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Abstract	
  
Students are disengaging from learning and literature learning in post
primary education in Ireland due to an over-emphasis on rote learning
practices and the constraints of high stakes, summative assessments
(Chief Examiner’s Report 2008 and 2013, Hyland 2011, Smyth 2009,
Smyth et. al. 2006). Further, the potential of ensemble-based pedagogy,
multimodal texts, technology-enhanced learning and digital content
creation can render learning experiences more engaging, dynamic and
creative (Dowdall 2006, Kress 2003, Livingstone and Haddon 2009,
Neelands, 2009, Pahl 2006).
Therefore, this research study explores the design, development and
evaluation of technology-enhanced and ensemble-based learning in
English education at post-primary level to augment students’
engagement with English literature. This thesis refers to such a process
as Digital Ensemble. Ensemble pedagogy is the active and collaborative
process of employing drama-based teaching and learning strategies to
explore and embody key moments in literature. This research considers
engagement with literature as an experiential process whereby students
are enjoying their literary studies while confidently engaging in
expressive, affective, and abstract learning of personal significance to
them.
This thesis illustrates the development of a cyclical study, undertaken on
a longitudinal basis, over four years and three design cycles with two
post-primary schools in the West of Ireland. The research was
conducted over a total of 15 weeks and 85 teaching hours. 131 senior
cycle students, aged between 15 and 17 years participated: 45 students in
cycle one, 46 students in cycle two and 45 students in cycle three. Two
teachers of English also participated. The theoretically informed design
framework, ENaCT, was used to explore systematically the design and
implementation of the Digital Ensemble intervention with students.
Design-Based Research (DBR) was employed as the principal
methodological orientation. The rationale for employing DBR was the
requirement to develop scalable and robust design solutions for specific
educational contexts through the implementation of a cyclical
interventionist process of improving and finessing a learning design.
Data collection methods include video recordings, student feedback
questionnaires, group interviews, student artefacts, evaluation rubrics
and ethnographic observations. Approximately 107 hours of video data
were gathered and were the subject of careful analysis, framed by the
ENaCT design model and the extant research literature.

xv

The findings of this research study illustrate the affordances of Digital
Ensemble to encourage students to employ constructionist technology
productively and creatively within English education to augment their
engagement with literature. A significant contribution of this research is
the development of a “short course” for the newly implemented Junior
Cycle Student Award (JCSA) programme in Ireland. This course
enumerates the process of utilising mobile technologies as a
constructionist tool to support the creation of digital artefacts that
evidence students’ engagement with literature. Further, the ENaCT
prototype design model, which emerged from this longitudinal, designbased research, describes four key criteria and their sensitivities and five
supporting design informants and resources for designing,
implementing and evaluating digital ensemble to augment students’
engagement with literature. This ENaCT design framework is adaptable
and adoptable by other educationists and educational researchers, in
using technology to enhance ensemble-based English education.
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Chapter 1: Introduction to the Research

1 Chapter	
  1:	
  Introduction	
  to	
  the	
  Research	
  	
  
1.1 Chapter	
  Introduction	
  
This chapter describes the provenance and structure of the research
study and this thesis as well as the rationale for undertaking the
research. The intellectual foundations of the topic are explored.
Firstly, the chapter draws on how students experience literature in
schools and their levels of engagement with texts, including print, digital
and multimedia, and the associated challenges with such learning
experiences in education practices. Second, the chapter discusses
unique and potentially innovative teaching and learning approaches to
creating more opportunity for creativity and productivity in literature
learning. Finally, the opportunities and affordances of storytelling,
technology and ensemble pedagogy, which is drama-based education,
are explored with a view to considering the potential of ‘digital ensemble
storytelling’ as a technology-enhanced pedagogical practice to encourage
students to engage critically and creatively with literature. For the
purposes of this research, digital ensemble (DE) refers to the process of
using a mobile device to capture the ensemble performances or
embodiments of key moments in the literature being studied. Therefore,
digital ensemble storytelling (DES) refers to the process of analysing,
editing and synthesising these digital ensemble video clips into a digital
story, which includes audio, image, sounds, music, video, text and
graphics.
The researcher’s biographical motivations are considered in this
chapter. The research questions are then identified and the narrative of
the research and the thesis are outlined. The principal research question
of this study is: how can digital ensemble be integrated into English
education to encourage students to engage with literature? The chapter
concludes with an overview of the ethical considerations associated with
this study.

1.2 Rationale	
  for	
  this	
  research	
  
1.2.1 Literature	
  learning	
  	
  
The Programme for International Student Assessment (PISA), which is
the international survey of the Organisation for Economic Co-operation
and Development (OECD), evaluates 15 year olds reading, mathematic
and science skills (OECD 2011). The literacy skills of Irish 15 year olds
fell from fifth to 17th place between 2000 and 2009. In her report on
entry to Higher Education in Ireland, Áine Hyland (2011) suggests that
the current model of rote learning in the Irish education system is one of
the reasons as to why our young people find it difficult to apply their
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knowledge and skills to real world practices. There is also evidence from
the publication of the national strategy for literacy development and the
current effort of reform in the junior cycle system that the Irish
education system needs to reconsider how to design curriculum and
assessment methods that best suit the developing needs of our young
generation (DES 2011, Smyth 2009, Smyth et al. 2006). These issues are
addressed further in Chapter 2.
Additionally, research suggests that the nature of lower secondary
education in Ireland is not serving our young people well and thus there
is a need for change in this regard (Smyth et al. 2006, Smyth et al. 2007,
Smyth et al. 2004). Emer Smyth’s (2009) report ‘Junior Cycle
Education: Insights from a longitudinal Study of Students’,
commissioned by the Economic and Social Research Institute (ESRI),
concerns the experiences of students at lower secondary school. This
study was conducted with 12 case study schools with 900 students
interviewed over the course of their first three years of secondary school.
This is the first such study in Ireland and it provides significant research
insights into how the student experience of education is shaped by our
system (Smyth 2009). The study notes the conflicting emotions among
students upon making the transition from primary to secondary
education. These systems are structured differently and students must
reconcile potential anxieties associated with moving from one teacher to
several subject-specific teachers, often-larger schools, longer days, a new
curriculum, assessment regimes and segmented routines. There is also
the added pressure of new friendship networks and a shift to a more
formal teacher-students relationship (Smyth 2009). Such a shift may
bear a significant impact on creativity and literature learning as implied
in the research that will be discussed further in Chapter 2 (Craft and
Jeffrey 2003, Mendelowitz 2014).
Smyth’s report also suggests that a significant number of first year
students do not make progress in English, especially in reading (Smyth
2009). The research attributes this primarily to the disconnect that
exists when transitioning from primary to secondary school. The report
indicates that second year students are disengaging from learning due to
a lack of focus and purpose, and find it difficult to reconnect in their
third year of the cycle. The report found that the experience of third year
students is dominated by their preparatory work for the Junior
Certificate State examination. The challenge is that learning is productoriented as they narrow their focus towards the pressure of that
terminal examination. The increased workload and the prominence of
rote learning and rehearsal of sample answers for the examinations
significantly increases the pressure experienced by students (Smyth
2009). The research also shows that the quality of students’ engagement
with their teacher and learning is central to developing the skills and
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competencies that are necessary for students in today’s world.
Continuous or formative assessment of students’ progress and
achievement over time rather than the use of a once off measure in the
form of a final exam can improve the quality of learning outcomes
across the three years of lower secondary education (Brown and
Hirschfeld 2008, Craft and Jeffrey 2003, Gikandi et al. 2011, JohnsonGlenberg 2010, Mendelowitz 2014).
Within this context of educational change are the issues of student
engagement with English and literature learning. The current Leaving
Certificate English Syllabus affirms that ‘[d]eveloping control and power
over language is the most essential educational achievement for all
students if they are to become confident, thoughtful and discriminating
adults and citizens’ (NCCA 2000, para 3.5). This concept of ‘essential
educational achievement’ is woven into the marking scheme for the
English examination with language fluency being assessed in all sections
of the examination. Consequently, the Chief Examiner’s Reports in
2008 and 2013 (Chief-Examiner 2008, 2013) appeal for a more
interactive approach to English education that is centred on personal
engagement with the literature.
The Chief Examiner’s Report for the Leaving Certificate English (2008)
declared that ‘[s]ometimes responses can appear as a single statement
without comment, without reference or without evoking any great
evidence of previous engagement with the text’ (p.11). This report
found that those students who employed fluid and efficient use of
language achieved higher grades. Insufficient knowledge and a lack of
control of formal language operations proved detrimental for some in
their examination performance. The report suggests that particular
attention is owed to the relationship between language functions and
content for developing meaning (p.25 & 36). Although there was
evidence of good creative writing students demonstrated a deficiency in
their awareness of the fundamentals of genre. Thus, the report
highlights the necessity to ‘encourage students to refine their knowledge
of a wide range of genres’ (p.36). The weaker responses to tasks were
those that relied on an over-rehearsed and formulaic approach. As such
the report suggests that ‘the importance of moving ‘beyond mere
description of content’ (p.36). It is recommended that students’
confidence in their own original and creative writing be fostered at all
levels and that personal responses to texts and its key moments remain
central to engaging with literature (p.36). The report advised that
students examine and critically analyse the elusive patterns of language
to construct meaning. Also, the reports cautions students to become
aware of the language nuances within questions for successful
comprehension and engagement. The report suggests that ‘[t]eaching
and learning approaches directed towards building students’ capacity to
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respond personally to texts would benefit examination performance’
(p.13).
Further to this, the Chief Examiner’s Report for the Leaving Certificate
English (2013) highlighted again many areas within literature learning
that required attention. The chief examiner found that although the
‘grammatical and syntactical conventions contributed to the
cohesiveness of better answers [...] the management and control of
language continues to pose problems for some candidates’ (p.13 & 19).
Letter writing skills, including appropriate rubrics (address, date
salutation, closing, signature), content and register required attention at
Ordinary level. In general a creative approach to language use was well
rewarded (p.14). Students demonstrated various degrees of
comprehension and effective reading skills and the superior answers
were both register and genre appropriate and exemplified how meaning
is shaped through and with text (p.14). The report noted that a ‘[c]lose
‘reading’ of visual images was not always strongly evident’ and therefore
students ‘would benefit from a greater acquaintance with the concepts
and terminology of visual literacy, including those associated with film’
(p.14). Interpretations of language were too literal and concrete at times
rather than being expressive. Also, examination performance evidenced
a lack of reading for inference and meaning as the syllabus advocates.
The report detailed that evidence of an inability to recognise language
nuances obstructed students’ capacity to fully comprehend the writer’s
meaning and this in turn adversely affected their engagement with the
texts. This 2013 report also featured renewed calls for students ‘to relate
texts to their own experience, generate personal meaning, discuss and
justify those meanings, and express opinions coherently’ (Leaving
Certificate English Syllabus, para 5.5). It was noted that rigid and
formulaic approaches still encumber engagement with the task and
restrict critical thinking and expression which ‘in turn impacts on [the
students’] ability to score highly in the examination’ (p.19). One of the
key recommendations from this report was that:
[a]dopting a process approach to writing, whereby students learn
to research, plan, draft, re-draft and edit their writing (as laid out
in the Leaving Certificate Syllabus, English, para. 3.4.1) would be
of significant benefit to all students of Leaving Certificate English
(p.20).
Further to this, the chief examiner highlighted the need for teachers and
students to create and avail of opportunities to develop critical literacy
skills by fostering a culture of challenging the ideas in literature and
thinking critically while engaging with literature. The report surmises
the latest trend in English education in Ireland by stating that
‘[s]tudents should be assisted to develop the skills needed to shape,
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manipulate and adapt their knowledge to produce measured, informed
and reflective responses’ (p.21).
In all, the Chief Examiner’s Report 2008 and 2013 advocate a process
approach to the teaching of literature, which nurtures students’ skills in
critical thinking, social-emotional learning and reflective expression.
These reports and the NCCA syllabi suggest the merits of this process
within the context of multimodal and technology-enhanced education
(2013, NCCA 2000, 2007a, 2013).
Gunther Kress’ (2003) work on multimodal literacy has inspired much
research into the role of literature in communication practices (Dowdall
2006, Pahl 2006). Kress describes multimodal texts in terms of ‘textsas-objects which use more than one mode of meaning making’ and from
this the concept of multimodal communication is garnered as a means of
analysing the communication functions of multimodal texts (Kress
2003, p.42). Therefore, according to Kress, it becomes necessary to
reflect on how these modes are used for expression, meaning making,
language processes and teaching and learning of language. Thus, the
changing nature of literature in English education begins to take
multimodal communication formats such as written, performance,
spoken and visual into the teaching and learning fold (NCCA 2007a,
Smyth 2009). When such formats are combined with technology modes
such as social media and creative software the process of literature
learning becomes a much more multifaceted and ‘dynamic process
[that] can help young people explore and consolidate their linguisticcultural identities’ (Hodgson and Wilkin 2014).
1.2.2 Technology-‐enhanced	
  learning	
  in	
  context	
  
The affordances of technology and new media will be discussed in this
thesis. Of significance to this research are the concepts of blended and
flipped learning. Blended learning concerns the blending of technology
with teaching practices (Oliver and Trigwell 2005) while flipped
learning refers to a process of transferring instruction from the
classroom to learning spaces outside the classroom, like the home (Sams
and Bergmann 2013). These concepts are explained further in Chapter
2.
Further to such technology-enhanced educational practice and
subsequent to Prensky’s (2001) work on digital literacies among young
people, there may be a temptation to acquiesce to the assumption that
our young people are somehow intrinsically digitally literate. However,
Livingstone and Haddon (2009) seem to suggest otherwise in the EU
Kids Online: Final Report (hereinafter referred to as EU Kids Online).
The findings of this report would seem to challenge Prensky’s belief that
our young people are all ‘Digital Natives’ (DES 2011, p.8, Prensky 2001).
This label proposed that these are ostensibly human hybrids who
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seemingly innately speak the language of the digital world. Therefore,
the rest of the population are referred to as ‘Digital Immigrants’; they
are ‘not born into the digital world but have, at some later point in [life],
become fascinated by and adopted many or most aspects of the new
technology’ (Prensky 2001, p.1-2). Prensky suggests that there will
always be a comparison between these two typecasts with young people
seemingly adapting quicker to change (Prensky 2001, pp 1-2).
Nevertheless, it does not account for the degree to which natural ability
or familiarity play their roles. EU Kids Online dispelled many important
myths about our young people’s use of technology. The chief
misconceptions highlighted by the report were that ‘[d]igital natives
know it all’ and ‘[e]veryone is creating their own content now’
(Livingstone and Haddon 2009, p.42). The report suggests that most
teenagers require more support now in developing their digital skills
because they tend to ostensibly use technology in a passive manner.
There is a gap in the research in terms of encouraging students to
become involved in ‘[u]ser-generated content creation and other forms
of networking [which are] increasingly important for identity, sociality,
creativity and civic participation’ (Livingstone and Haddon 2009, p.42).
There is therefore a need for educational research into the area of the
potential of digital content creation and its effectiveness in encouraging
students to engage personally, socially and culturally with texts.
Some of the challenges to integrating technology in teaching and
learning concern self-efficacy and a general lack of resources, which
includes hardware and software, training, time and finances (Mumtaz
2000). These are discussed further in the theoretical framework of
Chapter 3.

1.3 Student	
  engagement	
  with	
  literature	
  
The aforementioned context of current educational change and potential
transformations in the Junior Cycle system in Ireland, offers an
opportunity to consider the composite nature and parameters of
literature learning and its teaching.
1.3.1 What	
  is	
  engagement?	
  	
  
Mihalyi Csikszentmihalyi (1990) defines engagement as a state of
intense concentration and total emersion in the topic or activity so that
potential distractions remain unnoticed. It is characterised by the
presence of confidence in the task and the absence of self-consciousness.
Therefore, the experience of learning and the activity is gratifying
because the learner has been in a state of Flow (Csikszentmihalyi 1990).
Like Csikszentmihalyi, educationalist Ken Robinson (2001) also
suggests that there is a symbiotic relationship between engagement and
creativity. Robinson explains that:
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[c]reativity is a multi-faceted process. It involves many ordinary
abilities and some specialized skills and techniques; it can be
fostered by many different ways of thinking, and it draws on
critical judgement as well as imagination, intuition and often gut
feelings. The dominant forms of education actively stifle the
conditions that are essential to creative development (Robinson
2001, p.49).
It is apparent that Robinson believes that education systems encourage
people to grow out of creativity instead of encouraging their state of
Flow. He argues that education should engage our capacity for the full
spectrum of human intelligences and awaken our creative potential
through collaborative, interactive and aesthetic learning experiences
(Robinson 2001, 2006, 2010). Likewise, Csikszentmihalyi asserts that
creativity is cultivated ‘in the interaction between a person’s thoughts
and a sociocultural context. It is a systemic rather than an individual
phenomenon’ (Csikszentmihalyi 1997, p.23).
1.3.2 What	
  is	
  literature	
  and	
  what	
  characterises	
  engagement	
  with	
  
literature?	
  
Andrew Goodwyn (2012) considers the history of English as a subject
and the place of literature learning within the curriculum. Definitions,
explanations and considerations of what constitutes literature abound in
the research, but for the purposes of this research study Goodwyn’s
concept of literature holds primacy. In the contexts of post-primary
education, he describes the process of reading literature as:
essentially experiential, aesthetic and affective, and that it should
be an authentic experience for the student with some genuine
personal significance. This is an emphasis and does not exclude
the efferent or the analytical. However, it is centred on personal
response and engagement (author’s emphasis in original),
(Goodwyn 2012, p.213).
Goodwyn’s description of reading literature as an experiential process of
engaging with texts based on personal response is what this research
study is concerned with. Further, of particular interest to this research is
Rosenblatt’s Reader Response theory, which considers how the reader
interacts with texts to create meaning (Rosenblatt 1984). Rosenblatt
theorises that the meaning of a text is closely related to the context of
the reader, including their experiences, knowledge, perspectives and
their purpose for reading. Therefore, each reading opportunity is a
unique experience with the potential to generate unique meaning. It is
vital to appreciate the difference and richness inherent in each reading
of a text by every individual. Rosenblatt suggests that the purpose for
reading is important because one can adopt an aesthetic or efferent
stance for reading. While efferent practices concentrate on the
information and sequence of events to be remembered after the reading
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is finished, the aesthetic purpose for reading is directed towards
exploration of the texts and oneself (Rosenblatt 1984). Therefore, of
significance to this research is to encourage students to read for the
experience rather than for the intention of answering examination-style
questions. However, since the reality of examination pressures are everpresent in the current Irish education system, Rosenblatt’s suggestions
of a reading continuum is of importance. Therefore, the design of the
learning experience would need to be centered upon allowing the
students to experience literature in relation to their feelings, responses
to and connections with the text
Therefore drawing from Goodwyn’s (2012) description of literature and
Rosenblatt’s (1984) Reader Response theory, this research considers
engagement with literature as an experiential process whereby students
are enjoying their literary studies while becoming confident language
users. It is important to this research that students are afforded
opportunities to develop an appreciation for the interconnectivity
between the texts and the world around them while confidently
engaging in expressive, affective, and abstract learning of personal
significance to them. Of particular significance is that the students are
supported to create original digital stories of good quality that evidence
their engagement with literature. Such digital artefacts should evidence:
•
•
•
•
•
•
•
•
•

Students constructing unique meaning from their reading of the
text
Students having fun and actively participating in the process
Expressive and aesthetic responses to a series of texts,
considering tone, theme, structure and language use
Connecting with the lives of the characters, plots and dilemmas
within texts
Ability to relate the world of the text to real, authentic
experiences
A comparative analysis of key moments within texts that are
powerful and emotive
Being proud of their digital products and have a sense of
gratification upon completion
Collaboration and the development of self-awareness and
confidence in their engagement with the texts
A sense of demystifying the text whereby students’ literary
engagement and digital products are of personal significance to
them

If the designed digital ensemble intervention achieves these sorts of
outcomes, then it will have facilitated successful engagement by
students with English literature.

	
  

8

Chapter 1: Introduction to the Research
1.3.3 What	
  are	
  learning	
  experiences?	
  
There are various concepts of ‘learning experiences’ within pedagogical
practices that research can draw from. For the purposes of this research
study the concept of learning experiences are grounded within the
general educational foundations of Freire (1970) and Dewey (1910, 1938,
1943, 1958). Specifically, this research characterises learning
experiences as planned pedagogic activities that are strategically
developed and implemented with students with a view towards
promoting relevant and meaningful understanding. Furthermore, this
research notes the significance of Jadallah on constructivist learning
experiences who articulates that:
[a] learning experience comprises the concepts that are deemed
important for student understanding, the factual examples that
provide valid and equitable representations of the concepts, and
the development of generalizations that involve students in the
continual construction and reconstruction of a frame of reference
to be used to interpret and understand new knowledge (Jadallah
2000,p.223).
Thus, in the context of technology-enhanced literature learning
processes it becomes important to support students in constructing
understanding and making meaning through a process of exploring,
analysing and evaluating literary works, including multimodal texts
(Goodwyn 2002, 2010a, 2012, Kress 2003). The process of making
digital representations of the literature that include audio, image,
sounds, music, video, text and graphics would need to provide students
with the opportunity to appreciate the world of the text in a personal,
literary and conceptual manner (Keene and Zimmermann 1997). This
would mean that teaching and learning strategies are developed to
enhance students’ conceptual understanding of the texts by affording
them time and opportunity to make personal connections with the
literature while applying concepts to real-life situations. This would
need to be implemented in accordance with student input into the
process. As Dewey (1943) asserted, the educational worth is contingent
on how students are involved in particular learning experiences.
1.3.4 Storytelling	
  and	
  literature	
  learning	
  
Storytelling is the oral interpretation of a traditional, literary, or
personal experience story. It is not the presentation of a
memorized script; rather, it is a story told in a natural manner
with all the flavor and language of the particular tradition from
which it comes (Peck 1989, p.138).
According to Kajder (2004), storytelling can encourage students to
evaluate what they are expressing or comprehending in a dynamic and
multifaceted way. Further to this storytelling practices are being
implemented in education to enhance oral and written expression,
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reading and listening skills, a sense of narrative and self-confidence
(Baker and Greene 1977, Czarnecki 2009c, Houston et al. 1991, Jakes
and Brennan 2005, Livo and Reitz 1986, Miller and Pennycuff 2008,
Morrow 1985, Morrow 1986, Peck 1989).
Active participation in storytelling as a teller and a listener can enhance
student’s eloquence of oral expression (Morrow 1985). When students
engage in learning as storytellers, they become analytical listeners and
their oral expression is given the purpose of communicating thoughts,
feelings and experiences by engaging listeners (Peck 1989). Storytelling
can encourage students to develop a sense, tone, volume, timing, pauses
as well as gesticulations and silences to convey meaning and make
connections. Research conveys that many students desire to read the
story once it has been told, or indeed other stories that spark their
interest (Peck 1989). This ignites a reading process whereby students
read numerous printed or digitised text stories and thus begin to
critically evaluate the literature for meaning, comparative elements,
personal connectedness as well as for general value and worth (Miller
and Pennycuff 2008, Peck 1989). According to Livo and Reitz (1986)
this process of critically listening to and reading literature naturally
progresses to written forms of expressions for students. Students can
begin to formulate their own narratives through the use of prior
knowledge such as metaphors, expressions, styles, key moments and
story structure and patterns. Feedback in any form including written,
oral and body language, becomes crucial to making connections with the
story. This encourages self-confidence in students by helping them to
develop a sense of connection with the audience by attending to oral
responses and body language (Peck 1989). According to Sloan (1984),
students will employ literary patterns they encounter in stories in their
own written expressions as they begin to develop a sense of narrative
form by internalising new information into their pre-existing language
and literary structures to achieve greater understanding. Making
connections with the story becomes central to their understanding of
social and cultural contexts and enhances their sense of perspective
(Keene and Zimmermann 1997, Miller and Pennycuff 2008, Sloan
1984). The narrative structure helps students to comprehend story
components, interactive plots, style, genre, emotive influence, climax,
peripeteia (turning point) and cathartic power.
1.3.5 Ensemble	
  and	
  literature	
  learning	
  
Michael Boyd, artistic director of the Royal Shakespeare Company
(RSC) 2002 to 2012, advocates a theatre-based approach to teaching
Shakespearean literature because the characteristics of kinaesthetic
learning summon students to personalise their connections with the
language and techniques of a text (Boyd 2008b). Of particular interest
to this research is the potential of ensemble, which involves
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collaborative, participatory and active exploration of literature as a
script (Boyd 2008b, Gibson 1998). This process is elucidated further in
Chapters 2 and 4. In the RSC manifesto for the teaching of Shakespeare
in schools, ‘Stand Up for Shakespeare’, Boyd asserts that:
Shakespeare wrote plays and young children are geniuses at
playing. Ask them to comment on a great work of literature and
they will shrink away. Give a child the part of Bottom, Tybalt,
Lady Macbeth or Viola and watch them unlock their imagination,
self esteem and a treasure trove of insight into what it's like to be
alive that will feed them for a lifetime (Boyd 2008b).
Additionally, in his work Teaching Shakespeare, Rex Gibson (1998)
exploded the perception and prescriptions of teaching drama through
text in favour of playing with scripts. Gibson declared that using scripts
calls for active student engagement and imaginative exploration to
incarnate timeless and universal themes and issues in an emotional and
a physical manner (Gibson, 1998). A script allows for lively, abstract and
creative probing of literature since it enables meaning to be ‘brought to
life by acting out. A text makes no such demand’ Gibson 1998, pp7-8).
Gibson suggests that the scholastic model of teaching Shakespeare has
perhaps caused our young people to disengage with literature and is
having a de-motivating effect on students (Gibson 1998).
Similarly, Cicely Berry (2008) RSC Voice Director, also accentuates
emotional learning through drama in her almanac From Word to Play:
A Handbook for Directors, which calls for a return to the power of the
words themselves. Berry’s work with words, rhythms and sounds injects
creativity, fun and spontaneity into drama education. She engages actors
and learners with ensemble reading approaches as a means of
internalising feelings and creating meaning in and from the literature.
Creating soundscapes and punctuation shifts in speech allows the
learner to concentrate on vivid moments in speech that reflect emotions.
This innovative approach to engaging with literature may offer a method
of connecting internal emotions to external sounds and rhythms by
creating a soundscape as a way to listen and respond to one another.

1.4 Digital	
  Ensemble:	
  a	
  new	
  approach	
  to	
  literature	
  learning?	
  
In a world run by computers, where almost every kid in that class
will have some sort of a computer in their pocket and on their desk
in their future life and job, wouldn’t it make sense to measure the
impacts of serious computer-based training on our school
children’s reactions to, and their facile uses of computers?
(Merzenich 2007).
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1.4.1 Technology	
  as	
  creative	
  tools	
  
Introducing technology into pedagogical practices does not
automatically render teaching and learning more creative (Banaji and
Burn 2008). Borland (2007) notes that technology and new media is
evolving relentlessly and therefore education requires transformation so
as to fulfill the emerging needs of its participants. He describes the
progression of technology, including the concept of Web 1.0. and Web
2.0., as follows:
Web 1.0 refers to the first generation of the commercial Internet,
dominated by content that was only marginally interactive. Web
2.0, characterized by features such as tagging, social networks,
and user-created taxonomies of content called ‘folksonomies,’
added a new layer of interactivity, represented by sites such as
Flickr, Del.icio.us, and Wikipedia (Borland 2007, p.1).
Consequently, the potential of technology in teaching and learning
should be explored in terms of its provisions and interactive affordances
in order to support creative efforts of students and teachers. In English
education then, there appears to be scope for investigating the use of
easy-to-use technology to encourage students to embody literature, both
physically and virtually. Gilbert (2002) advocates the use of ‘low
threshold applications’ (LTAs) when endeavoring to integrate
technology into teaching and learning. He suggests that technology must
meet the requirements of all users, students and teachers alike, in order
to minimise the risks associated with its integration into pedagogy. The
primary characteristics of such LTAs are outlined in Chapter 2.
Further to this, Loveless (2007) suggests activities focused on
knowledge building, distributed cognition, community, communication
and engagement can implement technology to support creativity.
Research suggests that Web 2.0. sites such as blogs, wikis, podcasts,
social bookmarking tools and video sites encourage authentic
communication between individual, groups, inside and outside of the
classroom, locally and globally (Davies and Merchant 2009, Spencer et
al. 2012). Of course, with these potentially engaging affordances comes
the challenges of safety, which must be addressed.
1.4.2 Digital	
  storytelling	
  
Digital storytelling has become a powerful teaching and learning tool
that encourages creativity, productivity, critical thinking and the
improvement of multiple literacy skills (Robin 2006). There are many
varying definitions of digital storytelling and this research study takes a
liberal approach to what constitutes a digital story. Drawing from the
research, a digital story will be generally described in this thesis as the
combination of storytelling as an art with digital multimedia to create a
dynamic assemblage of personal learning experiences. As Robin (2006)
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notes, the digital story multimedia can include video, images, sound,
music, text, graphics and recorded audio narration usually centred on a
selected theme or topic and created from a particular point of view.
Digital stories are generally ‘a few minutes long and have a variety of
uses, including the telling of personal tales, the recounting of historical
events, or as a means to inform or instruct on a particular topic’ (Robin
2006, p.709). Therefore, digital storytelling can encourage the
development of viewpoint, perspective, the portrayal of emotion as well
as the power of voice and pacing (Lambert 2010, Lambert et al. 1998).
Robin (2006) outlines that types of digital stories include personal
narratives, content knowledge stories and those that inform or instruct.
Digital stories help students to create their own material and reflect on
their learning through the formulation and integration of skills such as
research, writing, organisation, interpersonal, digital and problemsolving. Moreover, the process of creating a digital story can encourage
students to advance their literacy skills, including digital, information
and visual literacy (Brown et al. 2005).
This research aims to engage students with literature in an active,
multifaceted and dynamic manner that is aligned to the progression and
pervasiveness of technology in our society. Thus, the study will explore
the educational potential of using technologies to augment drama-based
pedagogies, such as ensemble strategies, to empower students to reflect
on their engagement with literature and tell their learning stories. The
implementation of a digital ensemble pedagogy explored in this research
is dependent on the creation of a synergistic relationship between
ensemble practices, collaborative and social learning environments and
low threshold, creative technologies.

1.5 Researcher	
  context,	
  perspective	
  and	
  positionality	
  	
  
There is a growing body of literature around issues of positionality,
power, knowledge construction and representation in qualitative
research. However, as all researchers have discovered, there is no
substitute for actual fieldwork where these issues are personally
encountered in sometimes unanticipated, and oftentimes subtle
ways (Merriam et al. 2001, p.406).
The professional background and context of the researcher have had a
significant impact on the nature and scope of this study. Having
graduated with a B.A., M.A. and Postgraduate Diploma in Education
(PGDE), the researcher currently has 11 years experience of teaching
English, comprised of post-primary and third level education.
In her time teaching English to post-primary students, the researcher
was privileged to experience wide ranging learning styles and abilities
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and attitudes from her students. In her first year teaching she
experienced an unnerving dichotomy between what she thought were
‘easy to teach’ students and the ‘difficult’ classes. She spent those initial
nine months of her career trying to understand why these students
refused to comply with her content-driven, notes-wielding teaching style
that was so appropriate to the context of the examination-focused Irish
education system. At the end of that academic year during a
conversation with one of her students she had a moment of realisation.
This student said to her: ‘ah sure we’re different, we don’t just learn it
off’. The researcher considered the question she had been asking herself
all year: What was wrong with those uncooperative, bored and lacklustre
students who would not just sit in their seats and learn? The answer was
horrid; it was their teacher, more specifically her generic teaching style.
The researcher abruptly realised that there is no ‘one size fits all’
pedagogical garment to which every shape and size of intellect, ability
and learning idiosyncrasies can be moulded into. These students needed
to experience content and learning, rather than being faced with a forest
worth of notes to internalise and regurgitate. This realisation of ‘we’re
different’ may sound obvious, simplistic and somewhat naive but to the
researcher it was a defining moment in her teaching profession where
she challenged her own perceptions of teaching and learning and
evermore endeavoured to be respondent to the changing nature of
people and how we experience life and learning.
That first year teaching shaped the way in which the researcher
approached teaching English, endeavouring to foster a collaborative and
creative approach to literature learning. However, during the
subsequent 11 years teaching English literature the researcher continued
to experience barriers to genuine and enthusiastic engagement with the
subject. She became bewildered with the ingenuity of students to learn
for the examination and preoccupy themselves with predications and
rote learning of sample essays. She also became quite frustrated with the
apparent lack of impact of educational research in educational systems.
It occurred to the researchers that such ingenuity of the students could
be utilised to greater productive effect through the development of a
creative and innovative process of teaching and learning English
literature. Her desire for fostering partnerships between researchers and
practitioners grew, as did her passion for designing interventionist
modules in natural contexts.
The researcher’s educational background is grounded in literature
learning and a culture of making personal connections with the texts has
become important to the researcher on a personal and a critical level.
Through the teacher-training programme she developed an appreciation
for different learning styles and the significance of allowing each
individual the time to experience learning in their own unique manner.
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While engaged in teaching, the researcher became incredibly interested
in practicing and researching how a teacher could actually make a
practical difference to how students engage with literature. She was
impassioned by the design principles of such pedagogical approaches
and wondered to what extent this could contribute to theory. While
exploring this link between practice, authentic learning experiences and
practical applications of knowledge, the researcher became increasingly
interested in a design approach to educational research and education in
general. Design-Based Research (DBR) is centred upon making a
practical difference while maintaining its roots in the theory (Barab and
Squire 2004). This approach to educational research spiked the interest
of the researcher since she would be able to explore those practical
endeavours while complementing educational research and learning
theories. Therefore, she embarked upon a DBR study to consider how
active and dynamic teaching strategies employing drama-based
pedagogies and learning technologies might support student
engagement with the literature in a critical manner and on a deeper
level.
The central premise of this study is borne from the researcher’s belief
that there is a need to break down the barriers of teaching and learning
in order to afford students an authentic and meaningful learning
experience. In order to realise this belief, change was required, both in
the physical layout of the classroom and the educational strategies
implemented to help students engage with literature. The researcher
believes that practical considerations such as the location and layout of a
classroom can have an effect on students’ learning and that
transforming the space from cluttered to cleared can have a dual
relaxing and motivating effect on students’ learning.
The researcher is of the opinion that recursive cycles of work involving
active and collaborative engagement and critical thinking about the
subject matter, as well as feedback and redrafting sessions can break
down barriers and enable the students to bring some of themselves to
the literature. While teaching English literature, she developed the
outlook that allowing students to make their own meaning from a text
was a more fulfilling learning experience for them, rather than
pressurising them into thinking there is one correct way of reading and
comprehending literature. Therefore, the researcher believes in the
fundamental importance of allowing students to bring their life
experiences, prior knowledge and emotions to the learning experience to
construct their own meaning from the literature. As Plato counsels, ‘do
not train a child to learn by force or harshness; but direct them to it by
what amuses their minds, so that you may be better able to discover
with accuracy the peculiar bent of the genius of each’ (as cited in de
Cássia Veiga Marriott 2008, p. 142).
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The researcher considers that student artefacts created from their
learning, should evidence deep reflection, critical thinking, comparative
thinking and creative endeavours that can be assessed or evaluated in a
continuous manner of iterative feedback. She believes that creativity and
ingenuity within English education should be rewarded rather than the
products and processes of rote learning practices as governed by
standardised assessments. The researcher advocates the positive
influence of inverting the power structures between the teacher and
students so as to empower students, encourage independent learning
and build on their capacity for literature learning.
Aligned with the pragmatic and experiential educational philosophies of
John Dewey (1938) and Kolb (1984), it is this researcher’s belief that
education should allow the students to experience learning, to make
mistakes and experience failure. In this regard, students can process
their experiences, reflect on them, learn from them and then apply their
new knowledge to the learning process. The researcher thinks that this
philosophy of integrating theoretical, conceptual and practical learning
is best realised through the integration of collaborative, active,
supportive and dynamic learning experiences, which ultimately require
time, patience, a yearning for teaching and learning, trust building and
plentiful amounts of emotional energy. She truly believes that there is
no substitute for experiencing personally those unanticipated moments
of teaching and learning.

1.6 Research	
  questions	
  
The primary focus of this research study is how to characterise and
implement technology-enhanced learning in English education. More
specifically, it wishes to explore the effect of digital ensemble
pedagogical practices on students’ engagement with literature. A central
aim of this digital ensemble design is to integrate fully the design, the
associated research activities and the resultant outputs of the entire
process (McKenney and Reeves 2012). This must be achieved through
an iterative design cycle process that implements, evaluates and refines
the design with each iteration. This will be explained further in Chapter
4.
Consequently, this investigation comprises four research questions, one
primary question and three ancillary questions. They are set out below:
1. How can digital ensemble be integrated into English education to
encourage students to engage with literature?
a. Can digital ensemble create novel and engaging
possibilities for students' engagement with literature?
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i. If so, what are these creative and innovative
possibilities and what characterises them?
b. What are the main criteria of an effective digital ensemble
design to encourage and support engagement with
literature?
c. What design informants will support an effective model of
digital ensemble that promotes and enhances engagement
with literature?

1.7 Research	
  and	
  thesis	
  narrative	
  
The narrative of the research and that of this thesis is structured to
exemplify the evolution of the research over the course of the four-year
study. This chapter outlines the rationale for the research and
comprises the research questions as well as the researcher context.
Chapter 2 reviews the current relevant literature that informed this
research study. This is divided into two main sections: ensemble as an
innovation in English education and established and experimental uses
of ICT (including mobile and narrative media) in English teaching. The
purpose of this chapter is to ascertain the challenges and opportunities
associated with designing a technology-enhanced ensemble approach to
literature learning within the context of English education. The
methodological requirements for the study are identified in this chapter.
Chapter 3 delineates and discusses the theoretical framework for this
research study, outlining the design themes that guided the iterative
implementation of the innovation. The prototype design model is
introduced in this chapter, as derived from the thematic outputs of the
review of the extant literature as well as the theoretical and conceptual
underpinnings of the study. The ENaCT model constitutes four key
design themes to be addressed by the research: ensemble, narrative,
collaboration and technology. These themes would inform and frame
the iterative implementation process of the research study as well as the
evaluation of its potential and the write up of the findings and
discussion.
Chapter 4 comprises an overview of the methodology employed in this
research. Design-Based Research (DBR) is the paradigmatic approach
since it aims to consolidate theory and practice with a view to creating
and implementing effective learning design innovations within realworld education settings (Barab and Squire 2004). This approach
emphasises the significance of building the prototype design model as
informed iteratively by experimental practice and learner feedback in
relation to the theoretical foundations. This cyclical, theoretical and
practical approach to designing learning in context should aim to bridge
theory and practice while contributing to design research in education
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(Anderson and Shattuck 2012, Barab and Squire 2004, Bell 2004, Dede
2004, Design-Based Research Collective 2003, Hoadley 2004, Sandoval
and Bell 2004).

Chapter 5, 6, and 7 are the Design Cycles chapters, which describe the
implementation of the pedagogical approach outlined in the research.
These chapters outline the three-stage cyclical development of the
technology-enhanced ensemble process that aimed to understand how
digital ensemble could be integrated into English education to
encourage students to engage with literature.
Chapter 8 includes the reflections and conclusion section of the thesis
and recapitulates how the ENaCT prototype design model supported the
enhancement of students’ engagement with literature and language. The
comprehensive and cyclical design narrative helps to validate the
robustness of this model. This design framework articulates the design
components and guidelines, which are potentially transferrable to other
educational contexts. This constitutes the key contribution of this
research since such a model is innovative because no such framework
exists which educationists or design researchers can adapt and adopt to
assist them in using digital ensemble storytelling to enhance student’s
engagement with literature. As will be highlighted in Chapter 2, the
landscape of systematic design research in digital ensemble storytelling
and literary engagement is practically barren. This chapter concludes
with recommendations for future research. A graphic overview of the
research and thesis structure is provided Figure 1.1 overleaf.
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Figure 1.1: Research Narrative
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1.8 Ethical	
  considerations	
  

The researcher adhered to the British Educational Research Association
(BERA) (2004) guidelines as well as those of the Research Ethics
Committee (REC) at NUI Galway to ensure the study was compliant
with apposite ethical principles.
The data was collected from participating students and teachers who
were selected in accordance with their reply to invitation to participate.
Participation was voluntary. Data protection protocols and ethical
considerations were obeyed throughout the research process.
In accordance with BERA guidelines, principles concerning informed
consent, confidentiality, disclosure, storage and researching with minors
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were respected. Further details of ethical considerations of this research
study are examined in Chapter 4, the methodology section.

1.9 Chapter	
  summary	
  
This chapter outlined the rationale for this research, highlighting the
current climate of educational change, the issues with rote learning and
standardised assessment practices and the need for more engaging and
creative educational practice in English education.
The chapter considered the concepts of literature, engagement and
learning experiences in the context of designing technology-enhanced
ensemble pedagogies to encourage student engagement with literature.
The challenges and opportunities afforded by technology-enhanced
learning in context were explored through the lens of digital storytelling
practices. Alternative approaches to literature learning were considered
such as using technology as a creative tool to help students produce
artefacts that were reflective of their connections to the literature and
their learning experiences. The chapter included an overview of the
researcher context and also outlines the research questions, with the
main interrogation as: how can digital ensemble be integrated into
English education to encourage students to engage with literature?
The chapter concludes with a summary of the research narrative and a
brief insight into the ethical considerations of the project, to be
discussed in greater depth in Chapter 4. The next chapter is a review of
the extant, most relevant research literature regarding innovation and
technology in English education. It will help to outline and shape the
potential of a digital storytelling approach in English education to
support student engagement with and critical appraisal of literature.
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2 Chapter	
  2:	
  Literature	
  Review	
  
2.1 Chapter	
  Introduction	
  
This chapter reviews the literature concerning innovation in English
education and literature teaching and learning as well as the
technological landscape of education at post-primary level. Since the
parameters for engagement with literature were outlined in the first
chapter, the review of the literature concentrates on providing for such
literary engagement practices in the English classroom against the
backdrop of innovation in English education. It considers the potential
of digital storytelling (DS) as a pedagogical approach to encouraging
students to engage with literature and the extent to which DS has been
researched and initiated within this context. The research question, as
outlined in Chapter 1, was the guiding principle upon which the
reviewed research was selected. The research question considers how
digital storytelling can be designed as a pedagogical approach to
encourage students to engage with literature.
The literature review revealed that there has been substantive research
in the area of English education and of technology in education (Condie
and Livingston 2007, Goodwyn 2010a, Goodwyn 2012, Grossman et al.
1999, Hall 2012, Hanson-Smith 2000, Hodgson and Wilkin 2014,
Huang et al. 2011, Koehler et al. 2007). There is also a body of work
considering the potential of digital storytelling in experiential learning
(Barrett updated 2014, Czarnecki 2009c, Fletcher and Cambre 2009).
However, this doctoral project is the first study to investigate a
pedagogical approach to integrating drama teaching and learning
strategies with mobile technology in the form of digital-ensemble
storytelling to encourage student engagement with literature.
This chapter will outline and discuss the model of ensemble-based
teaching and learning strategies as developed by the Royal Shakespeare
Company (RSC) (2008) and used to encourage active examination of a
text. Furthermore, following an in-depth review of the literature
concerning the technological landscape of English education, a proposal
is put forth for engaging students with literature through a combination
of these strategies and a digital storytelling process.
This research study aims to expound upon the vast body of research in
these parallel areas of education by examining the impact of a digitalensemble storytelling model of English education on students’
engagement with English literature. The researcher conceived of this
integrated pedagogical-technological approach. The main areas for
consideration are highlighted in the diagram overleaf in Figure 2.1.
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Figure 2.1: Literature review process

2.2 English	
  in	
  Education	
  
2.2.1 The	
  Irish	
  Education	
  system	
  
In Ireland the first three years of post-primary education are
compulsory for students (NCCA 2008). Known as Junior Cycle it
comprises students typically aged between 12 and 15 years and equates
with lower secondary education. Following these three years students
undertake a State Examination, the Junior Certificate (NCCA 2008).
The principal aim of the junior cycle is to offer students a broad and
consistent learning experience across a range of subjects that will
prepare them to progress to senior cycle education (NCCA 2008).
Currently, this programme is undergoing a restructuring, the first phase
of which was implemented in schools across Ireland in September 2014
on a phased basis per subject. English was the first subject to be
introduced under the new programme, which is called the Junior Cycle
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Student Award (JCSA) (NCCA 2014). The planned completion date for
full implementation, including certification is 2022, although the
implementation of the next phase, Science, has been postponed at the
time of the publication of this thesis. As outlined in Chapter 1, the
rationale for this change arose from research undertaken by the
Economic and Social Research Institute (ESRI) and the National
Council for Curriculum and Assessment (NCCA) which points to the
particular learning challenges students face during each year of the
current junior cycle programme (NCCA 2007a, Smyth et al. 2006,
Smyth et al. 2007, Smyth et al. 2004). Therefore, the Framework for
Junior Cycle was introduced with the purpose of outlining learning
expectations for students and encouraging a climate of innovation and
creativity in schools (NCCA 2011). It was designed to ‘facilitate the
schools in ensuring that literacy, numeracy and key skills are embedded
in the learning’ (NCCA 2011, p.14). The new curriculum aims to be
learner-centred with a focus on autonomy, progressions and preparation
and assessment for learning (NCCA 2011). It is comprised of eight
principles of junior cycle education, 24 statements of learning, eight key
skills and priority learning units (NCCA, 2011). All of these are detailed
in Appendix 1.
Two years of senior cycle or upper secondary education then follow and
students are usually aged between 15 and 19 years when completing this
cycle. There is an optional Transition Year programme for students
embedded between these two cycles. The senior cycle provides students
with the option of undertaking three different State Examinations: the
traditional Leaving Certificate, the Leaving Certificate Vocational
Programme (LCVP) or the Leaving Certificate Applied (LCA) (DES
2004). Subjects offer two levels of provision, Ordinary and Higher, and
Irish is offered at Foundation level also. A wide range of subjects is
offered to students and among these are the three compulsory subjects
of English, Irish and Mathematics, unless exemptions apply for certain
students. The subsequent section will outline the English subject
methodology provision, syllabus and guidelines within this context.
2.2.2 English	
  subject	
  methodology	
  
2.2.2.1 Junior	
  cycle:	
  towards	
  the	
  JCSA	
  framework	
  
It is proposed that the established or pre-2014 English curriculum will
run concurrently with the new JSCA English specification until all the
current junior cycle students complete their State Examination in 2016
(NCCA 2011). For the purposes of clarity in terms of the English
curricula currently on offer at junior cycle, both English syllabi will be
described in this section.
The aim of the pre-2014 three-year Junior Certificate English syllabus is
to build on the learning of students in their primary education by
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focusing on the ‘intellectual, imaginative and emotional growth of each
student by developing his/her personal proficiency in the arts and skills
of language’ (NCCA 2011, p.1). There are three levels of provision,
Foundation, Ordinary and Higher. The main objective of the English
syllabus is to develop the personal, social and cultural literacy of
students through encouraging engagement with a wide variety of texts.
Teachers are free to choose their selected reading material as they are to
devise units of learning for achieving the desired variety of linguistic
experiences (NCCA 2010, p.3). These units can comprise one or more
central text(s) focusing on activities that provide diverse linguistic
experiences. Alternatively, a theme or cultural topic may be the focus of
a unit and the chosen texts will offer a variety of perspectives and
experiences of this theme (NCCA 2010, p.4). The assessment is
summative culminating in the Junior Certificate, a terminal State
Examination at the end of the third year of study. At F0undation level
there is one examination paper of two hours and 30 minutes duration
offering engagement with seven key areas of English. Students must
answer the 1.Reading, 2.Personal Writing and 3.Functional Writing
sections with the option of choosing to answer any three of the following
sections: 4.Fiction, 5.Poetry, 6.Drama and 7.Media Studies. Students are
advised to spend ‘a little over 20 minutes’ on each of their six sections
(SEC 2012a, p.1). Ordinary level assessment also comprises one
examination paper of two hours and 30 minutes duration offering
engagement with seven key areas of English. The four sections on
1.Reading, 2.Personal Writing, 3.Functional Writing and 4.Poetry are
compulsory with the option of answering any three of the following
sections: 5.Fiction, 6.Drama and 7.Media Studies. Students are advised
that they ‘have, on average, 25 minutes’ for each of their six sections
(SEC 2012b, p.1). At higher level there are two examination papers of
equal marks for students to undertake and both papers are two hours
and 30 minutes duration. All sections in both papers are compulsory.
Paper One contains four sections: 1.Reading, 2.Personal Writing,
3.Funtional Writing and 4.Media Studies. The instructions suggest that
students ‘spend about half an hour on each of sections 1, 3, 4 and about
one hour on section 2’ (SEC 2012a, p.1). Paper Two contains three
sections of equal weighting: 1. Drama, 2.Poetry and 3.Fiction and
students are advised to ‘spend about 45 minutes on each section’ (SEC
2012a).
The aim of the new (post-2014) three-year Junior Cycle Student Award
English specification is to ‘develop students’ knowledge of language and
literature, to consolidate and deepen their literacy skills and make them
more self-aware as learners’ (NCCA 2013). This is studied through three
strands: Oral Language, Reading and Writing. The outcomes for each
strand are grouped by the three elements of (a) communicating
(listener, speaker, reader and writer); (b) exploring and using language
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and (c) understanding the content and structure of language. Two lists
of texts are provided; one is a guide for first year options and the second
is a prescribed body of texts for second and third year students. There
are two levels of provision for JCSA English, Ordinary and Higher level
and these are assessed in terms of learning outcomes over three years.
The English specification outlines that assessment for certification will
comprise two components: schoolwork comprising two assessment
tasks and constituting 40% of the marks and a final assessment carrying
60% of the marks. More details of the new JCSA English specification is
outlined in Appendix 1.
2.2.2.2 Senior	
  cycle:	
  the	
  Leaving	
  Certificate	
  
The established two year Leaving Certificate English syllabus places
emphasis on the development of the oral and written language skills
required for lifelong pursuits (NCCA 2000). There are two levels of
provision, Ordinary and Higher, with relative attainment opportunities
and expectations at each level. The English course is centred on the two
main components of (a) comprehending and (b) composing with a view
to engaging students actively and creatively in language. The syllabus
classifies language under five general headings (i) the language of
information, (ii) the language of argument, (iii) the language of
persuasion, (iv) the language of narration and (v) the aesthetic use of
language. The syllabus stresses that these are interrelated and
interdependent language functions that can align to convey meaning
and effect (NCCA 2000, pp. 6&7). Currently, the subject is assessed by a
summative approach to learning with students sitting the terminal
written examination, The Leaving Certificate. This entails the
completion of two examination papers, both of equal weighting.
Students undertaking either Ordinary or Higher level are allocated two
hours and 50 minutes to complete Paper I and three hours and 20
minutes to complete Paper II. Paper I is ‘specifically aimed at testing the
comprehending and composing abilities of students’ (NCCA 2000, p.19)
and Paper II ‘test[s] students’ knowledge of and response to a range of
texts’ (NCCA 2000, p.20).

2.3 Innovation	
  in	
  English	
  education	
  
This section, which examines innovations in English education is
modelled on the summative paper by Hodgson and Wilkin (2014)
regarding the history of the English in Education journal.
2.3.1 The	
  state	
  of	
  literature	
  learning	
  
The place and role of literature within English education is a muchdeliberated issue within teaching, learning and educational research
archives (Britton 1970, Goodwyn 2012, Hodgson and Wilkin 2014,
Hourd 1970). Issues that concern this literary debate include the array
of literature learning included in the English subject methodology as
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well as what constitutes literature and the prescribed amount to teach
and learn (Bousted 2000, Britton 1993, Dixon 1975, Mathieson 1975).
Goodwyn (2012) considered what comprises literature and suggested
that literature should offer the reader an authentic experience that
arouses personal feelings and elicits authentic and affective responses
from the reader (p.213). Furthermore, he asserts that such a view can be
traced to the theoretical underpinning of Rosenblatt’s (1938) Reader
Response (RR) theory, which is based on the premise that the true text
is created in that space between the actual text and the reader’s personal
response to it (Rosenblatt, 1938). There is a broad history of approaches
to defining and clarifying the functions of the English methodology. The
Cox Report (Cox 1989) set out a series of models for the teaching and
learning of English. The models include: the cross-curricular approach
which emphasises teaching literacy across the curriculum; the cultural
heritage view emphasising appreciation of great works of art; the
cultural analysis model stressing content and method and the adult
needs model based on communicative skills. The fifth model is that of
personal growth which ‘emphasizes the relationship between language
and learning in the individual child, and the role of literature in
developing children’s imaginative and aesthetic lives’ (Cox, 1989, para
2.21).
In his own commentary on the Cox reports, Brian Cox (1991) alludes to
the complications of the grandiose nature of the personal growth
philosophy of English. He conveys the difficult nature of defining
English by asserting that it is ‘impossible to mark out an area less than
the sum total of the planned and unplanned experienced through
language by means of which a child takes control of himself and of his
relations with the surrounding world’ (p. xviii). Research highlights that
although most teachers may align themselves with this personal growth
model of teaching English and consider it the main model to emphasise
in the English classroom, their actions convey instead the effects of
controlled routines and standardised education systems (Bousted 2000,
Goodwyn and Findlay 1999, Pike 2000). It is this disparity between
rhetoric and reality that Goodwyn (2012) says detracts from ‘the real
importance of literary engagement and that current assessment regimes,
in particular, diminish what is valuable in the engagement of students
with literature’ (p.213). Goodwyn’s point seems to be that the
ostentatious rhetoric of state narrative on literature studies may indeed
dissuade from the experiential process of genuinely engaging with
different forms of literature for aesthetic purpose rather than for the
‘grandiose value of literature’ (p.214). Such state narrative may also
make Rosenblatt’s aforementioned Reader Response theory difficult to
align with in English education. F.D. Flowers (1970) asserted that
personal growth, social communication and competence ought to be the
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focal points of language teaching in order to creatively, collaborative and
effectively mediate experience. It would seem the system would be at
odds with itself should it try to sew such a responsive and experiential
subject into the rigid fabric of assessment regimes. This research seems
to point to the need for a more aesthetic learning experience of literature
education modelled on a philosophy of collaboration and sociality.
This experiencing of literature personally, socially and emotionally may
hold potential for readers and authors to make their own interconnected
meaning through dynamic language use. Anthony Clayton (1964) notes
the significance of a child’s knowledge and use of language on their
outlook and meaning making process. This correlates with Vygotsky’s
(1978) work on language acquisition, expression and self-actualisation.
Literature then must expand to include not just language but also the
writings that help to explore personal and social relationships (Ball et al.
1990, Dixon 1975). In that sense studying a variety of literature may
encourage critical personal responses and growth in terms of students’
literary engagement.
The ubiquitous nature of fiction and storytelling helps children to
understand and make sense of the world and this process is naturally
enriched by the use of a multi-directional learning approach (Britton
1970, Bruner 2002, Hourd 1970). In this way a path of learning is carved
out by the learning work between the teacher and student. Douglas
Barnes (1964) notes that creativity and innovation in language and
literature learning may suffer when assessments are based on repetitive
action, rote learning and superficialities rather than on genuine
engagement. This research points to the power of storytelling to help
young people make meaning and engage creatively and emotionally with
literature learning. Therefore, a pedagogical approach that encourages
personally-engaged writing through a process of classroom discussion
may help to inspire creativity and the sense of personal growth
described in the Cox Report (Cox 1989).
Considering its potential for creativity and innovation, writing as a form
of communication requires careful consideration within English
education (Applebee 1981). Research in this regard points to the dangers
of strict compliance to teaching formal grammatical correctness and
selective literary standards only serves to marginalise young people
(Boyle 1964, Goodwyn 2010a, 2012, Wilkinson 1964). Such a teaching
and learning system leaves no room for those described as ‘Half our
Future’ in the Newsom Report (1963). Recognising the voice of the
young people in our education systems can begin to give them a chance
at success and achievement, vocationally, academically and
professionally According to Sir Edward Boyle (1964) students should be
asked to write about topics that really matter to them. If educators are to
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elicit personal responses from their students, first the subject matter
must become personal to them. The subsequent conversation between
the students and the text will help them to construct meaning. Hence, it
becomes apparent that strict codes of learning and assessment may
detract from such meaning making processes (Wilkinson 1964).
Furthermore, Andrew Wilkinson (1964) asserts that strict adherence to
teaching grammar and standardised linguistic codes paralyses
creativity, dissuades expressive form and demotivates students from
engaging with meaning in English literature. One solution to these
issues may be to afford students more time (Clegg 1964). A. B. Clegg
exalts (1964) the benefits of affording students the time to write, discuss
and redraft their work and in this sense writing can be considered a
communicative process rather than a stress-inducing exercise in rote
learning and code writing (p5).
Other opportunities for encouraging a more progressive approach to the
teaching and learning of English literature include a writing framework
put forth by L.E.W. Smith (1970). Smith recommends that this
framework align with Vygotsky’s (1978) work on learning and
development. This framework involves consequential steps to realising
inner speech as written, which in turn branches into various writing
forms. This approach echoes that of Patrick Creber’s (1970) personalacademic approach, the Imaginative/Critical model. On another
dimension, F.D. Flower (1970) conveys the importance of vocational
literacy as a means of formal communication. Whatever the approach or
framework, it is clear that varied genres of written communication in
distinctive registers and for diverse audiences lies at the heart of English
as a subject (Cox 1976). Therefore, the research in these areas would
seem to indicate that a more progressive approach of literature learning
encompassing teaching and learning strategies for realising inner speech
and making personal connections to the texts is warranted.
Finding new approaches to teaching and learning within this
progressive vision of English education is not difficult but what is
challenging is overcoming the increasingly weighty obstacle of the
contradictory nature of the system and the guidelines for recommended
or best practice (Blanchard 1988).
2.3.2 Creativity	
  at	
  play	
  
In their research on helping teachers to encourage students’ emotional
response to literature, Levy and Campbell (2002) suggest that D.W.
Winnicott’s framework of “potential space” holds value as a pedagogical
approach. Levy and Campbell discuss the potential of this approach to
support teachers in their understanding of ‘the dynamic processes
involved in reading literature and to find ways of creating a safe
environment within which a student may be able to take the emotional
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risks necessary to read literature and discuss it’ (p.321). Winnicott
(1991) describes this potential space as a place where symbolic activity
can occur and it is particularly pertinent to the study of literature for
balancing the emotional connection with the world of the text and
academic objectivity. This echoes Rosenblatt’s (1986) Reader Response
theory, which signifies the role of the transaction between the reader
and the text in making meaning. According to Winnicott, it is in this
symbolic realm where the boundaries of self and other can be
established through processes such as play, therapy and artistic
creation. This is the “third space” and Levy and Campbell (2002)
highlight the significance of such a theory for encouraging engagement
with literature because the reader must live in that space between the
realities of one’s lived experiences and the fictional world of the text.
Thus, it is in this third space that the creative act of responding
emotionally to the text can occur. It would appear then that this third
space could offer the reader the opportunity to develop ‘close reading’
practices as described by F.R. Leavis (McCormick 1994). This Leavisian
approach involves a reading of literary texts in a manner that permits
‘the words on the page [to speak] directly and profoundly to the reader’
(McCormick, p.34). Therefore, the reading process becomes less about
appreciating the particular form of a text and more about inviting
readers into a space where one can experience and respond to the
literature.
In consideration then of this third space, Winnicott (1991) argues that
this where the developing child makes sense of his/her world through
play by nurturing their sense of being, or feeling alive inside. However,
he emphasises the importance for the child of feeling safe to enter this
potential space and engage in play. Thus the child makes sense of
his/her experiences and the world while still being connected to others.
Winnicott refers to this safe place as a “holding environment”. Levy and
Campbell (2002) suggest that teachers create a holding environment to
communicate to students that it is safe to enter that third space between
one’s reality and the world of the text and to play with meaning. The
authors propose that structure, organisation, rules, limits and
expectations are an important part of creating such a holding
environment in the literature classroom in order to relieve anxiety and
to empower students (p.324). Therefore, this research would need to
consider students’ abilities and past literary experiences, allowing
students to explore, creating a culture of risk-taking, encouraging
playfulness, and supporting students to provide textual evidence for
their responses (Levy and Campbell 2000).
In her research on creativity in classroom environments Belinda
Mendelowitz (2014) considers the nature of creativity and how it is
manifest in learning and creative writing. Mendelowtiz considers how
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the relationship between a teacher’s theoretical disposition, their
imaginative writing practices and classroom discourse within creative
writing pedagogy affects creative classrooms. Her case studies of two
primary English teachers in a South African school, Debby and Fiona,
explores the implications that writing history, creative writing habits,
classroom discourse and pedagogy might have for ‘creating classrooms
of imaginative possibilities’ (p.165). The study is contextualised within
the prescriptive curriculum of the South African education system,
which marginalises creativity, creative writing and imagination
(Mendelowitz 2014). Mendelowitz contrast this context with that of the
UK education system, which had witnessed a positive, and encouraging
move towards fostering creativity in the classroom at that time
(Fitzgerald et al. 2012 in Mendelowitz 2014). However, according to the
Department for Education, UK, creative writing will not be developed
further as a subject from 2015 (DfE 2015). In her research, Mendelowtiz
found that trends emerged between these Debby and Fiona’s
conceptualisation and enactment of creative writing pedagogy.
Debby views creativity and imaginative possibilities as separate to the
prescribed material she must cover with her students. To her, it is an
enjoyable process but not a functional skill. This is reflected in her
lesson on space. There is evidence of creativity and freedom of
imagination in her use of music and hooks to elicit imaginative
responses as the basis for creative writing about a space journey.
However, such creativity is permeated with fixed expectations about
what the students must incorporate into their writing, such as a set
number of similes. The feedback focuses on correcting syntactical and
grammatical errors rather than on the register or on the relationship
between the language and imagery that made it a compelling narrative.
Therefore, the entire creative writing process becomes a lesson in
grammar, overlaid with prescriptive discourse (p.174).
Fiona encouraged her students to write their version of The Minotaur
which details Theseus’ quest to kill the monster and draft their own
ending. Like Debby she employs teaching and learning hooks. She also
uses imaginative language for instruction to mimic the creative writing
process. Fiona commences the process with three imaginative moves:
imagine the scene; create the scene linguistically and enable a reader to
imagine the scene. For this creativity task the scaffolding activities are
initially collaborative followed by the individual writing task. Fiona
encourages her students to use their personal experience and emotions
to project themselves into a mythical adventure. This allows the
students to personalise the narrative and affords them a sense of
creative ownership. The lessons are infused with movement, interaction,
group writing and sharing. The feedback is constructive, participatory
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and engaging, as Fiona encouraged students to attend for words and
phrases that accentuate the narrative.
Mendelowitz (2014) notes that ‘[w]hile Debby created a classroom
environment of limited creative possibilities, Fiona created classrooms
of unlimited imaginative possibilities’ (p.181). The research highlights
that conceptualisations and enactments of creative writing pedagogy
formed these outcomes. The nature and scope of creative writing
necessitates multiple pedagogical models that are adaptable to any
learning situation with creative writing pedagogies. Mendelowitz notes
that inspiring creativity and creative writing in the classroom becomes a
balancing act between controlled instruction and the possibilities of
boundless liberty (p.181). The research points to a need for English
teachers to adopt these concepts in their practice while challenging
those connections between creativity, language and cognition.
Mendelowitz affirms that those ‘deficit views of writing as error
correction, must be challenged and replaced with an integrated notion
of language as a powerful tool for harnessing the imagination’ (p.181).
The research of Craft and Jeffrey (2003) on ‘Teaching creatively and
teaching for creativity: distinctions and relationships’ employs Woods’
(1990) framework for creativity and pedagogy to highlight the
interdependence of the distinctions of creativity in teaching put forth in
the UK’s National Advisory Committee on Creative and Cultural
Education (NACCCE 1999b). Woods (1990) characterised the features of
creative teaching as relevance, ownership control and innovation. In its
description of creative teaching this report distinguished between
teaching creatively as the use of imaginative strategies to ensure
learning is stimulating and teaching for creativity as a fostering of
young peoples’ creative skill (p.89). Like Mendelowitz’ research on the
effect of classroom discourse on creative writing teaching, the issue that
Jeffrey and Craft find with such a distinction is that ‘there is a danger
that a new dichotomy becomes institutionalized in educational
discourse, similar to those in the past such as formal and informal
teaching or instruction and discovery learning’ (p.77). Their research
explains the significance of the symbiotic relationship between teaching
creatively and teaching for creativity and highlights the need for
teachers’ use of professional judgement and discretion so as to avoid
dichotomising the two distinctions. The study highlights that:
[a] focus on the relationship between the teacher and learner
makes creative practices discernible if an empirical approach is
employed and focusing on the creativity agency of each enables
the constituents of creative teaching and creative learning to be
identified, characterized and assessed (p.85).
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The researchers contend that the study of an educator’s pedagogy is
distinguishable from the underlining tenets of creative teaching.
This teacher-student narrative can allow creativity to assume centrestage within teaching and learning because it helps those involved
understand the world of each other and those around them. According
to Bruner (1990, 1991, 2002) narrative is how we make sense of the
world around us and our place within it. It is our autobiography, which
helps to develop our sense of identity and imagination and allows us to
engage with life (Bruner 1991). This is described in detail in Chapter 3.
This narrative process of engaging with life lies at the heart of Craft and
Jeffrey’s (2003) abovementioned concept of creativity in teaching and
learning. Such a narrative space may help to create positive motivational
energy in the creative English classroom.
Therefore, this research suggests the potential of playing with literature
and telling the story of those learning moments for enhancing learners’
engagement with texts on a personal and a critical level.
2.3.3 Drama	
  and	
  English	
  education	
  
As stated in Chapter 1, Michael Boyd (2008b) of the Royal Shakespeare
Company (RSC) advocates the benefits of drama-based approaches to
studying Shakespeare’s literature. It is this thesis’ premise that such an
active and dynamic approach could be applied to any form of literature
learning. Given the already described difficulties of teaching literature
in the context of state narrative and strict assessment standards, Boyd’s
concept of literature as play may hold possibilities for bringing life
experiences to literature learning in an active manner (Boyd 2008b,
Goodwyn 2002, Goodwyn 2012, Goodwyn and Findlay 2002). At the
RSC, Boyd advocated a process of collaborative acting practices, called
‘ensemble’. Ensemble drama strategies encourage participatory and
active engagement with literature as a medium for personal and
collective expression (Boyd 2008b). Such an educational method would
involve employing the use of literature as scripts, as promoted by Rex
Gibson (1998) because like Jonothan Neelands (2009), the premise of
drama pedagogy for Gibson rests in the aesthetic experience for students
of playing with the literature. As noted in Chapter 1, Rosenblatt (1986)
likens the process of students reading literature to that of actors who
interpret and present their script. According to Rosenblatt, this process
of engaging with literature is centered upon the meaning constructed
from the reader’s transaction with the world of the text. This transaction
involves the text shaping the actor or reader as much as the reader
shaping the text. The result is the development of a "reciprocal, mutually
defining relationship" between the reader and the world of the text
(Rosenblatt 1986). Correspondingly, the work of Cecily Berry (2008)
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concerning experimentation with feelings and meaning through voice
and movement, is significant to this research.

