researched and
brought to life, but also what they have learned from the experience.

For those just starting to explore digital storytelling, asking students to create a simple
digital story based on a single picture or photograph can be a productive starting point. In
an example the author uses with his own students, an old family photograph taken in the
1920s was selected for a single-image digital story. A script was written about the details
that could be seen in the photograph and online search tools were used to investigate
different items in the photo. More information about this single image digital story as well
as other example stories may be found online at: http://digitalstorytelling.coe.uh.edu/
example_stories.cfm?categoryid=22
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EXPANDING THE EDUCATIONAL ASPECTS OF A SINGLE IMAGE DIGITAL
STORY

Further research on a single image digital story can lead to deep explorations on numerous
subjects, which can be a powerful educational tool for educators and students of all ages
and in a variety of content areas. Detailed information about how the single-image digital
story described above was expanded can be found online at: https://www.youtube.com/
watch?v=YG6riHRdYW4.

This expansion of the educational aspects of a single image digital story led to explorations
in subjects such as history, economics, geography, advertising, immigration, entertainment
and culture. In a classroom setting, students would be encouraged to locate old family
photographs that they could use to create their own single-image digital stories and then
explore additional educational topics related to their initial story.

EDUCATIONAL MATERIALS AND ACTIVITIES THAT SUPPORT DIGITAL
STORYTELLING

In addition to having students create digital stories as a distinct stand-alone activity,
educators might also encourage students to develop instructional materials that can be
used to support the educational topics and themes of the digital stories they produce.
These educational resources can include links to additional readings and websites,
external media such as podcasts, interviews or other videos, quizzes, lesson plans,
definitions, or other materials that can be used to make the digital story the starting
point for further exploration. Under the direction of the teacher, students could work
collaboratively in pairs, small groups, or as a whole-class in the design and development
of such supplemental educational materials. An example of a digital story that includes
these types of educational materials may be viewed online at: http://digitalstorytelling.
coe.uh.edu/view_story.cfm?vid=397&categoryid=16&d_title=History.

CONCLUSION

Digital storytelling is a powerful technology tool that can be and effective classroom activity
for both teachers and their students. The process of creating a digital story, previously
confined to desktop computers or laptops, is now possible with less expensive and easier
to use mobile devices and web-based tools that can be used by students of all ages so that
the stories they create can be easily shared online with others throughout the world. Each
year, it becomes more evident that digital storytelling is undergoing a dramatic period of
growth in education as a growing number of educators and their students are learning
about this powerful technology tool and are finding new and innovative ways to add it to
their instructional activities.
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Creating between space and time

Costas Varotsos
Sculptor - Professor of Visual Arts, School of Architecture, Aristotle University Greece

The following is not Costas Varotsos's plenary speech; how such a thing could be possible? It is the
multimodal re-storying, a reconstructive perspective of the plenary, as experienced by a DST2018
participant. The purpose of this narrative is to remind to those who were present -and to attempt
to convey to the rest- aspects of what was shared that morning. Both text and photos are used
in a personal, primordially subjective form to wake the memory and to tease the mind to seek for
any additional information. We posit that Costas Varotsos's plenary cannot be included in a typical
for international conference proceedings way; instead, echoing a digital storytelling approach, we
preferred to include a personal digital narrative of a precious experience that informed and moved
us who lived it in unique, personally referenced paths.

The 70s was a complicated moment for arts ...The equilibrium of space and time
was changing ...The physical dimensions of the arts and the nature of the sculpture
tended to disappear and to be replaced by the concept of the art (conceptual art).
For example, Joseph Kosuth used red Neon light to write “red” on the wall. The
materiality started to disappear.

Inthe 70s, IT“1", “my” etc refer to Costas Varotsos] enjoyed working with my hands with
the materials. | enjoyed the materiality of the arts. | tried to give more importance
to the space.

A 1978 piece

This work consists of cuts of wooden logs. The rings inside
the log which contain much information about the history
of the tree (including its age, the weather in a particular
period of the life of the tree etc). So, | made a copy with
plaster cast of the wooden tree and to create space from
time and to give more importance to the time

My work spans across three main dimensions:
- Art and nature

- Art and urban space
- Art and history

Sometimes history arrived in front of me like a traumatic thing, because the
relationship with history sometimes is fake ... is not understood ... we don't have a
“real dimension” shared with history.
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1982 Olive trees

The olive trees take their form from the winds of the
area within which they grow up.

A combination of the winds of the area and the way
that the farmer cuts all the parts of the tree.

A collaboration of the winds, the farmer and the tree
itself.

A harmonious way that is expressed in nature.

1983
The Poet in Nicosia, Cyprus. Cyprus is separated in half

A synthetic approach, between the space and the time.

A poetic way of acting ... Portrait of a poet ... The poet is
fragile, transparent, exploding, suicidal, energetic ...

What would be the material?

Glass: it is a container of space that lets you see through the other side. You have the
space and when you put them over the other 1, 2 3, ... you have the time!

You have this equilibrium ... conceptually ...between space and time.

And when | realised that, then | started my adventure with glass ...

Because the glass was not an ideological or a cultural choice ... It was something that
came out of necessity ...| needed to do that ...To feed my desires ...

In another Poet, in another line of separations, in Italy.
In the middle of Italy. Another green line between the
south and north of Italy. Conflict between the North
and the South.

| hide this Poet (9 meters high) in the woods. It was
made of stone. You didn't know its existence and you
walk in the woods and you find this sculpture made of
stone.

Not even my name was near the sculpture ... Mysterious sculpture ... | tried to be
outside the time of the sculpture, because when you discover it ... you don’t know
who made it and when he made it ... Maybe an ancient sculpture ... outside of a
certain time zone ...

To be part of the territory, to be part of the history. Not to be present only in the time
| made of the sculpture ... the sculpture began to swing between different levels of
time and space.
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The urban space

1988, The runner, Omonoia square, in Athens Greece.

Greece was in a positive moment ... The dream of EU
community ... Olympic games. many dreams ... To be
part of this family of the European community... bring
together all the pieces of culture ... all the history ... all
this fragmentation ... because Greece is very fragmented
area ... and to take these pieces and give new velocity a
new way of acting.

so, with this | wanted to express this particular moment ... to make it become part
of the town ... a very big work

Nature... horizons

90s
The objective view of the reality ... All the ideologies were

melting down ... A new era ... the moment is now ... all
the walls, all the separations ...

The horizon!
It is part of the Greek culture ... a series of horizons...
In Thessaloniki, Greece, in a public space

It created a feeling of danger and it was removed ...

A horizon 30 meters long ... invited by an italian group of
artists ... like a ship with anchor ... complicated project

The first work sank! Probably the only sculptor in the
world with a sinking sculpture ...Small boats went near
to see what this is ... and the sculpture started sinking
into the sea ... The worst experience of my life ...but |
survived the disaster! So | re-placed the sculpture...

All these adventures are part of this world...when you try to do the impossible...or
to realise an idea...you have in front of you the chaotic unpredictable facts that can
destroy you
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Peloponnese, Greece

A sad work ... for a family that lost a son in an airplane
crash ...

Like a flying horizon ... a private tragedy that | tried to do
something positive ...

| like to transform the situations ...

Another horizon
Khalkidhiki, in the north of Greece

My intention for it to disappear ... to be part of the
space of the nature

Italy

La Hoya California
...near the border of Mexico...

Italy, Near Pescara

Nominate their territory ... No tourism ... “real” space

. So beautiful place that you cannot put a sculpture
there! What do you do? Decorate nature? Even Hermes
of Praxiteles would disappear here!

| saw that the mountain ... seemed like it was missing a

piece ... that something was missing. | asked and they
explained that in the WWII during a big battle an airplane bombed the mountain and
this hole was opened...

We correct the damage!
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300 meter high ... No street access

For Italians there is no impossible! Dobbiamo farla (We
have do it)

| never expected that they would accepted my idea ...38
mayors to be convinced! ... A Natura place (protected
place)

You see the geometry in the work that appears only early
in the morning, when the sun comes up ...and early in
the night when the sun comes down.

| created this geometry with a piece of glass ... in nature
you always find this geometry the harmonic dimension
... the geometry exists in the nature

Horizon (ideas)

After this a had an idea that | tried to apply here in
Greece ...| tried it with all the governments with all the
institutions... | had the idea that in the Aegean sea you
see all these rocks around ... small rocks that come out
of the sea ... smallislands...

| had this idea to transform those rocks to a sculpture
and create in the Aegean a sculpture park...

But nobody listens to me until now!
| hope we'll do it one day...

A horizon in Meteoral!
It is not of course reall!!!
It is a only 3D drawing
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1999

Biennale in Venice, in the Greek Pavilion (afterwards it
was placed in the woods)

Just after the war in Yugoslavia ... The European fighters
tried to bomb the bridges ... The people were on the
bridge to protect it from being bombed ...

Many of the problems start when we bomb the bridges
and the results of the bombing are lived in the present
... because the bridge is the main cultural element of
the humanity ... the connection between cultures and al
these things

Bennaki Museum archaeological in Athens containing
all the history of Greece

| asked not to expose my work, but to have a real
conversation with the elements that there are inside the
museum ...

Delphi, Greece

| tried to do the oracle of Delphi and the light of Delphi
... again | speak about time ...

National museum of Switzerland

| tried to connect the museum with the Leman lake
(behind the building, not visible from this side) and
make it floating...
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Rome, Italy

A pole that goes up ... and ends in the hands of a statue ... | tried to converse with
history ... to start a dialogue

¥

Napoli, Italy

The oldest, ancient Greek part in Italy ... |1 was asked to a sculpture within the site
... 20 metres high ... glass ... through a glass cone, tried to transport the light to the
ancient Greek theatre...

Epidavros, Greece

Salerno, Italy

An old monastery ..the wall of monastery ... a small
horizon in the top of the wall ...

Crete, Greece
A Byzantine Tower
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Urban Space

The Runner that we saw before ... now in a new position in front of the Hilton Hotel
in Athens ...

This is, as | told you, the synthesis of the fragmentations.
They think about the futurism about the movement.

BUT NO! It is the opposite of the futurism ... The futurism analyses the image in the
space ...But this is the synthesis of the fragmentation into velocity It is exactly the
opposite ...

The runner in the snow A moment of the construction

1999, Torino, Italy

Torino lost the industrial dimension, as all the
industries left Torino ... Torino began to find its
personality again ... looking behind at the history

So | made a picture of a sculpture ...that was running from ... but ... turn around and
look behind ... a picture of Torino searching itself ...




Plenarists

The sculpture was also transported in front of a
building of Renzo Piano

Athens,
A wholistic approach to a square ... “la piazza total” ...

Communication vessels ... in the square ... we are all
communications vessels .., he square is a place of
communication

Palm beach, USA

50 metres long ... in front
of the City hall

Switzerland

Sicily, Italy, near Palermo
The town was rebuilt after being completely destroyed
by an earthquake ...

This Totem was created by the remains of the
destroyed houses (marbles, wood, etc) ... Continuity
of the life ...
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Rome, Italy
14 metres high ...a moon ... dedicated to Pasolini

Aegina, Greece...

My town! Every time that |
arrive there | feel that | go
through a magical door ...
So, when they asked me for
a present for Aegina ...

Seattle, USA
50 metres high (probably the tallest work | have done)

Port of Thessaloniki, Greece

Unlucky piece ... Someone came for restoring the port and they saw it and said what
are these stones here? and they threw it away ... It happens to the public works ...
What is this? Throw it away...

| wanted to talk about the separation between the spiritual and the materialistic ...
When you take a globe and cut it in half ... you have the dome and a cup ...

cka.

' o~ Labyrinths outside the Greek Pavilion
N L

- Biennale Venice, Italy

SSConageger- &
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Interested in the concept of Labyrinths

Madrid, Spain

Closed labyrinths ... when you
are inside you can see outside
but you cannot go outside ... and
the same when you are outside
.. a piece that works with the
separations ...

Washington DC, USA

Two Totems outside of the building ... inside a
sculpture ...

When you are invited to do a sculpture in the States you have a lobby space 200 m
long, 100 width and 50 meters high! So what do you do?

| make the sculpture explode
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| make hanging pieces!

Bennaki Contemporary Athens Metro
Museum, Athens

Evgenidis Foundation, Athens
The constellation

| worked with the facade of the building with fiber
optics

Malpensa airport, Milano
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New projects

Lucerne, Switzerland

Technological park ...

| try to understand the culture of a foreign country ...
What is the problem of that country...

And | found out that in Switzerland the problem is to
connect two points ... because you have to go through
4000 metres high mountains and when you arrive you
have different culture, different language ...

So, when | work in Switzerland, | work with this
dimension of connecting...

This new project works this dimension at its maximum
... | try to connect two roundabouts!

The work built ... 30 metres high ... That holds another element that is in another
So[VEILS
A miracle of equilibrium ...

ﬁ . Engineers ... Materials

e |
= By II
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Athens, Greece
Itis in a place called Peristeri (meaning “dove” in Greek) and | made a dove!

1997
Between Italy and Albania ... Another kind of wall ...

Many Albanians tried to go to Italy ... they took a Russian
boat with Chinese instruments they tried to go from
Albania to Italy ... but in the middle of the sea another
boat tried to stop them and during the night the boats
touched and the ships with the Albanians started to
sink ... 81 persons died ...

The first, probably, accident with immigrants in the
Mediterranean ... the boat was taken from the sea and
they brought it to the port ... a big scandal ... Many
people were shocked because of the 81 deaths ... they
did not know what to do with the ship ... maybe throw
it away for scrap ... The Italians had an ideal

“Do you want the ship?” They called me ...
The next day | was there.

| decided not to do a cry field ... not to do a mourning
song ... but to make it travel in another dimension ... to
give life again and transport the boat in the dimension
of the art and make it a piece of art that travels in
another dimension ... but also caring about the history

This work is now fixed at the port of Otranto

Very difficult psychologically project
While we were stripping the ship off engines and other elements, we were finding
objects that belonged to those people that were lost ...
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When | was involved in the project, | never thought that bigger tragedies than this
would happen, but we already have more than 2000 deaths in the Mediterranean ...
this is a European disaster ...

.’f.nzq

The initial condition Transport
of the boat (Brindisi)

loannina, Greece

A horizon in Thessaloniki
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School of dance

2018
Airport of Athens
In the lobby of the Hotel at the airport

Finnish!!!

Below we add a few pictures of some of the aforementioned Costas Varotsos's works.

La Morgia, 1996-97, Italy
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The Poet, 1983, Cyprus
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Labyrinth, 2004, Spain

Horizon, 1990, Greece
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Contiguous Currents, 2003, USA
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Working Group

DST in Education
Animator: Brooke Hessler
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Digital Storytelling in cultural and heritage education.
Reflecting on storytelling practices applied at the

Smithsonian center for learning and digital access to
enhance 21st century learning

Philippa Rappoport

Smithsonian Institution, USA

Antonia Liguori
Loughborough University, UK

This practice-led research paper explores how the Digital Storytelling (DS) process, inspired by
museum objects, can make information come emotionally alive and engage participants in
active and deep learning in both formal and informal settings. A researcher from Loughborough
University’s School of the Arts, English, and Drama and an educator from the Smithsonian
Center for Learning and Digital Access collaborated to engage community groups in DS
workshops using a digital platform, Smithsonian Learning Lab, which offers access to museum
resources and enables the creation and adaptation of learning materials with those resources.
Results of a series of DS programmes conducted in spring 2018 indicate how the DS five-step
method as adapted and integrated into the platform supports 21st-century skills (the 4 C's of
Creativity, Critical thinking, Collaboration, Communication), and the effect of this approach on
both individual participants and their communities.

1. INTRODUCTION

“The digital storytelling process helps us transform isolated facts into illuminated,
enduring understandings” (Porter 2015). This research investigates how “storying” a
cultural heritage topic (namely creating digital stories inspired by museum objects from
the Smithsonian collections) can represent a way of making information come emotionally
alive in a learning process aimed at improving 21st-century skills.

Founded in 1846, the Smithsonian is the world’s largest museum, education, and research
complex, including 19 museums and galleries, the National Zoological Park, and nine
research facilities. The Smithsonian Center for Learning and Digital Access (SCLDA) is
the Smithsonian’s central education office, offering learning experiences and resources
across disciplines, and for learners in both formal and informal settings. SCLDA's outreach
encompasses the digital arena, which enables educators and learners to connect with
museums and research centres through the Smithsonian Learning Lab (https://learninglab.
si.,edu/), an online platform that facilitates access to millions of Smithsonian resources,
which include images, recordings, texts, websites, and more.

Collaborating with the Smithsonian offered a unique opportunity to test, both face-to-
face and virtually, the effectiveness of digital storytelling to enhance the 4Cs (Creativity,
Critical thinking, Collaboration, Communication) in both formal and informal learning. The
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researchers had access to the Smithsonian digital collections within the context of SCLDA's
ongoing development of new heritage-related learning resources, and involvement in
public engagement programmes that support different types of learning.

This paper will explore in particular the integration of the Digital Storytelling (DS)
methodology into the Smithsonian Learning Lab; the adaptation of the five-step DS
process during pilot workshops; the impact of the DS approach on participants; and
the potential of integrating this methodology into online learning resources and for
community engagement.

All of the pilot programmes took place in spring 2018 in the Washington, D.C., area,
with multiple audiences: secondary school educators, and pairs of parents and their
middle-school children. These audiences came from SCLDA’s ongoing public engagement
programmes: a professional development series for community college educators
(Montgomery College-Smithsonian Fellowships, in suburban Maryland) and, and a
community literacy programme (Fairfax County Public Schools Family Literacy Program, in
suburbanVirginia). The pilot programmes were designed and developed by the researchers
in collaboration with educators in several museums and partner organisations together
with DS experts, and were presented in both formal and informal learning settings.

Workshop participants engaged in a self-reflective process whose goals were to
understand if and how Digital Storytelling can enhance the 4Cs; to identify which step/s
of the creative process has/have had an impact on a particular skill; and to highlight
any moments in which their emotional responses and feelings supported the learning
process. The researchers also intend to recognise any limitations and challenges of the
DS methodology when applied to explore how individuals connect personal memories to
museum objects.

1.2 The Smithsonian as Research Partner

The Smithsonian Institution’s strategic plan (2018-22) presents a vision of engaging and
inspiring “more people where they are, with greater impact, while catalyzing critical
conversation on issues affecting our nation and the world.” This strategy includes
addressing complex challenges, understanding and having impact on 21st-century
audiences, and reaching ever larger audiences through a digital-first strategy.

The Smithsonian Center for Learning and Digital Access, the central education office of the
world's largest museum, education, and research complex, develops models and methods
for digital learning through practice, research, and evaluation. In 2016, SCLDA launched
the Learning Lab (learninglab.si.edu), a digital platform that enables broad access to and
creative use of Smithsonian digital resources in art and culture, history and the sciences.
The Learning Lab digital platform enables teachers and learners to discover and use the
Smithsonian’s rich educational resources - millions of objects, artworks, articles, videos,
lesson plans, and more - by building them into “collections” for use with students.

The Learning Lab includes flexible tools for working with resources in several ways. Users
can upload images and text (for example, a teacher’'s worksheet or student work), as well
as resources and links from other museums, websites, and significant digital repositories
such as the U.S. Library of Congress. Here are just a few of the functions users may use:

+ add “hotspots” to highlight areas of interest on an image
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+ upload discussion or quiz questions to support deeper analysis of an object or
topic

* use a sorting tool to order or categorize resources on a spectrum or timeline

* use a citation tool for uploaded resources in order to support good academic
practice and digital citizenship.

From a broader perspective, the Learning Lab allows teachers to build upon the collective
knowledge of the group by copying and adapting for their own students’ collections
that another user (whether teacher, student, museum educator, or lifelong learner) has
created, without losing the trail back to the original creator.

As the Lab matures and thousands of collections have been published in it, SCLDA
educators are engaging with educators across the globe, not only to share with them
the Lab’s functions and uses, but also to explore the ways in which the Learning Lab
can support both formal and informal learning. Working together with the School of the
Arts, English, and Drama at Loughborough University to use the Learning Lab for digital
storytelling opens up a new methodology with broad appeal to educators from all content
areas in both formal and informal learning environments, as they look for ways to build
critical skills using digital media. In addition, by developing and then sharing the digital
stories of participants (only with their permission) online through the Learning Lab and
at public heritage-related events, we address the Smithsonian’s responsibility to present
a full, nuanced view of the contemporary world, while empowering and giving voice to
those less often heard (Lowenthal 2009).

2. OUR STARTING POINTS - FRAMING THE RESEARCH QUESTIONS
TOGETHER

The opportunity to experiment with Digital Storytelling within the Smithsonian Learning
Lab arose from an Arts and Humanities Research Council - AHRC fund that gives U.K.-
based researchers the chance to spend a period abroad in one of the five institutions
involved in this International Placement Scheme. “Storying the Cultural Heritage: Digital
Storytelling as a Tool to Enhance the 4Cs in Formal and Informal Learning” was one of
the five research projects funded in 2017 and was the only practice-led among them. Its
concept emerged from previous reflections about ‘the value of personal truth” (Rappoport
2014) between the two researchers who developed the project proposal and evolved
as a collective journey that involved diverse target audiences to explore the emotional
impact of storytelling in a learning process aimed at enhancing active and deep learning.
Moreover, as with any journey, it required a shared attitude to openness and the desire
to be surprised by something not originally anticipated.

The research questions that drove researchers and participants (they also were involved
at an early stage to help frame and design the research process) focused on:

* How can “storying” cultural heritage represent a way of making information come
emotionally alive in a learning process aimed at improving 21st-century skills?

+ How can digital storytelling enhance the 4Cs (Creativity, Critical thinking,
Collaboration, Communication) in formal and informal learning?
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+ How can the Digital Storytelling (DS) process become a teaching strategy in the
Smithsonian Learning Lab?

3. WHAT WE DID WITH MULTIPLE AUDIENCES

The “Storying the Cultural Heritage” pilot aspired to challenge DS as a method by
emphasising the importance of co-designing the process itself with participants, and by
moving from the five-step process (briefing/story-circle, story-writing, audio editing, video
editing, screening/sharing) to a context-tailored approach.

Multiple audiences were engaged not only to evaluate potential diverse impacts on
different stakeholders, but mainly to co-design the workshop itself in a way that would
identify specific needs and objectives and maximize participation. In particular, because
incorporating DS in the Smithsonian Learning Lab as a teaching strategy for both formal
and informal learning was planned, participants’ engagement at an early stage of the
research process was essential to understand how to balance the digital component with
the human touch in a way that would facilitate deep and active learning.

After a few warm-up activities run in collaboration with the Smithsonian National Portrait
Gallery and the Oyster-Adams Bilingual Middle School in Washington, D.C., to test ways
in which to cross multiple barriers and challenges (emotional, linguistic, cultural) and also
how to structure the workshop when working with large groups, the two main activities
were developed and carried out: the first, in chronological order, was a workshop entitled
“Pertenecer: Using Museum Objects to Prompt Stories and Explore Sense of Place and
Belonging” to try out the approach in an informal, multigenerational education setting;
the second was “Explore Teaching with Digital Storytelling: An Interdisciplinary Workshop”
with participants who wanted to experiment with DS and the Learning Lab in formal
education.

3.1 “Pertenecer: Using Museum Objects to Prompt Stories and Explore a
Sense of Place and Belonging”

The theme, structure, and aims of the workshop “Pertenecer” were identified and co-
designed with educators Micheline Lavalle and Florencia Lavalle from the Fairfax County
Public Schools’ Family Literacy Program, Beth Evans of the Youth and Family Programs
division of the Smithsonian’s National Portrait Gallery, and Elizabeth Scotto-Lavino of
George Mason University in Virginia.

“Pertenecer” was offered as an extension of the Family Literacy Program, an ongoing
collaboration between the Smithsonian Institution and Fairfax County Public Schools that
promotes English Literacy and supports learning for the whole family. The primary target
audience of this programme is immigrants in Fairfax County, Virginia (United States).
Some immigrants are recent, others have lived in the United States for a long time, but all
are in the programme to learn English and develop advocacy and leadership skills. Few
families in this programme have had exposure to the arts, given that they came from low-
income families in rural areas, and lack formal education.

During the three-day workshop (3 hours a day), facilitators adapted the five-step Digital
Storytelling process to encourage active intergenerational dialogue, overcome language
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and digital barriers, enhance participants’ learning, and explore how to integrate the use
of artifacts as prompts for the storytelling process.

The researchers made and published online a Learning Lab collection (http://learninglab.
si. edu/q/ll- c/0dpY76mxRzzGdVRc) that gave participants access to information, prompts,
and materials (in both Spanish and English) before the workshop, and served as a visual,
collections-based guide during the three days. It was also the space where participants had
a chance to upload their digital story and see their “object” become part of a Smithsonian
online collection. During the workshop we gave everybody access to the Learning Lab
not only to make participants aware of the specific activity that we were running and the
available tools linked to each stage of the storytelling process, but also to show them how
to search on the Smithsonian digital platform for images that could be useful in editing
their video.

To blur the boundaries between digital and un-digital the researchers tried different
approaches, so that the digital component attracted the younger participants but was not
a barrier for their parents and grandparents. On the first day (scheduled for the briefing
and the story-circle), presenters printed out the images of the paintings and sculptures
included in the Learning Lab collection to prompt stories on “pertenecer/sense of
belonging” and the “flow of ideas and thinking aloud” (Sadik, 2008). Using these artifacts
rather than personal obj ects to facilitate discussions within the group, researchers asked
participants to stand next to the image that was the most meaningful from a personal
perspective. Then participants explained why it was meaningful by recounting the
memories evoked by that object. This was essentially the stage of the DS process that
offers “a way of building group rapport through emotional exchange and sharing ideas”
(Coleborne & Bliss, 2011). All of the images were of artifacts presented in the exhibition
The Sweat of Their Face at the National Portrait Gallery, which the participants visited
during the second workshop day.

-

Figure 1: Participants talking about the images printed out from the Smithsonian Learning Lab
collection as a prompt for the storytelling process

In the Smithsonian Learning Lab all the images have metadata that includes such
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information as title, provenance, date, and sometimes historical or artistic context (much
like the accompanying contextual information given in exhibition labels in a museum).
This information was not given to the participants so that they would reflect instead on
their personal and emotional connections with these artifacts, without consideration of
the museum'’s interpretation. The idea behind this choice was to move from a cognitive
approach to museum objects to an emotional one, where the priority was for each
participant to empathise with the object’s story.

As Beth Evans notes, in this way “participants were connecting portraits with their own
lives,” so when they visited the museum the following day to discuss the exhibition with
the museum educator, they didn't feel intimidated by “a lack of knowledge” because they
already had their connection with the object.

Choosing a specific exhibition that highlights the importance and the role in society of
everyday people also facilitated participants’ engagement, especially for this target group.
People generally perceive portraits as a sign of power, and visitors may believe that they
are supposed to know the stories of the people in power. For this reason, if visitors do not
know their stories or do not recognize the person represented in the portrait, they may
somehow perceive in themselves a lack of knowledge.

However, as suggested by Beth Evans, “Digital Storytelling revealed itself to be such a
natural fit for the National Portrait Gallery because they [DS and portraits] both unlock
personal narratives and the uniqueness of each story.”

Figure 2: Group selfie at the end of the visit to the Smithsonian National Portrait Gallery

After they visited and talked about the exhibition (in particular how the stories behind
the museum objects could inform their own narratives), participants had a preview of the
video editing software that would be used on the third and final day. Researchers playfully
delivered this tutorial, involving one young Spanish speaker participant who was trained
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in advance on how to use WeVideo, in a sort of quiz on the secrets of video editing. A
facilitator asked questions in English, and the participant with experience in video editing
answered in Spanish while showing on a screen the main features of the software.

Day three focused on the production of the stories and was facilitated in a way that
could support intergenerational dialogue within each family group. As Micheline Lavalle
summarised, “Digital Storytelling helped participants to bridge three intergenerational
gaps: the technology gap, the language gap and the ‘teen’ gap. Very few of these families
have access to technology, but the children do, so the gap widens. And not only the
language gap widens, because parents do not speak English, but also the technology gap
widens; and the teens’ gap, as children in their teens do not want to talk to their parents.”
By facilitating discussions around the artifacts (via the Learning Lab collection and at the
museum) and supporting collaboration during the production of the digital stories, the
workshop helped participants identify these gaps (which are sometimes hidden or tacit)
and use the “tools” given them through the DS process to reduce those barriers.

A testimony of this fruitful collaboration within family groups are two digital stories in
particular, onein English, “Pertenecer: My Life Story,” made by Marisa; the other in Spanish,
“Recuerdos de Guatemala,” made by Marisa’s grandmother, Olga. Marisa and Olga speak
both languages fluently, but they decided to write the script and record the voiceover in
the language that they felt to be closer to the theme and feelings they were exploring,
even though when they shared orally for the first time the story within their family group,
they both spoke in English. This was the first time that both Marisa, a teenager, and
Olga, in her 70s, edited a video, but while working side by side, facilitators perceived no
technical barriers. The main focus for both of them was supporting each other to express
the meaning of “pertenecer/belonging” from their perspective in a way that nourished
their mutual understanding about the personal challenges they encountered when they
moved from one country to another, each at different stages of their lives.

Figure 3: “Pertenecer: My Life Story” http://learninglab.si.edu/q/ll-c/0dpY76mxRzzGdVRc#r/377707
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Figure 4: “Recuerdos de Guatemala” http://learninglab.si.edu/q/ll-c/0dpY76mxRzzGdVRc#r/377709

“It's very moving for me to see how important the workshop was to them individually and
how the group came together to form a group culture,” commented Micheline Lavalle.
“Even if it was only three days, only three hours per day, you felt at the end that they were
all connected somehow by sharing the experience and listening to each other’s stories.
The communication between the (grand)parent and the child was the most beautiful
aspect. It is an experience they won't forget.”

“Pertenecer” was a pilot activity at Fairfax County Public Schools; feedback from both
educators and participants suggests it will not be an isolated opportunity. “They keep
asking when is the next one,” said Micheline Lavalle, “so we are ready to go. | would love to
give my students a chance to tell their stories as part of their ESOL program because our
approach is not about teaching English, but it is about connecting learners to a culture.”
Also, as “Pertenecer” has already shown, personal stories reveal a sense of belonging as
a universal need: not only belonging where we are, but also carrying that belonging from
the past, through culture, language, and ethnicity.

The effectiveness of using museum objects as a prompt for storytelling was also relevant
as a means of validation. Florencia Lavalle, a young artist and bilingual educator noted:
“Participants were fully engaged in the project because they were exploring the concept
of ‘pertenecer’ throughout the process also during the visit to the museum, and they were
making their video in that context . . . They felt that connection in a deeper way. It was
not only about making their personal stories but also about hearing other stories and
making clear that we are all part of culture.” This sense of belonging was also supported
by their understanding that their video would be “displayed” in the Smithsonian Learning
Lab collection together with the artifacts that initiated the whole process.

3.2 “Explore Teaching with Digital Storytelling: An Interdisciplinary
Workshop”

“Explore Teaching with Digital Storytelling” was a hands-on interdisciplinary workshop
organised by the Paul Peck Humanities Institute at Montgomery College and the
Smithsonian Center for Learning and Digital Access, designed for faculty in all disciplines,
as well as other staff members and librarians. Montgomery College students’ ages range
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from 18 into the 70s. Some faculty and staff members had already had DS training
sessions, but none had ever applied the methodology in their teaching or for any other
professional use.

When Sara Bachman Ducey, professor of nutrition and food, college-wide chair of
integrative studies, and director of the Paul Peck Humanities Institute, invited the college
staff to participate in this workshop, she was overwhelmed by requests from people
wanting to attend, even though it was held during their vacation period when they were
off campus. The main attractors included the following:

+ the workshop was organised with the Smithsonian Institution, which has been
running a prestigious Fellowship Program with Montgomery College for more than
20 years;

* itwas facilitated by an academic coming from a different discipline and potentially
bringing a new approach;

*+ itwas oriented for direct application in their teaching;

+ it was multidisciplinary and gave staff members an opportunity to share
experiences with colleagues whom they seldom meet.

