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Abstract. This paper reports pilot work in the form an exploratory case study conducted by two re-searchers with children aged from 10-13, into specific aspects of narrative. The functionalities of a video creation and editing application, in combination with researchers’ input to the pro-gram are used to elicit children’s narrative perception and trigger a creative process. During this activity children adopt invented techniques in order to record and produce their own videos, as reproductions of a well known fairy tale. The process, as well as the products is examined in terms of their relation to specific aspects of narrative. The process is considered as a chance for children to shape their own authentic hermeneutic stances on the story. The videos are seen as textual constructions employing different media modalities such as written text, verbal elements (voice narration) and dialogic elements in written form (dialogue bubbles).  Preliminary data are reported to inform further exploration.
1   Theoretical Framework
1.1   The role of iconistic representation in story telling

Narrative is a complex activity that helps us create links between the ordinary and the exceptional (Bruner, 1990), or set dilemmas and find solutions (Stein, 2001). By framing mental representations of facts and behaviours, people reconstruct the surrounding world and try to understand it. At the same time, they build cognitive paths in order to memorize things and recall them when needed, since information when organized in a narrative form is easier to be memorized and recalled (Mandler, 1984). Children like hearing stories, because they give them keys to face and explain a constant flow of events, read other persons’ minds and get aware of cultural patterns. As creators of a plot, no matter if it is a fantastic or a real story, children understand that they have to organize their intentions, so that they can be understood by the listener or reader. Organizing and understanding a fantastic story means that both the child-narrator and the child-interpreter grasp a narrative sequence and use it as an explanatory frame for representing happenings, behaviours and mental states according to their schemes.  If this is the case, then how does this transfer of conceptions and explanations from an imaginary world to the real world take place? 
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Mieke Bal’s Narratology (1985) introduced the idea of narrativity as a relation be-tween an external object and the internal representation that this object can raise in a person’s mind. Pictures, for instance, could be considered narratives as they can evoke a narrative in a viewer. Peter Abbott (2002) claims that some pictures produce a “narrative perception” effect, which means a natural tendency to associate a narrative time to a static scene. In order to explore this effect, we have chosen an illustration of the famous short story of Oscar Wilde, “The Selfish Giant”. The selected pictorial drawings implicitly weave a relationship between real and imaginary and the representation of a scene to scene action creates time leaps and fosters creativity. A random sequence of events/pictures cannot be accepted as a story, and therefore children have to create a plot, that provides an explanation of events from their point of view. The educational aim is not the “reproduction” of O. Wilde’s story (figure 1).

Fig. 1.
It’s rather a creative writing process by embodiment of real world feelings and causal relations in a fairy-tale coherence. By this embodiment we complete a circle of creative imagination from real world to imaginary and back to reality. A legend is attached to each illustration as a minimal description, to prevent troubling abstraction. The story has been told to children, but any hermeneutic attempt has been purpose-fully avoided, as the aim is to provide them only with a basic plot and give them the chance to shape their own understanding and develop their own hermeneutic stances, according to non-predefined criteria.

1.2   The role of video editing technology

The technological tool used is Camtasia Studio, a video creation and editing application which has three main functionalities:

· a media “library”, for importing media files (sound clips, still images and video files), 

· a “story board view”, for sequencing still and moving images as the “scenes” of the video, adding transitions, comment boxes and dialogue bubbles,

· a “timeline” view, for synchronizing audio files to images. The application also al-lows for voice narration to be recorded and inserted as an audio clip and for re-cording everything the user does on screen and saving it to a separate video file.
The initial scenario of the software use was the following: children are introduced to these features, and are presented with a library containing the pictorial illustrations shown in Figure 1, each illustration attaching a very brief descriptive legend and some default music files. They are then asked to arrange them in a coherent sequence, “so that it makes sense”. They are then asked to choose if they will use the voice narration feature or the call outs and bubble dialogue tools to add narrative content to their video. In case they decide to narrate the story themselves –which was the case in the second group-, voice narrations are recorded and saved as separate sound files, also available in the library. 