In his research on the significance of ensemble as a democratic process
Neelands (2009) contrasts the pro-social and pro-technical views of
drama in the context of two schools in England in 2008. Neelands
maintains that drama has been considered traditionally as either a
medium for learning or as a subject. His research points to the
significance of drama pedagogy resting within the social and creative
experiences of drama rather than the outcomes of studying it as a
subject. The pro-social concept of drama Neelands discusses is rooted in
ensemble, acting together, approaches to education. The pro-technical
approach then is considered in terms of being subject-specific directed
towards an understanding of periods, genres and styles.
This study described the history of the first school in a very dim light
articulating that ‘[t]twenty years ago the local secondary school on the
hill was a dangerous place [...] [with] an impressively bad reputation’
and situated in a town described as ‘bleak and shuttered. Not much to
do, not much hope’ (p.175-175). Upon Neelands’ visit to the school years
later he found it difficult to understand the transformation the school
had undergone to become a Specialist Performing Arts College. The
learning environment evolved into a creative space where learners used
action collaboratively to discover meaning in literature and subject
matter. The second school, described in 2004 as ‘failing’ by the Office
for Standards in Education, Children’s Services and Skills (Ofsted) in the
UK, is situated against the backdrop of urban decay and migrant
communities. The school struggled with issues of secularity, democracy
and equal opportunities for its young people to become involved in
drama and dance. Ofsted also criticised the school’s culture of drama
education. By 2008 students at this school were engaged in an eternal
process of establishing a common culture for themselves in which they
can appreciate one another’s historical and social histories (p.175).
Ensemble pedagogy has encouraged a movement towards a model of
democratic living for the students of this school though collaboration,
negotiation and leadership. Neelands (2009) implies that drama is:
helping students to make contextual and authentic connections
between the abstractions of an English National Curriculum and
the heartbeat of their own lived experience as new arrivals with
different ontological and epistemological traditions in their travel
sacks (p.175).
The school’s Ofsted Inspection Report in 2008 noted a similar trend in
the development of the school’s drama programme and its effectiveness
for nurturing confidence, positive behaviour and quality learning in
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English (Neelands 2009). Neelands emphasised that both schools
adopted a pro-social culture of drama education, which progressed an
ethos of democracy and community building. The reach of this ensemble
approach extended far beyond the rigid parameters of subjects and the
confines of school walls for these students, it promoted a sense of
inclusion, acceptance and an ever-strengthening rapport between
students (Ofsted 2008).
Similar to Neeland’s pro-social view of ensemble pedagogy, Rosenblatt
(1986) suggests the power of Reader Response processes to encourage
responsible, responsive and democratic reading practices. This process
of engaging with the text suggests that the reader learns to
accommodate the perspectives, opinions, values and attitudes inherent
in the world of the texts with their own experiences. This reflects the
importance of developing learning experiences that encourage and
support students to engage with literature by responding to how a text
relates to and challenges their understanding of relationships and
citizenship. Students’ personal responses to aspects of the text that
challenge them personally, socially, morally and even politically will
help them to think about their place in the world. Therefore, the works
of Neelands (2008, 2009) and Rosenblatt (1986) on ensemble and
reading practices respectively are important for informing a research
design that supports students’ affective and aesthetic engagement with
literature. Specifically, this would involve encouraging students to refine
their thinking and understanding by considering the perspectives
presented by the text as related to their own experiences and knowledge.
Ensemble pedagogy allows students discover physically the drama as it
involves cast members collaboratively exploring the script, rather than
emphasising individual performances (Boyd 2008b, Royal Shakespeare
Company 2013). For that reason, this practice is valuable in English
education to support student engagement with literature from multiple
perspectives in an active, personal and emotional manner. This is
precisely what the Chief Examiner’s Report 2008 (detailed below) found
to be of benefit to student engagement with the tasks set for them in the
English Leaving Certificate examination, as outlined in Chapter 1
(Chief-Examiner 2008). Through the use of various drama techniques
such as the Whoosh! Storytelling or Grandma’s Footsteps, an ensemble
approach allows students to concentrate on the task collectively without
feeling self-conscious. These are described in Appendix 2. Petty (2009)
asserts that:
[d]rama raises self-esteem and self-confidence, often allowing
hitherto unremarkable members of your class to shine. For all
students it encourages empathetic understanding and
identification with the characters portrayed. It is a very powerful
method for affective education (Petty 2009, p. 206).
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Therefore, the aforementioned research suggests that by using ensemble
students can engage socially with each other and emotionally with the
text while channelling their creativity into their group performance and
diversifying the opportunity for literary engagement.
Moreover, there have been significant changes in the performancebased strategies used to teach Shakespeare in the United Kingdom
(Boyd 2008b, Irish 2008). Tracy Irish’s (2011) research on using active
classroom approaches to teaching Shakespeare is grounded in an ethos
of shared learning experiences in which the teacher facilitates students
in developing a collaborative understanding of the text. This is a process
committed to empowering students to experience literature and
affording them ownership of the meaning they create. Irish maintains
that such personal and prosocial approaches involves a substantial
degree of risk taking and suggests that the:
risks come from engaging the dialogic imagination of
students/actors in relation to the dynamic, unstable play text
before them in order to create personal meanings. It is a
prosocial and personalised approach to learning that many
teachers have found successful in supporting their students
towards greater and more rounded attainment with Shakespeare
(p.7).
Irish argues that English teachers need to be supported to take these
risks involved in active drama-based pedagogies to encourage their
students to comprehend and think critically about literature and make
their own meaning from the process. Her case study approach
documented English teacher, Karen’s, experiences of using such active
strategies to teach Shakespeare to her Year Ten students. The
approaches and strategies that were used in this process were also
derived from Boyd’s manifesto on active and creative pedagogy ‘Stand
Up for Shakespeare’ (Boyd 2008b). As outlined above the focus of this
manifesto is to foster collaborative, active and personally engaged
approaches to studying Shakespeare. Karen sincerely embraces such
pedagogy. In her description of RSC inspired ensemble techniques she
employs Karen explains:
[these] techniques mean that you experience the play as a living
text which is interpreted through emotional response and active
participation. It is a shared journey towards a common goal
underpinned by mutual trust and inclusivity. In the classroom,
RSC methods recreate the spirit of the rehearsal room and
incorporate practical approaches into a safe learning
environment that is both multilayered and multisensory:
kinaesthetic; holistic; through movement and language;
experiential and reflective (Karen in Irish 2011, p.9).
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For Karen’s colleagues, the four primary issues that remained
contentious and a source of concern were space, commitments, time and
confidence. Therefore, Karen made space in her classroom. Her students
quickly became familiar with the process of clearing the furniture aside
for their drama-based lesson in an efficient and effective manner. Karen
developed a commitment to the process and its various and frequent
‘failures’. She adopted an ethos of taking risks, sampling the active
approaches and activities, adapting them where necessary and
continuing the quest to ‘stand up for Shakespeare’ with determination
and enthusiasm. Karen battled curriculum pressures to invest the time
in this active pedagogy until action bred familiarity and ultimately
success (Irish 2008, 2011). Considering the undetermined and
unpredictable nature of the ‘success’ of creative pedagogies within
different learning environments, such ensemble approaches can
becomes a risky business. Therefore, Karen developed the confidence–
hers and that of her students–so as to collectively invest themselves in
the process (Irish 2011, p.10).
Irish’s research highlights two key aspects of the active approach that
worked in some way to surmount the wall of dread and boredom Karen’s
students built up towards studying Shakespeare: the physical space and
considering literature as scripts. Karen notes that when the physical
layout of the room was changed it sparked excitement, co-operation and
enthusiasm and when the space remained unchanged, her students were
unresponsive, disinterested and passive. Karen also explains that using
extracts or ‘scripts’ encouraged key moment analyses thereby reducing
anxiety associated with studying ‘literature’ and encouraged a more
personal approach to active reading and critical thinking (Irish 2011,
p.12). Karen’s research informant for this approach was Rex Gibson
(1998) who insists that ‘a script declares that it is to be played with,
explored actively and imaginatively brought to life’ (p.7). The active
approaches that Karen employed to imaginatively bring these scripts
alive did not always work immediately to connect the students with the
literature and required a commitment to the ensemble process to adapt
the strategies or implement different ones (p.14). Having implemented
this creative pedagogical approach Karen discloses that the turning
point was ‘breaking the text down, connecting emotions to characters,
looking at key words – before I didn’t have the training to do that
whereas now I feel brave enough to do it’ (p.15).
As such, this research highlights the importance of developing a toolkit
that enables teachers to play with literature in their classrooms rather
than drilling through the motions of the exposition of the narrative.
Irish’s research highlights the potential of ensemble practices for
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encouraging learners to embody the literature and live the moments of
the world of the text.
Irish stresses that educators need to feel safe to take such risks in their
pedagogy in order to overcome the constraints that curricula and policy
might place on creativity. Certainly, there are contentions in this regard
and Irish asserts that there exists:
a perennial tension between educationalists, who often prefer to
see education as long term, holistic and qualitatively messy,
politicians who need short-term, quickly tangible and usually
quantitative results, and subject academics who jealously guard
the unassailable integrity of their subject (p.17).
Literature teaching is no different as teachers strive to create an
experiential environment in which to enliven the texts to their students
and execute this against the backdrop of rigid assessment regimes
(Gibson 1998, Hudson 1954, Wragg 2004). The dialogue on this issue is
enlightened further by Keiko Aoki’s (2012) research on technologyenhanced drama education. This study concluded that a more dynamic
approach to teaching Shakespeare is crucial as:
Shakespeare's texts were written to be performed on stage; even
though they have to prepare for the examination, students should
learn the plays as his stage craft intended them to be
experienced. We surmised that desk-bound and active methods
of teaching are effective in combination when applied in the
secondary English class (Aoki 2012, p. 91).
This paper surmised that students must be more active in order to be
more engaged in learning and that technology can offer a pedagogical
strategy to this end. Research undertaken in relation to teacher attitudes
towards the use of technology in drama studies and in English education
found that there is seeming reluctance to engage with technology
(Flintoff 2005, Young and (Eds.) 2013). This study also pointed to
concerns teachers had with regards to how the use of technologies may
change the nature and study of drama education. Findings also suggest
an unavailability of appropriate technology to undertake such an
innovative approach. However, the research also notes the strong
indication that educators fundamentally believe in the importance and
likely benefits of technology in drama education (p.92 &93). As such
there is a need for further research in this area of drama-based
education to support learners to make connections with the literature in
a more realistic, authentic and kinaesthetic manner. The
abovementioned research indicates the potential of ensemble teaching
and learning in English literature learning as a collaborative method of
exploring texts. Therefore, there is a need for a methodology that
enables research into the real world practices and processes of ensemble
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education, allowing for variables such as local and national educational
contexts, time constraints and the absence of a culture of ensemble
education in the school, to be considered.
2.3.4 Motivation	
  strategies	
  and	
  teaching	
  tools	
  	
  
Zoltán Dorneyi (2001) considers different approaches to understanding
motivation and using motivational strategies in the language classroom.
The author suggests that creating a positive and supportive atmosphere
in the classroom is vital to motivating students’ learning (p.40-41).
Dorneyi identifies three conditions vital to motivating students: building
appropriate student-teacher relationships; creating an enjoyable and
supportive classroom ambiance and cultivating learner unity (p.31).
Dorneyi’s work is contextualised within language learning, which
requires learners to deal with the pressures of exploring personal
identity and exposing their vulnerability as they learn a new
communication code (p.40). In any respects this is applicable to English
education and literature learning more specifically which requires
learners to make a deep personal connection with texts while drawing
on their experiences and range of emotion. This is why moulding
student-teacher relationships is so important, as the research conveys
(Craft and Jeffrey 2003, Dornyei 2001). In this context, literature
learners may indeed be considered exposed and vulnerable. Therefore,
nurturing positive attitudes towards such learning can largely depend on
the dynamics and cohesiveness of the learning unit (p.42). Dornyei
claims that creating constructive group norms can help to create the
fundamental motivational conditions for learners to invest themselves
personally in the process of language learning. According to the author,
the group norms can be established by a teacher or the students
explicitly or they can develop implicitly over time as a shared
unconscious acknowledgement of how to behave. This also speaks to
Neelands’ (2009) concept of using ensemble-based approaches to
learning as a means of modelling democracy and inclusivity. Therefore,
the teaching resources and self-evaluation practices employed in
language learning must help to develop learners’ confidence and create a
positive social image in order to encourage a dynamic approach to
learning that is rooted in holistic education involving the head, heart
and hands (Dornyei 2001, Neelands 1985, Neelands 2008a, Neelands
2009, Pestalozzi 1894). It would appear then that an important theme
for this research would be collaboration and the processes of sociality
and democracy involved in this.
Moreover, in their research on teachers’ professional development and
appropriating tools for teaching English, Grossman, Smagorinsky et al
(1999) consider the significance of environment and cultural setting on
the development of theoretical comprehension and specific practices for
teaching English literature and language. This research explores the
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choices of two teachers, Dorothy and Frank, to implement a workshop
approach to writing that they were introduced to in their respective
teacher training courses (Artwell 1998b in Grossman et al 1999). During
her teaching practice Dorothy proved willing to attempt the approach in
her English lessons. However, her cooperating teacher was reluctant and
Dorothy found that implementing such an active approach within
English was problematic in an unsupportive environment. However,
once she became a qualified teacher she adopted the approach herself
and was soon employing active strategies to engage students in writing.
Oppositely, Frank’s cooperating teacher supported the workshop
approach but it was his student resolute resistance to this new
independent and open-ended process that deterred Frank from
continuing with the approach. Subsequently, in his first year of teaching
he did not implement the workshop approach and found teaching
writing challenging. These dichotomous situations attest to the
pedagogical chasm that has developed between policy and praxis,
between state rhetoric and educational practices (Goodwyn 2012,
Grossman et al. 1999, Nystrand 1997). Whereas initial teacher education
might encourage instruction that is ‘experiential, learner centred,
activity-oriented, interconnected, and constructivist [...] the practice in
most schools remains much as it has always been: content-oriented,
teacher-centred, authoritarian, mimetic and reactive (Applebee 1981,
Cuban 1993, Goodlad 1984, Grossman et al. 1999, p.3, Nystrand 1997,
Sizer 1984). Hence, the tools used to teach English literature and
language that support the transfer of authority from the teacher to the
students might help to mend the disjuncture between dogmatic content
coverage and constructivist education principles. As Grossman,
Smagorinsky et al. (1999) elucidate, such a shift is dependent on the
mind-set of the teachers and the educational culture they are working
within. Therefore, it would be appropriate that research into such
potentially innovative and constructivist practices would be respondent
to the needs of the teachers, students and the school environment.
2.3.5 The	
  need	
  for	
  reform	
  
As highlighted in chapter 1, the research suggests that students are
disengaging from literature learning and relying too heavily on rote
learning for examination purposes (Chief-Examiner 2008, 2013,
HEA/NCCA 2013, Hyland 2011, NCCA 2000, 2007a, 2011). The Chief
Examiners’ Reports 2008 and 2013 underscores the need to support
students to develop the skills needed to adapt their learning and their
knowledge to formulate reflective responses to literature, in all modes.
Further to this, as noted in Chapter 1, Kress (1995, 2003) emphasises
the importance of blending various types of texts with technology modes
to enhance learning and literary engagement. He notes that the study of
‘multimodal’ texts can evolve as a dynamic process of literature learning
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in the context of expression, meaning making and language process and
communication.
This is apparent in Clare Dowdall’s (2006) case study, which explored
out-of-school text production by primary students. The participant in
this study is Ben, a ten-year-old writer who he is considered in the
context of the apparent disconnect between the literacy curriculum and
real literacy practices of children (Millard 2003). The context for
multimodal texts in this study is based on the work of Bearne (2003,
p.130) and Bearne and Kress (2001) who define such texts as a
culmination of representative modes that perhaps finds its origins in the
work of Roland Barthes (1964) on how societal change is shaping the
word-image relationship. To this end, Bearne (2003 & 2004) notes that
forms of analysing multimodal texts should appreciate students’ work as
artefacts that demonstrate their reading experience through an intricate
production process that conveys meaning. In this light, Dowdall’s
(2006) study concentrated on the extra-curricular text produced by Ben
over a period of six weeks. Ben had access to information and
communication technologies (ICT) in the home. His completed writing
log demonstrated the multimodal nature of his writing from fixed texts
such as homework to transient texts such as doodles and gaming.
Dowdall notes that Ben’s literacy habits were influenced by sociotechnological factors such as family and friends and computer games.
Interestingly, Dowdall also notes that ‘Ben’s text production [was also]
influenced by his own agency and sense of ‘self’ in relation to others’
(p.49). Multimodal narrative provides Ben with an expressive medium
through which he can communicate, personally and socially. It also
highlights Ben’s determination and desire to do well. Dowdall concludes
that children are empowered by the affordances of new technologies for
text production in this changing society (p.51). Like Ben, young people
appear to be able to oscillate between the various social forms of
literacy; on the one hand they may be an apprentice writer in a
curriculum-based context while on the other they can create multilayered narratives in a socio-technical manner to convey meaning.
Therefore, it is unfortunate that such research on engaging and
innovative learning systems in English education are rooted in
‘constrained, reductionist views of literacy, linked to standardised
assessment regimes’ and manageable learning objectives’ (Green 2006,
p.7 in Hodgson & Wikin 2014).
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2.4 Technology	
  in	
  English	
  Education	
  	
  
2.4.1 Pedagogical	
  integration	
  of	
  technology	
  
2.4.1.1 Blended	
  learning	
  	
  
Briefly referred to in Chapter 1, blended learning is a practice initially
derived from industry to enable staff to access continuous professional
development (CPD) training using information and communication
technology (ICT). The practice facilitated staff to study while continuing
to work and it was, in part at least, adopted as a cost-saving measure
(Driscoll 2002). However, this method of instruction has since been
repurposed by the education world and there are various definitions of
what this approach to teaching and learning might look like.
Oliver and Trigwell (2005) describe this strategy as the ‘integrated
combination of traditional learning with web based on-line approaches’
(p.17). Traditional learning here refers to classroom-style or face-to-face
teaching with the delivery of the online section facilitated by learning
technologies such as virtual learning environments (VLE). These can
include for example Blackboard and Moodle and usually comprise
discussion forums. Oliver and Trigwell clarify that this approach can in
involve a ‘combination of media and tools employed in an e-learning
environment’ (p.17). A third possibility offered by this research duo is
that blended learning is a combination of a number of pedagogic
approaches, irrespective of the learning technology used (p.17). Such an
approach might involve dissemination of information to students
(present) and constructivist strategies (practice and produce) to
learning.
2.4.1.2 Flipped	
  learning	
  
Flipped learning is an educational approach that facilitates the transfer
of direct instruction from the group-learning environment to the
individual learning space. This approach is open to multiple pedagogical
manifestations and encourages a dynamic and collaborative group space
in which the students are guided by the teacher in their application of
theory and analyses of concepts within the subject (Berrett 2012,
Network 2014). According to Sams and Bergmann (2013) this is a more
student-centred approach focused on how best to use in-class time for
the benefit of student learning.
Flipping the learning within Science and Mathematics is a wellresearched and documented process currently (Thomasson and Morris
2012). However, within the English subject methodology research and
documented case studies on flipped learning practices are limited
(Thomasson and Morris 2012). According to Thomasson and Morris
(2012) the traditional approach to flipped learning is difficult to
implement within English education because in such a highly personal
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and social-emotional learning context flipped English becomes about
developing a sense of connectedness and community and an ethos of
constructive and analytical critique. Due to the technology-enhanced
premise of this research, elements of blended and flipped learning
would need to be considered.
2.4.1.3 Technological	
  Pedagogical	
  Content	
  Knowledge	
  (TPACK)	
  approach	
  
Research suggests that technology and digital media has become an
essential element of learning and consequently in modern approaches to
instruction (Duffy and Jonasson 2013, Hull 2003, Livingstone and
Haddon 2009, Wang and Hannifin 2005). Therefore, it is crucial to find
a pedagogical model of technology integration within learning.
Nelson Laird and Kuh’s (2005) study of the relationship between
productive uses of technology and students’ engagement considers the
potential of active, technology-enhanced approaches to learning. The
study found that ‘students who frequently (‘‘often’’ or ‘‘very often’’) use
information technology for classroom-related activities or assignments
are more likely than their counterparts to report that their courses
frequently emphasize higher order thinking skills’ (Nelson Laird and
Kuh 2005). The literature indicates that such technology-enhanced
instructional approaches consider how synergies of teaching strategies
and educational technology interconnect to create a more dynamic and
active learning environment that focuses on student engagement.
According to Koehler and Mishra (2009) in order to afford such learner
engagement the opportunity to thrive three knowledge wheels must coexist in the learning environment: technology, pedagogy and content.
Their framework is TPACK, technological, pedagogical content
knowledge, which expounds upon Shulman’s (1986) original
pedagogical content knowledge (PCK) construct to include technological
knowledge. Koehler and Mishra created this framework for
conceptualising their learning model and emphasised not the constructs
in and of themselves but rather the importance of the connections
between them (Koehler et al. 2007). The TPACK approach, illustrated in
Figure 2.2 overleaf, illustrates how these elements work in synergy with
each other to illuminate the process of student engagement in modern,
technology-enhanced learning environments. Therefore, the
methodology selected for research into learning experiences that
emphasises the importance of this TPACK model would need to consider
the resources available in each context.
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Figure 2.2: The TPACK framework and its knowledge components (Koehler and
Mishra 2009). Reproduced by permission of the publisher, © 2012. Image
source: http://tpack.org

2.4.2 Digital	
  Storytelling	
  
2.4.2.1 Explainer:	
  the	
  landscape	
  and	
  the	
  model	
  
The landscape of digital storytelling has developed in community and
educational practices since the mid-1970s in an endeavour to foster
creativity, communication, productivity and skills development
(Lambert, Mullen et al 1998; Jakes and Brennan 2005; (Brown et al.
2005, Lambert 2010, Lambert et al. 1998, Porter 2005, Robin 2008).
The Center for Digital Storytelling (CDS) was first conceived of for
community projects in San Francisco by Lambert and Atchley in the
1990s (Lambert et al. 1998). This community-based initiative developed
a curriculum that used new technologies of the era to encourage
personal storytelling (Lambert 2009). The centre moved to Berkley in
1998 and adopted the above-mentioned moniker. It provides digital
storytelling workshops for wide-ranging organisations in an effort to
evoke a change mind-set with the power of personal narratives (Lambert
1990). The Center has devised seven stages of digital storytelling which
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they disseminate and teach in their workshops (Lambert, Mullen et al.
1998). These elements have informed many digital storytelling
approaches within education including that of the University of Houston
and Bernard Robin’s dedicated web site ‘Educational Uses of Digital
Storytelling’ (Robin 2006). In addition to the CDS elements of point of
view, dramatic question, emotional content, economy, voice, soundtrack
and pacing Robin includes purpose, choice, quality of multimedia
elements and grammar and language use (Robin 2006, Robin 2008).
In their exploration of the development and implementation of digital
storytelling Bernajean Porter (2004a and 2004b) and Silvia Rosenthal
Tolisano (2009) stress the prominence of the narrative element of the
design. Porter’s (2004b) framework for digital storytelling, ‘Take Six:
Elements of Digital Storytelling’ attends to the experiential process of
digital content creation that encourages deep engagement with content
while nurturing kinaesthetic learning (Porter 2004). One of these
elements is Living in the Story and is of particular significance to this
research study for making deep personal connections with literature.
This element concentrates on emotionalising information to allow the
audience to feel what the narrator or creator felt when they experienced
that primary story or literature. In this sense, the digital story does not
focus on the characters or timeline of the literature but rather it is
concerned with conveying to the audience the emotions felt when deep
personal connections were made while experiencing the texts (Porter
2004b).
Porter describes her ‘Beyond Words’ category of digital stories as those
that convey a subjective and reflective message and this category is of
particular significance for literary engagement (Porter 2005). This
category is focused on expressing the author’s (student’s) academic and
personal engagement with the subject and to ‘crystallize our
perspectives into memorable digital stories that reveal meaning and
understanding out of the data and complexity in our lives’ (Porter
2004). According to Porter (2004b) a digital story is about the
craftsmanship of communication. A good story will implement
technology creatively using elements such as images, video, sound,
voice, animation and design to elucidate the meaning of a story. Porter’s

digital stories comprise the ‘Take Six: Elements of a Good Story’ which
include living in the story; lessons learned; creative tension; economising;
showing not telling and craftsmanship. These elements are associated with
the CDS’ ‘Seven Elements of Digital Storytelling’ as mentioned above. She
identifies the ‘Seven Steps to Digital Storytelling’ to help organise the
creative process for authors. These seven steps are encased within the
four production phases of the approach: pre-production, production,
post-production and distribution phase. Figure 2.3 overleaf depicts this
creation process for digital storytelling.
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Figure 2.3: Porter's Seven Steps to Digital Storytelling (Porter 2004b, p.111),
used with permission

Porter outlines the first three steps in the pre-production phase as
writing, planning and organising. Writing a narrative script is the first
element of the story to be created which is subsequently recorded as a
voiceover in the production phase. The project and multimedia
resources are planned around this definitive experiential and personal
voiceover that communicates meaning. The planning process
incorporates storyboards to formulate the narrative in an
interconnected manner and should consider all aspects of the story such
as narration, images, video, titles and sound-mixed design. The third
step concerns managing the files. Due to the resourceful nature of digital
storytelling projects a management system for organising files and
folders is required. In step four students record the voiceover as a
separate audio file. The voiceover should convey the meaning and
emotion of the story and enhances the experience for the audience. The
media resources are then gathered and edited in the fifth step. These
resources ought to align with the storyboard and the voiceover to
advance the audience’s understanding of the story’s meaning. The postproduction phase comprises step six, Putting it All Together. This step
concentrates on the sequence, pacing, sound-editing and creativetechnical design of the story. In the final phase, step seven celebrates the
author’s work as a living artefact and a personal legacy to others (Porter
2004b).
Instructional Technology Coordinator at an Illinois high school, David S.
Jakes (2005) outlines the real-world chaos of implementing such a
digital storytelling project with students. He recommends the execution
of a pilot programme first in order to establish best practice, trained
educators and a store of resources. The pilot programme can help to
identify potential risks to the programme such as technology, space and
staff development. Jakes’ six advisory features of the pilot include
starting small, ensure professional development, test technology,
collaboratively explore challenges, document the process and build
capacity. Jakes and Brennan (2005) also note that digital storytelling
can encourage students to develop 21st century literacy skills such as
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digital age literacies, inventive thinking, effective communication and
high productivity.
Bernard Robin (2008) conceives that transforming teaching and
learning through technology and digital storytelling in particular
requires a robust theoretical framework. He considers the
aforementioned TPACK (Koehler et al. 2007) model as a framework for
incorporating technology as a pedagogical tool in a classroom
environment. Robin articulates that ‘there is not yet a consensus in the
field of instructional technology that serious educators and researchers
agree upon with which to conduct productive and meaningful
investigation’ (p.225). Perhaps some of the challenge involved here
might be the lack of an evidence-based framework for implementing
technology tools in education. This would likely prove useful for
researching the potential of such digital storytelling programmes on the
integration of content, higher order thinking skills and creativity. As
such, storytelling and narrative power would seem to be an emergent
theme of this literature on engagement with English education.
Consequently, the research design would require a narrative framework,
which is responsive to varying ontological perspectives.
2.4.2.2 Digital	
  storytelling	
  and	
  literary	
  engagement	
  	
  
Of significance to this research is the work of Sara Kajder (2004) on the
potential of personal narratives and digital storytelling as a tool for
content coverage and writing. Kajder’s project focused on the use of
digital storytelling to build literacy skills among students in an urban
high school. The focus of the approach adopted here is how story and
personal narrative can encourage students to think about the reading
material in terms of what they are learning in a dynamic way rather than
on the content specifically, which is similar to Gibson’s (1998) work on
teaching literature. The technology was used as a learning tool rather
than a playful gadget to entertain or distract and Kajder stresses that
‘[s]tudents read not to glean what the colour green meant in a text but
what significance that story had in terms of their own understanding
and experience’ (p.65). The educational context of the study
emphasised a tradition of curriculum coverage and an educational
district that promoted learning in ‘new, evocative and meaningful ways’
while simultaneously calling for engagement which ‘required tasks
designed to address local and state standards’ (p.65).
Kajder’s implementation of this two-week programme concentrated on
personal narrative, reading writing and digital storytelling over five
ninety-minute periods and some extra-curricular time. Participants had
access to five Apple iMac machines running early versions of the video
editing software, iMovie, which the researcher describes as having a
‘fairly intuitive interface’ (p.66). Students drew inspiration from reading
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texts but the digital storytelling tasks were personal to each individual.
For example, Dahabo, an immigrant from Somalia, drew on her
personal experiences of the first time she wore trousers. This was
explained in the context of what America and the concept of freedom
meant to her. There are six steps to the process described in this paper:
What to Say?; Artifact Search; Storyboarding; Revision; Construction
and Screening. The storyboarding tasks involved in the third step here
are based on those of the CDS (Lambert 2010). Kajder documents that
the concluding screening process gave recognition to the projects and
this concurs with Lambert’s (2009) suggestion that this is a vital step
towards building students’ confidence and sense of worth and pride in
their work. The project signified the potential of a collaborative personal
narrative and digital storytelling process to create a supportive and
interactive community in which it was safe to network as readers and
writers (Kajder 2004, p.67).
In another study on technology in English education, Cary Bazalgette
(2000), the Head of Education Projects with the British Film Institute,
examines the relationship between teaching English and moving image
text in her article on the development of literacy skills. Paying particular
attention to the parallels between writing drafts and the editing process
her paper concludes that rapid policy advancements place schools under
intense pressure to implement and resources the changes. To add to
this, the dichotomy between technological developments and a lack of
timely and adequate staff Continuous Professional Development (CPD)
form the context of her call for a rethinking of the conceptual framework
of the English curriculum in light of cultural and technological change.
She affirms that
[e]diting will be a central skill here. The ability to select,
sequence, manipulate and re-form texts and to co-ordinate
different layers of meaning will become increasingly important as
the boundaries of existing media forms begin to blur and the
sources of information and entertainment merge and multiply
(p.49).
The concept of experiential learning and creating such layers of meaning
is also explored by Helen Gregory (2013) in her research projects with
Youth Slam and Spoken Word (YSSW). Gregory conducted two studies
between May 2010 and July 2012 concerning the role of technologies in
YSSW. One study was an evaluation of Apple and Snake’s WordCup
2010, a national YSSW initiative encouraging students aged thirteen to
sixteen to partake in a series of ten workshops focusing on collaborative
poetry writing and culminating in a weekend of performance and slam
competition. The second study emphasised research on digital
technologies in YSSW and collected data concerning the use of digital
technologies in YSSW from websites such as Facebook and YouTube and
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also questionnaires and interviews with active YSSW poets. The paper
concludes that by encouraging young people to actively create their own
form of poetry, there is potential for digital poetry projects to challenge
their ‘preconceptions of poetry as dull, boring and irrelevant’ (p.129).
These technological-pedagogical processes required a rethinking of the
role of the teacher as the authoritative ‘Sage on Stage’ (King 1993) to a
more supportive background guide in order to afford young people the
freedom to explore their creativity and identity and cultivate their social,
personal and cultural literacies. This model for using technology and
digital media as a tool for enhancing the type of multi-sensory learning
proposed by Howard Gardner (1984) is echoed in much of the writings
and theories concerning technology in English education (Andrews
2000, Bazalgette 2000, McGuinn 2000, Reid 1994, Turner 1994).

2.5 Chapter	
  Summary	
  	
  
This chapter examined the most relevant literature regarding the
integration of technology in literature learning in two strands:
innovation in English education and technology in education. The
relevant literature emphasised the importance of ‘creating classrooms of
imaginative possibilities’ (Mendelowitz 2014) through supporting
students to engage creatively, critically and personally with literature by
making connections with the world of the texts and their own personal
experiences in a meaning making process (Cox 1991, Goodwyn 2012,
Hodgson and Wilkin 2014, Rosenblatt 1969). Of significance to
literature learning and innovation in the classroom was the concept of
relevance, creating positive energy, and fostering a sense of commitment
to the culture, mind-set and transfer of authority necessary for effective
innovation (Craft and Jeffrey 2003, Grossman et al. 1999).
The review of the extant literature also underlined successful
technology-enhanced innovations within English education (Bazalgette
2000, Dowdall 2006, Gregory 2013, Kajder 2004, Mendelowitz 2014).
These innovations adopted and advocated a philosophy of learning from
‘failure’ while creating enjoyable, supportive democratic and
collaborative learning environments.
Moreover, this review of the literature emphasised the most prominent
themes of successful innovations within English education. These are
outlined in Figure 2.4 overleaf. This graphic depicts the process involved
in the design of learning experiences that integrate technologyenhanced learning within ensemble pedagogy to augment students’
engagement with literature. The design involves three cycles of
implementation of the innovation. Therefore, the resultant design model
is informed by the literature as well as the data gathered from the design

	
  

48

Chapter 2: Literature Review
process. This design process is described in Chapters 5-7 while the
model is outlined in Chapter 8.

Engagementwith-literature-

Design!
Cycle!
One!

!

Design!
Cycle!
Two!

Design!Cycle!
Three!
Technology*enhancedlearning-

Ensemblepedagogy-

Figure 2.4: The three interrelated dynamics informing the design of digital
ensemble in English education

The model above depicts that the interdependent relationship between
technology-enhanced learning and ensemble pedagogy informs the
design of the intervention to augment students’ engagement with
English literature. It is imperative then that design issues and themes be
addressed in this research study and considered as design informants
when contemplating the potential of implementing this technologyenhanced approach to literary engagement. These are not exhaustive or
exclusive themes, but a set of interconnected and multiple dependent
variables emerging from the review of the literature. They are:
1. Embodying the ‘scripts’ of literature through the use of
collaborative, active ensemble strategies that are prosocial
2. Creating a pervasive narrative design for the instruction and the
digital stories
3. Nurturing a culture of collaboration within the learning
environment that is participatory and democratic
4. Selecting and implementing technology that is user-friendly,
easily available, intuitive and supports creativity
The next chapter will outline the conceptual framework for this research
study that assisted the theoretical design and iterative process of the
project. This is the proto-theory, as referred to in the DBR literature and
it informs and is informed by the research process (Cobb et al. 2003,
Dede 2004, Design-Based Research Collective 2003).
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3 Chapter	
  3	
  

Conceptual	
  Framework	
  	
  

3.1 Chapter	
  introduction	
  
This chapter will outline the theoretical framework that orients this
research study. Of significance to this framework are the themes of
ensemble, narrative, collaboration and technology as outlined in
Chapter 2. One of the intentions of design-oriented studies is to provide
a framework for attempting to bridge the gap between theory and
practice (Barab 2006, 2004). The aim is to advance theoretical
understandings of learning in context while also endeavouring to make a
significant contribution to theory. There is a requirement within this
research to repeat cyclical interventions in order to iteratively improve
and refine the learning design (Barab and Squire 2004). The DesignBased Research Collective notes that design research:
blends empirical educational research with the theory-driven
design of learning environments, [and] is an important
methodology for understanding how, when, and why educational
innovations work in practice. Design-based researchers’
innovations embody specific theoretical claims about teaching
and learning, and help us understand the relationships among
educational theory, designed artifact, and practice (Design-Based
Research Collective 2003, p.5).
Since this research explores the affordances of digital ensemble and
digital storytelling as learning technology tools it is necessary to develop
robust design models that are transferrable to other learning contexts.
Such models both inform and are informed by theory since they test the
application of theory in real word settings and practices. Therefore, this
research requires an approach that facilitates the development of an
evidence-base for the potential of such learning technologies in
education (Collins et al. 2004). Furthermore, the theoretical framework
outlined in this chapter, draws on a multi-ontological perspective, and
must allow for the enumeration of the complex nature of cyclical
interventions over time that are informed by theory and learner
feedback. This orienting framework and resultant design prototype
model are potentially adaptable and adoptable by other educationists
and technologists who are also studying technology-enhanced learning
in context (Hoadley 2002, 2004).
The prototype design model for this study is ENaCT, which blends
together four encompassing educational theories and perspective of (1)
ensemble, (2) narrative, (3) collaboration and (4) technology. This
comprises the ENaCT model and it is formed from the research
literature on innovation in English education (Chapter 2) as well an
analysis of the influential theoretical perspectives of designing
technology-enhanced learning opportunities (Chapter 2).
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3.2 	
  Ensemble	
  
Outside the doors, we’ve never had more cause to realise the
grave importance of our interdependence as humans and yet we
seem ever more incapable of acting on that realisation with the
same urgency that we all still give to the pursuit of self interest.
Theatre does have a very important role because it is such a
quintessentially collaborative art form. That gift of collaboration
to the audience - and (potentially, yes) to the outside world - is a
very precious one (Boyd 2004).
- Michael Boyd, Artistic Director
Royal Shakespeare Company
3.2.1 Defining	
  ensemble	
  as	
  pedagogy	
  
The French word ensemble, signifies altogether, together or viewed as a
whole. In drama, the process involves people or a cast working together
to rehearse a script thereby distracting the spotlight from any one
individual performance (Gibson 1998). The idea of ensemble as
organisational development or as pedagogical practice then ‘should be
thought of not only as a way of doing or as a management tool, but as a
way of being, based on a set of moral principles that guide leadership
decisions and administrative actions’ (Hewison et al. 2010, p.46).
In his manifesto ‘Stand Up for Shakespeare’ former Artistic Director at
the Royal Shakespeare Company (RSC), Michael Boyd (2008b) notes
that ‘the best classroom experience we can offer is one which allows
young people to approach a Shakespeare play as actors do – as an
ensemble, using active, exploratory, problem-solving methods to
develop a greater understanding and enjoyment of the plays’ (p.3).
Ensemble acting encompasses theatre-based approaches that appreciate
the meaning of kinaesthetic learning. Such approaches use active
strategies to help actors (or learners) engage ‘directly and physically
with the words and rhythms of the text [so that] complex thoughts and
language start to make sense to young people and invite instinctive and
personal responses’ (p.3). For the purposes of this research study actors
will be referred to as learners.
Boyd’s celebrations of ensemble permeate every aspect of life at the
RSC. The premise of ensemble pedagogy is that a sense of being together
is cultivated among actors and learners through various strategies that
embrace all age ranges and abilities. Obviously, their work evolves
around Shakespearean literature but this research holds that their ethos
and methodologies are applicable to engagement with all literature. The
active process involves learners building a shared understanding of the
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play with the resultant performances signifying a text that is collectively
owned. The characteristics of the ensemble approach are set out in the
RSC manifesto as follows:
• Young people are up on their feet, moving around, saying the text
aloud, exploring the feelings and ideas that emerge
• There is a focus on physical and emotional, as well as intellectual,
responses to the text
• An edited text is used to allow students to gain confidence with
language
• Active approaches are used to inform and test critical analysis
• Pupils investigate a range of interpretive choices in the text and
negotiate these with their teacher
• Drama techniques are used to explore language, meaning,
character and motivation
• Understanding of the play is assessed through a combination of
creative oral and written responses (Boyd 2008b, p.3).
As highlighted by these seven main characteristics, ensemble is centred
upon making the text dynamic through the physical manifestation of the
world within it. Performing a play is a kinaesthetic experience since we
see, hear and feel its movements, sounds, words and rhythms. Such a
multi-sensory experiences where the word of the text comes to life, ‘can
aid comprehension in a way that reading cannot’ (Boyd, 2008). Seeing it
is a shared experience between the actors and the audiences so this
research considers the potential power of ‘doing literature’ for learning.
However, introducing such performance-based teaching and learning
strategies to second level students, and 14-17 year olds in particular, is
not without its difficulties and issues (2003, 2004, Boyd 2008b). As
signified in Chapter 4, this is the age group that this research
concentrates on. Within the Irish education system students of this age
have experienced their first round of State Certification examinations
and are preparing for their final second level State Certifications
examination, The Leaving Certificate. Generally, research (Hyland 2011,
NCCA 2007a, Smyth 2009) stresses that there is an over-reliance of rote
learning and standardisation at this level of education in Ireland, as
outlined in Chapters 1 and 2. So, introducing students to the potentially
alien practice of ensemble pedagogy as well as digital storytelling could
be a risky business. At this stage, students might find it difficult to ‘play’
with literature considering their grounding in and penchant for
systematic answering and rote learning of sample essays (ChiefExaminer 2008, 2013). Asking students to allow themselves to
experience the world of the text in a shared, collaborative and
kinaesthetic manner might be a highly challenging task for them
considering potential barriers such as lack of self-confidence, attitudes,
language, aversion to risk taking as well as academic and personal
pressures (Bonwell and Eison 1991). The fear is that students will
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dismiss such an approach as too difficult or irrelevant, just as they do
sometimes with the study of Shakespearean literature (Boyd 2008b).
Ensemble pedagogy can be interconnected with educational policies and
priorities in a number of ways. Emphasising cross-curricular and
community-extended practice, ensemble literature learning has the
potential to provide opportunities for students to experience life beyond
the classroom walls in a cultural, compelling and exploratory way (2004,
Boyd 2008b). In the British context, these characteristics are aligned to
the principles of the Every Child Matters policy (2003), the Learning
Outside the Classroom Manifesto (DfES 2006) and the Children’s Plan:
building brighter futures (DCSF 2007). In Ireland they are aligned to the
provisions of the Arts in Education Charter (DES 2012a) and the Better
Outcomes, Brighter Futures (DCYA 2014) policies. Internationally, the
provision of ensemble education speaks to the No Child Left Behind
(NCLB 2002) act in the USA.
Neelands (2009) reflects on the potential of the pedagogy of process
drama (drama-in-education) to inspire learning beyond the classroom
to the outside world. He maintains that considering drama as an integral
part of all subjects and learning has potential for the development of
skills, knowledge construction and understanding in a type of open
education. He further argues the unique place of drama in schools as a
medium that is ‘both artistically and socially progressive for young
people’ (Neelands 2009, p.8). Again, the experiential nature of drama is
highlighted when referred to as a ‘living practice’, which grounds the
process of ensemble pedagogy in social-emotional learning and
participatory engagement. In his work on ensemble as pedagogy
Neelands cites the reflections of the late John McGrath (2002) on the
role of theatre in our lives. Playwright and theatre theorist, McGrath
explained that the role of theatre involved giving voice to issues such as
empowerment, social justice and the freedom of critique. Therefore,
theatre as pedagogy is based on real world relevance, social and
personal dialogue and being accessible to all. Building on this, Neelands
clarifies that the learning moments to be derived from such
collaborative practices are experiential and memorable. Thus, ensemble
pedagogy becomes centred on the process of ‘being together in drama’
and learning from it and changing attitudes or cultures because of it
(p.8). It is the process that is of significance, and this is what sets it apart
from the mechanics and products of drama as a subject.
3.2.2 Creativity	
  and	
  ensemble	
  
‘The person who has nothing to learn is certainly incapable of creative
dialogues’ (Boyd 2008a).
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Boyd (2003, 2008a, 2008b) argues that ensemble practices help to
create the conditions necessary for creativity to thrive. The power of
language and story crafting allow learners to connect with the texts
while forming relationships with each other. Students can learn about
the world of the texts and relate it to their own lives and that of the real
world. Boyd argues that experiencing the literature first hand
encourages the embodiment of an innate personal response as well as
the development of an analytic viewpoint. Therefore, the ensemble
approach can support students to create a story that is reflective of their
personal learning and their abstract connections with the literature.
Thus, such an active, participatory approach to literature learning
implies that students learn about the world of the text as well as through
making connections between the literature and their experiences. Thus,
ensemble pedagogy can help to build an ‘atmosphere of trust, and a
climate of courage’ in which exciting teaching and learning
opportunities are created by engaging actively with storytelling,
language and ideas (Boyd 2003).
The RSC believe that ‘creativity can only be realised through collective
and collaborative endeavour’ (Hewison et al. 2010, p.20). Facilitating
communicative practices, fostering development of positive attitudes
and creating a sense of community can help to create a learning
environment in which is it safe to take such risks. Such a collective
creative culture can in turn encourage learners to experiment and
innovate (Hewison et al. 2010). This can inspire a type of behaviour that
is morally, socially and culturally aware. According to Boyd the
following are the conditions under which creativity flourishes:
• Cooperation: The intense and unobstructed traffic between
artists at play, that also surrenders to the connection with others
even while making demands on ourselves.
• Altruism: The moral imagination and the social perception to see
that the whole is greater than the sum of its parts. It is about the
stronger helping the weaker, not the weaker being
choreographed to make the stronger look good.
• Trust: Otherwise you are not going to be able to experiment or be
honest without fear.
• Empathetic curiosity: Caring for others with a forensic curiosity
that seeks new ways of being together and creating together.
• Imagination: And time for that imagination, so that we can keep
ideas in the mind long enough to allow them to emerge from the
alchemy of the imagination rather than the factory of the will.
• Compassion: Engaging with the world and each other, knowing
that there may well be mutual pain in doing so.
• Tolerance and forgiveness: To allow mistakes and recover from
very big mistakes.
• Humility: The person who has nothing to learn is certainly
incapable of creative dialogue.
• Magnanimity: The courage to give away your ideas.
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•
•
•

•

Love: The ability to be inspired by your whole self and by the
whole self of others.
Rapport: The magic language between individuals in tune with
each other.
Patience: Only really possible and only really called upon in
a company that stays together this long... Patience to develop
relationships with each other as fellow artists ... The patience to
stalk the big beast and achieve what only we can achieve.
Diversity: Far from imposing homogeneity, a true ensemble
requires dynamic difference (Hewison et al. 2010, p.48).

The ensemble-based study of literature has potential as a means by
which young people can critically and creatively explore their worlds
and their lives. Considering the influence of standardisation and
examination-driven assessment practices on the need to measure
everything (Hyland 2011, 2004, 2007, Sahlberg 2009), perhaps
education systems have forgotten about the development of a value
system, of getting to the root of living (Neelands 2008a). Neelands
(2008a) asserts that amidst their talk of inclusion, such systems actually
might have become exclusionary by the very nature of their profiling
traditions. Such targets-driven teaching and learning can stifle
creativity, individuality and the development of social and cultural
literacy (Neelands 2008a, Sahlberg 2009). Neelands maintains that
achievement and standards of ‘excellence’ require redefinition to
encourage a culturally significant, socially inspired pedagogy such as
this. He calls for education to widen access to standards of excellence:
Actually the youth theatre movement is extraordinary well
representative in terms of ethnic involvement, disability and
other underrepresented populations, you have far more young
people from a broader, wider and more diverse spectrum, if you
like, than you’ll find in some other areas of cultural activities. So
it’s not about being complacent but it’s certainly about letting
government know that if you’re talking about how to get to hard
to reach populations in your new cultural offer then come and
talk to NAYT because we’ve done some very good work in that
area’ (Neelands 2008b, at 4.23 minutes).
Advancing this drive to give a voice to learners, Cicely Berry (2008)
suggests that learners find meaning in the rhythm of the text. Sounds
and music can be used to represent this rhythm aloud. By responding
through words, and then through music to thoughts and feelings evoked
by the literature, learners can embark on a process of finding their own
truths in the work. Moreover, in their work on energising the classroom
through drama, Timpson and Burgoyne (2014) suggest that the
sometimes eyebrow-raising qualities of energy, creativity and
spontaneity can facilitate teachers to manage classroom realities
concerning discipline, motivation and skill development (p.157).
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Therefore, it could be argued that ensemble-based education is worth
the effort required to employ it because its unique and natural mode of
expression allows for creativity and hope. It also offers a valid means by
which our young people can understand their external work through
their internal thoughts and feelings. Arts enthusiast and activist,
Jeanette Winterson (2005), conveys this powerfully as follows:
Art makes us better because it offers an alternative value system.
Even the making of it is an affront to capitalism; you can't ship it
to Hong Kong to get it done cheaper. You can't put it on growth
hormones or make it under lab conditions. You can't give it a
deadline, cost it, predict it or bank on it. But if you believe that
life has an inside as well as outside, then art is what you need. Art
works on the inside against the 24/7 emergency zone we call real
life (Winterson 2005).
This echoes the work of Viola Spolin (1986, 1999) with theatre and
education who claims that improvisation in acting frees performers from
constraints and mechanics and allows them the freedom to be more
natural in their responses. Spolin articulates how this creative process
injects fun and joy into performance, rehearsal, classroom practices and
learning literature. Such techniques allow the teacher to teach students
how to think and act extemporaneously, convey energy and enthusiasm
and invest themselves personally in their own learning (Spolin 1986).
Spolin argues that improvisation inspires students to explore key
moments in a text by contemplating possible directions and outcomes of
the action. The interactions between the students and the text can help
to depict and create believable characters, understand plots and discuss
themes. Using movement, sound, music, expressions and words can
help nurture a sense of creativity in learning, just as Berry (Berry
2008)suggests. As a collaborative endeavour, this can support students
to foster self-esteem and to critique a situation and react to it
accordingly. The approach has just enough freedom within its structures
and scaffolds for learning to accommodate the needs of all students and
empower them to take ownership of their learning process and products
(Spolin 1986, 1999).
Csikszentmihalyi (1997) also notes the importance of creativity in our
lives, stressing that it results from a process involving three elements: a
culture of symbolic rules, a bringer of innovation into that symbolic
domain and a field of experts who can validate the creativity. According
to him, there are five steps of the creative process. These are:
•
•
•
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•
•

evaluation: deciding on the value of the insight and the merits of
its pursuit
elaboration: validate and elaborate on the insights
(Csikszentmihalyi 1997, p.5)

Csikszentmihalyi maintains that creativity is necessary for the human
species to survive. Therefore education needs to nurture creativity
through training, expectations setting, resources, recognition, hope,
opportunity and reward (Csikszentmihalyi 1997).
3.2.3 Engagement	
  and	
  ensemble	
  
The developmental theories of Piaget (1950, 1962), Bruner (1986, 1991)
and Tharp and Gallimore (1988) promote the power of activity and
active engagement to encourage richer learning experiences and critical
thinking. Definitions of engagement abound in the research, many of
which refer to elements such as time on task, effort, caring, productivity,
activity, participation, focus, attention, problem-solving, concentration,
interest and enjoyment (Booth 1985, Csikszentmihalyi 1990, Darby and
Catterall 1994, Newmann 1986, 1989, 1995, Warner 1997).
As noted in Chapter 1, these features of engagement are captured in the
concept of ‘flow experiences’ or Flow as described by Mihalyi
Csikszentmihalyi (1990) which encapsulates a rhythm of learning
characterised by complete involvement in the task. This concept of being
in the moment is described as a state of flow. The theory of Flow holds
that the activity being undertaken is perceived as being worthwhile,
regardless of extrinsic motivations and rewards. The learner persists
with the task even though he or she might begin to feel frustrated with it
at some point. There is enjoyment, pleasure and success in the activity
itself and therefore, the experience of the process is the reward
(Csikszentmihalyi 1996). According to Csikszentmihalyi et al. (2005),
the following conditions are necessary for being in a state of flow:
1. Complete involvement in the activity: an awareness of goals,
progress, direction and structure is intimated. There is a sense of
ecstasy and timelessness.
2. Clear and immediate feedback: enables management of
performance requirements and encourages intrinsic motivation.
3. Balance: uphold a sense of equilibrium between the perceived
challenges and perceived skills. This also involves developing
confidence in ability, knowing the activity is doable and
maintaining a sense of serenity (Csikszentmihalyi et al. 2005).
This experience of being in the moment is influenced by external factors
and can occur when presented with appropriately challenging goals to
achieve, which require suitable responses and the use of particular skills
(Csikszentmihalyi 1990, pp. 71-77). Of importance to this research study
on digital ensemble was the primacy of making learning enjoyable,
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memorable and challenging for students. Consequently, the conditions
for Flow as set out by Csikszentmihalyi will be incorporated into
subsequent design cycles to promote a sense of immersion in the world
of the text.
Neelands (1985) maintains that student engagement in the process of
drama-based education can be encouraged through narrative reflection
and spending time creating context, considering plot and action. This
can involve establishing the action, atmosphere, roles, plot, time and
cultural context and setting. This process is also advocated by Cecily
O’Neill (1995) in her work on drama education advocating its potential
to help students believe in the situation in order to invest personally
and emotionally in the activity. This sense of engagement can be
characterised by higher order thinking and deeper motivation (Neelands
1985, O’Neill 1995).
Practically then, Cicely Berry argues that using voice to convey and hear
the rhythms of the text can enhance engagement with literary principles
such as rhythm, rhyme, metaphor, word play and antithesis (Berry
2008, p.7). This concept of active listening can be used to voice the
words of a text written in iambic pentameter while placing emphasis on
those words that seem disjointed from the meter. This activity can help
to highlight the nuggets of meaning in a text. Consequently, imagined
settings, metaphors, characters can encourage students to engage
actively because they help to create rich learning opportunities for
language use and meaning making through emotionally engaged debate
and role play in the safety of a fictional context (Byram and Fleming
2002, Norman 1999, p.12).
Drawing on student-teacher relationships and engagement, drama
teacher, Dorothy Heathcote (1984) conceived the ‘mantle of the expert’
as an innovative dramatic-inquiry approach to pedagogy. It is described
by Heathcote and Herbet (1985) as a:
system of teaching [that] involves a reversal of the conventional
teacher-student role relationship in which the students draw on
the knowledge and expertise of the teacher. When the mantle of
the expert is used in drama, the teacher assumes a fictional role
which places the student in the position of being ‘the one who
knows’ or the expert in a particular branch of human knowledge.
(p.173).
This approach echoes that of ensemble employed at RSC since it is
socially based, focusing on the work of groups of people rather than on
the individual within the context of a communication system. Student
engagement in the process is enhanced through the use of a dramatic
metaphor that helps to explore space, meaning, choice and experiences
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between social groups (Heathcote and Herbert 1985). This approach
aligns with the theories of Paulo Freire (1970) in his work Pedagogy of
the Oppressed in which he advocates a shift in the power/knowledge
structures of the student-teacher relationship. His work holds that
education must move away from a system where ‘the students are the
depositories and the teacher is the depositor’ towards a more liberal
approach that sees ‘teacher-student with students-teachers [...] They
become jointly responsible for a process in which all grow’ (p.72 & 80).
Since this research hopes to support an array of learning styles and
encourage engagement and differentiated instruction through the use of
ensemble, the critical pedagogies of Heathcote and Freire underpin this
study.
The research into the potential of drama-based activities for
encouraging student engagement with literature and class activities
highlights that such instruction has positive effects on student
achievement, behaviour, content knowledge and engagement (Covell et
al. 2009, Csikszentmihalyi and Schiefele 1992, Darby and Catterall 1994,
Ingram and Reidel 2003). In their longitudinal study spanning five
years with 208 adolescents, Csikszentmihalyi and Schiefele (1992)
found that adolescents considered involvement in the arts more
enjoyable than their involvements in science and mathematics. The
study points to the potential of the arts to provide more intrinsic
rewards than science and mathematics, perhaps owing to the emotive,
personal and abstract nature of the subjects. The study argues that the
arts can encourage adolescents to answer existential questions and this
makes activities and actions more meaningful. The researchers suggest
that the arts motivate and interest students on many levels, thereby
maintaining their engagement (Csikszentmihalyi and Schiefele 1992, p.
188-189).
Howard Gardner’s (1984) Theory of Multiple Intelligences signifies that
humans have many degrees and levels of intelligences. He identified
seven intelligences, which indicate how people learn, make meaning,
understand and perform differently. These are: visual-spatial, bodilykinaesthetic, musical, interpersonal, intrapersonal, linguistic and
logical-mathematical. Gardner stresses the potential for such a theory
in education to foster growth across all intelligences not just the logicalmathematical or linguistic intelligences. Therefore, he recommends that
teaching and learning instruction is devised to assist understanding,
promote experiential learning, build relationships and be respondent to
technological advances. He suggests the five entry points with which to
approach topics are narrational, logical-quantitative, foundational,
aesthetic and experiential. Thus, because drama-based education
embraces an array of strategies for learning this theoretical framing of
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multiple intelligences is a valuable approach for fostering student
engagement in an inclusive manner (1984, Gardner 2003, 1998).
3.2.4 Experiential	
  literature	
  and	
  ensemble	
  pedagogy	
  
As Artistic Director, Michael Boyd returned the Royal Shakespeare
Company (RSC) to its core principles of ‘ensemble’ (2002). All involved
with the RSC were encouraged to work in a manner appreciative to the
ethos of ensemble, embracing a sense of shared efforts and inclusivity.
One of the main objectives of the RSC Education department is to use
the participatory and collegiate nature of ensemble theatre to acquaint
the people, the masses, with Shakespeare. In particular RSC strives to
connect those in underprivileged communities in Midlands Britain with
Shakespearean literature (Hewison et al. 2010, p.70). Such an intention
echoes the concept of using ensemble as a democratic process, like
Neelands (2009) communicates.
With a climate of political, social and cultural adjustment, it would seem
that the spirit of ensemble is evermore needed now in educational
practices globally to help us form behaviour that allows, promotes and
cultivates the conditions necessary for creativity and community. These
conditions were outlined in the section above.
Educational policy in England underwent a period of revision during the
latter part of the 2000s under New Labour’s government. Of
significance to English education and drama culture was the rebuffing of
the information-driven education in favour of a more experiential,
creative process of learning (Cox 1989, DCMS 2001). Informed by this
shift in policy and inspired by Boyd’s approach at RSC Neelands
proposes the potential benefits of an ensemble-based drama pedagogy
(Neelands 2009). He explains that this participatory process empowers
young people to learn and grow from the shared experiences derived
from the text rather than by the text itself (Neelands 2008a, p.181). This
concept beholds ensemble drama as a community of practice whereby
the ‘effects of drama go beyond the boundaries of the subject and the
classroom and have the ambition of impacting on young people’s quality
of life and learning in the wider community’ (Neelands 2009, p.2).
Therefore, Lave and Wenger’s (1991) concept of “community of
practice” will be explored further in this chapter in relation to
collaboration.
In her work on experiencing drama through voice and text, Cicely Berry
(2008) advocates allowing actors to experience the feelings and
thoughts inherent in the dialogue of a text. It is by acting the experience
of the thought or feeling rather than the action or behaviour that the
actor makes real connections with the literature. This approach is of
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prime interest to this research since it is concerned with encouraging
students to engage personally and socially with the literature by
examining and physically depicting a character’s inner thoughts and
feelings as well as plots and themes. Examples of such experiential
methods include peer jostling while speaking the words of the text or
script to convey resultant natural irritation or frustrations (Berry 2008,
p.58). One technique Berry employed to externalise personal reactions
and connections to a text was to throw books on the floor and have the
actors pick them up and organise them while speaking the lines of their
part. The purpose is allow them ‘to find their own response to the text,
while still honouring the speech structures’ (Neelands 2009, p.2).
The work of Neelands, Berry, Boyd and the RSC in the context of
engagement and creativity in teaching and learning would seem to
suggest a need to move toward a unified curriculum. It is clear that
ensemble pedagogy harbours potential for literature learning with its
collaborative and kinaesthetic approaches to the texts and because it
holds at its centre a sense of togetherness in learning (Berry 2008, p.27).