They also appreciated being consulted regarding the length of the workshop and the needs
to be addressed. In response to participants’ requests, researchers designed two separate
five-hour sessions at the school’'s Rockville campus, with two groups in two consecutive
days, totalling 55 participants over the two sessions. A third workshop took place at the
Smithsonian Center for Learning and Digital Access in Washington, D.C., for students as
well as faculty members who had not yet completed their stories. It was a stimulating
challenge to have to deliver such a short DS workshop, during which researchers still
wanted to test how to integrate museum objects to prompt the storytelling process and
include the DS method in the Learning Lab as a teaching strategy. This challenge provided
the opportunity for the researchers to reflect more on how to develop a Learning Lab
collection (http://learninglab.si.edu/q/ll-c/XbHKgkU3zdYeORpB) in which participants
could find supporting materials to help them grasp the meaning and aims of the DS
process within this specific context.

Figure 5: The Learning Lab collection was also used to guide us during the DS process.
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None of the faculty members interviewed after the workshop identified the lack of time
as an issue. For the majority of them, having the link to the Learning Lab collection in
advance was not only helpful to optimise their workshop time, but it also represented
an implicit way to understand how to use the Learning Lab for their teaching and how to
replicate a similar experience with their students.

Regarding workshop facilitation, participants greatly appreciated that the workshop was
organised but not too structured so that they had the opportunity to share thoughts
and reflections with the facilitators and the other colleagues who came from a variety of
disciplinary backgrounds. In particular, they perceived that the production of the video
per se was not the priority. Instead, the primary focus of the workshop (facilitated as
a “meta-workshop,” during which actions were both performed and analysed) was not
on the making process. Rather, the focus was on the deep exploration of DS as tool to
transform their students from “knowledge consumers” to “knowledge producers,” using
the Learning Lab as a “safe digital space” in which to find authenticand reliable information,
whilst freeing their own creativity by making “surprising products” (Simonton, 2012).

A few participants included images from the Smithsonian Learning Lab in their digital
stories and used them for a variety of reasons: from the most obvious lack of personal
images to the well-planned intention of showing their students possible and unexpected
ways of using these resources.

In the following examples, both storytellers used museum objects in the video-editing
phase: in the first case, “The Capitulation of Granada,” Eddy Arana, a professor of Spanish
and German, approached artifacts from a cognitive angle to emphasise the understanding
of the contents represented; in the second case, “The Boots. Thoughts from the Waiting
Room,” Kate Snyder, a professor in the nursing program, used Learning Lab images to
reduce (perhaps unconsciously) the emotional intensity of a personal story that was
produced for a didactic purpose, after having experienced some challenges during the
voice-recording process.

Figure 6: The Capitulation of Granada http://learninglab.si.edU/q/Il-c/XbHKgkU3zdYeORpB#r/402935
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Figure 7: The Boots. Thoughts From The Waiting Room http://learninglab.si.edu/q/ll-c/
XbHKgkU3zdYeORpB#r/402939

“Using the Learning Lab,” explained Eddy Arana at the end of the DS workshop, “needs a
very specific approach, knowledge of resources that can be incorporated in a story. As a
teacher, | find it helpful to show what a museum can offer and help students use artifacts
creatively, rather than being a passive consumer. Also, it is appealing to our natural sense
and ability to communicate and receive (visual) messages.”

Another faculty member recognised that “there is a lot of ego in teaching, and students
need to feel empowered to make their learning more satisfying. The most important thing
that DS demonstrated,” he said, “was that students can leave with something they created
and not something that everybody made in the same way. And for their learning process,
it is so important to have something so unique.”

4 WHAT WE LEARNED

Four months at the Smithsonian Center for Learning and Digital Access gave one
researcher the opportunity to rethink and challenge Digital Storytelling as a practice and
explore the potential of using this method to enhance 21st-century skills. In particular,
our incorporating Digital Storytelling as a teaching strategy in the Learning Lab supported
a new workshop structure, one designed to facilitate effective intergenerational dialogue,
overcome language and digital barriers, and enhance participants’ learning.

This project demonstrated an ideal fit to marry the use of the Learning Lab with DS,
especially for object-based learning. In addition, the collections produced for the two
workshops offer models to support replication.

For the general public involved in informal learning, applying DS in the Learning Lab was
very rewarding because they had the perception of being knowledge producers, as if their
intellectual production was as meaningful as an artifactin the museum. Seeing their digital
story uploaded in the same place gave validation to the participants who could share
their product through the web link, and it also enabled creativity since the Learning Lab
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collection can now be copied and adapted by other users. For the participants involved in
formal learning, the combined use of the Learning Lab and DS during the training process
effectively modelled the use of the Learning Lab and represented a new entree for digital
users to the platform itself.

From a DS and workshop facilitation perspective, the main takeaways are that:

+ co-designing the structure and aims of the workshop is essential especially when
learning and social interaction are paramount to the experience and the process;

+ facilitating a meta-workshop with educators involved in formal learning
represented an enriching process for all the people involved (including the
facilitators), and dismantled those potential barriers that teachers can build up
when they assume the role of learners;

+ removing the focus on the production of the stories and emphasising the
importance of the process can appear controversial, but it enhances learning
outcomes: even if the screening session did not include all the videos produced
by the participants, or even if it involved only the sharing of some draft edits, the
process did not lose its effectiveness. Further, the sharing phase was extended
online as participants continued to complete and submit their digital stories after
the end of the workshop for inclusion in the online Learning Lab collection.

Reflecting from a 21st-century learning perspective, this research project exemplifies how
using both DS and the Learning Lab together unlocks creativity and demystifies the use
of cultural artifacts for teaching. It also shows how the combination of the two increases
accessibility in different ways for different stakeholders. Regarding the 4Cs (Creativity,
Critical thinking, Communication, and Collaboration) researchers learned that these skills
are often combined, and it is difficult to separate them. Skills are developed through
different stages of the DS process, and the primary challenge - still to be explored in future
research - is how to assess these skills through DS. The majority of the educators involved
in this project acknowledged that “Crea-tical thinking” (meaning a combination of Creativity
and Critical thinking) is the essential skill to be enhanced in the younger generation, to
help them cope with complexity and change in today’s digital world (Trilling & Fadel 2009).
As a remedy to this lack of abilities and dispositions in identifying, understanding, and
creating multiple perspectives, this research suggests bringing multiple voices to the fore
and using storytelling as a way to do so.
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Beyond the physical/traditional narration, nursery teachers in modern Greek kindergartens,
attempt to integrate digital storytelling into their daily teaching plan. This pilot research with
fifty participated preschoolers aimed to compare the impact of the nursery teachers’ voice
on the preschoolers during physical/traditional narration (physical storytelling) and narration
with modern technological media usage (digital storytelling). After each kind of narration,
preschoolers were personally interviewed in order to reveal their degree of comprehension
of the myth (cognitive approach) and the status of their impressions and emotions (psycho-
emotional approach). Despite results revealed a variety of differences between the two types
of narrations regarding the cognitive and emotional level of preschoolers, both of them are
considered to be pedagogically useful for teaching efficiency.

1. INTRODUCTION

What is actually examined in the present study are the differences that are created in
learning dynamics which is developed between an ancient Greek myth narration with the
traditional way - which in this paper is referred as physical storytelling- to preschoolers
comparing with the modern way of digital storytelling usage. The narration of myths or
fairy tales according to traditional way in preschool classes all over the world is a fact
that happens for many decades. It is a common and beloved activity for children and
nursery teachers because in the fantasy of children some characters during narration are
born; colours, sounds, situations, facts emerge and so many other things happen that
attract the interest of preschoolers. Who has been employed in a kindergarten or has
been attended teaching activities taken place in this and have no seen the nursery teacher
sitting in the circle keeping in his/her hands an illustrated fairy tale and trying to narrate
a story to the preschoolers who are sitting around with eyes looking straight ahead to
the narrator's face and with widely open ears in order to carefully listen anything has
been said, while nursery teacher discloses with his/her vocal changes and body language
usage, the magic world of the narrative speech, aiming at releasing that speech from a
written text's formality?

Times are changing quickly and technology further more than that. Technology, which
is aiming at its more actively and more deeply be introduced in the framework of 21st
century education seems that found the best way to take the teaching position of nursery
teachers by almost absolutely occupying it with the usage and implementation of digital
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storytelling products. This kind of products are provided with excellent visual and audio
abilities that are extremely attractive and lured for the children of preschool age as any
other audio-visual implementation in general is for humans of any age (tv, tablet, smart
phone etc). Within this framework and having to choose among two ways, methods or
techniques of narrating, that one based on physical storytelling, meaning that one which
is taking place with traditional narration way, live, face to face; and the other one which
is the digital storytelling, researchers are going to seek which one may be the most ideal,
focusing on the investigation of learning and emotional impact that both ways of narrating
have on children of preschool age. As usually happens, the results of any comparison
among something that represents tradition and something else that represents modernity
are expected to be very interesting.

2. NARRATION AND STORYTELLING

Most people are born to be storytellers. They have the charisma of narration which is their
second nature. They know not only what to say but how they have to speak in order to
attract the interest of the audience. They are very expressive persons and enjoy to convey
narratives about their experiences or listen to the narratives and myths that may affect
their lives in a positive or negative way. Every culture has its own stories or narratives,
which are shared as a means of entertainment, education, cultural preservation or
instilling moral values. All cultures and societies possess their own stories or narratives
about their past and their present, and sometimes about their view of the future. These
narratives include mythical or legendary creatures, stories of greatness and heroism, or
stories of periods characterized by victimhood and suffering. Narration differs in some
way from Storytelling which describes the social and cultural activity of sharing stories,
sometimes with improvisation, theatrics, or embellishment. According to the most usual
definitions which are included in dictionaries and in related literature in regard to the
etymology and interpretation of the term “narration”, it is stated that narration is the
use of a written or spoken commentary in order a story to be conveyed to a person or
audience (Huhn & Sommer, 2012). Actually, narration is the act of telling a story, it is
a spoken description of events (Cambridge dictionary). Narration encompasses a set of
techniques through which the creator presents or communicates its own story by his
narrative point of view, with a unique narrative voice; and in the narrative time he prefers
(past, present, or future). The cornerstone of each narration is the narrator who conveys
the story. A narrator is a personal character or a non-personal voice that the creator
(author) of the story develops to provide the audience with information about the plot. In
the case of most written narratives, the narrator typically functions to convey the story in
its entirety. Some stories have multiple narrators. The narrator as the “master of the plot”,
he usually knows everything about the involved heroes, the situations they deal with; and
what has happened in the foreground or the background in details. He knows everything.

Despite crucial elements of stories and storytelling include characters, plot and narratives
point of view, the term “storytelling” can refer in a narrow sense specifically to oral
storytelling and also in a looser sense to techniques used in other media to unfold or
disclose the narrative of a story. Modern storytelling has a broad purview. In addition to
its traditional forms (fairytales, folktales, mythology, legends, fables etc.), it has extended
itselfto representing history, personal narrative, political commentary and evolving cultural
norms by using digital technology. New forms of media are creating new ways for people
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to record, express and consume stories. Tools for asynchronous group communication
can provide an environment for individuals to reframe or recast individual stories into
group stories (Ziegler, Paulus & Woodside, 2014). Digital platforms, such as those used
in interactive fiction or interactive storytelling or in web documentaries production,
employ storytelling narrative techniques to communicate information about their topic
(Donovan, 2017). Contemporary storytelling is also widely used to address educational or
psychological objectives due to its didactic, cathartic and therapeutic effect (Cajete, Eder
& Holyan, 1010; Birch & Heckler, 1996).

3. NARRATION OR STORYTELLING IN EDUCATION? TOWARDS A
THEORHETICAL FRAMEWORK.

Up to today, narration in most of the schools is implemented by its classic or traditional
method which includes physical appearance, live and face-to-face communication.
Gradually, this method is getting substituted by digital storytelling, as it has happened
years ago with the teaching of music in Greek elementary schools, that time when primary
education teachers due to the lack of their musical knowledge, they stopped teaching
music and songs by using musical instruments and instead of them they utilized a cassette
player or a CD player soon later.

The introduction of digital storytelling in schools as a modern teaching practice, it globally
constitutes an extremely current issue of pedagogical dialogue and problematization as
some benefits are under discussion comparing to potential dangers that may emerge in
regards to its implementation in teaching procedure. Actually, the problematization is
abouttheintroduction and integration of modern technological appliesin along term basis
and over time formated teaching model which requires narration to be implemented only
with the traditional, classic and live procedure. Such kind of problematization had been
developed over the decades of 1980 and 1990 in U.S.A. and other countries regarding the
usage of television within the framework of educational tv teaching programs which had
received positive and negative critic as they constituted at that time the spearhead of high
technology (Fulford & Zhang, 1993; Hackman & Walker, 1990). Nowadays, computers that
more or less have replaced the role of educational tv programs are considered to be the
spearhead. As known, in the framework of media literacy development within education
of the 21st century, computers support every form of digital teaching of which digital
storytelling is a basic technique.

Within the framework of a modern problematization, the following benefits of digital
means and applications usage in school and/or educational environment are highlighted,
which according to the international literature (Muijs et al., 2011; Sharp, 2004) are generally
constituted by the immediate access of each individual in an trustful educational material
which is globally produced, the possibility to openly communicate with educators into
special chat rooms, the usage of YouTube as an trustful and extremely well informed
audiovisual mean of teaching that additionally operates as information bank, the almost
unlimited possibility each individual to have access to the global human knowledge among
various social teams, educational levels etc.

More specifically, the most cordial supporters of digital means and applications usage
in teaching and more widely in educational procedure, claim that this kind of usage is a
great assistance for students due to audiovisual potential provided which has the power
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to motivate them in discussion participating with classmates in order thoughts and
opinions on various issues be exchanged, in problem solving and question responding
in regards to what they have seen or heard. All of them are attributed to a numerous of
presentations and representations that visual reality creates in students’ mind and makes
them be understood like were real facts.

Furthermore, students might continue or repeat the attendance in a lesson even they stay
into cosy home environment. In general, the usage of digital applications in education
gives students the opportunity to have access to uploaded information, to instructions
about essays and homework, to key notes of a lesson or to additional teaching material
that provide them with more information or exercises for any course. Especially those
students who need to be absent from the classroom for a long time have the potentiality
to attend all teaching actives taken place during their absence in order to being able to
follow the class after they return back.

The greatest benefit of digital applications usage is considered to be the way that they are
used in education of individuals of any age as it happens for instance to those who attend
adult distance learning programs and who due to extremely serious reasons they could
not graduate from school or attend higher studies (Fuller, Heath & Johnston, 2011). Thus,
staying at home those individuals and avoiding the immigration stress and consequently
the high cost of studies, they have unlimited access to knowledge by overcoming
their exclusion of that specific social good, despite they lose in parallel useful learning
processes and teaching experiences which might possibly acquire with their participation
in programs requiring physical appearance.

On the contrary, those who are sceptical about digital applications teaching usage,
they consider ignorance or the difficulty of students’ and teachers’' usage to be of the
main dangers or disadvantages of their introduction in education until they receive the
appropriate knowledge. This knowledge, which is demanding plenty of time, might include
greatsuffering for the users especially in case they use a different orincompatible software,
a situation that needs the re-training of teachers and students. Moreover, as wasted time
it is considered the seeking and gathering information from the internet when problems
of connectivity or accessibility in specific websites are needed to be solved. Also, digital
written communication is considered to be time wasted. It is estimated that triple time is
needed in case an information with cognitive and emotional content is communicated in a
digital environment than time needed in a traditional classroom. Namely, it is considered
that digital applications usage in educational and teaching procedure does not only reduce
the limited interpersonal contacts and social interactions that it creates but furthermore
it “steals” the vital time for the achievement of an effective communicative procedure
which is irreplaceable for each human being and thus extremely valuable to be wasted in
computers’ usage.

Despite any scepticism about digital means and applications usage in education, what
the most educators are being scared of -albeit they never confess it- is the danger of
underestimation of their work or even more their future replacement by teaching
machines. If this would ever happen, then consequences might exist for sure in many
levels of human interpersonal relationships and consequently in teaching, due to a
series of factors which would be changed. For instance, in cases of narration and digital
storytelling upon which we have worked in present research, the voice of narrator as a
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contributing factor in cognitive understanding of the Aesopian myth and its emotional
approach, it certainly plays its own significant and discriminative role. In case of narration,
preschoolers see the narrator and they lively listen to her voice accompanied with all
necessary vocal tones and combined with other nonverbal signs that are being sent with
body language (Stamatis, 2015; Stamatis, Papavasileiou, & Ntouka, 2014). In case of digital
storytelling, preschoolers listen only to the narrator’s voice, combined with various vocal
tones which are without non-verbal signs. As it is known (Solomon & Theiss, 2013; Knapp
& Hall, 2010), this is something that restricts and sometimes annihilates the possibility of
narrative better understanding. Despite all of them, the research approach of this issue as
it is below presented; it is estimated to shed more light on issues that have already been
set into the theoretical framework of present research.

3.1 Purpose of the research

The narration of myths and fairy tales in kindergarten is a very common and popular
activity for preschoolers. Quite frequently, it is also used by nursery teachers as a method
to introduce and teach cognitive concepts. Changing the traditional way of presenting a
fairy tale and replacing it with a modern method, such as digital storytelling, is speculated
to bring remarkable and beneficial results to learning of preschoolers. In this case, it is
possible that children have a lively interest in the combination of image and sound, more
than they exhibit during the traditional narration, while simultaneously; they are more
engaged and less likely to be distracted.

Within the framework of the above mentioned hypothesis, the purpose of this research
is a comparative study of teaching effectiveness, as it is revealed by the answers of
preschoolers, who initially attended the narration of an Aesopian myth with traditional
method, and then they attended the same myth through digital storytelling, i.e. with an
innovative teaching method.

Through the study and process of preschoolers’' responses, as recorded in their structured
interviews, an attempt is made to interpret and understand the cognitive and emotional
goals, which were set by the researchers, in order to draw conclusions about which of
the two teaching techniques is considered to be more effective for the education and
psycho-emotional development of preschoolers. In other words, the main purpose of the
research is to investigate whether preschoolers understood the Aesopian myth better
with physical or digital storytelling, and whether more feelings have been created in
preschoolers, by attending the myth with one of the two applied teaching methods or
teaching techniques as they essentially are.

3.2 Sample of the research

The research was conducted in May 2018 in two public kindergartens of the Municipality of
Rhodes. One hundred (100) interviews were collected by preschoolers. Fifty (50) of those
interviews were related to the physical/traditional storytelling of the Aesopian myth titled
“The turtle and the eagle” and the other fifty (50) were related to the digital storytelling of
the same myth. This particular myth was selected because its moral and the message it
contains. They are both simple and comprehensible, and therefore there is no need for
any intervention by the researchers for further clarification. In this research, fifty (N=50)
Greek preschoolers participated, aged between four (4) and six (6)-year-old, 24 boys and
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26 girls.

3.3 Data collection instrument

The main data collection instrument of this research was a double-entry sheet of eleven
questions, in which preschoolers’ responses were registered by conducting a semi-
structured interview. More specifically, after each presentation of the myth, preschoolers
were asked to answer ten questions, with the support of six student-assistant members
of the research team, because children of this age do not know how to read and write. The
interview consisted of two parts. The first part consisted of five comprehension questions.
This set of questions was designed to study the extent to which preschoolers understood
the myth, in order to determine which narrative method helped them better understand
it (cognitive questions). The next five questions were intended to elicit the feelings the
myth created to preschoolers in each narrative method (emotional questions). Lastly,
there was an eleventh question, which pertained to the identification of the preference of
preschoolers with regard to the method of narrating the myth, and the preschoolers were
asked whether they liked the physical storytelling of the myth or the digital storytelling. This
particular question was asked at the end of the research process, after the presentation
of the myth by both methods.

3.4 Research procedure

Initially, the myth that would be presented to preschoolers was selected and then the
research team sought for a brief digital storytelling of it. After finding a pretty short version
of the myth in YouTube (https://www.youtube.com/watch?v=8EeemOQW-Rg), with
duration 02:41 minutes, then the dialogues of the video were transcribed and transferred
in paper form, so that preschoolers could hear exactly the same story. For the purposes
of myth narration, in traditional way, an improvised, printed, illustrated myth was created.

Following, by arrangementwith the nursery teachers of the two participated kindergartens,
the research team visited the kindergartens during the agreed days and hours. In the
first phase of the research, the narrator narrated (physical storytelling) the myth to
preschoolers, who were gathered in the Circle Time Area. When the narration with the
traditional method finished, the assisting members of the research team, after a brief
introduction, asked the preschoolers the first ten questions of the questionnaire, leaving
only the eleventh for the final phase of the interview, as mentioned above. In each
qguestion sheet, the university students noted, not only the answers they received during
the interview, but also each preschooler’s first name, in order to call him/her back in the
second phase of the research.

After all preschoolers in every class answered the ten questions, the researchers
proceeded to present the myth with the computer’s help. The preschoolers were gathered
again in the Circle Time Area where they attended the digital storytelling. Then, with the
aforementioned interviewing process, the assistant members of the research team asked
again the same questions to preschoolers for the second time and noted their answers
on the same answer sheet. At the end of the structured interview process, preschoolers
were also asked to answer the eleventh question.
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3.5 Research results: Comments and interpretations

It is estimated that the results of the research will help to improve the educational
process, with beneficial effects on the learning ability and emotional intelligence of
preschoolers. Because of the limited abstract and logical thinking that characterizes
children at preschool age, the sterile learning and didacticism which is unfortunately
the main characteristic of teaching in higher classes, cannot hopefully be applied as
teaching methods in kindergarten. For this reason, the cognitive subjects in kindergarten
are designed and taught through the usage of play, in order to be enjoyable and infer
meaning to preschoolers.

As previously mentioned, preschoolers were asked during the interviews the same
guestions after the end of each presentation. Therefore, two columns will be presented for
each question of the semi-structured interview. The column on the left with the indication
“narration” refers to the results that concern the narration made with traditional way.
The column on the right refers to the results that concern the responses provided by the
preschoolers’ after they attended the digital storytelling.

The results of the research could be summarized in the following way as shown in Table
1. Regarding the first question (RQ1), preschoolers were asked about which animals
are in the fairy tale. As can be seen from the following percentages, 53% of the children
responded correctly after the physical storytelling of the myth. A percentage of 2% of the
children stated that they did not remember. After the digital storytelling, the percentage
of correct answers was 43%. This may be due to the presence of more animal images
in the digital storytelling, thus preschoolers added more animals to their response. The
second question (RQ2) asked preschoolers to answer what the turtle wanted to do, in
order to be happy. The percentage of correct answers is the same in both cases of myth
presentation. However, the wrong answers are more to the digital storytelling than to
the physical storytelling, but there is no child who does not remember to answer, as
happened in the same case of physical storytelling. The next question (RQ3) had two
stages. Firstly, preschoolers were asked about whether the turtle was flying and then
whether she managed to fly. As can be seen from the percentages below, in the first part
of the question, preschoolers’ answers are common to both narrative methods.

However, there is a variation of their answers to whether she eventually flied, since in
the physical storytelling 74% of preschoolers answered the question correctly, while in
the digital storytelling, 70%. The difference in preschooler's responses may be, again,
due to the number of images that appear in digital storytelling, which offer too much
visual data to preschoolers, who may face difficulty in processing and memorizing very
quickly, in order to remember them afterwards. This does not seem to apply in the case of
physical storytelling, where preschoolers rely exclusively on the narrator’s words and are
not influenced by a multitude of audiovisual stimuli. In the fourth question (RQ4), which
again was related to the understanding of the myth, preschoolers were asked about who
raised the turtle in the sky. According to the percentages below (Table 1), the correct
answers are common to both myth presentations. Preschoolers’ answers do not indicate
any differences to the next question of understanding the myth (RQ5), as the correct and
wrong percentages in the question of whether the turtle liked the fact that it flied, are
exactly the same.
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Table 1: Answers of cognitive questions

Interview: Part 1 Physical Storytelling  Digital Storytelling
(%) (%)
Cognitive Questions
R1 W2 DR3 R1 W2 DR3
Answers of RQ1 “What animals exist in the fairy tale?” 52 46 2 43 57 0
Answers of RQ2 “What did the turtle want to do, 96 2 2 94 4 0
in order to be happy?”
Answers of RQ3 (stage 1) “Did the turtle try to fly? 76 24 0 80 20 0
Did she manage to?”
Answers of RQ3 (stage 2) “Did the turtle try to fly? 74 24 2 70 28 2
Did she manage
Answers of RQ4 “Who took the turtle up in the sky?” 98 2 0 98 2 0
Answers of RQ5 “Did the turtle like flying?” 68 32 0 68 32 0

R1: Right, W2: Wrong, DR3: Don't Remember

The sixth question (RQ6) belongs to the second part of the interview, which attempts
to explore the feelings the myth created to preschoolers. In this question, there were
significant differences in preschoolers’ responses (Figure 1).

Physical Storytelling Digital Storytelling
79 2% e 12% 5% 0%
195% g I m’ 39%
46% 41%
= Sadness = Happiness = Sormow s Sadness = Happiness  Sorrow
Badly = Perfect Badly » Perfect

Figure 1: Answers of RQ6 “The turtle feels sad because she can't fly. How do you feel?”

As it can be noticed from the above graphs, both physical and digital storytelling have
created common feelings to preschoolers, butin varying degrees. The feeling of joy is more
evident in the traditional method (46%) in contrast to 41% in the digital method. Regret is
more pronounced in digital method (39%) than in traditional method (26%). The feeling of
distress is less pronounced in physical storytelling (19%) than in digital storytelling (12%).
The responses of children who felt “bad” are still almost equal in quantity in physical
(7%) and in digital storytelling (8%). Finally, there was also a small percentage of 2%, who
replied that they felt perfectly, only in the interview that took place after the physical
storytelling.
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The seventh question (RQ7) examines the feeling of jealousy, whether the preschoolers
feltjealous, as the turtle felt about the eagle. The following percentages (Table 2) show that
preschoolers have experienced a stronger sense of jealousy in the physical storytelling
(30%) than during the digital storytelling (22%). Obviously, the role the audiovisual stimuli
played has been decisive, since it appears to have affected children’s emotional state of
jealousy by putting them emotionally in the position of the turtle.

The eighth question (RQ8) explores the degree of preschoolers’ empathy, who were asked
if they understood the turtle’s sadness as her friends did. As in the previous question, the
majority of children understood the turtle’s worry after the digital storytelling (86%), while
the corresponding physical storytelling rate was 76% (Table 2).

Table 2: Answers of emotional questions

Interview: Part 2 Physical Storytelling  Digital Storytelling
(%) (%)
Emotional Questions

N1 Y2 DR3 N1 Y2 DR3

Answers of RQ7 “The turtle feels jealous because 70 30 0 78 22 0
the eagle can fly. Are you?”

Answers of RQ8 “The turtle’s friends understand 24 76 0 14 86 0
her sadness. Do you?”

N1: No, Y2: Yes, DR3: Don't Remember

In the ninth question (RQ9) preschoolers were asked to answer how they felt when the
turtle realized her dream. As can be seen from the pie-charts below (Figure 2), during
both types of narration the same feelings in preschoolers were created, but to a different
extent. Initially, the most intense emotion was that of joy, which was reported with the
same percentage in both methods of narration (80%). Then, the feeling of regret which is
slightly more pronounced in the digital storytelling (10%) than that one was revealed in the
physical storytelling (6%). Then the percentages of sadness (2%), happiness (2%), disgust
(2%) and indifference (2%) are equal in both narrative methods. On the other hand, the
percentage of preschoolers who did not feel anything is larger in traditional narration (6%)
than in digital storytelling (2%), which highlights the fact that digital storytelling has once
again attracted the interest of children more than physical storytelling and introduced
them into the myth, causing their feelings, even if those feelings are negative, such as
disgust or indifference.

84



Working Group 1

Physical Storytelling L Digital Storytelling

oo 6% 2% B

2% 1.'

2% 2%

BO%
s Sadness w oy Sarrow )
B S NieS s = Joy Cormaw
Happiness « Indifference = Nothing

Happiness = Indifference =« Nothing

® Discuss n Discuss
Figure 2: Answers of RQ9 “The turtle made her dream come true. How do you feel?”

The tenth question (RQ10) asked the preschoolers to answer how they felt when the turtle
realized that she does not have to fly to be happy. As the following pie-charts demonstrate
(Figure 3), the two narrative styles have created common feelings to preschoolers, but
with different intensity. It is impressive that most preschoolers did not respond by saying
how they felt, but they responded as if they were giving advice to the turtle. In physical
storytelling, therefore, the majority of children, i.e. 34%, replied that the turtle does not
need to fly to be happy, while the corresponding percentage in the digital storytelling is
31%. The next big percentage in physical storytelling, 24% said it was happy with the turtle’s
decision, while the same feeling was created by 25% in the digital storytelling. Then, in the
physical storytelling, 18% of preschoolers agree with the words of the turtle, while the
corresponding figure in the digital storytelling is 16%. After the physical storytelling, 6% of
the children advised the turtle to stay as itis, and after the digital storytelling only 2%. Also,
in the physical storytelling, 12% of preschoolers’ responses were equally divided into the
following answers: “She wanted to be on the ground because she feared”, “to fly” and “I do
not know”. On the other hand, the corresponding percentages in the particular answers
after the digital storytelling were 4%, 10% and 2%. Some children, 6% of them, after the
physical storytelling, responded “to stay as they are”, while after the digital storytelling
this figure was 2%. Finally, “sad,” “no” and “walking” were answers that counted less than
2%. These percentages relate to physical storytelling. After the digital storytelling, these
answers occupied respectively the following percentages: 0%, 8% and 2%.

As in the previous questions, the responses of preschoolers present variation in the range
of their answers. However, referring to the different narrative methods, the differences
between the rates of answers do not differ greatly.
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Figure 3: Answers of RQ10 “The turtle understood that she doesn’t have to fly to be happy. What do you
think?”

In the eleventh question of the interview (RQ11), preschoolers were asked about what
kind of storytelling they liked most. They actually were asked “Did you like the myth as
Mrs Afrodite told you or as the computer? Why?” The answers make the preschoolers’
selection more than obvious, since their overwhelming majority, 74%, said they preferred
the digital storytelling from the physical storytelling. The answers given by preschoolers
confirm the basic hypothesis of this research, which argued that children would be more
preoccupied with digital storytelling.

4. CONCLUSIONS

Modern digital means and applications which have made their presence more evident
in recent years in all areas of human existence, could not be absent from the field of
education as well. Their significance can be comprehended by their introduction as a
supportive subject in the Greek curriculum for the kindergarten. Taking this reality for
granted, the purpose of this research, as already mentioned, was to investigate the most
appropriate method of narrating a classic Aesopian myth to preschoolers. Through the
technique of structured interview, responses given by preschoolers were recorded and
interpreted. Those responses were the comparative criterion for the diagnosis of the
suitability of each evaluated method, namely the physical or digital storytelling.

The research focused on understanding the myth and creating feelings on the basis of the
two methods of narration. Researchers, based on preschoolers’ responses, have sought
to quantify the preference of the method of narrating a myth. The narration of myths or
fairy tales is one of the main activities within the area of kindergarten and perhaps the
most popular choice of nursery teachers for the introduction of an activity. For this reason,
narration should be based on children’s preferences in order to attract their interest more
intensively and to achieve the greatest possible learning outcomes.

As it emerges from the analysis and commentary of research results, emotions and not
understanding, are more dominantly pronounced in the digital storytelling. The degree
of understanding the myth does not show great divergence between the two narrative
methods. It could even be said that children understood the myth to a greater extend
during physical storytelling than during digital storytelling, perhaps because digital
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storytelling was an innovative way of presenting - for the modern Greek kindergarten-
which perhaps surprised them and engaged them more with images and sounds than the
content and allegorical meaning of the myth.

On the contrary, as for the feelings that were created, although they were common to
both narrative methods, it was noticed that they were more prominent in the digital
storytelling. Moreover, it was observed that throughout the digital storytelling, the interest
of preschoolers remained unimpaired. Many times, preschoolers expressed their keen
interest in spontaneous verbal interventions. This situation was not as noticeable during
the traditional narration, where the children silently heard the narrator. Yet, according to
Giannikopoulou (1998), narration has always been a very popular activity in all audiences,
and even those who declare they do not like reading books do not deny listening to a
well-narrated story. This fact is also confirmed by relevant bibliographic references, such
as those mentioned earlier, in the introductory section of this study. In addition, Walter
Scherf, at the 15th Athens International Youth Congress, states: “If we observe children
while a good narrator begins to tell a truly magical folk tale, we can easily discover that
he or she has captured their attention from the beginning. This fact shows that even
from the moment an announcement takes place that a fairy tale is going to be narrated,
the basic expectations are awakened to children while a fundamental interest of them is
attracted by the very first phrases that narrator utters” (Sakellariou, 2009, p. 280). In our
time, this narrator does not have to be a known person, such as a class teacher, etc. But it
could be an unknown person who visited us via You Tube, as long as he or she tells a great
story, impressing the children with the assistance of digital technology.