A first hypothesis was that, although children are inclined to use the powerful tool of language –and body language- to narrate or role-play their stories, they envisage the tension between this natural tendency and the affordances
 of the physical artefact at their disposal, as the aim of the story telling activity is to present the story in the particular form of representation, integrating multiple sources of media material.  In the process of this tension (as termed by Wertsch, 1992), they engage in a procedure of “instrumental genesis” (Guin and Trouche, 2002). The latter presupposes a clear distinction between the technological artefact (video editing application) and the instrument that a human being is able to build out of this artefact (the video representing the story) and is a complex process that goes through user’ s activity worked out at a given context. The tools students are expected to create constitute different “instrumental orchestrations” (specific arrangements of the artefactual environment, ibid.) and it is possible that these could surprise even the designers of the software, and are of particular interest to the activity designers. One of the reasons we consider this design as “allowing for instrumental genesis” (Kynigos, in press) is that story structure is not given to the students in advance. They have to construct connections between visual (static pictures) and verbal (legends) elements, and combine these “default” elements with their own input (sound files, their own narrations and text, either in narrative or in dialogical form), to compose a dynamic representation in the form of a video file. 
1.3   Research foci and questions

According to the New London Group (1996) “Learning and productivity are the results of the designs (the structures) of complex systems of people, environments, technology, beliefs and texts”.  In this model, learning occurs through interaction with “available designs”. Designing, in this sense, is a process of emergent meaning-making, of transforming available designs through their re-presentation and re-contextualization, re-using old resources and, learning is based around a continuous process of “appropriation” of resources from former designs and their re-articulation for new purposes (ibid.). 

Williamson et al (2003) refer to “available designs” as “including the modalities of semiotic systems such as TV, photography of physical gesture, and the conventions associated with semiotic activity in a given social space. In other words, available de-signs are both grammars of varied media, or semiotic systems, as well as “a socially produced array of discourses, intermeshing and dynamically interacting”.

Bearing in mind the above theoretical considerations, our research focus was to explore the way children appropriate their initial provision of resources. In other words, how they use an “instrument” (the video editing application) to construct different “tools” (their own videos) and how they sketch their own design according to all available designs they are acquainted with.

During this process, children were expected to: 

- negotiate spatial, temporal and logical patterns, engaging in a form of “dialogic inquiry” (Jaworski, 2004, Wells, 1996, 1999) or, as termed by Mercer (1995), “processes of exploratory dialogue”.

- adopt “roles” of stagecraft, such as that of “producer”, “designer”, “actor” and approach storytelling with an “ad hoc ethic” (Williamson et al, 2003), as they inter-change among these roles, assigned to them not by the teacher, but by their group’ s social dynamics. 

- shape an understanding on how many different representational modes interact dynamically in the creation of meanings and understandings

- Be engaged in a demanding situation, where they are almost “forced” to recreate the various discourses of the media they are provided with (sound, pictures and text). This may lead take the form of mediating, mimicking, or parodying typical discoursal forms (ibid.)

Our axes for forming the research questions are based on Conle’s (2003) framework. Conle uses Gennette’s (1980) seminal analysis to clarify the use of narratives in both teaching and research. She identifies three perspectives (“facets”) of narratives, each affording different views: 

1. rhetorical moves that create a particular “narrative” or “narrative statement”:
“the oral or written discourse that undertakes to tell of an event or a series of events. It becomes available for textual analysis and, as a product, it is marked by teachers or gets published in research
”.
2.  events and situations that are being described, that is, the “story” that is being told, given that the same events can be told in different ways 

“the succession of events that are the subject of the discourse or statement, story is the totality of actions and situations, taken in themselves, without regard to the medium, linguistic or other, through which knowledge of the totality comes to us”.
3. the actual “telling”, without which there would be no statement, and perhaps not even a story to tell

“the act of narrating, the act of telling (or perhaps, writing of filming). It includes the situation in which such acts take place”.

The questions arising under this lens are the following:

- with regards to the “narrative statement”: what form of discourse the pupils employ to add content to their videos? 

Their potential choices are dialogue bubbles (call outs) –which imply a dialogical character for the story-, comment boxes –which point to a narrative commentary and voice narration –which certainly focus more on oral elements. All choices, as well as a combination of more than one, which is also possible allow the analysis of pupils’ products as multimodal texts
. For the specific case of the bubble dialogue choice, McMahon et al. state that “The Bubble dialogue tool acts as a bridge from conversation to text. It exploits the competence in oracy, the natural language of children, and moves them, easily and imperceptibly into the exploration of different aspects of language” (McMahon et al., 1991, p. 9). This, in our view, reflects the notion that writing dialogue for characters with the help of a conversational respondent can help children adapt strategies from spoken language for use on written language and is an issue for further exploration.