3.3 	
  Narrative	
  
One truth is surely self-evident: for all that narrative is one of our
evident delights, it is serious business. For better or worse, it is
our preferred, perhaps even our obligatory medium for
expressing human aspirations and their vicissitudes, our own
and those of others. Our stories also impose a structure, a
compelling reality on what we experience, even a philosophical
stance (Bruner 2002, p.89).
According to educational psychologist Jerome Bruner (1991), narrative
is how we make sense of the world around us and our place within it. He
explains narrative as ‘an account of events occurring over time. It is
irreducibly durative. It may be characterizable in seemingly
nontemporal terms (as a tragedy or a farce), but such terms only
summarize what are quintessentially patterns of events occurring over
time’ (Bruner 1991, p.6). It is our autobiography which helps to develop
our sense of identity and imagination and allows us to engage with life;
‘[e]ven our own homely accounts of happenings in our own lives are
eventually converted into more or less coherent autobiographies
centered around a Self acting more or less purposefully in a social world’
(Bruner 1991, p.18). It is this theory that scaffolds the design of this
research study since it examines the relationship between the constructs
of storytelling and integration of digital ensemble in literature learning.
To reiterate, for the purposes of this research project, digital ensemble
refers to the use of any form of digital media that enables the capturing
of ensemble performances of key moments from literature. A digital
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ensemble story is the telling of a story in an interactive, multi-modal
manner and where the narrative helps to structure and enhance the
creative use of technology.
Of principal significance to this research are Bruner’s (1987) theories of
narrative construction and self-narratives, or ‘autobiographies’ (p.11).
He asserts that we describe ‘lived time’ in narrative form. This echoes
Paul Ricoeur’s (1984) influential theories of time and narrative; he
maintains that ‘the effort of thinking which is at work in every narrative
configuration is completed in a refiguration of temporal experiences’
(p.3). That is, events described are selected as snapshots of a timeline of
an experienced narrative. In Poetics (1987) Aristotle (384-322BC)
proposed that humans are mimetic beings that create art to imitate life,
drawing a representational line between art and reality. However, antimimesis proponent Oscar Wilde (1903) argues that in fact life imitates
art in his essay The Decay of Lying: An Observation (1889). Wilde’s
doctrine holds that:
Life imitates Art far more than Art imitates Life. This results not
merely from Life’s imitative instinct, but from the fact that the
self-conscious aim of Life is to find expression, and that Art
offers it certain beautiful forms through which it may realise that
energy (p.931).
In realising that energy, Bruner (1990) aligns both of these theoretical
perspectives and considers that narrative imitates life and in fact life
imitates narrative (p.13). He believes that we are predisposed to
structuring the world in narrative form, plots and themes, to make sense
of it (p.77). Further to this, cultural contexts have a bearing on
experiences, lives and narratives and therefore influence our
autobiographies through linguistic processes, discourse and social
interactions (1987, Bruner 1990). Other such advocates of narrative
approaches to education whose work is significant to this research
project are professor of education, Kieran Egan (1989), artificial
intelligence (AI) innovator, Roger Schank (1990) and psychology
professor, Dan P. McAdams (1993).
Egan (1989) argues that narrative structures of information empower us
to relate to and recall information more readily than if that same
information was indexed or tabulated. In his influential work Teaching
as Storytelling (Egan 1989), he speaks of the pervasiveness of narrative
in life and asserts that any topic to be taught will be better received in
story form. The primacy of storytelling is witnessed from the first game
of peekaboo with a baby to a child’s fantastical accounts of monsters,
dragons, dinosaurs, pets, children, parents and routine. Already, at a
young age children relate characters, plots, subplots, direction, depth
and dialogue to the outside world. What is more astonishing is their
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ability to enmesh such worldly and literary constructs within thematic
dichotomies such as life and death, love and hate, weakness and power,
loneliness and belonging, and fear and safety (Egan 1989). When did all
of this potential for comprehension, reflection, critical analysis and
literary genius descend into a conveyer belt of rote learning and
standardised testing? This research hopes to build on the powers of our
innate storytelling urges in order to encourage interaction,
connectedness and playfulness within an ensemble process that is of
significance for students’ engagement with literature.
Similar to Egan, Schank’s (1990) work with storytelling concerns the
relationship between storytelling, understanding and memory. He notes
that when people construct stories they make sense of experience and
when they share their stories they embed it to memory. Therefore, this
sharing process helps to sculpt our experiential memories. Schank notes
that relating already constructed or recalled stories to new stories holds
potential for intelligence development. He stresses the importance of
understanding other people’s stories because this allows us to listen to
the story, internalise it, process it and make sense of it with regards to a
previously understood story and then tell it. This practice goes far
beyond simply rehashing old stories. Instead, it evolves as a process of
relating familiar elements to new elements and ‘in this way we find
things to say to those who talk to us’ (p.59). Making these connections is
important to the design of the activities and learning in this research
because students will be tasked with interacting with each other
narratively to construct and tell the stories of their literature learning.
Like Bruner, McAdams (2008) articulates that we possess an instinctive
understanding of storytelling. People engage in storytelling because it
enables self-expression and allows us to relate our experiences to others
in a way that is wholly comprehensible to them. People’s story making
and telling helps them to be part of the real, adult world in all its
complexities (p.242). He notes that the power of personal narratives
can support the reconciliation of our imagined or perceived version of
ourselves in social situations since ‘[t]he self comes to terms with society
through narrative identity’ (p.243). McAdams holds that there are six
common principles for the narrative study of lives that draws from the
wide range of theoretical perspectives. These are:
• The Self is Storied
• Stories Integrate Lives
• Stories Are Told in Social Relationships
• Stories Change Over Time
• Stories Are Cultural Texts
• Some Stories Are Better Than Others (p.244-247).
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The second principle, Stories Integrate Lives, is significant to this
research because of its emphasis on the integration of ‘disparate ideas,
characters, happenings, and other elements of life that were previously
set apart’ (p.244).
3.3.1 Narrative	
  construction	
  and	
  learning	
  
According to Miller and Pennycuff (2008) storytelling can be employed
in teaching and learning as an interdependent process to develop skills
such as oral language, reading, comprehension and writing (p.36).
Research suggests a correlation between good readers and good writers
(Moore, 1995 cited in Miller and Pennycuff 2008). Owing to the premise
that storytelling uses the social element of language, the process has
potential as a pedagogical practice to encourage interactive and
synergistic relationships to form among students that encourage literacy
and literary growth.
This research intends to consider how using the body as a medium for
art can help students to personalise literature to their own experience
and subsequently relate the story of their learning. This will comprise
activities and learning strategies that focus on the use of speech, facial
gestures, music and movement to convey meaning made from a text or
group of texts. Such a potentially aesthetic experience with the literature
could transport students to another time and place (Remenyi 2005 cited
in Miller and Pennycuff 2008).
Similarly, other research (Isbell et al. 2004) points to the power of
narrating personal connections with the literature on many levels as it is
experienced, to encourage richer comprehension. Therefore, activities
will be developed that inspire collaborative exploration of context,
genre, ethics, characters and plot through movement, gestures, sound,
and imagination. The purpose is to work towards improving selfawareness and cultural knowledge as well as narrative fluency, linguistic
skill and writing (Mello 2001). Storytelling can foster a sense of identity
and ownership over the creation since learners are engaging in an
activity which is familiar to them (Egan 1989). This constitutes a shift in
power from the instruction of the teacher to the learning of the students
as they begin to make key decisions about the process and product they
create. Therefore, this research would need to employ a narrative
structure throughout the process so that the students’ experience is
authentic and familiar to them and the structure is logical.
Consequently, activities and tasks such as digital ensemble and
narratively structuring literary experiences would need to be
implemented throughout this study.
Storytelling has the potential to foster awareness and appreciation of
language registers, such as persuasion and description, as well as
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audience awareness (Egan 1989, Houston et al. 1991, Nicolini 1994,
Wallace 2000). This speaks to the why and how of a story. Therefore, in
this research, activities to encourage this process would need to include
story circles, feedback sessions, storyboarding and ensemble activities.
This would potentially benefit students to trial, discuss and develop plot,
genre, character details, links and to make personal, literary and
abstract connections. According to Houston (1991) these pre-writing
steps are vital for building student’s self-confidence and inspiring their
enthusiasm for storytelling.
Furthermore, the emotional motivation of narrative can be an influential
pedagogical tool with which to engage learners (Egan 1989).
Storytelling is an engaging and motivational learning medium for
students primarily because of its familiarity (Baker 2003). Considering
that this research investigates the novel approaches of digital ensemble
and digital storytelling, building fluency in these areas would seem to be
of paramount importance in order to maintain this concept of
familiarity. The narrative of use throughout the project would need to
assuage any fears towards ensemble or technology the students might
have. This would need to be considered in the context of the EU Kids
Online: Final Report (Livingstone and Haddon 2009) which exploded
the myth of our young people as ‘Digital Natives’ as purported by Mark
Prensky’s (2001) work, and which was detailed in Chapters 1 and 2.
Therefore, students must feel safe in a familiar narrative in order to take
risks that their learning demands (Hein 2002).
It becomes increasingly important to engage students’ interest by
enabling them to identify with the process and with each other’s
learning curves. To this end, ensemble and dramatic role play activities
would need to be implemented. Further to this, Csikszentmihalyi’s
(1990) concept of ‘Flow’ encourages learning activities to be personal,
meaningful and profound with the right level of challenge embedded in
them for the learner to be motivated. Hence, this research would need to
use his concept of Flow in the design and delivery of task and activities
that were fun and enjoyable for the learners.

3.4 	
  Collaboration	
  
3.4.1 Collaborative	
  learning	
  
3.4.1.1 Constructivism	
  	
  
The educational philosophy of constructivism argues that humans
construct new knowledge and make meaning through the interaction of
their experiences and ideas or behaviours. Inspired by active rather than
passive learning, constructivism can trace its roots to Socrates’ methods
of questioning his students until they realised the weaknesses in their
thinking and their preconceived notions of the world (Boghossian
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2006). This theory of knowledge holds that the individual’s prior
experiences lead to developing a conceptual understanding about the
world (Piaget 1950, Vygotsky 1962, 1978). This understanding will
naturally influence the individual during any new learning experiences
and hence, will subconsciously inform their construction of new
knowledge.
Owing to the work of Jean Piaget (1896-1980), the theory of
constructivism puts forth two particular mechanisms employed by
learners to internalise knowledge (Bruner 1991, p.18). These are
accommodation and assimilation. Learners have a previously assembled
framework of experiences. Assimilation occurs when individuals absorb
new knowledge into that framework without altering the original
framework. This could be due to natural alignment of their prior
experiences and concepts of the world and the new knowledge and
experiences. It could also be owed to a failure to modify a misdirected or
unchecked understanding or conceptual thought process (Piaget et al.
1976). However, accommodation occurs when an individual adapts their
internal framework of experiences in accordance with the affordances of
new experiences. This adaptation is born out of failure. When an
individual acts in a certain manner that corresponds to their current
internal framework they expect the world to operate in a particular way.
However, when it does not, they fail because their actions contravene
their expectations. Therefore, the individual accommodates this new
experience and adapts their internal representation of the world. Thus,
they learn from failure and continue to develop (Piaget et al. 1976).
Considering the nature of experiential and collaborative practices of this
research study, allowing students to experience ‘failure’ would be an
important aspect of its instructional design.
3.4.1.2

Social	
  constructivism	
  	
  

Branching from this is the theory of social constructivism, which also
has roots in classical antiquity. Emphasising the importance of
collaborative and social learning process, this theory purports that
contextualised communication influences the construction of knowledge
(McDrury and Alterio 2002). It is through this communication in social
situations that we learn about the world. The resultant, socially
constructed new ideas and concepts help each individual to reframe
their own understanding and representation of this new knowledge.
Therefore, the learning in this theory is more than the assimilation of
new information; it involves the complete process of each individual
being incorporated into a knowledge community (Piaget et al. 1976). Of
particular significance to this research is a constructivist approach to
reading literature. As mentioned in Chapters 1 and 2, Rosenblatt’s
(1984, 1986) Reader Response Theory emphasises the importance of
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allowing the reader to construct their understanding and make meaning
from the world of the text. Therefore, reading is an active process
whereby expressions of feelings, approximations and imperfect
responses are valued and encouraged. Thus, constructivist strategies
that encourage active and aesthetic reading of a text would need to be
encouraged.
3.4.2 Zone	
  of	
  Proximal	
  Development	
  (ZPD)	
  
Russian psychologist Lev Vygotsky (1962), emphasised the importance
of learning through interaction with peers. Although internalisation of
material is indeed a vital personal learning moment for the individual
Vygotsky asserts that higher order thinking skills and cognitive learning
are developed through social interactions. His concept of the Zone of
Proximal Development (ZPD) refers to the zone between what a child
can learn alone and what s/he can learn and master with assistance.
Vygotsky defines the Zone of Proximal Development (ZPD) as ‘the
distance between the actual developmental level as determined by
independent problem solving and the level of potential development as
determined through problem solving under adult guidance, or in
collaboration with more capable peers (Vygotsky 1962, 1978). Vygotsky’s
ZPD has two developmental levels: the actual and potential
development. The level of actual development refers to the point in
learning that the individual has reached independently. The level of
potential development refers to the point in learning that the individual
is capable of reaching with the help of competent peers or adults. To
clarify then, the zone between these two areas is the Zone of Proximal
Development (Vygotsky 1978, p.86).
The ZPD houses those skills and learning competencies which remain in
an embryonic state but have colossal potential for development if the
child engages in interaction with more capable peers. Such peers could
include a teacher, a parent or a more conversant peer. Therefore,
pitching instruction within a child’s ZPD, rather than their actual level
of independent performance, can support and advance learning and
development (Vygotsky 1978). This necessitates teacher awareness
concerning the child’s developmental level as well an understanding of
the developmental trajectories of further skills and abstract concepts.
The circular view is that the child will emerge from the ZPD being able
to perform independently once again but to a higher standard as aligned
to the new skills and competencies developed with assistance. This
becomes a cyclical process for the teacher and learner because a new
ZPD can be identified in which to pitch subsequent instruction. The
resultant dynamic relationship between learner and assistor helps to

	
  

67

Chapter 3: Conceptual Framework
realise new learning goals and expand the continuous developmental
trajectory.
Tharp and Gallimore (1988) outlined the four stages of the ZPD, as
depicted in Figure 3.1 below.

Figure 3.1: Graphic of Four Stage Model of ZPD and beyond (Tharp, R.G. &
Gallimore, R. (1988). Rousing Minds to Life: Teaching, Learning, and Schooling
in Social Context. Cambridge: Cambridge University Press, p. 35). Used with
permission.

Stage I is characterised by assistance from more knowledgeable others
(MKO) or capable peers. Individuals require assistance from more
capable peers or adults in order to develop from other-regulated to selfregulated task performance (Tharp and Gallimore 1988). The type and
amount of assistance depends on the individual’s age and the task, ‘that
is, the breadth and progression through the zone of proximal
development for the activity at hand’ (Moll 1992, p.184). Assistance can
include direction, modelling, questions, feedback, cognitive structuring
and contingency management (Moll 1992, p.184).
Stage II comprises assistance provided by self. During this stage
individuals become less reliant on MKOs and begin to take
responsibility for a process of self-directed learning. The individual
begins to use self-directed speech which marks a turning point in the
learning process as the control passes from the MKO to the learner
(Moll 1992, Tharp and Gallimore 1988, Tharp et al. 1984). This is
characterised by the learner now talking to themselves as an assistive
method.
Stage III involves ‘automization’ through practice. As individuals
continue the process of internalisation, the help of MKOs becomes
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superfluous. This is because even the practice of self-regulation fades as
the learner emerges from the ZPD and task performance becomes
seamless. This is what Vygotsky described as the ‘fruits’ of development
or ‘fossilized’ performance (Moll 1992). At this stage assistance from
MKOs and even self-consciousness can be considered disruptive to the
learner.
Stage IV marks a ‘de-automization’ of task performance and the learner
moves through the previous three stages recursively. This is generally
due to the learning being forgotten and requires a re-learning.
Therefore, the individual re-enters the ZPD and self-directs learning or
seeks assistance from MKOs.
This is the natural process of life-long learning and competency
development as each individual oscillates between other-regulation,
self-regulation and automization, depending on the task. Therefore, a
process of modelling, questioning, recursive feedback, and self-directed
learning would need to be included in the study’s instructional design.
3.4.3 Enhancing	
  task	
  performance	
  	
  
Applying Vygotsky’s theories to teaching and learning scenarios requires
a commitment to the establishment of a collaborative learning
environment. The ZPD for each individual can vary significantly in its
characteristics and requirements (Moll 1992, Tharp and Gallimore
1988). The characteristic features of the instruction or assistance that
can be used to ensure learning development are intersubjectivity,
scaffolding and guided participation.
3.4.3.1 Intersubjectivity	
  
This involves the generation of a shared understanding of the newly
learned topic as a result of collaborating with peers in a social setting
(Newson and Newson 1975). Each individual learner transforms their
critical thinking by adjusting to the perspective of others.
3.4.3.2 Scaffolding	
  
Inspired by Vygotskian social constructivism, this process refers to the
supports provided for the learner so that s/he can achieve their learning
goals, which would otherwise be beyond their attainment level.
Scafffolding is a concept employed by Wood et al. (1976) and
encompasses a sense of progression to task proficiency by an individual
that otherwise would not have developed such competency
independently (p.90). Scaffolded instruction is the process of
accommodating students’ needs by supplying ‘prompted content’ and
assistance until students can apply new competencies independently
(Dickson et al. 1993, Dixon 1994, Larkin 2001). Further to this, in their
work on the role of scaffolded instruction in learning Kathleen Hogan
and Michael Pressley (2003) provided eight specific interrelated
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guidelines for scaffolding. These include: pre-engagement with students,
ascertain collective goals, identify students’ requirements and
comprehension, afford customised assistance, reinforce goal
achievement, provide feedback, create a safe environment that
encourages risk taking, and assist internalisation and independence.
Eventually students will not require the same level of scaffolding as
learning develops (Larkin 2001).
In this project personalised scaffolding would need to be designed for
each activity in each cycle. Due to the culture of rote learning with which
students may be familiar, perhaps there would be potential for
participants in this research study to be shy, introverted or selfconscious. They may not have been accustomed to collaborative or
activity based learning environments across subjects and as such they
would need to be supported (HEA/NCCA 2013). Therefore, such
scaffolding would include low stakes tasks, worksheets, worksheets,
physical activities, warm up exercises and brainstorming activities.
Instructional material would be made available on the iPad or a printout
would be provided if required. Participants would need to be provided
with examples of digital stories and drama activities as well as
guidelines, rubrics and templates. Examples of such material are
provided in Appendix 6 to 10. It would be vital to foster a culture of
receptiveness to idea generation and student-guided participation in a
wholly collaborative learning environment.
3.4.3.3 Guided	
  participation	
  
This concept broadens the scope of the provision of scaffolding into a
process of symbiotic collaboration between expert and less expert
participants of learning. The teacher and student can work together to
determine the nature of the activities and learning outcomes as well as
the students’ responsibilities in the process (Forman et al. 1996). Thus,
they engage in active problem solving and self-regulation in
collaborative learning environments. Communication is a vital aspect of
this approach since it relies heavily on the interest of the teacher to
pursue the nurturing of skills and the enthusiasm and zeal of the learner
to channel their own learning (Forman et al. 1996, p.249-250).
3.4.3.4 Activity	
  settings	
  
Tharp and Gallimore (1988) state that setting activities for learners,
which encourage such assisted performance, can help learners to
progress from other-regulated to self-regulated performance (p.80).
Such activities include for example, modelling, coaching, workshops,
cooperative learning in small groups and drama activities. For the
purposes of the instructional design for this research, collaborative
drama activities would need to be organised to encourage MKOs within
each group to assist their peers throughout the process. A recursive cycle
of feedback during the showcasing of the various stages of student work
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through to the final product showcase would need to be implemented.
The drama-based and digital activities would need to be designed to
encourage a sense of familiarity, sociability and community among
learners so that they feel safe to take the necessary risks involved to
progress their performance (Irish 2011, Tharp and Gallimore 1988,
Wink and Putney 2002). In this regard, it is vital to create a safe
environment in which learners engage in shared meaning making and
are assisted through the ZPD.
3.4.4 Communities	
  of	
  Practice	
  
Deepening the process of participation is an important aspect of
learning that contributes to the notion that learning is cyclical, recursive
and a lifelong activity (Lave and Wenger 1991, Wenger 1998a, Wenger
1998b, p.3). Jean Lave and Etienne Wenger’s (1991) rethinking of
learning theories helped to develop a model of situated learning based
on the premise that learning involves a process of engagement in a
‘community of practice’. Lave and Wenger point to the pervasive nature
of such communities of practice in our daily lives from work, school,
civic and leisure activities. This involves a process of learning from
naturally interacting with the world in a social manner, which results in
practices that reflect the sustained ‘pursuit of our enterprises and the
attendant social relations’ (Wenger 1998a, p.45). With their variant
characteristics, communities of practice engage participants in common
activities and shared goals.
Wenger (1999) described the three dimensions of such collaborative
efforts as defining what it is about, how it functions and what capability
it has produced (p.73-84). These dimensions characterise the practice
as a joint enterprise that can be continually renegotiated by its
participants. It involves a process of mutual engagement that connects
the community socially. The process should produce shared practices
developed by participants, such as artefacts, vocabulary, styles and
resources (Wenger 1999).
The foundation of such communities of practice is constructed around
that which holds meaning and significance to its members, and this
takes time. Shared goals and a sense of identity are developed and thus
relationships begin to form. Therefore, the praxis itself becomes
important since the manner in which activities and actions are executed
leads to a greater collective endeavour towards a more challenging joint
enterprise over time. Such a practice seems somewhat akin to Sugata
Mitra’s concept of the Self Organised Learning Environments (SOLEs)
(Mitra et al. 2010). SOLEs are collaborative school spaces that facilitate
Enquiry Based Learning through communities of practice using
computers or devices and the Internet (Mitra et al. 2010). Both of these
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concepts seek to advance an understanding of what constitutes learning
and knowledge generation within groups and networks. These theories
argue that learning manifests itself in the relationships that help to
create relevance through meaningful conversations. Since this research
considers how to make literature learning meaningful for students, it
would be necessary and potentially beneficial to foster such an ethos of
communities of practice.
3.4.5 Social-‐emotional	
  Learning	
  (SEL)	
  
Social and emotional learning (SEL) is ‘the capacity to recognize and
manage emotions, solve problems effectively, and establish positive
relationships with others, competencies that clearly are essential for all
students’ (Zins and Elias 2007, p. 234). The concept encompasses the
acquisition and application of the knowledge and skills necessary to
recognise and manage emotions, develop empathy, make decisions,
develop positive relationships and competently manage challenging
situations (Collaborative for Academic, Social, and Emotional Learning
2003). Managing emotions and problem-solving is of significance to this
study’s ensemble approach.
3.4.5.1 Instruction	
  	
  
Instruction that supports SEL should be characterised first and foremost
as safe. Students must feel safe to take the risk of trying to develop their
social and emotional competencies. In this regard a caring approach
would be necessary for all students to feel comfortable in participating.
According to Adelman and Taylor (2000) a collaborative effort is
required for effective implementation of SEL-motivated instruction that
aims to promote an ethos of social and emotional proficiency and
growth. Such an ethos is usually viewed in terms of system-wide
supports (Adelman and Taylor 2000, Zins and Elias 2007). This project
aims to approach the delivery of the programme in terms of
participatory learning environments that are safe and promote skills
development and wellbeing in terms of engaging personally, socially and
emotionally with the literature.
3.4.5.2 Activities	
  	
  
Although a school ecology approach is key to integration of SEL within
the school or general learning environment, there are also opportunities
to apply SEL concepts within the school climate, the curricula and
activities. One such approach is to ‘infuse SEL activities into regular
academic curricula [and to] engage students actively and experientially
in the learning process’ (Zins and Elias 2006, p.8&9). This research is
concerned with how students experience literature through active
ensemble strategies. Therefore, devising activities such as the 32-second
text and digital ensemble would potentially provide students with an
opportunity to reflect on their experiences with the literature and the
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emotional connections they made with it through a social and
collaborative learning journey.

3.5 	
  Technology	
  
‘Emerging technologies for learning will, in a unique way, provide
greater opportunities for more active and personalised learning’ (DES
2008, p.1).
The Teaching Council, the National Council for Curriculum and
Assessment (NCCA) and the Department of Education and Skills (DES)
generally promote and encourage the use of Information and
Communication Technology (ICT) in education (DES 2008, NCCA
2005). The ‘ICT Framework: A structured approach to ICT in
Curriculum and Assessment’ emphasises the ‘belief that technology can
add value to teaching and learning when it is used purposefully and with
appropriate resources’ (NCCA 2007b, p.3). The framework proposes
fours areas of learning that are significant to technology integration in
schools. These are (1) creating, communicating and collaborating, (2)
developing foundational knowledge, skills and concepts, (3) thinking
critically and creatively and (4) understanding the social and personal
impact of ICT. Further to this, the promotion of multimodality and
digital literacies is evident in Irish educational policy (DES 2011, DES
2012a, HEA/NCCA 2013, Hyland 2011, NCCA 2005, NCCA 2007a).
3.5.1 Technology	
  in	
  Irish	
  post-‐primary	
  schools	
  
As outlined by the chief examiner, computers were first introduced in
the post-primary sector as a course of study in 1980 as an optional
module in Leaving Certificate Mathematics (Stack 2008). The school
devised the syllabus locally and it was not an examinable component.
The Department of Education and Skills (DES) provided a certificate of
completion to those who undertook it. A non-examinable, non-certified
computer studies course was offered in the junior cycle in 1985. Neither
computer studies courses have been revised since their inception in the
80s. The Leaving Certificate Applied (LCA) requires all students to
undertake the Introduction to Information and Communications twomodule course and also offers the option of a four-module course in
information and communication technology (ICT). Apart from this,
there have not been any developments in the provision of computer
studies courses as part of the curriculum in junior or senior cycles in
Ireland.
However, recent trends in curriculum development have concentrated
on the integration of ICT across all subjects and in teaching and learning
generally. The National Council for Curriculum and Assessment (NCCA)
had adopted a parallel-track approach to the promotion of ICT in
schools, emphasising the importance of developing students’
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technological competencies and also as a teaching and learning
resource. The funding of ICT infrastructure in schools amounted to
approximately €183 million between 1998 and 2008 for such resources
as hardware, Internet broadband and access. The NCTE 2005 census on
ICT Infrastructure in Schools (2006) found that 48.2% of computers
that were working in 2005 were then in excess of six years old. 83% of
schools rated the purchase of new or replacement computers as a ‘high’
or ‘very high’ priority (p.31). In 2008 the DES Inspectorate evaluation of
the impact of ICT on teaching and learning found that teachers are
impeded by a lack of access to equipment, broadband and technical
support (Stack 2008). To add to this, the report also found that just 25%
of post-primary teachers rated as ‘intermediate’ or ‘advanced’ their
technology ability for teaching and learning (Stack 2008). This is the
context for educational technology within which this research is
situated.
3.5.2 Digital	
  literacies,	
  digital	
  natives	
  and	
  the	
  digital	
  divide	
  	
  
As referred to briefly in Chapter 1, the Programme for International
Student Assessment (PISA) is a triennial international survey that
evaluates 15-year-olds’ competencies in reading, mathematics and
science. Students of more than 70 participating countries and
economies have participated to date (2012 at the time of this thesis
publication) (Tharp and Gallimore 1988). PISA (OECD 2011) aims to
ascertain whether students can apply their learning in schools to reallife situations and challenges. The goal is to inform policymaking in
order to improve a country’s standard of education. A different cohort of
randomly selected 15-year-olds is tested in the three subjects triennially,
since 2000, as representative of students worldwide. The 2009 results
for Ireland were alarming since our nation fell from a ranking of fifth to
17th in literacy skills between 2000 and 2009 and fell ten places from
16th to 26th in numeracy skills rankings during the same period (OECD
2007). According to Montt (2012) countries do not have to be wealthy in
order to provide high quality education systems. For example, Shanghai
and Poland scored above the OECD average in reading but below the
OECD average in measures of national wealth. The discussion paper on
Entry to Higher Education in Ireland in the 21st Century (Hyland
2011) suggested that these PISA results may in fact indicate that our
second level schools over-emphasises the model of rote learning and
provide insufficient weighting to the application of knowledge. This
report also articulates that there is ‘an increasing number of students
entering third level education [who] exhibit serious deficiencies in basic
literacy and analytical skills [and there is] a growing concern about the
Leaving Certificate across the third-level sector – particularly its failure
to foster problem-solving and independent learning’ (LaRoche and
Cartwright 2010).
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As previously stated, PISA concerns itself with testing skills and
application of knowledge rather than simple regurgitation of learned
material and this process is beginning to inform policy of the Irish
education system (Hyland 2011, p.8). It is clear that the Department of
Education and Skills are beginning to strategise for a better mode of
delivering content to our young people that will serve them for life and
to bring about change in the structure of the system’s antiquated
assessment methods that tend to bolster a model of rote learning (DES
2012b, OECD 2011). In an endeavour to address the issues highlighted
above the Department of Education and Skills have published the
Literacy and Numeracy Strategy for Life: The National Strategy to
Improve Literacy and Numeracy among Children and Young People
2011-2020 (hereinafter referred to as the National Strategy) (DES
2011). The National Strategy defines literacy in its broadest term to
include ‘the capacity to read, understand and critically appreciate
various forms of communication including spoken language, printed
text, broadcast media, and digital media’ (NCCA 2005). This threetiered approach to literacy opens the possibilities for targeting problem
areas such as reflection, analysis and general engagement with texts in
its variant forms. The goal of the National Strategy in terms of literacy
is to foster the ‘development of children’s ability to become effective
communicators’ through raising awareness of and encouraging positive
attitudes towards literacy as well as implementing support mechanisms.
Considering the term ‘literacy’ seems to encompass all feasible means of
communication it points to a need for research into the concept and
potential of ‘educational multis’: multi-modal texts, multimedia and
multi-literacies. Such an over-arching concept is precisely what this
research project is concerned with.
As outlined in Chapter 1, the EU Kids Online: Final Report (Livingstone
and Haddon 2009) challenged Prensky’s (2001) belief that our young
people can cultivate the affordances of modern technology since they are
the ‘digital natives’ of our time. This report suggests that there is a
growing necessity to educate young people vis-à-vis the creative and
productive uses of technology and new media in a manner that benefits
their learning and nurtures a sense of civic mindedness and identity
creation (Livingstone and Haddon 2009, p.27). This is also what is
suggested in the Chief Examiner’s Reports (2008, 2013) as outlined in
Chapter 2. These reports note that candidates were more successful in
examinations where imaginative engagement with assignments and
literary genre was evident. The confines of summary and recall proved
detrimental for evidencing personal and critical engagement with
literature. The 2008 report encourages ‘[t]eaching and learning
approaches directed towards building students’ capacity to respond
personally to texts’ (Chief-Examiner 2008, p.13) and that students
should be ‘assisted to develop the skills needed to shape, manipulate
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and adapt their knowledge to produce measured, informed and
reflective responses’ (Chief-Examiner 2013, p.21).
Hence, this research will explore the pedagogical possibilities of blended
learning approaches to help students to engage with literature on a more
social, emotional, personal, reflective and ultimately analytical level.
The new Junior Certificate syllabus, which commenced September 2014
in Irish post-primary schools, points to this reform. It encourages a
‘systematic and explicit attention in the syllabus to the teaching and
assessment of a range of literacy skills in English [...] in a range of texts
(literary and non-literary) and a range of media including digital media’
(Chief-Examiner 2008, p.42). Notwithstanding growing concerns from
stakeholders regarding added professional pressures and a lack of
transparency and credibility, it would appear that this is an encouraging
step towards a potential landmark educational reform (DES 2011, p.58).
It would also break ground for the restructuring of the somewhat dated
Leaving Certificate syllabus in order to standardise the educational
experience across both levels (Eolas 2012). Such a reform has seemingly
been considered previously as evidenced in the State Examinations
Commission: Annual Report 2006 which ‘highlighted the need for a
wider range of modes of assessment with a greater emphasis on
practical, project and portfolio work, and a spread of assessment events’
(SEC 2006, p.17). After all, as Prensky (2001) observed, our educational
system was indeed designed to teach different people to the young
learners of today. It would seem appropriate then to this researcher that
the educational reform process would be considered in terms of the
four-tiered educational system of the country rather than as an isolated,
self-contained curriculum reform action for a particular cycle within the
system. As such, this research study would require a disposition that
adapts to the requirements of modern learners and their environment
while considering the wider educational system and all of its
stakeholders. Consequently, this study hopes to explore the potential of
a blended educational approach to help discover how that gap that exists
between pedagogy and technology can be bridged in the context of
English education.
3.5.3 Constructionism	
  
Seymour Papert (1980, 1993, Papert and Harel 1991) developed a theory
of learning that points to the transformative power of the media used to
construct meaningful products in an experiential manner. A former
colleague of Jean Piaget at the University of Geneva (1958-1963) Papert
develops Piaget’s theory of constructivism further by asserting that
constructionism ‘take[s] a view of learning as a reconstruction rather
than as a transmission of knowledge’ (Sabelli 2008). Secondly, the
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theory puts forth that ‘learning is most effective when part of an activity
the learner experiences as constructing a meaningful product’ (Papert,
1987 in Payne 2009, p.6). This has been described in much of the
research as learning-by-making (Payne 2009).
However, Ackermann (1990) notes that it is much more multifaceted
than this connotation since it comprises a re-evaluation of the process of
learning, the formulation of personal knowledge and the significance of
the media and tools employed during the learning. A founding member
of the Media Laboratory at Massachusetts Institute of Technology (MIT
Media Lab), Papert has pioneered the use of technology in teaching and
learning for almost six decades. His seminal work on constructionism,
Mindstorms: Children, Computers, and Powerful Ideas (Papert 1993)
was one of the first and most significant attempts to mediate
educational computer-based technology in terms of Piagetian theories of
learning. The central premise in this work is that children can learn to
use technology masterfully and this in turn will change how they learn
everything. Papert (1980, 1993) emphasises the potential of
technology-saturated learning environments to offer more opportunity
for socialisation and afford children greater opportunity for interaction.
In his work he noted the potential prominence of computers in the lives
of people beyond the 80s and even predicted their future ‘televisual’
uses, which is precisely what the EU Kids Online: Final Report
(Livingstone and Haddon 2009) pointed to in its research on children’s
uses of technology.
According to Papert, there may exist a chasm between technological
culture and anthropological culture. He asserts that:
[t]he research challenge is clear. We need to advance the art of
meshing computers with cultures so that they can serve to unite,
hopefully without homogenizing, the fragmented subcultures
that coexist counterproductively in contemporary society. For
example, the gulf must be bridged between the technicalscientific and humanistic cultures. And I think that the key to
constructing this bridge will be learning how to recast powerful
ideas in computational form, ideas that are as important to the
poet as to the engineer (Papert 1993, p.183).
Here Papert points to the mediating role technology can play in the
relationships between people and their learning. The goal then is to
create a stimulating, collaborative environment in which experiential
education supports the process of moving between cognitive and
physical learning as supported by interactional technological tools
(Papert 1993).
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Since this project is concerned with the development of a studentcreated digital portfolio that reflects their experiential learning with
literature, Papert’s theory of constructionism will permeate the
instructional design and delivery of each module. Students will connect
with the text on three levels: personal, textual and theoretical, in order
to physically perform the literature through ensemble strategies.
Therefore, technology would need to be implemented to record, enhance
and augment the learning moments of the students by creating their
Digital Ensemble Portfolios and digital ensemble stories. This would
involve using recorded and still images, audio, music, sound effects and
video editing tools in order to create meaningful artefacts.
Papert (1993) suggests three working principles for projects. The
projects would need to emphasise the importance of personal
knowledge, warmth and value, referred to as the continuity principle.
The design of the project would also need to attend to the power
principle, which asserts that the modules must ‘empower the learner to
perform personally meaningful projects that could not be done without
[technology]’. Finally, embedding the principle of cultural relevance
within the project design would allow for the contextualisation of the
activities within the larger social scale (Papert 1993, p.54). After all, the
practice of digital storytelling requires an engagement with and a
commitment to a process of aligning diverse and segmented multiple
narratives. This process is described by Turkle and Papert (1990) as
‘construct[ing] theories by arranging and rearranging, by negotiating
and renegotiating with a set of well-known materials’ (p.136).
3.5.3.1 Distributed	
  constructionism	
  
Following on from Papert’s work, Mitchel Resnick (1996) also from MIT
Media Lab built on the body of research on constructionism and
distributed cognition to introduce the concept of ‘distributed
constructionism’ (Salomon 1994). This theory focuses on the use of
computer networks to encourage collaborative construction of artefacts,
arguing that such activities help to develop knowledge-building
communities. Resnick divides the process into the three categories of
discussing, sharing and collaborating on constructions. This theory
arises from the premise that cognition and intelligences are cultivated
from the interaction between a person and their environment, including
other people and artefacts. With the growing body research on evolving
knowledge-building communities through the sharing of research,
results and ideas among students (Scardamalia and Bereiter 1991),
Resnick points to the potential of exchanging ‘the design and
construction of meaningful artifacts’ as well as information (Resnick
1996, p.281).
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This research project aims to make literature learning meaningful and
dynamic for students through exploring and distributing the
collaborative endeavours of their digital ensemble projects. Therefore,
the design would need to pay particular attention to discussing their
project design, sharing their constructions and collaborating directly
with one another in real time and in person.
3.5.4 Learner-‐Centred	
  Design	
  (LCD):	
  learning	
  through	
  and	
  with	
  
technology	
  
3.5.4.1 Learner-‐Centred	
  Education	
  
The concept of learner-centred education arose in the 1990s out of a
pressing need for school reform to be informed and motivated by the
growing body of research on learning, development and motivation
(Bonk et al. 1998). The American Psychological Association (APA) and
the Mid-continent Regional Educational Laboratory (McREL)
established a task force on educational psychology that developed an
eventual number of 14 learner-centred principles that began to form the
basis for educational transformation globally (Alexander and Murphy
1994, American Psychological Association 1993, American Psychological
Association 1997, Bonk et al. 1998). These principles are outlined in
Figure 3.2 overleaf. These theoretically informed reform efforts are
pertinent and prominent in technology-enhanced learning
environments. This is due, in part at least, to the changing nature of the
role of the teacher and the ever-present spotlight on educational
transformation (Bonk et al. 1998).
Wagner and McCombs (1995) conceptualise learner-centred
psychological principles in practice as reflective activities that are goal
oriented, authentic and personally meaningful to the learner. Therefore,
such learning activities are responsive and adaptive to the special needs
of the learner and are situated within a collaborative and social
environment. As such, learning performances become internally driven
by the learner (Wagner and McCombs 1995).
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Learner&Centered*Psychological*Principles*(Revised)*
Cognitive and Metacognitive Factors
1. Nature of the learning process: The learning of complex subject matter is most
effective when it is an intentional process of constructing meaning from information
and experience.
2. Goals of the learning process: The successful learner, over time and with support and
instructional guidance, can create meaningful, coherent representations of
knowledge.
3. Construction of knowledge: The successful learner can link new information with
existing knowledge in meaningful ways.
4. Strategic thinking: The successful learner can create and use a repertoire of thinking
and reasoning strategies to achieve complex learning goals.
5. Thinking about thinking: Higher order strategies for selecting and monitoring mental
operations facilitate creative and critical thinking.
6. Context of learning: Learning is influenced by environmental factors, including
culture, technology, and instructional practices.
Motivational and Affective Factors
7. Motivational and emotional influences on learning: What and how much is learned is
influenced by the motivation. Motivation to learn, in turn, is influenced by the
individual's emotional states, beliefs, interests and goals, and habits of thinking.
8. Intrinsic motivation to learn: The learner's creativity, higher order thinking, and
natural curiosity all contribute to motivation to learn. Intrinsic motivation is
stimulated by tasks of optimal novelty and difficulty, relevant to personal interests,
and providing for personal choice and control.
9. Effects of motivation on effort: Acquisition of complex knowledge and skills requires
extended learner effort and guided practice. Without learners' motivation to learn, the
willingness to exert this effort is unlikely without coercion.
Developmental and Social Factors
10. Developmental influences on learning: As individuals develop, there are different
opportunities and constraints for learning. Learning is most effective when
differential development within and across physical, intellectual, emotional, and
social domains is taken into account.
11. Social influences on learning: Learning is influenced by social interactions,
interpersonal relations, and communication with others.
Individual Differences Factors
12. Individual differences in learning: Learners have different strategies, approaches, and
capabilities for learning that are a function of prior experience and heredity.
13. Learning and diversity: Learning is most effective when differences in learners'
linguistic, cultural, and social backgrounds are taken into account.
14. Standards and assessment: Setting appropriately high and challenging standards and
assessing the learner as well as learning progress -- including diagnostic, process, and
outcome assessment -- are integral parts of the learning process.
*
*

Figure 3.2: Learner-Centered Psychological Principles tabulated and adapted
from American Psychological Association. (1997). Learner-centered
psychological principles: A Framework for School Redesign and Reform. Full
text of the principles available online from:
http://www.apa.org/ed/governance/bea/learner-centered.pdf

3.5.4.2 From	
  User	
  to	
  Learner-‐Centred	
  Design	
  Technologies	
  
In their seminal work on User-Centered Systems Design, Don Norman
and Steven Draper (1985) assert that the needs and capabilities of the
users ought to be the real driving force of software design. They refer to
this as User-Centered Design (UCD) and the key feature of this
approach is ease of use. However, Norman and Draper suggest that
technological advances necessitate the needs of the learner, rather than
the needs of the user, are addressed. This involves using technology to
help nurture the potential and growth of learner by supporting the
process of learning by doing and making. The technology should
challenge the learner to the next level of learning while providing the
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scaffolding necessary for them to take learning risk and motivate them
to perform authentic tasks (Bonk et al. 1998, p.30). Therefore,
technology can play a mediating role in the Zone of Proximal
Development (ZPD) of the learner. This approach to technology
development is termed Learner-Centered Design (LCD). Although it
refers to software development and interface design, the same guiding
principles can be employed in this research project to design
technology-enhanced learning experience for students.
According to Soloway et al. (1994) the technology used to support and
motivate learning must address the specific needs of the learner and
ultimately must comprehend fully the goal of learning. Figure 3.3 below
depicts the TILT (Tools, Interface, Learner’s needs, Tasks) learnercentred model of technology design in contrast to the user-centred
model.

Figure 3.3: Left - Task, Tools Interface (TTI) user-centered model. Right Tools, Interfaces, Learner's needs, Tasks (TILT) learner-centered model.
(Soloway Guzdial et al., 1994, p.41). Used with permission.

Asserting that the needs of the learners include growth, diversity and
engagement Hsi and Soloway (1998) maintain that technology needs to
be adaptable, cater for cognitive, social and cultural differences and help
learners to focus and engage with the content.
Furthermore, the Human Computer Interaction (HCI) discipline strives
to inform the development of ‘even more clever visual, gestural, auditory
interfaces to intelligent agents [...] in developing richer and deeper
understandings of content and practices’ (Soloway et al. 1994, p.38).
Popularised by the work of Card et al. (1983), HCI points to the
effectiveness of multi-use technology tools to encourage unrestricted
interchange between the tool and the person to inspire and support
richer learning experiences. People are perpetual learners and this is
manifest in various life situations, mostly in learning by doing (1910,
Dewey 1938, Schank 1990, Shank et al. 2013). This process has many
designations such as on-the-job training, the apprenticeship model,
experiential learning, learning by making, real-world practice learning,
to name a few (1910, Dewey 1938, Freire 1970, Gibbs 1988, 1981, Kolb
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1984, Piaget 1950, 1976). The reason we persevere with such learning
through our lives can be owed to the premise that the learner cares
about the learning enough to persist, to attend and to achieve
(Covington 1999, 1910, Dewey 1938, 1943, Soloway et al. 1994).
Therefore, technology that is learner-centred should promote a sense of
caring about the learning goals and motivate learners to achieve (Bonk
et al. 1998, McCombs 2000).
In this research there is a focus on how technology tools can potentially
influence students’ ‘learning by doing’ approach. Designing contexts for
learning which concentrate on the authentic experience of the learner
and their subsequent performance can be informed and impacted by the
media used (Bruce and Levin 2001).
3.5.4.3 Media	
  for	
  Inquiry	
  	
  
In their research on designing learning environments and learnercentred technology, James Levin and Bertram Bruce of the University of
Illinois, developed a taxonomy of uses of technologies for learning based
on inquiry, communication, construction and expression. These are
developed from the Dewey’s (1943) characterisation of the natural
instincts of the learner. First, media for inquiry connotes technologies
that facilitate and enhance inquiry processes of learning such as theory
building, data access, collection and analysis. Technologies in this
domain may include the Biology Workbench
(http://workbench.sdsc.edu), web portal of resources or the M-SS-NG
L-NKS, Write On! Plus modules in the Sunburst catalogue (Bruce and
Levin 2001, 2003).
3.5.4.4 Media	
  for	
  Communication	
  
Second, media for communication can be used to support learning in
this form. Communicative uses of technologies include media that
allows for interaction within and across learning environments (Bruce
and Levin 2001). Such models can include document preparation,
communication, collaborative tools and teaching media. Technologies
that support communicative models include Blackboard and WebBoard,
which contain many affordances for teaching and learning such spaces
for homework, announcements, discussion forums and notes. The
Computer Supported Collaborative Learning (CSCL) movement is an
example of an innovative approach to technology-enhanced learning.
Other examples include Type to Learn, Every Child a Reader, Learning
to Read on the Promenade, Reading Who? Reading You!, Type for
Reading Who? Reading You!, Type for Fun, First Phonics, Reader's
Quest, Write On! Plus, Read On! Plus (Bruce and Levin 2003).
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3.5.4.5 Media	
  for	
  Construction	
  	
  
Third, media for construction focuses on technology that supports the
construction of artefacts, individually or collaboratively. Technologies
include webpage wizards and Storybook Theatre Bundle to allow for
dialogue and expression (Bruce and Levin 2003). Other examples
include media that supports the creation of text, multimedia and stories.
Further to this, the development of microworlds enables learners to
discover phenomena and test theories (Papert, 1980 in Bruce and Levin
2003). Examples of this include Second Life and the Logo turtle.
3.5.4.6 Media	
  for	
  Expression	
  	
  
Finally, media for expression enables the learner to express their
thoughts and feelings. Narration, voice development and selfexpression opportunities can be afforded via video, music and photo
composing and editing technologies. Technologies include Kid's Media
Magic, Media Weaver, Sunbuddy Writer, Write On! Plus, Expression,
Author's Toolkit, Visual Planner, Bubble Land Word Discovery,
Easybook, Web Workshop (Bruce and Levin 2003).
3.5.5 Barriers	
  to	
  technology	
  integration	
  	
  
Cleborne D. Maddux (1998) identified several ‘Barriers to the Successful
Use of Information Technology in Education’ and in his research
bemoans the issue that ‘information technology in general has not yet
lived up to its nearly unlimited educational potential’ (p.5). Likewise, the
work of Shazia Mumtaz (2000) and Wood et al. (2005) point to the slow
uptake in school and the underlying issues of environmental and
personal factors that negatively impact upon integration of technology
in the classroom. This research is pitted against the backdrop of the
ever-changing characteristics of computer use and technical issues
encountered by users (Conlon and Simpson 2003). Barriers to
integration of technology in teaching and learning include issues
concerning: support, teacher level, student level, context, access,
technological issues (hardware and software), policy, cost, and security
(Mumtaz 2000, Wood et al. 2005). Due to the endless catalogue of
barriers to employing technology-enhanced learning strategies, they are
categorised generally in this research as first order and second order
barriers in accordance with the work of Peggy Ertmer (1999) on
technology integration.
3.5.5.1 First-‐order	
  barriers	
  	
  
According to Ertmer (1999) first-order barriers are ‘those obstacles that
are extrinsic to teachers’ and typically include references to lack of
adequate resources (p.50). Derived from early research of barriers to
technology integration in education, Mumtaz (2000) compiled a list of
such external factors that prevent teachers from using technology in
learning. These are a lack of:
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•
•
•
•
•
•
•

teaching experience with ICT
on-site support for teachers using technology
help supervising children when using computers
ICT specialist teachers to teach students computer skills
computer availability
time required to successfully integrate technology into the
curriculum
financial support (p.320).

Having to cope with such barriers as lack of hardware, training, time
and support may frustrate teachers.
3.5.5.2 Second-‐order	
  barriers	
  
Ertmer describes second-order barriers as those ‘that interfere with or
impede fundamental change’ and ‘are typically rooted in teachers’
underlying beliefs about teaching and learning and may not be
immediately apparent to others or even to the teachers themselves’
(p.51). Such barriers are personal and emotional and speak to the
philosophical and psychological underpinnings of what teaching and
learning should look like (Richie and Wiburg, 1994, p.152 in Ertmer
1999).
Research on barriers to effective technology integration point to the
issues of attitude towards technology, self-efficacy, perceived usefulness
and ease of use of technology as well as the actual complexity of the
technology and its integration (Teo et al. 2008). Teo, Chai et al. (2008)
also note that research indicates that other teacher characteristics that
negatively impact upon the integration of technology are perceptions
about the environment, subjective norms and teacher’s pedagogical
beliefs (p.164). Removing or addressing such barriers requires a
transformation in teaching style, vision, beliefs, roles and classroom
practices (Kerr 1996).
3.5.5.3 Third-‐order	
  barriers	
  
In fact, Tsai and Chai (2012) argue that a lack of design thinking in
education may be the third-order barrier for technology integration.
They assert that the way in which technology is implemented is
important. Once a teacher has overcome any issues encountered
regarding resources and developed skills and positive pedagogicaltechnological attitudes towards integration, it is still not absolute that
their implementation of technology in their classrooms will be
successful for the learner. It is this researcher’s position that the
learning approaches, processes and scaffolds must be re-created, reorganised and re-conceptualised by adopting design thinking for
instruction to enhance the dynamism of the learning experience.
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3.5.5.4 Enablers	
  for	
  technology	
  integration	
  
Since teachers can encounter a range of different barriers at various
interval in the integration process, it becomes apparent that there is a
need for them to develop an array of strategies for overcoming these
barriers.
Ertmer (1999) identifies steps in the ‘barrier-breaking process’ and
explains that these strategies are interchangeable and multi-purpose
(p.54). They are:
• Developing a Vision
• Identifying Curricular Opportunities
• Obtaining Resources
• Managing Resources and Classroom Activities
• Assessing Student Learning (p.53-61)
In his research on educational change, Pasi Sahlberg (2009) refers to
such steps as ‘enablers’. It is useful to note that Sahlberg refers to the
general processes of collaboration, risk taking, and learning to be wrong,
as primary enablers for overcoming barriers to change. These three
categories of enablers are echoed in the literature on taking risks in
teaching to integrate technology in the classroom (Howard 2013, Su
2009). This research will need to consider how best to foster a culture of
‘enablers’ within its instructional design.
3.5.6 Building	
  technology	
  fluency	
  
Albert Bandura’s (1977) theory of self-efficacy argues that people’s
motivations and actions are derived more from their beliefs rather than
objective truths (p.2). It is this belief in their ability that can be a good
predictor of their associated behaviour rather than their actual
performances. This concept of self-efficacy sets individuals apart and
enables mastery of different things on different levels. Therefore, it can
be a good predictor of students’ motivation and learning since it is
sensitive to context, learning processes and achievement (Zimmerman
2000). Technology self-efficacy then refers to a person’s belief in their
ability to use technology capably and effectively (Ottenbreit-Leftwich
2007).
Ertmer and Ottenbreit-Leftwich (2010) suggest the following strategies
for building technological self-efficacy:
•
•
•
•
•
•
•

	
  

Giving teachers time to play with the technology
Focusing new uses on teachers' immediate needs
Starting with small successful experiences
Working with knowledgeable peers
Providing access to suitable models
Participating in a professional learning community
Situating professional development programs within the context
of teachers' on-going work (p.261-262)
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To add to this, nurturing teachers’ confidence in their technology ability
seems to be of paramount importance. Ertmer and Ottenbreit-Leftwich
note that ‘the most powerful strategy appears to be helping teachers gain
personal experiences that are successful (personal mastery), although
other methods can also increase self-efficacy (e.g. vicarious experiences,
persuasion)’ (p.261). Teachers also need to be afforded adequate time to
transform their teaching and their learning environments.
As mentioned in Chapter 1, Gilbert’s concept of ‘low threshold
applications’ (LTAs) is characterised by the use of technologies that are
easy to learn, inherently accessible, have a low entry cost or possibly
free, almost ubiquitous, not intimidating, dependable and intuitive.
Gilbert argues that ‘LTAs should be able to reflect observable positive
consequences’ (p.1). Ultimately, users must be able to believe in the
effectiveness and reliability of LTAs.
So how do we build technology fluency in English education and turn
this belief into reality? This research considers the design of an
instructional approach that bolsters technological fluency within
literature learning. This concept is derived from the research on digital
literacy and information technology fluency (DES 2008, Kaminski et al.
2009, McEuen 2001, Snyder 2008, Werner et al. 2005, Zhao 2003). Of
particular significance to this research was the concept of FIT (fluent
with information technology) as investigated by McEuen (2001).
McEuen described the three interrelated elements of being FIT as
follows:
•
•

•

Foundational concepts: the theoretical frameworks for the
design and uses of technology information systems.
Contemporary skills: the ability to use technology effectively and
efficiently and harness their affordances for meaning making and
personal learning opportunities to build competence.
Intellectual capabilities: the ability to use higher order thinking
skills to apply technology to an array of situations and problemsolving scenarios. This encapsulates an awareness of the
responsive and adaptive nature of the technology (p.9).

The research does not suggest that teachers and students need to
understand these frameworks but rather that the design of the learning
experiences must incorporate such considerations. This research aims to
foster awareness of this ‘FIT’ approach within its design in order to
encourage students to test the parameters of their learning through and
with technology. It is important that the approach encourages students
to use technology fluently in order to manage and eventually design
their own learning by developing confidence, contemporary skills and
conceptual understanding of technological affordances.
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3.6 	
  Chapter	
  summary	
  
This chapter reviewed the theory regarding the key elements and
considerations of designing learning in context into an orienting
framework for the study.

!
!

The diagram below in Figure 3.4 portrays the research process involved
in the three cycles of this study. The diagram depicts that at the core of
each cycle is the theory, the design of the intervention and the problem
to be addressed. This recursive process is framed by the naturalistic
context of learning.

!

Theory! Design!

Problem!

!

Theory! Design!

Problem!

TEL!!
Ensemble!

!

ENaCT!

Engagement!
with!literature!

!
!
!
!

Figure 3.4: Research design of the three cycles, inspired by the work of Barab and
Squire (2004)

!
!
!

!

	
  

87

Chapter 3: Conceptual Framework
Four design themes or sensitivities emerged from the review of the
literature and were considered for the orienting theoretical framework.
These are (1) ensemble, (2) narrative, (3) collaboration and (4)
technology. These theoretical perspectives were integrated with datadriven findings from the research study to form the prototype design
model, ENaCT. This is discussed and illustrated in Chapter 8. The
ENaCT framework and model was used to guide the design of the digital
ensemble process in each of the three cycles, as will be discussed in
Chapters 5-7.
Since this research is concerned with designing instruction that is
conducive to practical implementation of creative technologies in
literature learning, a design-oriented methodology is required. From the
review for the literature and the conceptual framework, it is clear that a
further methodological criterion would include an approach that is
responsive to real-world educational practices.
Therefore, the next chapter will outline the Methodology and the
rationale for its selection, in accordance with the study’s principal
research question, the review of the literature and the conceptual
framework.
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4 Chapter	
  4:	
  Research	
  Methodology	
  	
  
4.1 Chapter	
  Introduction	
  
This chapter outlines the rationale for selecting a specific methodology
for the research study. The rationale draws on the inherent issues
arising from the review of the literature as well as the specific
methodological criteria of the study. The chapter elucidates why DesignBased Research (DBR) was considered as a wholly suitable methodology
to address the central research question: how can digital ensemble be
integrated into English education to encourage students to engage with
literature?
The chapter outlines the background and features of DBR and explicates
the methods particular to this research approach. The challenges and
contentions to this methodology are also examined and possible
strategies for addressing limitations are discussed. Data collection and
analysis methods are described and ethical issues are considered in
detail.

4.2 Characterising	
  the	
  problem:	
  the	
  research	
  question	
  
This study attempted to answer the research question: how can digital
ensemble be integrated into English education to encourage students to
engage with literature? As such, the entire premise of the study is to
understand the impact of a particular form of educational technology,
namely digital-ensemble, on how students engage with English
literature. It is hoped to improve the potential of digital-ensemble as a
technology-enhanced model for literary engagement through an
iterative process of working with second level students in a naturalistic
learning environment and by responding to their learning and their
reflective feedback.

4.3 Methodological	
  Requirements	
  
4.3.1 Teaching	
  and	
  learning	
  
There are certain issues and criteria that must be addressed when
selecting an appropriate methodology. Teaching and learning is a
complex business that is microcosmic in its nature. That is, it tends to
mimic the intricacies and real world messiness of society and cultures
(Sotto 2007). In general, schools and other educational establishments
are hectic, and abide by a strict timetable. Therefore, research that is
conducted in such an environment must select a methodology that is
accordingly sensitive, adaptable and flexible. Barab and Squire (2004)
highlight that there are multiple dependent variables at play in real
world settings and this makes it difficult to isolate and test any one
single hypothesis. This is precisely what this study must consider as
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other research projects of a similar nature have done (Aoki 2012, Fink
2013, Gair 2011, Gikandi et al. 2011, Koehler et al. 2007, Kordaki 2011,
Lindquist and Long 2011, Reitmaier et al. 2011, Sharples 2000, Wu and
Huang 2007, Yang and Wu 2012). These studies have researched
various instructional and pedagogical methods of implementing
technology in education and highlight the composite nature of such an
intervention. The multiple dependent variables, as informed by the
literature review, that this study aims to explore and understand further
include: ensemble, narrative, collaboration and technology (ENaCT).
The study of these interrelated design components necessitates that the
selected research methodology needs to facilitate the design of a
pedagogical approach to integrating technology in English education
that encourages students’ literary engagement. Such a design must be
developed in the context of education systems, the technological
landscape of education, English literature teaching and learning and the
demanding nature of schools today.
4.3.2 Design	
  awareness	
  
Since this research study is an iterative process, its methodological
framework needs to accommodate the changing nature of the design.
This is due to design revisions and retests in accordance with
participants’ feedback and constant cyclical data analysis processes.
Feedback from participants is gathered during each iteration and is
analysed in the context of the multiple dependent variables mentioned
above and in conjunction with the video data. These datasets then
inform the redesign of the digital-ensemble English model and it is
retested accordingly. Thus, a flexible and responsive research
framework is required to allow for such a complex design evolution.
4.3.3 The	
  theory-‐practice	
  divide	
  
The division between educational theory and practice is a long debated
issue (Mayer 2005, Smedley 2001, Taguchi 2010). Certain
interdisciplinary approaches to research, such as evidence-based
practice and action research, attempt to understand how theory and
practice intermingle to contour teaching and learning (Carr and Kemmis
1983, Cole et al. 2005, Goldkuhl 2013, Kemmis 2009). The importance
of bridging this gap lies in the development of a set of beliefs and values
to guide practice and how practice can inform theory. This research
study examined how technology tools can be used as both a method and
a resource to encourage a practice of critical engagement with literature
among post-primary students. Therefore, the study could potentially
inform the theoretical underpinning (ENaCT) about how students learn
with and through technology to engage with English literature. It could
also inform the design of the instructional strategies and resources
necessary to facilitate and advance such an approach. Hence, an
appropriate methodology would be one that facilitates and encourages
design adaptations in response to the sensitivities of real world teaching
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and learning within a sound and robust ontological and theoretical
framework.
4.3.4 The	
  impact	
  of	
  the	
  design	
  
This research sought to investigate and potentially establish practical
pedagogical approaches to using technology in English education to help
students to critically read, understand and appraise literature. Since the
emphasis here is on the practical and naturalistic context of the
approach the design itself would also need to be practical in its nature
and application. Consequently, the methodology chosen would need to
facilitate the potential impact of the design.
4.3.5 The	
  design	
  model	
  
The element of practical design and implementation was a core
consideration of this research project. Consequently, it was vital that a
design model was established that was practical, adaptable in other
educational contexts and ultimately adoptable by educationists and
researchers. Obviously the technology adopted for this project was an
important design feature but it was not intended as the only solution to
the issue being explored. Rather, it was selected as an example of one
tool that could hopefully encourage the process of literary engagement
among students in second level education. Therefore, the selection of
the particular technology tools used can vary. The same is true of the
types of literature studied in this research project. What was important
was the pedagogical approach and instructional design that aims to
bridge that divide between theory and practice, technology and learning,
and digital tools and English literature. What was important to the
research study was developing a design that could be used by others in a
similar field of interest as other research has done (Aoki 2012, Czarnecki
2009a, Fletcher and Cambre 2009, Pressley et al. 1992, Sadik 2008,
Schon 1987, Yang and Wu 2012). There are many research projects
situated within English education that explore digital storytelling
(Czarnecki 2009b, Fletcher and Cambre 2009, Manning 2010, Ohler
2008, Sadik 2008, Yang and Wu 2012), technology (Brown et al. 2005,
Chen et al. 2010, Cole 2009, Condie and Livingston 2007, Flintoff 2005)
and drama approaches (Aoki 2012, Neelands 1985, Neelands 2008a,
Neelands 2009). Therefore, developing this instructional model was the
intended main contribution of the project because such a model for
combining digital tools and drama approaches in English education to
encourage literary engagement is unprecedented to this extent. As such,
this research study required a methodological approach that encourages
improvements in design practice while also reinforcing a robust
contribution to theory.

4.4 Methodology:	
  selection	
  and	
  rationale	
  
The research question is: how can digital ensemble be integrated into
English education to encourage students to engage with literature? The
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focus rests on the design of a pedagogical approach to integrating
technologies in English education. Therefore, this study is concerned
with the transitive nature of learning in context and endeavours to make
significant, applied contributions to practice. As such various
interventionist methodologies were considered including Action
Research and its variant approaches such as Interventionist Case Study
(Anderson 1989, Carr and Kemmis 1983, Cochrane-Smith and Lytle
1999, Yin 1994). Action Research ‘aims at changing three things:
practitioners’ practices, their understandings of their practices, and the
conditions in which they practise’ (Kemmis 2009, p.463). As Kemmis
notes Action Research is practitioner-based with the focus resting on the
practitioner’s own practice in context. To add to this Yin (1994) defines
the parameters of Case Study approach as investigation without
manipulation (p.8). However, Stevenson (2004) argues that Action
Research, when primarily concerned with intervention to affect change
might be considered a type of Interventionist Case Study. Even so, such
methodologies require the practitioner to conduct the research as
principal investigator and these approaches do not explicitly consider
the resultant design or the model as a forefront objective of the research
(Anderson and Shattuck 2012).
Design-Based Research (DBR) is of similar character to Action
Research, although the two methodologies originate from distinctive
scientific traditions, namely engineering and social sciences respectively
(Cole et al. 2005, Goldkuhl 2013). Since this research considers the
design of a pedagogical approach to integrating technology in English
education it was crucial that the methodology undertaken considered
design in situ.
Therefore, the methodology employed for this research study was
Design-Based Research (DBR). One of the main challenges for this type
of research is to develop conceptually-informed and robust designs as
possible solutions to issues identified within educational contexts. The
scope of the design should be adoptable and adaptable to other
educationists across cognate educational settings. DBR is a practical
methodology since it is interventionist by nature and focuses on design
in practice with a view to creating more robust designs over time
(Anderson and Shattuck 2012, Barab 2006, Brown 1992). This study
required an interventionist process to be repeated in an iterative
manner of design cycles. DBR facilitates this iterative process of
finessing a learning design while also supporting a longitudinal and
sequential design development.
The DBR approach is dedicated to the progression of design practice
and to the understanding of how design affects learning. It is naturalistic
in its setting, which means it is practical and adaptable and is responsive
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to the emergent, experimental nature of things (Barab and Squire
2004). Since DBR entails designing exemplar processes (the
interventions) and products (models for best practice), its transitive
nature is why it is so suited to educational research, especially within the
context of advancement in education. It amounts intelligent
experimentation as referred to by Dewey (1938). This experimental
nature of DBR is characterised by Cobb et al. (2003) in the following
manner:
Prototypically, design experiments entail both ‘engineering’
particular forms of learning and systematically studying those
forms of learning within the context defined by the means of
supporting them. This design context is subject to test and
revision, and the successive iterations that result play a role
similar to that of systematic variation in experiment (Cobb et al.
2003, p. 9).
Thus, its adaptable and adaptive nature provides validity to the findings,
which means that they have the potential to inform practice and
therefore policy in the field of education. A successful intervention
‘should be able to migrate from our experimental classroom to average
classrooms operated by and for average students and teachers,
supported by realistic technological and personal support’ (Brown 1992,
p.143). The iterative nature of a DBR study can be taxing on resources
such as time, location, funding and general design-resources and this is
something that needed to be considered when selecting this
methodology (Anderson and Shattuck 2012, p.21).
To recapitulate, the rationale for employing a design approach is that
first, it facilitates the researcher to determine an evidence-base for the
potential of these learning technologies and digital ensemble in English
education. Second, such a methodology enables the researcher to
delineate improvements in the recurrent, iterative implementation
process of an innovative technology-enhanced approach. This is due to
cyclical data analysis and the fact that the redesign of each cycle is
informed by participant feedback. Third, design research enables the
production of an orienting framework and prototype models as
templates that can be adopted and adapted by other educationists to
enhance learning within similar design contexts and learning
environments. Such frameworks are by no means exhaustive or
finalised.