The findings of this research could not be generalized due to the varied constraints that
characterize it, such as the small sample of preschoolers, the difficult conditions for the
implementation of research in inadequately equipped teaching rooms, the pressure
of time etc. Despite any limitations, however, research results show, albeit to a small,
not statistically significant degree, the preference of preschoolers in digital means and
applications. Moreover, they show a more pronounced tendency toward digital versus
physical storytelling. The introduction and utilization of modern tools in education could
bring improvements in the teaching effectiveness and quality of the educational work
provided, working for the benefit of preschoolers and always supporting the irreplaceable
role of nursery teachers.

Consequently, it is extracted from the findings of this research that the narration of myths
or fairy tales in preschoolers is useful to be done with the physical storytelling, because
it cultivates the imagination, due to the absence of audiovisual stimuli. At the same time,
however, it is extremely important to make use of digital storytelling in class, which is a
modern teaching tool, a multi-sensory mean appealing to preschoolers, an alternative
and very interesting narrative technique, which can bring more and beneficial effects
on learning, cognitive and emotional development of preschoolers, who, in any case,
prefer it more than physical storytelling. After all, results clearly show that it would not
be overwhelming to be said that the teacher who manages to equally use both narrative
methods might achieve the best teaching outcomes, especially if he/she utilizes his/her
voice in such way that might creates an impact on cognitive and emotional ability of
preschoolers during physical and/or digital storytelling.
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This paper will describe and evaluate the first year of the NCL+ Advanced Award in Digital
Storytelling at Newcastle University. The first author was funded by an ESRC Impact Acceleration
Account to run a widening participation to Higher Education (HE) project, Changing Stories,
with the creation of a portal for digital stories of progression to HE. The project was designed to
diversify discourses of successful progression, particularly in a low HE participation region such
as the North East of England. There is no prior labelling or targeting of young people, but rather
an open invitation to engage with these digital stories and thereby foster relational agency for
disadvantaged youth.

However, pilot work revealed that HE students found it difficult to narrate stories in this way,
despite their facility with social media in a more general sense. The result was the creation of
this innovative practice award to scaffold the process of creating a story and also to confer to
participants digital, critical thinking, creative, narrative, media and visual skills, broadly coming
under the banner of 21st Century Skills (Trilling & Fadel 2012). This was in the context of almost
no other digital storytelling activity going on in the university.

The award was therefore designed around the concept of stories that are not seen, given the
mainstream cultures of exclusion and marginalisation that HE has operated on. Joe Lambert
talked about the ‘story of invisibility’ that all of us hold within us (University of East London
workshop, June 2017), which can necessitate structure and support to unpack. This was found
to be true of the students in the pilot group, who struggled to access their stories initially and
even as these came to the fore, there was a sense that they were not worth telling. It will be
argued that the award provided the necessary space and scaffolding to translate implicit
understandings of student role and identity, such that the participants became actively engaged
in not only creating a story, but in making explicit their own definitions of barriers, challenge
and success - a key aim of the wider project.

The paper will analyse the pre-conditions and context for this digital storytelling award, or
‘proto-agency’ (Clark et al 2014), which in turn enabled the diversification and democratisation
of hegemonic discourses of university progression through narrative exchange, to be realised.
The paper will theorise how the digital storytelling form (Lambert 2013) provided the necessary
mediating context for this to happen and in particular, how conceptions of creativity/imagination
and boundary work (Akkerman & Bakker 2011) were important to the actualisation of self-
efficacy and agency necessary for the students to create a digital story about their progression
to HE. The paper will also reflect on and analyse salient aspects of learning and co-production
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for the students, as articulated in the final presentation event. This is an innovative and
unusual award in a UK HE institution, which is already garnering interest in other institutions
wanting to develop similar trans-disciplinary digital storytelling models for student learning
and collaboration.
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Bullying episodes among children are common in preschool settings. Bullying has adverse and
enduring effects on children’s socio-emotional development. Bullying prevention is crucial to
children’s adjustment in school environment, promotion of their safety and well-being. Within
this framework, the present study aims to present the use of interactive digital storytelling
in raising awareness of bullying in early childhood settings which is regarded essential to
bullying prevention. It describes the design of an interactive digital storytelling scenario, named
“Anthoula’s Dreams” for screening children’s reactions to bullying situations and developing
empathy in children. Digital storytelling could be a valuable tool in bullying prevention, as its
narrative power can actively engage children in a simulation condition of bullying, stimulates
identification with the characters of the story and emotional involvement. The script features
a five-year-old girl who receives rejection by her classmates. The scenario is a branching story
structured with an interactive plot and its final form will be combined with animation. Children
can elaborate on the scenario through the narrative choices of a branching story. The interactive
story enables children to participate and affect the plot of the story. The emergence of different
options to address the situation lead to different results in the continuum of bullying. The
end of the story is not predetermined by the author and the story usually emerges during the
narrative. Children are expected to make decisions for the narration evolvement. The content
causes emotions which can enhance the cognitive and emotional involvement of preschool
children in their interactions with the main character of the story, as they will be forced to make
decisions for the narrative to develop. The induction and utilization of emotions facilitates
the development of empathy. Children’s narrative choices through the story branches are
expected to more consistently reflect their own strategies if they were intimidated. They are also
required to choose from predefined options of strategies those that will lead to the settlement
of the bullying situation. The interactive scenario can enhance the problem-solving skills of
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the victims and teach children to deal with bullying situations. Moreover, it can be used for
changing bystanders’ attitudes and promoting social support from peers, thus making students
more likely to intervene and stop bullying. Developing attitudes and skills is a component of
raising awareness of bullying. In particular, developing social and emotional understanding
and perspective taking skills is related to children’s prosocial behaviours and the reduction of
victimization. Empathy is the foundation of cooperation conflict resolution, acceptance and
tolerance. Digital storytelling could be incorporated into anti-bullying programs, which have
been shown to have moderate levels of success as a means of fostering their effectiveness. It
could also empower teachers with additional strategies to confront bullying and be used as a
counselling tool integrated into interventions directed at increasing prosocial behaviours. This
study can contribute to school-based promotion of children’s social and emotional competence
and school-based prevention efforts of addressing bullying.

Key words: School bullying, interactive digital storytelling, anti-bullying strategies, empathy.

1. INTRODUCTION

Bullying is a widespread psychosocial phenomenon, a major global concern that warrants
early intervention and prevention. It is also a child protection issue associated with
human rights. The emergence of bullying in early childhood settings is well documented.
Participation in bullying episodes is observable in kindergarten. Children develop patterns
of behaviour and establish bullying roles. The precursors of bullying behaviours are
manifested in early childhood. According to Salmivalli et al. (1996), there are children who
reinforce bully, children which are assistant to the bullies, defenders of the victims and
outsiders (do not know or ignore). O' Connell, Pepler, & Craig & (1999) underscore that
sociallearning processes of modelling and reinforcement operate in the peer group context
fostering the development of bullying. The early detection of persistent engagement in
bullying behavioursis crucial. Training children and early childhood professionals to detect
bullying episodes and distinguish teasing from bullying, could deter these behaviours and
reduce the negative effects of adverse experiences during early childhood.

Bullying has adverse outcomes such as emotional, academic and health-related difficulties
and impacts school adjustment and mental health of children (Brown, Low, & Smith,
2011). There is great consensus in the literature that bullying should be seen from an
ecological systems framework, as a range of factors contribute to the manifestation of
this phenomenon. It has its roots in early childhood (Vlachou, Andreou, Botsoglou, &
Didaskalou, 2011; Nikolaou & Markogiannakis, 2018). Parental factors, such as exposure
to violence and neglect, can lead to a child’s engaging in bullying behaviours.

The aim of this study is to use interactive digital storytelling for raising children’s awareness
of all forms of bullying, to detect the strategies that preschool children employ to manage
bullying episodes and to build empathy skills. It is essential that children be educated to
identify bullying incidents and use constructive strategies to address bullying behaviours.
Furthermore, peer group intervention is of fundamental importance to changing
bystanders’ bullying behaviour patterns. Developing empathy is a critical component of
various anti-bullying programs cited in the literature. Empathy has a cognitive and affective
dimension. The cognitive dimension is the ability to perceive another person’s emotion and
the affective is the ability to experience their emotion (Van Noorden, Haselager, Cilessen,
& Bukowski, 2015). It is regarded as a major tool for bullying prevention and it involves
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perspective taking, communication skills, problem solving and conflict resolution (Rock,
Hammond, Rasmussen, 2002). Smith & Low (2013) highlight the role of social-emotional
learning in bullying prevention by promoting positive peer attitudes. The development
of empathy can affect bystanders’ behaviour and can contribute to the effectiveness of
school-based bullying prevention. It can encourage inclusiveness and it is associated with
acceptance and diversity tolerance. In addition, children who lack assertiveness skills are
vulnerable to bullying (Alsaker, & Gutzwiller-Hellenfinger, 2010). Children should be better
equipped to manage bullying episodes. Social skills can prevent bullying from occurring
or escalating. They will also improve the social-emotional learning outcomes for children.
Moreover, socio-emotional learning programs are regarded as effective in preventing
bullying by teachers (Nikolaou & Markogiannakis, 2017, Stamatis & Nikolaou, 2016).

Furthermore, it is asserted that digital information and communication technologies
should be incorporated in violence prevention programs to enhance their effectiveness.
They constitute valuable tools for empowering communication and learning (Cronin,
Sood, & Thomas, 2017). They can enhance children’s training in innovative and engaging
ways. Ttofi and Farrington meta-analysis (2009) supports that anti-bullying interventions
have a moderate effectiveness for elementary school students. It is also acknowledged
that bystanders play a critical role in maintaining bullying behaviours (Polanin, Espelage,
& Pigottt, 2012).

Bullying is a form of aggressive actions that are repeated over time. They can be
distinguished from other aggressive acts based on the criteria of repetition, the hostile
intent and power imbalance between the victim and the perpetrator (Olweus, 1997).
Bullying behaviours manifest themselves in direct and indirect modes. It can take the form
of relational aggression (spreading rumours, gossip and social exclusion). It is embedded
in the social context of the peer group, and it is associated with the social relationships
within the group, the group dynamics.

In addition, there is scant research on the use of digital interactive storytelling for bullying
prevention and intervention. The existing body of research relevant to our study is
presented below.

2. LITERATURE REVIEW

KiVa is an intervention developed by the Finnish ministry of education and Culture in
collaboration with the University of Turku. It includes universal and indicated actions
for combating bullying. It has incorporated a virtual learning environment (VLE) which is
an anti-bullying computer game for enhancing its effectiveness. It is integrated into the
student lessons and topics with the aim of enhancing their learning processes (Salmivalli,
Karna, & Poskiparata, 2011). Its aim is to modify bystanders’ behaviours by cultivation
empathy, self-efficacy (Karna et al., 2011). It also aims at raising awareness of the role of
peer group in bullying and equipping children with strategies for defending themselves
and others. It has different versions for each developmental phase (7-9, 10-12, 13-15)
and it includes student lessons comprising discussion, group work, role-play exercises
and short films about bullying. The primary school version includes an anti-bullying
computer game. In the beginning children obtain new information and evaluate their
knowledge about bullying (I KNOW), then they are trained to act in constructive ways (I
CAN) and are encouraged to make use of their knowledge and skills in real-life situations
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(I DO). They assert that the virtual learning environment is a powerful learning media in
middle childhood. According to Poskiparta, Kaukiainen, Poyhomen & Salmivalli (2012),
the computer game was evaluated as more positive and useful for learning to address
bullying episodes by younger students, girls and victimized children. KiVa program reduced
victimization and bullying. Moreover, it influenced school’s climate and the psychological
effects of children (Karna et al., 2011).

FearNot! which means Fun with Empathic Agents to achieve Novel Outcomes in
Teaching (Watson, Vannini, Dans, Woods, Hall, & Dautenhahn, 2011), is a virtual
simulation environment, which uses autonomous (intelligent) agents, of a primary school
environment. It includes cartoon like characters who assume various bullying roles (virtual
role-play). It was conducted in the UK and in Germany (Aylett, Louchart, Dias, Paiva, Vala,
2005). Children participate actively in the story as they advise the victim about what
strategy to adopt for managing bullying. They also observe the evolution of the story as
a result of their advices. Its aim is to enhance empathy with the victims and to develop
the understanding of bullying. Sapouna et al. (2009) investigated the effects of FearNot!
on reducing victimization in primary school students. The aim of the program was to
enhance the coping skills of children in a virtual environment. It encouraged students to
generate and evaluate various responses using a safe environment. Researchers used
pre-test/post-test control group design to assess its effectiveness. A significant short-term
effect on reducing victimization was found for UK children.

Tsai, Tseng, & Weng (2011) posit that interactive storytelling comprises three key processes,
that is the situation, the reaction and the reflection. The process of situation refers to the
story. The structure of the story is characterized by predefined scenes and characters that
illustrate the various characteristics of the roles. During the reaction process, the branches
of the story are provided. Children can select to hit the victim or to forgive him. During
the process of reflection, the consequences of the selected reaction are presented. For
example, the victim is injured, or the perpetrator is punished. The actions to be chosen are
presented and students are requested to act out these actions. 63 high school students
participated in this study. It was a pilot study that it was aimed at evaluating scratch as a
students’ tool for expressing their thoughts. Storytelling situates students in the scenario
for conflict resolution. Students are asked to select an action from the different predefined
branches of the story and play the main character. Animation motivates students to
engage in the story. The above researchers argue that digital storytelling could be an
assessment tool for victims and perpetrators. In addition, de Jager et al. (2017) and Shea
(2010) argue that digital storytelling can contribute in enhancing the subtle emotional
experiences and help users face their emotions.

3. THE DESIGN OF OUR STUDY

The pedagogical value of storytelling is acknowledged in the literature. it has a variety of
applications in education and counselling. It is also considered a promising therapeutic
tool as it has been used with marginalized and vulnerable groups. Furthermore, it can be
incorporated in the treatment of trauma in children (de Jager et al., 2017).

Digital story is a sequence of events which combines voice, visual images, sound effects
and conveys messages to an audience. These elements enhance the effectiveness of the
use of a digital story in comparison to a written text or an oral story (Davis & Weinshenker,
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2012). Digital storytelling is a powerful tool (Robin, 2008), as it involves audio and visual
effects which motivate students to engage more, think in a deeper level and reflect. It
also makes abstract content more accessible to students. it encourages active learning,
and self-exploration (Thomson, 2014). Digital storytelling is regarded as an educational
tool which combines digital media with innovative teaching (Smeda, Dakich & Sharda,
2014). Interactive stories encourage the participation of the user and enables him/her to
determine the plot of the story. The end of the story is not predefined by the author, but
it is varied according to student’'s branching selection (Markouzis & Fessakis, 2015, 2016).

Based on the above assumptions, a digital scenario was created for exploring children’s
strategies for addressing bullying. The aim of the study is to develop preschool’s children
empathy and problem-solving skills. A 3D environment is expected to encourage children
to actively participate. Interactive - digital - storytelling (IS) is a communication medium
that fosters interactivity and children’s involvement. It is an educational tool that can
enhance learning experience and attitude change. In addition, it could motivate children
to participate in the learning process. According to Meimaris (2017) digital storytelling can
provide mutual affective, cognitive and social benefits to young people.

The scenario designed is an interactive scenario with narrative options, which features
Anthoula, a five-year old girl who is rejected by her peers. The children (IS users) are
expected to make decisions about the evolution of the story. Therefore, they become
active agents of the story. These elements lead to a greater identification of the hero
within the story. The narrative choices are considered to reflect children’s strategies for
addressing bullying. They select the predefined options of strategies for conflict resolution
(Kontantopoulou, Nikolaou, Fesakis, & Volika, 2018).

The users can determine the evolution of the story. The scenario makes use of emotions
to evoke affect. Interactivity enhances the engagement of the users. In addition, emotions
attract them to interact with the story. This branching story with interactive plot will be
combined in its final form with animation. It is expected that the use of digital storytelling
will advance children’s prosocial behaviours characteristics and deter bullying behaviours.
Children should learn to handle peer pressures. The purpose of the design of this scenario
is to help children acquire adaptive coping strategies and reduce the chance of peer
victimization. Reunamo et al. (2015) argue that strategies for addressing bullying include
verbal confrontation, revenge seeking, support seeking from others, conflict resolution,
avoidance, distraction, humour, rumination, and ignoring. The designed scenario includes
some of these strategies.

A part of the proposed scenario is presented below:

Initial Scene description: Sleepingin her bed, Anthoula, in the middle of the night, suddenly,
she wakes up after a nightmare. She was dreaming that some preschool classmates were
laughing at her ironically. She switches on the light and looks around her. She grasps her
doll in tears and she is hiding herself under the blanket until she falls asleep again.

Scene #2: Anthoula goes to the classroom, leaves her bag and starts painting, - she is
drawing very well - while the rest of the children are playing inside. Then, the three girls
of the team get up from their game, they go next to her and pointing with their hand the
painted little girl say:

- Look at an “Anthoula smudged” (they get a black marker and smudge her painting)
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Anthoula looks thoughtfully at her smudged painting: “I'll take another piece of paper and
draw again, or (should I) hide myself behind the doll house so they cannot see me?”

Scene #4:“The “Wise Doll” of the class appears saying: “What do you think Anthoula should
do?”

First Branch: 1a) Should Anthoula draw again? Anthoula stands up with a firm posture
and gets a new paper. This time she draws three girls. “Stop laughing at me, because |
will tell everything to the teacher”. Lydia is surprised, stands up and leaves. So, do her
friends. OR 1b) She goes to hide herself behind the doll house (withdrawal). Anthoula in
tears goes behind the doll house? if you tell the teacher, we will never have you in our
team again (the end of the 1b branch). Anthoula hides her face with her hands crying. The
“Wise Doll” of the classroom comes again: “Would it be better if Anthoula had gone near
her classmates, so that she would not be alone?”

brandnng (mext
poames)

"’L g
1. Startin 2. Fallowing | | g } 4, Final . :
Start | il % loeed Consecutive — .-.:I::u?:n .\ wcene a—ni o Questions
| Geene # 4 1
-

Figure 1. Interactional structure of Anthoula’s IS.

3.1. Structure of the IS

As it was mentioned above, the session starts with an initial scene where Anthoula (story's
hero) wakes up the during the night, after being frightened by a nightmare (1) (Figure 1).
The initial scene is followed by next scenes until Anthoula arrives to her school (2) and
bullying incident is taking place (3). At this point the user (student) of the IS will have to
decide what the hero of the story should do (E.g. Scene A, B, or C) and then to deal with
the resulted (final) scene of his/her selection (4). At the end of the interactive story, the
user along with his/her teacher are going to discuss the questions of the five “W": Who?
What? Where? Why? When? (Black, 2013) in order to reflect about the story and enhance
student’s basic problem-solving skills (Konstantopoulou et al., 2018).
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Figure 2. Script excerpt from twine showing the branching structure.

Figure 3. A characteristic screenshot from the animated story showing Anthoula’s nightmare (created
with Animaker software)

Figure 2 depicts the branching scenario of the IS using Twine Interactive Fiction authoring
tool. The IS is targeted to Greek preschool students, but for presentation reasons
the scenario has been translated into English language. Finally, a screenshot of the
implemented story showing the main character of Anthoula is shown in Figure 3.

4. CONCLUSION

Preschool years is a critical period in which training children in handling bullying and
raising their awareness can circumvent its adverse effects. School-based prevention
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efforts should include teaching children social problem-solving skills that can reduce
children’s vulnerability to bullying.

Bullying prevention and intervention should rank high as a priority in school's community.
It is essential for children and teachers to be empowered to be agents for positive changes
in school. Interactive storytelling is an innovative approach that has the potential to help
establish effective anti-bullying practices for children. It could turn out to be a promising
strategy for combating bullying in school context and contribute to promoting positive
relationships.

Technology-based assessments and intervention could enhance the prevention and
interventions for deterring bullying. In particular, digital storytelling is expected to enhance
children’s involvement in the process and the effectiveness of anti-bullying initiatives.
This study can contribute to school-based promotion of children’s social and emotional
competence and school-based prevention efforts of addressing bullying.
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Implementing Digital Storytelling in the Language

Arts Classroom

Zisoula Gkoutsioukosta
Aristotle University of Thessaloniki, Greece

This paper presents the first results of an action research that implemented digital storytelling
in the language arts classroom. Drawing from the theoretical context of multiliteracies & ICT
implementation in the classroom, and on the theoretical basis of the Literature Teaching
Research Group, the current study argues that digital storytelling is a very promising
pedagogical tool for teaching literature. Findings show that the creative implementation of
digital storytelling in the language arts classroom motivates students to read literature and
inspires deeper reader engagement. The study suggests that students have more opportunities
to produce spontaneous personal discourse for authentic communication circumstances, to
reflect on and express their identities. Students become familiar with the structure and function
of other semiotics beyond the word, exercising alongside traditional literacies, contemporary
multiliteracies (media literacy, digital literacy, critical literacy etc).

KEY WORDS: Digital Storytelling, Digital Story, Teaching Literature, Multiliteracies, Action
Research, Reader Response Theory.

1. INTRODUCTION

The modern age of screen and new media requires teachers and pupils to prepare
themselves more than ever in order to respond to the challenges of an ever-changing
social and digital environment. According to the New London Group (Cope & Kalantzis,
2000), nowadays we have entered a new era of communication, that gradually calls into
question the traditional perception of literacy, which was mainly focused on writing and
reading skills. Drawing from Social Semiotics, a theory of Multiliteracies is proposed
instead, which besides writing, includes speech, image, sound, three-dimensional objects,
colour and gesture, on the basis of the logic that in modern society individuals exploit
a wide range of social and cultural means to construct meanings (Kress, 2003). Thus,
multiliteracies (Tyner, 1998; Cope & Kalantzis, 2000; Selber, 2004) focus on the construction
of meaning through the interaction of different communication modes, especially those
related to new media, while new representational forms resulting from the interaction of
different communicative ways are characterized by multimodality.

The Curriculumfor Literature Teachingforthe firstgrade of greek high schools (Government
Gazette, issue 2, Fileno. 1562, 27/06/2011)is an open curriculum that stresses an emphasis
on the acquisition of a wide variety of semiotic skills related not only to the reading and
writing texts but to the whole range of modern cultural production. The new syllabus draws
on the theoretical assumptions of the Literature Teaching Research Group (Apostolidou
& Hodolidou, 2004; 2006; 2018) that redefines the teaching of literature based on the
fertile combination of Cultural Studies with the perspective of Critical Pedagogy. This new
approach underlines the strategic role of literature in the modern educational context
for the practice of critical literacy and modern multiliteracies. The literary text is seen as
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a multifaceted cultural place, as a means of both studying the social status of symbolic
forms and exploring the ways in which these mediate our understanding of the world and
shape us as persons.

The school class is reconstructed as a community of readers (Apostolidou, 2006: 342-
344). Students start with interpreting collaboratively literary texts and become gradually
interpreters of both their own interpretation and the interpretations of their classmates,
transiting from the role of the student / reader to the role of student / writer (Kress,
1994: 97-112). The interpretive authority of a teacher, who already knows the answers
and even more already knows the questions, is questioned. The centre of gravity is shifted
from the 'hidden” meaning of the text and the transmission of the teacher’s interpretation
as the ‘one and only official’ literary interpretation to the students, in the presentation
and acceptance of multiple different readings. Thus, emphasis is placed on the ways that
students think, shape, expand and defend their own personal interpretations (Langer,
1994).

The course is divided into project- based units (usually 2-3 throughout a school year),
integrated reading and learning processes, based on an original idea that can be a topic
or a literary genre. Each unit includes three phases. A phase before reading, that builds
bridges between literary texts and students, by facilitating the creation of a framework
on the context of the unit, involving students dynamically in a variety of activities, that
draw on students’ personal experiences and their previous knowledge and invite research
through collaborative learning while encouraging personal expression. The second phase,
the main - reading phase, is the most important one. Students are encouraged to read
whole novels both at school and at home. They form groups, based on the books they
choose to read, study the books collaboratively and present them in class. The third and
the last phase is the phase after reading. Students are encouraged to produce personal
discourse not any longer on the literary texts they have studied but on the topic of the
unit in general.

Withinthisnewteachingandlearning framework, ICTenhancementis of crucialimportance.
New technologies are allocating a multidimensional role in this open curriculum for
literature teaching. ICT is not seen as a simple learning tool, but as the gateway to the
contemporary digital world, to digital communication, that creates new types of texts,
new practices of production, of dissemination and moreover of reception of literature. By
refreshing the objectives and the methodology of the course, the new literature curriculum
creates the proper conditions for the creative integration of new technologies into the
learning process, where the computer is no longer meant as a medium but as a modern
work and communication environment, in which modern school has to train students in
order to cope with the challenges of the new digital age.

Among the innovative technological tools, which have long been gaining ground in their
educational use in modern learning environments - as evidenced by the globally growing
bibliography-, that creatively integrate ICT into the learning process (Bull & Kajder, 2004;
Flihan, 2013; Hull & Katz, 2006, Ohler, 2008; Gkoutsioukosta, 2015) while promoting
multiliteracies (Tyner, 1998; Vasudevan, Schultz & Bateman, 2010) is digital storytelling.
Although, digital storytelling was been initially created in a different context (Lambert,
2013) than the educational one, lately there seems to be an evolving interest on the
educational uses of digital stories. The learning benefits derived from the use of digital
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storytelling in the context of education appear to be multiple (Bull & Kajder, 2004; Flihan,
2013; Hull & Katz, 2006). Digital storytelling is considered an activity that activates and
motivates students and teachers in a new effective way (Kearney, 2011; Robin, 2008a&b;
Sadik, 2008; Vasudevan, Schultz & Bateman, 2010). In addition, digital storytelling seems
to release students’ skills and talents that would otherwise remain latent, as it promotes
Gardner's multiple intelligences (1983), and in particular the verbal-linguistic (script), the
logical-mathematical (time management, picture-narration synchronization), the musical-
rhythmic, the visual-spatial (selection of pictures and videos), the kinesthetic (presentation
- dramatization), the interpersonal (presentation) and the intrapersonal (reflection)
(Porter, 2004). Moreover, digital storytelling appears to be effectively combined to modern
student-centered teaching methods such as collaborative and project-based learning
(Gkoutsioukosta, 2018) and seems to contribute in bridging the gap between school and
youth culture (Hull & Nelson, 2005; Ware & Warschauer, 2005). By providing students with
different tools of personal expression than those traditionally offered in the classroom
and by enhancing critical thinking (Kulla-Abbot,2006) and reflection (Burgess 2006; Davis
2004), digital storytelling also enables students to engage in new ways in social critique
(Hull & Katz 2006; Nixon 2009) and promotes the empowerment of the most marginalized
ones (Nilsson, 2010; Nixon, 2009).

Asthefore-mentioned literatureindicates, alotof currentstudies explore digital storytelling
in an educational context. However, most of them focus on teaching English as a foreign
language, while hardly anyone focus on the implementation of digital storytelling in the
context of literature teaching. This paper presents the first findings of a participatory
action research, which was conducted in the context of a doctoral dissertation that is still
in progress, aiming at exploring the implementation of digital storytelling in the language
arts classroom. Drawing from the above theoretical framework, the study mainly attempts
to answer the following question: If, and how exactly, digital storytelling could be used as
a pedagogical tool in teaching literature?

2. METHODS

The study took place in a public high school in Greece and lasted for three years including
three successive class interventions: a pilot intervention, a main intervention and an
iterative intervention. Both the teacher - researcher and the students were engaged in
creating digital stories, as digital storytelling was used both as an instructional and as a
learning tool (Robin, 2006). Furthermore, a lot of different digital storytelling types were
explored.

According to the methodological framework of the action research model (Carr & Kemmis,
1997; Altrichter, Posh & Somekh, 2003; Katsarou & Tsafos, 2003; Katsarou, 2016), the
research was practically carried out by the teacher - researcher. In the whole process,
however, forreasons ofdatatriangulation, the classroomteacher -researcher collaborated
with two other teachers who attended the classroom meetings. During the research,
information was collected from all three teachers, who recorded their observations and
impressions after each classroom meeting. Thus, the following observation materials
were collected: the analytical reflective diary of the teacher - researcher, the diary of the
Participating Observer (Teacher A) and the comments of the Critical Friend (Teacher B).
These data sources enabled unfolding reflectiveness and revision that is constitutive of
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action research.

Other sources of data were students’ work, both printed (worksheets, storyboards,
reading diaries and reflective notes) and digital as well. The digital stories created by
students, which amount a total of forty, constitute a fundamental analysis element.
Furthermore, students were asked to respond to open - question questionnaires, before
the intervention, and to semi-structured interviews, after the intervention was completed.

Thematic analysis in the framework of Grounded Theory (Strauss & Corbin, 1998) was
chosen for the analysis of the research data, as it offers an analysis scheme that fits well
to the specificities of action research (Katsarou, 2016). In the case of digital stories in
particular, a method of multimodal analysis suitable for analyzing digital stories created
in the context of a literature course has been devised (Gkoutsioukosta, 2018). Although
in recent years a lot of useful approaches to multimodal analysis have been formulated
(O'Halloran, 2004; LeVine & Scollon, 2004, Baldry & Thibault, 2006; Kress & van Leeuwen,
2006; Bezemer &Jewit 2010) the ways to analyze the multimodal genre of digital storytelling
are in a nascent stage of development (Alonso, Molina & Porto, 2015; Nelson, Hull &
Roche- Smith, 2008; Gubrium & Turner, 2009;Yang, 2012). Most researchers propose
various intertextual and multimodal transcription formats as an apparatus of analyzing
digital stories, in order for the potential interactions of meaning among different modes
at different points to be recognizable.

3. RESULTS

The pilot intervention lasted six weeks (twelve 45min sessions in total). Digital storytelling
was implemented in three classes of the first high school grade (students’ age: 15-16)
and more specifically during the pre-reading phase of the course unit “Poetry: Tradition
& Modernism”, in the context of examining literary movements (romanticism, symbolism,
modernism, surrealism etc.). Digital storytelling was introduced to students by a digital
story on romanticism created by the teacher - researcher as a means of presenting
multimodally the famous literary movement. Students were encouraged in turn to
create collaboratively digital stories for a specific literary movement of their choice as an
alternative to the usual written text that was assigned to them. They were divided into
groups (4-5 students), worked on specific worksheets searching the web for information
and multimedia resources (images, music, etc.) about the literary movement that they
wanted to explore and created a digital story, which was finally presented in the classroom.
The eleven digital stories that were created during the pilot intervention belong to the
category of stories that inform or instruct (Robin, 2008) as they mostly convey content
knowledge on the literary movements.

The main aim of the pilot intervention was to explore the dynamics and the limitations of
integrating digital storytelling in literature teaching and to use this specific experience in
mindfully designing the main intervention. The pilot intervention proved to be a valuable
experience, indeed. The main intervention, which was carried out the following year in
the same school and in the same grade (students’ age: 15-16) was extended during the
whole school term. A total of twenty - six 45min sessions were allocated, an average of
two sessions per week, as provided for the literature course by the curriculum.

During the main intervention, it was attempted to further integrate digital storytelling into
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all phases, the pre-reading, the reading and the after - reading phase, of the course unit
“Gender in Literature”. Digital storytelling in the format of digital book trailers was used
by the teacher as an alternative for presenting to students the literary texts proposed
for reading, while students created various types of digital stories, either individually or
collaboratively, as alternatives to the written texts usually assigned to them, choosing
from a wide range of suggested themes. Thus, there were collected fifteen digital stories,
mainly group stories, of the following various types that often overlap and were mostly
shaped by the specific nature of literature as a course:

+ Digital stories that inform or instruct. They were mainly created in the pre-reading
phase and may be sub-categorized in historical and biographical digital stories. The
first ones explore historically the social position of genders (e.g. The social position
of woman in ancient Greece, The two sexes in Medieval Ages e.t.c.), while the second
ones narrate the life of certain persons, such as famous writers (e.g. Alexandros
Papadiamantis) and historical personalities related to the content of the specific
course unit (e.g. Emily Punkhurst).