- with regards to the “story” being told (the events and situations being described): how is the initial story structure altered –if so- and what are the modifications on the event sequence. 

Our design doesn’t include a lesson preceding the activity, providing the chance to the children to create their own hermeneutic stances, in a “primitive form of literary criticism”. More specifically, the reconstruction of the story is seen as a pure effort of creating an understanding from a simple plot, not analyzed in advance.

- with regards to the “actual telling”(or writing or filming): how do children organize their actions as “directors”, that is what roles they adopt, and what norms and types of social orchestration are being encouraged in such an activity.
2   Methodology

An influential idea informing our methodology is that of “design” in learning (Cobb et al, 2003, The Design Based Research Collective, 2003, Jaworski, 2004, Kynigos, 2002b), an emergent paradigm for the study of teaching and learning processes in authentic and contextualized environments, integrating the use of technology (Collins, 2002). According to this framework, good design should lead to a system which is stable enough, to serve initial design and flexible enough, to correct and expand it (Kynigos, 2002a). A crosscutting feature of this methodology is its highly interventionist nature, as it aims at deliberately engineering specific learning situations –differing from traditional ones- in order to study them and has been characterised as “a test bed for innovation” (Cobb et al, 2003: 10). These educational interventions are viewed holistically, as “enacted through the interactions between materials, teachers and learners” (The Design Based Research Collective, 2003:5) They often entail the use of new resources, such as software applications and commit in promoting under-standing the relationships among theory, designed artefacts and practice (ibid.). 

We consider our research to bear the above characteristics. However, having in mind that design research is rather an informing rationale than a specific research technique and thus relies on techniques from other paradigms, and since the data we needed to collect were of a qualitative nature, we have employed the case study approach. The latter is recommended by Creswell (2002) if the problem to be studied “relates to developing an in-depth understanding of a “case” or “bounded system” (p. 496) and if the purpose is to understand “an event, activity, process, or one or more individuals” (p. 496). Our purpose was to gain an insight into a particular learning situation. The situation or “case” was “bounded”-in other words, spatial and temporal limits can be drawn around the object to be studied (Merriam, 1998)-, and this strategy was considered mostly appropriate. The case study was of an exploratory nature (Cohen and Manion, 1994), in order a) to shape a first picture of children’s’ interaction with the software, and focus on possible technical difficulties or problems encountered, b) to identify the kinds of products or “tools” that are likely to be constructed and c) to further refine the research questions.  

The data collected were of three types: a) observation notes, organised in pre-sketched protocols. These were cross connected to video recordings of the sessions b) interview transcripts and c) pupils’ products, in the form of video (*avi) files. Pupils’ actions on screen were also recorded by a facility supported by the program.

Two pairs of pupils (age 10-12) were observed by the two researchers accordingly, using the same observation protocols. Their categories focused on a) pupils’ comments on the use of specific software features, b) pupils’ discussion informing decisions on their form of “input” to the library (that is, a basic design decision between call outs/comment boxes and voice narration, or the employment of both). The two groups were observed for eight hours (four two-hour sessions), the first hour being an introduction to the software features and the second and third, a preparation of the media resources in the library.

The researchers’ role was as unobtrusive as possible, given that not all pupils had the same experience with the use of computers and video editing applications in particular. However, there were incidents where intervention was considered necessary, for helping children on features of the software they didn’t feel confident with, or recording their voice narrations. Another task carried out at the beginning was the narration of the story, which, as stated in section 1.1, was restricted to informing them of the basic story plot and avoiding any hermeneutic comments.

During the implementation, we used Camtasia Studio’s recording facility to record pupils’ actions on screen. These data were then triangulated with the data we gathered from two evaluative semi-structured interviews conducted at the end of each experience. 

The two pairs under investigation were not homogenous in terms of age and experience with computers. Specifically, pair A consisted of a 10 and an 11-year-old pupil and pair B of an 11 and a 13-year-old. The sampling was not purposeful and there were specific time limits on the activity, as stated in section 2. Because of these dissimilarities, we employed the use of “vignettes” in narrative form, for portraying key issues that emerged during critical incidents of the experience, and their relation to our research questions. 

3   Discussion

The narrative products constructed by children were different, both in terms of form and in terms of structure. Group A was characterized in vignette 1 as “tellers”. They focused solely on the resources we had provided them with and decided to narrate the story using comment boxes. Voice narration, as well as sound input or dialogue bubbles were considered unnecessary, as shown in the interview extract below:

Researcher: How about adding bubbles, or your own voice?