4.5 Design-‐Based	
  Research	
  (DBR)	
  
4.5.1 Background	
  of	
  DBR	
  
‘By studying a design in practice with an eye toward progressive
refinement, it is possible to develop more robust designs over time’
(Collins et al. 2004, p.19).
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DBR is an emerging paradigm for conducting research into the
productivity and sustainability of educational interventions and came to
prominence in the 199os through the work of Ann Brown and Allan
Collins on design experiments in education (Brown 1992). Design
research emanates from the pioneering research of John Dewey (1896)
who was inspired by a vision of providing an overarching structure to
the study of the real-world messiness of teaching. Accordingly, he
developed a ‘model that employed the systematic study of teaching and
learning associated with the enactment of complex educational
interventions’ (Design-Based Research Collective 2003). It is a way of
amalgamating theory and practice to attain practical design goals (Bell
et al. 2013) and arises from the need for educational research to
contribute to the advancement of practice (O'Donnell 2004). This is an
iterative process whereby interventions, or enactments, are conceptually
designed, tested and then redesigned and retested in accordance with
participant feedback (Barab and Squire 2004).
As mentioned in Chapter 1, McKenney and Reeves’ model for design
research in education helps to depict graphically the system of research
and design activities and outputs involved in DBR. Figure 4.1 below
depicts the ENaCT design model and the DBR process through a series
of shapes and is adapted from McKenney and Reeves’ (2012) model. The
squares represent the three cycles of research and activities. The
rectangles depict the two main outputs of design research: (a) the
practical or proximal output such as the design intervention and (b) the
theoretical or distal output characterised by a set of design heuristics to
inform other similar research or education endeavours. Finally, the
umbrella triangle conveys the interaction with practice, which increases
over time.

Figure 4.1: Generic model for design research in education (as cited in
McKenney and Visscher-Voerman 2013 (p.14) with original in McKenney and
Reeves, 2012). Used with permission
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There are innumerable definitions of design research and
experimentation and consequently this research uses the terms designbased research, drawing inspiration from Christopher Hoadley (Hoadley
2004) and the Design-Based Research Collective (DBRC).
4.5.2 Features	
  of	
  DBR	
  
Bell (2004) and Sandoval & Bell (2004) emphasise the importance of
the educational context of the design intervention within DBR and
research characterises such contexts as real-world and complex (Collins
et al. 2004, Reeves et al. 2005). Therefore, the rapport formed between
researcher and practitioner is crucial (Hoadley 2004, Reeves et al.
2005) and this can help to build a community of sustained innovation
and longitudinal research in education (Bell 2004, Reeves et al. 2005).
Of significance are the process of theory refinement (Bell 2004, Bell et
al. 2013, Collins et al. 2004, Sandoval 2004, Sandoval and Bell 2004)
and the edifying, vigorous narrative of the implementation process
(Bannan-Ritland 2003, Hoadley 2004).
The Design-Based Research Collective (DBRC) merged the research on
the characteristics of DBR to encompass five distinctive features of
‘good’ practice. These are set out below:
First, the central goals of designing learning environments and
developing theories or ‘prototheories’ of learning are intertwined.
Second, development and research take place through
continuous cycles of design, enactment, analysis, and redesign
(Cobb, 2001; Collins, 1992). Third, research on designs must lead
to sharable theories that help communicate relevant implications
to practitioners and other educational designers (cf. Brophy,
2002). Fourth, research must account for how designs function
in authentic settings. It must not only document success or
failure but also focus on interactions that refine our
understanding of the learning issues involved. Fifth, the
development of such accounts relies on methods that can
document and connect processes of enactment to outcomes of
interest. (Design-Based Research Collective 2003, p.5)
These features of DBR accentuate the importance of prototheories,
design cycles, sharable theories, contextual authenticity and appropriate
research methods within educational research. Such a methodology may
possibly address the need for practice-oriented research (Lagemann and
Shulman 1999) that is more evidence-based and therefore potentially
more credible (Levin and O'Donnell 1999). These characteristics of DBR
are summarised overleaf, as informed by Brown (1992), Sandoval and
Bell (2004), Hoadley (2004), Barab and Squire (2009), Anderson and
Shattuck (2012) and McKenney and Reeves (2012).
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Characteristic
Pragmatic

Description
•
•

Theory-driven

•
•
•

Interventionist

•
•

Iterative

•
•

Collaborative

•
•

Adaptable and
flexible
Integrative
Naturalistic

•
•
•
•
•
•

Systematic and
Purposeful

•
•
•
•
•

Analyse practical problems by researchers and practitioners in
context
Blends rigour of experimental research with the messiness of
classroom settings
Inform and improve practice
Grounded in the extant literature
Intent to advance educational theory through the cyclic design
processes
Design learning experiences
Systematic exploration of the relationship between the
innovation design, educational theory and practice
Involves iterative cycles of analysis, design, implementation and
redesign
Process-focused in terms of learning process and the potential
impact of innovations
Designers, practitioners and participants collaborate closely on
the design process
Knowledge about teaching and learning is constructed through
researcher-practitioner partnerships
Design model (protoype theories) are adoptable and adaptable
by others wishing to implement the innovation
Mixed methods can be used
Methods vary depending on the research questions
Methods can be respondent to data collected in each phase
Research is conducted in natural or naturalistic, real-world
settings
Research results are connected with the design process, the
setting and the relevant literature
Research process, findings and changes are documented
throughout
Research methods are implemented in a systematic manner
throughout each phase
Oriented towards solutions to real educational challenges
Research purpose remains grounded in the literature and the
findings from each phase
Data is parsed and analysed immediately, cyclically and
retrospectively in conjunction with the literature

Table 4.1: Characteristics of DBR, informed by the literature

4.5.3 Design	
  theory	
  in	
  practice	
  
Of primary concern to this research study is how to bridge the theorypractice divide to design and implement a technology-enhanced English
education programme. Research suggests that unscientific
methodologies for researching education in context can lead to the
detachment of the research from practice (Lagemann and Shulman
1999). Viviane Robinson (1998) notes that the ‘research-practice gap
arises when the theories of researchers do not articulate with the
theories of practitioners’ (p. 25). Robinson argues that a deep knowledge
and understanding of the practice and its methodological requirements
can help to generate such indispensable communication. This challenge
of researching within the context of such an aperture may lead to a
failure to appreciate how situational environments can influence
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learning variables and outcomes and therefore practice and research
(Robinson 1998).
Hence, DBR can provide a theoretically informed, practice-based
framework for a repeatable intervention that is ontologically-oriented
and can be adopted by other educationists. An imperative objective of
this research was to design and implement a technology-enhanced
intervention for learners of English, which enhances their engagement
with literature and language. Moreover, the overarching perspective was
to learn from the research process and make a contribution to
innovation in English education and design research within education.
There is a commitment within the series of DBR approaches to improve
design practice while enriching comprehension of how designs can
augment learning in a theoretical, physical and practical manner (Barab
and Squire 2004). Further to this, the DBRC assert that DBR, ‘by
grounding itself in the needs, constraints, and interactions of local
practice, can provide a lens for understanding how theoretical claims
about teaching and learning can be transformed into effective learning
in educational settings’ (Design-Based Research Collective, 2003, p.8).
This research is grounded within the local practice of the two
participating post-primary schools. The philosophical underpinnings of
both of these schools’ educational policy seems rooted in a social
constructivist approach to learning, advocating a holistic approach to
the social, moral and physical developments of the individual (School A,
2012; School B 2012). Such a Vygotskian (1978) perspective of education
is aligned to the nature and scope of this study and its approach to the
DBR process. This research is embedded within a multi-ontological
framework which includes the theoretical work of Dewey (1938, 1958),
Papert (1990, 1993), Vygotsky (1978) , Bruner (1987, 1990, 1991),
Neelands (1985, 2009) and Csikszentmihalyi (1990). This theoretical
framework will be discus.
4.5.4 DBR	
  methods	
  overview	
  
Design-Based Research presupposes the necessity of effecting
demonstrable changes in the local context and considering these
changes as an evidence-base for the potential validity of a theory (Barab
and Squire 2004). Therefore, there is a requirement for this research
approach not only to advance theory but also to establish how the design
impacts learning in the local contexts. Consequently, with an emphasis
on authenticity, meaningfulness and messiness of real-world practice,
the DBR approach draws from the philosophy of pragmatism (Anderson
and Shattuck 2012, Barab and Squire 2004). Specifically, DBR can trace
its roots to Dewey’s (1938) concept of pragmatism since in this approach
theories are considered in terms of their viability in the real word rather
than by their claims to truth.
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Since it is pragmatic in nature there is no one method aligned with DBR
because, as Maxcy (2003) contended, ‘it is perfectly logical for
researchers to select and use differing methods, selecting them as they
see the need, applying their findings to a reality that is both plural and
unknown’ (p.59). Therefore, DBR usually employs a mixed methods
approach, ordinarily exercising qualitative and quantitative procedures
in order to describe the phenomena, and encourages researchers to
select the method that best suits the research question(s) (Anderson and
Shattuck 2012, Bell 2004). This study employed a qualitative approach
due to the nature of the research questions. Data regarding participants’
feelings, experiences and opinions of the learning experience were
sought from a non-probability, purposive sample of students. Therefore,
statistical proof was not the focus of the research.
Due to the nature of DBR there does not exit an exhaustive repository of
qualitative and quantitative methods used in the approach but certain
studies have implemented the following collection instruments:
standard outcome measures (Brown and Campione 1994), learnercreated artefacts, field notes, videos and audio documentation,
interviews (Joseph 2004), transcripts of learning sessions and emails,
ethnographic observation, group discussion and peer tutoring (Brown
1992).
4.5.5 Challenges	
  and	
  contentions	
  to	
  DBR	
  
DBR is characterised by Shavelson, Phillips et al. (2003) as follows:
Such research, based strongly on prior research and theory and
carried out in educational settings, seeks to trace the evolution of
learning in complex, messy classrooms and schools, test and
build theories of teaching and learning, and produce
instructional tools that survive the challenges of everyday
practice (p. 25).
As such these three entwined objectives of DBR–research, design and
practice–yield their own unique challenges and as a result there remains
certain contentions to this approach (Collins et al. 2004, Dede 2004).
Specifically Chris Dede (2004), Professor in Learning Technologies at
Harvard’s Graduate School of Education, has outlined four challenges
that DBR must address. The first of these is to collect a concentrated
volume of data that is wholly manageable and intended to appraise the
effects of design choices. Additionally, the DBR researcher must ensure
that the design criteria and conditions for success are dealt with
separately. These conditions for success, Dede asserts, must therefore be
present in the pilot cycle. Furthermore, Dede notes that establishing
criteria for success is imperative for declaring a finished model. Lastly,
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the design must be guided by the No Child Left Behind (NCLB) Act of
2001 (2002) in the context of both practice and policy (Dede 2004).
Moreover, Collins et al. (2004) also highlight similar obstacles to
implementing DBR to study learning in context. These are as follows:
•
•
•

Difficulties arising from the complexity of real-world situations
and their resistance to experimental control.
Large amounts of data arising from the need to combine
ethnographic and quantitative analysis.
Comparing across designs (p. 16).

Collins et al. note the growing need for generating trademark standards
that render the approach identifiable and accessible. Their research also
suggests the need to develop a process structure to guide summative
evaluation and reporting. Such a move could address these challenges as
well as those highlighted by Dede above.
Brown (1992) summarises that her goal in implementing a DBR
approach to educational research is ‘to work toward a theoretical model
of learning and instruction rooted in a firm empirical base’ (p.143). In
light of this, criticisms of this methodological approach have arisen in
terms of the subjective involvement of the researcher. Due to the
uncontrolled, messy and authentic nature of the research sites DBR
encompasses multiple dependent variables that the research must
consider. Owing to the interventionist, design-oriented nature of DBR
and the synergistic landscape of classrooms there is a concern that the
design may engineer the learning and change the authentic environment
in some way (Brown 1992, Kelly 2004). Brown notes that in this respect
the intervention design should be able to migrate from the classroom
setting to the real world classroom bearing in mind the realities of
learners, teachers, management and policymakers in addition to
technological and curricular issues (Brown, 1992). Barab & Squire
(2004) also stress that in order for DBR studies to contribute to theory
and generate theory with ‘experience-distant relevance’ the research
must take into consideration the constraints of the local context for
learners and stakeholders (p.11).
Another challenge to DBR highlighted by Brown’s (1992) work is that
resources can be quite limited in the natural or naturalistic settings
where the research is being conducted. To resource such environments
adequately for any such study would prove difficult according to Brown
(p.166), which aligns with the findings of Anderson and Shattuck (2012)
as outlined above. Brown also highlights the issues with using control
groups in DBR and educational research in general. In accordance with
Brown’s findings and observations and due to the moral problems of
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excluding children who may need or benefit from the intervention it was
decided not to use a control group in this study.
Denscombe (1998) explains that triangulation is the collection of data
from more than one source that facilitates substantiation and
comparison of findings. Similarly, Cohen, Mannion et al. (2000) refers
to triangulation as ‘the use of two or more methods of data collection in
the study of some aspect of human behaviour’ (p.112) and therefore can
fortify the validity and reliability of the research being conducted.
Further to this, McNiff, Lomax et al. (2003) suggest that self-validation
of the datasets and including a ‘critical friend’ in the collection and
analysis procedures may help to counteract the limitations of
subjectivity within the research (Action Research in this context) when
participating and observing the phenomena. Obviously, such
subjectivity may lead to researcher bias. However, these researchers also
note that insider knowledge can be advantageous to the research
process. Certain forms of validation, referred to by McNiff, Lomax et al.
(2003), comprise multiple interpretations through self-validation, peervalidation and wider public validation (p.29). Therefore, this DBR study
will endeavour to explain the role of the researcher, document the
feedback of a critical friend and provide public access to the research.
The researcher was honest and critical of her motivational objectives in
Chapter 1, as well as findings and analysis of the data in Chapters 5-7
and their conclusions in Chapter 8. To add to this, the researcher
maintained dialogue with peers in the profession who could offer critical
and constructive advice and feedback about the process, data collection
and analyses. Also, as McNiff, Lomax et al. suggest, the researcher
maintained a commitment to distribute her work through national and
international conference presentations, delivering national and
international workshops on the design model, publications and
attending the annual graduate research committee interview.
Research elucidates (The Design-Based Research Collective (2003);
(Anderson and Shattuck 2012, Barab 2006, Bell et al. 2013, Hoadley
2004, Joseph 2004, Sandoval and Bell 2004) that DBR generates a wide
range of data from various sources in order to relate the anticipated and
consequential outcomes of the study to the learning enactments. This
triangulation of data sources provides an evidence-base for claims about
the outcomes and as such this study employed several data collection
methods as discussed below. Additionally, these collection methods
were employed over the course of each design cycle of this longitudinal
study to ensure rigour and triangulation since DBR findings may be only
cautiously generalisable because of the distinctive local context of the
research (Hoadley 2004).
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Brown (1992) suggests that one way to ensure validity is to abide by
recognisable standards, to use theoretical descriptions in the design and
the discussion of the findings, and to continually link data, practice and
theory. However, she maintains that procedural reliability is a constant
problem since students are always varied in ability, teachers are varied
in experience and philosophies and the naturalistic contexts bear time
constraints. However, Barab & Squire (2004) and Messick (1992) note
that consequential validity, referring to how the validity of a claim is
founded on its consequences on the naturalistic system, acts as an
evidence-base for inquiry into social systems. DBR embraces the
concept of consequential validity while advocating honest and clear
disclosure about the types of claims design researchers make as well as
about the limitations of their findings. This study endeavours to adhere
to these principles.

4.6 Data	
  Collection	
  
Table 4.2 below depicts the types of data sought to address the research
questions as well as the relevant instruments and analysis methods
employed.

Data collection instruments
Type of data

Instrument

Analysis

Students’ initial perspectives,
opinions and experiences

Student feedback
questionnaires

Framework analysis based on ENaCT,
immersion in the data, coding,
categorising, and identifying themes

(Creswell 2003)

Excel
(Gibson 1998, Greene 1995)

Evidence of authentic learning
moments involving the students

Video recorded
workshops
(Derry 2007)

Ethnographic
observations

As above.
Also, data selection (macro and micro
events), pattern finding, crossreferenced indexing

(Hammersley 1990)

Tables, indices, flow charts and Excel
(Derry, Pea et al. 2010)

Student feedback regarding the
digital ensemble approach to
engaging with literature

Group interviews

As above.

Evidence of engagement with
literature through expressive
embodiments

Students’ digital
artefacts

(Denscombe 1998)
Tables, indices, flow charts and Excel
(Gibson 1998, Greene 1995)

(Brown 1992, McKenney and
Visscher-Voerman 2013)

Evaluation rubrics

(Goodrich Andrade 1997)

Table 4.2: Data collection instruments employed

4.6.1 Video	
  recordings	
  
According to Sharon J. Derry (2007) ‘rapid development and
widespread availability of affordable, high-quality video technology has
motivated many learning scientists to explore creative forms of
videography in their research’ (p.305). As such, video is an effective
method to scrutinise teaching and learning in their natural or
naturalistic contexts.
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This study aimed to comprehend processes of learning, social
interaction and literary engagement to inform the design of such
learning experiences. As ‘new video technologies provide powerful ways
of collecting, sharing, studying, presenting, and archiving detailed cases
of practice to support teaching, learning, and intensive study of those
practices’, this project applied an extensive video research method
(Derry et al. 2010, p.4).
Each of the design workshops the researcher facilitated with
participants was recorded. During the first cycle these workshops took
place over a period of three weeks, with a workshop scheduled one day
per week from 9.30am to 3.30pm. These occurred in a classroom setting
on the NUI Galway campus where a camera was already mounted on the
wall to record the room. One camera was used. This was positioned at
the bottom of the classroom with a direct view over the main area of the
room. Throughout the second and third cycles there were six workshops
facilitated with participants, one per week over a period of six weeks.
Again, each workshop was scheduled from 9.30am to 3.30pm. The wallmounted camera was not used in these cycles. Instead four handheld
cameras mounted on tripod bases were used during each workshop. One
camera was positioned at the bottom of the room with a view over the
entire area. Three other cameras were positioned at various points
around the learning environment to capture authentic learning
moments when students were working in their groups. Since these were
hand held cameras they were portable when required.
4.6.2 Student	
  Feedback	
  Questionnaire	
  (SFQ)	
  
In considering the use of questionnaires for research purposes
Denscombe outlines that:
[t]here is no ‘golden formula’ which, if slavishly adhered to, will
ensure success and fend off all potential criticisms. Almost
inevitably, the researcher will need to apply discretion, make
trade offs and exercise judgement when producing and
implementing a questionnaire (p.144).
Questionnaires consist of a written list of questions and are
implemented to collect data concerning factual information, attitudes,
opinions, perceptions and beliefs about a particular topic (Creswell
2003, Denscombe 1998). Feedback questionnaires are often used to
determine and improve the quality of teaching over time as informed by
the student voice (Kember et al. 2002). Cohen’s (1980) analysis of
studies that conducted mid-term feedback and subsequently evaluated
end-of-term appraisals found that educators who received feedback
scored on average one-third of a standard deviation higher that those
who did not receive feedback. Since this study was focused on iterative

	
  

102

Chapter 4: Research Methodology
revisions to instructional design, initial and individual student feedback
was imperative. This was collected using a SFQ.
Following every workshop in each cycle of this study, a short
questionnaire was distributed to participants to obtain immediate
feedback on the process. The timing of this data collection method
considered logical and ethical issues, affording students the opportunity
to provide feedback to inform the redesign and then allow them to
experience the potential benefits from the changes applied in response
to their feedback (McKeachie and Kaplan 1996). The purpose of this was
to obtain information on students’ initial opinions and perspectives of
the teaching and learning methods used. Second, it was designed to
obtain feedback to improve the quality of teaching, learning and
technology tools used. Third, it was hoped to elicit data on experienced
strengths and weaknesses of the design as well as the potential
improvements to be made, from a student and a design perspective. As
with all stages of the research process, participation in this feedback
questionnaire was voluntary and students were assured of nontraceability as well as anonymity and confidentiality (Cohen et al. 2000).
The questionnaires were distributed once the workshops were
completely finished to provide students with the choice of completing
them or not. There was 100% response rate throughout all 15 workshops
across the three cycles. A sample of the questionnaire used in each cycle
appears in Appendix 12.
4.6.2.1 Questionnaire	
  design	
  
This SFQ was designed in accordance with the literature on sample
instruments (Feldman 1976, Marsh 1987, Stevens and Aleamoni 1985)
as well as in keeping with the cyclical and recurrent nature of evaluation
processes (Hounsell 2003) and Design-Based Research. Questionnaires
on teaching and learning such as the Learning and Studying
Questionnaire (LSQ) and the Experiences of Teaching and Learning
Questionnaire (ETLQ) were considered as design inspiration. These
instruments were prepared for the project on Enhancing Teaching and
Learning in Undergraduate Courses (ETL) to obtain student feedback
on their perceptions of learning and teaching as well as their studying
practices. The internationally validated Students’ Evaluation of
Educational Quality (SEEQ) (Marsh and Roche 1992) questionnaire and
the Course Experience Questionnaire (CEQ) (Ramsden 1991) were also
considered (Richardson 2005). The designed questionnaire was divided
into two sections, a) content and b) experience. Section A comprised 12
questions inviting students to rate the content under various categories
on a Likert-type (Likert 1932) scale across five the alternative
descriptors of Excellent, Very Good, Good, Fair and Poor. Section B
contained six questions concerning students’ perceptions and opinions
of the teaching and learning during the workshops.
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4.6.3 Group	
  interview	
  	
  
Denscombe (1998) describes group interviews as comprising of more
than one informant, usually between four and six people and that the
‘crucial thing to bear in mind here is that a group interview is not an
opportunity for the researcher to pose questions to a sequence of
individuals, taking turns around a table’ (p.168). Group interviews also
‘help to reveal consensus views, may generate richer responses by
allowing participants to challenge one another’s views, may be used to
verify research ideas of data gained through other methods and may
enhance the reliability of [...] responses’ (Lewis, 1992, p.413 in
Denscombe, 1998, p.168). Group interviews can be an effectual method
of data collection when the research involves contexts that are
characterised by multifaceted and varied relationships and perspectives
(Schatzman and Strauss 1973). Leonard Schatzman and Anselm L.
Strauss (1973) further clarify the technique of group interviews stating
that it:
provides an especially nice situation for revealing variations in
perspective and attitude and a ready means, through subtle
pitting of one against the other, for distinguishing between
shared and variable perspectives. The pitting process hardly
needs manipulation since the hosts themselves, by speech and
gesture, will naturally ‘correct’ each other’s rendering or ‘reality.’
By contrast, in the one-to-one interview the pitting is more
calculated, and probably is without any immediate corrective for
the respondent (p.82).
Denscombe suggests one disadvantages of such an information
gathering method may be the engulfing of the voice of timid participants
by the more dominating participants. Second, there is the gender issue
of male respondents monopolising the discussion and female voices not
being heard. Lastly, there is the risk that a group consensus or view may
override the natural opinions of the individual because of perceived
prevailing opinion (p.168).
Of significance to this research is the interpersonal dynamics at play
within the given learning context and how this helps to inform and
shape the design of the intervention or enactment. Therefore, it was
decided to conduct phenomenological group interviews since ‘it is
possible that accounts of reality formation are more likely to be
stimulated and to be expressed in greater depth when shared in a group
interview format [which makes it] even more attractive to field workers
with a phenomenological research purpose’ (Frey and Fontana 1991,
p.179). This will take the form of a formal group interview within the
field setting. The group interview method was adopted by Neslon,
Ketelhut et al. (2004) in their research into scientific inquiry curriculum
development in a virtual environment to elicit information concerning
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perceptions and opinions about the design and its implementation.
James H. Frey and Andrea Fontana (1991) also suggest that postmodern
ethnographers are committed to the voice of the culture being studied
and move away from the ‘overly ‘authoritative’ [and subjective] voice of
the ethnographer’ (p.179). Accordingly, there is the potential for the rich
description to become more polyphonic with somewhat reduced bias
and influence in terms of the interpretive nature of the data (Frey and
Fontana 1991).
During this research project group interviews were facilitated with
participants in groups of four or five after each design cycle
implementation. The purpose was to gather information on participants’
experiences of the pedagogical approach and their perspectives, feelings
and opinions of the design of the enactments.
4.6.4 Student	
  artefacts:	
  the	
  Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  and	
  
Digital	
  Ensemble	
  Story	
  
Ann Brown (1992) advocated the use of students’ artefacts when
collecting data on teaching and learning through a DBR approach to
gain ‘a richer picture of knowledge acquisition’ (p.157). As McKenney
and Visscher-Voerman (2013) note, these are the practical outputs of
the intervention as related to the proximal orientation of the research
design (p.14). Further to this, Ken Robinson also suggests that the
concept creativity conjures the idea of outcomes, outputs or products
being created during the pursuit of a particular objective (NACCCE
1999a, NACCCE 1999b, Robinson 2001, Robinson 2006). Therefore, in
accordance with this ethos of DBR, students’ Digital Ensemble
Portfolios (DEP) and their digital ensemble stories were used as data.
Examples of these appear in Chapters 5, 6 and 7. Their DEP comprised
all of the ensemble performances of the literature the students recorded
and collated. This included clips that they did not necessary incorporate
into their final digital ensemble story.
Their digital ensemble stories were also used as items for data analysis
and evidence of their literary engagement. These comprised their
selected digital ensemble clips, narration, music, sound effects and text,
sound-mixed together as a final digital narrative.
4.6.5 Evaluation	
  rubric	
  
Heidi Goodrich Andrade (1997) describes rubrics as:
a scoring tool that lists the criteria for a piece of work, or ‘what
counts’ (for example, purpose, organization, details, voice, and
mechanics are often what count in a piece of writing); it also
articulates gradations of quality for each criterion, from excellent
to poor (p.14).
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This instructional matrix can help to outline expected characteristics
and criteria within a teaching and learning activity and also point
towards, and therefore help to avoid, common oversights (Goodrich
Andrade 1997, Popham 1997). These are powerful educational tools that
help to define and categorise the level of quality that is expected; they
‘can improve student performance, as well as monitor it, by making
teachers’ expectations clear and by showing students how to meet these
expectations’ (p.15). They help students to engage in critical self and
peer assessment and are also superb timesaving tools for teachers
(Goodrich Andrade 1997, Popham 1997).
An evaluation rubric was designed by the researcher to evaluate the
students’ digital ensemble stories for evidence of literary engagement
through content and design. The rubric designed for the first cycle
focused on story structure and was based on digital storytelling rubrics
sourced from Porter (2005) and Barrett (2006) as well as the website
Integrating Digital storytelling in your Classroom Integrating Digital
Storytelling in your Classroom 2006). Subsequent rubric designs for
the second and third cycles included a more in-depth analysis of literary
engagement, drawn from the work of Keene & Zimmerman (1997).
These rubrics required evidence of specific personal and emotional links
between the students and the texts under the three categories of Text-toSelf, Text-to-Text and Text-to-World. These rubrics are included in
Appendix 6.
4.6.6 Ethnographic	
  observations	
  
Ethnography is:
directed towards producing what are referred to as ‘theoretical’,
‘analytical’, or ‘thick’ descriptions (whether of societies, small
communities, organizations, spatial locations, or social worlds).
These descriptions must remain close to the concrete reality of
particular events but at the same time reveal general features of
human social life (Hammersley 1990, p.598).
Design-Based researchers (Bell 2004, Collins et al. 2004, Hoadley
2004) have noted the prominence of ethnography as a methodological
approach to researching elements of change and ‘change agents’ in
educational settings.
Furthermore, Bell (2004) asserts that:
[r]ecognizing the systematic rigor and ecological validity
associated with well-executed ethnographic work, this form of
design-based research can be understood as attending to the
alignment of designs with their ultimate embedded contexts-ofuse as understood and mediated by those engaging in the
activities (p.248).
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Accordingly, the researcher documented each phase and design decision
as ‘thick descriptions’ throughout the three cycles of this research study
in a systematic implementation log. This log took the form of both
written and digital formats, which was collated into one research
journal. Denscombe (1998) suggests that ethnography is ‘a description
of peoples or cultures’ (p.84). Therefore, in this study, the following
details were recorded in the implementation log: the implementation of
the initial theoretically informed design in cycle one, perceived
engagement of students with the process, implementation issues and
notes about further research into the literature in certain areas that may
inform subsequent design along with participant feedback. The purpose
of using this method is to document the cyclical evolution of the design
through a narrative that endeavours to convey intricacies of each design
decision made by the researcher (Hoadley 2002, 2004).

4.7 Data	
  analysis	
  
The process of analysing the data is a ‘taxonomic process of sorting and
classifying the data that have been collected’ (Green et al. 2007).
Research in this regard has identified the four key stages of the process
as immersion in the data, coding, categorising, and identifying themes
(Gibson 1998, Greene 1995). Data from all sources were analysed
individually and codes, categories and themes were generated. These
were then cross-referenced with each data source and grouped together
under similar patterns. Re-coding and re-categorising occurred where
necessary for refinement purposes. Themes were generated and input
into a table with data from each source as evidence. Tables, indices, flow
charts and Excel were used to organise the data. The ENaCT model was
used as a framework for analysing the data. Specialist software such as
NVivo or SPSS was not availed of because it was felt that this would
detract from the richness of the data. Full immersion in the data was
prioritised.
4.7.1 Video	
  data	
  	
  
The major source of data from this project was derived from the video
recordings. All video recordings of the workshops as well as studentcreated digital artefacts were filed according to the design cycle, in a
Data Collection folder and categorised under Process and Product
(DC_1-> Data_Collection-> Video->Process). The workshops ran from
9.30am to 3.30pm with three breaks and recordings were paused during
break times. After the workshops the recordings were renamed in
accordance with the corresponding section of the workshop layout (e.g.
1_ensemble_fluency; 1_making_connections). The Product folder
contained the digital artefacts, filed according to group numbers. A
separate folder was created for Data Analysis and this contained the
organised vignettes and still images selected for analysis as well as the
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coded and categorised datasets (DC_1->Data_Analysis->Video>fluency).
4.7.1.1 Data	
  selection	
  strategies	
  	
  
Derry, Pea et al. (2010) infer the difficult nature of determining a
systemic strategy for selecting vignettes of a video corpus that attempt to
portray the authentic components of a complex learning environment.
The affordance of new technologies facilitate the capturing and storing
of interactional details in learning but also pose the occasionally
unwieldy ‘problem of how to extract data and meaning from the large,
complex video corpora that such research creates’ (Derry et al. 2010,
p.6). So, how do researchers select their clips for closer analysis?
Research suggests the importance of conceptualising the nature of the
selection and to regard the video segment as ‘events’ (Derry 2007, Derry
et al. 2010, Zacks and Tversky 2001). In his work on meanings in
ecosocial systems, Jay L. Lemke (2000) asks ‘[h]ow do moments add up
to lives?’ and describes such video ‘events’ as a sort of time-lapse capture
of objects because they have multiple layering systems comprised of
various components and timescales. It would appear then to the
researcher that since the literature concerning video research suggests
that macroevents such as entire classroom events can be studied, minor
events depicting authentic learning moments across topics may be
termed ‘microevents’. Hence, considering data in terms of macro and
micro -events is one method of selecting and organising data.
The interest of this research lies within the process of literary
engagement as experienced by students through and with the use of
digital ensemble tools. Therefore, the events will include those in which
students first encounter the literature, the active literary engagement
techniques and the digital ensemble tools. The timescale that was
considered reasonable for each selection was the period of time the
participants encountered, engaged with and demonstrated active
comprehension of the strategies and approaches to engaging with
literature. These can be considered microevents for the purposes of this
research. The macroevents comprise the time it takes for participants to
experience how the overall approach can help the participants to engage
socially, emotionally, physically and personally with the literature as
demonstrated by their creation of meaningful digital narratives. Such
events may also be called ‘critical events’ (Powell et al. 2003, p.413).
Selection of video data was also done at each stage of inquiry. These
stages comprise: (a) planning the research, (b) capturing initial video
footage, (c) selecting the initial video clip (d) performing focused
analysis of video clips, (e) developing the final product and (f)
addressing the archiving and curatorship issues (Derry et al. 2010, p.8).
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Practical and technical issues were also considered after the second
phase of inquiry, which included camera and microphone position,
footage time and timing, angles and camera editing options. Due to the
nature of the research questions and the orienting theoretical
framework a deductive approach to selection for data analysis was
adopted (Alibali and Nathan 2007).
The process of selecting data for narrative power was also considered for
this study. The aims and goals of the research were clearly outlined by
the researcher and therefore the principles of disciplined subjectivity
were employed since the researcher’s narrative and perspective were
made as transparent as possible throughout the process. The video data
corpus and video segments were viewed and reviewed by the researcher
recursively to inform the research design and redesign as precisely as
possible (Bateson 1989). As such, the most salient video segments were
selected as representative of the students’ learning narrative (Tobin and
Hsueh 2007). Jerome Bruner’s (1986) rationale for using the ubiquitous
nature of narrative to organise thoughts and contextualise meaning
seems apt in the use of such practices. He articulates that:
[u]nderstanding is the outcome of organizing and contextualizing
essentially contestable, incompletely verifiable propositions in a
disciplined way. One of our principal means for doing so is
through narrative: by telling a story of what something is ‘about’
(p.90).
Therefore, it was felt that this study to explore the potential of
technology to augment student’s literary engagement processes required
a blended selection strategy to both locate and analyse data in order to
find patterns and to support an evolving narrative.
4.7.1.2 Pattern	
  finding	
  
The process of pattern finding was based on Erickson’s (2006) deductive
approach to inquiry. This is a part-to-whole deductive approach in
which the researcher parses the data for explicit and particular types of
events. This approach is employed when the research is directed by
hypotheses, theories and specific interrogations. Erickson’s manifest
content approach also helped to find patterns in terms of analysis of
pedagogy and subject methodology.
Preliminary representations of the data were developed to inform
decisions about transcription and still captures such as the amount and
detail required. Salient vignettes were transcribed as described below.
4.7.1.3 Cross-‐referenced	
  indexing	
  	
  
A system of cross-referenced indexing was used whereby the
researcher’s ethnographic observational field notes were time-coded.
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Therefore, the time recorded on the field notes could be crossreferenced with the video recording for potential pattern finding. The
researcher also created a content log upon the first parsing of the data.
This acted as a time-indexed outline of the video. These content logs
contained thematic and narrative details on macro and micro -events.
The combination of both of these notes and logs informed the selection
of vignettes for in-depth analysis at a later stage.
4.7.1.4 Coding	
  
In her research into dialogic inquiry of families in museums Doris Ash
(2007) used flow charts to catalogue the data by the events that are
seemingly representative of the research topic or questions. This
research also used flow charts to mark macroevents in the video data
about the occurrences of student engagement with the process from an
ensemble perspective, a technology perspective and a literary
perspective. Thematic coding was used in accordance with the ENaCT
framework, as discussed in the next chapter, to compare such events for
ensemble, narrative, collaboration and technology. Then within these
macroevents, the microevents such as social interaction during the 32Second Macbeth approach, were examined.
Matrices of still frames of the video data were then composed. This
draws from a similar coding approach used by Angelillo, Rogoff et al.
(2007) in their studies on instances of meaningful social interactions.
Therefore, this research study also employed a matrices method which
allowed the researcher to characterise types of engagement with
ensemble, narrative, collaboration and technology. These were then
used to help code the microevents extracted from the data.
In addition to this, representative moments within these microevents
were transcribed. These usually consisted of between 20 seconds and
one minute in length. These were cross-referenced with content logs and
field notes to develop a reliable record of the most striking learning
moments in the data, according to the researcher.
4.7.2 Levels	
  of	
  coding	
  	
  
Analytic codes were used to label all datasets because according to
Graham Gibbs (2007) such codes retreat from descriptive tagging of
events to embrace a more theoretical and analytical probing of the
participants’ thought processes behind the actions (p.43).
Concept-driven and open-coding processes were employed during the
coding of data. Concept-driven codes are derived from the research
literature and the researcher’s conceptualisation of the research
questions. Data-driven or open-coding is a process whereby
preconceptions of the topic or data are shunned and the researcher
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starts analysis without codes in mind and instead generates them from
the data only (Gibbs 2007, Green et al. 2007).
The concept-driven codes included ensemble, narrative, collaboration
and technology. These were derived from the theoretical framework for
the research, the ENaCT model conceptualised by the researcher,
outlined in the next chapter. Further codes were derived from the
Student Feedback Questionnaires (SFQ) in Design Cycle 1. These
included elements such as student enjoyment and pertinent issues to the
design such as time and frustrations with technology or ensemble.
Data-driven codes were also used throughout the analysis process.
These included ‘like stage crew’ (DCIII 2014, Student 30, GI5) which is
what one student compared the researcher/teacher to. The explanation
suggests that the teacher’s presence lingered in the background to
facilitate the learning process but the spotlight remained on the
students.
Cross-coding was also used to code a piece of data or dataset for more
than one element. This was done during the second, third and fourth
parsing of the data. During these latter stages of coding, if new codes
were generated from the data, previously coded data were revisited for
examination of instances of these same codes. Of course, the auto code
function in NVivo could have helped with this process and minimised
time spent manually analysing the data. However, it was felt that many
video ‘clips’ might have been omitted in the auto coding process and
therefore the manual option was adhered to.
When this first round of the coding process was finished, similar codes
were renamed and others were erased if deemed to be redundant.
Therefore, the code set became more practicable and manageable. In
the second round, the codes were then grouped together in a two-tiered
hierarchal system of Parent and Child themes (Gibbs 2007). There were
four such Parent themes – the original thesis framework of ENaCT and
the codes were categorised under these (e.g. Ensemble->code). Codes
were left in their gerund state (Charmaz 2000, 2006), whether they
reflected positive or negative data (e.g. identifying with the
character/being unable to connect). These analysis procedures were
adhered to throughout the three cycles and it was noted that similar
codes and themes were recurrent.

4.8 Ethical	
  considerations	
  
4.8.1 Participants	
  
The participants in this study comprised 72 post-primary students, both
male and female, three teachers of English and one deputy principal.
Students from Transition Year were selected. Transition Year is an
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optional programme for students between the junior and senior cycles of
post-primary education. Therefore, the age range of students in this year
is typically between 14 and 17 years old (DES 1993) The objective of this
year is to foster a sense of sociality and civic engagement within students
in the context of skills development, personal growth and experiential
education. There is less emphasis on standardised assessment practices
and more scope for movement within the timetabling of subjects and
educational experiences (DES 1993). It was for these reasons that
Transition Year students were selected to participate in the research
study. Further reference is made to the general aims of the Irish
system’s Transition Year programme in Chapters 5-7. Potential issues
and considerations regarding conducting research with minors is
detailed in the sections below.
4.8.2 Access	
  
An overt, open and honest approach was adopted for this research
study. First, the researcher contacted the gatekeepers of the schools by
letter of invitation to participate. An information sheet accompanied this
invitation (see Appendix 14). The researcher then contacted by phone
those school principals that responded and arranged a meeting with the
principal and school management. Subsequently, two schools were
selected to participate and a further meeting was arranged with the
school principal and interested teachers of English and the Transition
Year co-ordinator. Invitation letters and information sheets were also
provided to them. Management and participating educators signed the
consent forms, as did the researcher, and a copy was given to them to
retain. From this point, the researcher liaised with the teacher of English
designated as the contact point. It was noted that the school
managements and teachers involved were enthusiastic and supportive of
the research project and encouraged innovation within their practice.
Permission was granted to provide students with the invitation to
participate, an information sheet and the consent forms. This is detailed
below.
4.8.3 Consent	
  
4.8.3.1 Voluntary	
  and	
  informed	
  
Fontana and Frey (1994, p.372) stress that potential participants should
not be asked to take part in the research process until they have been
wholly informed about what it involves. All participants were made
aware that their participation in this research process was voluntary and
that they had the right to withdraw at any time, without affecting their
relationship with the researcher, the department, the institution or their
own school. Letters of invitation were disseminated to the schools with a
copy of the consent forms and information sheets for participants. With
the gatekeeper’s permission the researcher explained the purpose of the
research study and what the process would involve for students and took
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steps to ensure they understood the process. The possible benefits of
partaking in this study were explained as the opportunity to take part in
this new learning approach to English education. It was stated that there
were no known risks associated with the study. The consent forms and
information sheets were distributed to students who were asked to bring
them home to those who act in guardianship to them (parent /guardian
/carer) to sign should they wish to participate. They were instructed to
return the signed forms to their deputy principal by a particular date
(within two weeks) to be collected by the researcher. The researcher’s
contact details were also provided. Copies of these forms appear in
Appendix 13, 14 and 15. Only those students who returned their fully
completed forms were to be included in the research project. All
students in each class group returned the signed consent forms. This
process of voluntary and informed consent occurred at the start of each
design cycle.
4.8.3.2 Conducting	
  research	
  with	
  minors	
  
Since this research was conducted with minors, students under the age
of 18 years, permission was sought from them and their
parent/guardian/carer to participate in the study. Students were
facilitated to give fully informed consent and the participating schools
helped with this process and to ensure that the best interest of the child
was upheld and that they were given the right to express their views.
This is in accordance with Articles 3 and 12 respectively of the United
Nations Convention on the Rights of the Child as outlined in the British
Educational Research Association (BERA) (2004) guidelines. The
researcher, ‘critical friends’ or supervising teachers were Garda vetted
and complied with legal requirements and obligations for working with
minors. All efforts were made to minimise any form of distress or
discomfort that the participants may experience during the research
process as well as to ensure workloads did not over burden participants.
Incentives were not used other than the prospect of partaking in the
process itself and potentially contributing to educational research. The
issue of power was discussed at length with the students and was
stressed on numerous occasions throughout the process. It is vital that
participants know they have power to refute, opt out, decide not to
participate in every aspect of the research process (Robinson and Kellet
2004).
4.8.4 Confidentiality	
  	
  
All students were provided with gender-neutral pseudonyms and a list
of these was stored in a password-protected document on the
researcher’s computer. Questionnaire participation was anonymous.
The students’ digital-ensemble portfolios and other artefacts that were
used as data were anonymised. The video data was stored confidentially
and anonymised as much as possible. Vignettes of the video data appear
in this thesis and other publications and participants’ permission was
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sought for this. Identifying images or insignia were blurred out as
necessary. The schools were not identified and all measures were taken
to ensure confidentiality.
4.8.5 Data	
  protection	
  protocols	
  
The research in this thesis and other such publications will be made
available to participants should they desire to examine it. This is in
accordance with the ethical guidelines of BERA. Data collected for this
research project has been stored and managed securely. The electronic
files and folders are password-protected and the hard copy materials are
stored in a locked filing press. In keeping with the ethics regulations of
the NUI Galway Research Ethics Committee (REC) (2009) and general
audit requirements anonymised research data will be stored securely for
a minimum period of five years after completion of the research project.
In accordance with the Data Protection Act (1988 and 2003), as well as
BERA and NUI Galway REC guidelines research data must be either
archived or deleted securely and confidentially.

4.9 Chapter	
  summary	
  
This chapter outlined the research methodology undertaken in this
study. Design-Based Research was employed because of its iterative,
interventionist nature of designing instructional approaches in
naturalistic contexts. The rationale for using DBR was also outlined,
highlighting the merging of theory and practice and the need for
educational research to contribute to the advancement of practice.
The research methods were explained, as were the various data
collection instruments. Decisions regarding these were based on
characterising the issues and the research question: how can digital
ensemble be integrated into English education to encourage students to
engage with literature? Issues concerning triangulation, validity and
reliability were also clarified.
The origins and features of DBR were discussed, as were the limitations
of and contentions to the methodology. Ethical considerations
regarding voluntary consent, working with minors and data storage
were examined.
The next three chapters narrate the iterative process of the digital
ensemble intervention in English education with students aged between
15 and 17 years. The sensitivities and characteristics of the ENaCT
design model were echoed in the empirical findings throughout the
process and as a result were informed by these findings and the
theoretical base. Design Cycles One, Two and Three are detailed in these
subsequent chapters and include confirming and disconfirming
evidence for the prototype design model. Consequently, a robust
framework was developed, which is potentially adaptable and adoptable
by educationists developing a digital ensemble programme to encourage
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students to engage with literature. This model is summarised in Chapter
8.
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5 Chapter	
  5:	
  Design	
  Cycle	
  One	
  –	
  the	
  Pilot	
  Programme	
  
5.1 Chapter	
  Introduction	
  
The focus of this chapter is to describe the first implementation of three
design cycles. This is Design Cycle One and it constitutes the pilot
programme. This first cycle implemented a three-tiered approach to
using drama-based teaching strategies and technology in English
education. They are performative, comparative and reflective stages of
engagement with literature. For convenience, details relating to this
design cycle are colour coded in peach.
The previous chapter outlined the theoretical framework for learning
and literary engagement that provided the parameters for this research.
A review of the relevant literature informed the major design themes for
this model. These themes comprise the ENaCT framework and they are
ensemble, narrative, collaboration and technology. This chapter outlines
how the Design-Based Research process was implemented to address
design concerns and challenges to designing drama-based, technologyenhanced learning experience in English education. The approach
focuses on the use of a combination of collaborative ensemble teaching
and learning strategies and digital ensemble to support literary
engagement as described in Chapters 2 and 4. This is implemented
through a digital ensemble storytelling process. These practical
interventions were undertaken both in the schools and in the National
University of Ireland, Galway (NUI Galway) and are described in detail
in this chapter. The ENaCT theoretical framework guided each design
activity. Data were organised and filed according to (a) process, which
refers to the practical teaching and learning activities undertaken and
(b) product, referring to the artefacts, including the digital ensemble and
digital ensemble stories created by the participants. Data from Design
Cycle One comprised approximately 26 hours of video recordings
supported by student feedback questionnaires, group interviews,
ethnographic observations and the student artefacts.
Analysis and discussion of the data is presented under the four design
themes. In turn, the chapter outlines confirming and disconfirming
evidence for each of the design sensitivities that inform the ENaCT
framework. The chapter also offers suggested improvements for Design
Cycle Two in accordance with participant feedback from their
engagement with the literature learning process.

5.2 Educational	
  Context	
  
‘[D]esign-based research focuses on understanding the messiness of
real-world practice, with context being a core part of the story and not
an extraneous variable to be trivialized’ (Barab and Squire 2009, p.3).
Therefore, being in the natural or a naturalistic setting is of core
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significance when conducting such research, as is a sense of honest
collaboration with the practitioners involved (Barab 2006, Barab and
Squire 2009, Reeves et al. 2005).
5.2.1 Context	
  of	
  the	
  participating	
  schools	
  
Two secondary schools participated in this research project, comprising
45 students – 21 from School A and 24 from School B. One teacher from
each school also took part. One special needs assistant (SNA) and two
pre-service teachers were also present. It is important to note that while
two schools facilitated this research study they are not being compared
to one another in any way throughout this project.
School A is an all boys secondary school situated in the West of Ireland.
School B is a co-educational secondary in the West of Ireland. The
schools have a similar background, ethos and academic and pastoral
care mission. The schools offer similar choice in terms of subjects and
extra-curricular activities. With regards to the subject of English, both
schools have lively debating societies, encourage public speaking and
produce an annual school musical or drama performance. School B
encourages drama teaching strategies in English and Transition Year
students have been engaged with the film making process, including the
use of special effects makeup. Both schools are equipped with a
computer room, housing 25-30 personal computers (pcs) running
versions of Windows ranging from 98 to Vista. School B is planning
significant development in the area of technology and new media for
teaching and learning. The students in both schools do not avail of or
use daily any form of mobile technology as approved or initiated by the
schools for teaching and learning purposes.
5.2.2 Senior	
  Cycle	
  Students:	
  Transition	
  Year	
  
Transition Year is designed to act as a bridge between the junior and
senior programmes (DES 1993). Its general aim is to prepare students
for civic engagement through encouragement of their personal, social,
education and vocational skills. The focus therefore, will be on the
academic, social and experiential learning of students within the English
subject methodology.
This is also aligned to the aims of the reformed Junior Certificate – the
Junior Cycle Student Award (JCSA) (DES 2012b). Changes and
advancements in this area have impacted upon the general outlook and
pedagogical approach of this programme, as discussed in Chapter 2.
5.2.3 English	
  methodology	
  	
  
As described in Chapter 2, the Leaving Certificate English syllabus
stresses the primacy of lifelong learning in terms of oral and written
language skills (NCCA 2000). The methodology may be summarised as
a study of a composite of language functions that interconnect to convey
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meaning, with a view towards engaging students actively and
imaginatively in literature and language learning. As outlined in Chapter
2, students are required to undertake a summative assessment of the
two years of learning English, the Leaving Certificate.
5.2.4 The	
  learning	
  environment	
  at	
  NUI	
  Galway	
  
Within the campus-based section of the School of Education at NUI
Galway there are three classroom-style settings for use. These entail
standard desks and chairs to accommodate 30 students, an instructor’s
desk with a networked pc and an interactive whiteboard. For the
purposes of this research, the Apple iPedagogy Suite was used, which is
of the same layout but incorporates 20 iMacs aligned along the walls
and an instructor pc and iMac. All iMacs were running the moviemaking application iMovie and the animation software I Can Animate at
the time of this first design cycle.
5.2.5 Liaising	
  with	
  practitioners	
  
Since the premise of Design-Based Research is to liaise and collaborate
with practitioners the researcher endeavoured to ensure that the
foundations of a working relationship were formulated from the outset
(Reeves et al. 2005). As a former secondary school teacher the
researcher was able to communicate with practitioners in the language
of teaching. Therefore, the researcher connected with teachers and
school management regarding the English curriculum, assessment,
teaching strategies, barriers to effective integration of the interventions
and timetabling concerns. Working with senior cycle students at postprimary level is demanding both on the students themselves and the
school system due to the constraints and demands of the curriculum and
focus on the State examination (Berg 2004, Burgess 1991). Therefore, it
was decided to work with Transition Year students, as explained in
Chapter 4. Consequently, the intervention could still be employed within
the parameters of the English curriculum and aligned to current and
developing assessment strategies at senior cycle. The range of English
literature and multimodality of the texts, as discussed in Chapters 1 and
2, was negotiated with the practitioners involved. It was decided that the
literature covered in each design cycle would be aligned with the
prescribed material for English at senior cycle (NCCA 2000). The
assessment strategies would include a wide range of assessment for and
of learning, to be decided by the researcher at each phase and approved
by the practitioners. It was decided by the practitioners that the various
teaching strategies employed would be left to the discretion of the
researcher due to the researcher’s teaching experience. Teaching
strategies were grounded in drama-based exercises with a particular
focus on ensemble, differentiation and catering for learning diversity.
Barriers to effective integration of the intervention were discussed with
the practitioners and the school management team. Such barriers that
were negotiated included the amount of time the school could afford to
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the process as well as the willingness and availability of practitioners to
participate. Accordingly, it was decided that two link practitioners would
be associated with the study and as such either one or both of these
practitioners would be involved in each stage of the three design cycles.
The issue of the school timetable also needed to be addressed so as to
accommodate the design process for the best possible outcome for the
students. Since the researcher had teaching experience, most potential
issues concerning timetabling were foreseen and therefore dealt with
efficiently and effectively in collaboration with school management.
Although liaison and collaboration with practitioners was crucial, the
researcher and practitioners agreed that the researcher would be the
main “teacher” on the programme.
5.2.6 School-‐university	
  partnerships	
  	
  
Such collaboration between the practitioners and the researcher is a
vital step towards building school-university partnerships (Mitra 2005,
Tolonen and Sampson 2014). Both schools had worked with the School
of Education in NUI Galway in facilitating school placement of preservice teachers on the various teacher-training courses offered by the
School of Education. School B were somewhat familiar with
collaborating with the university to engage in workshops for their
Transition Year students. School A was not experienced with such
university-based, collaborative endeavours. However, neither school
had established an enduring link with the university that facilitated their
Transition Year students and teachers of English engaging with a digital
ensemble programme of literary engagement such as this.

5.3 Design	
  Cycle	
  One	
  Overview	
  	
  
This first design cycle was conducted in October and November 2012
over a three-week period, one day per week from 9.30am to 3.30pm
with each school. One 40-minute class period of English per week was
also allocated to the process. As discussed, participants comprised
Transition Year students and teachers of English were liaised with
throughout the process. The researcher and research supervisor
facilitated the workshops while four guest teachers observed. The
content of the workshops involved comprehending, exploring and
analysing Shakespeare’s Macbeth (1623) using a combination of
ensemble-based teaching and learning strategies and technologyenhanced learning such as creating animations. As described in Chapter
2, ensemble-based teaching and learning strategies include a range of
collaborative methods and resources inspired by drama techniques and
activities that are used to explore texts with students. Examples of such
strategies are included in Appendix 2. In this pilot phase the process of
digital ensemble refers to the use of constructionist, technology such as
animation software to support students’ digital portrayal of the
literature. The concept of digital ensemble evolved during this first
cycle, as will be presently discussed. The video data contained in this
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chapter concentrates on the process of literature learning through
ensemble while some vignettes of the animations, as digital stories, is
also discussed.
5.3.1 Module	
  design	
  	
  
The schedule for the three weeks is outlined in Table 5.1 below.
Design Cycle I

3x3x3 Layout

Module Outline

• 3 x weeks
• 3 x workshops 9.30am-3.30pm
• 3 x 40-minute English classes
Week 1

Class 1

Activity 1: Ice Breaker Activities
Topic Introduction: Approach, the Task and the Criteria

Workshop 1

Ice Breaker Activities
Activity 2: Viewing of the Animated Tales
Activity 3: Ensemble Activities

Week 2

Class 2

(a) Performative
(b) Comparative
(c) Reflective
Addressing concerns and issues

Workshop 2

Ice Breaker Activities
Activity 4: Narrative Technologies

Week 3

Class 3

(a) Stop Frame Animation (I Can Animate)
(b) Comic Collages Comic Life)
(c) Social Media (Twitter, Inc.)
(d) Digital Storytelling (iMovie)
Addressing concerns and issues

Workshop 3

Ice Breaker Activities
Finalise and Export Digital Story
Activity 5: Digital Story Showcase
Discussion
Activity 6: Conclusion and Feedback

Table 5.1: Module Outline for Design Cycle One

During this cycle, one workshop was held in the Apple iPedagogy suite,
School of Education, NUI Galway and the other two were facilitated in
the schools. One 40-minute English class period per week was also
allocated to the programme. This layout was the same in both schools.
The purpose of the first workshop was to (1) gain an understanding of
the participants’ prior knowledge and engagement with the literature (2)
to explore their experience of this pedagogical approach and of
technology in English education and (3) to introduce participants and
teachers to this ensemble pedagogical approach using The Animated
Tales and the 32-Second Text approach (BBC 1992, Folger 2007). The
Animated Tales, also called The Animated Shakespeare, is a series of 12
30-minute animation adaptations of William Shakespeare’s plays. Leon
Garfield wrote the truncated scripts and the BBC broadcast them. The
32-Second Text approach is a technique owing to Folger’s 32-Second
Macbeth (Folger 2007). This is a condensed script of Macbeth in 21
quotes, which synopsises the drama using nine actors. Following the
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module participants were invited to complete a student feedback
questionnaire. The researcher also facilitated a group interview with
participants. The purpose of this was to afford participants the
opportunity to express their opinions, thoughts and feelings about this
approach to English education.
5.3.2 Aims	
  and	
  learning	
  outcomes	
  
The aims and learning outcomes of the interventions are set out in this
section. For a full list of these as related to the ENaCT framework, please
see Appendix 5.
5.3.2.1 Design	
  aims	
  
The primary design aim of this first phase was to investigate the
relevance and robustness of the ENaCT framework. Of particular
concern to the design was to ensure that the student voice is given
sufficient weight during the intervention process and the feedback
phase. In terms of the ensemble design, the aim was to explore the use
of various ensemble strategies for engaging with literature and to
investigate what types of learning technologies best support and
augment ensemble approaches to teaching English. With regard to
technology, the primary aim was to establish the nature, amount and
reliability of the tools. For a list of these design aims as relevant to
ENaCT, see Appendix 5.
5.3.2.2 Learning	
  aims	
  	
  
The overall aim for student learning for Design Cycle One was to
empower students to use ensemble-based teaching and learning
strategies to engage with literature. One of the main aims was to
empower students to utilise the combination of storytelling technologies
and ensemble strategies to create a digital story that reflects their
literature learning. Of significance was the reinforcement of students’
technology self-efficacy, as was the development of students’ capacity for
digital ensemble to connect with literature personally, socially and
critically. A full list of these learning aims for students is included in
Appendix 5.
5.3.2.3 Learning	
  outcomes	
  
At the end of this module it was hoped that the students would be able
to experiment with the combinations of constructionist technologies and
ensemble-based teaching and learning strategies to engage with
literature. These learning outcomes included (i) to synthesise
technologies with ensemble-based teaching and learning strategies to
collate, edit and create a digital ensemble story and (ii) to evaluate and
reflect on the structure, content and value of their digital ensemble
stories in terms of the English literature experienced. These learning
outcomes are listed in Appendix 5.
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5.3.3 Assessment	
  
5.3.3.1 Design	
  brief	
  
The design brief included the task descriptor and storytelling templates,
examples of which appear in Appendix 6 to 11. The brief included
specific guidelines under (a) process and (b) product for participants to
follow. Bloom’s Taxonomy of the Cognitive Doman was used a guide in
developing assessment for and of learning that was aligned to the
specific learning outcomes (Bloom and Krathwohl 1956). The brief
includes such evaluation requirements as diagrams, ensemble
embodiments, group demonstrations, news items, digital ensemble
stories and reflective video logs (vlogs). This list appears in Appendix 5.
5.3.3.2 Resources	
  
The following is a list of resources that were utilised throughout the first
cycle: poster paper, technology labs with iMacs, animation software,
iMovie, plasticine and a list of ensemble-based strategies. These
resources are included in Appendix 5.
5.3.3.3 Evaluation	
  rubric	
  
The evaluation rubric was one page in length, included 10 set criteria
and was designed to correlate to the learning outcomes outlined in
section 5.3.2.3 above. The design was based on that used by the Center
for Digital Storytelling (CDS), the Analytical Student Scoring Guides
(Porter 2005), ‘Researching and Evaluating Digital Storytelling as a
Deep Learning Tool’ and the Integrating Digital Storytelling Into Your
Classroom Website (2006). These criteria are outlined in Table 5.2 and a
copy of the full rubric is included in Appendix 5.
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Criteria

Description

Citation

Category 1: Planning
Storyboard

Complete and detailed evidence of planning
throughout entire storyboard, including
sketches, sequencing, pacing, script, images,
music and sound.

Length

Length of digital story is between the
required 3-4 minutes.

(Barrett, 2006)

Category 2: Mechanics

Titles & Credits

Grammar and
spelling

Titles and credits are excellently written and
positioned. All work credited where
necessary (e.g.texts, music).
Grammar and spelling are correct (for the
dialect chosen) and contribute greatly to
clarity, style and story development.

http://its.ksbe.edu/dst/
(Robin, 2006)
http://its.ksbe.edu/dst/
(Robin, 2006)
http://its.ksbe.edu/dst/
(Robin, 2006)

Category 3: Key Moments
Reason for choosing
key moment

Clear rationale for choice of particular
critical incident or key moment from the
text(s)

(Porter, 2005)

Description of key
moment

Clearly describes the most engaging features
of the key moment from the tex(s).

(Barrett, 2006)

Demonstrates change
in thoughts or actions

Clearly conveys how the key moments from
the text(s) have developed their critical
thinking about the most pertinent issues
dealt with.
Category 4: Story Structure

(Barrett, 2006)

Dramatic question(s)

Use of strong dramatic question; opening
statements demonstrate thoughtfulness and
creativity and engage audience in an
interesting and subtle fashion.

(Barrett, 2006)

Personal narrative

Well organised narrative. Story is clearly
told in the first person, conveys why events
are important and how they affected the
author. Expresses the author’s thoughts and
feelings.

(Porter, 2006)

Resolution of
dramatic question

Dramatic question is clearly resolved. Story
is concluded through the use of details from
the text(s) that allow the audience to
interpret the message of the story. The
audience feels satisfied.

(Barrett, 2006)

Table 5.2: Rubric design for Design Cycle One

5.3.4 The	
  Workshops	
  and	
  classes	
  
The workshops comprised two sections: the use of ensemble activities to
explore key moments, characters and plot of the selected text and the
use of digital ensemble to enable and encourage the participants to
critically reflect on their literary engagement by using animations to
create a digital ensemble story. The workshops entailed the literature
process through the implementation of digital ensemble activities. The
40-minute class period facilitated a discussion about the process to
ascertain participants’ progress with the approach and to identify any
issues or difficulties. The focus literature was the drama, Macbeth by
William Shakespeare (1623). During the workshops participants created
a digital story of their engagement with plot, characters and themes in
Macbeth. This process involved a segmented approach whereby first of
all ensemble teaching strategies were implemented with participants to
explore and analyse character motivations, narrative structure and
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themes in the play. Then participants created animations and compiled
digital stories, which reflected their embodied engagement with the
literature. The participants were unfamiliar both with the literature and
the technologies used. Participants engaged in a series of six design
activities, as outlined in Table 5.2 on the previous page: (1) Icebreaker
Activities, (2) Viewing of the Animated Tales; (3) Ensemble Activities;
(4) Engaging with Digital ensemble; (5) Product Showcase and (6)
Conclusion and Feedback Activity. As outlined, these activities were
conducted over the three-week period with each school and are
described in detail in the sections below.
5.3.4.1 Activity	
  1:	
  Icebreakers	
  	
  
Using icebreaker and warm up activities is an important strategy to
reassure students that risk-taking is a cornerstone of learning and to
create positive and energetic learning environments (Berry 1994;
Dornyei 2001; RSC, 2013). For this reason, the first part of the
workshop involved engaging in a series of icebreaker activities, as
depicted in Figure 5.1 below. Here the participants are using the Group
Counting game as a warm up. This involves an even number of students
counting to a designated odd number and throughout the process
substituting every second number for a gesture, a sound or a movement.
It is a fun and energetic way to start the day’s learning. A list of these
activities is included in Appendix 2. The purpose of these activities was
to enable introductions where necessary and to create a dynamic

Small group counting

Silently arrange by Date of Birth

Figure 5.1: Icebreaker activities

educational atmosphere that was grounded in creativity, physical
expression and an awareness of physical and personal surroundings.
These important elements can help to create a resourceful learning
environment in which students can explore the world of a text and are
free to make their own meaning from it (Hourd 1970).
Activities involving circle-based games, ensemble walking, silently
arrange each other according to date of birth were used as warm up
activities also. A comprehensive list of these activities is provided in
Appendix 2.
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5.3.4.2 Activity	
  2:	
  Viewing	
  of	
  the	
  Animated	
  Tales	
  	
  
Once the icebreaker activities were completed the participants were
asked to don nametags for the purpose of familiarity and smooth
running of the workshop. Then, as Figure 5.2 depicts, they were
introduced to the story of Macbeth using Leon Garfield’s BBC-produced
animation, Shakespeare: The Animated Tales, which is 30 minutes
duration (BBC 1992).