+ Digital stories that discuss a topic related to the course unit and express students’
personal reflections on it (e.g. Gender stereotypes behind kid toys).

+ Experiential digital stories that include personal or family experiences (e.g. My
grandmother’s story).

+ Digital book presentations / book reviews. Digital stories that narrate students’
reading experiences and personal responds to literary texts (e.g. The visitors, a book
by Dido Sotiriou).

The main intervention was followed by an iterative intervention throughout the
following school year. This time digital storytelling was applied in the context of semi-
formal education, in the after - school program, “CLICK at Literature”. The program
was a combination of a book and a digital storytelling circle, following the theoretical
assumptions of the Literature Teaching Research Group. Students were encouraged to
read whole novels, to set up a reading community, and based on their literary readings,
to experiment with creative writing and to create individual digital stories. The teaching
sessions (a total of sixteen 90min sessions) were held approximately once a week in the
computer lab after the end of the school schedule.

The iterative intervention was designed in order to verify the assumptions that came
up through the reflection on the main intervention. During this intervention, digital
storytelling was given a more central place in the lesson design. Moreover, extra emphasis
was stressed on the process of creating digital stories and on students’ reflection and
feedback throughout the whole process. Thus, there were collected fourteen digital
stories, enriching the categories of digital stories, that had already been formed during
the main intervention, as following:

+ Digital book presentations / book reviews. Digital stories that narrate students’
reading experiences and personal responds to literary texts (e.g. Fish in the Sky by
Erlings through the lens of a teenager reader).

+ Experiential digital stories that include personal experiences.
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+ Fictional digital stories that may be sub-categorized in original fictional narratives
(e.g. A teenager's story) and different narrative versions of famous novels (e.g. A
different ending of Vizyinos' ‘My mother’s sin’).

4. DISCUSSION: THE STUDENTS' VIEW

Messages from the analysis of research data so far are very encouraging. Digital storytelling
can be effectively combined with student-centered teaching methods, such as collaborative
and project - based learning. Moreover, digital storytelling fosters interdisciplinary
approach and contributes to the creative integration of new technologies. It strengthens
co-operation, promotes creativity and helps connect the school with everyday life.

It seems that implementing digital storytelling into the language arts classroom motivates
pupils’ philanagnosia (love of reading) and helps them in deepening their understanding
of literary texts, as students’ answers indicate:

| considered literature to be something old and ‘moldy’. With digital storytelling, literature
course becomes more interesting, more modern... (student A)

| liked the combination of literature and digital storytelling. The lesson was better, cheerful
- how to say it? - more attractive! It was definitely a nicer way to read and understand
literary texts... (student B)

Creating my digital story made me think more on the novel | have read. The topic | had
chosen for the digital story made me think more on the book ... (student C)

Most students, also report in their interviews that the use of digital storytelling has made
their contact with literature more attractive and has created strong reading motivations.
The digital book trailers prepared by the teacher, the digital story that the students
themselves made on the novel they had read, as well as the digital stories of their
classmates were indicated by the students as ways in which digital storytelling motivated
them in reading literature. Most students state that they would not have read any novel,
if they had not watched the digital book trailers, while others reported that they would
not have completed the reading of the book and they would have probably put down
the book halfway through, if they did not have to make their own digital storytelling on
the novel they had chosen. Moreover, a lot of them were strongly motivated by their
classmates’ digital stories to read more literary books, other than the one they have
chosen at first, while most of them denoted that they intend to read some of the books
that were presented by their classmates during the summer vacation.

In addition, through digital storytelling, students have the opportunity to produce
spontaneous personal discourse for authentic purposes of communication, to reflect on
and express their identity and to find their personal voice.

Although it was quite difficult for me to find my personal voice, to express my personal
thoughts, as at school we rarely have the opportunity to write personal texts - most of the
texts we are asked to write are mainly reports and essays that in fact do not express our
own personal opinions -, | really liked that | had the opportunity to express my thoughts
on a particular subject freely. | also enjoyed that the recipients of my story would be the
whole class, not solely the teacher, as usual... (student D)
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Furthermore, by creating digital stories students approach multimodally the literary
texts, exploring the structure and function of other semiotic resources beyond the word,
engaging in modern multimedia environments, practising alongside traditional literacies,
contemporary multiliteracies such as digital literacy, media literacy and most importantly
critical literacy. They acquire as well a wide range of semiotic skills related not only to the
written text but to the evolving multimedia spectrum of modern cultural production.

| liked experimenting with digital storytelling. | knew how to make a video, but | went
further with this project. | understood how television programs and TV spots work ... how
they manipulate us... For example how a toy ad, targeting at kids, works... Behind the
images, that seem random and innocent, there is an intense processing ... The selection of
images is not accidental, there is a hidden meaning behind their choice ... The narration,
as well, conveys meanings...You convey meanings through the voice, through the change
of tone and pace... There is always a hidden meaning... | liked this analysis we made,
through our own digital stories, this kind of ‘unlocking’ meaning. It's kind of ‘unlocking’ the
world around you, as well... (student E)

Digital storytelling may eventually prove to be an invaluable technological weapon in the
teacher’s arsenal of language arts classroom , as well as the modern teacher in general.

I would not change anything in this digital storytelling project! | would change the lessons
at school ... The way we do other lessons is to change... We should definitely do other
subjects using digital storytelling, too... Language, History, Political Education, English... All
of them! (student F)

5. CONCLUSION

Findings show that digital storytelling could be implemented in creative ways in all
phases of a literature course. During the pre-reading phase, digital storytelling strongly
motivated learners, even enabling the activation of the weakest and most reluctant
students. It facilitated the creation of a framework of reflection on the topic of the course
unit, involving students dynamically in a variety of activities, that included research on
the field and personal expression activities drawing on their personal experiences and
their previous knowledge. Students might not have responded with the same rigor if
they were not to create a digital story. By creating their digital stories, students had the
opportunity to explore different aspects of their topic on the web, to study and organize
in a critical view their resources, and to cross out information and compose rich texts. At
the same time, they were given the opportunity to combine previous knowledge, share
their experiences and express themselves by articulating their own personal speech for
authentic communication purposes. They have also been involved in the selection and
organization of the multimedia resources, enriching the meanings of their narratives and
using other semiotics other than word for their expression. Thus, they were familiarized
with a playful and creative way with the basic concepts and the context of the course
unit and they were properly prepared for the main reading phase, practicing besides
traditional literacies and modern multiliteracies.

With the digital stories that were created during and after the reading phase, students had
the opportunity to present in a more modern and interactive way their personal reading
responses to the literary texts they had read. Moreover, by reconstituting, through the
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selection of the appropriate multimedia, the atmosphere and the time of their books and
by animating the book characters on the screen, deepened their understandings of the
novels they had read and reflected both on the ways in which meaning is constructed in
a literary text and in a multimodal text, such as their digital story.

In conclusion, they were able to articulate their own personal voice, to exercise their
reading and semiotics skills, by experimenting with the dynamics of other semiotics than
word and by exploring the multiple symbolic loads of multimedia, and to ultimately take
on amore active and empowering role, moving beyond the position of the student - reader
in the position of the student - writer, upgrading their point of view and finally refreshing
their perspectives.
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This paper addresses the way students involved in the University of Central Florida’s | Am
UCF digital storytelling project created their projects focusing mainly on the media assets and
editing processes they used. The authors analyse the current corpus of digital stories available
on the | am UCF Website (49) for their media aesthetics, digital and other assets, and editing
choices according to what they reveal about students’ mediascapes. The authors assess from
where the assets came, how they were captured, and a history of the visual ideas and visual
editing techniques. They find that today’s university students make use of a wide range of
mobile, social, and new media technologies that deviate from the traditional assets gathered
for personal storytelling. The paper concludes with practical advice for educators looking to
expand the scope of assets and narrative techniques for students versed in mobile, social, and
new media technologies.

1. INTRODUCTION

This paper discusses the use of media by university students at the University of Central
Florida in digital stories they created through the | Am UCF digital storytelling project.
The authors assess and analyze the media assets and editing processes used within the
forty-nine (49) videos made publicly available by the students on the | Am UCF database
at the time of writing. By looking at the media aesthetics, digital and other assets, and
editing choices employed by the students, the authors identify several landmarks in
students’ mediascapes that indicate a collective picture of the history of the visual ideas
and visual editing techniques. The authors find that today’s university students make use
of a wide range of mobile, social, and new media technologies that deviate from what
might be considered the traditional assets gathered for personal digital storytelling, point
to a changing media ecology of the field. In addition to a thorough assessment of digital
stories, the authors further draw on additional project data including post-project surveys
and focus group discussions with the pilot group. The paper concludes with practical
advice for educators looking to expand the scope of assets and narrative techniques for
students versed in mobile, social, and new media technologies.

1.2 About the Project

| Am UCF developed as an interdisciplinary digital storytelling initiative in the style of
StoryCenter, to “[represent] the diverse narratives of the University of Central Florida
campus body” in an online platform (I Am UCF, 2018, n.p.). The project brings together
faculty from across the university, including from the departments of Theatre, Digital
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Media, and Writing & Rhetoric as well as the UCF Center for Social Justice and Advocacy.
The original facilitation team included Ms. Elizabeth Horn (Theatre), Dr. Natalie Underberg-
Goode (Digital Media, now Games and Interactive Media), Dr. Stephanie Wheeler (Writing
& Rhetoric), Dr. Natasha Jones (Writing & Rhetoric), Ms. Edwanna Andrews (Director of the
Center for Social Justice and Advocacy), and Dr. Amanda Hill (then a Ph.D. student in UCF's
Texts and Technology program).

The initiative began in the Fall 2016 academic semester with a pilot series that produced
six (6) digital stories, five (5) of which were publicly available for this study. In the Spring
2017 semester, Dr. Stephanie Wheeler incorporated | Am UCF into her curriculum for
her undergraduate “Writing Across Difference” course. Twenty (21) videos from this
course were included in this study. The program was implemented in the undergraduate
classroomagainduringthe Spring 2018 academic semesterin three courses:“Interpersonal
Effectiveness and Group Psychotherapy,” an online course; “Mesopotamian History and
Ancient Near Eastern Societies,” and two sections of “Elementary Spanish and Civilization
Il.” A stand-alone curriculum and training workshops were held to train the Fall 2018
university faculty implementing the project in these classes. Twenty-three (23) of the
videos analyzed in this study came from the “Interpersonal Effectiveness and Group
Psychotherapy” course. Videos from the other courses were not made public by the time
of writing.

The publicvideos are stored on the | Am UCF YouTube channel and a university-sponsored
website (iamucf.cah.ucf.edu) provides readers with information about the project and
links to the YouTube videos. The website also includes a visual and sortable campus map
for users to view the digital stories of others in relation to author-designated locations.
Figure 1 provides an image of the sortable map. This map was facilitated by the UCF
Center for Humanities and Digital Research.

Figure 1: Screenshot from | am UCF Website

1.2 Rationale for Media Breakdown

In the past two decades there has been an increase in the reliance on the digital world for
sharing and communicating ideas. That there is an increase in university student media
use and in specifically in multimodal media use should come as no surprise. For years,
scholars have pointed to a landscape that immerses young people in a largely digital
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world, traits which they have carried forward into their university careers.

In the early 2000s, Glynda Hull (2003) already knew the era had shifted toward the digital:
“Ours is an age in which technologies for multi-media, multi-modal authorship proliferate”
(230). A few years later, Jason Ohler (2008) showed students were eagerly consuming the
new technologies:

Students today are not the passive media consumers of the past. While they consume their
share of TV, they also use the Internet to develop and share original video, photography,
music, chatter, and other digital creations. For many, digital is the language they speak,
media is the environment in which they feel comfortable, and the multimedia collage is
the new global language. (11)

Recent studies continue to point to a future guided by convergent, multimodal digital
infrastructures. A 2017 report indicates that Post-Millennials are moving further away
from “traditional sites and (plat)forms of consumption” in favor of a “commitment to
engagement and interaction” found in “digital and social media” (Wee, 57).

In reviewing the videos made publicly available, the authors noticed that students
were engaging in storytelling tactics that they had learned outside of the classroom
implementing the | Am UCF project. Eager to learn more about the trends of current
university students, the majority of whom identify as Millennials, people born between
1981-1996, (Pew Research Center, n.d., n.p.) or post Millennials, people born after 1996,
the authors coded the public digital stories for the media assets and editing choices the
storytellers included. The authors recognize that the student-storytellers born after 1981
likely were raised within an ever-changing and ever-growing digital landscape. As such, the
mediascapes of current students affect the ways in which they envision, compose, and edit
digital videos. For example, Godwin-Jones (2012) notes the trend toward increasing use of
video in youth digital storytelling practice (compare this with the emphasis in traditional
StoryCenter training on the central role of the still photograph). With evidence of this trend,
the authors aimed to discover media and editing patterns that could have implications for
future digital storytelling projects. For | Am UCF, which provides a common curriculum for
faculty members looking to implement the program in their courses, the types of media
students use and their editing habits could prove instrumental in curriculum updates. The
authors further hope these findings are useful for other digital storytelling facilitators as
they grow their programming.

2. FINDINGS

The authors coded a total of forty-nine (49) videos for research, designed to identify
the frequency and type of use of particular media elements including: images, audio
(voiceover, music, sound effects), video, text, and references to popular culture. The
sample size consisted only of the videos made public on the | Am UCF YouTube database.
The authors summarize the results of our coding below, before offering some tentative
observations about the findings.
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2.1 Assets and Editing Effects of the Digital Stories

The digital stories for coded for use of particular media elements, as well as for certain
baseline information including story running time, and use of standard voiceover elements
(the traditional format of the StoryCenter digital story). Figure 2 graphically depicts the
use of assets discussed in this section. We found that videos ranged in length from 1:36
to 5:07, while forty-five (45) out of forty-nine (49) digital stories included a voice over, all of
which appear to use their own voice.

Assets Utilized in Public | Am UCF Digital Stories
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Figure 2: Chart depicting the assets utilized in public | Am UCF digital stories as of July 24, 2018.
Music

Nineteen (19) out of forty-nine (49) (39.6%) do not include any kind of music. Of those,
nine (9) used identifiable and copyrighted music, including works from famous recording
artists as well as music from feature films. The other digital stories that use music are
presumed to be copyleft works. This music is harder to trace the origins of, although it
is clear that some storytellers make use of the music provided by the video editors they
utilized. Additionally, two (2) of the forty-nine (49) videos use sound effects.

Video

Twenty-six (26) out of forty-nine (49) (54.2%) incorporated video into their digital stories.
This likely points to a significant shift in the media ecology of university students, many of
whom are members of Millennials generation. Where much of digital storytelling relies on
the slide-show-esque format showing a succession of digitized still images, (including 19
videos publicly available in the | Am UCF database), the abundance of video stock footage
as well as the plethora of video recording devices (such as computers and mobile devices)
available to students today increased the number of digital stories told using at least
one video component. Of the twenty-six students who utilized video within their projects,
fifteen 15(57.7%) of them obviously created video specifically for their project. Additionally,
two (2) other stories featured video footage that may have been newly created.
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Still Images

Forty (40) out of the forty-nine (49) (81.63%) digital stories incorporate at least one still
image, with the majority of videos incorporating multiple still images. Twenty-four (24) of
these videos utilized pictures obviously taken by the author. Nineteen (19) used images
created by someone connected to the author. For instance, many of these photographs
appear to have been taken by friends, family, or school/family photographers as the
author, author’s friends, and/or author’s family appear in the images. Twenty-four (24)
digital stories also made use of images taken by people unlikely to be connected to the
author. Such images included stock photographs, logos, memes, and images of celebrities.
The reliance on stock images is not surprising, in part, given the fact that the majority of
digital storytellers did not come into the project with strong backgrounds in film-making or
digital editing. It is possible that, with more time spent one-on-one with students, who had
the requisite desire to refine their craft, that such a number would decrease. The majority
of the digital stories that used still images (87.5%) did not obviously create new images for
use in this project. Only five (5) storytellers obviously captured images specifically to use
in the creation of their digital stories. Given the popularity of social media in college-age
digital culture, itis perhaps surprising that selfies only made an appearance in seven (7) of
the digital stories, although it is possible that this number may rise in the future as digital
storytelling practice continues to be influenced by wider digital culture trends.

Animation

Six (6) of the forty-nine (49) (12.24%) digital stories incorporate some form of animation.
Four (4) of these incorporated hand-drawn animation; three (3) of which were physically
drawn and one (1) of which was a screen capture of the author drawing using a computer
program. The other two (2) videos to incorporate animation used animation found
digitally, one (1) of which was incorporated directly from the files of WeVideo, the editing
software the student used.

Text

Twenty-seven (27) of the forty-nine (49) (55.10%) of the videos display titles. Ten (10) of
the forty-nine (49) (20.41%) videos display end credits. Twenty (20) of the forty-nine (49)
(40.82%) have text displayed during the video.

Contributor Comments on Story

In addition to the data found within the digital narratives themselves, students also had
the opportunity to contribute comments on their own stories, by way of introduction.
These are visible both on the  am UCF Website and when one visits the story on YouTube.
All of the students included the baseline “boilerplate” information indicating the project
name, along with a statement to the effect that UCF does not claim copyright ownership
over the materials. However, about one half or 25 of the students also introduce the
story's topic or theme, generally in a format like: “This is a story about...” However, several
go further than this to indicate their interpretation of the story’s meaning. For example,
one student wrote, in part: “This is my story about finding my motivation to better my life.
Finding out | was pregnant with my daughter motivated me to do what was necessary
for me to enroll in college and give her as well as myself a better life.” Interestingly, one
studentincluded a direct address to his friends and/or classmates when he wrote, in part,
“For those of you following since Spring, you know the details.” Such a direct address to
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an expected audience may be reminiscent of the student's understanding of his work as
circulating within a larger social media framework.

2.2. Media Influences: Data from the Pilot Study

The pilot project involved the administering of a survey questionnaire on the last day
of the project, during which the digital stories were shown. Some questions were Likert
scale, while others were free-response. One question on the survey addressed media
influences specifically: Question 5, which was an open-ended question asking students
to identity any media influences, including film, television, or digital media works that
the students had seen or experienced, and to which they could point as influencing
their digital stories. One student identified the idea of montage (from Eisenstein) as an
influence, while two others noted that social media influenced their project (specifically,
through memes in one case and YouTube content creators in another). One student,
however, did not mention any media influences. The number of respondents is very small
(N=4), due to the small number of project participants in this first phase, but does provide
some anecdotal information. The project team plans to follow-up in future phases of the
project with additional survey questionnaires and focus groups to gather more of this
much-needed data. For now, the authors will elaborate on some of the trends they have
begun to discover.

2.3. Media Influences: Trends from the Coded Digital Stories
Personal Archives

Twenty-eight (28) (70%) of the digital stories to incorporate still images used material
from their personal archives, including pictures taken by, of, and for them by themselves,
family, friends, and professional photographers. As with many digital storytelling projects,
this trend should come as no surprise. Personal photo archives are personal, easy to
digitize (if they aren't already digital), and can allow a provide of authenticity (Wu, 2009;
Thumim, 2012). There is clearly still a reliance on personal archive photographs within
digital storytelling. Yet while is it common to utilize still images from one’s personal
archives, only five (5) (19.23%) of the projects to use video made use of videos from their
personal archive. This number may increase in the coming years as people continue to
capture more video footage digitally.

New Content Creation

Another point of interest is the amount of new content generated for incorporation into
the digital stories. 30.61% of all videos contained newly created video, 10.2% created
new still images, and 8.16% incorporated new animation. The generation of these new
materials points to new trends in production techniques and available technologies for
storytellers. The creation of new still images and photographs, which have long been a
standard asset in digital storytelling, and which are easy to capture and manipulate was
relatively low in the digital stories coded here. Participants were three times as likely to
create new video content than they were to create new photographs. While it is difficult
to say with certainty how these were filmed, it appears that seven (7) of the fifteen digital
stories that incorporate new video footage were filmed on a mobile device or computer
and that four (4) made use of video cameras positioned on tripods or other stabilizing
devices. That nearly half of these videos were created with mobile or computer devices
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indicates that for participants looking to incorporate video into their projects, they could
rely on technologies they likely had readily available to them. The continued growth in
technologies of this nature may correspond to a continued growth of new mobile- or
computer-captured video footage in future digital storytelling projects. Remarkably, four
(4) participants incorporated new animation content in their digital stories. This number
is almost as high as those participants who created new photographs. While this is far
from a trend in the sample measured in this study, it would be beneficial to watch for
the continued incorporation of animation techniques within future digital storytelling
projects.

Vlogs

One trend the authors noted in the videos was speaking directly into the camera as is
commoninYouTubevlogs. Six (6) of the videos engaged in this kind of direct communication
with the audience. Two (2) of those storytellers edited in cuts to still images and one (1)
of those two overlaid still images on top of the video. While this may seem like a small
number, amounting to only 12.24% of the total sample size, it is important to note that
all six of these videos were developed in the online course, increasing the instance of this
storytelling style to 26.08% when compared solely to the other publicly available videos
from that iteration of the project. The six videos that utilize this storytelling structure
appear to have filmed their stories either on desktop or laptop computers or on a mobile
device. While a few of the storytellers added still images to their videos, only one (1)
added music, but four (4) added a title and/or text to their video, although none of them
included credits. In addition to the few instances where still images were added to the
digital story and broke up the video, only two (2) of these storytellers used transitions to
move from video segment to video segment. This means, little to no storyline editing took
place for these six videos. Yet they adequately model the YouTube vlog storytelling genre,
where storytellers are likely to create videos, either scripted or unscripted, of them talking
directly into the camera (Vivienne 2016). Importantly, this trend may be especially evident
in this iteration of the | Am UCF project, because the course was taught online.

Breaking the Fourth Wall

Another technique used by thirteen (13) out of the forty-nine (49) students was to “break
the fourth wall”. For the purposes of this study, “breaking the fourth wall” is interpreted
very broadly as including any kind of direct address to the audience. Students used this
technique either directly through speaking to the camera (in those stories that included
students within the frame, “talking-head” style), or via verbal address to the audience
through voiceover comments such as “You will have plans, but don't forget” or “You might
think that...” In the voiceover use of direct address, in particular, such a technique was
used most often to convey a moral to the audience.

Popular/Mass Culture References and Influences

Popular and/or mass culture appeared to influence a number of the stories as well, albeit
in different ways. While memes made an appearance in two (2) stories, direct address
to the camera (perhaps reminiscent of YouTube videos and vlogs (discussed elsewhere)
appeared in six (6). In addition, images and film clips from popular culture played a direct
role in three (3) stories. One story, about Barack Obama’s election in 2008, included
pictures of the election-night television screen, as well as an image of Obama literally
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“dropping the mic” at a White House correspondents’ dinner. The latter was used as a
figurative illustration of her voice over narration about her success in gaining entry to
UCF. Another story incorporated a number of very short film clips, only one of which could
be positively identified (the scene in Psycho in which Norman Bates’ mother is revealed to
be a skeleton used to illustrate a feeling of horror being described in the voice over), and
two others used a film clip from the Game of Thrones and a picture from the Harry Potter
movies, respectively. Finally, a third story used imagery from the Casey Anthony murder
trial to illustrate the boredom the student described in her voice over of a time she was
stuck in bed while sick.

Music

Nine (9) students used identifiable and copyrighted music, including works from famous
recording artists as well as music from feature films, within their digital stories. Some of
these students used multiple pieces within a single video. The use of copyrighted music
(despite explicit instruction to avoid this and provision of alternative, non-copyright music
resources) certainly resonates with media and literacy scholars such as Godwin-Jones
(2012), who points out the different attitude of younger media consumers and producers
toward copyright (witness the “no copyright infringement is intended” sprinkled across
YouTube, intended perhaps as a magical copyright infringement elixir?). More broadly,
it would seem to resonate with a larger trend toward so-called “remix” culture in digital
youth media practice (Seneviratne and Monroy-Hernandez 2010).

Editing Techniques

Overall, it seems that a significant number (19) of the digital stories in this research
sample rely on the slide-show-esque format showing a succession of digitized still images.
In addition, at least two (2) of the digital stories could be argued to stop the story part-
way through and conclude with an ending section consisting entirely of personal photos
accompanied by music (vacation stories tend to lend themselves particularly to this
approach, at least in some students’ minds).

According to the data, it appears that thirteen (13) of the forty-nine (49) digital stories
used a variation on the so-called “Ken Burns” effect (involving panning and/or zooming
within or across a still image). This number was somewhat surprising, as these basic
editing techniques are among the first shown to beginning digital storytellers and are
foundational in many digital stories archived through repositories such as StoryCenter.
A handful of stories appeared to use a “kitchen-sink” approach to effects--combining
a large number of effects in one story. The data has not been correlated directly to a
specific video platform used (although this has been noted as something to track in the
future), but it is hypothesized that such students may have been in fact using the WeVideo
platform introduced during the digital storytelling curriculum trainings (other students
chose other editing software). WeVideo is known for the variety of “drag-and-drop” effects
and transitions it offers novice video editors. Beyond the basic cross-fade or cross-dissolve
transition choices, clear trends or patterns in transitions were not apparent from this
particular (rather small) sample.

An interesting editing alternative, discussed earlier in the paper, was to eschew traditional
editing of videos and instead film a desk or similar space where hand-drawn animation
could be performed for the camera, or over which a camera could move to reveal the
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contents of a book. A final, interesting alternative to traditional digital story “Ken Burns-
esque” editing approaches was the choice in one video to shoot the storyteller’s journey
point-of-view style--showing the typical spaces of a “day in the life.”

2.3. Limitations

The samples used in this research came from three different iterations of the | Am UCF
project. Each of these sessions had a different lead facilitator, which might have affected
how digital storytelling as a genre was framed, how the projects were developed, and
the expectations placed on the student-storytellers. The authors recognize, for instance,
that the twenty-three (23) videos from the “Interpersonal Effectiveness and Group
Psychotherapy” course were created in an online course and did not engage in the physical
interpersonal interdisciplinary creative approaches of the pilot study or the “Writing
Across Difference” course (see Underberg-Goode et. al., forthcoming). Additionally, with
the exception of five (5) projects created for the volunteer pilot study, the videos were
created as graded course assignments.

The findings presented in this analysis represent a sample of the assets and editing
processes coded and further, what could be coded. The authors incorporated a sample of
the data they thought might be most beneficial to this audience in this paper. The authors
recognize that outside researchers might code these or other videos looking for different
assets and processes that could also show the media influences of university students.

The sample size (49) used in this research, which consists only of those videos made
publicly available is relatively small compared to the number of students who completed
digital stories at the University of Central Florida during this time. A larger sample size
would ensure a more representative distribution of the UCF population. Further, it
remains that the research samples came from a single project, | Am UCF. There is limited
research on production and media ecology, like this study does; combining this work with
a similar studies of other university digital storytelling projects in diverse locations would
help further the findings presented here, pointing to trends and anomalies within this
project and current digital storytelling practices by similarly-aged university students.

3. ADVICE FOR PROJECTS FACILITATORS

As digital storytelling facilitators, we need to be aware of the way we influence the digital
and storytelling aesthetics of our participants. For example, in the | Am UCF project
curriculum (co-written by project directors), the project team encourages facilitators to
show sample digital stories to participants and discuss them, as a way of introducing digital
storytelling as a media form and practice. If story facilitators were trained in a StoryCenter
model, and familiar with and perhaps preferring of digital stories primarily based on use
of still photographs, animated using the commonly-used so-called “Ken Burns” effect, this
could influence the kinds of stories participants think they should make. On the other
hand, looking at the admittedly small amount of data we coded for this paper, it would
seem that participants also take it upon themselves to make their own media aesthetic
choices, through such practices as inclusion of mobile and social media, or the imitation
of popular culture forms they have seen. Story facilitators, we realize, may do a disservice
to participants by not first attempting to learn a bit more about their media experiences
and preferences before introducing digital storytelling.
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By understanding and incorporating participant mediascapes more fully, facilitators can
both better support participant efforts at self-expression, and perhaps help them learn to
more fully critically engage with these media sources. With the continued growth of new
media technologies and access to such technologies, it is necessary for project facilitators
to understand what tools will be most useful to helping participants learn. Importantly,
the needs and desires of such tools and technologies will differ between group to group.
In this section, the authors offer a few ideas for moving forward with current university-
aged populations, although these could prove useful ideas for a variety of populations.

First, share a variety of digital stories with participants to open a discussion of the different
ways media can be used to tell stories. Have them brainstorm other potential storytelling
techniques not shown in the samples. This will get them thinking about the diversity of
possibilities for their own digital stories.

Second, help participants brainstorm and locate the assets in the personal archives,
especially still images and video. These might be found in digital or physical locations.
Digital locations students might look include their personal galleries on their mobile
device(s) and social media platforms like Instagram, Snapchat, or Facebook. They may
also be willing to use images from the digital galleries of their family or friends. Help them
learn appropriate ways to ask for permission, if they choose this option.

Third, there is significant interest in still images. Help participants determine where to
locate copyright-free images for use in their digital stories, as well as how to cite them in
the credits of their video. Many of the assets university students will use today are already
digitized, however, it may also be beneficial to ensure students know how to digitize
physical still images.

Fourth, there appears to be a growing interest in incorporating video and animation.
Identify some ways participants might be able to capture these sorts of material and
use it for their narratives. Remind participants that depending on the type of recording
device utilized, they can expect to see a difference in video quality. Students interested
in animation can explore video-recording hand-drawn animation, photographing a
series stop-motion art pieces, screen capturing digital drawing programs, or learn more
substantial animation software.

Fifth, help students identify copyright-free music they can use in their video and learn
how to edit the volume and length of the recordings to meet the needs of specific videos.
Further, help them learn to cite the source of the music.

Sixth, work with participants to learn how to use video and audio editing programs. This
step is crucial to the ways participants will create their final digital stories.

The authors recognize that teaching all of these ideas will not be beneficial for all
facilitators; it is important that the facilitator chooses tools and technologies that meet
the needs and desires of the project participants and the project specifications. However,
noting the growing trends and having the ability to point participants in the right direction
beyond what is taught in the classroom, is an invaluable asset for facilitators.
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4. CONCLUSION

Their familiarization with film- and social media-based media and the abundance of
access to audio-visual recording technologies is apparent in the diversity of the tools and
technologies they utilize in their narratives. This was evident in the digital stories coded in
this study and the authors found a large number of students decided to create their own
assets for the purpose of telling their stories in a way that represents a move away from
traditional still photos to incorporating more film- and social media-based techniques
from a variety of mobile, social, and traditional video recording tools. However, we
must be cautious when assuming that all Millennial and post-Millennial participants will
understand how to use technologies to tell the stories they hope to tell. As danah boyd
(2014) explains,

Many of today's teens are indeed deeply engaged with social media and are active
participants in networked publics, but this does not mean that they inherently have the
knowledge or skills to make the most of their online experiences. (176)

As digital storytelling facilitators, we do a disservice to our participants if we imagine all
those who were raised embedded in digital worlds are capable of creating the digital
stories they desire without guidance. Pinpointing the trends common in media and editing
practices of university students provides an insight into those creation skills which are
most beneficial and essential to help digital storytelling participants learn.
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This paper presents the BRIGHTS (Boosting Global Citizenship Education using Digital Storytelling)
project’s training methodology. We consider it as a best practice for the inclusion of Global
Citizenship Education (G.C.E.) using Digital Storytelling in the curriculum of formal, informal and
non-formal education. The methodology conforms with the internationally acknowledged value
of Global Citizenship Education and the necessity to enhance European citizens’ digital literacy
in conform to international organizations’ Sustainable Development Goals and the Agenda
2030. BRIGHTS is an Erasmus+ project engaging both teachers and students (aged 13-19 y.o.)
in the learning process and in the development of digital and media literacy competencies of
the 21st century using MOOCs. Digital storytelling is used to teach GCE subjects in a creative,
innovative and productive way, a way that permits learners to engage in global challenges in
the interconnected and rapidly changing socio-economic global society.