Student 1: No, no.

Student 2: They are like comics. This is a fairy tail

Student 1 [mimicking the Giant’s words]: “oh, I’ m so lonely’

[both laughing]

Student 2: It’s funny, a Giant doesn’t talk like this

Their video is therefore a combination of the given static images and their written narration in third person. Their main negotiation related to the expressions they were going to include in their narrative, so they mostly focused on its “stylistic” aspect. Homogeneity in expressive means seamed to be a serious consideration, while other modalities apart from written text were 

This “denial” of other forms of text isn’t necessarily an informed choice, as it may be due to their inexperience with video editing, or the illustrations’ abstract character. In either case, the software functionalities didn’t evoke them the need to “tell and show”, as did the other pair. There was also a dedication to the use of “standard” fairy tail expressions, such as “Once upon a time” and “At the end”. In two instances of the story, where there was not enough space on the illustration to include all their content, they proposed inserting “empty scenes”, meaning just text.

Pair B were the “directors”, in vignette 2, due to their tendency to “show” as well as “tell”. They followed a different strategy, employing almost everything medium available by the program. They decided to add voice narration, and combine it with dialogic scenes. When asked how this was going to be done, they said “as we go along, whenever it fits”. What was a surprise to the researchers was a critical incident indicating a purposeful intervention, which we hadn’t considered when designing the activity.

Student 1: Why don’t we play it?

Researcher: How do you mean this?

Student 1: Why don’t you record us with the camera? We’ll be the children.

Student 2: Yes

Researcher: You mean, you want to use your own pictures, not these here? [pointing to the illustrations on screen]

Student 1: No, these are fine, but, when we show this video, they have to understand what happened in between.

Student 2: [pointing to the person filming the session] he’s going to be the Giant. Do you have a suitcase? Because he is returning from a long trip.

Before this dialogue, the children had arranged all the pictures in the gallery and had inserted their first voice input. When presented with the problem of deciding which media form would be most suitable for the story to continue, they came up with the idea of role playing the story themselves. What came out of this was a video containing extracts from their role play, inserted between each illustration. The production was also enhanced by call outs and voice narrative, as there was no “script” for the role play and they just mimicked “mute” scenes.

With regards to the second research question –the story structure-, children in both pairs followed the initial plot, arranging the pictures in almost the same sequence. However, the fact that they had to choose the form of representing their content is by itself a hermeneutic action, bearing in mind that there was no previous analysis by a teacher or researcher, and the children only knew the basic plot. Their input is considered a form of “primitive” literary analysis, as it constitutes a reconstruction of the story and not an exercise with specified outcomes. This is an issue of further exploration, along with the third research question, referring to the roles adopted, and the social norms and types of orchestrations adopted. 

To further investigate the above, we propose the extension of the exploratory study to a “cross case study” or “multiple cases”, as termed by Merriam (1998) and Yin (2003). With multiple case studies, data are analyzed for insights both within each case and across cases (Merriam, 1998).  Yin (2003) proposes this strategy if one wishes to replicate insights having been shaped within individuals cases or to represent contrasting situations and considers it as “more compelling”, adding robustness to the main study. Two cases that we consider as possible are the use of the software in an authentic classroom setting, with pupils working in groups of four persons maximum, and the involvement of a teacher, along with the two researchers. In contrast to the implementation of the activity in the exploratory phase, which constitutes a separate case, the classroom implementation would further illuminate the question related to the social aspects of pupils’ interaction. The role of the teacher should be that of the “plot informer” –instead of “story teller”, as this task is given to the students- and the degree of researchers’ participation will be redefined, as this first pilot experience is further analysed and elaborated. 
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� in the sense given to the term by Gibson (1977), according to which, affordances are described as the complimentarity between individuals and the potential usability of physical objects as the “affordances” of the object or tool and the individual in a specific context.


� The quotes in italics are from the initial writings of Genette (Genette, 1980).


� In the sense given to the term by Morgan (1998), according to which, “Text is considered in its broadest sense, including both oral and written, and both visual and verbal, as a term to denote any socially coherent piece of language-in-use where language may include or be substituted by other semiotic systems. Thus a text can be written or spoken, formal or informal, long or short, produced monologically by a single writer or dialogically by several in interaction.