Figure 5.2: Participants viewing Shakespeare: The Animated Tales (Macbeth)

5.3.4.3 Activity	
  3:	
  Ensemble	
  activities	
  	
  
Upon viewing this students responded to the plot and characters using
the 32-second Macbeth ensemble process (Folger 2007). As described in
section 5.3.1 above, this is an abridged version of Macbeth in 21 quotes
summarising the play’s action and involving nine actors. Other
ensemble methods used included tableau, blocking, hot seating and
freeze frames. These are described in Appendix 2. The purpose of the
ensemble segment of the workshop was to provide students with
opportunities, through embodied learning, to explore, engage personally
with and respond to the text and to each other’s interpretations of it.
5.3.4.4 Activity	
  4:	
  Engaging	
  with	
  digital	
  ensemble	
  	
  
The second part of the workshop using digital ensemble ensued. First,
students were introduced to I Can Animate (Kudlian 2008), to facilitate
stop frame animation and iMovie (Apple 2008), which facilitates
postproduction of the animation. Students were asked to animate Act
One, Scene One of Macbeth from any one particular character’s
perspective. Plasticine was provided from which students could fashion
their own characters and props and they were given a freedom in terms
of the direction and scope of the animation.
5.3.4.5 Activity	
  5:	
  Product	
  showcase	
  
Participants engaged in various forms of showcasing their products and
the process involved in their digital artefact design. Story circle activities
allowed participants the opportunity to share their thought process with
the rest of the group and discuss their engagement with the text as well
as the narrative and design of their digital story. At the end of each day
every group presented their digital story to the whole cohort, regardless
of what stage in the production the groups were at. This provided the
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groups with an occasion to view their digital story on the projector, to
analyse the strengths and weaknesses in their work and also to view and
provide feedback on their peers’ digital creations (Nicol and
Macfarlane‐Dick 2006, Stevens and Aleamoni 1985).
5.3.4.6 Activity	
  6:	
  Conclusion	
  and	
  feedback	
  
The third workshop entailed a final showcase of the digital stories, a
concluding discussion and group interviews.
5.3.5 Data	
  Analysis	
  	
  
The data was derived from video recordings of the workshops, group
interviews, ethnographic observations, student feedback questionnaires
and student artefacts, such as animations. However, due to the fact the
time constraints meant that their digital stories or animations were
quite brief, the focus of this pilot rests primarily on the experiences,
opinions and feelings of the participants regarding the process, rather
than on their digital stories as products.
The questionnaires sought information regarding participants’
experiences and opinions of the workshops. In section A of the
questionnaire participants were invited to rate various aspects of the
content of the workshop on a five point Likert-type scale of Excellent,
Very Good, Good, Fair and Poor. Section B contained qualitative
questions concerning participants’ experiences during the workshop.
Data from the group interviews and observations are also discussed. All
45 participants partook in each stage of the process (Pilot 2011-12b). In
conjunction with this data corpus, anecdotal feedback from liaising
teachers helped to inform the design of Design Cycle Two.
All participants provided fully informed consent to participate and
permission to utilise all student artefacts and video data for analysis.
Participants were assured that necessary steps would be taken to protect
confidentially and anonymity and to ensure non-traceability.
Questionnaire data were imported into Excel for analysis. The reasons
for this were because of the small quantity of respondents and the
qualitative nature of the data. Therefore, as outlined in Chapter 4, it was
felt that specialist software such as SPSS or NVivo was not needed for
this. Evidence of authentic learning moments was captured using video
recorded workshops. Group interviews were used to collect feedback
from participants regarding the approach to English education. A
framework analysis using ENaCT was employed and open coding and
categorisation were used to organise and analyse these datasets, as
described in Chapter 4. Evidence of engagement with the literature was
collected with the digital stories and other student artefacts such as a
completed storyboard. The rubric was used to analyse these data.
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5.4 Findings	
  and	
  Discussion	
  	
  
The data were analysed to explore the potential impact of a digital
ensemble process using drama-based teaching and learning strategies
and digital storytelling on student engagement with literature. The
ENaCT framework outlined in Chapter 4, was used to analyse and frame
the discussion of the findings. This framework emerged from the
literature review and was used to inform the design. To recapitulate, the
four design themes of ENaCT are ensemble, narrative, collaboration and
technology and each theme is discussed under subheadings, or design
sensitivities. Some of these design sensitivities emerged from the
literature to inform the intervention design while others emerged from
the data and were consolidated into the design. As discussed in Chapter
4, the model for design research developed by McKenney and Reeves
(2012) suggests that the three phases of the design both inform and are
informed by research, design activities and outputs and interacting with
practice. Therefore, while the data are framed and analysed using the
ENaCT framework, they are also discussed in the context of the extant
literature to provide an integrated overview of the design process in a
naturalistic context.
5.4.1 Ensemble	
  
5.4.1.1

Quality	
  participation	
  

Figure 5.3: Performance activities rated by participants

As demonstrated in Figure 5.3, participants rated the usefulness of the
performance activities as a way to explore the literature. 34 participants
rated it as Excellent, 11 rated it as Good while no participants selected
any of the other three options (Pilot 2011-12b, Q.A3).
Participants articulated that they gained ‘comedics [sic] skills, dancing
and movement to show something’ and ‘a better knowledge of acting,
and experimentation with different methods’ from the workshops (Pilot
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2011-12b, Q.B1). During their group interview, one group added the
following insight:
Getting over yourself is the thing. You just need to not be so
bothered about what everyone else thinks. What they’re doing.
But, like, that’s how things work really anyway. Just get on with it
in your groups and then you get loads done. It’s way better. [The
researcher] made us think like this, like everyone’s afraid of
being silly [...] so she did it first (Pilot 2011-12a).
From the data it would appear that the process of becoming comfortable
with this new approach was important for the participants to be able to
become invested personally in the process. The researcher endeavoured
to develop a trusting relationship with the participants firstly by
acknowledging the awkward elements involved in creating the
ensemble-based learning environments both for the participants and the
teacher. As outlined in Chapters 2 and 4, Neelands (2009) describes
this ensemble process as a ‘way of modelling how through collective
artistry, negotiation, contracting of behaviour and skilful leading, the
ensemble in the classroom might become a model of how to live in the
world; a model of ‘being with’’ (p.4). The data characterise further
Neeland’s assertions, since participants appear to connect the approach
to real-world operations. The data exemplify the effect that
demonstrating respect and care for the participants’ concerns,
discomforts and flippant attitudes towards the process may have on
their outlook of it. Data also point to the development of a more
mutually-responsive working relationship between the participants and
the researcher as the process unfolds.
Figure 5.4 overleaf highlights one of the main performance-based
activities used during the first design cycle, the 32-Second Macbeth
(Folger 2007). This abridged version of Shakespeare’s Macbeth involves
nine characters and encourages the group to perform the summarised
version of Macbeth using voice intonation, action, sequence, pace and
queues to interpret and present the narrative. The objective is for the
group to perform this summary within 32 seconds. Participants
disclosed, ‘the short Macbeth play at the start was great. [...] yeah we
thought that that was a really good way to start the whole thing off’
(Pilot 2011-12a, Group 2: Student 12).
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Figure 5.4: Participants perform the 32-Second Macbeth

Thus, these data indicated that the participants considered this process
of developing an awareness of their performance to be an important
element of the ensemble method for them. As such, the 32-Second
Macbeth (Folger 2007) appeared to be a high-quality introduction to
and demonstration of the digital ensemble approach to the study of
literature. Video data depicted that this approach encouraged physical
activity and seemed to improve the participants’ ‘knowledge of acting’
(Pilot 2011-12b, Q.B1). Some video vignettes also illustrated that this
strategy encouraged participants to collaborate with one another to
ensure the timings of their performance within the required 32 seconds.
Participants explored various methods of portraying the short piece, as
depicted in Figure 5.4 above and Figure 5.5 below.
Student A: There’s only six of us.
Student B: We’ll just double up on
parts.
Student A: Aw, no way am I being
Lady Macbeth!
Student C: I’ll take it, [in mock
female voice] ‘Unsex me here’.
[Everyone laughs]
Student D: [points to script] You
have to do what is in the brackets,
that’s like, stage directions.
Student A: Ok, wait, we need a
plan.
Figure 5.5: Students collaborate during their performances of 32 Second
Macbeth (Folger, 2007)

This echoes the thoughts of Michael Boyd, Artistic Director of the Royal
Shakespeare Company, who argues that drama-based approaches
channel kinaesthetic learning and therefore by ‘engaging directly and
physically with the words and rhythms of the text, complex thoughts
and language start to make sense to young people and invite instinctive
and personal responses’ (Boyd 2008b). One participant’s response
seems to epitomise this concept declaring that:
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We didn’t really know how to do it but we just sort of got on with
it and did it. I think, like we were all saying that we think better
when we’re just doing it. Then we can see our mistakes and just
like redo over them (Pilot 2011-12a, Group interview 3, Student:
17).
This group’s digital story of Macbeth depicted their virtual embodiment
of key points and moments from the play such as the location and the
witches’ prophecies. The scenes were created using I Can Animate stop
frame animation against a green screen and then chroma key was used
to overlay the animations onto images. These digital ensemble scenes
are depicted as a news report in Figure 5.6 below. This artefact scored
56/80 on the rubric.

Title: Fair and Foul News

Witches SPELL doom for McB
Report on events of Macbeth

Transitions are well chosen to highlight
the key moments of the next scene. The
next scene is a battle at Dunsinane.

Scene 3: Not of woman born he was...
This scene represents an animation of
the witches’ prophecies. The animation
is overlaid on a battle scene image

Figure 5.6: Scenes from a digital story of Macbeth

These datasets appeared to reinforce Boyd’s assertions as participants
developed an understanding of the texts through engaging in problem
solving methods, which were active and fun.
5.4.1.2 Distribution	
  of	
  power	
  
During the group interview participants provided the following feedback
on the use of team teaching throughout the workshop:
I liked the fact there was two different teachers for a while, it
kind of breaks it up a bit and makes it not so boring. That’d be
cool if we’d that every day in school. They did try to get us to talk
and do all (participant’s emphasis) the thinking too. Maybe we
were all a bit quiet. Sure it was early. But we got to be like the
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leaders in our groups and [...] choose what we wanted to do (Pilot
2011-12a, Group interview 3, Student: 42).
These data indicated that the participants were developing an awareness
of the importance and effect of the distribution of power within
ensemble-based learning. While one facilitator led a discussion about
Garfield’s animation of Macbeth (BBC 1992) the researcher illustrated
participants’ responses on the whiteboard using a mind map. This act of
team teaching demonstrated to the participants an awareness of
different learning styles and a desire to promote a learner centred
experience for them. Video data, depicted in Figure 5.7 below, also
illustrated that the dialogue, growing rapport and the sense of space and
movement involved in team teaching and the ensemble process
endeavoured to promote a more physical environment in which the
participants were encouraged to be more physically and emotionally
present.

The 32-Second Macbeth activity
explained to the participants. The
researcher facilitates a Question and
Answers session while the teacher
places their feedback on the flipchart.
The timer is introduced.

Feedback from small group ensemblebased hot seat activity analysing the
motivations of the characters of
Macbeth and Lady Macbeth. The
researcher facilitates while the teacher
uses a mind map to organise
participants’ feedback.

Participants were encouraged to move
around the room and make full use of
the space during their engagement with
the 32-Second Macbeth activity.

Participants are organised into
randomly assigned groups according
to car manufacturers and begin their
ensemble-based activities to engage
with the text and embody the 32Second Macbeth.

Figure 5.7: Team teaching encourages the redistribution of power to explore
ensemble-based strategies
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In this way ensemble and constructionist learning seemed to provide the
opportunity for teachers to learn from students as much as students
learn from teachers. James Britton (1970) refers to this as
multidirectional learning. The lives of students are important for
bringing meaning to the text as well as making meaning from the texts
(Britton 1970, DCIII 2014a, Piaget 1962). Therefore, this digital
ensemble approach could encourage students to make more
multifaceted and mature connections with the world of the text by
exploring and unfolding their inner dialogues in a safe environment.
The data suggested that this encouraged participants to relax and
become more focused on their own engagement with the literature as
one group asserted that
we thought that the two teachers in the room helped a lot. It just
helped us to get on with it and there was always someone there to
help us when we got stuck with the play. It wasn’t like all sitting
down facing up and being quiet. You could ask loads of
questions, like anyone could. And we could decide what to do
ourselves (Pilot 2011-12a, Group interview 1, Student: 2).
This feedback suggested the benefits of considering a general
redistribution of power within the ensemble-based learning
environment towards an opening up of the democratic process of
learning. Neelands (2009) suggests that this democratic nature of
ensemble necessitates the presence of choice for the learner in order to
foster a willingness to personally invest in the process. Once the learners
are willing participants the democratic process of how to work together
comes into play. Neelands signifies that ‘[t]he demands of living and
learning together in drama require, in any case, a form of constitutional
learning based on the negotiation and continual re-negotiation of the
‘laws’ in the learning group’ (Neelands 2009, p.11). This essential
decentring of the teacher’s power underpins the premise of ensemble, of
‘how to live together in the world’, and therefore empowers the learner
and facilitates deeper engagement with the process (Neelands 2009 p.
11). Thus, the opportunities that this approach provided for participants
to be ‘like the leaders’, as Student 42 conveyed, and enjoy freedom of
choice, as noted by Student 2, seemed to afford the participants the
paradoxical control they needed to let go and immerse themselves in the
ensemble activities. This is especially important with English education
because students need to feel comfortable to release their emotions and
invest themselves personally in their comprehension and analysis of the
texts set before them. It would appear that students needed to feel that
their interpretations were valid and valued and as such different modes
of communication must remain open to them (DCI 2012). Therefore,
this practice of democratic learning through ensemble would need to be
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carried into the next phase of the design with a view to encouraging
active and multiple interpretations of the literature.
5.4.1.3 Physical	
  action	
  
Participants were asked about the usefulness of the icebreaker activities
to set an appropriate tone of work and fun for the day. Figure 5.8 below
shows that 32 participants rated it Excellent, 13 rated it as Good while
no participants selected any of the other three options (Pilot 2011-12b,
Q.A2).

Icebreaker	
  activites	
  n=45	
  
0%	
  
Excellent	
  

29%	
  

Very	
  Good	
  
Good	
  
71%	
  

Fair	
  
Poor	
  

Figure 5.8: Usefulness of Icebreaker activities as rated by participants

Thee warm up activities were used to set the tone for the learning
process, to incorporate an element of fun into the environment and to
introduce the participants to the concept of ensemble to explore the
literature. A full list of the warm up activities is detailed in Appendix 2.
These activities involved such tasks as participants silently arranging
themselves by date of births and the Eyes Down-Eyes Up strategy. This
method required participants to stand in a circle with their heads
bowed, eyes facing the floor until the entire cohort is called upon to look
up simultaneously. The objective is to make eye contact with a peer in
the circle upon raising your head. As each participant makes eye contact
with someone, the pair steps out of the circle until the final pair is left.
Another technique used was Walking the Grid. There are numerous
variations of this drama-based activity but the one used during the first
design cycle was to walk around the room, utilising the space to its
maximum potential. The goal is to make eye contact with a peer and
convey a certain emotion to them as specified by the facilitator, for
example anger, elation, suspicion or mistrust. This activity is depicted in
the video data as shown in Figure 5.9 overleaf.
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Eyes Up-Eyes Down Activity

Arrange silently by D.o.B

Figure 5.9: Participants partaking in the warm up activities

Figure 5.9 also demonstrates that at first the participants seemed
awkward partaking in the warm up activities. Furthermore, the image
below, Figure 5.10, depicts the warm up scene. One participant in the
background of the image indicated that she was unsure of what to do by
looking around and shrugging her shoulders while her peer responds: ‘I
don’t know either [...] there’s no room’.
Student A: Shrugs
shoulders, hand covers
face, legs crossed in an
awkward pose.
Student B: ‘I don’t
know either [...] there’s
no room’.

Figure 5.10: Participants appear unsure of the learning approach

Although this sense of discomposure may have been partly due to the
novelty of the approach and participants being unfamiliar with
undertaking such activities, this data pointed to the space constraints as
being a contributing factor to the aura of restrictiveness within the
learning environment. This is certainly contrary to the aforementioned
ethos of enabling students to “let go” and providing adequate and
appropriate space for investing personally in the ensemble approach to
engage with literature.
Thus, the data related an opportunity to create a more open and
unrestricted learning space and also to compile a bank of fun warm up
activities that could be used as a precursor to the literature-based
ensemble activities. There was also an opportunity here for the
facilitator to respond to this issue and invite the participants to move
the desks outside the room or for everyone to go outside to perform
these activities, weather permitting. Upon revisiting the literature on
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this point, it was noted that in her research on classroom ensemble
strategies, Tracy Irish (2011) attributes such missed opportunities to
being hesitant towards risk taking in teaching. This is outlined in
Chapter 2. Irish describes the wonderful messiness of learning through
ensemble approaches as involving personal, collaborative and relevant
problem solving while learning how to deal with all of the challenges and
opportunities involved in risk taking. Irish’s Action Research involving
schoolteacher, Karen, considers commitment and confidence as
influencing factors for resistance towards the use of and engagement
with ensemble in the classroom. Karen noted that not all activities
enjoyed immediate success and as such there was a level of spontaneity
required from the teachers in terms of reflective and reflexive
adaptation of the activities (Irish 2011).
According to Irish’s (2011) research, enthusiasm, determination and
motivation ought to play a key role in undertaking such activities
especially when inviting students to respond personally to literature.
This requires confidence because there is an element of risk to be
undertaken by the teacher and the participants and both must feel
supported to place themselves under the spotlight. This would seem to
concur with Dornyei’s (2001) emphasis on the importance of using
warm up activities to encourage positive attitudes among students. This
sets the tone for the ensuing ensemble teaching and learning experience
and positively contributes to Csikszentmihalyi’s (1990) concept of
motivational flow – a rhythm of learning based on complete
involvement in the task (Csikszentmihalyi 1990, Dornyei 2001). This has
been described in Chapter 3. Furthermore, English education is
concerned with being realised in the fictional world of the text while
making connections to reality and personal experience and this
empowers students and helps them to develop emotionally (DCIII
2014a, Goodwyn 2002, Goodwyn 2012, Goodwyn and Findlay 2002,
Hodgson 2011).Therefore, learning to engage with literature is a
personal and a social learning experience and as such care must be
taken to support student’s flow within the subject.
5.4.1.4 Quality	
  performances	
  	
  
Some participants suggested that in order to improve the quality of their
ensemble performances of the literature they would ensure that the
‘actors [were] less hyper and we would have more dialogue within
groups to make the quality better’ (Pilot 2011-12a, Group interview 1,
Student: 4). Participants also stated they would like to ‘have a trial and
edit it more so that it shows us acting to show what we knew of the play.
And the animations could have been better. We should have done
voiceovers and added cool music’ (Pilot 2011-12a, Group interview 4,
Student: 36). The quality of some the participants’ digital artefacts did
not seem to reflect adequately the amount and depth of engagement
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with the process and the literature. Figure 5.11 below shows participants
working on their projects and also captures scenes from their work. The
scenes are left as green screen and this digital story scored 44/80 on the
evaluation rubric.

Participants working with group-created
plasticine figurines to animate the duel
between Macbeth and Macduff.
Group 2 Digital Story Scene 1
Image 1: ‘Where’s your ‘borrowed
robes’ now you ‘dwarfish thief’. Die!
You, you, u-surper’

Participant uses iMovie software to
collate and edit the animated scenes to
create a digital story.
Group 2 Digital Story Scene 2
Image 1: ‘That’ll teach you not to
believe everything you hear, traitor of
the unborn!’.

Image 2

Image 2: Ill-placed text and full shot
not in view

Macbeth and Macduff prepare to duel.
Note the choice to provide Macduff with
Kingly attire while Macbeth is divested
of his royal attire. The narration also
uses language from the text in a
somewhat witty manner (Act 1 Scene 3
and Act 5 Scene 2)

Group 2 Digital Story: Macduff slays
Macbeth. The quip by Macduff refers to
the witches’ prophecy that no man of
woman born shall harm Macbeth.
However, Macduf reveals he was born
by caesarian section. Music, voiceover
and more intuitive transitions would
have enhanced this digital story.

Figure 5.11: Participants create their digital artefacts
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These images in Figure 5.11 on the previous page highlighted some of
the strengths and possible areas for improvements of the digital stories.
While some scenes convey knowledge of plot, characters and themes
others offer opportunities to explore further how this mode of
communication can help to convey connections between fiction and
reality as per the experience of the participants.
These data highlighted the importance of allowing sufficient quality time
for the showcase section of the process. This would afford students the
opportunity to present their work and provide and accept constructive
peer and teacher feedback on it and incorporate suggestions as
necessary. This showcase section of the process would perhaps
encourage students to engage in the process reflecting on and analysing
their digital ensemble work in progress. Furthermore, the showcasing of
their work at various intervals might afford students the opportunity to
critically appraise and defend their own work in relation to others and
express their connections with the literature in different ways, which is a
crucial aspect of English literature studies (Neelands 1985, Timpson and
Burgoyne 2014). Therefore, the emphasis is not placed on individual
texts that students are asked to memorise or recount study notes on but
rather it is placed on gaining a practical understanding of how to engage
with literature in its variant forms through an active and collaborative
process of digital ensemble. As such, it would be pertinent to
incorporate brief showcases of students’ assigned reflective tasks into
the process involving debriefing, drafting, reflecting and re-drafting.
Such a process of learning may benefit their digital story creation while
also proving vital for composing written analyses of and reflections on
the literature. The culmination would be the final reflection on the
participants’ work, the grand showcase of their digital ensemble story.
Personal notes such as ‘not to be shy and just have confidence’, were
also proposed by participants to improve their ensemble quality (Pilot
2011-12a, group 1).Other participants felt that they were ‘intimidated a
bit because it was new’ and ‘It was awkward’ (Pilot 2011-12a, group 1&4)
This ensemble -based approach to teaching English literature focuses on
the practice of social skills and its drafting and re-drafting nature aims
to reduce any sense of stage fright that students may experience (Petty
2009, pp. 258-9). Hence, it would be important to allow participants to
replay the ensemble activities before they commit to digitising their
work. In this light, participants could also benefit from a demonstration
of the physical action involved in such ensemble strategies.
However, participants stated that ‘we were in a friendly environment so
I had felt comfortable surroundings [sic] (Pilot 2011-12a, group 1).
Participants also expressed a strong desire to end each stage with a
sense of fun and a consolidation of ensemble activities implemented
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throughout the day advocating ‘at the end have a longer amount of time
doing fun activities’ (Pilot 2011-12b, Q.B3). Such an element of fun is
important for avoiding pressurisation of students into believing that
there is one correct answer concerning a text with which to furnish the
teacher or examiner. Rather, the aim is to allow students to relax into
the digital ensemble approach and engage on a personal, emotional and
social level with the literature.
In the group interview some participants said that they did not feel
intimidated by the requirement to engage in ensemble activities and that
they enjoyed the process offering such reasons as ‘because they were
well planned out’, ‘It was grand aul craic YOLO [You Only Live Once]
[sic]’, ‘we had actual fun, wow!’. They also communicated that ‘I’m stage
crew; yeah me too; we know all about this way and used it for this’, in
reference to their previous experiences with their annual school musical
(Pilot 2011-12a, group 1, 3 & 4). Here participants have highlighted that
effective planning, fun and previous experiences are essential
components of a positive learning experience for them. Petty (2009)
asserts the importance of planning and organisation for creating a
working atmosphere in the classroom stating that ‘[g]ood classroom
organisation allows the lesson to run smoothly, so that good
relationships can grow through positive experiences’ (p.104) . Therefore,
the classroom rules and regimes are consistently reinforced by most
teachers to ensure this positive experience and to allow for the fun to
develop in the classroom as these good relationships grow.
Participants cited ‘actual fun’ as something that was important to them
to aid their literature learning and this provided a cornerstone for the
next iteration. In a review of Royal Shakespeare Company’s Voice
Director, Cicely Berry’s work The Actor and His Text, Roger Gross
(1990) affirms that her work is ‘based on a profound modern insight:
playfulness and spontaneous physical action are prime generators of
creativity. They enhance creative perception and provoke creative
expression’ (1990, p.133). Gross avouches that Berry’s approach extracts
the drudgery and injects the fun into learning and it is this quest for
enjoyable education that remains at the heart of this design venture.
Therefore, combining good organisation of teaching and learning with
fun can enhance opportunities for engagement with the ensemble
approach, which can support the process of connecting with literature.
This feedback from participants also stressed the significance of prior
knowledge to them when they were introduced to the ensemble and
digital ensemble methods of learning. It is evident that this approach
has potential to build upon Piaget’s (1950) constructivist school of
thought and encourage a learning by doing approach. Piaget’s concept
sheds light on how we learn by constructing our own meaning from a
combination of prior knowledge and new instructional experiences
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(Piaget 1950). Therefore, students should be afforded time and
opportunity to construct meaning from the texts in a similar way.
Design cycle Two will focus on this. It was apparent from the video data
that at various points in the digital ensemble process participants were
tired, lethargic and seemingly disinterested. See Appendix 17 for data
concerning how a sense of disinterest manifested itself in the learning
environment because of this inaction.
5.4.1.5 Space	
  
Some participants stated that the design of the learning environment
‘was alright’ while others suggested that ‘the room lacked swag’ (an
abbreviation for swagger) and it was ‘too small and crowded with people
and chairs and stuff got in the way sure’ (Pilot 2011-12a, group 3 & 4).
Irish (2011) notes that her cooperating teacher, Karen discovered that
one element of an active, drama-based approach in English that was
both slightly troublesome and also a turning point for student
engagement was space. Irish’s data points to the issue of space as greatly
impacting the learning style and motivation of the students involved.
When their teacher, Karen advised them how to prepare the room,
moving all desks and chairs to one side before the lesson commenced,
students became familiar with and efficient in completing the change to
the room before the lesson commenced. Karen noted that the ‘physical
change of the room was significant in promoting a different approach to
the text. The girls were excited at the prospect of lessons in this format –
their cooperation in preparing the room at the beginning of subsequent
lessons was admirable and they got the change down to a fine art’
(Karen, cited in Irish 2011, p. 5).

Figure 5.12: Traditional-style classroom setting

As seen in Figure 5.12 above the environment was laid out in a
traditional-style classroom setting with desks and chairs arranged in
groups of between four and six angled towards the top of the room. The
iMac computers were stationed along the sides and back walls of the
room. Although the suitability and convenience of this layout may be
appropriate for some learning environments and learners, in this
instance data revealed that participants found it to be too restrictive for
engaging with the ensemble process.
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In concurrence with participant feedback, Figure 5.13 below highlights
that the space did not seem to be conducive to effective warm up
activities, ensemble activities, circle-based discussion and group work
required for this approach.

Figure 5.13: Room layout and lack of space is not conducive to the effective use
of drama strategies

As Irish’s (2011) study suggests, the physical space for an ensemblebased approach to the teaching of English bears significant impact on
the students’ experience. Therefore, a more appropriate space would
need to be organised for the second cycle of this study.
5.4.1.6 Pace	
  and	
  flow	
  
When asked what they would change about the workshop participants
suggested that they would like ‘time to make a play first as demo’ (Pilot
2011-12b, Q.B2). This was also highlighted in the group interview as
participants requested ‘more time to practice the acting scene’. (Pilot
2011-12a, group 1). Other participants communicated that it was ‘hard to
figure out who went where because there wasn’t enough time and just
when we were getting into it, it was time to stop’ (Pilot 2011-12a, group
4).
The activities were formatted and carefully planned with a view to
ensuring that participants gained the maximum benefit from their
learning experience. However, here participant feedback suggested that
there were moments throughout the process that constituted a break in
the pace and flow of the learning process for the participants. Video data
also indicated that participants became more relaxed and involved as
the warm up activities progressed. However, following the warm up
activities participants were then asked to don nametags and this was
followed with a viewing of the animated tale of Macbeth (BBC 1992).
The timing of this action versus inaction seemed to fracture the flow of
the process and thus may have hindered participants’ engagement with
the ensemble activities and therefore with the literature too, as depicted
in Figure 5.14 overleaf.
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Figure 5.14: Action versus inaction

These data indicated a disjointed workflow that may have prevented
participants from being fully realised in the moment and investing
physically, through ensemble, in the process and the literature learning.
A meaningful learning experience should be challenging, exciting and
have an appropriate pace to engage students and to allow them to
become totally immersed in the experience (Csikszentmihalyi and
Schiefele 1992, Robinson 2001, 2006). As outlined in Chapter 3, and
referred to above, this state of effortless concentration is described by
Csikszentmihalyi (1990) as ‘flow experiences’ or ‘Flow’. This experience
of being in the moment is influenced by external factors and can occur
when presented with appropriately challenging goals to achieve, which
require suitable responses and the use of particular skills
(Csikszentmihalyi 1990, pp. 71-77). Consequently, the conditions for
Flow as set out by Csikszentmihalyi would need to be incorporated into
subsequent design cycles to promote a sense of immersion in the world
of the text.
5.4.1.7 Aesthetic	
  experience	
  
Participants expressed that ‘it’s hard to just jump into it and talk about
your feelings and what you see and stuff like that, sure that’s not really
what we do’ (Pilot 2011-12a, group 3). These data underscored the
difficult nature of awakening students’ senses to a literary task by simply
requesting it. It reminded the researcher of the complex nature of
introducing an innovative pedagogical approach to students who are
essentially products of a regimented, assessment-based education
system. Prior to viewing the Macbeth animation (BBC 1992) students
were asked to consider plot and character motivations. Figure 5.15
overleaf conveys these moments. At this point ensemble strategies could
have been employed to facilitate a discussion about the play,
participants’ prior knowledge and Shakespearean language to support
their aesthetic experience of the drama.

	
  

141

Chapter 5: Design Cycle One – the Pilot Programme

Figure 5.15: Ensemble strategies could have been utilised at this point to
encourage participants to explore emotional connections to the text

Ken Robinson (2010) describes aesthetic experience as ‘one in which
your senses are operating at their peak; when you’re present in the
current moment; when you're resonating with the excitement of this
thing that you’re experiencing; when you are fully alive’ (p.3). Therefore,
it is indispensable that time be afforded to the development of
participants’ aesthetic experiences of the textual worlds since this sense
of being ‘fully alive’ is what is central to the effectiveness of this active,
digital ensemble teaching approach to encouraging deeper engagement
with literature.
5.4.1.8 Demonstration	
  
Participants requested demonstrations of the ensemble activities at
various stages of the process. During the group interview Group Five
suggested that recorded demonstrations or teacher demonstrations
would be helpful to them to ‘see [...] how it’s done. It would make way
more sense to us then’ (Pilot 2011-12a, group 2). As Figure 5.16 below
demonstrates, the video data also illustrated an apparent lack of
adequate demonstration of ensemble warm up and fun activities during
the initial phases of this design cycle. This may have impacted upon the
extent to which the participants became invested in the critical and
active reading of the text.

Students partaking in the ensemble reading and choral speaking strategies asking
for examples of how to use the approach. Leading by example could have been
implemented at this point in the process to demonstrate the concept of ensemble
to participants
Figure 5.16: Apparent lack of adequate demonstration

	
  

142

Chapter 5: Design Cycle One – the Pilot Programme
Leading by example is an important part of communicating to students
that it is safe to experiment and to learn from failures and successes
(Boyd 2003, Royal Shakespeare Company 2013). Therefore,
demonstrating how ensemble works is an important first step in
creating this learning environment. Thus, a set period of time is
required for demonstration of ensemble activities. This would be
especially vital during the preliminary stages of this approach
considering its novelty and innovation within the traditional approaches
to the teaching of English.
5.4.1.9 Observers	
  
During this pilot phase there were six adults in the room: the researcher
and supervisor as the two core facilitators, two guest observers from the
Pädagogische Hochschule Kärnten (University College of Teacher
Education), Klagenfurt, Austria and two supervisors from the
participating schools. Figure 5.17 below depicts these observing guests.

Welcome visitors from Pädagogische
Hochschule Kärnten (University
College of Teacher Education),
Klagenfurt, Austria

Welcome visitors from the
Professional Diploma in Education,
School of Education NUI Galway

Figure 5.17: ‘Learning is not a spectator sport’ (Chickering and Gamson 1987)

The participants reported feeling ‘watched’ and ‘judged’ at times.
Thus, ensuring that everyone is involved is fundamental for creating a
dynamic, inclusive and collaborative learning experience, after all
‘learning is not a spectator sport’ (Chickering and Gamson 1987, p. 4).
Subsequent design cycles ought to adopt this policy in order to create a
mutually responsive and safe environment where everyone can offer
opinions and be involved in the meaning-making process of literary
engagement.
5.4.2 Narrative	
  	
  
5.4.2.1 Literacy	
  
Data showed that students remembered new words, including specific
Shakespearean terms such as ‘hell-hound’, ‘one fell swoop’, ‘hurly-burly’
and ‘beldams’ (DCI 2012). Participants seemed to develop an
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appreciation for the meaning of such new terms in language, exclaiming
‘Yes John, Fair is Foul and Foul is Fair’, with another adding, ‘you
bedlam’, in the context of a personal discussion inspired by a key
moment in the literature (DCI 2012, Students 4 & 12). There was a focus
on literacy within this pilot study as the language of Shakespeare was
explored and discussed using various ensemble strategies. The 32Second Macbeth (2007) provided an opportunity for participants to
investigate the meaning of key words and phrases within the text while
committing to the group drama activities to convey the narrative, as
seen in Figure 5.18 below.

Student A: Yes John, Fair is Foul
and Foul is Fair
Student B: you bedlam!
Student A: Wait, what’s he asking?
[referring to the question being asked
by the facilitator]

Students describe key moments and
phrases from Macbeth: the witches, Lady
Macbeth sleepwalking, daggers, blood
and serpent.

Figure 5.18: The language of Shakespeare is explored and discussed

This vignette suggested that this focus on literacy encouraged students
to explore the uniqueness of Shakespeare’s language as well as to
develop their linguistic skills. This would appear to evidence of general,
perhaps superficial engagement with the text and the language of
Shakespeare.
Figure 5.19 below depicts participant employing ensemble strategies to
engage with the key words, phrases and moments from Macbeth.
Students working in pairs
to read the text, voice key
words aloud, discuss
favourite phrases and any
passages they find difficult
to comprehend. This is
followed with a series of
freeze frames performed
by the participants to
embody images from the
literature/script.
Figure 5.19: Using ensemble strategies to voice and embody key words and
phrases
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The vignette depicted participants laughing, smiling and feigning
Scottish accents to voice key words such as ‘unsex me here’, dagger,
blood, water, fly and king. Drama activities are founded in social
interactions and developing relationships and are ‘an effective medium
for building decoding, vocabulary, syntactic, discourse, and
metacognitive knowledge.’ (Catney McMaster 1998, p.574). The work of
Catney McMaster on drama activities echoes that of Rex Gibson (1998)
on teaching Shakespeare, since it details how ensemble activities permit
learners to regard the literature as an active script that they can play
with and personalise and as such its instant communicative powers can
encourage the development of literacy and literature learning.
Furthermore, according to Vygotsky (1978) such supports are vital for
the creation and internalisation of new knowledge, new words, phrases
and skills, and this is what makes drama such an effective teaching tool.
In the group interview one group talked about this development of
literacy stating that ‘you get to pick your words and the quotes that you
like and just shout them out in all different voices. They stick in your
head’ (Pilot 2011-12a, Group 3, Student: 18). Thus, it would appear that
the freedom of choice encouraged participants to make some personal
connections to the vocabulary, syntax and key moments of the play. This
discourse and literacy oriented perspective would need to be developed
further in Design Cycle Two through the process of digital ensemble and
constructionist learning.
5.4.2.2 iMovie	
  as	
  narrative	
  tool	
  
The narrative templates within the iMovie application provided a
structure for the participants to work within to create their digital
stories. An example of these templates is featured in Figure 5.20 below
and overleaf.

The 14 different
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templates on offer for
creating a trailer

trailer with production
details

detailing shots, timing
and narrative

The editing plane

The help icons

The export options

Figure 5.20: iMovie Trailer option templates, story outline and editing plane

In the group interview participants reported that while they appreciated
the effectiveness of this function they suggested that a demonstration of
the application using these templates first would have been beneficial
(Pilot 2011-12a, group 1,2,3,&4). Group 2 suggested that they should ‘do
a trailer or advert or something first to get used to it and then we can do
our own thing’ (Pilot 2011-12a, group 2). This data intimated that
participants felt that this approach would provide them with sufficient
knowledge and understanding of the iMovie application’s functions and
then they could decide whether or not to employ it to create their own
digital story. Constructing a coherent narrative takes time, planning and
careful consideration of the topic. As with writing, a logical structure is
required since, as Petty (2009) asserts, ‘well-structured writing is easier
to write, easier to read, more coherent, less likely to miss important
points and much more likely to get a good grade’ (p. 305). Therefore,
Design Cycle Two would need to focus on an introductory task using
iMovie to embed this sense of coherent narrative structure into the
digital ensemble process.
5.4.2.3 Structure:	
  Conclusion	
  to	
  the	
  process	
  
Participants expressed that there was a strong conclusion to the learning
process with the showcase of their work. They conveyed enthusiasm and
excitement to exhibit their own work and also to view each other’s work,
stating that ‘the cinema bit at the end, where we all had our time to show
what we did was pretty good. We should do that all the time’ (Pilot 201112a, group 3). Video data corroborated this feedback as the image
overleaf in Figure 5.21 depicts.
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Participants were eager for all
teachers present to gather round
to view their work.

Teachers/Researcher

Student C: ‘Come on Miss,
you’re missing it. Stand up on the
table (laughing)’.

Figure 5.21: Students show enthusiasm for their digital story showcase

This illustrated that participants were excited to show their work to one
another, their teachers, facilitator and other adults present. When
students are presented with literature to analyse and invited to create
their own interpretive work arising from that analysis, it is crucial then
that equal and due attention be given to the work created (Huang et al.
2011, Stevens and Aleamoni 1985). Consequently, this activity would
need to be retained for the next cycle.
A summary and exit-ticket activity involving the social media site,
Twitter, Inc. encouraged participants to formulate summaries of the
play adhering to Twitter’s tweeting restrictions of 140 characters or less,
including hashtags to endeavour to create trends. This process
encouraged students to engage with the literature using a medium they
were already familiar with while actively considering their capacity for
literary and literacy engagement. Petty (2009) asserts that
reinforcement and target setting is an essential part of lesson planning
to ensure that students are motivated, progressing in the topic, and
enjoying their learning (pp. 442-445). The conclusion of the lesson is the
natural ending to the story of their learning and therefore it must be
pertinent, summative and formative and leave the learner with a desire
for further learning (Bruner 2002, Crace 2007, Petty 2009). This was
the purpose of the showcase, summary and exit task of this workshop
and the data would seem to suggest that participants responded well to
this narrative structure. As considered in Chapter 3, Bruner (1990)
suggests that we all make sense of the world through storytelling and
therefore we have an innate desire to structure our experiences in a
story format. He asserts that
one of the most ubiquitous and powerful discourse forms in
human communication is narrative. Narrative structure is even
inherent in the praxis of social interaction before it achieves
linguistic expression; it is a ‘push’ to construct narrative that
determines the order of priority in which grammatical forms are
mastered by the young child (1990, p.77).
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Therefore, within English education, mastering the skill of critical
reading and analysis of stories potentially could encourage students to
foster an ability to mirror Bruner’s narrative approach and internalise it
in order to create their own personal and unique stories. Thus,
subsequent design phases would need to be incorporate an even
stronger conclusion and narrative structure as well as more opportunity
for constructive peer feedback and reflective exercises throughout the
process.
5.4.2.4 Reflection	
  
The digital story included a reflective element that required participants
to represent verbally, textually or artistically their opinions and
interpretations of key moments in Macbeth . Participants found this
task difficult, relaying that ‘reflecting is hard, we don’t know what to
say’, with only one group affording sufficient time to attempt this
element of the task (Pilot 2011-12a, group interview 4, Students: 39 and
45). This group’s graphical depiction of their interpretation of Macbeth
is set out below in Figure 5.22.

Macbeth

Rising action:
Act 1 sc3-Act 3
sc3

Screw your
courage to the
sticking place

Macbeth is
victorious

Thane of Cawdor
Banquo

Lady Macbeth

Unsex me here

Has eyes on the
throne
What bloody man
is that

The witches
If chance will have
me king then
chance will crown
me

Fair is foul and
foul us fair

Is this a dagger
that I see before
me?

Figure 5.22: A graphical representation of one group’s interpretation of
Macbeth

This vignette from the digital story conveyed the difficulty expressed by
participants with reflecting on their interpretations of the literature. The
digital story indicated that participants remembered and portrayed key
moments in the text without any weight given to an in-depth reflection
on their learning experiences and feelings. Experience is essential for
learning but experience in itself does not guarantee learning. The model
of experiential learning proposed by Dewey (1938) and expanded upon
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by Kolb (1984) affirms the cyclical nature of learning with reflection as a
cornerstone of the process. The narrative of the students’ learning would
be incomplete without it. In an interview with The Guardian’s John
Crace, Bruner (2007) encapsulates the valuable reflective nature of
narrative as follows:
Storytelling performs the dual cultural functions of making the
strange familiar and ourselves private and distinctive. If pupils
are encouraged to think about the different outcomes that could
have resulted from a set of circumstances, they are
demonstrating usability of knowledge about a subject. Rather
than just retaining knowledge and facts, they go beyond them to
use their imaginations to think about other outcomes, as they
don't need the completion of a logical argument to understand a
story. This helps them to think about facing the future, and it
stimulates the teacher too (Crace 2007).
Thus, since reflection is such an intrinsic part of the personal narrative
format it is necessary to provide more guidelines and scaffolds to enable
participants to reflect on their learning experiences in order to complete
their narrative journey. In this way students potentially could learn how
to use the fictional worlds of the texts to reflect on circumstances or
abstract concepts and to create a digital story that is indicative of their
connections to the literature. Various ensemble strategies that
encourage reflective thinking would need to be incorporated into Design
Cycle Two.
5.4.2.5 Literature	
  
As previously stated, William Shakespeare’s Macbeth was the selected
literature for study in this cycle. Participants cited ‘knowing about
McBeth’ [sic] and ‘how to learn about a character’ as important learning
experiences they had during the workshop (Pilot 2011-12b, Q. B1).
When questioned about their knowledge of William Shakespeare
following the workshops participants provided the following feedback.
Group 1 offered that ‘he was born in Stratford-on-Avon and he was the
greatest writer of all time. His son died young. He owned the Globe
Theatre and one of his greatest tragedies was Macbeth’. Group 2
detailed that
he’s deceased. He married Anne Hathaway, not cat woman!1 He
wrote some of the greatest literature in history. A lot of his
vocabulary he made up himself and it’s like he’s the father of
English. His stories have good climaxes and endings and there’s a
lot of deceit in them.
Group 3 communicated that ‘he was a famous playwright and poet. His
work is world renowned’. Group 4 added that ‘he could have been
1	
  In	
   reference	
   to	
   the	
   actress	
   Anne	
   Hathaway	
   who	
   played	
   cat	
   woman	
   in	
   Christopher	
  

Nolan’s	
  The	
  Dark	
  Night	
  Rises	
  (2012)	
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depressed seeing as he wasn’t allowed to put on a lot of his plays, his son
died when he was still young and sure that’s why he wrote so much
sadness. He was born in England. He made great plays’ (Pilot 2011-12a).
Participants were invited to recall the story of Macbeth during the group
interview. Their feedback highlighted the key elements of the text’s plot
and character motivations. Participants referred to the play’s Scottish
setting, the evil nature of Lady Macbeth, the relationship between
husband and wife, the role of witches and the twist, or peripeteia in the
play’s resolution. Participants reflected on the peripeteia, outlining that
Macbeth is killed by Macduff who ‘was not of woman born’, referring to
the fact that ‘he was born by caesarean section and this fulfils the
witches prophecies’ (Pilot 2011-12a, group 1). This was also depicted in
some of the digital stories as shown in Figure 5.23 below. This particular
artefact scored 56/80 on the evaluation rubric for its good use of quotes
and animation sequences. However, the screen overlay was not
employed.

	
  

Enforcer films

Macbeth: a tale of Kings, witches and a
bloody game of thrones

l-r: Macduff, Macbeth, Lady Macbeth,
the three witches

The three witches

A ‘who done it?’ for King Duncan

Is this a dagger which I see before me?
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I am in blood stepped in so far

None of woman born shall harm
Macbeth

This tale

Will haunt you

Figure 5.23: one group's digital story summarises and reflects the peripeteia in
Macbeth

As participants verbalised their reflections some noted that the ‘tragedy
shows the complicated and greedy nature of human kind’ and ‘how far a
man will go to keep his crown’ (Pilot, Group interview, Group 4, Student
24). Another participant highlighted this same concept stating that the
‘play tells us how someone goes from hero to zero because of greed. It
seems that murder begets murder – one sin leads to another, one bad
deed leads to another and that way everyone ends up (Pilot 2011-12a,
group 4). Another point referred to by one participant was that it was
the ‘sheer desperation and mental anguish that caused Lady Macbeth to
give up and Macbeth to keep going’ (Pilot, Group interview, Group 2,
Student 29). Most participants expressed a dislike for Macbeth stating ‘I
dislike Macbeth; I have no pity for him because he killed a noble King
and other innocents’ and ‘Macbeth deserved what came to him’. Other
participants stated that they could appreciate ‘how you could feel sorry
for him, you could have pity on him because it’s like he didn’t mean to
murder six people’. Other participants felt ‘pity for Lady Macbeth
because in the end she couldn’t cope with how evil Macbeth was
becoming’. However, other answers were contrary to this stating that
‘Lady Macbeth is the source of the evil. She is encouraging it. Well I
don’t feel pity for her anyway. Women are evil’. Other participants
offered insights into the tale observing that ‘Macbeth tells us about great
seeking of power, violence, and lack of love and being decisive.
Sometimes it’s better not to know your future’. One comment made
reference to the difficulty of making personal connections with
Macbeth’s situation saying ‘Sure it’s hard to relate to the actual situation
because it’s totally different to ours like. But maybe the being pushed
into it part, that happens all the time. The play shows us what happens
to people when they are controlled by greed and power and when they
get control’ (Pilot 2011-12a, group 1). This feedback indicated personal
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connections to the play in terms of timeless themes rather than exact
plot details, perhaps signifying an understanding of personal
connections and ubiquitous narratives.
Participants stated that they found it difficult to grasp the plot, themes
and characters of Macbeth. Covering an entire Shakespearean play was
perhaps slightly ambitious considering the novelty of the entire
approach. However, their reflections on the play and their final
products, their digital stories, highlight their engagement with key
moments as well as the thematic overtones of the text. Although the
level of engagement may be classed as superficial at times it is
nonetheless present. It would appear that raising self-esteem and selfconfidence is a key factor in encouraging students to engage with
literature personally and academically in order to be able to articulate
their thoughts and experiences (Petty 2009). As noted in Chapter 2,
Petty (2009) suggests that drama practices are powerful teaching tools
often associated with the raising self-esteem and self-confidence of
students. Also, the community of practice created by ensemble learning
processes creates cooperative learning spaces in which students build
confidence through collaborative endeavours to achieve shared goals
that are meaningful to them (Lave and Wenger 1991). Therefore, the
design of these learning experiences would need to help the participants
to channel their engagement through guided ensemble activities and an
intuitively structured approach towards employing constructionist
technologies for engaging with literature.
Thus, the literature on making connections with texts was revisited and
it was decided that a selection of Keene and Zimmerman’s (1997)
comprehension strategies will act as a ternary structure for engaging
with literature for the next design phases. These will include
encouraging participants to make a series of connections with the texts
under the following categories Text-to-Self, Text-to-Text and Text-toWorld (Keene and Zimmermann 1997). These are described in Chapter
6.
In this pilot phase the participants were not provided with a choice of
what literature to engage with. Therefore, they were asked what literary
options they would like included in the next phase. Participants
suggested various other texts to engage with including fiction such as ‘To
Kill A Mockingbird (Lee 1982), literature about moon landings and
general science fiction, poetry, James Bond literature, a novel, not
Shakespeare, video clips and short stories’ (Pilot 2011-12a, group
1,2,3&4). Cordova and Lepper (1996) found that choice renders learning
more meaningful and appealing for learners and therefore leads to
greater motivation levels and more involvement in the task (p. 726).
Likewise, in a study on student engagement from the perspective of
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Flow Theory, Shernoff, Csikszentmihalyi et al. (2003) concluded that
considering:
the importance of challenge, skill, and relevance of instruction to
overall engagement, teachers may be able to enhance
engagement by supporting students’ sense of competency and
autonomy, such as providing tasks that offer choice, are
connected to students’ personal goals, and offer opportunities for
success (p.171).
Therefore, participants’ input regarding focus texts would need to be
considered for future design phases and the element of choice will be
incorporated into the overall design of this learning experience. It is
hoped that adding this level of variety and choice to the learning
experience would improve the participants’ desire to engage with the
texts.
5.4.2.6 Structure	
  
Participants were invited to rate the usefulness of the Design Brief
provided. Figure 5.24 below shows that 26 participants rated it
Excellent, 14 rated it as Good, 5 rated it as Poor while no participant
selected the other two options (Pilot 2011-12b, Q.A7).

Usefulness	
  of	
  Design	
  Brief	
  n=45	
  
0%	
  
11%	
  

Excellent	
  
Very	
  Good	
  

31%	
  

Good	
  
58%	
  

Fair	
  
Poor	
  

Figure 5.24: Usefulness of Design Brief

Participants suggested that a ‘story map’ would be of benefit to them in
order to improve the quality of their digital story (Pilot 2011-12b, Q. B4).
Since a narrative frame would be beneficial to provide structure,
examples and ideas for engaging with literature and for creating
animations or digital stories, Keene and Zimmerman’s (1997) ternary
structure for comprehension will be incorporated into the design to
provide more structure, as requested above. The brief would need to be
developed further to include the task descriptor, suggested layout, an
array of useful resources and an evaluation rubric to reflect this revised
approach to literary engagement.
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Participants suggested that ‘we should have planned more. We need
more time to plan it out’, which highlights the requirement for more
time for planning the structure of the digital story (Pilot 2011-12b). This
is evident from the unfinished digital story below in Figure 5.25, which
is not useful for evidencing literary engagement. This scored 40/80 on
the evaluation rubric.

Participants did not include the appropriate shots here for Lady Macbeth or
Banquo
Figure 5.25: Unfinished digital story indicating lack of time as one constraint

Therefore, a story circle in which students discuss their plans before
taking action could prove appropriate and useful for participants. While
students were asked to storyboard their ideas using the outline sketched
on the whiteboard, a template was not provided. Therefore, a storyboard
template for planning the drafts and final version of the digital story
may prove to be an effective learning tool for participants and encourage
them to remain focused and continually track their progress of
comprehension and analysis of the texts (Barrett 2005, Ohler 2008).
Both of these strategies should be incorporated into the next phase.
Observational data highlighted that the tiered structure of performative,
comparative and reflective levels for the workshops did compliment the
narrative of the learning experience. This tiered structure now needs to
mirror the aforementioned Keene and Zimmerman’s (1997) ternary
model for literary comprehension and engagement that is to be
integrated into the second cycle. It is hoped that this design fusion will
reflect the needs of the participants, the purpose of the design and the
development of constructionist learning in English education using
ensemble pedagogy and technology (Kolb 1984, Petty 2009). These
elements of the process endeavour to encourage active engagement with
the literature from participants and to inspire their digital content
creation in order to make their English studies more meaningful for
them.
5.4.2.7 Time	
  
Some participants suggested amendments to ‘break times would be good
so as its not broken up in the middle of doing something’ while others
asserted that changes were not needed by communicating ‘none; very
good all round’ (Pilot 2011-12b, Q. B2). These sentiments were reflected
in the group interviews as some participants expressed that the timings
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and breaks ‘were fine, I’ve no complaints’ while others stated that the
‘break was too long’ and suggested it ‘should be a two-day activity each
time’ since they felt they ‘didn’t have enough time to finish everything
off properly’(Pilot 2011-12a, group 1,2,3&4). Video data suggested that
the narrative of the workshop was disjointed and interrupted at times by
an adherence to a schedule rather than to the flow of work and
concentration of the participants. Therefore, flexibility and conscious
breaking times must be integrated into the process in order to promote
and maintain flow experiences (Csikszentmihalyi 1997). Thus, Design
Cycle Two would need to concentrate on more appropriate organisation
of break times.
Furthermore, the vignette below in Figure 5.26 depicts groups of
participants collaborating on their ensemble and digital storytelling
tasks. It is apparent that some participants dispersed to the corners of
the room to work while others remained in their seats but did not
embrace the group ethos. Therefore, it would appear that insufficient
time was allocated to ensemble warm up activities, explanation, team
building and providing demonstrations and examples.

Although students are working in their groups they are inactive physically.
Groups are separated physically and all participants seem to find it difficult to
collaborate and partake in physical ensemble performances.
Figure 5.26: Insufficient time was allocated for warm up activities

Icebreakers are an important element of designing learning experiences
since they set the scene for interpersonal learning and active
collaboration (Berry 2008, Timpson and Burgoyne). The interpersonal
communication concerning a text is what can render English education
a unique and lively affair. Therefore, a wider array of icebreakers, warm
up and team building activities will be included at the beginning of each
workshop. The conclusion to the workshops should also involve a
mirrored cool-down session of similar activities. It will be important to
allocate sufficient time for this in the design of the second cycle.
5.4.2.8 Teaching	
  styles	
  and	
  strategies	
  
A total of 33 participants rated the facilitator’s knowledge of the subject
as Excellent, 12 rated it as Very Good while no participant selected any
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of the other three options (Pilot 2011-12b, Q.A4). This is depicted in
Figure 5.27 below.
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Figure 5.27: Facilitator's subject knowledge

When asked to rate the facilitators’ style of teaching and communication
23 participants rated it Excellent, 22 rated it as Very Good while no
participant selected any of the other three options (Pilot 2011-12b, Q.
A5). This is shown in Figure 5.28 below.
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Figure 5.28: Facilitator’s style of teaching and communication

When asked to rate the facilitators’ response to doubts and queries 23
participants rated it Excellent, 22 rated it as Very Good while no
participant selected any of the other three options (Pilot 2011-12bQ. A6).
Figure 5.29 overleaf depicts this.
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Figure 5.29: Facilitator’s response to doubts and queries

According to these data, participants seemed content with the general
delivery of the content. Participants expressed their view of team
teaching in the group interview saying that ‘the team teaching thing is
good. We liked it. It was all done well’ (Pilot 2011-12a, Group 2, Student:
19). This was corroborated in the video data since the timing of each
activity was precise when two teachers or facilitators were conscious of
the time. Participants suggested that team teaching ‘adds a different
voice’ to the narrative of the workshop. They also suggested that it
enhanced collegiality within the learning environment, stating that
‘seeing other people working together means that you’re sort of made to
do it too’ (Pilot 2011-12b). Collaborative critical reading of a text can
help to appreciate perspectives and opinions of the literature (Johnson
and Johnson 1994, Johnson et al. 1989, Lowman 1995). Figure 5.30
below depicts team teaching.

Figure 5.30: Team teaching provides multiple perspectives

Anderson and Speck’s (1998) evaluation of the pedagogical theory on
which team teaching is founded surmises that this method benefits the
learner by offering multiple perspectives, encouraging and widening
participation and engaging in more in depth feedback practices, which
seems to be echoed by participants in the data (1998, pp. 673-4). It is
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hoped that participants can mirror such in-depth feedback practices on
the text and also on each other’s work.
5.4.2.9 Observers	
  
One group of participants communicated the introversion that perhaps
they felt due to the fact ‘there were quite a few teachers just watching us
all the time. But after a while it was fine. But it did take a while to get
into it’ (Pilot 2011-12a, Group interview 2, Student: 7). As discussed in
the Ensemble section above, it would seem that an over-abundance of
guest observers might lead to a disjoint in the narrative of the workshop.
Also, a lack of collegiality between facilitators and facilitators and
observers may also cause the narrative and levels of engagement with
the task and literature to become intermittent and superficial.
Therefore, there is the risk that this may be reflected in students’ efforts.
In order for the narrative of the workshop to become personal to all
involved it is imperative that all become involved. Hence, students,
teachers and facilitators alike must all participate actively in the
learning, interact with each other and engage with ensemble-based
literary reading practices so as the participants do not feel under
pressure from obvious observation (Cavanagh 2011, p.27, Lave and
Wenger 1991). For subsequent design cycles any invited observers would
be requested to become involved.
5.4.2.10 Content	
  
Participants were asked to rate the general content of the literature
learning process. Figure 5.31 below depicts that 12 participants rated it
Excellent, 23 rated it as Very Good, 10 rated it as Good while no
participant selected the other two options (Pilot 2011-12b, Q. A1).
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Figure 5.31: Literary content
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Figure 5.32 below shows how participants rated the relevance of the
content to syllabus requirements. Ten participants rated it Excellent, 23
rated it as Very Good, 12 rated it as Good while no participant selected
the other two options (Pilot 2011-12b, Q.A10).
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Figure 5.32: Relevance of content to syllabus requirements

Participants expressed a desire that the content of the workshops
continue to be linked to ‘the Leaving Cert texts and books and poetry
and figuring out how to answer questions’ (Pilot 2011-12a, Group
interview 2). This data denoted a general consensus among participants
that the content and the relevance of the literature and the approach to
their studies were pitched at a seemingly appropriate level for them.
Consequently, cycle two of this research would need to draw on
literature that is more stylistically varied and include more choice.
5.4.2.11 Overall	
  experience	
  	
  
Figure 5.33 below depicts the response of all 45 participants who
confirmed that they would attend this workshop again as a way to study
the literature on the Leaving Certificate English course (Pilot 2011-12b,
Q. B5).
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Figure 5.33: Recurrent attendance
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When asked to rate their overall experience at the workshop 35
participants rated it Excellent, ten rated it as Very Good while no
participants selected any of the other three options (Pilot 2011-12b,
Q.A12). This is represented in Figure 5.34 below.
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Figure 5.34: Overall experience of the learning

This feedback was explored further in the group interview. Participants
provided the following answers when asked if they enjoyed the
experiences:
Yes, we all enjoyed it. It was unusual’, ‘It was different, We
played with playdough, we got to use the computers’, ‘Yes
because we missed school and used playdough and we still
covered English stuff for the exam’, ‘It was good craic’ and ‘I
learned something even though I wasn’t trying (Pilot 2011-12a,
group 1,2,3&4).
These data revealed that perhaps participants enjoyed the workshop
because it was an unusual and fun approach to English education but
that the Leaving Certificate examination was still at the forefront of their
thoughts with regards to literature learning. As Chapter 2 described, the
research literature conveys that students’ enjoyment and overall positive
learning experience is enhanced by a process of mutual learning,
respect, varied and efficient teaching methods, and an overall
systemically reflexive and reflective approach to teaching and learning
(Irish 2011, Lave and Wenger 1991, Neelands 2009). Therefore, this
process would need to continue to include such efficient pedagogical
methods and contain clear links to coursework through the digital
ensemble approach to literary comprehension and analysis.
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5.4.3 Collaboration	
  
5.4.3.1 32-‐second	
  Macbeth	
  (Folger)	
  
The 32-second ensemble approach was explained to participants by one
facilitator while another facilitator distributed the worksheet. This
process was intended to initiate collaboration amongst participants in a
relaxed, informal and kinaesthetically oriented format (Royal
Shakespeare Company 2013). However, participants’ feedback revealed
that that they were ‘unsure of ourselves, I suppose, we’ve never acted
before and we felt silly and like that everyone would be looking. People
would be laughing at us’ (Pilot 2011-12a, Group interview 3, Student: 1).

The 32-second ensemble process
explained to students.

One group of students perform the 32Scond Macbeth

Figure 5.35: Participants: ‘we felt silly and like that everyone would be looking’

Video data supported this feedback and indicated that participants were
lacklustre, hesitant and self-conscious, as they had not previously
engaged with such activities. This is depicted in Figure 5.35 above. At
first participants lacked an understanding of the approach because it
was new to them and therefore they were cautious about partaking in
the task. However, both facilitators walked around the room and
assisted, encouraged and supported the participants by providing them
with ideas, examples and words of praise, as shown in Figure 5.36
below.

Figure 5.36: Following support and encouragement participants’ discussion of
Macbeth was livelier and more engaged
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After such support and encouragement, participant discussion and
conversation about the world of the play seemed livelier. These data
seemed to confirm the stance of the Hay McBer report (2000) which
outlines the role of challenge, support, confidence building, trust and
optimism in teacher effectiveness (p.19). This viewpoint is echoed by
Johnson (1975) who asserted that drama activities play an integral role
in creating and sustaining such a dynamic learning environment that
aims to develop confidence as its key player. These findings also
corroborate the work of Irish (2008), (2011), Neelands (1985, 2009) and
Berry (2008) regarding the use of drama in the classroom. Thus, it was
apparent that although participants were sceptical, uncertain and shy
about being fully realised, aesthetically and physically, in the language of
the text, the process of confidence-building should remain at the heart
of learning in order for the approach to be successful from the students’
perspective. The ‘contracting of behaviour’ that Neelands (2009) refers
to regarding the ensemble process is possibly an important element for
collaborative endeavours. Therefore, the concept of a mutually
beneficial learning contract will be researched further for the next cycle.
5.4.3.2 Group	
  identity	
  and	
  roles	
  
Participants were asked to identify themselves as a group by selecting
and committing to their team name. The purpose of this was to promote
their sense of identity as a group, to encourage group unity and
personalisation of the activity (Halpern 1994, p. 124, Jadallah 2000).
Participants reported that their team name was important to them
stating:
that’s who we all were for that job and we had to get along and
deal with each other. Jack (pseudonym) was lazy at the start, he
wasn’t really into it at all sure, but we all got our jobs sorted and
got the work done as a group. It worked out alright and sure we’d
a bit of fun too (Pilot 2011-12a, Group interview 3).
This implied that the group identity was important for encouraging
collaborative engagement. The video data also showed participants
working through their issues as a group and identifying with their team
name, which seemed to lead to greater collaboration among group
members. This is depicted in Figure 5.37 overleaf.
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Group names are written on the
flip chart
This group finishes their 32Second Macbeth. The group
struggled with the process but
completed it within 55 seconds.
This still image captures the
moments when one participant,
Student E, says: ‘Go Team
Skyfall’, referring to their group
name.
Figure 5.37: Participants identifying themselves as a team encourages
collegiality and collaboration

In his work on the laws of teamwork, Maxwell (2013) suggests that team
members do not necessarily have to have personal relationships or a
collective consciousness but by identifying themselves as a team they
can agree a shared goal and develop a common vision that provides a
cohesiveness to the group. Team members can embrace shared values
and form a connection with each other to ensure success on various
levels (Maxwell 2013, p.179). This is vital for collaborative and social
learning processes and echoes the concepts of constructivism and social
constructivism (Bruner 1990, Piaget 1962, Vygotsky 1978) described in
Chapter 3. Moreover, it speaks to the idea of joint enterprise while
building communities of practice (Wenger 1999) as discussed in Chapter
3 also.
Therefore, the team name is an attribute that would need to be carried
forward into the next design cycle since this dataset seemed to support
the literature on the topic.
The data pointed to the role of students within the groups as a potential
issue. During the group interview some participants stated that they
found it ‘difficult to work in a group because all the roles were confused.
Nobody knew what they were doing at times and then everyone wanted
to do the same job. So, yeah, that took time’ (Pilot 2011-12a, Group
interview 1). As outlined in Chapter 3, according to Petty (2009)
intuitive grouping, limiting the number of members and assigning group
roles such as timekeeper, chairperson and scribe are effective strategies
to encourage collaborative work and reduce the likelihood of carrying
‘passengers’ (2009, pp. 241-246). Although participants were provided
with suggested group roles and advised to allocate a role to each group
member, it was not insisted upon.
Participants broached the topic of group work in their response to the
questionnaire calling for:
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better groups, ones that have a leader and where we’re just put
into groups at random by the teacher or whoever, we liked that.
The same groups then though, we think this could improve the
quality of our digital story (Pilot 2011-12b, Q. B4).
In the group interview the issue was raised again as one group reported
that ‘Daniel (pseudonym) was the leader, he did everything, that didn’t
really work’ (Pilot 2011-12a, Group interview 2). Other participants
suggested that they thought it important to:
get more involved, try to make the most out of it. Once you get
used to who’s in your group it’s grand. If everyone had a job
maybe that would improve the workshop (Pilot 2011-12a, Group
interview 3).
The cohort was divided by random grouping using names of car
manufacturers as shown in Figure 5.38 below. This approach
encouraged students to work with and learn, socially and culturally,
from peers that perhaps they would not ordinarily have the opportunity
to collaborate with.