Key words: Global Citizenship Education, Digital Storytelling, MOOC, digital literacy
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1. INTRODUCTION

The ever changing socio-economic and political landscape of the last years along with
the climate change, the evolution of digital technology and the increased emergence of
radicalization, terrorism and migration phenomena in Europe and worldwide are greatly
affecting the sustainability of our world. These global challenges have forced policy makers
to actively react in order to have national societies prepared to better cope with them.
To this end, international organizations like UNDP, UNESCO and the European Union,
following the Declaration of Paris (circa 2015), have agreed to common goals towards
eradication of poverty, strengthening universal peace and empowering sustainable
development; these goals are set forth in the ‘Agenda 2030'". The Agenda 2030 (Voluntary
National Report, GS, WP:139/2018:108) includes a set of 17 Sustainable Development
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Goals (SDG) and 169 sub-goals towards three pillars: social, economic, and political. In the
center of this strategic planning UNESCO's 5Ps priorities are positioned: People, Planet,
Prosperity, Peace and Partnerships. Moreover, the Agenda focuses on the idea of the
proactive and active citizen, who will contribute to materialize the SDGs of the Agenda
2030.

Following the current policy-oriented educational reforming trends in Europe, that
are in line with the Sustainable Development Goals of the Agenda 2030 and exploiting
best practices of the RIGHTS “Promoting Global Citizenship Education through Digital
Storytelling” course and UNITE-IT “Uniting Europe through digital empowerment” online
platform, we present in this paper the BRIGHTS training pathway, which we propose as
an alternative critical pedagogy inclusive methodology to both formal and non-formal/
informal education settings. The BRIGHTS project's training methodology utilizes a
blended training pathway including MOOCs and Face to Face (F2F) workshops for teachers/
trainers and for young learners (13-19 y.o.) on G.C.E. values and Digital Storytelling (DS)
techniques. The aim of this methodology is to build secondary school teachers’ and
trainers’ capacity to implement GCE with young people using DS both in formal and non-
formal education, and to empower young people (13-19 y.0.) at risk of marginalisation, in
the development of social, civic and intercultural competences as well as critical thinking,
media literacy, creativity and digital skills, namely the 21st century skills, through the
production of personal digital stories on GCE topics. The proposed training pathway was
a success given the course completion rate that was as high as 40% (mean completion
rate is 13%, according to Onat, Sinclair & Boyatt, 2014).

This paper is structured in three sections: In the first section, a reference is made to
the European and international organizations’ prevailing strategies and policies for
sustainability in the 21st century and added value of the BRIGHTS approach on GCE using
DSis presented, in line with current trends in education policies regarding inclusion of GCE
in the national curricula. In the second section, the outline and the methodology of the
BRIGHTS project are discussed. In the third section, results of the training methodology’s
implementation are presented comparatively to the results of international research and
best practices on GCE and DS in formal and non-formal education settings. Finally, we
conclude with an overall positive evaluation, high percentages of training completion and
of satisfaction. The beyond-expectations numbers of digital storytelling produced and the
great interest and commitment of participants (teachers/trainers and learners) exhibited
during the process is highlighting the need for more similar content programs, the interest
and motivation of youth to be engaged in global issues through the GCE values and their
need to express their personal stories and opinions using digital technology.

2. BRIGHTS TRAINING PATHWAY TOWARDS THE ESSENTIAL FLUENCIES
OF THE 215" CENTURY

Global Citizenship Education (GCE) has been developed as a policy oriented conceptinand
outside Europe during the last years to address global challenges. It is a concept directly
linked to the Sustainable Development Goals (SDGs) and the Agenda 2030 agreed upon
and adopted by international organizations (UNDP, UNESCO, European Council) towards a
sustainable, democratic, peaceful and just world in the 21st century. UNESCO has put GCE
in the core of its education strategy planning calling for member states to commit to the
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shift for change and to offer through a reformed education system equal opportunities to
all citizens to develop the 21st century skills and competencies necessary to be effective
workers and active citizens in the globalized, interconnected and interactive society of
the 21st century (Abdi & Shultz, 2008; Davies, 2006; Hicks & Holden, 2007; Marshall, 2011,
Schattle, 2008, Truong-White & McLean, 2015). The most cited definition of GCE is that
of UNESCO (2014), which we also adopt in this paper: Global Citizenship Education is “a
framing paradigm which encapsulates how education can develop the knowledge, skills,
values and attitudes learners need to build a more just, peaceful and sustainable world
and to thrive as global citizens in the twenty-first century”. An ever-increasing number of
member states in Europe and countries worldwide tend to adopt ‘Agenda 2030" SDGs and
to agree to contribute towards their completion by 2030.

Research shows that the global perspective concept may differ in terms of definition
and terms used by organizations in different countries (CONCORD, 2018); there is no
common definition for GCE (Davies, 2006; Davies, Evans & Reid, 2005; Marshall, 2011,
Myers, 2010; Pike, 2008; Reimer & McLean, 2009; Shultz, 2007, Truong-White & McLean,
2015, CONCORD, 2018) and often it is confused with Global Education (as described in the
Maastricht Global Education Declaration, 2002) and Citizenship Education. Despite that, a
prevailing trend for education legislation reform to address global issues employing GCE
methodology is noted in more and more countries worldwide (CONCORD, 2018, Browes,
2017).

Research data show that critical pedagogy practices are required to successfully address
global issues in the classroom and have the students be engaged and actively participate
in the learning process to develop certain essential skills and fluencies necessary for the
21st century global citizen and that could be achieved through blended training programs
(Truong-White & McLean, 2015). BRIGHTS training pathways proposes such a blended
training scheme based on the principles of GCE and on the technological benefits of the
DS technique. The BRIGHTS project has adopted similar recommendations to model an
innovative critical pedagogy training pathway to meet with the challenges and needs of the
21st century global citizen; thus, it is boosting Global Citizenship Education using Digital
Storytelling (DS) to address global issues related to GCE in the classroom and to offer
teachers a powerful teaching tool for deep learning on GCE topics. This training pathway
can contribute to a shift towards change of attitudes in society by promoting citizenship
and the common values of freedom, tolerance and non-discrimination through education.

The vision for a more democratic, non-discriminatory, tolerant and just society of the 21st
century also includes equal opportunities for all European citizens, especially the young
ones and those at risk of marginalization, to have their voice heard freely and be given
a step to interact and share experiences and opinions within the global community on
the basis of democratic values and peaceful co-existence. The BRIGHTS training pathway
empowers and encourages the participation of the non-privileged or those at the risk of
marginalization youth.

Despite varied conceptions of GCE, a literature review (Mundy, Manion, Masemann, and
Haggerty, 2007) identified six common dispositions to most of the GCE definitions. In
Truong-White and McLean (2015) paper we read that these are: “(1) a view of human
life as shaped by a history of global interdependence; (2) a commitment to the idea of
basic human rights and global social justice; (3) a commitment to the value of cultural
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diversity and intercultural understanding; (4) a belief in the efficacy of individual action;
(5) a commitment to child-centered pedagogy; and, (6) environmental awareness and
commitment to ecological sustainability”. The BRIGHTS online and face to face training
pathway modules are addressing teaching subjects related to sustainable development
and sustainable ways of living, peace education and human rights, gender equality, social
inclusion and cultural diversity, active citizenship and democracy, being completely in line
with the core of GCE values.

Another aspect of importance towards the development of the 21st century skills is the
dimension of digital literacy of the European citizens. Research has shown that Europeans
are digitally short-skilled and that focused and organized training programmes and
initiatives have to be launched to include all European citizens, in particular those at risk
of marginalization (Ananiadou & Claro, 2009; Vuorikari et al., 2016). The BRIGHTS training
pathway’s holistic approach takes into consideration the necessity for the global citizens to
develop transversal skills such as learning to learn, decision making and enterpreunership,
social, political and cultural skills in order to face the challenges in the social, labour and
political environment of the 21st century global society. We have chosen DS to use with
GCE as a very direct, powerful, easily accessible, affordable and user friendly audio-visual
technique to have one’s voice heard globally. It does not necessarily require expensive
equipment or time-consuming hours of instruction to develop. At the presence of a
properly skilled and experienced tutor, finding that is in line with the BRIGHTS training
pathway too, it is well-documented that it can empower critical thinking (Maier & Fisher,
2006; Benmayor, 2008; Malita & Martin, 2010; Borneman & Gibson, 2011, Psomos &
Kordaki, 2015), creativity, open dialogue, collaboration, self-reflection (Benmayor, 2008;
Genereux & Thompson, 2008; Malita & Martin, 2010, Psomos & Kordaki, 2015, Truong-
White & McLean, 2015), students’ engagement and social responsibility (Meadows,
2003; Barrett, 2006; Hofer & Swan, 2006; Robin, 2008; Di Blas & Paolini, 2012, Psomos &
Kordaki, 2015). It can also boost digital literacy in a simple and easy way, appealing to the
younger generation and easy to understand for older generations, bridging that way the
inter-generation gap in a way. Moreover, it can engage students in deep and meaningful
learning by terms of their own current reality and culture of communication, to express
their creativity, to open political dialogue with society, to talk about their generation’s
problems and their visions of the world of tomorrow, to raise awareness and to motivate
others have their voices heard out loud in order to empower the whole society act towards
a more sustainable and democratic world.

It is true that during the last years GCE and its inclusion in the national curricula is in the
middle of debate. Given the states’ commitments to which they are bound to in order
to fulfill the SDGs of the Agenda 2030, more and more countries are reforming their
education policies to meet the Agenda’s objectives and goals. Levels and modes of GCE
implementation vary between countries in Europe and worldwide. Although benefits and
necessity for reformation of national education policies are more than ever acknowledged
by governments and policy makers in many countries, national cultures, political status
and social fears towards diversity (i.e. towards migrants and foreigners) and phenomena
of terrorism and radicalization are challenging the education’s global perspective in a
great number of them.

At European level, education reforms tend to include GCE in the curriculum of formal
education. Finland is the only member state to have fully and explicitly included GCE in the
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national primary school curriculum. Czech Republic and Whales reformed their education
legislation some years ago to adopt a more explicit policy to similar issues. There are
also countries that have only references to GCE in their national education policies for
implementationinschools, yetimportant ones such asin Austria, Latvia and Portugal, while
in countries such as Ireland, France and Italy the reference to the GCE principles is made
through other teaching subjects such as citizenship and intercultural education (Tarozzi
& Inguaggiato, 2016, CONCORD, 2018). In Italy, in particular, the Ministry of Education,
University and Research aiming to ensure a more open, inclusive and innovative school
by enhancing the students’ global citizenship skills, has recently launched a Public Call
for the implementation of projects covering areas such as alimentary education, food
and territory; well-being, correct lifestyles, physical education and sports; environmental
education; economic citizenship; respect for diversity and active citizenship. In Croatia
teachersareobliged bylawtoincludeintheteachingpractice CivicEducation (CE) curriculum
activities or extracurriculum activities to empower citizenship in youth. In Belgium global
perspective is integrated in various ways especially in secondary education (referred to
differently in each Belgium community education system, as Global Education, Education
for Citizenship, World Citizenship Education and local-global perspective accordingly)
(BRIGHTS Training Need Analysis, 2017). There are also those cases of countries like
England and Spain where political conservatism and social fears for migrants, foreigners,
and terrorism acts are becoming barriers that lead to an alarming reduction of attention
to GCE interventions in the education system (Tarozzi & Inguaggiato, 2016).

On the other hand there are not enough data available regarding GCE in non-formal
and informal education in different countries in Europe and worldwide. Research in 30
European countries revealed interesting facts such as that in many European countries
initiatives on GCE values are mainly NGO-led initiatives and EU-funded projected; in
few cases NGOs-led programs are carried out in collaboration with local or community
authorities. In many cases there are no available data or the non-formal/informal
education is not acknowledged in the country. In few cases networks and movements
are launching initiatives on GCE topics organizing events and campaigns to raise public
awareness (CONCORD, 2018). The BRIGHTS training pathway involves teachers/trainers
and youth both from formal and non-formal/informal education, thus contributing with
data and know-how to the research gap about GCE in that settings.

3. THE BRIGHTS PROJECT - BOOSTING GLOBAL CITIZENSHIP
EDUCATION USING DIGITAL STORYTELLING

In this framework, the BRIGHTS project - an Erasmus+ European project - was launched
in 2016 aiming to Boost Global Citizenship Education (GCE) using Digital Storytelling (DS)
techniques in formal and non-formal educational contexts in Europe. The project was
implemented by 7 project partners in 4 European countries (Belgium, Croatia, Greece
and ltaly). Transposing the EU Recommendation 2006/962/EC on key competences for
lifelong learning, and exploiting the results and experience from the best practices RIGHTS
“Promoting Global Citizenship Education through Digital Storytelling” course and UNITE-IT
“Uniting Europe through digital empowerment” online platform, BRIGHTS project has the
following main objectives:

*+ to build secondary school teachers’ and trainers’ capacity to implement GCE with
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young people using DS, and

+ toempoweryoungpeople(13-19y.0.)atriskof marginalisation,inthe development
of social, civic and intercultural competences as well as critical thinking, media
literacy, creativity and digital skills, through the production of digital stories on GCE
topics.

Inthe project's preparatory phase, afieldresearchwas conducted based on semi-structured
interviews (F2F and online survey). In the field research two target groups participated:
one of 41 participants (experts, policy makers, NGO representatives) and another target
group of 48 participants (teachers/trainers in formal/non-formal education working with
13-19y.0. students). Further to the needs analysis of the field research responses, MOOC's
training content was created to meet the specific needs of teachers/trainers according to
our sample. The complete training program consisted of three stages (March-june 2018):
(a) a 20-hour, 4 weeks MOOC (1200 participants, almost 500 successfully completed), (b)
F2F workshops for teachers/tutors (10 hours, 25 participants per country), and c) F2F
workshops with 1500 students (13-19 y.0.) engaged in the production of digital stories
(April-June 2018). Moreover, in the framework of BRIGHTS an online open community for
GCE was launched.

4. METHODOLOGY

Methodological framework regarding the research conduction included designing of the
research tools in a way that these could be flexible enough to be adapted for different
target groups, as well as to meet the institutional, geographical and strategic needs of the
partners cooperating in the conduction of the research activities. It also included clear
identification of the topics of GCE that we wanted to focus on during the research, as well
as in the further adaptation of the RIGHTS curriculum and e-course; investigation on the
training needs related to digital skills (also referring to the MOOC and online collaborative
tools) and use of examples of digital stories in the research phase as tools; more focus on
the GCE contents when interviewing experts, while stressing more the pedagogical and
training aspects with teachers and trainers.

We carried out semi-structured interviews (March-April 2017) at all four countries of the
partnership. Semi-structured interviews were chosen among other survey tools for their
flexibility, adaptability to different empirical contexts and to the different personalities
of the respondents. Moreover, this survey tool gave the opportunity to the researcher
to extend open questions depending on the focus of the interest during interaction. The
first part of the questionnaire was referring to GCE (concept, content, implementation,
benefits). The second part referring to DS (concept, technique, use a teaching/deep
learning tool, benefits) included, apart from the open questions, the view of selected
videos to verify teachers and trainers inclination on linking a specific subject to GCE.
Interviews were conducted in face-to-face scheduled meetings, target groups or online
surveys. There were two focus groups: One consisted of teachers and trainers (secondary
school teachers, e-facilitators, youth workers, cultural mediators, etc.) working in formal,
non-formal and informal settings (schools, Telecentres, Youth Centres, NGOs, etc.) with
young people; 48 interviews in total (73% female, 27% male). While the other target group
consisted of Global Citizenship Education (GCE) experts, policy makers and representatives
of NGOs or non-profit organizations active in the field of human rights, peace promotion,
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sustainable development, international understanding and migrant issues; 41 interviews
in total (59% female, 41% male). All respondents were professionals/volunteers who were
willing to further be engaged in the networking, evaluation and training activities of the
project.

The BRIGHTS training pathway is an upgraded version of the RIGHTS' project online
trainings. This upgraded version content and modules were designed on the basis of the
needs analysis carried out (as described above) in order to be tailored to the real needs
and interests of the teachers/trainers and the group of young learners. It is also based on
the following teaching principles: collaborative learning, contextualized learning, action
learning, problem-based learning. The blended training courses duration is 30 hours
(20 hours MOOC and 10 hours F2F workshops). The MOOC content is divided into four
modules of 5 hours study each. A new module will be available for study every week.
At minimum 100 teachers/trainers per country (a total of 400 teachers/trainers) are
expected to be involved in the MOOC. The final phase of this training pathway concerns
activities between teachers/trainers and young learners (13-19 yo), including also youth
at risk of marginalization mainly due to migrant origin, who are expected to practice what
they have learned during the F2F workshops with their teachers/trainers. Piloting phase
at each partner country has a 25-hour duration and calls for the physical presence and
national tutors facilitation. This phase results in the production of the youth participants’
personal digital stories (at minimum 100), an increased awareness on the concept and
identity of the Global Citizen and the formation of interrelations at personal, local and
global level. The teachers/tutors training using MOOC and F2F methodology was carried
out from March till June 2018.

5. RESULTS

Results from the needs analysis aim to identify the priority aspects for the adaptation and
improvement of the RIGHTS project course Curriculum, and its final piloting, evaluation
and up scaling, using an upgraded version of the UNITE-IT platform (http://www.unite-it.
eu/). Results from the evaluation of the teachers/tutors’ experience from the blended
training program (MOOC and F2F workshops) aim to confirm the research hypothesis
for the need of a comprehensive and blended curriculum for teachers/tutors training, in
order they will be able to meet with the challenge of global issues in the 21st century in
the classroom and for “re-learning to learn”. Results from the evaluation of the students’
experience by being actively engaged with the GCE using DS process aim to confirm
research hypothesis that young generations of the interconnected and digitally socialized
21st century global society are more easily committed and get engaged to the learning
process, if they are offered the opportunity to actively participate in their own learning
practice using technologically-prone methodologies and techniques, that lead them to
develop the 21st century skills necessary to meet with challenges of their era.

5.1 Needs analysis results

Needs analysis findings regarding the core competencies trainers/teachers have to have
developed in order to carry out GCE, direct beneficiaries (learners) of these initiatives and
their surrounding communities have to have acquired to be benefited by this methodology
are shown in Figure 1 below:
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Figure 1: Core competencies for GCE participants (teachers/trainers, learners, community) (Source:
BRIGHTS Training Needs Analysis, 2017).

A SWOT analysis on using DS with GCE based on teachers/trainers and experts evaluation
and commenting on selected videos produced by learners to boost GCE using DS in the
learning process has concluded to the following:

Strengths: appealing, vivid, easy to understand by anyone, promotes creativity and critical
thinking, contributes to digital literacy, promotes GCE values, interdisciplinary and easily to
use in any environment, promotes peer-learning activities, in line with youth’s modern way
of communication, powerful tool, promotes opinion expression especially for those at risk
of marginalization, helps the teacher to enhance learners motivation, build constructivist
learning environments towards a creative problem solving and collaboration.

Weaknesses: risk of misinterpretations or conveying the ‘wrong message’; special
equipment, software and digital skills above basic level are needed; facilitator has to
undertake special training and develop certain skills to discuss global issues, need for
videos’ subtitling and/or dubbing, not always easy to be included in the Syllabus and
planned within the curriculum activities.

Opportunities: empowers team working, bonding within the learning group and the local
community; boosts collaboration in the school community and among teachers when
used interdisciplinary, engages learners in promoting citizenship values responsibly and
positively influencing the others, may represent a different and innovative way to evaluate
the learning results.

Threats: ethical dimensions of storytelling may bring an unprepared teacher/trainer in a
difficult position or cause conflicts with parents and school management, non inclusion
of GCE and DS in the curriculum often hinder its implementation through activities in
the regular curriculum program, wide range of GCE themes may lead to confusion and
superficiality of the stories.

Out of 41 experts and 48 teachers/trainers almost all stated that they would like to more
actively be involved in BRIGHTS and similar projects in order to learn and share the
successful GCE practices. They were also willing to integrate DS in their teaching subject
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regular activities and to upscale their digital skills and competencies to be able to use DS
technique in GCE in the classroom.

Experts agree though that curriculum and school teaching methods and techniques have
to be reformed to be in line with the 21st century skills that future citizens have to have
developed to be effective workers and active citizens in the globalized, interconnected
and interactive society of the 21st century (Abdi & Shultz, 2008; Davies, 2006; Hicks &
Holden, 2007; Marshall, 2011, Schattle, 2008, Truong-White & McLean, 2015).

5.2 Expectations and satisfaction levels from the MOOC and F2F workshops
(teachers/trainers and youth)

Quantitative data regarding the attendance and successful completion of the BRIGHTS
blended training are shown in the following table:

Training Activity Number of participants per partner country
Registered (in total) Successfully completed (in total)
BE GR CR IT BE GR CR IT
MOOC 108 788 169 133 20 341 76 49
F2F workshops 11 43 27 26 10 27 26 26

Table 1: MOOC & F2F workshops: participation quantitative data

Of the participants who registered for the F2F workshops and successfully completed it,
1 (BE), 18 (GR), 18 (GR) and 15 (IT) were school teachers in formal education, while 7 (BE),
7 (GR), 8 (CR) and 11 (IT) were trainers/youth workers in non-formal education settings.

Teachers/trainers experience from the MOOC and F2F workshops, was evaluated as highly
satisfactory and expectations were strongly met. All participants teachers/trainers stated
to have scheduled to continue using this methodology from the beginning of next school
year. In Greece and Italy teachers had to overcome bureaucracy issues that hindered to
a degree the implementation of the intervention. Comments about difficulties faced had
to do also with the editing software proposed during training (DaVinci and iMovie) as was
not compatible with all computer equipment or due to inadequate equipment in their
organizations (in formal/non-formal settings). In the case of Italy, the low digital skills level
of the participants complicated their training process. In general, levels of satisfaction
were high both by the blended training involving MOOC and F2F workshops for teachers/
trainers. Fact that is also proved by the completion rate that was as high as 40% (mean
completion rate is 13%, according to Onat, Sinclair & Boyatt, 2014). Blended training was
evaluated by the participants as highly stimulating, new knowledge and skills offering,
confidence empowering, interesting and innovative, enriching ideas and ways of thinking
for the teaching practice. In fact, there was great interest for more similar projects in the
future and eagerness to participate. Levels of satisfaction were also high for F2F workshops
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for students. In all four participating countries students found this methodology appealing,
creative, fun to make, challenging, interesting, in line with their digital culture and way of
communication, powerful to transmit ideas and opinions, inclusive for the non privileged.
They were all excited to have the opportunity to participate in such an activity, share their
personal stories, learn about GCE topics and upscale their digital and communication
skills.

5.3 Personal digital stories production and sharing

Training Activity Number of groups in each pilot country Number of digital stories produced
(total) (total)
BE GR CR IT BE GR CR IT
F2F workshops 5 20 26 26
Digital stories - - - - 49 25 142 35

Belgium participants were represented by 5 groups of youth with a total of 69 participants,
who produced 49 personal stories in total. In Greece there were 20 groups of 131 young
learners, who created 25 digital stories in total. Croatia participated with 26 groups and
302 participants, with an average of 12 participants per group; they created 142 personal
stories in total, most of them addressing the subject of social inclusion and cultural
diversity. Italy had 26 groups (one per each teacher/trainer) and from 5 to 10 participants
per group. 15 groups were in formal education; 11 groups in non-formal education.

6. CONCLUSIONS

The BRIGHTS-Boosting Global Citizenship using Digital Storytelling blended training
methodology employs a comprehensive learning method to facilitate both teachers/
trainers online training (tutoring, self-training and peer training) in MOOC form and Face
to Face workshops boosting learners-trainer interpersonal interaction, and youth learners
(13-19 yo) F2F workshops training on DS techniques to be used as a powerful tool for
deep learning of GCE topics.

This training scheme is considered to be the most multi-functional, multi-learning,
appealing and alternative way of training, flexible to adapt to learners’ own pace of
learning and at the same time ideal to offer the confidence learners need to get from
their interaction with their trainer/tutor/facilitator and the interaction among peers and
the local community.

Its flexibility, user friendliness, affordability, interdisciplinary nature, and life-long learning
profile make this methodology suitable to be included in the curriculum in formal and
non-formal education settings with the necessary adaptations.

Bureaucracy issues have to be resolved in some countries. Already some of the non-
formal organizations in the piloting countries decided to include GCE using DS in their
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regular curriculum from next school year and create a YouTube channel to inform and
aware students on GCE.

Teachers/trainers arethe core factorin the successfulimplementation of this methodology,
thus, more training projects using the proposed blended training on GCE using DS have
to be launched. NGOs and government policy making will be playing a key factor role
towards that end.

More user-friendly software options and better digitally equipped schools would boost
the positive impact from this methodology.

In general, GCE using DS offers the opportunity for engagement and active participation
of the global society at larger scales towards the fulfilment of the SDGs of the Agenda
2030 and a more just, democratic and sustainable world for all.

The BRIGHTS MOOC, available at http://www.brights-project.eu/en/, will run once a year.
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Building community and humanizing research in the

humanities classroom

Erin Royston Battat
Wellesley College, USA

Heather Corbally Bryant
Wellesley College, USA

This research paper considers both the research and practice benefits of bringing the digital
story into the humanities classroom. In Erin Royston Battat’s writing course on U.S. Immigration,
students build upon traditional writing strategies to construct their digital stories while
experimenting with more flexible, emotionally-driven narrative forms that empower their voices
and those of their immigrant subjects. In turn, students bring back to their academic writing
a heightened sense of audience and purpose. As Heather Corbally Bryant shows us, another
use of digital story telling in the classroom can be to build communities among individual
students. By telling personal stories through various media, students rediscover themselves
and the landscapes they inhabit. And by sharing these stories in the classroom, they develop
deeper connections with one another, building a foundation for collective learning.

1. HUMANIZING RESEARCH

Early in the semester, | meet individually with students in my first-year writing courses
to discuss their essays. Invariably, several students come to my office armed with neatly
typed outlines consisting of three bullet points—one for each paragraph—that clearly,
concisely, and safely express observations about a text. Gently, | probe this neat structure,
asking students to complicate, elaborate, connect, and articulate the stakes of their ideas.
They stare at me like deer in headlights.

This interaction is the first step in a process towards reaching the overarching goal of
Wellesley College’'s Writing Program: to shift from an inward-facing mindset (writing to
demonstrate mastery of content), to an outward-facing mindset (writing with a sense
of audience and purpose). While we mainly work towards this goal through traditional
essay assignments, recently in my course on U.S. immigration | experimented with
digital storytelling as a means of heightening students’ awareness of the stakes of their
ideas. As indicated my analysis of student reflections on the project, digital storytelling
helped students translate writing conventions (e.g. thesis, transitions, paragraphs) across
modalities, giving them a deeper understanding of the purpose of these conventions and
their usefulness in “real world” communications. While resembling the writing process
in meaningful ways, digital storytelling also liberated students from the constraints (real
and perceived) of the academic essay, which, in turn, prompted them to challenge these
conventions and move beyond them in their writing. Students revelled in the opportunity
to share personal experiences and explore the human, emotional dimensions of their
research, which strengthened their voices and prompted them to question the ideal of
objectivity in academic writing. Most significantly, students theorized their digital stories
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as multi-vocal texts that gave voice to their immigrant subjects. This student-generated
insight into the power of digital storytelling has far-reaching implications, suggesting its
power as a force of social change.

1.1 Translating Writing Strategies

The proliferation of digital forms of communication has prompted educators worldwide
to think about the role of the liberal arts in the twenty-first century, and the relevance of
the academic essay in particular. My goal in the digital storytelling assignment was not to
replace the academic essay, which | believe is a useful tool for developing and structuring
complex, evidence-based thinking. Rather, | wanted students to consider the similarities
between these forms, and to bring back to their academic essays enhanced creativity,
flexibility, and voice. Similarly, Matthias Oppermann (2008, p. 171) contends that digital
storytelling should not replace the conventional essay, but rather “makes composition
strategies visible in new ways.” While Oppermann’s students, who were in a content-
based American Studies course, became “more aware of the compositional strategies
involved in writing” after creating digital stories (2008, p. 179), my writing students
entered the process acutely aware of elements such as the thesis statements, transitions,
and structure—"“compositional strategies” that we discussed in detail every day. What
my students realized was that these writing elements, which might seem rarefied and
perfunctory in an academic context, were actually helpful in the process of creating a
seemingly more modern and relevant multimedia project. “As | was using iMovie to drag
my videos,” remarked one student, “I began to realize that the digital project was indeed
much more similar to an academic paper than | had previously thought” (W, 2018). In
reflecting on this parallel, she realized that “structure can be just as important, if not
more important, than the content itself.” Her comment indicates her shift towards an
outward-facing mindset, from a focus on content to a focus on structuring ideas for an
audience. Tellingly, the majority of my students used the compositional terms to describe
their digital stories, reflecting their experience that digital storytelling, as one student put
it, “mirrored the process of writing an essay” (B, 2018).

1.2 Embracing Flexible Structures

While students easily recognized the parallels between essays and digital stories, they felt
liberated from the formulas and conventions that are commonly used scaffold writing in
U.S. secondary education. One student structured her story “more like a novel, revealing
small facts along the way to engage the viewer” (B, 2018) Another felt that her digital
story, which was based on a research paper she had written on the DREAM Act (failed
legislation that would offer a pathway for citizenship for undocumented youth), yielded a
more “complex narrative” that raised questions rather than delivering answers (S 2018).
In creating digital stories, students felt free to experiment with narrative structures, and
their reflections imply a critique of the conventional thesis statement, delivered early and
offering a clear stance or “answer.”

The multiple modalities of the digital story form also allowed students to make meaning
implicitly, through the combination of word, image, and sound. This experience starkly
contrasted their experience writing academic essays, which demand more explicit claims
through compositional elements such as the “thesis statement” and “topic sentences.”
(This aspect of the genre is often reinforced through professors’ marginal comments that
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ask them to explain and clarify their claims). Students described their choices to overlay
video with voiceover to create irony, to infuse statistical evidence with emotional force,
and to make implicit arguments. As one student put it, “I was able to use the tone of my
voice to convey the implications of certain words rather than having to be explicit” (B,
2018). In reflecting on how they used audio and visual elements to make meaning, these
students analyzed the limits of written language and the essay form.

Digital storytelling also allowed students to blend their intellectual and creative abilities,
which are often compartmentalized in English Departments under the designations
and “literary criticism” and “creative writing.” One student, who created a personal story
about the tension between her Chinese and American identities, incorporated images
of lotus flowers (both hand-drawn and filmed) to symbolize her sense of self. Hearing
her narration while watching the lotus flower bloom allows the viewer to interpret this
symbolism without explicit commentary (Ca, 2018). As this student’s process indicates,
digital stories form “bridges between creative and intellectual production” (B 2008, p.
190), allowing students to blend the roles of creator and critic.

1.3 Gaining Voice

Liberated from the constraints (real and perceived) of the academic essay, my students
asserted their voices more confidently in their digital stories. One student described a
feeling of gaining intellectual status as she transitioned from writing research paper on
racial profiling of Muslims at airports to creating a digital story on the same topic. “In
some ways,” she remarked, “writing the script for the digital story allowed me to feel
like more of an expert on my topic.” Rather than regurgitating scholars' views, she “used
perspectives from scholars to guide my narrative” (B2, 2018, emphasis in original). This
student's experience resonates with Oppermann’s (2008, p. 180) notion that “digital
stories have become a contact zone for the confluence of novice and expert knowledge,
a site where personal perspective and affect intersect with disciplinary knowledge in the
most generative ways.” Communicating in a personal, digital form, students “own” their
research.

One way digital stories embolden students to become authorities on their topics is by
legitimizing and foregrounding the personal story and its emotional content. Digital
stories allowed my students—many of whom were first-generation immigrants of color—
to view the course content through the lens of their personal experience, to express their
ideas in emotional as well as intellectual terms. The student above, for example placed
her mother’s experience at the center of her digital story on racial profiling, while in her
research paper, her personal experience was relegated to an opening anecdote. As Rina
Benmayor (2008, p. 189) notes, digital stories empower students to “theorize their own
identities ‘from the flesh,” using their experience to produce new knowledge of history
and culture.

While not all of my students created digital stories out of their personal experience, all of
them thought carefully about how their stories would affect their viewers emotionally. In
their reflections, they identified this emotional dimension as the key difference between
digital stories and academic essays. Digital storytelling empowers student’s voices by
allowing them to express the emotional dimensions of their topic, whether based on
personal experience or research. Oppermann’s (2008, p. 177) distinguishes between
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the “cognitive” voice of the expert, expressed in neutral, coded language through the
conventional term paper, and the “affective” voice of the student, rooted in personal
experience. Students are trained to distinguish between cognitive and affective voices, and
to suppress the latter as they are socialized academically—a particularly alienating and
painful process for first-generation and students of color (Oppermann, 2008). Aware that
she was not creating her story “for a strictly academic audience,” one student “was able to
use more emotionally based arguments” (B, 2018). Another student, whose story revealed
a disturbing historical precedent to Trump’s proposed Muslim registry, felt that placing
“a factual source side-by-side with a human one” gave her argument “both authoritative
and emotional power” (B3, 2018). What this student points to is this collapsing of cognitive
(“factual”) and affective (“human”) domains—between the domains of the expert and the
student.

1.4 Creating Multivocal Texts

While Oppermann (2008) and Benmayor (2008) focus on the empowerment of student
voices through digital storytelling—also a key goal of mine—what my students themselves
most valued was the ability to create a multivocal text that honored the voices of their
subjects. Like Oppermann, my colleagues in writing programs often grapple with students’
difficulty with expressing their own ideas while incorporating scholarly sources in their
writing. All too often, students feel that their ideas pale in comparison to the “expert,” or
worse, that they do not have anything to contribute at all. While this issue of engaging
scholarly sources is crucial, my students have raised another, much less discussed power
dynamic in academic writing: between themselves as writers and the subjects they are
writing about. For one student, the child of immigrants from Ethiopia who left during
the civil war, this problem of representing her father's experience was paramount:
“| extensively wondered how | would connect his story to my own.... Because | was so
focused on doing his story justice, his words influenced the way | went about creating the
digital story” (2018, Student Reflections).

This students’ concern speaks to the politics of representation in documentary
photography, summed up by David Levi Strauss in his essay “The Documentary Debate”:
“what right have | have to represent you?” (2003, 2003, p. 8). She ultimately decided to
play long clips of her father speaking, framed by context delivered in her own voice. She
reflected on how this choice differed from “the essays we wrote in class,” in that “l wanted
to make sure his words took the forefront of what the story was about and what | wanted
people to take away fromit” (F, 2018). In noting that “breaking up his speech to provide my
own analysis would have taken away from the emotion of his words,” she offers a critique
of conventions of selecting and analyzing quotes in academic essays, which privilege the
voice of the writer over the voice of the subject. Resisting this mediating role, my student
commented that quoting her father's words through written text “wouldn't have had
the same impact as actually using his words and hearing his pauses when discussing
something difficult for him to remember.” “Creating this digital story,” she concludes,
“helped me understand the...value of emotion in telling a story” (F, 2018).

While this student’s connection to her subject was personal, Gould and Gradowski note
that students tend to connect emotionally to online oral history videos. Videos, they note,
have an emotional power beyond print or audio, providing tone of voice, expression, and
silences of a personal story (2014, p. 342). This data suggests that digital storytelling has
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the potential to make students more devoted to their research and writing—to doing
these stories justice (Gould and Gradowski, 2014, p. 350)

Other students echoed this desire to foreground the voices of their subjects—to create
multivocal stories. “Instead of listing out the impacts of racial profiling in my own words,”
remarked the student who featured her mother in her story on racial profiling, “l was able
to incorporate a new voice” (B2, 2018). Another student remarked that videos allowed for
a “change in narration” that could support her claims without her explicit commentary. A
third noted that the technique of montage allowed her to present multiple views—in this
case anti-immigrant sentiments—efficiently and powerfully. It “was really effective and
quite fun to make it work—you can’t do anything like it in an essay” (J, 2018).

1.5 Digital Storytelling and Writing

As suggested by the comment “you can't do anything like it in an essay,” my students
embraced digital storytelling as an alternative form of expression, one that liberated
them from seemingly rigid conventions and amplified their voices and the voices of their
subjects. But my goal was not for them to reject the academic essay, but to reinvigorate it.
Just as they translated their knowledge of writing conventions to build their digital stories,
| wanted them to translate back to their academic writing an awareness of audience,
flexibility of structure, and focus on the human dimension. This process is needed now
more than ever, as academic communities worldwide reconsider the role of the liberal
arts and its traditional forms in the digital age. As Oppermann notes, the academic term
paper, which has changed little over the past one hundred years, has become naturalized
as the goal and measure of student learning. While the successful student “was one who
mastered the technology of knowledge production that experts use,” most students,
particularly those from underrepresented groups, are alienated, frustrated, and even
silenced by this form (2008, p. 176).

How might digital storytelling open up new modes of academic writing? In their reflections,
my students suggest ways that this process will change their approach to academic
writing. First, students demonstrated the heightened sense of audience that is the mark
of effective writing. In creating digital stories, students were much more attuned to how
their choices would affect viewers than they tend to be in developing their essays. One
student, who probed why her mother told her so little about her immigration from Sri
Lanka, viewed the audience as companions in a journey: “I wanted the audience to go
through the journey of finding out the reasoning behind my mother’s silence with me” (G,
2018). Another imagined the images and audio as “my eyes and ears so that the viewer
could feel like they were living it as well” (W, 2018). Accessible and engaging to the various
sense, digital stories foster an outward-facing, audience-driven approach.

For many students, this shift and mindset translated to their academic writing as well. One
vowed to engage the reader throughout her essays, “a concept | tend to forget in academic
writing” (N, 2018). Another realized that her writing need not “follow some rigid format”
(B, 2018). Finally, a student’s desire to infuse her writing with “personal and emotional
connections” reflects a change in her conceptualization of the academic essay: “I've learnt
that [essays] are meant...to connect people together, and connections [are] what make
an essay good” (W2, 2018). These students translated elements of the academic essay to
build their stories, and then experimented with flexible structures, multiple modalities,
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and the power of emotion. They found their voices, while giving voice to others. In turn,
they gave their academic writing new life, indicating an outward-facing mindset driven by
a desire to connect with their audience.

These insights have far-reaching implications beyond helping students to break out of the
five-paragraph formula. Digital storytelling has the potential to break down the barriers
between the academic and “real” worlds, a dichotomy that often makes students—
particularly those from underrepresented groups—feel marginalized within the academic
community. In breaking down these barriers, digital storytelling facilitates what Fletcher
and Cambre call “implicated scholarship,” or a form of intellectual engagement that
interacts in the worlds we inhabit in a politically conscious and humanistic way (2018, pp.
111-12). By telling digital stories, students break out of restricting formulas for writing and
build a new community of learners that is as inclusive as it is excellent.

2. BUILDING COMMUNITY

This past year, for the first time, | taught a year-long first-year writing course at
Wellesley College. The idea for the course, “You Are (Not) Here: Writing in the Distracted
Age,” came from my experiences engaging new students, both inside and outside the
classroom. Increasingly, | noticed that students were disconnected from one another,
from themselves, and from their environment around them. Typically, when | entered a
classroom, students would be sitting typing on their phones, rather than chatting with one
another. Discussion in class took longer to get started; when | walked around campus, |
often saw students engrossed in the images on their screens, the “tiny gods” according
to Sherry Turkle (2016) rather than immersed in the landscape around them. Finally, |
observed that students appeared to be having ever more difficulty starting to write and
sustaining fluid expression in their essays. | wondered whether it would be possible to
use the continually evolving technology at our disposal to foster a community within the
humanities classroom. | wondered whether by assigning students to create a digital story
about place, we could build a stronger classroom environment together, a space based
on deeper ties to one another, and to the places they were discovering for the first time.

2.1 Noticing Our Landscapes

The digital storytelling assignment | created had two components: the first one tasked
the students to create a three-minute digital story based on their conception of place.
The students completed their assignment at the end of the first semester, just before
finals. The second part of the project asked them either to expand their first story into
a five-minute one, or to create a new one reflecting their experiences over winter break.
Our class was also a first-year seminar designed to help students make the transition
to college. With sixteen students, we formed a close-knit group. The longer assignment
offered students an opportunity to build bridges between their own communities and the
ones they were discovering at college, between the places where they came from, or at
least where they identified as home. Whether or not they returned home over break, they
could choose the parameters of the place they explored. We began the second semester
by sharing these longer digital stories. As the students later reflected, and something |
noticed at the time, as Jason B. Ohler articulates, “learning communities are primarily
storytelling communities” (2013, p. 7). By watching and listening to one another’s stories,
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we saw together the truth of what Ohler has observed: digital stories have “the primary
function of teaching others, whether formally or informally” (2013, p. 7).

2.2. Belonging Beyond Words

The first digital storytelling projects allowed each student a way to reflect on her first
semesterin college. Here, in whatJohanna Kuyvenhoven (2009, p. 31) terms the “landscape
of the event: the classroom,” we were all privy to the transformative experience of sharing
these digital stories about one of the most significant transitions to date in students' lives.
In this environment, we were able to connect, as Kuyvenhoven phrases it, (2009, p. 36)
“bridging two cultures, or two ways of being with one another: the school way and the
outside-school way.” In reflecting on the digital storytelling assignment, students echoed
the idea of how the act of representation in this medium allowed them to share their
emerging feelings of belonging. One student writes of her own experience, “l no longer
felt like a child, or that | was living in someone else’s reality, or that | was an imposter
here” (P, 2018). Another student describes her digital story as “one of her most personal
pieces of work” (52, 2018). This student believes that, by drawing on media beyond words,
she could “engage more senses to evoke emotion” (S2, 2018). She enjoyed “making a
story without using words, because it made [her] think what components are necessary
to make a point clear” (52, 2018). Even though her story recorded her speaking, she did
not conceive of her project as containing language because it was not written. As far as
the results are concerned, she notes, “this was the first project | was entirely satisfied with
this year” (52, 2018). As the students looked back on what, exactly, they had accomplished
through making their digital stories, they expressed gratitude: “I am so thankful that we
were given the opportunity to make these digital storytelling projects for many reasons”
(C2,2018).

Students surprised themselves with how hard they wanted to work on these projects. One
writes, “This was by far my favorite project of the first semester!” (C4, 2018). She notes,
“While recording my project, | found myself so invested into it that | never once checked
my phone, and didn't even realize how hard | was concentrating until | re-watched footage
and could see my phone blinking with notifications” (C4, 2018). By noticing and affirming
their own hard work, students walked several steps closer to the idea of using the available
technologies surrounding them in positive ways, both to notice and to connect, beyond
the confines of the traditional essay. As Bernard R. Robin has noted, (2008, p. 222) “digital
storytelling is an especially good technology tool for collecting, creating, analyzing, and
combining visual imagers with written text” (222). As Robin further suggests (2008, p. 224)
“Perhaps the greatest benefit in the classroom may be found when students are given the
task of creating their own digital stories.”

2.3 Creating New Worlds

By looking up at the worlds around them, students began to discover their places in their
new spaces. They wrote about their revelations, both about themselves and about their
landscapes. One student describes her experience in the following reflection: “One day,
while | was walking back to the science center, | noticed how beautiful the weather was
and whipped out my camera to record the trees in a shot while | walked around them in
a circle” (E, 2018). This act of noticing “encouraged” this student “to walk around campus
to find new sights to film” (Emerson, 2018). Another student explains how “exploring
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different strategies to tell my story became something quite empowering (D, 2018).

By sharing their work, students were both “inspired” and “proud” (2013, p. 197) of what they
had accomplished, as Ohler has shown that students will often be. By watching the digital
stories together, we created a different kind of community, one where students allowed
themselves to be vulnerable, present, and supportive. Furthermore, the act of seeing
other students react to their work, as well as seeing the work of other students, allowed
them to be more attuned to the value of what they had created. As Ohler recognizes
(2013, p. 197): “sharing work within a class creates a much more meaningful context for
assessment, including self-assessment.” One student observes, “I loved the DS Project!”
(D, 2018). She writes, “l realize now that this project helped me reflect on how far I'd come
up to that point in my life. It was another outlet to explore who | was, who | am, and
who | am becoming” (D, 2018). This student's reflections echoed those of others—both
the recognition of the opportunity for growth provided by the digital story, and also the
value of sharing their creations with others. Several students discussed the experience of
sharing their digital story. One student writes, “I was not prepared to feel the emotions |
would feel while re-watching my digital story” (C2, 2018). She recalls, “I almost forgot how
hard | worked on it” (Cronin, 2018).

Students often revealed how much they relished being able to “work with a different
medium” (C2, 2018). They viewed the assignment as an escape from the confines of
traditional writing, as a freeing experience. “| honestly dread writing so getting to work on
something distinct was fun and refreshing” (SR, 2018). The experience was an emotional
one for many, “l almost cried when | watched the video in class again” (D2, 2018). Several
students noted the value of the experience of sharing their work with others. The same
student writes: “l saw Emma’s eyes become wet, which encouraged me to write more
about what really matters to me” (D2, 2018). Her phrase, “what really matters to me,”
seems to be a familiar refrain in the students’ reflections on this project, one that comes
up again and again. | am intrigued by the idea that, for the students, digital storytelling
serves as a way for them to escape what so many of them have come to see as the
confines of their previous experiences of writing. For so many of them, the writing of the
essay is an act solely to please others. The value of the digital story appears to derive,
at least in part, from the students’ perception that it is a place where they can say what
they want to say, and share what they believe they would like to share. For my students,
it served as a safe place for them to expose themselves, and in so doing, it allowed them
to see themselves and others more clearly. The vulnerability and originality they granted
themselves gave them the chance to build a new landscape of the classroom, not based
on who they thought they needed to be, but who they really were. One student who had
struggled all semester to express her thoughts as she wanted to writes, “I LOVE this digital
story.... It got compared to ‘Lady Bird,’ so I am happy” (T, 2018).

2.4 Our Classroom Space

In our year-long quest for community, we went on class field trips to Walden Pond, the
Concord Art Museum, the Isabella Stewart Gardner Museum, as well to restaurants with
cuisines from several continents. We spent a lot of time with one another, both in class and
without. Students came to office hours frequently. At year's end, the students completed
a project in the Book Arts Lab; each of them made their own books filled with their
reflections on their year's work. The digital stories figured prominently in their descriptions
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of their journey through the class. As | look back on the year, and what the students had
to say about their growth, | realize that the digital storytelling projects provided a crucial
way station on that journey. As Johanna Kuyvenhoven writes, “The inexpressible spur
for putting down books to share a story in school eluded meaning” (2009, p. 17). In our
class, the digital stories became the center of the foundation of our community. By having
them come at the end of the first semester, and at the start of the second, they became
figurative bookends to the way the students experienced their journey through the class.
Throughout the spring term, students would often make references to a classmate’s
digital story; they became part of the fabric of the course. More than any other project
or assignment, the digital stories became part of the enduring recurring landscape of our
classroom.

For so many students, the chance to go beyond the limits and constraints of what the
written essay has become allowed them to grow as creators. As one student sums up her
experience, “these digital stories allowed me to express what words cannot” (L, 2018). She
writes that she will always “treasure” them (L, 2018).

These stories became part of our shared language, and they offered us a way to expand
our classroom landscape to include all the places that the students recreated in their
digital stories. Each one became part of the sustained present of our classroom; each one
reminded us of the powers inherent in Turkle's “tiny gods,” and the values that shared
images and stories can offer us. When | walked into the classroom at the beginning of the
spring semester, no one was using her phone alone. Instead, the students were engaged
in lively conversations with one another. If they were looking at their screens, they were
sharing them with others, offering other students glimpses into their lives, into the places
they came from. By creating and then presenting these digital stories, the students created
a new classroom landscape, one filled with individual visions shared in a collective space,
one that allowed them to develop their own distinct voices at the same time they were
able to add them into the larger and continuing conversation of our classroom.

Their digital stories gave them the chance to learn how to relate to themselves, how to
connect to others, and how to be participatory and mindful observers in the world around
them. At year’s end, our classroom reflected the insights they had gained, the risks they
had taken, and the new technologies they had embraced to tell the stories they most
wanted to tell.
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Research on the use of Digital storytelling “How can
digital stories from placement contribute to a deeper

reflection and learning for students?”

Elisabeth Arnesen

Assistant Professor, Bachelor's Program in Child Care and Welfare, Faculty of Social
Sciences, OsloMet - Oslo Metropolitan University, Norway

In my research, | have studied how the use of digital stories from placement can contribute to a
deeper reflection and learning for Child Care and Welfare students. | will present these results
at the conference. In my research, | have taken a starting point in qualitative methods based
on a phenomenological design. My empirical study consisted of two types of sources that were
created in an educational context, 160 evaluation forms from the students’ evaluations of the
workshops in the period 2012-2015 and 150 films produced by the students in the same period.
In addition, data also included my own observations and field notes through these years of
workshops In my theoretical part | have based it on theories of narrative and storytelling and |
looked at how digital storytelling can be understood in relation to learning. The findings showed
that the students were very satisfied with this form to reflect on practice.

1. INTRODUCTION

| have been working with Digital Storytelling since 2012 and have collaborated with Grete
Jamissen. In my research, | have studied how the use of digital stories from placement
can contribute to a deeper reflection and learning for students. The study was conducted
at the child welfare education program at Oslo and Akershus University College (HIOA),
now OsloMet - Oslo metropolitan university in Oslo, Norway. The education program is a
part-time undergraduate program with a duration of four years. In the second year of the
program, the students spend 12 weeks in placement at their own workplace. This paper
relies primarily on data from four cohorts of child welfare students, and a total of 160
students completed the workshop.

The typical student has often long work experience from work like childcare, institutions,
schools, kindergartens, psychiatry and work as foster parents etc. This kind of work requires
the skill and ability of reflection. We therefore use digital storytelling as a reflection tool
after completion of practice placement. In addition, we teach students how this can also
be a social education tool in working with children and young people. In my research
for my Master thesis | have taken a starting point in qualitative methods based on a
phenomenological design. My empirical study consisted of two types of sources that were
created in an educational context, 160 evaluation forms from the students’ evaluations
of the workshops in the period 2012-2015 and 150 films produced by the students in
the same period. In addition, data also included my own observations and field notes
through these years of workshops. The sources are thus both written and visual, which
has demanded different ways to make selections and analyse them. My theoretical part
is based on theories of narrative and storytelling and | looked at how digital storytelling
can be understood in relation to learning. Since digital stories is a multimodal product, |
have looked at how theories of aesthetic and creative expression have a meaning for this
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type of work. The findings showed that the students were very satisfied with this form to
reflect on practice. 76.3% answered affirmative to the phrase “Creating the digital story
made me delve into reflections from practice.” 87.7% of students agreed to the claim that
“listening to fellow stories contributed to new thinking about my own stories.” And 98.1%
of students agreed that this had contributed to “the awareness that their own feelings are
an important part of being a child welfare worker.” In addition, students made films that
opened up for discussion and reflections and that can be used in different contexts of
education and at work places. Many also learned to use a tool that they can use further in
their work with children and youth. The conclusion has been that digital placement stories
contribute to a deeper reflection and learning for students.

2. DIGITAL STORY

In this digital world, we see and hear stories all around and new technology enables us
to create stories and films using equipment like PCs, Macs, iPads and smartphones. We
have all met the stories presented as commercials and music videos. Furthermore, private
citizens now post their own films and stories on Facebook and other social media.

In this paper, | refer to a specific method called digital storytelling. A digital story, in this
tradition, is a narrative and multimodal product. It has a personal voice but is developed
in a collective creative process. A digital story employs a variety of creative elements to
constitute a meaningful message (Holte Haug & Jamissen, 2015, p. 16). Therefore, there is
great emphasis on identifying the message that each storyteller wants to communicate.

The concept is described in a number of ways, like digital storytelling, digital stories, digital
placement stories and in this paper the reader will encounter a variety of names.

Porter (2005) suggests that digital storytelling (DST) “takes the ancient art of oral storytelling
and engages a palette of technical tools to weave personal tales using images, graphics,
music, and sound mixed together with the author”s own story voice” (Robin, 2005 in Yang
& Wan- Chi Wu, 2012).

We are inspired by the practice of Storycenter as described by Lambert (2013). The
process of creating digital stories starts with the story circle, in our context typically a
group of 3-5 participants. Lambert, in the following statement, describes the story circle
as a cornerstone of digital storytelling. “When you gather people in a room, and listen,
deeply to what they are saying, and also, by example alone, encourage others to listen,
magic happens” (Lambert 2009, p. 86). The magic that happens when you share your
story, get responses and feedback and then rewrite the story is what distinguishes Digital
Storytelling (with a Major D and S) from other digital multimedia products. Jamissen
elaborates (translated for this purpose):

(...) maybe it is exactly the involvement and the dialogue that creates the magic? | create a
story and in the process of doing so | share with peer students, teachers and colleagues.
In this way, | become involved in both the content, in my personal experiences and not
least in relationships with the participants with whom | share my story (Jamissen 2009, p.
34).

The fact that a plurality of voices is involved also contribute to a plurality of perspectives
and ways to understand the events. This is essential in the process of identifying what
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each story is really about and in attributing meaning to them. The story circle may be
associated with the concept of pedagogical documentation where dialogue plays a vital
part as tool for reflection (Haug & Jamissen, 2015, p. 39). Participants often arrive to the
story circle with several ideas for stories or versions of stories. The process of moving
from this point to the finished story, ideally 250-300 words) may be illustrated by the
figure called “the creative fish” (translated for this purpose.

Develop ideas N
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" Develoo text Q.'Jﬂ!:"-tﬁtﬁﬁﬁt?

T T /

.-"‘f ﬂh""‘"-._
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Concretize ideas HH\/

Free flow writing 300 words

(Haug, Jamissen & Ohlmann, 2012, p. 165)

In the story circle the storyteller shares ideas and thoughts, or an outline for a story, and
gets input from peers to find the story and start refining it. In the model above, these
steps constitute the development and concretisation of ideas.

The storyteller then moves into a creative phase of associations and brainstorming as
the first step of developing the text. One approach to this is free-flow writing, a technique
where the instruction is to write non-stop on large pieces of paper and where the idea is
to prevent a premature critical evaluation of ideas. And now it is time to start concretising
the text and write the finished story. This writing process also involves collaboration and
feedback from peers and teachers.

3. HOW IS IT ORGANIZED AT OUR ORGANISATION?

Periods of placement practice play an important part in the child welfare education and
as a rule there is a seminar focussing on summarising and reflecting on the learning
experiences after each such period. Throughout the years these seminars have been
organised in a variety of ways. Sometimes, students with similar placement experiences
were grouped together. At other times groups of students have been instructed to prepare
and introduce questions, themes and issues based on their placement experiences.
When the child welfare education prepared to introduce digital storytelling in 2012, they
discussed how this might become a supplement and decided to make it an element in the
placement reflection seminar. The model developed by Grete Jamissen and Kristin Holte
Haug and used in other education programs at HIOA was chosen as point of departure. The
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model has been adapted and improved throughout the four years of running workshops
with child welfare students. Below | will account for the way the workshops are organized
with part time students who spend one of their placement periods at the institution where
they work on a regular basis.

At the very start of their studies we inform students that they will be using their own
working place as a learning arena for seven weeks towards the end of their first unit of
studies - at the beginning of their second year. There is a requirement that students in
this program have an employment. Those who, for some reason, do not have a relevant
occupation or work as foster parents, are informed of the need to secure a placement
institution for themselves.

Earlier, until 2013, this placement period was called “Placement practice at the regular
workplace” and many students doubted that they could learn anything new at a workplace
they knew after years of employment. Therefore, it became important to focus on the
learning process and consequently the name of the placement period was changed to
“The workplace as a learning arena”. During the placement period students write a regular
assignment and a reflection paper. In addition, they need to prepare to make a digital
story at the post placement digital storytelling workshop.

All these tasks are mandatory and included in the requirements students need to fulfil
to be admitted to the final exam. The program plan states that students are expected to
obtain skills and qualifications and to make use of individual counselling in placement
as a part of their development as professional child welfare individuals. In addition,
they are expected to develop their reflective and critical skills in order to reach a better
understanding of themselves as professionals (Program plan bachelorstudiet deltid 2012).

At a pre-placement seminar we show the students examples of digital stories from last
years' students and explain the process of creating a digital placement story. We ask
them to focus on experiences during placement that have an impact and move them.
This is the event or reflection they will be asked to engage with and write a digital story
about in the post-placement workshop. We encourage them to take pictures and collect
soundtracks that they may use to illustrate this experience while keeping in mind the
need to anonymise places and people. If they plan to use pictures of recognisable persons
they need to obtain a written permission specifying the context of use.

During placement students have various tasks and are encouraged to use tools like logs
and to establish personal learning goals. After placement, they are required to hand in a
placement paper and a reflective note.

The actual digital storytelling workshop is conducted during three days after the placement
period is completed. The digital placement story is an individual product developed with
the help and feedback from two to three peer students during the first day where the story
circle is an important element. We group students based on established working groups
that have received ten hours of group counselling during placement and thus have some
previous knowledge of each other’'s placement experiences. The students share their
ideas and stories and help each other develop the stories. Students find communicating a
personal story challenging particularly as we stress the demand to tell a personal “I"-story.
Often students prefer to tell a third-person story but we ask them to share the experience
from their personal perspective and point of view. In this way, they get in touch with
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their own emotions and reflections related to the various themes and experiences. If,
for instance, they want to describe a child they have been involved with - we may ask
“How did this experience affect you?” Often, students need more than one draft story and
the final story emerges based on personal reflective work and feedback from peers and
teachers. Sometimes fellow students may become very engaged in each other’s stories
and feel an urge to influence another student’s story with their own experiences and
points of view. Therefore, teachers need to be actively present with their support and
counselling to secure that each student’s personal story is developed and fulfilled.

On day two the stories are recorded and the film is edited. Each student records his or
her own voice-over using a tool at their disposal, like for instance a smartphone or directly
into the editing program on their PC, Mac, tablet or smartphone. Many students are not
comfortable with hearing their own voice, but in the finished product the personal voice-
over is often the element that creates the biggest impact as students read their story with
emotion and empathy. Students with Norwegian as a second language are permitted to
read their story in their mother tongue to be able to connect with their own emotions
without having to think too much about words and grammar. In these cases, they need to
give their films Norwegian subtitles to make it accessible and enable peer students and
teachers to engage with the story.

After a short introduction to editing software, the final production process and the
assembling of the story concludes day two. The visual components may be still photos
taken by the students or pictures downloaded from websites like Google and Flickr that
are free to use. Some students use their own video clips and or they illustrated their
films with drawings. In addition, they may add audio like background music or particular
sound effects for illustration (like people arguing or disturbing noises). These elements
may be downloaded from websites like Free Music Archive and some students actually
create their own music. As described above most often the finished products consist of
still images with transitions and some movement in the individual picture, but they are
still referred to as “films". (Haug & Jamissen 2015, p.16). At the beginning (2012) we used
to borrow equipment for sound recording from the section for multimedia. These days
the quality of the students’ own equipment makes this kind of support superfluous and
we rely on them to use their own tools. The first couple of years some students needed
to borrow a PC and very few students used Macs. The third year all students were self-
sufficient with equipment and about a third of them used Macs, and the last year two
thirds were Mac-users. The first year, students used a variety of editing software and later
they have all used Movie Maker for PCs and iMovie for Macs, iPads and iPhones. During
the workshop, they also get introductions into narrative construction and dramaturgical
effects as well as visual communication and the possibilities embedded in a multimodal
production. These introductions are important as very few students are familiar with such
themes.

The last day we divide students in three groups for screening of the stories. Each student
gets to introduce his or her film and show it before we open up for peer student and
teacher feedback and comments, often elaborating on the core theme of the story. The
last three years we have employed the methodology called reflective teams (described
below) an approach familiar to the students as it is much used in practising “professional
conversations” and in dialogue seminars at the child welfare education at HiOA.
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3.1 USE OF REFLECTIVE TEAM

There are many ways to reflect - one way is with the use of reflective teams. The work
with reflective teams and with reflective processes has been largely formulated by Tom
Andersen and has noted the family therapy field “. Tom Andersen (1992) is strongly
inspired by constructivism and the Galviston Institute where Harry Goolishian and Harleen
Anderson worked “(Haaland 2005, 38). The working-form reflective team is characterized
as an individual process where the individual describes a text, case or a movie. It may be
a story, a situation or an issue that the person wishes to convey and receive input and
feedback on. This gives you an opportunity to present it to the group. The group usually
consists of 8-10 people. Two or more group members then form a reflection group that
may face each other at the side-lines. They think highly of what they have seen “what was
this story about?” “I thought it was especially good that the story told us something about
how we react / feel.” “When it happened, | was completely touched.” “I wonder what did
he think when it happened? “

The working form is widely used in guidance groups where some group members role
plays the situations while others make up the reflective team. Here, the role play is stopped
at wish and the reflective team thinks highly of what they see. When using movies, you
can do this after watching parts or the entire movie, then rewind and view parts of the
movie again. Where you stop, you can use reflective team as a method. Finally, the whole
group participates in reflecting on what has been seen. The method is effective in opening
up for reflection and participation and engaging those who are present. The method is
not so confrontational as it does not address directly to the one who made the film, but
focuses on the experiences of the audience. What happens then, is that you often get a
reflection of the reflection itself. Tom Anderson says “The listener will notice that some
of the spoken words are not only heard but also move, the speaking ones.” That way,
something is happening to both the listeners and those who convey something. He points
out that one should not be so keen to understand everything what the other says but on
the process of what it does with you. He points out that we need the expressions to form
an opinion and that both the external and internal conversations help create movement
and meaning (Andersen 2006, 47).

4. RESULTS

4.1 QUANTITAVE RESULTS

Preparation of the quantitative result were done in cooperation between Grete Jamissen:
Project leader at HIOA, workshop leader child welfare, Elisabeth Arnesen: Teacher child
welfare program, co- organizer workshop and Lisbet Skeie Skarpaas: teacher occupational
therapy, co-organizer workshop with students of occupational therapy.

Our main resource of data is a questionnaire with a quantitative and a qualitative part that
has been used across programs at HiOA since 2010. The questionnaire was designed to
tap students experience with the process of developing and sharing a digital storytelling
building on the three dimensions of poetic reflection. In this article/chapter, 12 questions
based on a six-point Likert scale and two open-ended questions were analysed. The
students answered the questionnaires immediately after the presentation and discussion
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of their digital stories, and the questionnaires were collected before students left the
workshop. Thus, we have a 100% response rate based on the students that took part in
the sharing session (2012:30 students, 2013: 49 students, 2014: 40 students and 2015: 41
students).

4.1.1 ETHICS, RECRUITMENT AND PROCEDURE

All of the assigned students were informed about the study and volunteered to participate.
All data was collected anonymously, therefore approval from the Norwegian Data
Protection Agency was not required.

4.1.2 QUANTITAVE ANALYSIS

The software IBM SPSS for Windows was used in the data analysis (IBM Corp., 2013).
The statements had possibilities of scores from 1 “Do not agree” to 6 “Totally agree” in
the questionnaire. In the analysis the variables were recoded into two categories were
answers from 1 to 3 was coded into “Not agree” and from 4 to 6 was coded into “Do
agree”. The data was then analysed by descriptive analysis. The threshold for agreement
or consensus was set to at least 70 percent in this study (Kazdin, 1977).

The analysis revealed a high degree of consensus in the cohorts in most statements.
Table 1 give an overview over the statements and the degree of agreement. The highest
agreement with full consensus (= 90%) was the statement «Awareness of my own personal
feelings is an important aspect of my role as a child welfare worker» that reached 98.1
per cent agreement. The theme “Reflection” also included the statement “Producing the
digital story resulted in more in-depth reflections on placement” which reached consensus
as well.
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Table 1:
Theme Statement Disagree Agree Total
% (N) % (N) N*
Reflection Producing the digital story resulted in 23.7 (36) 76.3 (116)** 152
more in-depth reflections on placement
Awareness of my own personal feelingsis 1.9 (3) 98.1 (151)** 154
an important aspect of my role as a child
welfare worker
Creative process Peer feedback contributed to new 20.7 (31) 79.3 (119)** 150
reflections
I did not learn anything from feedback in 81.8(72)** 18.2(16) 88
the session sharing the finished stories
Listening to my fellow students’ stories 12.3(19) 87.7 (135)** 154
contributed to new reflections on my own
experiences
Free-flow writing opened up associations 32.4(47) 67.6 (98) 145
and ideas
The use of images encouraged creative 17.5(27) 82.5(127)** 154
thinking
Peer feedback was not helpful 86.2 (81)** 13.8(13) 94
Multimodality Using images did not add value to my 82.4(89)**  17.6(19) 108
reflections
Images represent my feelings more than 13.1 (20) 86.9 (133)** 153
written text alone
It would have been equally useful to 85.4(88)**  14.6(15) 103
produce just a written text
Narrativity Applying a dramatic structure helped 46.8 (66) 53.2 (75) 141

me identify the most important learning
points in my story

| learned something about myself through 36.2 (55) 63.8 (97) 152
producing a story

*N varies due to missing values, **The statement reached consensus > 70%

From the theme, «Creative process» did the statements «Listening to my fellow students’
stories contributed to new reflections on my own experiences» and the negatively
formulated statement “Peer feedback was not helpful” both reach almost full consensus
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for agreement and disagreement respectively. All statements concerning sharing of
stories and giving and receiving feedback from peers and teachers reached consensus in
favor for the use of digital storytelling after placement. Furthermore, the statement «The
use of images encouraged creative thinking» reached more than 80 per cent agreement.
On the other hand, the statement of free-flow writing as important for creativity did not
reach consensus.