Participants align at the bottom of the
classroom. Each participant is
assigned a car manufacturer’s name
(Aston Martin, Bugatti etc) and then
asked to move to each corner of the
room according to their car make.

The image above depict participants
assigned to their groups and standing
with their team mates in each corner of
the classroom. Instruction on the next
phase is then provided to them.

Figure 5.38: Participants are divided randomly into groups

This concept of collaborative meaning making through democratic
ensemble practices is pertinent to English education because of its broad
aims to nurture the development of opinions, ideas and a healthy
debating culture (Goodwyn 2002, 2010a, 2012).
Moreover, Petty (2009) affirms that members of randomly selected
groups might be timid and reserved with one another initially but this
could still suit the task, depending on its purpose (2009, p.243). The
data above seemed to confirm that although participants required time
to acclimatise to this approach, generally they felt that it enhanced their
ensemble and digital storytelling practices. Consequently, assigning
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group roles potentially could improve collegiately among the group and
so it would need to be considered as part of the design for phase two.
5.4.3.3 Quality	
  of	
  fun	
  
Figure 5.39 below depicts the participant ratings of the quality of fun
experienced during the process. 31 participants rated it Excellent, eight
rated it as Very Good and six rated it as Good while no participants
selected Fair or Poor.
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Figure 5.39: Quality of fun experienced

Participants cited ‘having fun’ as an important element they gained from
the workshop (Pilot 2011-12b, Q. B1). During the group interview
participants stated that ‘it was enjoyable because everyone got involved’
(Pilot 2011-12a, Group interview 1&4). Most participants reported that
they experienced fun during the workshop adding ‘’Twas fun (including
a smiling face emoticon) (Student 45), ‘It was fun, we don’t do this kinda
[sic] stuff’ (Student 2) and ‘It was glorious (Student 11)’ (Pilot 201112bQ. B6). Some suggestions to improve the learning experience
included ‘more work in groups or pairs’ (Students 3) and ‘I would
suggest Duck, Duck, Goose’ (Student 21) as a collaborative warm up
activity (Pilot 2011-12b, Q. B6).
Video data also supported this view that the participants enjoyed the
process. Figure 5.40 overleaf illustrates the participants beginning to
have fun with the ensemble process, becoming more animated, using
gesticulation, voice intonation and some movement to convey a sense of
meaning they formulated from the literature. Participants are shown
laughing together, at themselves and at each other during the process in
a jovial, fun manner.
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Participants begin to have fun with
the ensemble process. In the back left
participants are playfully using voice
intontation and body language to
convey meaning from the text.

Participants begin to feel more
comfortable with the process as they leave
the script aside and use voice intonation
and gesitculations to convey meaning
from the text.

Figure 5.40: Participants begin to have fun with the 32-Second Macbeth (Folger
2007)

Neelands (2008a) acknowledges the primary place fun holds in working
with youth drama and stresses its important role in ‘maintaining that
commitment to the full range of human needs’ (Neelands 2008a, p.5).
This is why the 32-Second Macbeth (Folger 2007) was used and these
data highlighted the importance of this commitment to fun. The
requirement to include emotion, voice intonation, create scenarios and
use gesticulations encouraged participants to consider the task as an
opportunity to explore that literary world in an enjoyable manner. Thus,
fun and enjoyment in literature learning ought to be a central part of
ensuing design cycles.
5.4.3.4 The	
  physical	
  learning	
  environment	
  
Participants suggested that the room was:
cluttered and lacked space to work and room to do the
performances and then the computers were far too close
together. It was just sort of awkward. I mean it was fine but more
space would be better (Pilot 2011-12a, Group interview 5,
Student: 29)
This feedback revealed that the lack of space to work together in groups
was evidently a challenge for the participants. The layout of the physical
learning environment can be a potential threat to successful and
effective collaboration during ensemble-based practices (Irish 2011). In
this cycle the size of the classroom dictated a lack of space for the
participants to collaborate effectively. The organisation of the room, for
example the number and positioning of tables and computers seemed to
hinder valuable collaboration between participants at various parts of
the process, as depicted in Figure 5.41 overleaf. These points would need
to be addressed for the next cycle.
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Figure 5.41: A ‘cluttered’ room hinders effective collaboration

This echoes the same point that is made in the Royal Shakespeare
Company’s manifesto on drama-based strategies (2013). A large space
without desks and chairs in its centre is desirable to allow students to
collaborate during the ensemble work (Royal Shakespeare Company
2013). Consequently, a central clear space or drama hub is required for
this process in Design Cycle Two. A set of tables arranged to facilitate
groups to sit in a circle will ensure all group members can make eye
contact with each other and this could encourage a more dynamic
approach to productive collaboration involving the texts and the
creation of their digital stories (Petty 2009, p.233).
5.4.3.5 Support	
  and	
  encouragement	
  
Participants seemed to appreciate the level of support and
encouragement available to them during the workshop, suggesting that
‘it was easier cause [sic] we’d loads of help from the teachers’
(facilitators) (Pilot 2011-12b, Q.B4).

Figure 5.42: Facilitating active collaboration through support and
encouragement

The video data illustrated that the facilitators walked around the room
providing support and encouragement to each group, as Figure 5.42
above depicts. The learning experiences in this cycle involved more
facilitators and teachers in the room than in the everyday classroom
experiences. This seemed to promote active collaboration by helping the
participants to organise their groups and negotiating role allocations
and levels of responsibilities with each group member. According to
Cavanagh (2011) this level of support and encouragement is vital to
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promote students’ confidence to immerse themselves in the learning by
interacting with peers and embarking on a process of discovery learning
(2011, p.27). It also echoes the concept of guided participation as
referred to in Chapter 3 (Forman et al. 1996). This role of facilitator as
organiser and provider of support and encouragement is vital for
encouraging students to think independently (Partin 1982). Since such
an ethos of learning seems especially important within English
education the role of the facilitator would need to be considered
carefully for Design Cycle Two. The number of facilitators might be
reduced to one in the next cycle and maintaining a level of support and
encouragement would need to be considered. However, considering the
researcher would be more familiar and confident with the approach in
the next cycle, this would help cater for issues concerning facilitation
that may arise.
5.4.3.6 Team	
  teaching	
  
Participants suggested that:
the two people teaching us was [sic] great. We had a bit more
fun. It broke it up a bit and we got on with the group work all
day. There was always help there for us when people in our
groups were being annoying (Pilot 2011-12a, student 35).

The two faciliataors circled above can be seen supporting and encouraging the
groups while they work on their ensmeble.
Figure 5.43: Team teaching environment encourages participant collaboration

This sense of support and encouragement seemed to be important to
participants. Figure 5.43 above shows the facilitators helping and
encouraging various groups with their task. For this pilot phase, team
teaching was employed to ensure that the workshop was well organised
and to create a more relaxed learning environment with a view to
increasing opportunities for collaborative learning. This strategy has
potential to promote positive attitudes towards learning together,
enhance students’ interest and knowledge retention and increase their
sense of personal freedom and self-reliance (Gamsky 1970, Schlaadt
1971). In turn, this could enhance students’ confidence to interact with
one another and the literature in a mutually responsive manner. Where
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appropriate and possible, collaborative teaching practices could be
incorporated in Design Cycle Two. Due to potential timetabling
constraints in schools this might not always be possible and the
researcher might need to be the sole facilitator of the workshops.
However, liaising with the teachers as critical friends would be of benefit
to the design and delivery of the learning experience.
5.4.3.7 Warm	
  up	
  and	
  team	
  building	
  activities	
  	
  
Participants proposed that warm up and team building activities be
implemented throughout the day, stating ‘we should do those games
during the whole day to stop us from getting bored, or, like just drifting
off, yeah or getting annoyed with each other’ (Pilot 2011-12b). This
injection of energy seems to be important to participants to maintain
such an intensive and innovative approach to engaging with literature
using the digital ensemble process.
As evident from the video data, there was an apparent lack of energetic
and fun team building activities throughout the entire duration of the
workshops. This may have contributed to the somewhat jaded learning
environment that existed on occasion, for instance before break time or
after lunch. This could have hindered collaborative approaches to the
tasks of ensemble and digital storytelling at various times throughout
the process. Warm up and team-building activities can set the stage for
the risk-taking involved in employing drama strategies in the classroom
(Irish 2011, Timpson and Burgoyne 2014). Such activities help to create
a trusting learning environment in which students feel safe to take the
risk of demonstrating physical, emotion and intellectual engagement
with a learning task (Blatner and Wiener 2007, Van Ments 1999).
Likewise, a debriefing session following such activities is also necessary
to clarify the learning points and address any concerns the students may
have (Boggs et al. 2007). This narrative of structured analysis and
reflection could be translated into the activities to enhance students’
engagement with literature through active digital ensemble processes.
Therefore, since students seemed to be lacklustre and hesitant at times,
and in accordance with participant feedback, a plentiful choice of teambuilding exercises should be employed at various intervals in the next
cycle to encourage a more energetic and collaborative approach to
English education.
5.4.3.8

Opportunity	
  to	
  socialise	
  	
  

Figure 5.44 overleaf depicts that a total of 33 participants rated the
opportunities to socialise with peers during the workshop as Excellent,
12 rated it as Very Good while no participant selected any of the other
three options (Pilot 2011-12b).
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Cohen (1994) suggests that providing students with the opportunities to
socialise in a learning context can help to build trust, respect and
friendship among peers and encourage cooperative behaviour and a
sense of active citizenship among students (1994, pp. 18&19).
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Figure 5.44: Opportunity to socialise with peers while learning

With all participants rating the socialising opportunities as either
Excellent or Very Good this hopefully encouraged a sense of mutual
respect and cooperative behaviour as Cohen suggests. This sense of
social and cultural responsibility can permeate their literary studies by
developing respect for each other’s interpretations of and connections
with the text as related to their experiences (Nelson-Jones 1996, Piaget
1950). Thus, subsequent cycles would need to focus on affording
participants sufficient opportunities to socialise while engaging with
literature.
5.4.3.9 Technology	
  
Participants reported that ‘the computers were far too close together. It
was just sort of awkward.’ (Pilot 2011-12b, Q.B6) The desk bound
machines, Apple iMacs, were aligned in rows against the side and back
walls of the room. Figure 5.45 overleaf is a still image from the video
data that captures this awkward nature of the desk-bound machines as
mentioned by participants. Perhaps, through no fault of the participants,
this layout and the stationary nature of the technology encouraged some
individuals to monopolise the digital process of storytelling to the
exclusion of others.
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Figure 5.45 Desk-bound machines may hinder collaboration

The data denoted that this layout hindered collaborative learning. This
was contradictory to the nature and intent of this learning process. As
such, a review of the technology to be utilised is required and mobile
devices should be considered as a means of enhancing deeper literary
engagement through collaborative ensemble learning (Sharples 2000).
5.4.4 Technology	
  	
  
While the previous section detailed some of the issues associated with
the technology used in terms of collaboration, this section considers the
specific technology tools used and conveys an overall picture of
participants’ feedback and observations in this regard.
5.4.4.1 Quality	
  of	
  technology	
  	
  
Figure 5.46 below displays that 21 participants rated the quality of
technology used as Very Good, 24 rated it as Good while no participants
selected any of the other three options (Pilot 2011-12b, Q. A8).
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Figure 5.46: Quality of technology used

Even though the participants were unfamiliar with the technology used
47% rated it as Very Good perhaps suggesting that they were not entirely
happy with its functionality. In his work Tools for Conviviality, Ivan
Illich (1973 ) points out that any tools that creates a disjoint between the
user and their environment can negatively impact upon the balance of
learning. As such, the tool may be rendered useless if the cost and return
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ratio is imbalanced (pp. 90-94). In this sense, a student’s personal
investment is at risk of not being rewarded by achieving the learning
outcomes if the means, the technology, is incorrectly selected and
becomes the end in itself. As Illich points out ‘[w]hen ends become
subservient to the tools chosen for their sake, the user first feels
frustration and finally either abstains from their use or goes mad’ (1973 ,
p.93). This also concurs with Papert (1993) constructionism theory
involving the use of media tools to construct meaningful products, as
discussed in Chapter 3. Thus, the premise of this study is always to hold
the ends, the students’ learning outcomes in terms of English education,
as supreme and therefore the means, the technology, should not be the
focus of learning but instead a vehicle for learning. It is hoped this will
ensure that this sense of frustration that Illich refers to is avoided and
the participants or any student or educator will not “go mad”, as Illich
says, because of technology.
5.4.4.2 The	
  Animated	
  Tales	
  
The story of Macbeth was related to the participants using a viewing of
Shakespeare: The Animated Tales (Macbeth) (BBC 1992). One group
provided the following feedback on this:
It was interesting, different and was a good summary of the
whole thing. We wouldn’t usually watch cartoons of
Shakespeare’s stuff so that was unusual; sort of makes you pay
attention. There was good graphics, it was a good animation, it
wasn’t stop-frame, but all the pictures and images matched what
was happening (Pilot 2011-12a, group 1).
Questionnaire supported this viewpoint. Participants considered The
Animated Tales (BBC 1992) ‘very useful as it was related to the
animation task’ and appealing in terms of its strong and condensed
narrative of the play: ‘it was a good summary, everything there really’
(Pilot 2011-12b). Figure 5.47 below and overleaf depicts scenes from the
animation.
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Figure 5.47 Shakespeare: the Animated Tales (Macbeth) (BBC 1992)

The imagistic and linguistic strengths of this animation connect it to the
key elements of the drama and it is a concise portrayal of the text. The
animated tale endeavours to persuade audiences to engage cinematically
with the text while also introducing the concept of complexity of
characters and narrative through the various cuts in the play (Colón
Semenza 2008). Therefore, if other such animations are to be employed
as a teaching and learning strategy in subsequent cycles sufficient
weighting should be placed on the opportunity for critical analysis of the
multimodality of texts and the complexities of animated narratives since
this may provide inspiration for the students’ own digital stories.
5.4.4.3

Software	
  

5.4.4.3.1 Animation	
  
I Can Animate (Kudlian 2008) was the software used to create the
animations. A demonstration of its use and creativity was provided for
the participants. Participants expressed an appreciation for the time
taken to complete this demonstration voicing that ‘we thought that the
demo was good. We needed that cause [sic] we’ve never used any of this
before. It’s all so new’ (Pilot 2011-12b). This software facilitates stopframe animation. Features such as gridlines, onion skinning, duplicate
frames and Chroma Key (green screen) are useful to this end and the
software is generally easy to use, as Illich (1973 ), Papert (1993) and
Resnick (1996) suggest it should be. However, I Can Animate is a
licensed product and therefore there is a need to search for and evaluate
other free of charge options of similar use and features.
Participants suggested that the background for the animation ‘wasn’t
good. There wasn’t enough space and maybe if we made the
backgrounds first that’d look good and save time’ (Pilot 2011-12b). Both
the video data and the digital stories pointed to the fact that the
background for an animation ought to be a plain-coloured background,
green screen or designed prior to animation because other backgrounds
such as a cluttered work station detract from the quality of the end
product. Figure 5.48 overleaf depicts examples of this.
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Clear workspace for the animation.
This scored 56/80 on the evaluation
rubric.

Wide-angle shot reveals other students
at work. This scored 44/80 on the
evaluation rubric.

Green screen background allows the scene to remain in focus and allows for image
overlay at a later stage in the process. These were overlaid with images in the
postproduction phase. This scored 64/80 on the evaluation rubric.
Figure 5.48: Animation workstations are an important consideration

5.4.4.3.2 iMovie	
  for	
  Digital	
  Ensemble	
  Storytelling	
  
Apple’s iMovie allows participants to post-produce their animation by
importing their finished animations into iMovie and then editing it and
adding sounds, music, voiceover and text to their creations. It is free of
charge on qualifying Apple iOS7 compatible devices purchased after 1
September 2013, otherwise the price is currently €4.99 (Apple 2013,
Caldwell 2013). Participants in this study reported that ‘it is easy to use’
(Pilot 2011-12b, Q.B5). They also confirmed that they gained ‘a lot of
valuable experience’ in the following areas: ‘using iMovie etc [sic]’,
‘editing’, ‘film making’, ‘film editing’ and ‘camera angles’ (Pilot 2011-12b,
Q. B1). Further to this, participants provided the following feedback
during the group interview:
We loved making the animations, everything is easy to use. We
love using computers. It was different, it was fun, yeah it was
enjoyable. We’ve used Apple before, like iPods, iPhones, not
Macs though. Are they iMacs? Yeah, iMacs. Next time we’d like to
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make better animations, make our animations better using
music, backgrounds and more talking (Pilot 2011-12a, Group
interview 3, Students: 4 and 31).
In order to improve the quality of the digital story participants
suggested the following amendments: ‘use our voices’, ‘use the piano
and other instruments’, ‘voiceover and quotes for most things’ and ‘do it
again before you save’ (Pilot 2011-12b, Q. B4). This pointed to the
development of participants’ digital skills of drafting, editing and
narrating in various forms such as audio and text. Such practices could
also be beneficial for formulating personal reflective responses to texts.
These data highlighted an enthusiasm for the process since citing ways
of making their products better was featured.
Participants noted that the music options are limited within iMovie and
are ‘sort of all the same sounding’ unless purchased in iTunes (Pilot
2011-12aGroup Interview, Student: 12). iTunes is a media library and
player developed by Apple, Inc. It is used to download store and play
audio and video on a pc or mac. A series of alternative music and
soundtrack options would need to be explored for the next design phase.
As previously noted in subsection 5.4.2.2 iMovie as narrative tool under
the Narrative (5.4.2) section, there are examples and narrative frames
provided in iMovie that supports the creation of particular types of
stories. Figure 5.49 below depicts the demonstration of the iMovie
templates to participants. These proved useful guides for digital
storytelling novices, as participants noted that:
the app gives you templates, like a structure and ideas for your
story and like all you have to do is fill in the blanks. If you don’t
know what you’re doing or you can’t think of anything good to do
that’s really good (Pilot 2011-12b).

Participants are sitting along the walls where the computers are stationed. They
are out of view of the camera. The demonstration of the software is projected.
Figure 5.49: Demonstration of the software I Can Animate and iMovie.

Group interview data conveyed that, while some participants enjoyed
working within the narrative template provided by iMovie, other
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participants thought they were limiting their creativity and productivity,
stating that:
we need to put in more than what the template is letting us. We
should just do up our own and then that’s problem solved, we can
put in everything we’ve come up with then (Pilot 2011-12a, Group
interview 1, Student: 12).
Therefore, subsequent cycles would need to explore the functionality of
iMovie and its full potential for differentiated instruction, scaffolding
and its mediating role in the zone of proximal development of the
students (Bruner 1990, Vygotsky 1978). Differentiated instruction could
provide the opportunity for students to encounter the literature using
various strategies and resources while each phase will be scaffolded to
provide a sense of security to take risks and ensure some level of
achievement for all participants. The technology tools utilised should
allow students to encounter this fantastically meaningful but perhaps
somewhat alien literature, depending on students’ previous literary
experiences, through a medium they are already familiar with.
Therefore, it was considered that this digital ensemble approach holds
potential to maximise the creativity and productivity of the students’
learning within English education.
5.4.4.3.3 Sound	
  and	
  voiceovers	
  
Many participants communicated that they would like ‘better sound
footage’ to improve the quality of their animated performances (Pilot
2011-12b, Q. B3). Video data also conveyed that a noisy environment of
group work is not conducive to recording high quality voiceovers and
therefore this would need to be addressed in the next cycle.
5.4.4.4

Hardware	
  

5.4.4.4.1 	
  Visualisers	
  
Figure 5.50 opposite
displays the visualiser used
in this pilot phase of the
design. Visualisers are
digital cameras attached to a
rigid or flexible arm that can
be used in teaching for
projecting objects,
documents or experiments
for all class members to see.

Figure 5.50: Lumen's ‘Ladybug’ Visualisers
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The visualisers used for these animations were attached to a flexible arm
so as to facilitate stop-frame animations by adjusting the lens angle and
spotlight when needed. As such, the camera base remains stationary.
Some participants expressed a desire to ‘use cameras, not Macs, or
something smaller that you can move about with’ (Pilot 2011-12b, Q.
B2). Feedback from the group interview was similar as participants
recalled that
the cameras were hard to angle sometimes so yeah maybe hand-held
cameras, like wireless ones would be good. Those red ones didn’t work
every time so that was annoying (Pilot 2011-12a, group 1).

Figure 5.51: Visualisers not functioning correctly, causing some frustration.

The visualisers proved temperamental when used with the iMacs, as
seen in Figure 5.51 above. This image shows the researcher and a
participant attempting to rectify issues with the visualiser, as it was not
working properly. Although they were synced and tested in preparation
for the workshops some were not functioning correctly on the day.
Therefore, endeavouring to sync them with the machines consumed
valuable time within the workshop and created frustrations among some
participants as noted above. This is contrary to the ethos and goal of this
digital ensemble approach, which endeavours to align itself with the
premise that technology should be seamlessly integrated into the
learning environment and should neither be a distraction nor a cause of
frustration (Illich 1973 ). As such, emphasis should be placed on
selecting tools that do not detract from opportunities for authentic
literary engagement. Therefore, alternatives to visualisers would need to
be explored for the next cycle.
5.4.4.4.2 Apple	
  iMacs	
  
The participants used Apple iMacs to create their digital stories.
Participants stated that the ‘computers were too close together’ (Pilot
2011-12b, Q.B 6).
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Figure 5.52: ‘Computers were too close together’

These machines were desk-bound and aligned against the walls and data
suggested that they effectively impeded collaboration, fun and
interaction as highlighted in Figure 5.52 above. This was also
highlighted in subsection 5.4.3.9 Technology when discussing the
general theme of Collaboration in section 5.4.3. The lack of
collaborative space created by the position of the machines meant that
the technology was not easily accessible for every member of the group
and perhaps became somewhat exclusionary

Some machine were separated by
workspace dividers

All machines were too close together

Figure 5.53: Technology was not easily accessible

Participants affirmed that the desk-bound machines ‘were awkward to
use collaboratively’ and therefore excluded some group members from
participating in the task to the best of their ability, as highlighted in the
video data and depicted in Figure 5.53 above. Alternative technology
tools would need to be researched for the next phase to ensure the focus
rests on students’ engagement with the literature through the digital
ensemble process.
Participants were also unfamiliar with the general functionality of the
iMacs as most were Windows users. This can be heard in the video data,
as the error sound from the iMac is audible at various stages because
participants keep pressing the wrong keys on the keyboard or mouse
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clicking on an incorrect option. Figure 5.54 below is a still image from
the video at that moment when the prolonged error sound was audible.

Teacher walking over to assist students
whose machine was making the error
sound.

Participants appear perplexed with
the sound emanating from machine.

Figure 5.54: The error sound from the iMac is audible suggesting that
participants are unfamiliar with the functionality of the machines

This may suggest that participants were unfamiliar with the
functionality of the machines which is an important factor to consider
for all cycles of the research since it is a potential barrier to the
integration of the technology (Ertmer 2005, Mumtaz 2000). After all,
the EU Kids Online: Final Report (2009) does suggest that our
teenagers are not all innately digitally literate. Therefore, the next cycle
would need to include a demonstration of the device, whatever is to be
used as well as practical guidance for their creative use within English
education.
5.4.4.5 Online	
  timer	
  
The online timer available at http://www.online-stopwatch.com was
used to time the groups’ portrayal of the 32-Second Macbeth (Folger
2007). This can be seen in Figure 5.55 below. Participants articulated
that the timer was ‘a good idea. It kept us focused the whole time to get
it done’ (Pilot 2011-12a, Group interview 4, Student: 1)

Figure 5.55: Participants suggest that the online timer ‘kept us focused’

This timer is easily accessed, free, clearly visible, user-friendly and
effective in terms of time keeping as is seen in the video data. Using a
timer aids the setting of a challenge, maintains the pace and lends a
sense of immediacy to the task. It keeps the students focused and in turn
teaches about time management and self-monitoring (Amato-Zech
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2006). Therefore, this tool, or a similar technique, would need to be
utilised throughout the next phase of the research.
5.4.4.6 Social	
  media:	
  Twitter,	
  Inc	
  
As already mentioned, the online social networking service Twitter, Inc
(Williams et al. 2006) was used as an exit task to clarify literary
engagement as well as any outstanding issues, concerns or gaps in the
learning (Sprenger 2008). Participants were tasked with summarising
the plot of Macbeth in 140 characters or less, adhering to Twitter’s
tweeting criteria. This allowed participants to refer to key moments of
the text as they determined and recalled them. Participants confirmed
that that they were:
familiar with Twitter and using it in the classroom is something
new. It was a bit of fun but we found it hard to get the right words
to summarise the whole thing in one tweet (Pilot 2011-12a, Group
interview 1, Student: 17).
Video data substantiated participants’ enthusiasm about the educational
uses of Twitter as seen in the vignette in Figure 5.56 below.	
  

Participants gather in groups to undertake the Twitter exit ticket task. The
video conveys excitement of the participants as they quickly rise from their
seats and gather together to complete the activity.
Figure 5.56: Participants enthusiastic about the educational uses of Twitter

Both schools managed a school Twitter account and a Transition Year
English Twitter account and therefore, this approach was integrated
seamlessly into the subject once the workshops were finished.
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5.4.4.7 Digital	
  fluency	
  	
  	
  
Participants expressed a desire for ‘demo’s [sic] with iPads, Macs’ in
order to improve their experiences, their learning and creativity stating
that ‘it would make it easier to figure out how to edit, do things
differently and be imaginative with it quicker’ (Pilot 2011-12b, Q. B6).
Data from the group interview highlighted further participants’ need for
digital guidance. The following feedback was provided by one group: ‘the
technology was grand, never really used Apple computers before.
Getting to use computers is great though. Maybe using PCs would make
it better. The technology is easy when you got used to it I suppose’ (Pilot
2011-12a, student 11).
Another group’s feedback supported this opinion with participants
declaring that:
one person in the group didn’t like using the Apple computers,
the mouse was hard to use, and everything was opposite. Making
the short film was great. It would’ve been better if we were given
more play dough. The computers were fine, I don’t know much
about computers so I could’ve done with more help. We could
have done more with it I thought. It was, like examples of what
could be done, that would be good. It was kind of crowded
anyway. It’s hard to make details. It was okay. We all thought the
whole thing was enjoyable. More computer work for English
would be brilliant (Pilot 2011-12a, group 3).
This feedback indicated that students require assistance and
demonstrations of the technology used. Therefore, this might suggest
that Prensky’s (2001) assertion that modern young people are ‘digital
natives’ may be somewhat misguided, as the aforementioned EU Kids
Online report seems to point towards. However, although frustration
with using the technology tools was expressed by some participants,
once they familiarised themselves with the tools they expressed
enthusiasm for the possibilities of such an approach to English
education.
As outlined in Chapter 3, Mitchel Resnick (2002), director of the
Lifelong Kindergarten group at the Media Laboratory at Massachusetts
Institute of Technology (MIT) and Scratch programming language
creator, notes that in order to be fluent in the use of technology tools it is
necessary to explode the viewpoint that such tools are simply vehicles
for information delivery. Therefore it is appropriate that a
constructionist approach be adopted towards harnessing technology’s
power for creativity and therefore its power to revolutionise learning
and education. This involves a scaffolded process of educating our
educators and students alike about the uses and potential of technology
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tools for learning and education. Resnick likens the process to language
learning asserting that to:
be truly fluent in a foreign language, you must be able to
articulate a complex idea or tell an engaging story; in other
words, you must be able to ‘make things’ with language.
Analogously, being digitally fluent involves not only knowing
how to use technological tools, but also knowing how to construct
things of significance with those tools (Resnick 2002, p.33).
Considering Resnick’s approach to the use of technology in education as
well as participant feedback conveying desire for further technology
demonstrations, it would be important to incorporate a more scaffolded
approach to integrating technology into the digital ensemble process.
This could afford participants sufficient time to become fluent in the use
of such tools. Therefore, attention could be steered towards supporting
students to use the tools to articulate a complex idea from the literature
and to convey the story of their learning, as Resnick suggests is
important. Consequently, an opportunity for developing a sense of
digital fluency could be created for participants in the second design
cycle.
5.4.4.8 Showcase	
  
The showcase of participants’ work was facilitated at the computer
stations that each group were working at. All participants gathered
around each one for the viewing. Participants communicated that:
we liked the part where we all got to show off what we done [sic].
Some of us didn’t really want everyone to see it first but then we
realised that ours was either the same or a bit better than the
others so that was fine. Next time we should have it on the big
screen, but sure wasn’t there a problem with that. That would be
great though (Pilot 2011-12a, Group interview 1, Student: 7).
Another group expounded on this by providing feedback on the
motivational levels of the group due to the showcase at the end of the
day, saying:
the fact that we had to show it to everyone meant that you sort of
had to take it more seriously and even be more imaginative with
it to make it the best (Pilot 2011-12a, Group interview 1, Student:
15).
Video data echoed this perspective. Figure 5.57 overleaf exhibits the
somewhat awkward and cumbersome moments when participants were
gathered tightly to watch each other’s digital stories. This did not appear
to be a fitting tribute to the effort invested by the participants.
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Figure 5.57: ‘Next time we should have it on the big screen’

The final showcase of students’ work can draw the focus of attention
towards a more prosocial view of achievement goal theory (Wentzel and
Miele 2009). The meaning or purpose of the task can be constructed, in
part, from the interpersonal world of the students where some of their
motivation derives from cooperation and a general willingness to share.
This, in turn has a positive association with achievement and success
(Wentzel 1993). This also echoes the prosocial view of drama-based
education that Neelands (Neelands 2009) champions in his work. The
level of students’ cooperation and sharing of ideas can be significant for
the creation of informed interpretations of the complex world of the
text. Therefore, options for cloud storage, file sharing and connectivity
for projecting participants’ work must be researched and implemented
in subsequent design cycles to allow for greater opportunities for
showcases, participant displays and therefore the opportunity to further
fulfil such prosocial goals. After all, perhaps English can be considered a
prosocial subject driven by personal responses to literary worlds.

5.5 Modifications	
  to	
  Implement	
  for	
  Design	
  Cycle	
  II	
  
5.5.1 Literary	
  engagement	
  	
  
The data regarding the learning process and product creation evidenced
literary engagement by the participants. However, this engagement
proved to be quite superficial since participants demonstrated
knowledge and awareness of character profiles, details of key moments
and various themes but very little evidence of linking these elements
with their connections between the literature and the world. It was felt
that ‘things of significance’ as (Resnick 2002) referred to it, were not
created.
5.5.1.1 Criteria	
  for	
  literary	
  engagement	
  	
  
Therefore, it was necessary to revisit the literature and in conjunction
with these findings develop more robust criteria for the attainment of
deep literary engagement, as evidenced both in the process and the
products. These criteria are outlined in the next chapter.
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5.5.1.2 Timing	
  
The time allocated for the entire module proved to be inadequate to
allow the participants an authentic opportunity to engage with the
literature on the three levels. In total, three workshops and three classes
over a three-weeks period were afforded to this process, which was
inclusive of introductory and feedback sessions. It was considered that a
minimum of five weeks would be required for the next design cycle.
5.5.1.3 The	
  digital	
  ensemble	
  task	
  
The digital ensemble task required redesigning to include a choice of
texts for the participants, for example drama, poetry, fiction and nonfiction. Kress’s (Kress 2003) concept of multimodal texts, as referred to
in the new Junior Cycle literature, also needs to be considered (NCCA,
2014). It was felt that there was a disjoint between the ensemble
activities to explore and engage with the literature and the use of digital
ensemble to virtually embody the characters, key moments and themes.
Both activities proved useful for engaging with the text but were
disconnected from each other and therefore, seemed to detract from
meaningful engagement with the world of the texts. Thus, a new
constructionist focused concept, arising from this design, was explored
for the second cycle. The researcher still referred to this process as
“digital ensemble” but considered a redefinition of the term appropriate.
This is described in the next chapter.
5.5.1.4 Design	
  brief	
  and	
  assessment	
  strategies	
  	
  
A new design brief and a set of revised assessment strategies were
developed in synchronicity with the new task. The researcher designed a
Process and Product Wheel that considered the characteristics of
literary engagement as set out in Chapter 2 as well as assessment criteria
for the digital story. This is depicted in the next chapter.
5.5.1.5 Discussion	
  and	
  showcase	
  
An important element for enabling and encouraging engagement with
literature was the provision of a discussion forum. It was felt that related
activities were not utilised to their full potential to maximise the
reflective and critical thinking skills of participants that would help
them to engage with the literature. Therefore, it was decided that this
discursive activity would take the form of the following exercises during
the second design cycle: a story circle, a 5-minute debate, a think-pairshare exercise, an envoy discussion and a Socratic circle. It was
perceived that the showcase of participants’ work would have yielded
further opportunity for participants to benefit from peer feedback and as
such it was decided that this activity would be incorporated into the next
cycle at several intervals for maximum effect.
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5.5.1.6 Teachers	
  of	
  English	
  	
  
Since the task would be amended to incorporate more activity time, a
wider variety of literature and an integrated, process approach to this
module, it was necessary to liaise with the participants’ teachers of
English on a more regular basis. This was vital in order to create a
connection between the focus texts for this research study and those
covered in English class time and to inform the participants’ process and
progress of literary engagement.
5.5.2 Ensemble	
  
5.5.2.1 Warm	
  up	
  and	
  icebreaker	
  activities	
  
It was found that activities to facilitate warming up and breaking the ice
were exceedingly important to help the participants become comfortable
with this novel and seemingly unfamiliar approach to engaging with
literature. These activities were constructive for demonstrating the
process of ensemble as well as creating a safe learning environment for
taking risks. More activities of this nature will be incorporated into the
design of the next cycle.
5.5.2.2 Space	
  
The data highlighted that the physical space acted as one of the
determinants for the level of engagement that was achieved in terms of
the process and with the literature. The layout of the classroom or
workshop room hindered such engagement since the desks and the
chairs impeded circle activities as well as the unrestricted movement
that is characteristic of the ensemble process. Therefore, a larger room
would be needed for the next cycle. One chair per participant and one
table per group, or a similar workstation layout would be required.
5.5.3 Narrative	
  
5.5.3.1 Choice	
  
Participants explored just one selected text in the first cycle and it was
found that levels of engagement were somewhat superficial and
understated at times. Therefore, it was felt that participants ought to be
afforded more of a choice in terms of the literature they encountered
and engaged with in order to increase motivation for literary
engagement and to encourage a state of complete submersion in the task
(Cordova and Lepper 1996, Csikszentmihalyi 1990). It was thought that
participants could benefit from encountering multimodal texts and
being given the choice to engage with this literary format (NCCA 2013,
pp. 5&9).
5.5.3.2 Structure	
  
The structure of some of the digital stories highlighted the need for
further planning and discursive activities. Therefore, participants will be
required to draft a mind map, a storyboard and engage in a variety of
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discursive exercises throughout the second cycle. It was felt that
participants required a better structure and guidelines for engaging with
the literature. Consequently, the Making Connections worksheet was
formulated by the researcher based on Keene and Zimmerman’s (1997)
work and is outlined in the next chapter.
5.5.4 Collaboration	
  
5.5.4.1 Group	
  identity	
  and	
  roles	
  
Since the data highlighted that when participants identified themselves
as a group by selecting a team name and using it for the duration of the
process it was decided to maintain this focus for the next cycle. It was
considered that participants did not always collaborate well and this was
evidenced in the group interview data. Of significance was the time is
afforded to the development of genuine collaborative practices,
enhancing task performance and scaffolding instruction within the zone
of proximal development (ZPD) of the participants (Jordan and Kaplan
2014, Moll 1992, Tharp and Gallimore 1988, Vygotsky 1978). Therefore,
the next cycle would need to include the specification that each group
must assign roles to every team member.
5.5.4.2 Learning	
  contract	
  
Since the groups did not always engage in meaningful collaboration it
was felt that a learning contract would need to be negotiated and
implemented throughout all stages of future cycles. This would be to
ensure that the ethos of genuine, authentic and respectful engagement
was protected. It would include a set of rules or guidelines developed
and agreed upon by all participants to promote a community of practice
(Wenger 1999).
5.5.4.3 Mobility	
  
The desk-bound machines hindered effective and meaningful
collaboration and instead encouraged some technology-fluent
individuals to complete the group task individually. As such, mobile
technologies would be considered for the second cycle so as to instil that
sense of freedom of expression that is central to English literature
studies.
5.5.5 Technology	
  
5.5.5.1 Portable	
  technology	
  
Technology included iMacs, visualisers, handheld-cameras and
animation and storytelling software. While the software worked well to
complete the specific tasks, the hardware proved bothersome. The
visualisers and cameras were temperamental and the iMacs were not
conducive to collaborative endeavours. It was felt that the more
technologies that were used the increased potential there was for one or
more pieces of technology failing in some manner for any number of
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reasons. As such, the technology could ultimately detract and distract
from engagement with literature. Site licences are required for software
such as I Can Animate and Comic Life, which could be quite expensive
for schools. Therefore, mobile technologies and free applications would
be explored for use in the second design cycle.
5.5.5.2 Digital	
  fluency	
  	
  
The data highlighted the need for demonstration of the technology and a
trial task in order for participants to become digitally fluent. As Resnick
(2002) suggested it is important that students’ use of technology for
learning is scaffolded in order for them to design and construct
‘meaningful artifacts’ or ‘things of significance’, which also concurs with
the work of Vygotsky (1978), Bruner (1990) and Papert (Papert 1993).
As such a demonstration of the technology would need to be
incorporated into the second cycle as well as the development of a news
item task and the creation of a Digital Ensemble Portfolio as
meaningful. Structured showcases would hopefully afford due attention
to the students’ personal investment in the process.

5.6 Chapter	
  Summary	
  
Chapter Five has described the first of three design cycles in this project.
The chapter summarised the Design-Based Research approach that was
adopted to implement an ensemble-based, technology-enhanced
pedagogical approach to English education. The focus of this approach
was to enhance students’ engagement with English literature.
The cycle was undertaken through a series of school and campus-based
workshops. Six design activities were designed and implemented as
guided by the ENaCT theoretical framework: ensemble, narrative,
collaboration and technology. This framework was also used to analyse
data and frame the discussion of the findings. Both confirming and
disconfirming evidence was considered for the redesign of this cycle to
form Design Cycle Two.
Participants enjoyed the educational approach to the study of literature
and a sense of personal investment in and connection to the literature
was evident. All participants found it a worthwhile module with all
confirming that they would like to undertake such a module again as a
means of studying literature related to their English curriculum. It was
considered that the physical learning environment was an issue and a
new learning space was required for the next cycles. The time afforded
to the implementation of this approach proved insufficient. Therefore, a
longer, process oriented approach would be adopted for the second
cycle. It was felt that mobile technology would better support the
participants’ process of engagement with the literature and the
ensemble and digital activities.
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The researcher liaised with her supervisor, Head of School and her
Graduate Research Committee regarding the progression of this digital
ensemble innovation to a second cycle. Considering the positive
feedback from participating students and teachers, and these
professional conversations concerning the research, it was felt that there
was significant potential in the approach for augmenting students’
engagement with literature to justify pursuing the innovation further.
Design Cycle One established the potential of this ensemble-based and
technology-enhanced pedagogical approach for enhancing students’
engagement with literature. Therefore, a second cycle was implemented.
The changes that were made to the project are outlined and discussed in
the next chapter.

	
  

188

Chapter 6: Design Cycle Two – Making Connections

6 Chapter	
  6:	
  Design	
  Cycle	
  Two	
  –	
  Making	
  Connections	
  
6.1 Chapter	
  Introduction	
  
Chapter Six will discuss the second design cycle.
The chapter considers the findings of the initial prototype design and
the amendments and additions to the second design are outlined. Also
discussed is the confirming and disconfirming evidence for the design.
Details relating to this design cycle are colour coded in purple.
The literature learning experience was redesigned in accordance with
participants’ feedback and the findings from the first design cycle. These
include a redefinition of the term digital ensemble to encompass
collaborative embodiments of key moments in the literature that are
recorded on a mobile device and organised into a portfolio. Therefore,
digital ensemble storytelling refers to the use of digital ensemble
vignettes selected from this portfolio and imported into a moviemaking
application to create a digital story of the literary engagement process.
Specific digital ensemble tasks were developed to encourage students to
engage with the literature. The following design sensitivities were
considered important: time, development of a more extensive evaluation
rubric and energetic ensemble warm up exercises. Also of significance
was providing students with choice in terms of the literature and the
approach adopted within a structured and scaffolded framework. To
encourage further productive collaboration among participants it was
found that there was a need to establish a sense of group identity, group
roles and a learning contract. In terms of the technology used, it was felt
that in order to adopt a digital ensemble approach to literature learning
the technology would need to be mobile, user-friendly, constructivist
and cost effective.
Data includes video recorded workshops, ethnographic observation,
group interviews, student feedback questionnaires students’ digital
artefacts and an evaluation rubric. Approximately 41 hours of video data
were gathered. Once again the ENaCT framework was used to frame the
design, analysis and discussion of the findings.

6.2 The	
  Educational	
  Context	
  
6.2.1 Context	
  of	
  participating	
  schools	
  
The schools involved in the second cycle remained the same. There were
46 participating Transition Year students in total. School A had 22
students while School B had 24 students participating and one teacher
of English from each school contributed. There were also three Special
Needs Assistants (SNAs) involved in the process since three students
had special educational needs. The spaces provided included the
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schools’ classrooms, assembly halls and grounds where appropriate.
Venues within NUI Galway were also utilised. This is discussed further
in section 6.3.4.2 Space.
There was greater involvement and support from both schools during
the second design cycle. The involvement of the teachers varied
throughout the year. Teachers participated in a variety of ways from
allowing in-class time for students to prepare or perfect written material
to engaging with the entire process and teaching through ensemblebased strategies that the researcher developed and taught to the
teachers. These teachers supported their students with the required
written material during the allocated weekly class period. Such written
material included graphic organisers, such as mind maps, storyboards,
scripts and reflective or discursive pieces for their digital ensemble
stories. It is to be noted here that these teachers of English, the
Transition Year co-ordinators and the school principal and deputy
principal in each school were extremely supportive and expressed their
belief in this educational approach. Therefore, in consultation with these
participating educators, both schools stressed that they would provide
as much time as they possibly could to the programme. The researcher
suggested that a six-week programme was necessary to facilitate this
approach with six workshop days facilitated by the researcher. This
would comprise four workshops in NUI Galway campus and two
workshops in each school. The structure would include one workshop
per week over six weeks with at least one class per week dedicated to
facilitating the programme. This was suggested to each school and both
very kindly agreed to this and were happy to accommodate it based on
their perceived success of the first programme cycle.
6.2.2 Senior	
  cycle	
  students:	
  Transition	
  Year	
  
Similar to Design Cycle One, participants included Transition Year
students from both secondary schools. It was observed that the research
questions did not alter upon completion of the first cycle and therefore
the research was still focused on senior cycle students. The general
mission of the Transition Year programme is to promote the personal,
social education and vocational development of students with a view to
encouraging students to develop as independent and responsible
members of society (DES 1993). It was felt that these aims still aligned
with the research being conducted. The first cycle addressed issues and
concerns with regards to time and access to the participants at senior
cycle. Through consistent liaising with practitioners and school
management it was agreed that the Transition Year students would be
best suited to partake in this research project again.
6.2.3 English	
  methodology	
  	
  
As well as being informed by the general aims of the Transition Year
programme this intervention is aligned to the current Leaving
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Certificate English syllabus. The developments of the new Junior Cycle
Student Award and the general research on the transformative power of
education, pedagogies and practices have also informed the overall
approach to teaching and learning in this module design. These have
been outlined in Chapter 2 and in the previous design chapter in section
5.2.3 of the same heading.
6.2.4 The	
  learning	
  environment	
  at	
  NUI	
  Galway	
  
Data from the previous cycle found that space was a potential barrier to
integration of technology within English education and to the general
ensemble approach. Therefore, the campus-based section of this second
cycle took place in the large spaces of The View and The Bank of Ireland
Theatre within the National University of Ireland, Galway (NUI
Galway). This is discussed further in section 6.3.4.2 Space.
6.2.5 Liaising	
  with	
  practitioners	
  	
  
The relationships that were forged throughout the initial design cycle
were built upon in this second cycle. The researcher liaised with the
same teachers of English as the previous year in School A and in School
B. The Transition Year coordinators remained the same. Research in
this area suggests that a vital facet of engaging with practitioners and
endeavouring to create a sustainable working relationship can be
somewhat reliant on the symbiotic nature of the relationship (DCIII
2014b, Mitra et al. 2005, Mitra and Rana 2001). Adams & Tulasiewicz
(Adams and Tulasiewicz 1995) note that successful liaisons in this
domain are the ones that are ‘partnerships of people, not institutions’ (p.
46). It was felt that creating such a ‘partnership of people’ involving a
sense of both personal and professional communication proved to be a
solid foundation on which to organise and negotiate the integration of
this module into the schools.
6.2.6 School-‐university	
  partnership	
  
The developing school-university partnership between the two schools
and NUI Galway was nurtured further during the second design cycle.
The researcher became a teaching practice tutor for pre-service teachers
of the then Postgraduate Diploma in Education at the School of
Education, NUI Galway and visited and liaised with one of the schools
regularly in this capacity. An iterative restructuring of roles and
responsibilities of all involved proved necessary to maintain strong
alliances with schools, which is noted in the research on schooluniversity partnerships (Mitra 2005, Mitra et al. 2005, Tolonen and
Sampson 2014). This helped to reinforce the bond between the
researcher and school management and to establish a stronger link
between that school and the university. It was found that during the first
design cycle the schools were enthusiastic about creating a lasting
partnership with the university. In this regard, it was noted by
participating practitioners that their students enjoyed the experience of
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being on the university campus and that it helped to create a notable
and worthwhile connection between the school and the university.
Therefore, this practice was continued for cycle two with four full days
spent on the university campus.

6.3 Design	
  Changes	
  
6.3.1 Module	
  design	
  	
  
6.3.1.1 Structure	
  	
  
Table 6.1 below displays the details concerning the duration, time,
location, participants and focus literature of Design Cycle Two. The
process changed from the 3x3x3 layout of Design Cycle One to the 6x6x6
layout.

Design Cycle II

6x6x6 Layout

Module Outline

• 6 x weeks
• 6 x workshops (4 x on-campus workshops, 2 x in-school workshops)
• 6 x 40-minute English classes
Workshop: Engaging Literature: using digital storytelling to connect with texts
Literature
Poetry : As It Should Be, Derek Mahon; W.B. Yeats poetry selection (Easter 1916, An Irish Airman
Foresees His Death, The Wild Swans at Coole)
Speech and Interviews: Malala Yousafzai
Song Lyrics: The Foggy Dew
Music, Historical accounts, Factual evidence, Photographic Evidence, Documentary analysis

School A

School B

Duration: 6 week
Date: Apr/May 2013
Time: 9.30am-3.30pm & 1 x 40-minute class per
week
Venue: School assembly hall; The View and BOI
Theatre, NUIGalway
Participants: Transition Year (22 pupils)
Teachers: 1 teacher of English

Duration: 6 weeks
Date: Nov/Dec 2013
Time: 9.30am-3.30pm & 1 x 40-minute class per
week
Venue: School assembly hall; The View and BOI
Theatre, NUIGalway
Participants: Transition Year (24 pupils)
Teachers: 1 teacher of English, 3 SNAs

Table 6.1: Overall layout of Design Cycle Two
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Table 6.2 below outlines the overall six-week structure of the module for
the second implementation.
Design Cycle II

6x6x6 Layout

Module Outline

• 6 x weeks
6 x workshops from 9.30am-3.30pm (4 x workshops on NUIG campus / 2 x workshops in each
school’s assembly hall
• 6 x 40-minute English classes
Week 1
Class 1
Activity 1: Topic and Task Introduction
Activity 2: Learning Contract
Workshop 1 Activity 3: Ice Breakers
Revise and Remind: (a) Learning Contract and (b) Task
Activity 4: Mobile Technology Demonstration
ShowcaseDiscussion (story circles, 5-minute debates, think-pair-share, envoy
discussions and Socratic circles)Exit Cards
Week 2
Class 2
Ice Breakers
Ensemble Warm Up Exercises
The Literature
Workshop 2 Ice Breaker Activities
Activity 5: Ensemble: Making connections
(a) Text-to-Self (P)
(b) Text-to-Text (C)
(c) Text-to-World (R)
Digital Ensemble: one per connection
Showcase
Discussion (story circles, 5-minute debates, think-pair-share, envoy discussions
and Socratic circles)
Exit Cards
Week 3
Class 3
Issues and Concerns
Activity 6: Writing Tasks (stem sentences/story maps/story board)
Workshop 3 Ice Breakers and Story circles
Ensemble Exercices & Digital Ensemble Portfolio
Criteria and Assessment Rubric
Showcase (story circles, 5-minute debates, think-pair-share, envoy discussions
and Socratic circles)
Exit Cards
Week 4
Class 4
Issues and Concerns
Ideas Board
Workshop 4 Ice Breakers and Ensemble Exercises
Story Circles
Activity 7: Digital Story Creation
Showcase
Discussion (story circles, 5-minute debates, think-pair-share, envoy discussions
and Socratic circles)
Exit Cards
Week 5
Class 5
Issues and concerns
Ideas Board
Workshop 5 Ice Breakers and Ensemble Exercises
Story Circles
Activity 7: Digital Story Creation
Showcase
Discussion (story circles, 5-minute debates, think-pair-share, envoy discussions
and Socratic circles)
Exit Cards
Week 6
Class 6
Issues and concerns
Ideas Board
Workshop 6 Ice Breakers and Ensemble Warm Up Exercises
Finalise and Export
Activity 8: Digital Story Showcase
Discussion (story circles, 5-minute debates, think-pair-share, envoy discussions
and Socratic circles)
Activity 9: Conclusion and Feedback
•

Table 6.2: Module outline of Design Cycle Two

Table 6.3 overleaf is the comparative module outline for Design Cycle
One and Design Cycle Two. It depicts the activities that were undertaken
in each workshop and class period during the three-week and six-week
modules.
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3 weeks
3 x workshops NUIG campus
3 x 40-minute English classes

6 weeks
6 workshops: 4 x NUIG campus
2 x in each school’s assembly hall
6 x 40-minute English classes
Week
Activity 1: Topic and Task Introduction
1
Activity 2: Learning Contract

Activity 2: Viewing of the Animated
Tales
Activity 3: Ensemble Activities
Performative
Comparative
Reflective
Addressing concerns and issues

Workshop
1

Activity 1:
Icebreaker Activities
Topic Introduction: Approach, the Task
and the Criteria
Icebreaker Activities

Week
2

Class
2

Week
2

Class
2

Workshop
1

Week
1

Class
1

Design Cycle II
Module Outline

Class
1

Design Cycle I
Module Outline

Workshop
2
Workshop
3

Icebreaker Activities
Finalise and Export Digital Story
Activity 5:
Digital Story Showcase
Discussion
Activity 6: Conclusion Feedback

Class
3

Week
3

Week
4

Week
5

Workshop
6

Week
6

Class Workshop Class Workshop Class
6
5
5
4
4

Workshop
3

Week
3

Activity 4: Digital ensemble
(a) Stop Frame Animation (I Can
Animate)
(b) Comic Collages Comic Life)
(c) Social Media (Twitter, Inc.)
(d) Digital Storytelling (iMovie)
Addressing concerns and issues

Class
3

Workshop
2

Icebreaker Activities

Activity 3:
Icebreakers
Revise and Remind:
(a) Learning Contract (b) Task
Activity 4:
Mobile Technology Demonstration
Showcase/Discussion /Exit Cards
Icebreakers
Ensemble Warm Up Exercises
The Literature
Icebreaker Activities
Activity 5:
Ensemble: Making connections
(a) Text-to-Self (P)
(b) Text-to-Text (C)
(c) Text-to-World (R)
Digital Ensemble: one per above
Showcase/Discussion /Exit Cards
Issues and Concerns
Activity 6:
Writing Tasks
(a) stem sentences
(b) story maps
(c) story board
Icebreakers
Story circles
Ensemble Exercices
Digital Ensemble Portfolio
Criteria and Assessment Rubric
Showcase/Discussion /Exit Cards
Issues and Concerns
Ideas Board
Icebreakers and Ensemble Exercises
Story Circles
Activity 7:
Digital Story Creation
Showcase/Discussion /Exit Cards
Issues and concerns
Ideas Board
Icebreakers and Ensemble Exercises
Story Circles
Activity 7: Digital Story Creation
Showcase/Discussion /Exit Cards
Issues and concerns
Ideas Board
Icebreakers & Ensemble Warm Up Exercises
Finalise and Export
Activity 8:
Digital Story Showcase
Discussion
Activity 9: Conclusion and Feedback

Table 6.3: Comparative module outline for Design Cycles One and Two

6.3.1.2 Activities	
  
The activities in which the participants engaged during the second
design cycle are listed in Table 6.2. These included collaboratively
devising a learning contract, engaging in icebreaker activities and warm
up ensemble activities. The activities were organised in circles, small
groups and pairs. Participants were also encouraged to build their
technology fluency by engaging in a low stakes news item task at the
beginning of the workshop. The ensemble activities to engage with the
literature were organised in accordance with the Making Connections
approach of Keene and Zimmerman (Keene and Zimmermann 1997) to
include (a) Text-to-Self, (b) Text-to-Text and (c) Text-to-World sections.
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These activities are also aligned with the performative, comparative and
reflective levels of the first cycle. For a full list of activities see Appendix
5.
6.3.1.3 Design	
  aims	
  	
  
One of the main aims of the programme design in this cycle included
incorporating the suggested amendments and adjustments to the design
for the second iteration. Further to this, the Making Connections
structure was introduced, changes to the time and duration of the
approach were implemented, and students’ fluency with technology and
digital ensemble was encouraged. A full list of the design aims appears
in Appendix 5.
6.3.1.4 Student	
  learning	
  aims	
  
The overall aims for student learning in cycle two focused on
implementing a series of icebreaker activities to introduce students to
ensemble-based teaching and learning strategies. Of particular concern
was the empowerment of students to use digital ensemble and digital
ensemble storytelling to engage with literature. Also, participants would
be encouraged to make personal, intertextual and abstract connections
with the texts and enabled to showcase their digital ensemble stories to
the whole group. Another aim was to progress students’ engagement
with literature while also endeavouring to develop their capacity for
expressive, affective and abstract learning. All student learning aims are
listed in Appendix 5.
6.3.1.5 Learning	
  outcomes	
  
This second design cycle set out revised learning outcomes for
participants. These included engaging with the various ensemble-based
teaching and learning strategies to embody the literature. Participants
were encouraged to demonstrate their fluency with digital ensemble and
technology. Collaborating on, synthesising and editing a digital
ensemble story that reflects engagement with the literature were also
encouraged. Participants were encouraged to critique the process of
collaboration and provide possible future solutions to any barriers to
engaging with literature. A full list of the learning outcomes appear in
Appendix 5.
6.3.2 Assessment	
  	
  
6.3.2.1 Design	
  brief	
  
The design brief was redesigned for this second cycle and comprised the
task, guidelines and resources, all of which are included in the
Appendices. As with the initial draft of the brief this revised version
outlined for participants the nature and scope of the tasks. The brief
included specific guidelines under (a) process and (b) product for
participants to follow, similar to the first cycle’s design. Bloom’s
Taxonomy of the Cognitive Doman was used as a guide in developing
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assessment for and of learning that were aligned to the specific learning
outcomes (Bloom and Krathwohl 1956). The brief included twelve
various types of differentiated assessment strategies, which were aligned
with the twelve learning outcomes for the participants. These include
diagrams, embodiments, making connection worksheets, story circles
activities and a reflective digital learning log (RDLL).
6.3.2.2 Resources	
  
The following resources would be utilised throughout the second cycle:
poster paper, iPads with applications such as iMovie, iMotion, iBooks
and iTunes and a comprehensive list of ensemble-based strategies. The
list of resources used appears in Appendix 5.
6.3.2.3 Evaluation	
  rubric	
  	
  
The evaluation rubric was redesigned in accordance with the changes
that were implemented for the second cycle. This second version of the
rubric was three pages in length and included a total of six categories for
evaluation. Criteria in relation to narrative and literary engagement
were included. Each category contained set criteria aligned to the
learning outcomes as outlined in section 6.3.1.5 above. This second
version was designed with the following sources as guides: Center for
Digital Storytelling (Lambert et al. 1998) and the websites for
Integrating Digital Storytelling In Your Classroom (2006) and
Educational Uses of Digital Storytelling (Robin 2015) (Boggs et al.
2007). The rubric categories and criteria are outlined in Table 6.4 below
and overleaf with the added criteria highlighted in yellow. In some
categories, the criteria have been re-named or re-worded for a more
fitting description but have not been highlighted in yellow because the
premise of them remained similar and were derived from the first rubric
design. A copy of the full rubric is included in Appendix 6.
Criteria
Description
Category 1: Planning Portfolio
Storyboard
Complete and detailed evidence of planning including
sketches, sequencing, script and audio.

Citation

Graphic
organisers

Complete and detailed evidence of using graphic organisers
where appropriate such as mind maps, stairwells and shape
organisers

(Sandoval and Bell
2004)
(Hoadley 2004)

Writing tasks

Complete and detailed writing tasks included in the planning
portfolio.

(Graves et al.
2010)
(Tabak 2004)

Category 2: Mechanics
Spelling &
No spelling or grammar errors made
Grammar
Length
Between 4-6 minutes in length.
Titles &
Credits

Excellently written and positioned. All work credited.

Category 3: Use of Technology
Voiceover
Clearly audible, Excellent tones.
Soundtrack
& sound
effects
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Retained from DCI

Retained from DCI
Retained from DCI
(Joseph 2004)

(Tabak 2004)
(Tabak 2004)
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Video
Editing
Software
(iMovie)
Digital
Fluency

Exceptional use of iMovie.
Titles, transitions and effects greatly enhance the experience of
watching the digital story.
Superb evidence of proficiency in using mobile device(s)
productively to enhance creativity and innovation. Excellent
evidence of collaborative use of the device(s) to encourage
skills development such as problem-solving, researching,
critical reflection and analysis.

Category 4: Content
Key
Excellent performance of a variety key moments.
moments
Originality
Extremely original, creative and thought provoking.
Digital
Excellent use of ensemble to create extremely aesthetic,
Ensemble
authentic and reflective video clips.
Use of
Extremely appropriate use of quotations and/or paraphrasing
quotations or of the texts to greatly enhance the story of and meaning within
purposeful
the literature.
paraphrasing
Category 5: Literary Engagement
Textual
Demonstrated a supreme and in-depth knowledge of textual
Content
content such as plot, character, thematic resolution and
Knowledge
language use. Knowledge used to emphasis meaning and
analyse conceptual framework of the literature.
Text-to-Self
All ensemble performances vividly convey a very emotive
response to the literature. Excellent evidence of drawing on
prior knowledge and/or personal experience to identify with
the texts in a variety of ways.
Text-to-Text
Superb evidence of connecting two or more texts under the
categories provided or other categories where appropriate.
Inter-textual links demonstrate access to the textual worlds
and an exceptional appreciation for different perspectives.
Text-toWorld

Outstanding communication of socially constructed values,
civic engagement and cultural contexts. Superb evidence of
thematic connections between community and social stories
paralleling those in the literature.
Category 6: Narrative
Story
Excellent use of personal narrative, sequence, dramatic
structure
tension and a powerful conclusion.
Clearly engages the audience through a persuasive narrative.
Cohesiveness Extremely well organised narrative. Demonstrates an excellent
logical structure that greatly enhances meaning. A
sophisticated sense of flow and personal expression is evident.