Both the statements of image-use from the theme «Multimodality» reached over 80 per
cent agreement, these include that images represent feelings more than written text and
that images add value to the students’ reflections. Furthermore, the students agree that
multimodality adds more to the reflection and written text alone. The theme «Narrativity»
did not reach consensus on either statements. ( Arnesen, Jamissen, Skeie Skarpaas,
unpublish article)

4.2 QUALITATIVE ANALYSIS
4.2.1 OPEN COMMENTS IN THE QUESTIONNAIRE

Many students have used the opportunity to leave comments to the open questions.
This is a new experience that | find significant. Usually students don't take long to fill out
evaluation forms, but by 2015 for instance students spent up to one hour filling out the
forms. | see this as a sign that they mark this as something special. This fact also supports
and elaborates the answers in the quantitative part of the evaluation forms. In my analyses
of the free text responses | found the following themes that the students emphasize:
learning together, reflection and sharing stories like these examples illustrate: “ to take
part in other students1 experiences and feelings”, “to see how my fellow students shared
strong feelings through pictures and sound”, “ got more self-reflection about myself and

my work” and “to be able to visualize my thoughts and feelings”.
4.2.2 OBSERVATION

The next source of studying the students’ learning process is the learning situation
as such. In this section, | draw on my experiences as teacher of this course. Students
receive information at the start of the course about the workshop that they will attend
after the placement period. At the practice preparatory seminar, an introduction was
given including showing some earlier student stories. In the first year, several students
had resistance and prejudice against sharing their stories. “What can | learn from other
people’s experiences?” was a common comment. Through the years we have experienced
that the preparation help counter such objections.

4.2.3 THE FILMS

The films are also a source of documenting the students’ own learning process. It is
produced approx. 50 movies per years, but not all are released for further treatment.
Students are asked to complete a confidentiality statement and publishing permission
where they are give directions for further use of the films. Should they ask for the film to
be deleted, it will be done immediately and the confidentiality statements and publishing
permissions will be archived to keep track of further use of the movies.

| have first reviewed all the films to see what topics the students have touched in their
movies. To that end | have continued a form developed by Grete Jamissen and Ester
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Buchmann https: // gjamissen.files.wordpress.com/2013/05/analyseark mal.esther.pdf
(table 2). My problem in the Master's thesis, however, required more than just categorizing
students’ films in themes. In my research, | would like to look at the film’s potential to
contribute to reflection. | have therefore provided the form with a column for reflection.

Dramatic architecture | Pictures and text Music- and Reflection
Telling voice soundtrac and
other effects

Table 2. Analysis model

Haug and Jamissen present in particular three topics that they consider relevant for
the evaluation of the film as the product. 1. Contents: composition and dramaturgy 2.
Expression: technical quality and aesthetic and artistic qualities 3. Interaction and whole:
Create layers in a composite text (Haug and Jamissen 2015, 63) When it comes to films, it's
amultimodal product of both text, images and sound. However, it appears that, regardless
of such systematic assessment criteria, researchers in the field find that what is perceived
as a good digital storytelling is largely about what we are unable to put into words - the
so-called “stomach feeling” (Jamissen 2013; Haug and Jamissen 2015, 62). Some of our
students are technically skilled and have a lot of knowledge about making movies, but
they do not always make the films that get the most attention. Some of the movies have
this undefined that only hits us and which is difficult to put words on. That is why | want to
focus less on assessment criteria for the product, but rather emphasize how the product
/ film can open for further reflection and use. Then | have needed the observations of the
students’ work process and, not least, the views, reactions and discussion of the films on
the film show.

Through these films, the students have shown how digital storytelling has helped them
bring something new and different from what they have described in their practice
assignments. They have been told more stories from their own workplace, both through
content and methods they use. They show through the films that they have applied both
syllabus and new theory in practice and manage the way to integrate theory in their
practice period. They put the spotlight on something that occupies them and rebel them,
and through movies they convey the emotions associated with this. Through the use of the
multimodal, they can use new and creative methods. The films show examples that the
different modes of expression such as pictures, drawings, sound and personal voice help
to enhance each other in the movies. As for my analysis of reflection, the findings indicate
that students’ reflections are often on a personal level, wondering how they can work in
this profession. But they also reflect on practices, methods, cooperation, routines and
relationships; At all, much reflection is made of the complexity that must be understood
and handled to perform good practice. They reflect on the theories and methods they
should use in their work as child welfare workers.They wonder what lies in the potential
and challenges in using these theories and methods. We also see in the movies that they
reflect on how they can manage to handle their own feelings in their work as a child
welfare worker.
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5. THE MAIN RESULTS

1. Students emphasize on reflection and learning during the story circle, in the production
and in the charing of stories.

2. Connection with personal feelings - an important part of the education. Digital Stories
as a way to work with the personal aspect. It s not about making the film, but about the
story that is told.

3. Peer learning - learing together (including social constructivist)

4. The importans of the use of creative methods and multimodality.
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Family narratives about the cultural heritage of

ancient Olympia: a digital storytelling approach

Polyxeni Panagiotopoulou
Greek Ministry of Education, Greece

Andreas Moutsios-Rentzos
University of the Aegean, Greece

In this study, we adopt an ecological systems approach to family narratives to investigate
familial relationships through their links with a place of particular (for the family) cultural
significance. Three family members, representing three generations of a family, who reside close
to Ancient Olympia. A four-phase qualitative study was conducted with the three members:
creating a digital story about their relationship with Ancient Olympia (employing their own lived
experiences); viewing the stories of the other members; collectively reflecting upon their stories;
individually reflecting upon their experience. The findings of the study revealed the complexity
of the family narratives, supporting the employment of the chosen approach as means for
investigating family narratives.

1. INTRODUCTION

The importance of cultural heritage and diversity is at the heart of various inter-country
organisations, as well as the European Commission. For example, cultural diversity is
highlighted in the first article of the UNESCO Universal Declaration on Culture Diversity as
a source of cultural exchange, of innovation and of creativity. Nevertheless, many sites of
cultural interest are also sites of touristic interest (Leong & Li, 2010). Though appropriate
synergies helped in preserving the cultural heritage of a whole territory (McKercher,
& Du Cros, 2002), the financial interests are sometimes in clash with the preservation
of cultural heritage (Jansen-Verbeke, 1998). This is especially interesting in the family
system within which different lived experiences and intentionalities co-exist, entangled
in a complex power system (Broderick, 1993; Cox & Paley, 1997; Lawson, 2001; Satir,
Stachowiak, & Taschman, 1994; Toman, 1961). Hence, the relationships between culture
and development are considered to incorporate the drive for socio-economic change
that transcend, yet crucially affect the educational and academic environment in several
countries (Vieira, Knopp, & Costa, 2011). Focusing on digital storytelling and the micro-
level of the family system, researchers have investigated the converging and diverging
narratives of the family members belonging in different generations and in various
contexts, including immigrants and indigenous families (McGeough, 2012; Mills, Davis-
Warra, Sewell, & Anderson, 2016; Starkweather, 2012).

In this study, we investigate the family stories about their lived experience with Ancient
Olympia in Greece, as captured and communicated by the members of one family in
their digital stories. Ancient Olympia was chosen as a place gathering the interest of
the whole world, as a place of historical interest, as well as a living part of the modern
civilization as embodied in the modern Olympic Games. We focus on three generations:
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the children, the parents and the grandparents. Through a series of activities that include
the creation of digital stories, self-reflection and collective reflection, we attempt to create
a communication space within which the family members re-visit the relationships with
each other and Ancient Olympia, as a cultural and family heritage element. Consequently,
this study, we link and draw upon related research (Bentley, Basapur, & Chowdhury, 2011;
Flottemesch, 2013; Katifori et al., 2016) to employ digital storytelling (DST) as means for
facilitating intergenerational communication through the creation and communication of
the individual and collaborative narratives within a family system towards enriching and
strengthening the family’s cultural heritage about Ancient Olympia.

2. FAMILY NARRATIVES, CULTURAL HERITAGE, DIGITAL STORYTELLING

Several projects utilising museums have been developed with the purpose to motivate
the local communities or specifically educational communities in developing a positive
relationship with their cultural heritage (for example, Akbulut, Ciftci & Akbulut, 2013;
Curtis & Seymour, 2004; Fairweather, Flint & Mannis, 2011; Kisiel, 2014). In this project,
we focus on the expanded family system that includes the different generations that may
constitute a family. In order to gain deeper understanding about the study, it is crucial to
describe the main characteristics and the main ways of functioning of the Greek family.

Following these, it is important to identify the typical family structure and function in
Greece, as well the typical ways of school-family interaction with respect to mathematics.
The Greek family may be identified as a nuclear family, as it usually includes a married
couple and their children (Nova-Kaltsouni, 2018), which accords with the definition of the
nuclear family of two generations to constitute a household. Hence, the “Greek family
appears to be phenomenologically a nuclear family” (Mylonas, Gari, Giotsa, Pavlopoulos,
& Panagiotopoulou, 2006, p. 351). The Greek family functionally is characterised as
extended family or joint family (more than two generations and/or relatives in the same
household), due to the fact that the nuclear family members “maintain close contacts
with relatives; they visit them regularly, or if living at some distance, telephone them
frequently” (Mylonas et al., 2006, p. 351). The morphological equivalent of the Greek family
“is the extended family system in the urban setting with a continuation of contacts with its
network of kin” (Mylonas et al., 2006, p. 352). Moreover, Nova-Kaltsouni (2018) discusses
survey data gathered by the Hellenic Statistical Authority, the Eurostat and the European
Social Survey, as well as by various research projects conducted in Greece, identifying
that the role of the mother in the upbringing of the children qualitatively differs from the
father’s, with the mother expected to be the predominant carer, even with respect to her
career.

The importance of cultural heritage and diversity is at the heart of various inter-country
organisations (UNESCO, ICCROM), non-governmental organisations (ICOM, ICOMOS), as
well as the European Commission. For example, cultural diversity is highlighted in the
first article of the UNESCO Universal Declaration on Culture Diversity as a source of
cultural exchange, of innovation and of creativity. Nevertheless, many sites of cultural
interest are also sites of touristic interest (Leong & Li, 2010), which implies that the
related financial interests further complicate the relationship of the citizens with their
cultural heritage. Though appropriate synergies within this complexity have been proven
especially effective for preserving and highlighting the historical, cultural, religious and
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industrial heritage of a whole territory (McKercher & Du Cros, 2002), the strong financial
interests are not always to the benefit of cultural heritage (Jansen-Verbeke, 1998). Hence,
the relationships between culture and development are considered to incorporate the
drive for socio-economic change that transcend, yet crucially affect the educational and
academic environment in several countries (Vieira et al., 2011).

In this study, we consider a systemic approach to explore the links amongst the individual,
the family system and cultural heritage. In specific, we adopt the ecological systems
approach to family narratives as introduced by Fivush and Merrill (2016) and subsequently
developed (for example, Fivush, 2019). The synthesised the ecological systems approach
(Bronfenbrenner, 1979) with McLean's idea of “narrative ecologies” (McLean, 2016; McLean
& Breen, 2016) to discuss family narratives (see Figure 1).

Autebiographical

Memory

Figure 1: Ecological systems model of family narratives Fivush & Merrill, 2016, p. 308).

Fivush and Merrill (2016) conceptualised family narratives as embedded niches,
differentiating amongst:

« Family narratives in the micro-system. The micro-system includes the shared
family narratives that are co-constructed from early childhood to adolescence:
“in early childhood is the emergence of culturally mediated narrative forms for
expressing one's experiences in coherent ways, and this form is shaped by the social
interactions in which parents and children reminisce about shared experiences
together.” (Fivush & Merrill, 2016, p. 309). On the other hand, as the family members
progresses towards and through adolescence the family narratives play a crucial
role in identity formation: “shared family narratives are an important mechanism
through which children and adolescents create identity and psychosocial well-being
(Fivush & Merrill, 2016, p. 309).

+ Family narratives in the exo-system. The exo-system includes the communicative
family narratives through which the family members is exposed to “worlds larger
than they can directly experience” (Fivush & Merrill, 2016, p. 309); worlds that are
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not spatiotemporarily accessible to the listener, but only to the teller. For example,
parents and grandparents may share stories with the younger family members
on a daily basis about their everyday life events that happen in the broader social
system (Today | stories). Such intergenerational narratives are crucial for the identity
formation of the family members; for example, “adolescents who make more explicit
intergenerational links between themselves and their parents show higher levels of
identity exploration, levels of self-esteem, levels of growth and autonomy, and lower
levels of internalizing and externalizing behaviors” (Fivush & Merrill, 2016, p. 311).

+ Family narratives in the macro-system. The macro-system focusses on the cultural
narratives and myths that inform the family narratives. The cultural narrative frames
provide the worldview, the space within life develops. In particular, the family
narratives in the macro-system refer to the family history which transcends the lived
space of the present of all the family members to include “ancestors and family
myths” (Fivush & Merrill, 2016, p. 312). Thus, by “placing shared and communicative
family narratives within the larger macro-structure of family history informed by
cultural master narratives, family narratives link the individual to the larger cultural
worlds in which they live” (Fivush & Merrill, 2016, p. 312).

The literature has investigated ways of fostering the students’ positive attitudes about
cultural heritage, there appears to be limited research investigating the links between
cultural heritage and family narratives. In this study, we investigate the family narratives
about a place of significant cultural importance through the aforementioned ecological
systems approach. In our investigations, we focus on the triadic relationship self-family-
place of significant cultural importance through a digital storytelling approach. Digital
storytelling was employed as means of communicating rich, multimodal, verbal and non-
verbal narratives, thus facilitating the multileveled experiencing of the story. Considering
that in our study we are interested in intergenerational aspects of the family narratives,
we posited that such media rich communications would promote the viewer’'s empathetic
experience of the teller's story.

We use digital storytelling to reveal three levels of the triadic relationship: a) Me and
the place of significant cultural place, b) Me and my family and the place of significant
cultural place, c) We the place of significant cultural place. Thus, through the individual
digital stories that may include autobiographical memories, we identify the shared family
narrative, the communicative family narrative and the family history. We posit that digital
storytelling may facilitate the communication of the different family narrative niches,
linking cultural heritage with family narratives, and family members with their family
narratives. Considering the importance of family narratives in the identity formation of the
family members, in this study we address the following question: Which family narratives
about the cultural heritage of Ancient Olympia as experienced by family members of
different generations?

3. METHODS AND PROCEDURES

3.1 A note about Ancient Olympia

Ancient Olympia is a place of particular cultural importance: both in Ancient Greece and
in the contemporary world. The ancient Olympic Games and the contemporary Olympic
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Games place Olympia in the center of the respective era, transcending socio-cultural
differences and conflicts, even wars. Since 1989, Ancient Olympia is in the World Heritage
list of UNESCO:

Olympia is directly and tangibly associated with an event of universal significance. The
Olympic Games were celebrated regularly beginning in 776 BC. The Olympiad -the
four-year period between two successive celebrations falling every fifth year- became a
chronological measurement and system of dating used in the Greek world. However, the
significance of the Olympic Games, where athletes benefitting from a three-month Sacred
Truce came together from all the Greek cities of the Mediterranean world to compete,
demonstrates above all the lofty ideals of Hellenic humanism: peaceful and loyal
competition between free and equal men, who are prepared to surpass their physical
strength in a supreme effort, with their only ambition being the symbolic reward of an
olive wreath. The revival of the Olympic Games in 1896 through the efforts of Pierre de
Coubertin illustrates the lasting nature of the ideal of peace, justice and progress, which
is no doubt the most precious but also the most fragile feature of the world's heritage.

3.2 Procedures

The study was conducted in May 2018 with three family members, belonging to three
generations within the family, participated: Christopher the grandfather, his son (the
second child of three in total) Greg, his grandson (and Greg's son) Chris. They all reside
in a Amaliada, relatively close to Ancient Olympia. The three children of Christopher all
live next to Christopher’'s home, in a three-story apartment building: one floor for each
of his children’s family. The family has strong relationships, in various aspects of their
functioning; for example, the family Sunday lunch.

At the time of the study, Christopher was 79 years old. Christopher, a retired merchant,
travelled a lot and, in his twenties, he lived from more than ten years in Switzerland. He
returned to his homeland in the 1970s, so that he would have a family and a business
in Greece. Though he liked living abroad, his love for homeland was the decisive power
in those life choices. Greg, 45 years old at the time of the study, is also a merchant, who
travels a lot (almost five to six months a year overall) for business purposes: imports or
international expos. However, he keeps strong links with Amaliada, as this is the place
where his family lives. Chris is 15 years old, spending most of his time in Amaliada, but
every summer he would spend a considerable time abroad for vacations.

The qualitative research project was structured in four phases. First, the digital stories
of members of the three generations were created, with the purpose to map the
various fragments of the family stories that co-exist within a family system, as well as
their linkings. Christopher, Greg and Chris were asked to create a digital story focused
on their relationship with Ancient Olympia through their lived experiences. They were
instructed to include in their stories, specific events and experiences and not only generic
characterisations (though without excluding them from their stories).

Subsequently, the digital stories were shown to the other members, in order to obtain
the individual reflections of the viewers. The third phase of our study included a collective
reflection session in which all members shared their experience in producing their own
story, as well as in viewing and reflecting upon the other stories.
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The last phase is focused again on the individual in order to discern potential
transformations on the personal narratives based on this experience. The participants
were asked to reflect upon their own stories, the stories of the others and the collective
reflection session. They were asked to consider a series of questions, including: What
you see in common or different with your own experience compared to the other two?
In which ways are the digital narratives of the other members the same or different in
comparison with your story (factual, feelings etc)? Did you learn something with the digital
narratives you didn't know before about the other two members?

Note that, one member of the research team acted as a digital storytelling facilitator for
Christopher and Greg, whereas Chris was comfortable to create his own story.

In this paper, we concentrate on the videos that the participants created in the first phase
and their reflections in the last phase of the study. It should be stressed, that in this paper
we focus on the family narratives through the ecological systems approach (cf. Kafousi,
Moutsios-Rentzos, & Chaviaris, 2017, in press) and not on the modalities that are involved
in the digital stories (Moutsios-Rentzos, Kalavasis, & Meimaris, 2019).

4. FAMILY NARRATIVES ABOUT FAMILIAL RELATIOSHIPS WITH ANCIENT
OLYMPIA

In the following, we provide a summary of the three narratives, as included in the three
stories.

Christopher’s story included the following

I Christopher, | am retired, and | will tell you my personal experience from my visit to
ancient Olympia, one of the monuments of Greece belonging to the UNESCO World
Heritage List.

I am fortunate to be born in the provincial town of Amaliada, which is very close to
ancient Olympia. However, the difficult economic conditions prevailing in Greece during
the post-war period, stood in the way of visiting this sacred place in my childhood. But
later, when | was a teenager, although | had won the scholarship in high school, | was
forced to leave my studies to work. A few years later, | immigrated to Switzerland for ten
years.

| first visited ancient Olympia in May 1990, on the occasion of the hospitality of an
exceptional couple, my personal friends from Switzerland. | wanted to thank my guests,
offering them a nice Excursion to a place that inspires and transmits values and universal
ideals around the world.

When | arrived in ancient Olympia, | felt great pride. At last, | had the opportunity to
experience the magic of space. No book Until then has imparted me such strong feelings
about the importance of this heritage monument as my contact with space.

| felt awe and emotion even before entering in the archeological site, when | saw the
monument of French philhellene Pierre de Coubertin, who revived the Olympic Games in
modern times! Who today’s philhellene would ask to bury his heart in ancient Olympia!!

From the Museum of ancient Olympia, | particularly remember the famous statue of God
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Hermes holding the little Dionysus. The Hermes of Praxiteles is rightly characterized for
perfection in its beauty and sculpture!!

Then we visited the archaeological site, the ancient stadium, which was the largest of
ancient Greece! As you will see in the photos | keep, we had a lot of beautiful moments!

We were photographed in the Temple of Zeus and Hera, in the gymnasium, in the place
where the athletes of that time, in the Palestra, in the parliament, the seat of the house!
There | felt once again a profound emotion, that | was there, after so many years abroad!
A deep thrill to catch a chill! So, I have, in my heart, all the Olympic agony of the Greeks
of that time.

I left with deep emotion engraved in my heart and | would advise those who want to visit
this World Heritage Monument and togetherness to visit ancient Olympia. They will be
unforgettable!

Christopher’s story links his own embodied, emotional experience of Olympia, his view of
its importance with the whole world, now and then. His story is strongly autobiographical,
linked with historical events and persons. It should be stressed that he is the only family
protagonistin his story. Even, the use of “we” is used without a specific reference to family
members: “my personal friends”, “my guests”. Christopher’s story is also characterised by
the “old glory”, which seems to be general and not just about Greece. Christopher chooses
to start and end his story with a reference to the World Heritage status of Olympia, which
seems to further substantiate, to “objectify” his extremely valueing of the place.

The story of Greg, Christopher’s son, included the following

Hello, I am Greg and today I'll tell you my personal experience from my visit to ancient
Olympia.

I remember, therefore, that for many years, when | wanted to visit the archaeological site
of Ancient Olympia, everything was done at the last minute and | did not make it... Either
because or | was sick on a school trip or because it's just by the town where | grew up and
I live and I had the excuse that it will eventually happen in the future. However, just before
the devastating fires of 2007 | did it.

So, arriving at the archeological site, on his doorstep, | sensed his potential. At that time,
I had read several things about Lykourgos, as well as King Ifito’s Sun, the first organizers
of the Olympic Games. How impressed | was by the greatness of that idea! Could you
imagine? Truce War!! Peace for all the cities of the then Greece! Culture, ideas, visions!!
The goods are missing from modern Greece and from around the world!

The stadium, the Temple of Zeus, the Hermes of Praxiteles, the disk of the sacred truce
and so many other beautiful exhibits that adorn the new museum is a wonderful legacy!

I imagine the period of the Olympics, enemies and friends then, to leave the weapons and
compete honestly in the track! Oh fair Play! | always do, when | think of the greatness of
our ancestors! Unfortunately, no comment for us neo-Greeks!

I was immersed in my thoughts as | climbed the hill of Kronos. This lovely place with the
Nice Grove. | was looking at the ancient stadium and imagining athletes and spectators
cheering and applauding. Skull Place [A pan based on that “Kronos” sounds like “skull” in
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Greek] after the devastating fires of 2007.
Awe and pride are the words for me in terms of ancient Olympia and for this sacred place.

Greg's story shares many of the characteristics of his father's story. His story is a one-
person story, with no other protagonists. He shares the old glory view, but he is particularly
focussed on Greece. Greg's story is qualitatively differentiated in his linking history, culture,
society with the natural environment. He explicitly mentions the 2007 fires, linking the
sociocultural greatness with environmental and ecological values. Greg's story transcends
the anthropocentric view of Ancient Olympia to include the natural value of the place.

Finally, Chris, the third-generation family member, included the following

My name is Chris, | am a high school student and | will tell you my personal experience
from my visit to ancient Olympia.

It is true that every summer me and my parents visit various parts of Europe and Greece,
but my particular impression has been made by the monument of Cultural heritage,
ancient Olympia.

I first visited ancient Olympia when | was a student of the fourth grade. At first | said to
myself: “We will see Stones again!!” but it didn’t exactly happen that way. The teachers told
us it would be more of a game. Our teachers put in an educational program, which was
very, very nice for us children. So we filled out models For ancient Olympia, we watched
video, painted and did other things that were entertaining for us children.

A particular impression of the monuments was made by God Hermes, who held in his
arms the little Dionysus. | was walking around this statue and | saw the perfection of the
sculpture of this statue. My particular impression was made when | went to the ancient
stadium too! There | fought in a race, as the men of that era fought naked for a wreath
of wild olives, which was very honorable for them at the time. Also funny seemed to me
when | and my classmates were imitating the statue of Peoniou’s victory. It was a very nice
feeling to stretch our arms and legs like the statue!!

Days after this visit to ancient Olympia, it sounded in my mind the anthem of the Olympic
Games with the lyrics of Kostis Palamas. In closing, let me read you some of the verses of
this hymn:

“Ancient immortal Spirit, pure father; Of the beautiful, the great and the true; Come down,
show yourself and go down here; To the glory of your own land and heaven... “

Chris's story radically differs from the other two stories in that his family is actually
present in his story. His experience of Ancient Olympia is a social event, including family,
teachers, peers. However, the family is actually absent from the story itself. Chris’s story
echoes the fact that his experience is a school experience: historical facts, the modern
Olympic games hymn, references to sculpture, learning through activities etc. However,
there is an important aspect of Chris'’s story that was missing from the other two stories.
Chris experienced an embodied experience with a sculpture: “It was a very nice feeling to
stretch our arms and legs like the statue”. Importantly, for our study, his story included an
embodied experience of the functional aspects Olympia: “I fought in a race, as the men
of that era fought naked for a wreath of wild olives”. In a similar vein, he Chris’ story was
the only one that linked his sensations with the functions of Ancient Olympia, contrasting
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Christopher’s “seeing” and “photos” and Greg's “seeing”, “climbing”, “imagining”. Chris
linked himself to the specific individuals of the ancient era, radically transforming his lived
experience with Ancient Olympia to include the individual ancient Greek athlete.

Some of these ideas are echoed in the reflections of all the participants, suggesting that
the digital storytelling experience facilitating in realizing the family narratives: shared,
communicative and family history. Some excerpts of the final phase of the study are
included below:

It was amazing ... This experience that my grandson described, because it was an
experiential experience. | didn’t have the luck and opportunity to have this experience
with my school in the post-war period, because our school at the time did not have these
ideas, that we had to visit the museum and the archeological site of Olympia, to guide us
and explain that each stone has its meaning and Every statue’s story. All these things were
fortunate to be lived by my grandson.

We went to ancient Olympia as ordinary guests, with some special friends of mine from
Switzerland. We felt proud of these fine masterpieces that conceal the whole history of
ancient Greece.

It is a thing worthy of admiration for the heroism of these people, the Fair play, who
fought without anything but with universal values and ideals that are lacking in our
generation today.

Christopher’s reflections

Excellent exchange of experience today. You always have something to gain from the
whole conversation.

It is wonderful that the French philhellene Pierre de Coubertin will leave his heart in
ancient Olympia!

Maybe next time, which we will definitely meet as a family in the Archeological Site, |
would have read more so that | know more about the history of my country. Knowing
history ... you learn better the future of your country.

I find it unacceptable that Greeks pay a ticket to get acquainted with and admire the
cultural heritage of our ancestors. | believe that all Greeks should enter the museums and
archaeological sites of our homeland for free.

Greg's reflections

From digital narratives | learned that my grandfather wanted to visit ancient Olympia
much earlier but could not because of the difficult conditions of that time.

| felt sorry when | heard from my grandfather that although he had won the scholarship,
he was forced to leave his studies to work. | felt great sadness when | heard from my
father calling the hill of Kronos “Skull place” after the Fires of 2007!

From digital narratives | remembered the names of the first organizers of the Olympic
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Games of ancient and modern Greece. | am very impressed by the idea of the truce of
the Olympic Games, that is, the time when there was an Olympic Games all around the
world peace!

Surely, in the future, when my friends come from abroad, | will show them in ancient
Olympia, as my grandfather did.

Chris's reflections

It is evident in the above excerpts, that the sharing of the stories had a significant effect
on the participants’ relationship with the place, importantly, mediated by their familial
relationships. The core aspects of their stories seem to remain unchanged; especially for
Christopher and Greg. Nevertheless, elements of identity development are evident in
Chris's reflections who seem to be the one who benefited the most from this experience
(in accordance with his being an adolescent; Duke, Lazarus, & Fivush, 2008).

5. CONCLUDING REMARKS

In the present study, we adopted an ecological systems approach to family narratives
about a place of particular (for the family) cultural significance. We employed digital
storytelling as means for communication of those narratives. Three family members, three
generations of a family participated in the study. First, digital stories were created in order
to reveal the relationship of “Me and Ancient Olympia”. Through the viewing of all the
stories and the subsequent collective reflection we intended to expand the participants’
lenses to “Me and my family and Ancient Olympia”. This was further investigated in the
individua reflections of the whole experience. At the same time, our methodology allowed
our revealing aspects of the “We and Ancient Olympia”, as communicated and sometimes
explicitly realised in the participants’ creations and reflections. We argue that the adopted
theoretical framework and the proposed methodology appeared to be appropriate
approach for revealing familial relationships with a place of cultural significance. Further
research is currently conducted to pursue the reported findings, including school-family
interventions.
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Responsible facilitation: the role of the facilitator in

co-creative story-making

Amanda Hill
St. Mary's University

This paper considers the implications of the expert/facilitator in the digital storytelling (DST)
methodology and examines what the expert/participant negotiation process in the workshop
space tells us about the practice and genre of Digital Storytelling. It addresses ways in which
facilitators can responsibly facilitate the story-making processes and shows how the relationships
between facilitator and participant affect the process of story-making, arguing that personal
narratives are never a truly individual experience. As such, facilitators must employ steps to
make sure these rhetorical spaces do the most to empower the Digital Storytelling participants
in telling and sharing their own stories including: identifying and interrogating the boundaries
of the facilitator and interactions with other participants, contextualizing works for social
change, and educating participants on the process and tools of distribution.

1. INTRODUCTION

There are many factors of influence storytellers in co-creative production spaces. One
of the most significant influences in digital storytelling work is the presence and impact
of the facilitator. While facilitators are not the only influence on storytellers during the
storymaking process, they are crucial in the collaborative development process. Because
of this, it is necessary for facilitators to constantly and continually approach their
digital storytelling work as a reflective and malleable practice. This paper considers the
implications of the facilitator in the co-creative storytelling space and examines what
the negotiation process in the workshop space tells us about the practice and genre of
digital storytelling. It shows how the relationships between facilitator and participant
affects the process of story-making and suggests that personal narratives are never a
truly individual experience. Using Hannah Arendt's (1998) “subjective-in-between,” Kelly
Oliver's (2001) “response-ability,” and Pamela Hendry's (2012) “faith” as lenses through
which to view the role of digital storytelling facilitator, it further addresses some ways in
which facilitators can responsibly facilitate the story-making process including: identifying
and interrogating the boundaries of the facilitator and interactions with other participants,
contextualizing works for social change, and educating participants on the process and
tools of distribution.

1.2 UNDERSTANDING THE PERSONAL AS PUBLIC

Although much of the process is individual in any form of storytelling, it is important
to remember that telling stories “is not something ‘invented’ by the individual, but
renegotiated in a cultural process in which we all participate” (Erstad and Wertsch, 2008,
26). Understanding storytelling as a social endeavor is particularly meaningful for the
field of digital storytelling, where storytellers develop narratives in a co-creative media
practice, often under the supervision of a facilitator. The presence and influence of the
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facilitator cannot be underestimated in such practices, as they help shape participants’
stories in conscious and unconscious ways.

To understand the interplay among individuals in the story-making space, | turn to
Hannah Arendt's (1998) work, The Human Condition, where she speaks of the “subjective-
in-between” (182-184). Arendt suggests that telling a story can never be a completely
personal or individual experience. Rather, she argues that storytelling is a part of the
subjective-in-between where private and public interests constantly struggle with one
another. Arendt argues,

The greatest forces of intimate life...lead an uncertain, shadowy kind of existence unless
and until they are transformed, deprivatized and deindividualized, as it were, into a
shape to fit them for public appearance. (50)

For Arendt, storytelling is one such transformation practice that reframes and reworks
the private in the context of a public (ibid). If we except that there is a social context to
the practice of storytelling, then we begin to see that stories are continually narrated in
relation to an audience who may or may not be aware of their role in such processes and
understand that stories can never be created solely by or for a single person. Narratives
always enter into larger contexts that grapple with socio-cultural constructions and
perceptions seeking to unearth how and why storytellers thought about, felt, and narrated
their personal stories.