(Bell 2004, Boggs
et al. 2007)

(Robin 2015)

Retained from DCI
(Ohler 2008;
Robin 2015)
(Robin 2015)
Retained from DCI

(Keene and
Zimmermann
1997)
(Keene and
Zimmermann
1997)
(Keene and
Zimmermann
1997)
(Keene and
Zimmermann
1997)

Retained from DCI
Retained from DCI

Table 6.4 Redesigned evaluation rubric for DCII

6.3.2.4 Discussion	
  and	
  showcase	
  
It was decided that a discussion forum was to be utilised in order to
encourage deeper engagement with the literature and as a teaching,
learning and assessment strategy. Activities and strategies would need
to be scaffolded to differentiate instruction in order to encourage every
student to engage in meaningful discussion about the literature and
provide constructive feedback on each other’s ideas. Such discursive
activities as a story circles, 5-minute debates, think-pair-share, envoy
discussions and Socratic circles were included in the Ensemble section
of the module.
The use of a story circle was incorporated to encourage peer feedback on
the work in progress in order to improve the quality, creativity and
interactivity of their stories (Barrett 2005, Lambert 2010).
Envoy discussions are small group activities whereby each group
discusses a particular topic under guidelines provided and then sends an
envoy to another group to share ideas. The envoy must then go back to
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their original group, share the ideas and then the group decides whether
to incorporate the new information into their stance on the topic. The
think-pair-share technique is designed to scaffold students’ thought
processes on a particular topic. It differentiates instruction by affording
students the time to formulate their individual ideas and opinions,
discuss them with a peer and then share with the entire group thus
enabling whole class participation (Allen Simon updated 2015). Socratic
circles were used to develop creativity and critical thinking. This
strategy, born from Socrates’ belief that teaching should tap into each
individual’s ‘reservoir of knowledge and understanding’ by encouraging
students to engage in dialogue through a series of progressive questions
(Copeland 2005) p.7. The Socratic circle then involves students prereading a text and then creating two concentric circles: an inner and
outer circle. The inner circle engage in active reading and discussion of
the text while the outer circle observe their behaviour and performance.
The outer circle then offers their feedback. Then the circles, and
therefore the roles, are switched (Tredway 1995). This strategy was
chosen because of its active, emotive and expressive nature that
encourages critical engagement with the text.
6.3.2.5 Process	
  and	
  Product	
  Wheel	
  	
  
The Process and Product Wheel in Figure 6.1 overleaf created by the
researcher was inspired by similar graphics based on Bloom’s Taxonomy
for the Cognitive Domain (Bloom and Krathwohl 1956). It comprises a
three-tiered circle that indicates the activities, tasks and resources under
each fundamental learning outcome for the students. Bloom’s cognitive
levels of knowledge, comprehension, application, analysis, synthesis and
evaluation inform the design.
This wheel became a cornerstone for the design of the digital ensemble
innovation with regards to the focus of the activities. It provided
inspiration and a structure for writing learning outcomes, adhering to
task objectives and bearing in mind the outputs of the process. Students
were provided with a wheel for their use during the workshops to
provide structure and clarity on the process and to inform and involve
them in the design of the innovation.
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Figure 6.1: Process and Product Wheel

6.3.3 Literary	
  engagement	
  	
  
6.3.3.1 The	
  task	
  
The task was amended to include a wider choice of literature for the
participants including multimodal texts in the form of digital content
(DCI 2012). As mentioned in the introduction to this chapter, the
concept of ‘digital ensemble’ and a Digital Ensemble Portfolio was also
introduced in this cycle. The researcher developed these concepts.
Digital ensemble now involves participants using ensemble-based
strategies to explore and engage with the texts and then record their
ensemble performances or embodiments using a mobile device. The
mobile device used for this study was the Apple iPad. Participants then
select vignettes from the portfolio to analyse, re-draft and re-record if
necessary to form a Digital Ensemble Portfolio. This portfolio must
evidence the participants’ engagement with the literature and will also
be used to create their digital story that reflects their overall
comprehension and analysis of the texts. The types of task involving
digital ensemble and the Digital Ensemble Portfolio provided to the
participants are outlined in Table 6.5 overleaf.
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Table 6.5: Example of the type of task set for the participants	
  

6.3.3.2 Choice	
  
Since it was felt that low and superficial levels of literary engagement
were evident in the first cycle, perhaps due to a lack of choice of texts,
participants were introduced to more of a selection of literature in this
second cycle. Some of their suggestions regarding text selection were
also incorporated. They were provided with the opportunity to engage
with all texts in various ways using ensemble strategies and then the
task, an example of which is outlined in Table 6.5 above, allowed
participants to choose two texts as the topic for their digital ensemble
story. The literature studied in the second cycle included:
• Poetry: As It Should Be, Derek Mahon; W.B. Yeats poetry
selection (Easter 1916, An Irish Airman Foresees His Death, The
Wild Swans at Coole)
• Speech: Malala Yousafzai speech
• Talk show: Jay Leno The Tonight Show, Guest: Malala Yousafzai
• Song Lyrics: The Foggy Dew
• Documentaries
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6.3.4 Ensemble	
  
6.3.4.1 Icebreaker	
  activities	
  	
  
Data from the first cycle revealed that activities to facilitate a warm up,
physically, emotionally and mentally, were of benefit to creating a
relaxed, creative and supportive learning environment for the
participants. Therefore, the design of this second phase ensured that
these icebreaker activities were maintained and developed further to
advance the design of this learning approach. More time was afforded to
these activities with the first 20 minutes of every workshop devoted to
such exercises. Icebreaker activities were arranged by physical (musical
chairs, walking the grid), emotional (expressive sketches, imaginative
feelings) and mental (whoosh circle, action-instruction circle) exercises.
A detailed list of these appears in Appendix 2.
6.3.4.2 Space	
  
As mentioned in section 6.2.4 in this chapter, the second cycle took
place in school’s classrooms and assembly halls as well as in the large
spaces of The View and The Bank of Ireland Theatre in NUI Galway.
In the schools, it was negotiated that the assembly halls would be used
for these workshops. These consisted of large gymnasium-type halls.
The required amount of tables and chairs were provided by the schools
and in the case of audio-visual material being unavailable, the
researcher provided it using her personal equipment.
Many rooms on the NUI Galway campus were considered and two
rooms of adequate size and design specification were located. The View
is on the first floor of the Bailey Allen Wing on campus. It is a bright
room overlooking the river and its capacity is approximately 100 people,
seated. The room was equipped with audio-visual projector, folding
tables and chairs and whiteboards. There are two small meeting rooms
adjoining The View, which could be used for breakaway sessions. The
Bank of Ireland Theatre is adjacent to the Bailey Allen Wing on the
ground floor. This is a studio-style theatre with a seating capacity of
approximately 70 people, seated in tiered seating with two rows on the
theatre floor. Access to the theatre lighting and sound equipment was
negotiated with university staff. This space was well designed for circlebased activities as well as showcasing the participants’ digital ensemble
work. It also provided a natural drama-based learning environment for
the participants. Both venues were wheelchair accessible and conformed
to the standard health and safety requirements. All rooms were booked
for each workshop on-campus and images of them are depicted in
Figure 6.2 below.
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The View, NUI Galway

The Bank of Ireland Theatre, NUI
Galway

Figure 6.2: The venues used for this cycle

6.3.5 Narrative	
  
6.3.5.1 Structure	
  	
  
The first cycle employed the three-tiered approach organising and
developing the learning experience. As described in the previous
chapter, these were: performative, comparative and reflective learning
and signifies the researcher’s idea of intertwining the learning
experiences within English education that each activity is based upon.
In developing this approach the researcher integrated an ethos of
Making Connections into the second cycle as inspired by Keene and
Zimmerman’s approach to literary comprehension (1997).
The researcher developed a worksheet entitled Making Connections,
based on the work of Keene and Zimmerman (1997) in order to provide
a more scaffolded approach to encourage students to engage with
literature. This Making Connections approach also involved using a
three-tiered model: Text-to-Self, Text-to-Text and Text-to-World. This
worksheet is also aligned with the Process and Product Wheel in Figure
6.1, developed by the researcher. In order to support the participants in
their learning and with their narrative structure they were encouraged
to make use of graphic organisers, mind maps and storyboards to
engage with the literature.
6.3.6 Collaboration	
  
6.3.6.1 Learning	
  contract	
  
The second cycle adopted the introduction of a learning contract at the
beginning of the entire process. This was established as a set of
guidelines for best practice to enable participants to work collaboratively
and productively in a safe environment. The elements of the learning
contract were deliberated on by the participants and then collaboratively
condensed into four main rules under which we would all operate. They
were: 1) have fun, 2) everyone must be involved, 3) create a confidential
learning environment, and 4) show mutual respect.
6.3.6.2 Group	
  identity	
  and	
  roles	
  
The feedback from the first cycle conveyed that maintaining a group
identity encouraged a sense of collegiality and collaboration among
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participants. Therefore, in this cycle the groups were asked to conjure a
team name and to identify themselves as that name for the duration of
this module.
It was decided that each group member would be asked to choose and
assume a particular role within his or her group. It was suggested that
these roles could remain in pace for the duration of the programme or
they could be adopted on a rotational basis. Group roles include
facilitator, recorder, reporter and timekeeper. A list of these roles and
their description appears in Appendix 7.
6.3.6.3 Mobile	
  devices	
  
The data from the first cycle conveyed that desk-bound machines were
inadequate for achieving the aims and outcomes of this approach due to
their cumbersome and isolating nature. In fact, it was found that such
technology discouraged collaborative learning. Therefore, it was decided
to use mobile devices for Design Cycle Two in order to provide
participants with the freedom to utilise all allocated spaces in the hopes
of aiding collaboration and meaningful participation. A range of devices
was considered to address this issue including Smartphone, iPods, mp3
and tablets. It was decided that Apple iPads would be used. The details
of these devices are set out in section 6.3.7.1 below.
6.3.7 Technology	
  
6.3.7.1 Apple	
  iPad	
  
The data from the first cycle pointed to the concept that the more
technology tools that were used within learning environments the more
the likelihood of encountering issues. Therefore, the risk is that the
integration of educational technology may become unnecessarily timeconsuming and frustrating. For this reason mobile devices alone were
used in Design Cycle Two.
As stated above, the researcher considered many devices and ultimately
resolved to deploy the Apple iPad for this digital ensemble approach to
literature learning. This device is depicted in Figure 6.3 overleaf.
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This image of the iPad displays a PDF
document of the task and instructions
saved in the iBooks application.

This image of the iPad displays the
iMovie application for creating digital
stories.

Figure 6.3: iPad used by students

It was decided to use iPads due to their excellent battery life, range of
free applications and secure closed platform or walled garden. Positive
feedback from schools that have already integrated iPads into their
system was also considered (Wells 2012). Some school principals that
the researcher spoke to conveyed that they experienced many issues
with various tablet devices in their schools and consequently switched to
Apple. Anecdotal evidence from school management teams and teachers
who work in schools that use Apple devices suggested that they felt that
the virus protection, battery life, user interface and educational support
with the iPad were superior to other devices. Certain issues regarding
the cost of these devices in comparison to other mobile devices were
considered and it was felt that Apple’s educational discount, training
service, cloud sharing and application sharing may be worth the
monetary input (Wells 2012).
The School of Education, NUI Galway houses 14 iPads for training
purposes and kindly agreed to make them available for this research
project. It was negotiated with the Head of School and the Chief
Technical Officer that these tablets could be used for the on-campus and
school-based workshops during this research study. The tablets were
checked out for each session and checked back in afterwards. The
researcher transported the iPads to the workshop sites in a protective
charging case, provided by the School of Education. The software
applications iMovie and iMotion, were downloaded to the iPads to
facilitate digital storytelling and stop-frame animation. Images of these
applications are depicted in Figure 6.4 overleaf.
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iMovie application used to create,
synthesise and edit video, images, text
etc. into a digital story

iMotion application used for creating
stop frame animations. This can be
useful for depicting movements that
ordinarily would be impossible to
create, for example students flying

Figure 6.4: Example of applications used by students to create their digital
ensemble stories

Although various issues and concerns regarding different mobile devices
were discussed with educators and school management it was not the
intention of this research to suggest which mobile device works best in
education. Rather, the aim was to source a reliable mobile device for use
during the implementation of this particular intervention and one that
could be easily utilised in educational settings. The researcher is not
suggesting that the Apple iPad is the only or the best option as a mobile
device for educational purposes since this programme could be
delivered using a range of different mobile devices.
6.3.7.2

Digital	
  fluency	
  

A demonstration of the iPad was incorporated into this cycle to afford
participants an opportunity to familiarise themselves with the device
and its potential within English education. Participants suggested this
during the first cycle.
Following the technology demonstration participants were invited to
pair up and to create a news item, a trailer or a photojournalism piece,
as set out in Table 6.6 below.
iPad Task
Create a news item, a trailer or a photojournalism piece
that reflects one of the following:
• Transition Year or School Life
• Your Interests or Pastimes
• An interesting piece you have read, e.g. novel, poem, news article etc.
• Travel or Places of interest to you
Table 6.6: Example of trial task to develop digital fluency

6.3.7.3 Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  
Students were asked to use the mobile devices productively and
creatively by recording their ensemble embodiments as a video when
using the device’s camera. The videos are automatically saved to the
camera roll. This is depicted in Figure 6.5 overleaf.
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Image of the camera function on the
iPad.
The camera also sharpens the focal
point of the image/video as needed
There is a function to switch between
photo and video.
A view of the camera roll appears on
the bottom left of the screen. Tap this
to enter camera roll. Captured
images/videos are saved here.
Figure 6.5: The camera, video and camera roll function in the iPad

Obviously there is the option for participants to delete their videos and
re-capture them should they deem it necessary to achieve improved
quality and meaning. The videos can also be saved to an album on the
camera roll, which can be labelled appropriately to aid with organising
the video clips. The flash and spotlight are useful camera functions for
recording as they provide emphasis and light when needed. External
microphones are not needed for recording as the iPad features an inbuilt
microphone. When students open the iMovie application to create their
digital story, their videos automatically appear as options to import into
the moviemaking software. Students then simply select which video
clips from the Digital Ensemble Portfolio they would like to use in their
digital ensemble story.

6.4 Data	
  Analysis	
  
Similar to Design Cycle One, instruments used for data analysis
included video recorded workshops, student feedback questionnaires,
group interviews, ethnographic observations, as well as student artefacts
such as the Digital Ensemble Portfolio and the digital ensemble story.
All students participated in each phase of the learning process. The
questionnaire was the same design. Ethical considerations were once
again adhered to. Again, data from Design Cycle Two was analysed and
presented in the context of the ENaCT framework: ensemble, narrative,
collaboration and technology, as discussed in Chapter 4.

6.5 Findings	
  and	
  Discussion	
  
The data from this second design cycle were analysed to explore the
potential impact of a digital ensemble and storytelling process on
students’ engagement with literature. In a similar layout to Design Cycle
One in the previous chapter, each theme of the ENaCT framework is
discussed under subheadings arising from the data or design
sensitivities emanating from the literature.
As discussed in Chapter 4, and similar to the layout of Chapter 5, the
model for design research developed by McKenney and Reeves (2012)
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inspired the integrated and recursive layout of the findings and
discussion in this chapter. For these reasons, the data are discussed in
the context of the extant literature to provide an integrated overview of
the design process.
6.5.1 Ensemble	
  
6.5.1.1 Quality	
  participation	
  	
  
Participants rated the usefulness of the performance or ensemble
activities as a way to explore the literature. Figure 6.6 below reveals that
20 participants rated the performance activities as Excellent, 19 as Very
Good, four as Good, three as Fair while no participants selected Poor.

Performance	
  activities	
  n=46	
  
0%	
  
9%	
  

7%	
  

Excellent	
  
43%	
  

Very	
  Good	
  
Good	
  
Fair	
  

41%	
  

Poor	
  

Figure 6.6: Performance activities as rated by participants

One participant suggested that ‘thinking on the spot, e.g. physically
creating images was the best aspect of [the process]’ (Student 15, School
A, DCII). Other responses included: ‘acting the poem was a great way to
do English, makes it so easy’; ‘once you do it once, it’s really ok’; and
‘doing the images and picking your own key moments makes sense, you
can actually connect it then’ (DCII 2013, Students, 5, 8 &14).
Figure 6.7 overleaf is a scene from one group’s digital ensemble story. It
depicts a combined image inspired by integrating moments evoked
within the poems ‘Easter 1916’ by W.B. Yeats and ‘As It Should Be’ by
Derek Mahon. This scored 120/150 on the evaluation rubric.
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Voice over: ‘Hearts with one
purpose alone/ Through summer
and winter seem/ Enchanted to a
stone’ (Easter 1916)
‘The air blows softer since his
departure’ (As It Should Be)
‘MacDonagh and MacBride/And
Connolly and Pearse’ (Easter
1916)
‘Their cries echo lightly along the
coast’ (As It Should Be)

Figure 6.7: Students explore images from the two poems using ensemble
strategies such as freeze frame.

From this data it appeared that ensemble activities encouraged students
to embody the literature and reflect on the imagery within the poems. It
would seem that the ensemble activities to engage students in the tones
and sounds of the poems encouraged them to explore the impact of
soundscapes within the texts. The ensemble process engaged in during
the second cycle seemed to hold more potential for literary engagement
than it did during the first design cycle. This may be because more time
was afforded to nurturing quality participation from the onset of the
module by endeavouring to create energy using icebreakers and
ensemble warm up activities. Participants were guided through the
participatory process of each stage of the module without expectations
of innate ability or desire to invest personally in the digital ensemble
approach to engaging with literature. The icebreakers, ensemble warm
ups and demonstration tasks were utilised as a gradual introduction to
the process and the data implied that such attention to integrating
feedback from Deign Cycle One had a positive effect on how participants
engage with this digital ensemble approach to English education.
The physical investment of the students in the process seemed to lead to
a more productive, less static learning environment as shown in the
video data and depicted in the still images overleaf in Figure 6.8.

	
  

208

Chapter 6: Design Cycle Two – Making Connections

Participants embody scenes from ‘An Irish Airman Forsees His Death’ by W.B.
Yeats. The video data depict a lively and physical investment in the ensemble
learning process.

Student A reads from the script on the iPad.
Student B: ‘It’s like this [moves and
gestures]. You have to show that you know
what they’re going through’ [referring to
those in the Yeats’ Easter 1916].

Student A points iPad to
Student B who is preparing his
embodiment of the same poem.
Student A instructs: ‘you have to
get up and about to do it. We need
to go, like outside or something’.

Figure 6.8: Physical investment of students

While some participants said that they would rather ‘more acting
activities’ others asked for ‘less performing in front of the whole group –
that 32-second thing was fun and really good but its [sic] awkward in
front of everyone. You feel like a fool’ (Student 2, School B, DCII). The
data implied that the digital ensemble process encouraged students to
challenge their perceptions of “reading” texts and become aware of how
their ensemble embodiments help to convey the world of the texts. Such
performance awareness is important for engaging with the world of the
texts by recreating what the students think are the most memorable
moments of within the narrative. This is highlighted in the physical
depictions of the texts as portrayed by the still images of their digital
ensemble stories overleaf in Figure 6.9. This scored 105/150 evaluation
rubric.
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Student uses sketched effect to portray
embodiment of the line ‘Let us hear no
idle talk/ Of the moon in the Yellow
River’ from Mahon’s As It Should Be

Student portrays the opening line ‘We
hunted the mad bastard’ from Mahon’s
As It Should Be
Student endeavour to embody the
themes of Freedom, Rights and Choice
as inspired by the lines below from
Yeats’ poem Easter 1916.
‘Hearts with one purpose alone
Through summer and winter seem
Enchanted to a stone’

Figure 6.9: Participants engage with ensemble performances of the texts

The ensemble warm up activities are different to the icebreaker activities
in terms of their emphasis on engagement with emotions, imagery and
metaphorical interpretations of a text, a scenario or an instruction. The
purpose of icebreaker activities is to allow the participants to become
comfortable with this new digital ensemble approach to English
education. The purpose of the ensemble warm up activities is to
introduce participants to the concept of ensemble using fun, low stakes
and literature-focused ensemble exercises. Figure 6.10 below depicts
some of the ensemble warm up activities that were employed.

Participants engage in ensemble reading activities such as choral reading.
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Grandma’s footsteps using the novel
The Hunger Games by Suzanne Collins.

Walking the grid using Shakespeare’s
Romeo and Juliet

Figure 6.10: Warm up activities

These data highlighted the significance of using warm up activities to
create a supportive, productive and enjoyable learning environment
where participants were invited out from behind their desk and
textbooks and made to feel at ease with undertaking drama-based
activities (Irish 2011). The use of such activities may provide the
opportunity for deeper engagement with their embodiments of imagery,
monologues and plot in the literature, as suggested in the video data.
Figure 6.11 below depicts scenes from a ball-throwing ensemble warm
up exercise.

Students gather in a circle for the
exercise.

Student A passes the ball to Student
B and asks a question based on the text
(or from a list of 20 it is a warm up)

Figure 6.11: Ensemble ball throwing exercise

This involves participants arranging themselves in a circle. One
participant passes the ball to another. The thrower asks a question about
the text and the catcher answers it. The teacher and students can
predetermine the topic, theme or direction of these questions or they
can be more spontaneous once students become familiar with the
exercise. Voice intonations and action sequences are incorporated
progressively into the sequence to encourage students to consider the
key elements of the language without being pressurised to answering
“correctly”.
Data suggested that authentic and undistracted participation in the
ensemble process is vital for enjoying it. During the group interview one
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group provided the following feedback when asked what they would do
differently during the process the next time:
Have a better voiceover, like telling the story. Ours was a bit, it
sounded a bit like we didn’t know what was going on. But when
you see it afterwards, you see it on the [...] projector we knew
then how what we did tied in with the poems and all the other
texts and videos we studied. It’s like your just, like, doing your
thoughts. Our acting together wasn’t great either and the backto-back reading, you couldn’t hear that that well. I think we’d put
more thought into it and have a trial run next time. And maybe
just be more willing to act and get into it. Everyone needs to be
involved. A bit more effort and improve the story. Then it’s fun,
when everyone’s, like, doing it and not just sitting there saying
it’s rubbish and stuff (DCII 2013, group 5).

Therefore, it appears that genuine effort and involving the whole cohort
is important to participants for the effectiveness of a participatory and
active digital ensemble approach such as this. This feedback stressed the
importance of effort, willingness, creating tableaus, acting together and
a general cohesiveness to the process. The works of Neelands (2009),
Heathcote and Herbert (1985) and Irish (2008) signifies the potential
of ensemble learning in English education for supporting students to
develop the qualities and practices of affective embodiments of
literature and expressive learning. Furthermore, these skills could
encourage engagement with their surrounding world. This concept is
echoed by Neelands (2009) who points to the importance of realising
what we can learn from the experience of:
acting together socially and artistically. In this respect one can
argue for a model of ensemble-based drama education which
seeks common ground around the idea of the paedia of the
participatory experience, of being together in drama and how
children and young people are changed by that which is
important, rather than the form of the drama work itself’ (p.181).
This alignment of the research with the aforementioned data may attest
to the significance that this approach places on meaning making
through ensemble learning and literary experiences rather than on rote
learning of the literature.
6.5.1.2 Icebreaker	
  activities	
  	
  
Participants were invited to rate the usefulness of the icebreaker
activities to set an approapriate tone of work and fun for the module.
Figure 6.12 overleaf shows that 14 participants rated the icebreaker
activities as Excellent, 20 as Very Good and 12 as Good while no
participants selected Fair or Poor.
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Figure 6.12: Participants rate the icebreaker activities 	
  

A full list of these activities is detailed in Appendix 2. Examples include
group counting as described in Chapter 5, Globetrotter and
PersonQuest.
As depicted in Figure 6.13 below the data suggested that participation
from all students was encouraged by their active involvement in
icebreaker activities.

PersonQuest involves each student writing
a set number of random or unknown facts
about themselves on a card. Then the cohort
is divided into two groups as they embark on
a quest to hunt for the person on the card
with as few clues as possible (e.g. you get two
clues). The group that completes the quest
with the fewest number of clues wins.
Figure 6.13: Icebreaker activities in use

Student A stands confident in his
depiction of An Irish Airman Foresees
His Death as he embodies the lines ‘A
lonely impulse of delight/ Drove to this
tumult in the clouds’. This is from a
digital ensemble story that scored
128/150 on the evaluation rubric.

Participants added that the ‘icebreakers were fun, got us up and doing
stuff’ and that ‘the games at the start all the time made us really get into
it’ (DCII 2013). Other groups noted that:
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the icebreakers we did at the start was [sic] a good way to start
everything. Some were better than others but the ones that made
you think and do it at the same time were the best. Everyone kept
getting it wrong. It was so funny. It was easier to do the acting
bits then (Edmiston 2003).
This feedback highlighted that the element of fun involved in engaging
with the icebreaker activities supported the participants in their
engagement with the ensuing ensemble-based literary studies. Evidence
from the video data highlighted that there was a lot of laughter and
active participation during the icebreaker activities. Perhaps this
suggested that participants enjoyed the activities.
Figure 6.14 below depicts the beginning of one of the workshops when
icebreaker activities were being explained and then put into practice. It
would appear from the video that such activities encouraged
participants to relax and invest themselves personally and completely in
the process.

At the beginning of this workshop
students were reluctant to get up
from their seats, they were shy and
quiet and reserved about offering
their opinions or even introducing
themselves.

Once some icebreaker activities were
implemented students were much more
involved physically and began to relax,
laugh and have fun. The activity ‘Would
you rather’ was used here first.

Figure 6.14: Icebreaker activities

These icebreaker activities appear to bolster quality participation from
participants and perhaps this is because they were afforded the
opportunity to relax into the approach in a low stakes manner using
ample icebreakers and ensemble warm ups. These datasets corroborated
Kane’s views on active learning methodologies who states that ‘a good
ice-breaker really does enhance the learning environment [because]
everyone has a chance to socialise, loosen up and be better disposed to
engage in discussion’ (p.283)
6.5.1.3 Performance	
  criteria	
  	
  
In this cycle, performance criteria were refined and clearly set out for
participants in the rubric and they were given the opportunity to refer to
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it and track their own progress throughout the task. Figure 6.15 below
depicts the participants discussing these criteria in terms of their
projects.
Student 1: ‘Yeah and we could do
this separately and add it in
afterwards’ (referring to the key
moments in the two texts they opted
for)
Student 2: The transitions will
show the tone then
Student 3: We could do it
backwards, like the end first. That’s
original, like that one’ (referring to
the criteria)

Students discussing the criteria.
Performance criteria set out on the
overhead projector.

Figure 6.15: Performance criteria are set out

Findings suggested that setting out performance criteria and providing
performance examples for the participants helped them to feel less selfconscious, as portrayed in Figure 6.16 below. It provided a starting point
for their group performances.

Students engaging in tableau activities to embody and depict key moments from
the literature. The researcher exemplified this activity with a group of students
first. This activity is described in Appendix 2.
Figure 6.16: Performance criteria and examples

One student suggested that:
I would have tried to do a hot seat scenario when we did the
different emotion [sic] in the recordings. It would have made it
better if we just got over ourselves and used more emotions that
were in the poems and the songs because the digital story we
made just seemed dead in the end (Student 6, School B, DC II).
It would seem that this participant considered the portrayal of emotion
vital for breathing life into their ‘dead’ digital story. The participant
offered suggestions for how this might be achieved, including a hot
seating strategy and trying to overcome fear, awkwardness or shyness.
This highlighted the central place of emotion for students when drawing
on personal experience and performing different readership roles to
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actualise the text, as research indicates (Barthes 1977, Cole 2009,
Richards-Kamal 2008).
Some examples of emotive ensemble performances were shown to the
participants. Figure 6.17 below shows the participants planning their
revisions to their performance in line with the performance criteria.
Student 1: ‘Miss look at this. I
dunno, it’s ...What do you think?’
Researcher: ‘That’s a very good
effort lads. Tell me why you’re
hesitant about it?’.
Student 2: ‘The brief said it had
to show emotion and we think it
doesn’t. We need more time to do
it again properly. We get it now
just’.

Participants re-plan their ensemble
portrayals

Figure 6.17: Participants request more time to demonstrate their emotional
connections to the texts in digital format.

This group gives the impression that they are reluctant to submit their
project because redrafting their Digital Ensemble Portfolio they could
demonstrate a greater depth of emotion than what is present perhaps.
Figure 6.18 overleaf depicts the first and second draft of this group’s
digital ensemble stories of a key moment in Private Peaceful by Michael
Murpurgo. The first attempt, scoring 98/150, is a good effort but the
participants maintain that it does not answer to the request to depict
emotion and convey the meaning and magnitude of the narrative.
Therefore, their redraft aimed to convey a more expressive embodiment
of the novel’s ending and scored 98/150. This second version of the
digital ensemble story expressed a series of personal and emotive
responses to the text. The students engaged with the lives of the
characters, the plot, the dilemmas and the conflicts within the text.
There was good evidence of planning, good use of mechanics in terms of
grammar, length and titles and credits. The quality of the technology
and video editing were very good with voiceover, soundtrack and sound
effects audible and appropriate. There was good use of ensemble to
create aesthetic, authentic and reflective video clips. The digital artefact
evidenced literary engagement and connections with the world of the
text on the three required levels of Text-to-Self, Text-to-Text and Text-to
World. There was good use of personal narrative, sequence, dramatic
tension and a strong conclusion to engage the audience.
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This group’s first draft conveyed a somewhat lacklustre and uninspired
depiction of the texts. The participants read from their scripts as news anchors.
One
participant
is even seen
looking at
his phone as
his
teammate
recites his
lines.

Introducing texts as news anchors
Upon revisiting the ensemble process and engaging in more group activities the
group redraft their digital story and stage it outside.

Title portrays the key moment the group
focused on. Narrator stands on steps to
signify amphitheatre style environment.

The use of transitions fade the
action into the next scene
signifiying the interlinking lives of
the characters.

The transition again foreshadows the next
scene and the impending execution of
Private Peaceful.

Private Peaceful is executed; the
character falls to his knees in slow
motion.

Private Peaceful is dead and the lines ‘I
said, fall out’ is heard.

The funeral of Private Peaceful is
staged in a dark area.

Figure 6.18: Unemotional versus emotive digital ensemble story
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Further, the participants attested to the fact they ‘get it now just’, which
perhaps signifies that more time or examples are needed within the
process to afford participants the opportunity to make mistakes and
gain experiences from them. Therefore, introducing a wider variety of
fun, interactive and emotive examples of ensemble activities may
enhance their engagement with the approach and the texts. To add to
this, it is apparent that more time is required for participants to practice
their performances and to review them in order to analyse their
emotional and personal responses to the texts.
These data denoted the potential for this digital ensemble approach to
provide an occasion for the participants to become more self-aware with
regards to their choices of key moments and their emotional responses
to and ensemble embodiments of them. This aspect of self-awareness
and confidence is also apparent in the participants’ Digital Ensemble
Portfolio. One such example is outlined in Figure 6.19 below. This
scored 128/150 on the evaluation rubric.
‘This reminds me of Malala [Yousafzai]
as she fought for what she believed in.
She achieved her goal by getting her
education but also got shot, which is
terrible. But [she] got what she wanted
which is similar to the quote ‘A terrible
beauty is born’ [from Easter 1916 by
W.B. Yeats]. Now that I’ve seen this and
read the poem I feel that more has to be
done about the education system in the
like of, in countries such as Pakistan as
it is terrible. It’s justice and freedom
and things like that that I can take for
granted. When you look at yourself
doing it, you get it’.
Figure 6.19: Participants become more self-aware through ensemble process

The performance criteria request participants to consider the world of
the text on a personal, intertextual and abstract level. This participant
connects the concepts at the heart of selected poems to a case study on
Malala Yousafzai, a Pakistani schoolgirl who fights for the right to
education. The data conveys how the rubric provided to participants
may have framed this participant’s engagement with the literature.
Further to this, when asked about their ensemble performances and
their selected responses to making connections with the texts, one
participant communicated that ‘doing it and playing it back makes you
see what you’re thinking is important in the text. You get to see how you
all think about what the poem or whatever means’. This student
appeared to emphasise the value of seeing ‘what you’re thinking’. This
conveyed that fostering a sense of performance awareness could help to
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critically read, comprehend and analyse a text in greater depth in order
to make meaning from it.
Figure 6.20 below depicts still images from one group’s digital ensemble
story. These images from their story conveyed how students employed
their ensemble clips from their Digital Ensemble Portfolio to create a
digital story. This scored 120/150 on the evaluation rubric.

I have met them at the close of day Coming with vivid faces from counter or desk
among grey eighteenth-century houses. I have passed with a nod of the head
Or polite meaningless words, or have
lingered awhile [sic] and said polite
meaningless words, and thought
before I had done of a mocking tale
or a gibe to please a companion
around the fire at the club house

Figure 6.20: Images from the group’s Digital Ensemble Portfolio

This process seemed to enable reflection on performance and how it
relates to or conveys their chosen key moments in the literature, as seen
in Figure 6.21 below.

Students showcase excerpts from their
Digital Ensemble Portfolios (DEP) to
encourage performance awareness.

Following this showcase, students want
to engage in ensemble warm up
activities again to reignite the energy.

Figure 6.21: Students eager to employ ensemble activities

It would seem that such an awareness of performance encouraged
participants to connect personally with imagery from a text and engage

	
  

219

Chapter 6: Design Cycle Two – Making Connections
in a meaning making process relative to them. This process was framed
throughout the module by the ensemble-based and ternary Making
Connection approach. Therefore, this would need to be maintained and
perhaps encouraged further in Design Cycle Three.
From the data, it would appear that a deeper engagement with ensemble
strategies was encouraged through the implementation of the Digital
Ensemble Portfolio. The process provided opportunities for participants
to become more self-aware by engaging further in ensemble-based
strategies, such as the whoosh, tableau and blocking. However, there is
still the risk that this performance approach to engaging with the
literature may lead to over-familiarisation of the text on a superficial
level without engaging in authentic acts of meaning making, as depicted
in Figure 6.22, Image 1 below. This scored 83/150 on the evaluation
rubric. The risk is that the novelty of the approach may lead to
underperformance of the key moments with mismatched audio and text
as is apparent in Figure 6.22, Image 2. The consequence may result in
superficial portrayals of key moments and Figure 6.22, Image 3 and 4
may indicate this.

Image 1 (Image in slow motion)
Narrator: I have passed with a nod of
the head or a polite meaningless nod’.

Image 2
Mismatched soundtrack (Jason Derulo
feat. 2 Chainz - ‘Talk Dirty’)

Image 3
Shots out of focus and misplaced in the
context of the digital story’s narrative.

Image 4
Reading lines from the poem rather
than performing them.

Figure 6.22: Underperformance reflects superficial engagement with literature

Participant feedback on this particularised what they would change
about their performances and their digital ensemble stories as follows:
‘voiceover, audio, no silliness, proper shots, good acting, show you know
about the text and a serious story’ (DCII, Questionnaire). One
participant also articulated that ‘looking at it as a serious piece of work
in front of everyone make you really embarrassed if you just mucked
about and didn’t do a good job’ (DCII 2013, student 19). These data
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pointed to the need to provide regular opportunities for the participants
to showcase sections of their work regularly. This would hopefully
ensure that the process engages in the practice of formative assessment
through a self-reflective learning process (Boud 2000, Nicol and
Macfarlane‐Dick 2006, Yorke 2003). This could facilitate participants
to track their progress and to discuss the learning process.
6.5.2 Narrative	
  
6.5.2.1 Teaching	
  strategies	
  and	
  styles	
  	
  
Participants were asked to rate the layout and content of the workshops
and the level support provided. There were 46 participants. The data in
Figure 6.23 shows that 34 of participants rated the facilitator’s
knowledge of the subject as Excellent, 12 of participants selected Very
Good while no participant selected Good, Fair or Poor.
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Figure 6.23: Facilitator’s subject knowledge	
  

Further to this, Figure 6.24 overleaf depicts that 34 participants rated
the facilitator’s style of teaching and communication as Excellent, 12 as
Very Good while no participants selected Good, Fair or Poor.
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Figure 6.24: Facilitator’s response to doubts and queries

25 participants rated the facilitators’ response to doubts and queries as
Excellent, 15 rated it as Very Good, 6 rated it as Good while no
participants selected Fair or Poor. This is depicted in Figure 6.25 below.
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Figure 6.25: Facilitator's style of teaching and communication

Participants provided the following feedback with regards to this during
the group interview:
Students 18: The idea of having two teachers over you was like,
scary at first but then when you’ve, like, when you’re in the
middle of it, they’re really relaxed.
Student 27: Like, they’re still teachers but you can just talk to
them and have a laugh while getting your stuff done. They were
really easy to approach about everything (DCIII, Group interview
5).
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Another group provided feedback with regards to teaching strategies, as
follows:
Student 31: The different ways of showing you how to do the
acting and how to like, interpret the texts were really good, I
thought.
Student 12: Yep, they gave you all sort of different starting
points and a goal to achieve.
Student 5: It was sort of all told to us like a story and that just
worked because the whole task and like looking into the texts was
all about stories, and then the storyboards and discussions were
all based around that idea. It was easy to understand after you
got used to it (DCIII, Group interview 2).
These datasets suggested that the narrative inspired teaching strategies
were well received by the participants. According to participants, this
was because of the structure and inspiration the strategies provided in
terms of the methods, storyboards and discussion forums that were
implemented.
6.5.2.2 Content	
  
Participants were asked to rate the literary and general content of this
module. Figure 6.26 below reveals that 21 of participants rated the
content covered during the workshop as Excellent, 13 rated it as Very
Good, 12 rated it as Good while no participant selected Fair or Poor.
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Figure 6.26: Content covered during the process	
  

Participants rated the relevance of the content to current English
syllabus requirements. Figure 6.27 overleaf depicts that 17 participants
rated it as Excellent, 18 rated it as Very Good, 11 rated it as Good while
no participant selected Fair or Poor.
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Figure 6.27: Relevance of content to syllabus requirements

Participants stated that ‘we’re happy doing the texts that are on our
prescribed list. Like, I know it’s TY but you still have the exam to sit’
(DCIII, Student 45). Another participant also pointed out that ‘we all
feel a bit worried when we’re going away from the syllabus. Like, that’s
all great, but what about the exam? So yeah, related to the syllabus was
great’ (DCIII, Student 6). This information highlighted that students
could indeed become anxious about how different or new teaching and
learning strategies can affect how they perform in their terminal exam,
the Leaving Certificate.
6.5.2.3 Overall	
  experience	
  	
  
Participants were asked to rate their overall experience of this
potentially innovative approach to English education. 26 participants
rated their overall experience as Excellent with 17 rating it as Very Good
3 as Good while no participant selected Fair or Poor. This is depicted in
Figure 6.28 below.
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Figure 6.28: Participants rate their overall experience of the English module
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During the group interview participants were asked if they enjoyed the
process. Their answers were as follows:
Student 1: It made sense how we did it
Student 19: It was fun making your movie about the texts
Student 29: Doing the acting portfolio and the digital story
meant you could remember it more. It was all laid out like your
own movie on it
Student 42: It was great for TY but I don’t know if we’d get
everything done for the exam doing it this way (DCIII, Group
interview 3).
Further, some participants proposed that ‘more poems, and modern
poems and other stuff we do for the Leaving Cert that could all be done
this way. That’d be cool’ (Group 2, DCIII). Others suggested that ‘we’d
leave it the way it is because it’s very good. We enjoyed it’ (Group 1,
DCIII). According to these participants, they had fun with the process,
they understood its operations and purpose and it made their
experience of the literature more memorable to them. However, their
anxiety concerning the structure and demands of State examinations
still seemed to be to the fore of their minds.
6.5.2.4 Structure	
  
The data exposed that using a movie clip as the introduction to the
workshop may be too passive a task on its own and therefore may
benefit from an imbedded ensemble task to focus active reflection. This
is depicted in Figure 6.29 below.

Participants viewing a digital story about the themes of patriotism and violence
that was created for this workshop. Some participants seem slightly disinterested.
Therefore, active reflection at the beginning must be encouraged for this approach
to be effective.
Figure 6.29: Active, not passive, reflection must be encouraged from the outset

Some of the data concerning the structure of the module suggested that
the design brief proved useful to participants. During the group
interview one participant provided the following feedback:
Student 9: The brief had really good instructions in it.
Student 15: The guidelines booklet took us through everything.
Student 34: It has instructions what to do for every bit, like it
made sense and was really helpful. Other participants expressed
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their feelings about how their learning was structured for them
saying:
We liked how the whole day and every time we did this it was put
up on the board what we were going to do and ticked off when we
did it. And that’s what the sheets did too [referring to the design
brief and evaluation rubric]. We kept to that for our story. It was
all broken up into, like different sections and stuff and it was like
we didn’t have to just do it all at once (DCIII, Group 3).
Figure 6.30 below depicts that video data also pointed to the narrative
structure of the workshop as having a positive effect on the work ethos
of the groups.

The process is expalined to participants

Structure is explained and displayed
and participants take note and discuss
it.

Figure 6.30: Narrative structure of workshops is explained to participants

These datasets highlighted that the participants were content with the
narrative frame of the learning process and in turn it may have helped to
outline their own literary engagement and digital ensemble story.
Narrative provides an organising structure as well as a creative outlet for
participants, allowing them to tell the story from different perspectives
(Bruner 1987, Bruner 2002, Koehler and Mishra 2009). It seemed
apparent that the narrative focus was developed further by the Making
Connections approach employed. The comprehension and analysis of
the literature perhaps was supported by the ternary structure of the
Making Connections approach: Text-to-Self, Text-to-Text and Text-toWorld (Keene and Zimmermann 1997). When asked what they thought
they gained from the process one group articulated their experience
saying:
I think we really gained knowledge of Yeats, W.B. Yeats, his life
and poems that we studied. We learned about making
connections between what the poem was saying and our own
thoughts about it. We did the work together with looking at it
from those three angles, the self one and another text and then
what was going on in the world. That helped. [...] We were able to
capture key parts of Yeats’ poetry doing that, and yeah [pause]
then comparing it to the Malala documentary and the songs and
all the other sort of history about it (Group 2, School B, DCII).
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The data also suggested that the approach helped participants to access
the literature at varying levels of comprehension and analysis. Such an
approach to making meaning from the world of the texts seemed to help
participants engage with it. Another group added that:
we learned how to analyse Yeats’ poetry. There were levels to it
and then thinking it out and then doing it. It made me
understand the poems more, like to look into them more. [...] So,
like, a great learning of how to look at poems and really figure out
what they’re about and how that no matter what you think or feel
when you read the poem then that’s right because it’s about you
too. So it’s like a reinforcement of overall understanding. [...]
Well, I had a different experience to poetry which was more
rewarding than simply learning it off (Group 1, School B, DCII).
From this it would appear that comprehension of the texts and personal
connections with the texts were supported by the first element of that
aforementioned ternary structure, Text-to-Self. This is also evident in
Figure 6.31 below and overleaf, which shows images from one digital
ensemble story about W.B. Yeats’ poem Sailing to Byzantium, which
scored 120/150 on the evaluation rubric.

Those dying generations.
Narrator: ‘Should love be artificial?’

	
  

‘The salmon falls, the mackerel crowded
seas’.
Narrator: Yes, this is the place for me.
Reclaim Youth
Narrator: ‘Free to journey into a
painting of magnificence’
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‘I have sailed the seas’
Narrator: I’m not chained to a dying
dog

‘O Sages Standing in God’s holy fire’
Narrator: I’ll conduct my soul song’

Narrator: I shall never take my bodily
firm from any natural thing’

Narrator: ‘Gather me into the artifice
of eternity’

Figure 6.31: Comprehension of and connections to the literature are evident

The personal narrative of this digital ensemble story seemed to
correspond with the narrative of the poem through an intertwining of
poetic quotes and voiceover. The participants here emphasised the
importance of claiming their youth and freedom and shaping their own
destiny. Therefore, this evidenced Text-to-Self connections.
Consequently, the Making Connections worksheet would need to be
retained in order to maximise the opportunity for participants to make
affective, expressive and personal connections with the literature.
Also, it would appear that the narrative frames provided by iMovie, such
as a trailer or a news report, helped to produce an overall superior
standard of work initially. Figure 6.32 depicts an artefact that scored
105/150 on the evaluation rubric. This could be owed to the supporting
influence of the narrative conventions of that particular genre. Once this
was mastered, participants desired more narrative freedom as
mentioned already.

Image seems to depict quiet and

	
  

Image fades in and out from black with
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calmness.

text emerging slowly.

Note the facial expression here as
participants covey ‘passing nods’

Cuts to dark image of the text. Fades to
next scene.

Facial expression and body language
endeavour to suggest ignorance and
good will.

Fade outs and music signifies rising
tension

Evoking traditional education system

Larger text used for emphasis

Depict the other side to that same
character

Culminating music is loud and fades to
lower pitch

Figure 6.32: Scenes from a digital ensemble story that employed the narrative
frames provided within iMovie

During the group interview about these digital ensemble stories some
participants communicated that:
Student 1: The trailer was good. You just have to fill in the
blanks to tell the story. But when you get used to it, you want to
just do your own thing and we were allowed to. So that was good.
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Student 6: Yeah using the trailer was good. Gave you a good
idea of how it’s supposed to look. It was good for using the
voiceover to tell your side (DCIII, Group interview 1).
Although these ‘in-app’ options seemed to lend a clear narrative
structure to the digital story participants suggested that perhaps they
could become limiting ultimately in terms of creative ensemble stories.
When asked what they would change about the workshop participants
suggested the following about the structure and narrative:
More time comparing poems and other texts as well as a bit more
related to us. Like, we liked the parts where you had to think
about different ways the texts affected you so maybe have it a bit
more related to us. Like, it’s our story in there too. We like the
way we had to make a news bit first because you could see how
you make the story then (Group 2, School A, DCII).
Participants requested more time to engage with the literature. This was
a positive outcome of the process and could indicate that they were
invested in the digital ensemble process. Connecting with the texts
personally to make meaning was important to this participant who
recognised that ‘it’s our story in [the text] too’.
However, the narrative of some digital ensemble stories may not reflect
deep engagement with characters, plot or imagery, for example within
the literature. Such stories were indicative of superficial reflections with
key moments from the text and demonstrated a very literal approach to
literary engagement. Figure 6.33 below depicts an example of this
approach. This scored 98/150 on the evaluation rubric.

Title slide not added. Rough draft slide
used.
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This shot of falling off a chair took
participants over 15 minutes to film
and it was not perceived to have any
great effect on the digital story, as it
appeared to be a gimmick.
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A very literal interpretation of the lines is evident here.
‘This poem reminds me of violence as
many people died and that is not
good’.

The rough draft of the credits is used here. The digital story does not make use of
transitions, voiceover or music or sound effects.
This statement is not backed up with reference to the poem and appears
superficial and rushed. There is very little evidence of engagement with abstract
concepts evoked by the texts. No evidence of Text-to-World connections made.

Figure 6.33: A digital story reflecting a literal approach to the texts

Overall, the data indicated that the narrative structure of the trailer was
a good starting point for the digital ensemble story creation. However,
the narrative frames of iMovie could become too restrictive and limiting
to work within once the participants familiarise themselves with the
entire approach. Although the movie trailer storyboard provided a
comprehensive narrative structure for the participants’ story creations,
feedback implied that the locked-in features of trailer creation at times
stifled creativity and productivity when trying to demonstrate deep
engagement with the literature. As the literature suggests, perhaps this
is because some participants are more digitally fluent than others and do
not require the same level of scaffolding when engaging with literature
(Tharp and Gallimore 1988, Wood et al. 1976).
It would be necessary then, to ensure that these conventions do not
become too restrictive and prescriptive for participants. In this light,
performance criteria would need to be outlined clearly in the design
brief that encourages creativity and innovation rather than generic
productions that fail to inspire and capture ensemble learning and
engagement with literature.
Findings also suggested that concluding the workshops with a showcase
of participants’ digital ensemble stories seemed to contribute to the
participants’ sense of accomplishment and excitement about the
process.
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6.5.2.5 Ownership	
  and	
  narrative	
  power	
  	
  
In reference to creating their Digital Ensemble Portfolio, participants
communicated that they ‘liked making your own things for the video
because then it’s yours’ (DCIII, Group 2). When asked what they would
do differently to improve the sense of ownership of their digital story
some participants suggested the following:
Use more videos that we made about the texts and make sure
that we only include the good pictures, the ones that are clearer
not all blurry like some of them were but we just stuck them in
anyway. Talking about Yeats more and how it related to the other
ones, As It Should Be [a poem by Derek Mahon] and the history
of The Rising [historical and documentary evidence] and that
girl’s situation [referring to Malala Yousafzai]. So using more of
the words from the texts running along the bottom or flashes of
them on the screen would make it all just connect better. Like, to
just have us in it, like, put our stamp on it to show what we think.
The story should show this and say something important.
Overall, just take it more seriously like writing an essay or
something (DCIII, Group 5).
These data implied that the power of a story to ‘say something
important’ is what should be evident in their digital ensemble stories.
This group mentioned that decisions concerning digital quality,
connectivity and narrative structure is what gives them a sense of
ownership of their work. This would appear to support Brian Schiff’s
(Schiff 2012) assertion that the power of narrative can contribute to a
sense of ownership because it is your story of how you made meaning
(p.35). Other groups responded that they would not change anything
about their digital story, which suggested that they were satisfied that
their digital artefact was significant and conveyed the meaning they
desired it to (Group 1 and 2, School A; Group 1 School B, DCII).
6.5.2.6 Time	
  
Participants also suggested that they ‘would have liked more time to do
everything’ (Group 3 School A; Group 2, 4 and 5 DCIII). Figure 6.34
below depicts two unfinished scenes from one group’s digital ensemble
story that scored 83/150 on the evaluation rubric.

This clip portrays the original frame
with suggested wording and has not
been altered by the group.

This clip depicts where the next
ensemble image or video clip should be
displayed but it has not been done.

Figure 6.34: Scenes from an unfinished digital story
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These scenes from an unfinished story convey either a lack of time
provided to participants or a mismanagement of time by participants.
These datasets made it apparent that time was still an issue in this
design phase. It was observed that participants required specific time
allocated to formulate their storyboard, their ensemble performances
and the overall narrative structure of the digital ensemble story.
Although time was allotted for participant feedback at the close of the
first workshop, a more focused, collaborative reflection session was
needed in order to yield richer data. This was undertaken in subsequent
workshops in this cycle. Figure 6.35 below portrays participants with
their feedback forms and requesting more time.
Participants are formulating their
storyboard and planning their digital
ensemble stories.
Group A, Student 23: Wait, we’re
not finished. We need more time.
Group B, Student 12: Yeah we’re not
even on the third question yet.

Figure 6.35: Participants require more time to provide feedback

6.5.3 Collaboration	
  
6.5.3.1 Opportunities	
  to	
  socialise	
  	
  
Participants were asked to rate the opportunities to socialise with peers
during the process. Figure 81 portrays that 27 of participants rated it as
Excellent, 12 rated it as Very Good, 4 rated it as Good, 3 rated it as Fair
while no participant selected Poor. This is depicted in Figure 6.36 below.

Sociality	
  n=46	
  
0%	
  
6%	
  

Excellent	
  

9%	
  

Very	
  Good	
  
26%	
  

Good	
  
59%	
  

Fair	
  
Poor	
  

Figure 6.36: Opportunities to socialise with peers while learning

The group interview revealed some participants’ thoughts concerning
the opportunities to socialise while engaged in ensemble literature
learning. Their feedback is as follows:
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Student 15: Yeah there was loads of time to chat to each other.
It was really relaxed about talking and there was music on too.
You get used to dealing with each other and making sure
everyone gets their way.
Student 21: Plenty time to talk to friends and stuff. You work
together and like, talking just becomes part of it. Majority rules
always.
Student: 42: When we were working you’d just be like, talking
about TY [Transition Year] or people or whatever in the middle
of it. The contract keeps you on track.
Student 43: We could have had more breaks from working to
talk to each other (DCIII, Group interview 3 and 5).
This feedback indicated that participants had ample opportunity to
socialise while working on their tasks. Student 15 suggested the
significance of democratic processes while Student 42 emphasised the
importance of adhering to the learning contract. All four students here
appreciated the relaxed, social environment for literature learning
through digital ensemble that was created.
The process of collaboratively drafting a learning contract for the
duration of the module supported and encouraged the collaborative
atmosphere of this iteration. Data denoted that the collaborative nature
of this task encouraged the creation of a supportive learning
environment conducive to ensemble practices. The participants outlined
a set of guidelines to adhere to throughout the process. The researcher
mostly anticipated these from the review of the literature and the
ENaCT framework. This is outlined in Figure 6.37 below.

1) Have fun
3) Show mutual respect

2) Everyone must be involved
4) Create a confidential learning environment

Figure 6.37: The Learning contract design for DCII

As pictured above, these guidelines are: 1) have fun, 2) everyone must be
involved, 3) create a confidential learning environment, 3) be productive
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(make a movie), 4) show mutual respect. Cohen (1999) asserts that
providing students with opportunities for social and emotional learning
can help to foster democratic values and this idea is seemingly evident in
the above participant feedback.
6.5.3.2 Identity	
  and	
  groupings	
  	
  
Participants were divided into randomly assigned groups as they were in
the first cycle. They were asked to identify themselves as a group by
using a team name. According to Halper (1994) and Petty (2009) this
process strengthens group unity and promotes productivity. Some of the
participant feedback regarding this process is outlined below:
Student 1: Our group name was cool. It sort of trademarks you
together and then even though it’s everyone’s acting, the movie
and the portfolio is like the group’s or team’s.
Student 12: The team name means you all succeed or fail
together. It makes the failures easier to deal with (DCIII, Group
interview 2).
Here, participants testified to the concept that a trademark binds the
team to yield benefits such as productivity and easing fear of failure.
These data signified that participants were aware of how group identity
can support unity and cohesiveness within the ensemble process, as
Halper and Petty suggest.
Figure 6.38 below depicts randomly assigned groups providing the
opportunity for participants to work with peers they ordinarily would
not have had the opportunity or the inclination to work with previously.

Groups are randomly assigned and each group must select their own team
name. Each group member must select a group role from the list provided.
Figure 6.38: Randomly assigned groups

Although it was suggested to the groups that they assign roles within
their team (e.g. director, scribe, reporter) some groups chose not to do
this. This could have contributed to some participants undertaking more
work than others and also to some participants feeling left out.
Consequently, it must be insisted upon that each individual member of
each team adopt a particular role. This stance would need to be adopted
for Design Cycle Three.
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In the data below some participants noted the importance of group roles
and the pitfalls of collaboration. Their feedback is below:
Student 44: Jane is an iPad hog. Wouldn’t let anyone else have
a go at it. We had to get [the researcher] on her. We all took turns
then. Should’ve stuck to the role.
Student 26: Eoin wouldn’t work. Just spaced out all the time.
We tried with him but then Naomi just said to leave him alone.
So we did. Then after a while he started doing stuff with us (DCII,
Group interview 1).
This feedback suggested that one leader overpowered some groups due
to roles not being voluntarily adopted. Participants also stressed that
some groups experienced a lack of dynamics within the group. These
data indicated that group roles might have dissuaded a controlling
personality in the group from taking over the task or encourage more
genuine involvement by all participants. Figure 6.39 below depicts group
assigning their roles and working together to complete the process.
Student A: I’ll be the timekeeper
Student B: I’m the cameraman
Student C: No way John, you had the
iPad for the last one, be something else.
Student B: I’ll be the runner.
Students D: I’ll be an actor
Student A: I think we all have to do
that.

Figure 6.39: Group roles seem to encourage genuine involvement

Video data emphasised that at times there was mutual encouragement
from participants during the creation of the detail ensemble portfolio
which resulted in the work being completed at a quicker rate than in
those groups that lacked mutual encouragement throughout the process.
Figure 6.40 below depicts this.
These two groups were finished first
before those groups in which roles
were not adhered to and mutual
encouragement seemed to be lacking.
The researcher facilitated these groups
to progress to the next stage in the
process.
Figure 6.40: Groups that were completed first encourage each other

Participants conveyed that they gained a sense ‘teamwork, how to work
with a team and not always on your own. Having more group work is
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good. The pair work even can get boring’ (DCII, Group 1). These data
indicated that some groups seemed unsure of how to collaborate with
one another, how to undertake the ensemble activities and also how to
work the technology. Therefore, participant collaboration would have
greatly benefited from more examples of how to use ensemble to
embody their key moments from the literature and where and how they
might commence. However, it is vital that these examples would not
narrow participants’ focus in terms of ensemble creativity as it did when
participants were asked to make connections between the literature and
worldly events as depicted in the digital ensemble story in Figure 6.41
below. These are two clips from one group’s digital story about the
issues and key moments explored in the literature such as ‘Easter 1916’
by W.B. Yeats. This scored 83/150 on the evaluation rubric.

These two digital stories are entitled ‘Conflict Resolution 101’ (L) and ‘Everyone has
The Fear’ (R) to signify the universality of conflict and fear. However, there was a
clearly flippant and uninspired portrayal of such worldly issues.
Music was used to signify rising tension.
Figure 6.41: A narrow focus when engaging with worldly concept

6.5.3.3 Quality	
  of	
  fun	
  
Participants were invited to rate the quality of fun they had during the
process. 24 participants rated it as Excellent, 18 rated it as Very Good, 4
rated it as Good while no participant selected Fair or Poor. Figure 6.42
below depict this.
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Figure 6.42: Quality of fun participants experienced	
  

Participants articulated their fun during the process, saying ‘It was a fun
way of learning instead of like feeling like you’re learning your tables off
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for everything, like for every subject. [...] It was very rich. More group
work would be good’ (DCII, Group 3).
Figure 6.43 below and overleaf depicts the moments from video
recordings that seem to capture this sense of fun that participants
seemed to have while engaging with literature.
Participant A performs a scene from
W.B. Yeat’s poem Eater 1916
emphasising the line ‘This man had
kept a school’

Afterwards participants laugh and
joke together about the performance
and decide to redo it.
Cameraman: ‘So do you want to
get the whole thing again’
Participant A: ‘Is that it?’
Group Leader: ‘I think that’s
everything for this verse’
Cameraman: ‘Well you can’t really
act out the ‘rode our winged horse
bit’
Participant A: Tries to act it out
and the whole group commence
laughing and joking with each other
while trying to perform the scene.
The group then immediately changes
tactic and films a different part of the
poem. Opting to leave the more
abstract representations to later.
Participant A represents the first
sequence of the image ‘A drunken,
vainglorious lout’.
Once finished, he discusses with the
group the next sequence, as their
camera still rolls.
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Cameraman: Well that’s meant to
represent that he’s a poet and he
could have had fame if he didn’t use
excuses
Leader: ‘So this represents what?’
Participant A: That’s after the
Rising so , ok, we do that now’. Ok
let’s go over here and figure this out’.

Leader: So what’s that meant to be
saying? [referring to the opening
lines of the third stanza]
Camerman: Reads the lines ‘Hearts
with one purpose alone/ Through
summer and winter
seem/Enchanted to a stone’. They’re
only going after one thing and their
mind is only set on that one thing so
it’s...
Leader: Yeah ok
Camerman: So they can’t really
focus on aything else. They become
robots doing one thing
Leader: You could film that maybe
like
Camerman: Then it’s like nature is
always changing so they have to
change as well so they’re unnatural
because they only have one goal.
Leader: Yeah so you could have like
maybe a big scene of us like,
obsessing over something close to us.
Like really passionate pointing to
things. That stone imagery, that
could be like destiny. As if you’re
planning something, you know what
I mean?
Camerman: Yeah
Leader: Lot’s of hand guestures.
[The group laugh and embody a 5second over-zealous scene for fun]
Figure 6.43: Participants experience fun in engaging with literature

Figure 6.43 above conveys moments during the process where
participants were laughing and joking at intervals during serious
discussions about the literature and their Digital Ensemble Portfolio. As
suggested in the literature, this fun and enjoyment should be part of
collaborative endeavours and should be an important element in the
design of learning experiences within English education (Goodwyn,
2010, Irish 2011, Maxwell, 2013). Therefore, Design Cycle Three would
need to encourage the participants to have fun with the task by
providing even more opportunities for them to become fluent with both
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the ensemble and the digital process through various low stakes, funoriented digital ensemble storytelling tasks first before they begin the
overall digital ensemble tasks.
6.5.3.4 Collaborative	
  engagement	
  	
  
The data suggested that participants need time to become familiar with
one another and to establish a working relationship. Some participants
suggested that:
getting used to interacting with each other is good. [...] I would
have liked to be able to show more how I came up with the
certain feelings from the poem or documentary or songs or
whatever. But by the end of it all it was easier to say what you
were thinking (DCII, Group interview 4).
These data illustrated that the group activities necessitated using
various social skills in a learning context and this in turn afforded the
participants the opportunity to verbalise succinctly the connections that
they made with the literature. The data indicated that when participants
were tasked with voicing their opinions regarding literature and worldly
connections in a collaborative, supportive and productive environment
they used their chosen key moment ensemble performances to validate
their choices. Figure 6.44 below is a vignette from one group’s digital
ensemble story that depicts this. This scored 105/150 on the evaluation
rubric.

Participant A: This [Easter 1916, W.B.
Yeats] reminds of the 1913 Lockout in
Ireland It reminds me of it because
they’re both fighting for what they
believe in is right and they use violence
as the only way they know how.

Participant B: The poems [Easter 1916,
W.B. Yeats] remind me of the chemical
warfare in Syria and eh, that we should
raise awareness around the schools
about how it effects people. People think
they can shut you up with violence or
win freedom with violence. Kina like, eh
it’s doesn’t work.

Figure 6.44: Text-to-World connections

However, it must also be noted that there was still some resistance from
the participants towards making deep connections with the literature in
order to authenticate their opinions. This is seen in Figure 6.45 overleaf.
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Participant D has his hands on his
pockets, swings in his chair and seems
to appear flippant when saying ‘It
reminds me of Love/Hate’ [referring to
a RTÉ drama series about gangland
feuds].

Participant C shakes his head and
adds: ‘No, today has not changed my
views on anything’.

Figure 6.45: Some participants still resist making those deep connections with
the literature

The first comment in this vignette denoted a general unwillingness to
portray a deep engagement with the literature. When participants were
questioned about this in the group interview they added that ‘if people
are looking at you or recording you, it’s hard to say why your thoughts
have changed because what if it’s wrong’ (DCII, Group interview 5). The
data also noted that during other such occurrence of resistance to
demonstrate literary engagement sometimes some of the participants
pressed each other to give reasons for their choice. On other occasions
participants conceded trying to explain their choices because of ‘being
laughed at by everyone when we hesitated or stumbled over our words’.
Both of these scenarios are depicted in Figure 6.46 overleaf.
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Figure 6.46: Participants react to requests for examples

These data point to a sense of embarrassment at one’s own and others’
lack of knowledge. Such instances in the data reiterated the importance
of showing mutual respect when working collaboratively, one of the
guidelines set out by participants at the beginning of the process.
Therefore, inviting participants to engage in reflection, presentation and
providing feedback on their digital ensemble work could help to develop
an ethos of mutual respect. Discussions could be facilitated to
demonstrate how to elaborate, reflect and critically analyse each other’s
digital ensemble creations in a supportive, constructive and productive
manner.
6.5.4 Technology	
  	
  
Figure 6.47 overleaf shows how participants rated the quality of the
technology they used during the process. 23 participants rated it as
Excellent, 7 as Very Good, 11 as Good and 5 as Fair, while no participant
selected Poor.
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Figure 6.47: Quality of the technology used

6.5.4.1 iPad	
  as	
  constructionist	
  mobile	
  device	
  
Most participants felt that the iPads and the software application such
as iMovie were easy to use and that they gained:
an increase in knowledge of use of iPad and iMovie and just how
you can use an iPad for school and learning. We thought we
learned IT skills even though I don’t think that was the point of
the whole thing, it was English (DCII, Group 4).
iMovie was demonstrated to participants but the data indicated that
perhaps enough quality time was not spent on this. When participants
were asked what they would change about the workshop some suggested
that a longer demonstration of the iPad and iMovie would have
benefited them in terms of time and would have alleviated some initial
frustrations. Figure 6.48 below depicts this demonstration.
This demonstration of how to use the
technology lasted 11 minutes.
Screen projecting the demonstration

Figure 6.48: Participants requested longer demonstration periods

They also added that ‘more time in general, to play with the iPad and
make the trailer and then to do all the stuff for the digital story’ would be
beneficial to their learning (Group 5, School A, DCII). This suggested a
need to develop participants’ digital fluency in a low stakes manner
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before the Digital Ensemble Portfolio and digital ensemble storytelling
task was introduced.
Participants referred to the portable nature of the device. Video data
signified that a more unrestrictive and constructionist learning
environment was created for and by the participants than was present in
Design Cycle One. This is evident in Figure 6.49 below

Participants gather around the iPad with their storyboard and literature.They point
to the literature while drafting their storyboard and using the story outline in
iMovie to structure their narrative piece.

The student circled above is holding an
iPad and recording the ensemble
performances of his teamates.

One student records a freeze frame
image from the text that the participants
create.