Personal narratives thus become cultural artifacts where private meets publicand wherein
storytellers make meaning out of their social experiences in inherently collaborative
spaces created both socially and by the methodology of co-creative story-making
processes. Composing personal narratives brings storytellers’ experiences, beliefs, and
emotions, all formed in social contexts, to their narratives, which frames the way in which
they tell and share their digital stories. Participants’ stories are subjective, rather than
objective, and express narratives of unique perspectives established by and situated in
the tellers’ cultural, historic, geographic, and social positions. Personal narratives, then,
balance between the public and the private in the liminal space of Arendt’s subjective-
in-between. In this understanding personal narratives are both unique - an individual's
representation of these events or experiences, their personal mindset, emotions, and
understandings of which are unique unto them - and publicly and socially framed. If we
consider digital storytelling as another instance in which narratives are socially framed,
we can see the need for evaluating the aspects of the social, or public, within the personal
practice of storytelling. As such, it is necessary to evaluate how a facilitator can approach
the creation space with an ethics of responsibility that treats the storyteller as a subject
and an expert in her own narrative.

1.3 ETHICAL RESPONSIBILITY IN CO-CREATIVE MEDIA

Kelly Oliver's (2001) book, Witnessing: Beyond Recognition, is a thoughtful approach to
understanding how to approach others as subjects. Oliver argues that inter-subjective
dialogue enables moments of address and response, and calls this “the ethical obligation
at the heart of subjectivity” (15). This dialogue “implies that subjectivity is constituted
across subject positions, as both an ‘I who can address oneself to others and a ‘me’ who
can respond and be responsible for others,” (Stumm, 2014, 777). Oliver argues that “our
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conceptions of ourselves determine our conceptions of others and our conceptions of
our relationships with others” (3), inviting subjectivity that is created dialogically between
subjects. Therefore, if we treat the other person as a subject, we facilitate their existence
as a subject. Subjectivity in this sense cannot exist without others. It is created relationally,
enabled by and arising from interactions with others. Key to this concept of subjectivity as
dialogically created is Oliver's insistence that each subject has the ability to address and
respond. To make this happen, each subject needs to serve as a witness in relationship
to the other:

Subjectivity requires the possibility of a witness, and the witnessing at the heart of
subjectivity brings with it responsibility, response-ability and ethical responsibility.
Subjectivity as the ability to respond is linked in its conception to ethical responsibility.
Subjectivity is responsibility: it is the ability to respond and be responded to. Responsibility,
then, has the double sense of opening up the ability to respond, response-ability and
ethically obligating subjects to respond by virtue of their very subjectivity itself. (91)

Oliver suggests that witnessing opens up the ability for individuals to respond to and to
be responded to by others; this is what Oliver terms, “response-ability.” Subjectivity in
this sense becomes a form of ethical responsibility and response-ability. Oliver positions
witnessing as a process of “address and response” (2) and makes used of the double-
meaning of the term to speak to both the process of “seeing with one’s own eyes” and
bearing witness, or testifying, that moves beyond understandings of recognition to “that
which cannot be seen” (16).

While using different terms, Pamela Hendry’s (2014) concept of “faith” pushes for a similar
definition means of registering storytellers as subjects: listening. Faith allows narratives
listeners to position storytellers so thatthey are able to be addressed and to respond: “Faith
in the story is a political act in which we acknowledge our participants, not as incomplete,
but as meaning makers and central to our own meaning making” (494). Like witnessing,
faith is political and reciprocal. Hendry suggests that when we listen for factual evidence
to support our bias and enable confirmation and recognition, “our questions operate as
interrogation” (495). To respond to people with faith, on the other hand, is a means of
“plugging into’ the experience of listening” (ibid.). Hendry quotes Gadamer who argues
that “...anyone who listens is fundamentally open. Without this kind of openness to one
another there is no genuine human relationship” (ibid.). The importance of listening as
the basis, arguably, of both witnessing and faith becomes, for me, the key to the ethical
responsibility of the facilitator in co-creative relational story-making spaces like digital
storytelling.

2. DIGITAL STORYTELLING FACILITATION: SOME APPROACHES

What then, constitutes responsible facilitation in co-creative environments? Following
Arendt, Oliver and Hendry's work, respectively, the fundamental considerations are
response-ability created by active witnessing and faith-based listening. Witnessing and
listening become ethical obligations in interacting with other subjects: “I am responsible
for the other, for the other’s response, and the other’s ability to respond” (Oliver, 2001,
206). Response-ability and listening provide a critical approach to interpreting the
facilitator's interactions within story-making spaces. Narrative inquiry scholars Catherine
Kohler Riessman and biographer Bettina Stumm, both discuss the ethical considerations
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of co-productive practices.

In digital storytelling practices, as Riessman and Stumm find in their respective practices,
the facilitator (read: interviewer and biographer) typically serves a professional function
that places them in a position of “other” in relation to the storytelling participants.
This compounds the fact that the facilitator often has a markedly different historical,
institutional, and cultural background than do the participants. Yet in digital storytelling
practices, the facilitator is the one who either do lead or appear to lead the narrative-
producing processes. And, this is not without reason. DST facilitators are typically experts
in story development and narrative as well as in the tools and digital literacy skills
needed to create digital videos. This expertise may further others the facilitator from the
participants.

UmaKothari's(2005)essay“Authorityand Expertise: The Professionalization of International
Development and the Ordering of Dissent” can serve as a helpful framework from which
to explore expertise as it relates to professionals moving between diverse communities to
promote advancement. Kothari's article speaks to developmental advancements, and her
analysis of professionals within this field is relevant to digital storytelling. Kothari argues
that “professional’, ‘expert’ and ‘expertise’... are not neutral categories” (427). The very
notion of “expert” creates power relations in relationship to those in conversation with
the “expert.” Koarthi writes, “What counts as professional expertise in development is
not primarily founded on in-depth geographic knowledge about other places and people,
but is located in technical know-how” (430). “Professional expertise,” again, most often
associated with “technical know-how,” lends itself to viewing the person in charge (the
facilitator, interviewer, or biographer) as hierarchically above participants. DST facilitators
are knowledgeable about the process of digital storytelling and the “technical know-how”
of the programs and tools they use, making them experts in this sense.

It is important to recognize the hierarchical relationship that can form between the
facilitator as expert and the participant and to counter this with an approach that
acknowledges and values the expertise both parties can contribute to the project. User-
generated media, like those utilized in many DST programs, can challenge this idea of
expertise in the storymaking space. Digital storytelling employs user-generated media
with the assumption that this could empower the everyday citizen as authors with
expertise and thus challenge the consumer and producer relationship. Still, it is through
the collaboration between facilitator and participants that DST practices are strongest.
As such, facilitators must ensure that the storytellers guide the creative process through
their storytelling, composition, and dissemination practices. Having storytellers guide
their creative production is also critical in digital content generation and composition.
Facilitators not only work with storytellers to develop their scripted stories, but they
additionally work with participants to learn where to gather assets; how to create assets
like audio recordings, pictures, and video; how to compose with these assets; and how
to use digital technologies to compose. Often facilitators are teaching participants the
digital literacy skills and techniques needed to tell the stories participants ultimately want
to tell. Facilitators must teach these tools in ways that do not impress too heavily on
the participants their own personal narrative voice and media aesthetic as well as give
enough information that allows facilitators to have options that might be outside of the
facilitator's personal aesthetic, lest the expertise of the participant be called into question
by the expert paradigm digital storytelling employs to facilitate digital story creation.
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Power relations revolving around the facilitator and the participant are crucial in digital
storytelling environments as the practices advocate for the participant to lead the creation
process. What we can deduce from this insistence on participants guiding the collaborative
process is that they additionally have expertise, especially as it stems from their lived
experience and pertains to the telling of their personal stories. Valuing the expertise of
the participant, especially when the facilitator feels there is a better way forward, is one
of the biggest concerns for responsible facilitation. Valuing storyteller voice is particularly
important in story-sharing, story-making, and dissemination spaces where participants’
expertise is based on their personal histories, identities, and experiences. Facilitators are
responsible for ensuring that storytellers understand how the narrative and media create
the story they want to tell, asking questions when needed to encourage the storyteller
to probe deeper into considerations of their audience and distribution methods. The
following sections examine some of the best practices from a variety of case-studies.

2.2 CONSIDERATIONS FOR RESPONSIBLE FACILITATION

Story-sharing spaces such as the story circle are critical spaces for engaging in response-
able political listening. Ensuring participants feel safe in sharing their stories is crucial for
facilitators in co-creative media. This is crucial for effectively navigating the conversation
among participants, and allowing space for participants to share the stories they are
interested in sharing. Facilitators must not only listen to the participants’ words, but also
note their body language when communicating with others. Many story-sharing spaces
may make participants feel too vulnerable to narrate the stories they want or to do so in
the ways that they want. On the other hand, Daniela Gachago (2017) suggests that the
DST “process” might “[take] over,” enabling participants to “share much more than actually
planned” (Gachago & Sykes 96). In their chapter, “Navigating Ethical Boundaries When
Adopting Digital Storytelling in Higher Education,” Daniela Gachago and Pam Sykes (2017)
question the ethics of producing digital stories in classroom settings where educators
may meet challenging and difficult narratives. The authors create an auto-ethnographic
accountwhere they assess the ethical dilemmas they faced while working with populations
affected by the apartheid in South Africa. Gachago acknowledges a major tension of the
project is “holding the line between therapy and pedagogical intervention” (97). To combat
this tension, they implemented various kinds of student support: inviting peer counsellors
into the sessions; explaining the role of “discomfort” in the storytelling process, thereby
providing practical expectations of the process; and identifying “at risk” students (97).
These enabled the students to share stories in a safe and responsible environment.

Amy Hill (2014) also grapples with the best practice to find balance in story sharing
and argues that facilitators should consider how to help storytellers determine with
information and audio/visual materials to share in produced digital stories. She writes of

...the near-impossibility of complete anonymity when it comes to digital stories - though
names can be changed or omitted and images can be blurred, voices are unique and
cannot easily be altered without negatively affecting sound quality (29).

Responsible facilitators must address the implications of this “near-impossibility” with
storytellers as personal identification can affect their wellbeing and safety. Hill recounts a
project in which a participant told a story in a story circle about the impact of HIV and AIDS
on his family. While he did not name specific people, the other participants decided that
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audience members from the local area would be able to identify the people about whom
he spoke, and therefore cautioned him against making the digital story. In story-sharing,
facilitators must also help participants understand their responsibility to others in their
lives.

In the story-making phase, as with story-sharing, it is important for the facilitator not to
over impose or impress too heavily on participants projects. While working on the | Am
UCF digital storytelling project, | encountered a participant who shared the story of first
date she had where there was significant circumstantial evidence that her date was going
to murder her before the evening ended. After hearing her narrative, | asked her to define
the ending tone she wanted the story to have. She stated she wanted to end on a light
note and with a sense of hope and moving forward. She also wanted to emphasize the
humor in the circumstances of the moment that unfolds in her digital story. | asked her to
consider how this perceived near-death experience might not be initially humorous to all
her audience members, especially considering that the circumstances she describes come
at the beginning of her story, before the audience knows whether or not she suffered any
actual physical harm. Upon reflection, the storyteller added a tonal shift to the middle of
her story. She used a light tone and the phrase “As you have probably guessed by now, |
was not murdered” to take the mood from potentially scary to humorous (D., 2017). The
story transitioned into a period of her reflections on her mental state and ended with a
sense of hope that was ultimately established in a rewrite the second half of her script
based on our conversation. This question obviously had large implications for the overall
story, and although the initial question was worded in a way that let the storyteller decide
the ending of her story, it remains that this moment was one in which my “expertise” as
a workshop facilitator dramatically changed the story she was telling. When | revisit this
story today, | still see and hear this mark of myself on what was supposed to be her story.

The | Am UCF project team additionally faced critical decisions about whether or not to
make all videos public in the university-sponsored online database collection. In one
instance, a video involving alcohol was not accepted for display in the online collection,
even though the storyteller consented to making it public, because the video showed, or
implied, that the student was drinking alcohol. Further, the video showed him drinking
with friends. It was unclear whether or not all the parties involved had consented to
this footage being made public, and it was further unclear as to whether or not all these
students were of legal drinking age. Concerned about a potential lack of consent on the
part of the other individuals filmed in the video and further concerned about the depiction
of potential illegal activities like underage drinking, the project team decided not to make
the video public.

In dissemination practices, too, then, facilitators must consider how to engage participants
responsibly. Responsible facilitation of digital storytelling projects must include ways that
engage everyday storytellers in their own networking and dissemination processes. Many
dissemination practices fall to the facilitators and facilitating institutions. This not only
disengages participants from the critical ability to respond to their digital audiences, but it
also removes them from the practice of navigating digital social networks.

Further facilitators should engage participants in critical discussion of the opportunities
and challenges of public dissemination in a variety of formats. Facilitators should also
give participants the ability to choose whether or not to disseminate their digital stories
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in both live and digital public and private screenings. If projects are designed with the
specific purpose of creating stories for public dissemination, this must be made clear to
participants from the beginning, and storytellers must still retain the right to ultimately
choose whether or not their stories are made public. Participants should not feel pressured
to sign release forms for the facilitator and/or the hosting institution allowing for the
reproduction and dissemination of their stories and must further retain the right to alter
their decision at a later date. If a storyteller chooses to remove her story from a digital
collection, she must do so with the understanding that digitally disseminated works may
have unintended second-lives that are beyond their control and the control of the hosting
institution. For example, if the digital story has been downloaded from the internet it may
be used at a later date by the downloader. Also, if the digital story has been distributed
in a hard copy format such as a DVD, then a storyteller would not be able to revoke
the inclusion of her story on previously-published materials. Amy Hill suggests making
these points clear to storytellers in a consent document obtained at the beginning of the
workshop (27).

The dissemination discussion should also include questions facilitators consider when
preparing for project and story for public dissemination. Willox et. al. (2012) highlight
a series of ethical questions they asked when considering the dissemination of videos
created with indigenous populations:

Does the project research team have the responsibility or the right to set parameters
around what personal narratives can be created in these workshops? What message, or
narrative, do these types of digital stories tell about the community in which they were
created? Do they further perpetuate stereotypes? Or give voice to silenced peoples and
issues? Is it justified to consciously leave out stories that have the potential to be ‘used
against’ the community? Will some stories contribute to collective misunderstandings?
(140-141)

In order for the DST methodology to promote voice and agency, it must not only instruct
on the structures of narrative composition, but also teach methods of dissemination.

In a further step towards agency, and arguably responsibility, Margaret Anne Clarke
(2009), creator of Brazil's Um Milhdo de Historias de Vida de Jovens digital storytelling
project, ensured her project continued after her facilitation team left. Not only did she
put her participants in charge of the entire process, including the dissemination (151), but
she extended the workshop process beyond the traditional story creation component to
include facilitator training to enable the participants to learn to sustain and expand the
process by facilitating their own story circles and digital storytelling creation processes
(150). This process ensures that the participants are capable of using the tools and sharing
their stories without the oversight of the facilitation team.

From these select practices we can draw a few key considerations for responsible digital
storytelling facilitation. 1) Create a story-sharing space that is capable of meeting the
emotional needs of participants. 2) Engage participants in conversations about ethics
and responsibility in relation to the stories and the people in the stories they share. 3)
Ask questions to help participants find their stories rather than simply providing answers
for them. 4) Engage participants in networking and dissemination conversations and
practices. 5) Consider training participants to encourage project longevity.
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3. CONCLUSION

As facilitators, we must begin to explore how our daily actions facilitate the address
and response of our participants. Reflection cannot merely take place at the end of
the residency; we must approach our current and future residencies with an ethics of
responsibility and undertake reflection while in the midst of projects. It is important that
we allow ourselves to be vulnerable and honest, so that we may own our mistakes, learn
from them, and move forward. Itis critical in this day and age that we address our personal
agendaswhen leading co-creative practices and align ourselves with facilitating institutions
with agendas motivated by an ethics of responsibility. Prepare your participants for all
potentialities when beginning a new project so that they understand the ways in which
you are responsible to them and the ways in which they are responsible to you. Amy
Hill shares the “Digital Storyteller’s Bill of Rights” she created for her program Silence
Speaks at the end of her chapter “Digital Storytelling and the Politics of Doing Good.” Her
document is valuable and important for storytellers and facilitators alike as it creates
a tangible check-list of an ethics of responsibility that should drive participatory media
practices. | would point interested readers to this document. Facilitators who unpack their
own agendas and model personal reflection and ongoing improvement can help create
large-scale shifts towards response-able interactions among stakeholders within media
practices.
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This presentation examines the experience of developing a curatorial approach for digital stories

for Aquifer: The Florida Review Online, an online companion publication to the nationally-
distributed literary magazine The Florida Review. Underberg-Goode examines her work as a
Digital Media professor, and how curatorial assignments help her students better understand
the role of platform affordances and constraints, as well as of shifting meanings of “expertise”,
in digital storytelling and digital media. At the same time, Roney shares her perspective as
editor-in-chief of The Florida Review and founder of Aquifer, and how her experience as a
writer, editor, and English professor informs her approach to literary and arts editorship and
curation. Through our presentation, we seek to bring our two perspectives into fruitful dialogue
as teachers, scholars, and professionals and grapple with issues related to digital story selection,
publication, and preservation.

1. INTRODUCTION

Aquifer, The Florida Review's online literary and arts magazine, is emerging as an
innovative space for interdisciplinary publication. The Florida Review, edited by Lisa Roney
at the University of Central Florida (UCF) and in its forty-second volume, publishes work
from around the world from writers both emerging and well-known. Aquifer, an initiative
begun by Roney, currently features new literary works published online on a weekly basis,
as well as author interviews, book reviews, visual arts, short films, and digital stories.

In this presentation we discuss our experience of developing a curatorial approach for
digital stories for the Review's online publication, focusing in particular on the development
of a project in one of Underberg-Goode's Digital Media classes that allowed her to
leverage this experience to explore with students at UCF the possibilities and challenges of
identifying digital stories that could form part of this first wave of digital story publication.
The class project is designed to involve students directly in the discussion of this emerging
publication trend in a way that engaged directly with the nature of StoryCenter’s approach.
We are particularly interested in how a democratically conceived genre (“everyone has a
story to tell”) intersects with the issue of distinguishing various levels of quality and which
ones “deserve” acceptance by a national publication.

1.2 ORIGINS OF AND RATIONALE FOR AQUIFER

In August of 2015, Roney became editor-in-chief of The Florida Review, UCF's print semi-

177



International Digital Storytelling Conference 2018 Proceedings

annual literary magazine, at that time going into its fortieth year of production. As with
many endeavors formerly supported by universities, The Florida Review had hit on hard
times. Roney would later find out that this was not unusual—TFR has struggled financially
off and on for its entire duration, as do most non-commercial literary magazines. But
at its apex, it received from the university a $10,000 a year budget, and the editor was
granted significant time off from teaching and a stipend in the summer for the task. By the
time Roney became editor, all of that had been eliminated, and the publication was (and
remains) entirely self-supporting with the editor teaching a full course load in addition to
shepherding a publication receiving about 3,000 submissions per year.

Previous editors had, however, dealtwith the cuts creatively by institutinganundergraduate
course to enroll students and engage them with the editorial, production, fundraising, and
other processes related to the magazine. Therefore, at least part of the editor’s teaching
assignment involves this course and allows for the assignment of two part-time GTAs
to help with grading the course and other managerial tasks in the office of The Florida
Review. Roney learned in her first year of teaching this course that it can be transformative
for students. As one student noted: “My experience at TFR has permanently impacted me,
my path, and my passion. My writing has improved, and my future is now more open to
the possibilities within the field of editing and publishing.”

In addition, Roney at the time had been reading Stephanie Vanderslice's Rethinking
Creative Writing (2012) in which she questions the practice of not teaching practical,
employment-oriented skills to students in Creative Writing and other artistic fields. She
began to think that a focus on such skills is not an indicator of “selling out,” but rather one
of survival of all of the truly transformative (as opposed to simply the commercial) aspects
of the arts. One direction for instruction to go is toward more commercial endeavours
(writing for games, for Hollywood blockbusters, for sci-fi and fantasy novels, etc.). Many
colleges and universities have been breaking down barriers to these more commercial
forms of entertainment arts.

However, institutions of higher education retain a responsibility to support the “nuanced,
complex, mid-wifery properties” of language, as well as language and story that “permit
new knowledge” and “encourage the mutual exchange of ideas,” as much as or more than
the “faux-language of mindless media,” as noted by Toni Morrison in her Nobel Lecture
(1993/1994). These less commercial aspects of the arts have come under more and more
attack as “frivolous,” and our students do legitimately need to be able to make a living.

For Roney, experiential learning that involves professional editing and curatorial work
has become one answer that can help students with skills that will be directly useful
in professional settings while at the same time encouraging them to understand the
standards and reasons for creative work that is not commercially oriented.

For this reason, Roney initially sought through UCF's Quality Enhancement Program
funding to help expand these opportunities for students and to bring them to a wider
array of the creative arts. Through that program, we received funding to assist faculty
in other areas, including digital media, film, and visual arts, to introduce students to
assignments that allow them to focus on curatorial processes.

Teaching aside, Roney also wanted to do two things with her editorial position, and with
the publication of The Florida Review itself. The first of these was simply to update the
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understanding of what a literary magazine is and what one might be. She wanted to
transform the small-run, print-focused publication with its venerable forty-year history
into an interdisciplinary arts publication online that would engage more readers and
viewers and take advantage of advances in technology in order to enliven the literary and
other arts. Roney believes the arts benefit from being in conversation with each other, and
artists benefit from understanding other art forms. She wanted to enliven the admittedly
dusty Florida Review with truly contemporary work across the arts. That was the seed that
became Aquifer: The Florida Review Online.

1.3 DEVELOPING A DIGITAL STORY CURATION RATIONALE FOR
AQUIFER

When Roney approached Underberg-Goode in 2017 to ask whether she wanted to take
on the curation of digital stories for Aquifer, she was excited at the possibilities this would
provide for her to explore, with her Digital Media students, how to identify digital stories to
be published. She knew that her students were likely to be motivated by this “real world”
project that would produce a professional result. She then developed an assignment
in one of her digital storytelling-oriented classes that would involve them as “assistant
curators.”

The project involved reviewing and selecting a corpus of digital stories to be included
on Aquifer. The purpose of the assignment was to teach students about digital storytelling
by asking them to apply what they had learned about the seven steps of digital storytelling
outlined by Lambert (2013) to an analysis of digital stories currently under publication
consideration. As well, they were tasked with applying their understanding of Web 2.0
storytelling themes and practices to the presentation of StoryCenter-style digital stories
(roughly, two- to three-minute digital videos normally consisting of voiceover narration,
photographs, and sometimes video and music/sound effects). Finally, students would
through this three-part assignment learn to examine with a critical eye issues surrounding
digital story assessment, evaluation, and curation.

With this overview in mind, we will next review the three mini-projects in more detail,
while briefly considering how these assignments are designed to figure within a Digital
Media course focused on storytelling across media. In the first digital story curation mini-
project, students were asked to draw on ideas about the seven steps of digital storytelling
(Lambert, 2013) and to consider how a sample corpus of digital stories exploited the
affordances of the digital story form. In the first semester Underberg-Goode implemented
this project, she assembled the list of stories from contacts she had made previously in
the areas of digital storytelling, including from anthropologist colleagues at the University
of Massachusetts-Amherst and the University of Colorado-Denver, and from the founders
of a local professional personal storytelling organization in Gainesville, Florida, called
SelfNarrate. Soon, however, with the addition of the capable marketing assistant (and
UCF undergraduate) Laura Gonzalez, the word began to spread and increasingly stories
were being submitted from people she had not known previously.

The assignment was designed to require students to review the readings and lectures
about digital storytelling in order to draw on them to analyze the way each digital storiy
drew on (or failed to draw on) affordances of digital storytelling to relay its narrative. This
frame of affordances and constraints is an important one in the field of Digital Media, and
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particularly in the area of digital storytelling (broadly conceived), as students need to be
able to understand and assess how a particular medium lends itself to particular kinds of
expressive potential (Gibson, 1979; Norman, 2013).

The basic idea behind a concept like transmedia storytelling (or storytelling across media,
the course this project is part of) is that the storyteller should consider how each part of
the larger story can best be deployed through a particular media form (Jenkins, 2006).
For example, digital stories in the StoryCenter model are film-like in certain ways, and
their typically short running time and DIY-aesthetic and production model lends itself
well to personal narratives. Or, for another example, video games may lend themselves
particularly well to story experiences that are designed to convey a sense of embodied
interaction, as the player may (depending on the type of video game) be able to experience
the world of story through a character within it (thus potentially increasing a sense of
identification) (Gee, 2003). The assignments were then graded on two main criteria:
analysis of visual storytelling techniques and clarity of story identification and writing.

In Digital Story Curation Mini-Project #2, students were asked to review and research
examples of Web 2.0 storytelling. Web 2.0 is characterized in particular by the transition
from an Internet-based on static Web pages to dynamic or user-generated content, as
well as by the growth of social media (Alexander, 2011).

The project, then, encourages students to place linear and video-based digital stories
alongside examples of Web 2.0 storytelling practices such as blogs, wikis, and so on, and
be better able to articulate how the two forms of digital narrative practice relate and offer
opportunities for productive cross-fertilization. In other words, students are asked to
address the question: How do the digital stories that follow the StoryCenter model relate
to Web 2.0 storytelling techniques and technologies? This requires students to review the
class materials related to Web 2.0 storytelling, and then analyze Web 2.0 and social media
narratives according to key digital storytelling themes. To do this requires having students
review course materials in order to consider the relationship between digital stories in the
StoryCenter model and Web 2.0/social media storytelling.

In Mini-project #3, students were familiarized with academic and professional discussions
surrounding vernacular creativity, digital story curation, and what constitutes an “excellent”
digital story. They then used this knowledge to develop a selection and curation rationale
for digital stories to be included in the online portion of The Florida Review. Then, based
on ideas from readings in the module, what they have learned about digital storytelling in
class, and consideration of their selection rationale based on these ideas, the assignment
asks students to select stories from the list of digital stories previously analyzed in mini-
project #1 for possible inclusion in the online portion of The Florida Review. In addition,
they are asked to suggest a curation approach for dealing with the corpus of digital stories
that will come in over the years as the project proceeds.

For the digital story selection, students could elect to select a certain number from the
overall list of stories they initially analyzed, or rank the stories from highest to lowest in
terms of quality according to the criteria they chose. Whatever way they chose to make
the selection, however, they needed to be clear in their paper about their reasoning and
how it is linked to ideas from class.

Students were encouraged to structure their responses by addressing these key topics:
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* For stories that follow the StoryCenter model, How can we determine excellence
in digital storytelling practice for stories using the StoryCenter model if the practice
is traditionally understood as democratic and participatory, and therefore intended
for everyone, even beginners, to participate? They were invited to draw on ideas
aboutvernacular creativity (Burgess, 2006) and Ohler’s (2013) discussion of assessing
digital stories in educational practice in their responses.

+ Based on the discussion in part | and their earlier analysis of the digital stories
under consideration in mini-project #1, Which stories would they recommend
publishing online through Aquifer: The Florida Review Online? Students were asked
to contextualize each selection they made with specific details linked clearly to ideas
and examples from class.

+ Lastly, How might Aquifer look ahead to develop a curating strategy for the
digital stories, as the number of digital stories they publish grows? In particular,
how can the editors/curators develop a curating strategy that takes into account the
somewhat distinct way digital stories are created and shared? How can ideas about
participatory Web 2.0 digital culture be integrated into this curation approach? How
should digital story curators deal with the question of technological obsolescence in
publishing and archiving digital stories? Students were able to draw on ideas about
digital story curation (Boa-Ventura, 2008) in developing this part of the paper.

Students were then graded on the clarity of their selection rationale, based on the
thoughtfulness of their discussion of concepts/techniques related to vernacular creativity,
digital story curation, and what constitutes an excellent and/or professional digital story.
By familiarizing the students with academic and professional discussions surrounding
vernacular creativity, digital story curation, and digital story assessment in educational
practice, they are collaborating with Underberg-Goode in the development a selection
rationale for digital stories to be included in the online publication, as well as gaining first-
hand knowledge about how digital media is created, assessed, and published.

Aquiler [T
I:“_I.\l [IIlZIZZIL L IL'.'I m [I.I-C TEOMICANTE RACTTVE L .'] [F T ':I!'E..I [i]
I_-"- EAPHEL '|Aﬂ“ﬁ1|1’|\ [’HNRI‘I'{: I:"-ufl‘l' LTI '-.] |_.-'l'|l1=r] I.-'..\-.J.. .lil]

Agiiiter I3 Fragracker Award Finali st

Thi Cléansst Hands
Aguiter Now ALcepting Film Subsmibvsiomy
Foolloww Us
ﬁ Daughters of & Bewchstion

! T Ay Subsidized Apartment Complex

Me and My Eggs
ek

Figure 1: Screenshot of some of the digital stories published on Aquifer.
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3. WHAT IS EDITING/CURATING? A DIALOGUE

In this final part of the paper, Underberg-Goode and Roney share their personal,
professional, and disciplinary-based perspectives on the question of what editing and
curating means. We recognize that definitions of editing and curating can be slippery, and
that in some ways we are functioning as editors, and in other ways as curators. Largely
the decision to name the position of the “arts” editors “curators” was a reflection of how
the faculty who filled these positions were likely to be positioned in the university context
(as all the editors, besides Roney, were at the time faculty in a School with the word “Art”
in the title). We present each perspective in turn, before offering a brief conclusion at the
end of the paper.

Lisa Roney’s Perspective:

As a writer/researcher, | want to further my own and others’ understanding of the process
of editing and curation as creative acts of their own. | try to encourage my fellow area
curators (in digital media, film, and visual arts) to perceive their work as a creative act
that furthers the “original” creative acts of the writers and artists that we feature. We do
not merely assemble; rather, we seek to combine and balance a number of features and
qualities into a whole that is more meaningful than each individual work.

This may be seen as analogous to the ways in which any individual artiste puts together a
collection of poems for a volume or a set of paintings for a themed exhibit or a series of
scenes in a longer film. At this stage, the process is more formalized for the printissues of
The Florida Review—for each one, | write an Editors’ Note that draws together the threads
of the collective issue into a whole. As of now, we don't have a formalized reflective
process for Aquifer—it's still too new for that—but we do discuss and balance the types
of work we offer and pick up on threads that run through the various artistic and literary
genres, as well as the balance of different kinds of voices we seek to share with readers
and viewers from around the world.

In addition, we recognize that editing and curating are collaborative acts, a valuable
aspect of creative production that is often overlooked. We acknowledge the primacy of
the original, individual works, but that does not mean that the combined, collaborative
publication we produce is not creative as well. In fact, because of the collaborative nature
of the work, we are forced—in a way that many creative practitioners are not—to articulate
our criteria for selection and inclusion in our larger project.

Within the realm of the literary work that we publish (poetry, fiction, creative nonfiction,
and graphic narrative), we have established a nexus of criteria that overlaps a good
bit with craft elements that we teach (depth of characterization; verisimilitude of plot;
concrete details; imaginative use of diction, tropes, and schemes; coherence; effective
world-building and description; effective and/or unusual choice of point of view; structural
elements such as paragraphing and sentence style in prose and lineation and rhythm in
poetry; and so on).

However, in this context, we also bring in more personal-judgement issues, such as:
importance of subject matter; breadth of appeal to a wide variety of potential readers;
humor, when appropriate; whether the work fits with the values of our university; the
balance of our authors in terms of gender, race, nationality, sexual orientation, religion,
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and other identity markers; stylistic and subject-matter risk-taking; and so on. In other
words: Does this work move us, and will it move others? Does this work add something
new to Aquifer overall and to the voices and concerns we have been featuring most
recently? Does this work help create a space that opens insight into the human condition
further for us and our other readers? Does it represent all of us or at least most of us in
terms of taste, as well as personal and social concerns?

As we mentioned above, this kind of integrative, experiential, hands-on learning often
proves transformative for students. We find it to be an effective way for students to learn
professional skills, both as editors/curators who have an actual impact on our publication
(though final decisions are left to faculty) and also as practitioners of the creative arts
themselves. It increases their willingness to be critical due to the less personal nature of
their interaction with submissions and because they take the reputation of the publication
seriously. They find it empowering to work as a team and to hear their peers’ variety of
concerns, and they begin to tease out issues of quality vs. taste.

In addition, Aquifer in particular allows both students and members of 