Figure 6.49: Mobile devices helped to create a constructionist learning
environment

The mobility of the devices allowed participants to move freely around
the space when necessary as they were unencumbered by work stations
or desk-bound machines. Participants were granted permission from the
researcher, the School of Education, NUI Galway and their own school
management to take the iPads outside to record their ensemble
performances and to capture still images that reflected the key moments
in the text. This was only agreed upon with the participants after a
trusting relationship had been forged and with the promise of
responsibility from the participants. Although it was facilitated at times
with trepidation about how well they would cope with this newfound
responsibility issues regarding with care, safety and respect did not
arise. That said, participants captured videos and images on the iPads
that depicted them engaging with nonsensical, side-line activities such
as unrelated “selfies”, distorting images of each other and videos of
participants uttering their favourite sayings, such as YOLO (You Only
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Live Once), in various American accents. Examples of these are provided
in Figure 6.50 below

Distorting an image using Photobooth

There were many close up images
of students’ eyes

Many selfies were captured

Image of student pretending to be
headless

Figure 6.50: Participants engaging with nonsensical use of mobile devices

However, the more participants engaged with the mobile devices and
the ensemble approach, the fewer unnecessary videos and images were
stored on the iPads afterwards. This indicated a necessity for
participants to be able to expel those preliminary tendencies to use the
technology in a passive, nonsensical manner for sheer amusement. The
work of Illich (1973), Resnick (2002) and Papert (1987) implies that
these are natural processes that need to occur for students to familiarise
themselves with the technology before the creative and productive work
and learning can commence. In other words, they had to occupy the
little brain before engaging the big brain, perhaps like us all.
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Participant feedback from the group interview pointed to the need to
reorganise the collaborative editing process of the module. The
participants below discussed the use of the iPad in this regard:
Student 37: The iPads were great. But maybe more of them.
They’re too small for group work sometimes.
Student 22: iPads were great but one person can steal it away.
You need to agree how to work together with it first.
Student 45: When we went to edit sure only one or two can do
that (DCII, Group interview 1).
In this feedback some participants suggested that the iPad can be too
small for all groups to work on together and therefore could lead to
some participants being left out of the decision-making during the
editing process. Perhaps one solution would be to divide the groups into
editing pairs once the Digital Ensemble Portfolios are created. Then
provide each pair with an iPad with that group’s Digital Ensemble
Portfolio uploaded to it and each pair could then make their own digital
ensemble story using the material the group created collaboratively.
Participants attested to the notion that the iPad increased creativity and
productivity within the digital ensemble processes stating that ‘it’s so
much easier to use it together. When you’re recording and re-drafting
the performances of key moments you can see exactly what you’re doing
with the poem or the text and all’ (DCII, Student 38). Therefore, the data
implied the general potential of mobile devices as a constructionist tool
to support creative ensemble, interactive communication and
productivity within English education (Millard 2003, Wynne 2003).
Figure 6.51 below depicts participants discussing their interpretations of
Our Day Out and ‘The Earth Circles the Sun’ and how to represent
them.

Figure 6.51: Using iPads collaboratively

The participants are hovered closely around the iPad and use terms such
as ‘I think that means’, ‘to me’ and ‘I feel that’ when discussing the texts.
These data suggested that the collaborative use of the iPads supported
and encouraged teamwork, the sharing of opinions in relation to making
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meaning form the world of the texts as well as meaningful digital
artefact creation.
6.5.4.2 Internet	
  connection	
  	
  
During the first workshop, participants were provided with Internet
access in order to furnish them with the option of sourcing appropriate
background images that they considered added depth to their digital
story. Not all participants opted to make use of it. One group hinted at
the negative impact of the Internet on the quality of their digital story
voicing that:
we spent nearly all day on the web, it was fun at first but then
time flew by and we’d nothing done. We didn’t really know what
we were looking for and we got caught looking at everything. Our
thing [referring to their digital story] wasn’t a bit bad (DCII,
Group 5).
During the group interview another group echoed this realisation that
Internet access was unnecessary. This participant noted that ‘by the time
we realised we didn’t really need the Internet half the day was gone. We
won’t do that again. It was just like, novel to be let surf the net for school
stuff’ (DCII, Group 1). This dataset suggested that Internet access
decelerated participants’ rate of work because of the large quantity of
time spent searching the web. Also, the video data signified that
participants seemed less inclined to engage with ensemble performances
as requested because of readily available images and videos on the web.
The quality of the ensemble performances and digital ensemble stories
seemed to be of a significantly lower standard in the groups that used
the Internet to source images than those created by groups who chose
not to use the Internet. One participant suggested that:
the trailer was easy to do because you just slot in the videos
you’ve made and it sort of does it for you and you can see what
it’s supposed to be like. The Internet access was great, we’d a lot
of fun with that but I don’t’ know if we made any real use of it for
our stuff. Some lads just looked up silly pictures of [their
teacher’s name] and that was it. It kind of wasted a lot of our
time just randomly surfing. Good fun though (Student 12, School
A, DCII).
This participant stated that although surfing the net was fun it was
unproductive. Therefore, the data highlighted that discouraging
unlimited access to the Internet could increase the amount, range and
quality of digital ensemble productivity. Highlighting the need and
potential for original digital content creation could discourage students
from aimless and meaningless surfing of the Internet. Furthermore, the
data implied that the Internet was of no real benefit to the participants
in the creation of their original, unique and expressive digital ensemble
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stories. This might be because the digital ensemble process requires
students to showcase their embodiment of the meaning they created
from connecting with the world of the texts rather than sourcing images
that depict the texts for them.
Therefore, during subsequent workshops in this cycle participants were
dissuaded from accessing the Internet and were encouraged instead to
create their own unique digital ensemble content. Observational data
noted that participants agreed with this process and they realised that
they did not require access to the Internet.
6.5.4.3 Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  
The Digital Ensemble Portfolio (DEP) process was introduced to
encourage active reflection of the participants’ ensemble performances.
Feedback from participants noted that ‘recording and watching your
acting clips means you get the chance to do it again properly’ (DCII,
Group 3). It would appear then that the DEP encouraged participants to
re-draft and amend some of their ensemble images and videos. Also, the
data evidenced that this process encouraged students’ self-awareness
and performance awareness, which, in some instances, seemed to
heighten connections with the literature. These included references to
Syrian warfare, World War and Malala Yousafzai, which have been
outlined in the section above.
6.5.4.4 Technology	
  section	
  of	
  the	
  design	
  brief	
  	
  
As previously mentioned, guidelines were provided in the form of a
design brief and an assessment rubric which detailed criteria for
productive use of the technology. Participants accessed the focus
literature on the iPad. An Adobe PDF file of the texts was created by the
researcher from a Microsoft Word document and was stored freely in
the iBooks application on the iPads for ease of access. Music and sound
effects were sourced from the iMovie application. Therefore,
participants did not have to spend time sourcing and choosing royalty
free soundtracks. Participants added that ‘sometimes we put in 30
seconds of our own music. Mostly it didn’t match though. We could do
our own music. That’d be really good if we could do that’ (DCII, Group
interview 5). Considering this feedback, it might be of benefit to
participants to afford them the opportunity to plan, create and record
their own music pieces using Apple’s GarageBand application. This
would need to be considered for Design Cycle Three.
Although the participants were tasked with completing a storyboard for
their digital story, the process and product benefited further from the
digital narrative options provided by iMovie. The structure of a trailer or
news report provided by the iMovie application seemed to be a good
method of introducing participants to the narrative concepts of a digital
story. One participant suggested that ‘we should have more fun projects
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to do first’ (DCII, Student 19). As previously referred to participants
enjoyed using the iPad initially to capture images and recording of
themselves that seem fun but perhaps counter-productive. One group
communicated the following:
Student 5: We took lots of Photobooth pictures; that was fun.
Student 13: Yeah, we couldn’t use them though.
Student 5: Yeah but now we know how to like, work the iPad
and stuff (DCII, Group interview 5).
This feedback suggested that this process of using the iPad’s Photobooth
application seemed to be a worthwhile activity for participants to
familiarise themselves with the functionality of the mobile device.
Figure 6.52 below depicts these images.

Figure 6.52: Still images of selfies and Photobooth pictures governed by the
participants’’ initial impulsivity

Therefore, participants could benefit from being directed to select one
such narrative frame, for example a trailer or a news report, and work
within this first to improve their digital fluency and to expend those
initial impulsive ideas and silliness that some participants and groups
may naturally experience.
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6.5.4.5 Digital	
  fluency	
  	
  
When asked what they would change about the technology or about
their own digital story compilation some participants suggested that
they would:
make sure the sound was improved, do better transitions and
make more videos for the bank of videos [referring to the Digital
Ensemble Portfolio]. It’s important to have everything edited
right so that it shows how you put all the pieces of text together,
how you connect them to other texts and your opinions and what
is happening in the world (DCII, Group 1).
Participants referred to the sound quality, the Digital Ensemble
Portfolio and editing techniques as a way of improving the quality of
their digital ensemble stories. This implied a development of digital
fluency among participants with a view to making ‘things of significance’
(Resnick 1996, 2002).

6.6 Changes	
  to	
  Implement	
  for	
  Design	
  Cycle	
  III	
  
6.6.1 Ensemble	
  
6.6.1.1 Ensemble	
  fluency	
  	
  
This design cycle highlighted once again the importance of icebreaker
activities to encourage collaborative, creative and productive ensemblelearning environment. Such activities will be employed again in the
third cycle focusing on tasks that involve participants working as a
whole cohort in circle-based activities as well as in pairs and small
groups. A wider range of fun activities would need to be incorporated
into the next iteration. There would need to be an emphasis in Design
Cycle Three on developing participants’ sense of fluency in terms of
ensemble strategies and digital awareness and self-efficacy.
6.6.1.2 Time	
  
Participants requested more time to practice, reflect on and edit or redo
their ensemble performances. This would be one of the main concerns
for the next cycle. The participants would require allocated time for
involving themselves in story circles and showcase activities to ensure
everyone is progressing with their Digital Ensemble Portfolio and their
digital ensemble story. It would be hoped that this would provide each
group with an opportunity to develop and edit their digital ensemble
stories into a artefact that reflects the levels of literary engagement they
achieve.
6.6.1.3 Performance	
  criteria	
  	
  
The performance criteria that were provided to the participants helped
them to focus on each stage of the task and to track their own learning
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and performance. These criteria would need to be implemented again
for Design Cycle Three.
6.6.1.4 Making Connections worksheet
The Making Connections worksheet that was provided to the
participants, in paper and digital format helped to focus their attention
on the three varying elements of literary engagement that this research
project focused on. This strategy would need to be developed further to
encourage participants to critically reflect on their engagement with the
texts on the three levels of Text-to-Self, Text-to-Text and Text-to-World.
6.6.1.5 Digital	
  Ensemble	
  Portfolio (DEP)
It would appear that the digital-ensemble process encouraged students
to challenge their perspectives of literature learning, in terms of affective
responses, reflection and constructive feedback. It was felt that this
process encouraged participants to engage in ensemble activities, record
them and then review them collaboratively while critiquing the emotive
content and direction. This seemed to encourage participants to become
more aware of their own ensemble performances, and therefore their
engagement with the world of the texts, including key moments, tones,
sounds, themes and abstract dimensions. Design Cycle Three would
need to focus on encouraging participants’ ensemble performance
awareness through the showcase of various sections of the digital
ensemble process while in progress. This would hopefully allow the
whole group to provide critical and analytical feedback on each other’s
work in order to improve the quality of the final digital ensemble
product.
6.6.2 Narrative	
  
6.6.2.1 Structure	
  
The narrative structure of the process during Design Cycle Two meant
that it was easier for participants to consider their own learning story in
terms of sections or a structured beginning, middle and end. Such a
narrative system seemed beneficial for participants’ engagement in this
new and potentially innovative literature learning process. Once fluency
has been developed participants might not have to follow such a linear
structure, as they could become comfortable enough to engage with the
various stages of the digital ensemble process in a cyclical manner or as
a narrative continuum.
6.6.2.2 Making Connections worksheet
The Making Connections worksheet would need to be retained to help
scaffold and hopefully deepen literary engagement processes through
digital ensemble.
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6.6.2.3 Choice of literature
Participants stressed the importance of choice in terms of the literature
that they study. Once again, Design Cycle Three would need to adopt
some of the suggestions from participants with regards to suggested
texts to study. The cycle’s module would still endeavour to realise
curricular alignment.
6.6.3 Collaboration	
  
6.6.3.1 Opportunities to socialise
It was noted in this cycle that participants appreciated opportunities to
socialise with each other in a relaxed learning environment. Participants
stressed that being able to converse freely with one another while
engaging with the task enhanced their productivity, ensemble creativity
and their literature learning. Therefore, the next cycle would need to
continue to provide opportunities for participants to socialise and
collaborate with each other.
6.6.3.2 Learning contract
Once again, this iteration demonstrated the importance and positive
effect of the collaborative crafting of a learning contract. Emphasis
would need to be placed on this throughout the next cycle.
6.6.3.3 Identity and group roles
It would be vital for the collaborative process in Design Cycle Three that
each participant adopts a role within their team. Each group would be
encouraged to identify themselves as their chosen team name for the
duration of the process.
6.6.3.4 Literary engagement as a process
It was felt that in this cycle the more familiar the participants became
with the process the more they collaborated with each other. This paints
a picture of how important that digital and ensemble fluency stage is for
acquainting participants with this ensemble English approach.
6.6.3.5 Fun	
  and	
  enjoyment
This iteration detailed the importance of having fun while employing
digital ensemble to engage with literature. Therefore, the fluency tasks
in Design Cycle Three would need to be comprised of low stakes, funoriented activities and tasks that contribute to the participants’
enjoyment of the learning experience.
6.6.4 Technology	
  
6.6.4.1 Time
Since participants requested longer demonstrations of the overall
functionality of the iPad and iMovie the next cycle would need to include
a digital fluency section to facilitate this.
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6.6.4.2 Mobile devices
The mobile nature of the technology was very well received as portrayed
by the data. The devices supported collaboration and enabled the digital
ensemble process without having to include many different types of
technology. Consequently, iPads should be deployed again for the next
cycle.
6.6.4.3 Trust	
  and	
  respect
Since the devices deployed were portable in nature it required an
element of trust to be fostered between the researcher and participants
as well as between the teachers involved and the participants. This
relationship-building process supported the effectiveness of this digital
ensemble approach. Care must be taken to maintain this.
6.6.4.4 Internet connection
Participants were provided with Internet access for certain stages of the
process in this second cycle. Since it was found that this might impede
their engagement with the ensemble and digital ensemble processes it
was decided that Internet access is not required for engaging in the
ensemble approach. Therefore, it is the original and authentic work of
the students that is at the heart of the design and this would need to
remain the focus for Design Cycle Three.
6.6.4.5 Digital	
  Ensemble	
  Portfolio	
  (DEP)
The introduction of the Digital Ensemble Portfolio (DEP) seemed to
enhance productivity and creativity among participants. It encouraged
participants to reflect on their ensemble embodiments of the literature
and their digital ensemble stories. It also provided the opportunity for
participants to review them, reflect on the effectiveness of their
ensemble performances and edit or redraft them as appropriate. This
approach also provided participants with the opportunity to organise
their digital ensembles and label or code them for easy selection of
vignettes from the DEP.
6.6.4.6 Digital fluency
The data from Design Cycle Two indicated the need to provide
participants with the opportunity to become digitally fluent before
commencing the deep literary engagement tasks. Consequently, Design
Cycle Three would need to afford participants ample opportunity to
develop their digital fluency by introducing the ensemble news item task
first. It would be hoped that this task would enable the participants to
have fun with the process while familiarising themselves with the
ensemble approach and the digital tasks. Also, it would be hoped that
this introductory task would help to address any concerns regarding the
narrative structures of iMovie’s trailer frames becoming too prescriptive
or restrictive for participants.
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6.6.4.7 iBooks application
The iBooks application was an excellent method for storing Adobe PDF
files on the iPads. The guidelines, examples, brief and rubric, as well as
the literature were all stored on the iPads in this manner. This would
need to be maintained for the next iteration.
6.6.4.8 Music and sound effects
The iMovie application was sufficient in terms of participants’ choice of
music and sound effects for their digital story. However, participants
could also compose their own soundtracks if they desired. Therefore, an
application called GarageBand could be utilised in the third iteration, to
facilitate the use of an original music composition.

6.7 Chapter	
  Summary	
  
This chapter outlined and discussed the process of implementing the
digital ensemble module in English education in Design Cycle Two.
The chapter described how the digital ensemble process evolved and was
designed in accordance with participant feedback from the pilot
programme. Also, it outlined the design and implementation of mobile
constructionist learning to enhance students’ engagement with English
literature.
The ENaCT framework framed the discussion of the findings. Examples
of confirming and disconfirming evidence were highlighted in order to
portray the process of learning that the participants experienced. It was
evident that some areas for improvement and refinement of the design
still existed. However, there was a considerable amount of positive
feedback from students and teachers during this second phase of the
design. These refinements were designed by the researcher in
conjunction with participant feedback and in consultation with the
research supervisor, Head of School and Graduate Research Committee.
Chapter 7 will outline the third and final implementation of the
innovation. Design Cycle Three is the capstone iteration of this research
study and continues to explore mobile constructionist learning to
enhance students’ engagement with literature.
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7 Chapter	
  7:	
  	
   Design	
  Cycle	
  Three	
  –	
  the	
  Capstone	
  
7.1 Chapter	
  Introduction	
  	
  
This chapter will discuss the final design cycle of research, Design Cycle
Three. In this third cycle, the digital ensemble process was implemented
once again with Transition Year students to augment their engagement
with literature. Similar to Design Cycle Two, this cycle facilitated inschool and campus-based workshops and classes. Details relating to this
design cycle are colour coded in green.
The digital ensemble approach to enhancing students’ engagement with
literature was explored further in this iteration. Once again, confirming
and disconfirming evidence was considered and the third cycle
implemented the changes that were suggested by the findings from the
previous cycle. Such changes included developing further the fluency of
students in terms of ensemble and digital ensemble. Time and curricular
constraints continued to require addressing across all facets of the
process. The Making Connections approach and the creation and
compilation of a Digital Ensemble Portfolio (DEP) would be retained.
The narrative structure of programme would also be retained and
adhered to throughout the module delivery. In terms of collaboration it
appeared important to afford students the opportunities to relax and
socialise while learning. Therefore, the learning contract, group identity
process, and group roles would be retained and emphasised further in
this cycle. Portable devices, for example the iPad, would be employed
again in this design cycle and continued efforts would be made to
nurture respectful and trusting relationships with the students in their
learning with these devices.
As with the second cycle, data in this third design cycle was generated
from the video recorded workshops, ethnographic observation, group
interviews, student feedback questionnaires, students’ digital artefacts
and an evaluation rubric. Approximately 40 hours of video data was
gathered. Again the ENaCT framework was used to frame the design as
well as the analysis and discussion of the findings.

7.2 Educational	
  Context	
  
The concept of design research in education has developed through a
commitment to the premise that learning is a complex process and a
desire to understand how the multiple, interactive elements or variables
involved in this process support learning in context (Brown 1992, Cobb
et al. 2003). Therefore, it is important not to lose sight of the
naturalistic context of learning and always to avoid bias and any
temptation to construe context in favour of certain variables. Tabak
(2004) brings it back to basics by noting that ‘[t]he knowledge produced
through the empirical component of design-based research methods
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typically includes a description of how learning unfolds through the dayto-day interactions of classroom life’ (p.226). As such, this capstone
iteration remained focus on the goals the DBR approach in terms of
describing the design framework, the context theories and the outcome
theories of the process within a naturalistic educational setting (Tabak
2004). This is conceptualised by McKenney and Reeves (2012) as
proximal and distal outputs. Therefore, the ENaCT design framework
should characterise the learning contexts that support digital ensemble
learning approaches to English education. The context theories, or
proximal outputs describe the opportunities and constraints of its
educational context. The outcome theories, or distal outputs refer to the
associated prototype theories generated from this intervention.
7.2.1 Context	
  of	
  participating	
  schools	
  
The same two secondary schools participated in cycle three of this
research project. Once again, it is important to note that this was not a
comparative study of these two schools. Instead, this study considered
contextualised learning in a broader sense and therefore no distinction
is made between the facilitating schools.
There were 45 Transition Year students involved in cycle three; 23
students from School A and 22 students from School B participated. On
teacher of English from each school participated. There were no Special
Needs Assistants (SNAs) involved in this third cycle. However, five
students did have special educational needs and the participating
teachers informed the researcher of this. The third cycle welcomed the
renewed support and enthusiasm for the project from the schools and
the teachers involved. The teachers agreed to the same design of the
project as the previous second phase. Both teachers allocated one class
period per week to this project in which ensemble strategies were
implemented with students to explore texts. Issues and concerns were
also documented and addressed. These participating teachers supported
their students with the preparatory material during the allotted weekly
class period. Such material included graphic organisers such as mind
maps and storyboards, scripts and reflective pieces for the reflective
digital learning logs (RDLL). Once again, the school management,
participating teachers and Transition Year co-ordinators were
exceedingly supportive of this study and the ensemble-based,
technology-enhanced educational approach to English that it adopted.
The schools agreed to the same six-week module approach that was
adopted in phase two of the study.
7.2.2 Senior	
  cycle:	
  Transition	
  Year	
  
Once again, this last phase of this study included Transition Year
students from both schools. The direction and the scope of the study did
not alter. As noted in Chapter 5 and 6 this study is also aligned to the
aims of the Transition Year and the new Junior Cycle Award
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programmes (DES 1993). More information about these is available in
Appendix 1.
7.2.3 English	
  methodology	
  
This study is positioned within the context of the current Leaving
Certificate English syllabus.
7.2.4 The	
  learning	
  environment	
  at	
  NUI	
  Galway	
  
The university setting remained unchanged from Design Cycle Two.
7.2.5 Liaising	
  with	
  educationists	
  
This was the third time over a four-year period collaborating with
educational practitioners from both schools. At this stage in the research
a strong relationship was forged between the researcher and the schools.
In both schools the Transition Year co-ordinator remained the same.
The relationships developed were founded on a professional basis and a
comprehensive understanding of how to work collaboratively. Special
consideration was given to the constraints of a hectic school
environment and the demands of a cyclical research project such as this.
The teachers of English involved in this four-year process expressed a
deep interest in transformative education, the use of technology in the
English and active collaboration in the classroom. Therefore, the
relationships were strengthened throughout the duration of this
research study because of similar interests in terms of English education
and educational research. The researcher liaised with the two teachers of
English from each school on a yearly basis with the same English
teacher in each school as the main point of contact for this research
study. The researcher published the accompanying notes to John B.
Keane’s play Big Maggie to which the teachers and school management
responded positively and enthusiastically. There were many
conversations held between the researcher and educationists involved in
the study concerning reflective practices and knowledge creation within
education. These shared visions of an emancipatory approach to
teaching and learning within a practical context seemed to strengthen
the professional bonds between the researcher and the liaising
practitioners. Such a process is referred to plentifully in the research on
liaising with educationists (Hammersley 2000, Robson 2002).
7.2.6 School-‐university	
  partnership	
  	
  
Further to this, the third cycle of study found a deepening of the
partnership between both schools and the university. The researcher’s
role as a school placement tutor for the redesigned teacher training
course at the School of Education, the Professional Master of Education
(PME) seemed to set the relationship between the schools and the
university on a more professional standing.
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The Transition Year students spent four full days on the university
campus partaking in this digital ensemble literature-learning module.
One of these days was organised to coincide with the University’s Open
Day for undergraduate students. The students responded positively to
the hype and activity surrounding the campus from the many
informative and fun events organised by the university. With permission
from their school principal, Transition Year co-ordinator and
participating teachers they were allowed to browse these events during
their allocated breaks on the day. Their participating teacher supervised
them. This did not interfere with the workshop schedule. The
participants reported that they enjoyed the experience of the Open Day
and of being on the campus for the workshops. The schools reported
that they were extremely pleased with their students’ responses to the
experience of the university.
Developing the partnership between the schools and the university was
enabled further through the support of the School of Education, NUI
Galway. Once again, the researcher was very kindly facilitated in using
the iPads belonging to the School for the purposes of her research. She
was entrusted with their use on the school and university sites. In turn,
the researcher entrusted their use to the participants. Such gestures of
trust and respect seemed to strengthen the professional relationship
between both schools and the School of Education.
The Transition Year co-ordinators from both schools expressed a desire
to continue to liaise with the School of Education after the researcher
had finished her study. Both schools requested that the researcher
inform the School of Education that they would be willing to collaborate
with other researchers from the School on their various projects. It
would appear that this study provided a gateway for future educational
research projects between these two schools and the School of
Education.

7.3 Design	
  Changes	
  
7.3.1 Module	
  design	
  
7.3.1.1 Structure	
  
Table 7.1 below outlines the details of Design Cycle Three. Once again
the duration, time, location, participants and focus literature are
detailed in this table.
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Design Cycle III
•
•
•

6x6x6 Layout

Module Outline

6 x weeks
6 x workshops from 9.30-3.30pm (4 x on-campus workshops, 2 x in-school workshops
6 x 40-minute English class

Workshop: Making Connections: the “Digital Ensemble” approach to engaging with texts
Literature
Drama: Our Day Out, William Russell and Big Maggie, John B. Keane
Poetry: “The Earth Circles The Sun”, Gerry Hanberry
Scripts: The Secret Life of Walter Mitty, James Thurber, Game of Thrones, George R.R. Martin and Private
Peaceful, Michael Morpurgo
Fiction: The Secret Life of Walter Mitty, Private Peaceful and The Hunger Game, Suzanne Collins, The
Walking Dead, exec pr.Frank Darabont
Non-Fiction: Documentaries, Video Clips, Diary Entries from various wars

School A

School B

Duration: 6 weeks

Duration: 6 weeks

Date: Jan/Feb 2014

Date: Apr/May 2014

Time: 9.30am-3.30pm & 1 x 40-minute class per Time: 9.30am-3.30pm & 1 x 40-minute class per
week
week
Venue: School Assembly Hall; The View & BOI Venue: School Assembly Hall; The View & BOI
Theatre, NUIGalway
Theatre, NUIGalway
Participants: Transition Year (23 pupils)

Participants: Transition Year (22 pupils)

Teachers: 1 teacher of English

Teachers: 1 teacher of English

Table 7.1: Overall layout of Design Cycle Three

7.3.1.2 Weekly	
  module	
  outline	
  
Table 7.2 overleaf outlines the overall six-week structure of the module
for this third implementation. The 6x6x6 approach was adopted again
for this module in a similar structure to Design Cycle Two. The
programme duration was six weeks with one workshop and one inschool class period per week dedicated to the learning approach. The
workshops took place between 9.30am and 3.30pm one day per week
and the class periods were 40 minutes duration. Four workshops took
place on the NUI Galway campus with two taking place in the assembly
halls of each school. The table below also lists the seven activities that
participants partook in over the six-week course.
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Design Cycle III

Module Outline

• 6 weeks
• 4 workshops on NUIG campus
• 2 workshops in each school’s assembly hall
• 6 40-minute English classes
Week 1

Class 1

Workshop 1

Week 2

Class 2

Workshop 2

Week 3

Class 3

Workshop 3

Week 4

Class 4

Workshop 4

Week 5

Class 5

Workshop 5

Week 6

Class 6
Workshop 6

Activity 1: Housekeeping
(a) Topic and Task Introduction
(b) The Design Brief and Evaluation Rubric
(c) Learning Contract
Exit Cards
Activity 2: Ice Breaker Activities
Activity 3: Ensemble Fluency Exercises
(a) Warm Up Ensemble
(b) Literature Ensemble
Exit Cards
Issues and Concerns
Reminder: Design Brief and Rubric Progress Report
Digital Fluency Introduction
Exit Cards
Activity 4: Digital Fluency Activities
(a) iPad Demonstration
(b) Ensemble news item creation
Exit Cards
Issues and Concerns
Progress Report: Rubric Criteria Update
Making Connections Introduction
Ideas Board / Exit Cards
Activity 5: Making Connections
(i)
Text-to-Self; (ii) Text-to-Text; (iii) Text-to-World
(a) Collaborative Writing Tasks (Brainstorm, stem sentences, graphic
organiser, story map, storyboard, story circle)
(b) Digital Ensemble Portfolio (Performative/ Comparative/ Reflective Level)
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update / Exit Cards
Activity 5: Making Connections
(b) Digital Ensemble Portfolio (Performative/ Comparative/ Reflective Level)
Activity 6: Digital Story Creation
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update / Exit Cards
Ice Breakers and Ensemble Warm Up Exercises
Finalise digital story. Export to Camera Roll
Activity 6: Digital Story Showcase
Discussion / Exit Cards
Issues and concerns
Ideas Board / Exit Cards
Ice Breaker and Ensemble Warm Up Activities
Discussion
Activity 7: Reflective Digital Learning Log
Discussion / Showcase / Conclusion

Table 7.2: Weekly module outline for Design Cycle Three

7.3.1.3 Module	
  outline	
  for	
  Design	
  Cycles	
  One,	
  Two	
  and	
  Three	
  
Table 7.3 overleaf displays the module outline of the three design cycles.
This comparative table depicts the changes and amendments to each
phase of the cycles.
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Design Cycle I

Design Cycle II

Module Outline
3 weeks

Outline
6 weeks

Design Cycle III
Module Outline
6 weeks

3 x workshops NUIG campus
3 x 40-minute English classes

4 x workshops NUIG campus
2 x workshops in each school’s
assembly hall
6 x 40-minute English classes
Activity 1: Topic and
Task Introduction

4 x workshops NUIG campus
2 x workshops in each school’s assembly
hall
6 x 40-minute English classes
Activity 1: Housekeeping
(a) Topic and Task
Introduction
(b) The Design Brief and
Evaluation Rubric
(c) Learning Contract
Exit Cards
Activity 2:
Icebreaker Activities

Class 3

Class 3

Addressing concerns and
issues

Class 4

Workshop 1

Week 1

Class 2
Week 3

Workshop 3

Activity 6: Conclusion
and Feedback

Week 3

Workshop 3

Week 3

Discussion

Issues and Concerns
Ideas Board

Workshop 3

Icebreakers
Story circles
Ensemble Exercices
Digital Ensemble
Portfolio
Criteria and Assessment
Rubric
Showcase
Exit Cards

Activity 5:
Digital Story Showcase

Week 4

Issues and concerns
Ideas Board

Workshop 4

Activity 7:
Digital Story Creation
Showcase
Discussion
Exit Cards

	
  

Icebreakers and
Ensemble Warm Up
Exercises
Finalise and Export
Activity 8:
Digital Story Showcase
Discussion
Activity 9: Conclusion
and Feedback
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Week 5

Class 6 Workshop 5
Workshop 6

Activity 7: Digital Story
Creation

Week 6

Class 6 Workshop 5
Workshop 6

Week 6

Week 5

Icebreakers and
Ensemble Exercises
Story Circles

Showcase
Discussion
Exit Cards
Issues and concerns
Ideas Board

Exit Cards
Issues and Concerns
Reminder: Design Brief
and Rubric Progress Report
Digital Fluency
Introduction
Exit Cards
Activity 4:
Digital Fluency Activities

(b) Ensemble news item
creation
Exit Cards

Issues and Concerns
Progress Report: Rubric
Criteria Update
Making Connections
Introduction
Ideas Board
Exit Cards
Activity 5:
Making Connections
(a) Text-to-Self
(b) Text-to-Text
(c) Text-to-World
(1) Collaborative Writing
Tasks (Brainstorm, stem
sentences, graphic
organiser, story map,
storyboard, story circle)
(2) Digital Ensemble
Portfolio
Performative Level
Comparative Level
Reflective Level
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update
Exit Cards

Activity 5:
Making Connections

Class 5

Workshop 4
Class 5

Week 4

Icebreakers and
Ensemble Exercises
Story Circles

Table 7.3: Comparative
module outline for DC
One, Two & Three

(a) Warm Up Ensemble
(b) Literature Ensemble

(a) iPad Demonstration

Class 4

Icebreaker Activities
Finalise and Export
Digital Story

Icebreaker Activities
Activity 5:
Ensemble: Making
connections
(a) Text-to-Self
(b) Text-to-Text
(c) Text-to-World
Digital Ensemble: one per
connection
Showcase
Discussion
Exit Cards
Issues and Concerns
Activity 6:
Writing Tasks
(a) stem sentences
(b) story maps
(c) story board

Activity 3: Ensemble
Fluency Exercises

Workshop 2

Workshop 1
Workshop 2

Icebreaker Activities
Activity 4: Digital
ensemble
(a) Stop Frame Animation
(I Can Animate)
(b) Comic Collages Comic
Life)
(c) Social Media (Twitter,
Inc.)
(d) Digital Storytelling
(iMovie)

Week 2

Workshop 2

Week 2

Class 2

(a) Performative
(b) Comparative
(c) Reflective
Addressing concerns and
issues

Week 1

Workshop 1

Activity 3: Ensemble
Activities

Class 2

Week 1

Activity 2: Viewing of
the Animated Tales

Activity 3:
Icebreakers
Revise and Remind:
(a) Learning Contract
(b) Task
Activity 4:
Mobile Technology
Demonstration
Showcase
Discussion
Exit Cards
Icebreakers
Ensemble Warm Up
Exercises
The Literature

Week 2

Icebreaker Activities

Activity 2: Learning
Contract

Class 3

Topic Introduction:
Approach, the Task and
the Criteria

Class 1

Class 1

Activity 1:
Icebreaker Activities

Class 1

Module

(a) Digital Ensemble
Portfolio
Performative Level
Comparative Level
Reflective Level
Activity 6:
Digital Story Creation
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update
Exit Cards
Icebreakers and Ensemble
Warm Up Exercises
Finalise digital story and
Export to Camera Roll
Activity 6: Digital Story
Showcase
Discussion
Exit Cards
Issues and concerns
Ideas Board
Exit Cards
Icebreaker and Ensemble
Warm Up Activities
Discussion
Activity 7:
Reflective Digital Learning
Log
Discussion
Showcase
Conclusion
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7.3.1.4 Activities	
  	
  
The activities in which the participants engaged during the third design
cycle of this digital ensemble programme are detailed in Table 7.3 on the
previous page. These included housekeeping, icebreaker (circle, pair,
small group), technology and ensemble fluency, making connections
and digital ensemble story creation activities. The list of these appears is
Appendix 5.
7.3.1.5 Design	
  aims	
  
The primary aim of the programme design was to incorporate the
suggested amendments from Design Cycle Two. This included
maximising opportunities for authentic learning experiences within
English education while deepening the practice of engaging with
literature through digital ensemble. Of significance was establishing a
procedural approach to the implementation of the digital ensemble
module and developing a trusting relationship between all involved. The
design aims are set out in Appendix 5.
7.3.1.6 Student	
  learning	
  aims	
  
The main aim of the programme in terms of student learning was to
support students to develop ensemble fluency and empower students to
apply digital ensemble strategies to support their engagement with
literature. A particular aim of this third cycle was to empower students
to make personal, literary and abstract connections with literature. This
involved the progression of the Making Connections approach. This
cycle also aimed to progress students’ capacity for engagement with
literature by encouraging them to make expressive and aesthetic
connections with the texts and respond personally to them. Of
significance was the process of using digital ensemble to engage in a
comparative analysis of texts and to provide a commentary on how the
world of the texts relates to their lives and the world around them. This
list of aims is set out in Appendix 5.
7.3.1.7 Learning	
  outcomes	
  	
  
The primary learning outcome for participants in Design Cycle Three
was to engage with the various digital ensemble strategies used to
connect with literature. Participants were required to connect with the
various texts on three levels using the Making Connections worksheet
and create a digital ensemble story using the iMovie application on the
iPad and their Digital Ensemble Portfolio. There were 15 learning
outcomes and they are listed in Appendix 5.
7.3.2 Assessment	
  Strategies	
  
7.3.2.1 Design	
  brief	
  
The same general design was maintained for the third implementation
with some minor adjustments and amendments included. The brief
outlined the nature and scope of the tasks that participants were invited
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to undertake. This third version of the brief still contained guidelines
specific to (a) process and (b) product. Once again, Bloom’s Taxonomy
of the Cognitive Doman was used as guide in developing assessment for
and of learning that were aligned to the specific learning outcomes
(Bloom and Krathwohl 1956). The brief includes 15 various types of
differentiated assessment strategies, which were aligned with the 15
learning outcomes for the participants. They included mind maps,
demonstrations, Making Connections worksheets, digital ensemble,
digital ensemble stories, debate, discussion and a reflective digital
learning log (RDLL). The complete list appears in Appendix 5.
7.3.2.2 Resources	
  
The resources used throughout the third cycle included poster paper,
iPads, software applications such as iMovie, iMotion, iBooks, Voice
Record Pro and GarageBand and a list of ensemble strategies. The list
of resources is included in Appendix 5. The evaluation rubric, the
discussion and showcase activities and the Process and Product Wheel,
Figure 6.1, were implemented in the third cycle, similar to Design Cycle
Two.
7.3.3 Ensemble	
  
7.3.3.1 Ensemble	
  fluency	
  
The third implementation concentrated on facilitating participants to
develop ensemble fluency in order to encourage authentic investment in
the ensemble-based approach to English education. Ensemble fluency
activities were specifically selected and developed for this purpose.
Timpson and Burgoyne (2014) suggest that performance enhancing
exercises can ‘serve dual functions: to help individuals explore various
aspects of performance, and to build a supportive group dynamic’
(p.209). Such activities were designed and implemented in this cycle to
encourage maximum interaction with the texts under minimum
spotlight. These exercises involved active reading of texts using
ensemble practices such as Choral Reading, Family Portrait and the
Whoosh Circle. Other ensemble activities included variations of the
well-known children’s game Duck, Duck Goose, as suggested by
participants. This entailed participants sitting in a circle with one
participant walking around behind them, patting each one on the head
while saying the word ‘duck’. When this person taps one person on the
head and says the word ‘goose’, they must quickly circumnavigate the
circle and return to that person’s place before they do. If they succeed
the person left standing then circles the seated participants and the
game recommences. The researcher, in accordance with participant
feedback, designed variations of this game for drama purposes. Such
variations included substituting the words duck and goose with
character names and changing the requirements to recitals,
summarisers or 10-second analysis. A full description of this game and
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other similar fun-oriented icebreakers is detailed in Appendix 2. The
development of ensemble fluency was also encouraged by the continued
use of icebreaker activities such as Clap Wave and Group Jump.
7.3.3.2 Performance	
  time	
  
Participants requested more time to undertake each ensemble task.
However, considering that the task might always fill the time afforded to
it, it was decided to encourage students to use The Pomodoro Technique
for each task (Cirillo 2006). The objective of this time management
practice is to work with time, not against it, eliminate burnout, manage
distractions and ultimately create a better work/life balance (Cirillo
2006). A suggested time of 25 minutes was provided for each task and
participants were advised to time themselves using a stopwatch on the
iPad. When the allocated time was finished participants were advised to
take a five-minute break to reflect on their completed work. Then
participants were instructed to take a further 25 minutes to complete the
task and then proceed to the next task and recommence the process. If
the task remained uncompleted when the time was up, they were
advised to proceed regardless and return to it later if possible. After
every four Pomodoros participants could take a longer break of 20
minutes. This would hopefully furnish the participants with time to
reflect subconsciously on their learning and literary engagement,
allowing their brain to assimilate the new information and interpret the
learning experience as suggested by the work of Vygotsky and Piaget
(Piaget 1950, Vygotsky 1978).
7.3.3.3 Performance	
  criteria	
  
The ensemble performance criteria outlined in the Design Brief
provided more details and transparency for participants in terms of the
digital ensemble requirements. This was to help participants become
more aware of their ensemble performances in terms of interaction,
emotion, and creative and expressive engagement within English
education. In reference to performance and drama in the classroom,
Timpson and Burgoyne (2014) believe that:
you can stimulate deeper learning among your students if you
can get past the minimalist notion of subject coverage - if you
can challenge your students to think critically and creatively.
When you raise your expectations beyond course coverage then
the instructional value of energy, creativity, and spontaneity
becomes clear. Understanding how performers breathe life into
written scripts can help you infuse more of these qualities into
your teaching (p.158).
Although this ‘minimalist notion of subject overage’ may be a character
flaw of the traditional Irish education system, hopefully the peripeteia in
this narrative is slowly approaching with the developments of the new
Junior Cycle (NCCA 2013). Current educational reform efforts
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emphasise creativity and spontaneity in English education (NCCA
2013). Therefore, the parallel ethos and aim of this programme is to
create energetic learning environments, which encourage students to
breathe life into their English literature learning through active and
collaborative digital ensemble activities. This programme is a
microcosmic step towards such an approach and as such the ensemble
performance criteria in this third cycle focused on the creative artefacts
of participants. The brief outlined that the ensemble performances must
depict wide-ranging elements of the literature such as universal themes
and worldly parallels, as well as evidence of their deep, personal,
emotional and contemplative engagement with it. The changes and
amendments were highlighted in the section above and in Appendix 5.
7.3.3.4 The	
  Making	
  Connections	
  approach	
  to	
  ensemble	
  	
  
Keene and Zimmerman’s (1997) three-tiered approach to making
connections with texts was adopted again in this third design cycle
because it was felt that its structure was an effective approach to
engaging with literature. It was found that the burgeoning digital
ensemble methodology was integrated easily into this ternary process of
literary engagement. The Making Connections worksheet included
collaborative, discursive and written tasks as well as use of graphic
organisers. This worksheet appears in Appendix 10. Overall, the aim of
these amendments was to provide more intuitive scaffolding for
participants. As noted in the review of the literature in Chapter 2 and
again throughout Design Cycles One and Two, the purpose of scaffolding
a child’s learning is to provide instructional supports that enable the
child to progress in their learning (Bruner 1990, Vygotsky 1978).
According to Jonothan Neelands (1985, 2008a), engaging in
performance-based learning is a difficult and demanding assignment.
Therefore, scaffolds were used to communicate to participants that it is
safe to take risks, to be spontaneous and develop their creativity in
English through ensemble. These ensemble supports include visual,
literacy, reviewing, modelling, audio aids and stem sentences (NCCA
2013, Timpson and Burgoyne 2014). These are included in Appendix 8
to 10.
7.3.3.5 Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  
Due to the need for participants to compile and organise their ensemble
video clips, the Digital Ensemble Portfolio (DEP) was emphasised. This
portfolio comprised the participants’ recorded ensemble strategies used
to embody key moments in the texts. In this cycle, the portfolio was
organised based on the Making Connections approach as detailed
above. Each of the three elements of engagement (self, text and world)
were represented by an ensemble performance or series of
performances, recorded and stored on the iPad. It was considered that
the feedback from the second design cycle highlighted the potential for
constructive feedback and reflective learning by using the DEP as an
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assessment for learning tool. Therefore, this cycle focused on
encouraging and enabling participants to showcase the various sections
of their DEP while it was still in progress.
Upon revisiting the literature, this showcase idea was modelled on the
concept of microteaching for pre-service teacher. This Stanford
University-developed teacher education technique enables groups of
pre-service teachers to plan, teach, view, analyse and re-teach a lesson
(Dwight 1967). In this design cycle participants were facilitated to select
certain clips from their working portfolio and exhibit them to their peer
cohort. The aim was to provide and receive supervised, critical and
analytical feedback on their digital artefacts and their literary
engagement. The reason for this was threefold. First, the process
encourages a practice of self-evaluation and self-analysis. Participants
were encouraged to address the strengths and weaknesses in their
ensemble embodiments, diagnose areas for improvements and plan
restorative or corrective action, as Dwight (1967) suggests. Second, to
sensitise the participants to visual, physical and emotive cues in their
ensemble embodiments. Dwight (1967) asserts that the method of
microteaching sensitises trainee teachers to cues that otherwise might
have gone unnoticed. The process also models the practice and provides
a demonstration for trainee teachers (p.5). This provided a conceptual
framework for the showcase of the digital ensemble process in terms of
modelling different collaborative and active methods and processes of
literary engagement through group digital ensembles. In this regards,
participants were encouraged to compare ensemble performances
within their own groups and adapt their own portfolio to highlight their
literary engagement. Third, the digital ensemble showcase process
provided a frame of reference for analysis and considered amendments.
The feedback from within groups and across groups was supervised,
discursive in nature, shared and of a positively critical nature. Most
importantly, perhaps, as Dwight also noted, it was directed at the image
on the screen, not the person. Since the ensemble process required such
a huge personal and emotional investment in the process feedback
might be difficult for the person to internalise, no matter how
constructive it is. Dwight found that when directing feedback at the
image on the screen rather than to the person, the individual is less
likely to take it personally (p.6). Therefore, in this third cycle the aim of
the digital ensemble showcase was also to depersonalise the criticism to
some extent in order to lessen the potential defensive responses from
participants to the feedback.
7.3.4 Narrative	
  
7.3.4.1 Subtle	
  story	
  structure	
  
In his work Making Stories: Law, Literature, Life, Bruner (2002) avows
that ‘we are so adept at narrative that it seems almost as natural as
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language itself’ (p.3). However, when participants were asked to tell the
story of their learning experiences they somehow seemed stuck – stuck
in their nerves, their fear of assessment and the structure of their story.
Therefore, it was felt that the digital ensemble learning process and
student engagement with it would benefit from a more practical guide to
story structure to ignite their narrative process. Therefore, the task of
making an ensemble news item was refined and emphasised further for
this third iteration. Bruner (2002) emphasises the role of narrative to
make sense of the world. Therefore a narrative, real-world inspired news
item task was designed for inclusion in this cycle. Although participants
created digital ensemble stories in the style of news reports in the
previous cycle, they were based on the text and only used because of the
narrative templates provided by iMovie. This time they would be invited
to create an “ensemble news item” as a fluency building exercise. The
aim of this task was to provide a structure within which participants
could tell their stories. As such, its purpose was to supply the match for
them to ignite the fire of learning through storytelling. The ultimate goal
was for the storytelling approach to English education to become
pervasive in their tasks, for their stories to flow and its structure to
become a subtle undertone of the delivery.
Once again, the templates for movie and trailer creation within iMovie
were utilised by participants at the beginning of the process in Design
Cycle Three. Participants were asked to use thematic templates to
provide structure for their news item. The purpose of this was to develop
their sense of story structure. Participants were not required to adhere
to the strict narrative structures of these templates once this initial task
was completed. It was felt that the goal of these templates was to provide
a foundational experience in various storytelling structures.
7.3.4.2 Storytelling	
  through	
  creative	
  ensemble	
  
One of the underlying goals of the design of the third cycle was to use
the narrative approach to the process to advance the development of the
ensemble and digital ensemble skills of the participants in the context of
English education. These included the confidence to “perform”
literature, creative embodiments, digital fluency, leadership and
collaboration as described in Chapter 2 and outlined previously in
design chapters 5 and 6. Kieran Egan (1989) points out in Teaching as
Story Telling: An Alternative Approach to Teaching and Curriculum in
the Elementary School that the natural and innate process of
storytelling allows us to resolves life’s major themes through
development of plot, character and dialogue. The author suggests that
thinking in story form facilitates us to make connections and think
critically and creatively about the world of the text. He notes that:
Our earliest understanding is of profound things. One might say
we learn some of the most important, profound, and powerful
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concepts very early, and thereafter we refine and elaborate them.
So, perhaps, ironically in the face of the presently ad hoc
principles, it is the most profound and important aspects of a
topic that need to be brought to the fore if we want young
children to understand it (pp. 44&45).
Since Egan affirms that students do not necessarily have to move
sequentially from the concrete to the abstract thinking, the design of this
storytelling process was informed by the premise that profound learning
can happen at any stage of the process, as can the development and
synthesis of creative embodiments of the literature. Once participants
became familiar with the introductory story structure and reacquainted
themselves with the process of narrative thinking the story of their
learning was placed at the centre of the approach. To this end,
participants were encouraged to consider the emotional, personal and
creative context of their embodiments of key moments in literature, in
terms of plot, character, dialogue and themes. Participants were invited
to complete a series of activities, such as one word or one sentence
storytelling, to support them in this regard. Examples of these appear in
Appendix 2 and 11.
7.3.4.3 The	
  Making	
  Connections	
  narrative	
  	
  
The Making Connections worksheet was developed with a narrative
structure and aligned to the development of the digital ensemble story.
The fully revised version of the worksheet appears in Appendix 10. In his
thought-provoking work Egan (1989) claims that children access new
information by making connections through the story of meaning, not
by way of formulaic, rigid or sequential acts of learning. Therefore,
Keene and Zimmerman’s (1997) approach provided the basic structure
for this process of meaning making through the element of connectivity
within a story. The goal was to allow participants the opportunity, space
and time to develop their intellectual and emotional understanding and
of key components and moments within the literature and depict this as
an experiential narrative. In that sense, the story was considered as a
means of making connections rather than as part of a jigsaw to assemble
in a correct format, as inspired by Egan (1986) and Keene and
Zimmerman (1997). The story is the melting pot of profound ideas
mapped together by dramatic episodes in the story of their learning
experiences. To this end, participants were introduced to story
structures but they were not instructed or required to adhere to any one
particular format. Rather a naturalistic telling of their journey was what
was desired from the participants.
7.3.4.4 Choice	
  of	
  literature	
  
Again, this cycle was designed in accordance with some of the
participants’ choice of texts taken into account. For instance, the
following texts were included as per participants’ suggestions: the novels
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Private Peaceful by Michael Morpurgo, Game of Thrones by George
R.R. Martin, The Hunger Games by Suzanne Collins and excerpts of the
scripts for the television series The Waking Dead by Frank Darabont.
Certainly, the literature has become less canonical with each cycle of this
research study. However, providing the students with choice was
considered an important aspect of encouraging the students to invest
personally in the approach and to relate to the world of the text. In
accordance with Rosenblatt’s (1986) Reader Response theory, the aim is
to afford students the opportunity to respond to the inherent conflicts,
themes, ethical dilemmas and encounters within the world of the text.
Therefore, the objective is not to determine how students understand
the precise words, phrases, syntax or author’s meaning but rather to
consider in what ways they respond to the ideas of the text in relation to
their own experiences. The process was concerned with empowering
students to rely on their inquisitiveness about the world of the text
rather than relying on the teacher’s critical analysis of the text.
Therefore, the genre of texts studied in the third iteration was more
responsive to the genre read by the students with a view towards
emphasising the importance of students’ developing the ability to
question and respond to the text. As such, it was felt that it would be of
benefit to the research and the students’ engagement with literature as
described in Chapter 1 and 2, if the literature were less canonical.
7.3.5 Collaboration	
  
7.3.5.1 Social	
  interaction	
  
This cycle was designed with an effort to maximise the opportunities for
participants to engage in social interaction while collaborating on their
digital ensemble projects. As previously discussed in Chapter 3,
constructivism and social constructivism informed the theoretical
framework for designing learning experiences throughout this study
(Piaget 1950, Vygotsky 1978). Since the literature and the data from
cycles one and two pointed to the importance of social interaction in
learning and knowledge construction more attention was paid to
providing participants with such opportunities within this literature
learning experience. Participants worked in groups, were permitted to
use various learning spaces, converse freely while working on their
digital ensemble stories and enjoy a relaxed learning environment while
still adhering to the agreed learning contract at all times. This sense of
social interaction is important for the development of English as a
subject since it helps to formulate ideas, generate informed debate and
contributes to a richer experience of engaging with literature (Goodwyn
2010a, Goodwyn 2012, Goodwyn and Findlay 2002, Hodgson 2011,
Hodgson and Wilkin 2014).
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7.3.5.2 Learning	
  contract	
  
As with design Cycle Two the learning contract was implemented in this
cycle also. A task considering the general ‘housekeeping’ of the
programme was introduced at the beginning of the cycle, which
provided opportunity to discuss and draft the learning contract. The
democratic approach to rule making was explored further in developing
the learning contract task. The rules and regimes of any learning
environment ought to be based on education, moral and safety criteria
only according to Petty (2009). Petty claims that fairness, consistency
and firmness are the democratic roots for devising classroom rules as
well as the basis of appropriate restorative processes for infringements
of same (p.123).
Once again, participants were facilitated to draft their learning contract
in collaboration with the one another and the researcher. It was agreed
that they would adhere to and uphold this agreement throughout the
programme. A paper and digital poster of the contract was created by
participants and displayed for each lesson and workshop in which they
partook.
This cycle progressed the learning contract approach and permitted
participants to devise “penalties” for infringements of their rules.
Naturally, this required careful consideration and supervision since
students sometimes have a tendency to devise punishments of a severe
nature (Petty 2009, p.123-124). The participants drafted a set of
consequences of infringing the rules. These act as a set of guidelines for
determining what the consequences of transgression of the rules should
be for offending participants. They are student-created and education
centred. Neelands (2009) emphasises the importance of ensemble
education to encourage a democratic process in learning and it was felt
that the implementation of such a learning contract in this approach to
English education could progress this model.
The aforementioned rules and consequences appear in Table 7.4
overleaf.
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Rules and Criteria

Consequences of
Infringement(s)
Verbal warnings
Written or audio plan for
improvement
Revoke privileges
Time out
Guardian contact
Conference with cooperating
teacher or Transition Year coordinator
Conference with deputy or
principal

Demonstrate mutual respect
Listen to each other
Avoid interrupting others
Avoid laughing at or mocking each other
Keep spaces clean and organised
Be punctual
Respect the technology and resources provided
Provided constructive, considered criticisms only
Be polite
Participation from everyone
Adopt a team role
Partake in group work
Partake in dissuasions and de-brief sessions
Cooperate with peers and teachers
Be responsible
Show leadership
Ensure everyone had fun
Be involved
Be creative and innovative
Be thoughtful
Learn how you learn best
Engage with a variety of texts
Have a sense of humour
Make the experience rewarding
Be passionate
Socialise
Relax
Be Productive
Be organised
Be prepared (bring required materials and completed
work/assignments)
Maintain order
Be active
Learn new skills and knowledge
Create quality products
Do your very best
Interact with others
Table 7.4: The participant-designed learning contract

7.3.5.3 Group	
  roles	
  
As with Design Cycle Two, group roles were implemented once again.
This time, it was emphasised that each member of the groups was
required to adopt a particular role within their team. The guidelines on
this were made abundantly clear to participants and were enforced more
stringently this time as compared to the second design cycle. Team
members could choose their own role in consultation with their
teammates. The participants were permitted to rotate the roles amongst
themselves or maintain their own role for the duration of the
programme. They could choose what option suited their team best. The
most important aspect of this was that the roles were adopted, believed
in and adhered to throughout the process. This process of collaborative
learning can encourage the development of skills but also an
appreciation of real world perspective and operations. This is inherently
important in English education to encourage students to communicate
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their experiences and express their ideas succinctly and effectively
(Copeland and Lomax 1988, Easley 1988, Haworth 1992). As with the
second cycle the role names and brief description were provided to
participants. These are provided in Appendix 7.
7.3.5.4 Literary	
  engagement	
  as	
  a	
  process	
  
It was considered that the data from the first two cycles highlighted the
need to regard the design of this digital ensemble English module as a
process with many access points and entry levels. Approaching the
design in a sequential, linear or level-based manner proved unhelpful.
Therefore, the literature was revisited. In his work on Creating
Significant Learning Experiences: An Integrated Approach to
Designing College Courses, Fink (2013) stresses the importance of
providing high quality learning experiences to our students by
considering the different stages in the learning-living process, a concept
echoed by the work of Neelands (2009) and Irish (2008, 2011). The
data revealed that active involvement, enthusiasm, engaging with the
world of the texts and enjoyment were vital components of the richness
of this learning experience for participants. Therefore, it was
communicated to participants that the activities were part of a learning
process within English education and not high stakes tasks to complete.
As part of this learning process in Design Cycle Three participants
engaged further with low stakes, fun-oriented activities. It was hoped
that this would afford them time to familiarise themselves with the
process before using the digital ensemble approach to engage deeply
with the literature.
7.3.5.5 Fun	
  
Design Cycle Two highlighted that the element of fun was hugely
important for participants’ investment in the collaborative nature of the
process. Therefore, the icebreaker, ensemble and digital fluency
exercises were designed with a sense of enjoyment as their centre. A list
of these activities is included in Appendix 2.
7.3.6 Technology	
  
7.3.6.1 Digital	
  fluency	
  
Data from the second cycle pointed to the importance of providing
participants with the opportunity to become digitally fluent in order to
‘construct things of significance with those tools’ as (Resnick 2002)
notes. Consequently, this third cycle placed emphasis on participants’
development of confidence and proficiency in the technology used. As
noted by Ivan Illich (1973 ) in Tools for Conviviality, time is needed to
become sufficiently familiar with new tools in order tap into their
potential for sociality. Further to this MacDonald’s (2012) paper Tools
for community: Ivan Illich’s legacy suggests that use of such tools for
the purpose of social interaction requires an intensive applied approach
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with a focus on differentiated instruction in order to help the
familiarisation process (p.131). As such, participants were tasked with
creating an ensemble news item as an introduction to developing their
digital fluency. This was designed as a fun activity to provide
participants with the opportunity to become comfortable with the digital
tools in use and to explore their potential for engaging with literature in
a low stakes manner and a relaxed environment. Participants were
provided with the opportunity to discuss any queries or concerns they
had with the technology at this point. It was hoped that this would
address the time concerns that participants still voiced during the
second cycle. Requests for more demonstrations of the technology and
time to become adept in the use of the devices were met with the design
of this news item task. Demonstrations of the mobile devices were
intertwined with this hands-on familiarisation task.
7.3.6.2 Mobile	
  devices	
  
Since the data portrayed that the iPad devices were well received by
participants and were constructionist in their nature, they were
deployed again in this third cycle.
7.3.6.3 Cultivating	
  trust	
  
Design Cycle Two showed that participants seemed to appreciate the
element of trust that was involved in their use of the iPads and in their
personal investment in the digital ensemble process. Research in the
area of cultivating trust in schools points to the significance of taking
time to build relationships and a community of practice and mutual
learning through shared power and leadership (Donaldson 2006,
Forsyth et al. 2011, Petty 2009, Wenger 1999). Therefore, more
attention was paid to this in the design of the third cycle’s digital
ensemble module and participants were permitted once again to work
outside and in various locations around the school grounds or university
campus. Participants were asked to adhere to check-in times throughout
the day. The purpose of this was to ensure that (i) each participant was
safe, (ii) the participants were all still working collaboratively and not
individually, (iii) the tasks were being completed to the required
standard and (iv) each participant was content and involved with the
process. Guiding participants to respect their independence in terms of
learning and ownership of their work seemed to contribute to building a
trusting relationship. It would appear that this element of trust was
especially pertinent to developing a collaborative digital approach to
literary engagement with students. Trust is necessary in the English
learning environment so students can feel safe to contribute their
personal responses, feelings, opinions and experiences of the literary
studies (Neelands 1985; Gross 1990; Gibson 1998; Neelands 2009).
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7.3.6.4 Digital	
  connectivity	
  
Although the power and advantage of the Internet for learning is in no
way disputed in this work, access to the Internet was deemed
unnecessary for this particular digital ensemble approach. Previous
cycles showed the time wasting factor associated with Internet access.
Also, the focus of this study remained digital content creation within
English education. As such the design was oriented towards facilitating
students to create their own original and authentic responses to the
literature. Therefore, the Internet connection was switched off on the
devices.
The iBooks application was used to store the literature and resources
that participants needed access to throughout the process. This reduced
the need for photocopying, access to textbooks or online material
throughout the module. The iMovie application provided participants
with theme music and an array of sounds effects. GarageBand was
utilised to enable participants to compose their own musical pieces for
their digital ensemble stories. The Voice Record Pro application was
used to record other sound effects and narration as required. iMotion is
an application that facilitates creation of stop frame animations. As with
the previous cycle, some groups used this application to add editing
effects to their final digital story. All of these applications allowed the
digital material created to be exported to the camera roll where iMovie
can access them or else permitted sharing straight to iMovie. This export
function rendered all content creation mobile and interconnected and
was easily accessible on the one device.
7.3.6.5 Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  
The creation of the Digital Ensemble Portfolio (DEP) task was a key
design feature of the second cycle and therefore was developed further
for the third cycle, as outlined above in section 7.3.3.5, under Ensemble.
It enabled participants to plan, structure, perform and redraft each
segment of their task. The creation and compilation of such a portfolio
required participants to collaborate, plan, evaluate, reflect on and
analyse their engagement with the literature using ensemble strategies.
The research in the area of portfolio-based learning in English education
illustrates that this method can help to engage students productively in
literary analysis of and personal responses to texts (McNamara and
Deane 1995, Sommers 1997). Furthermore, Sommers (1997) stresses
this point noting that ‘literature portfolios provide a richer form of
evaluation for instructors and a more meaningful learning experience
for students than any individual writing activity can’ (p.220). This is also
advocated in the literature concerning electronic portfolio building and
digital storytelling (Barrett 2005). Therefore, portfolio-based learning
and assessment was further emphasised as a design feature in the third
cycle through the Making Connections approach.
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7.4 Findings	
  and	
  Discussion	
  
Once again, the findings are framed by the ENaCT framework and
discussed in relation to the relevant literature concerning ensemble,
narrative, collaboration and technology. The layout is derived from the
McKenney and Reeves (2012) model as discussed in Chapter 4 and
employed in Chapters 5 and 6.
7.4.1 Ensemble	
  	
  
7.4.1.1 Icebreaker	
  Activities	
  	
  
Students were asked to rate the usefulness of the icebreaker activities
used during Deisgn Cycle Three. Results reavealed that 21 participants
rated the icebreaker activities as Excellent, 17 as Very Good, six as Good,
two selected Fair while no particpiant selected Poor. This is depicted in
Figure 7.1 bleow.

Icebreakers	
  n=46	
  
4%	
  

0%	
  
Excellent	
  

13%	
  
46%	
  

Very	
  Good	
  
Good	
  
Fair	
  

37%	
  

Poor	
  

Figure 7.1: Participants rate the quality of icebreaker activities used

This feedback suggested that the selected icebreaker activities
encouraged participants to relax and actively participate and invest
themselves physically in the process. The data signified that these low
stakes activities helped once again to create a fun and energetic learning
environment and eased participants into the process of ensemble.
Figure 7.2 overleaf depicts participants engaging in the ensemble
fluency exercises of the third cycle. These images show participants
creating energy for their learning by engaging physically and mentally in
the activities.
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Participants hopping on one foot as they
engage in the whoosh energy circle

Participants in small groups using
choral reading and an exaggeration
circle to interpret the Game of Thrones
script and create soundscapes for
Stark’s execution.

Figure 7.2: Icebreaker exercises

During the group interview one participant’s response highlighted this
creation of energy pointing out that ‘the games at the start were good
this time. We got energy going. Some of them we didn’t get, like the
energy going. So yeah, the fun, high tempo ones are good to like, wake
us all up’ (DCIII 2014a, Group interview 5, Student: 41). Other
participants echoed this view sharing that ‘some of the warm ups are
better than others. Last week’s warm up was not as good as the today
because we didn’t get like energy going’ (DCIII 2014a, Group interview
1, Student: 8). These responses suggested that the participants
appreciated the sense of energy that the icebreaker activities
endeavoured to formulate within the group.
The researcher selected a range of icebreaker activities from the first two
design cycles and explained to the participants that their purpose was to
create a sense of energy in the group throughout the programme.
Neelands (1985) expresses the importance of creating, showing and
using energy when implementing drama-based activities in the
classroom and this premise was carried into this third cycle. Therefore,
it is heartening and promising to note that participants themselves
appreciated those icebreaker activities that created the most energy.
According to participants these included the ‘whoosh circle, walking the
grid and action/instruction circles’ (DCIII 2014, Group interview 2,
Students 5 &11). A comprehensive list can be found in Appendix 2.
7.4.1.2 Ensemble	
  fluency	
  exercises	
  
The ensemble fluency activities were introduced to allow participants
sufficient time to become comfortable with the various ensemble
strategies and to enjoy the experience of ensemble. The data implied
positive feedback from participants with regards to such exercises
embedded in the approach to promote a sense of fluency with ensemble
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strategies. During the group interview one participant communicated
that: ‘[i]t was good spending time just getting used of [sic] the drama
activities first without thinking of what you’re supposed to do with them.
You just say and do the image or scene of what you’re thinking’ (DCIII
2014a, Group interview 3, Student: 38). This feedback highlighted the
benefit of the ensemble fluency activities for familiarising participants
with the process of ensemble in a fun manner. Video data in Figure 7.3
below depict the various ensemble fluency activities that took place
during this final phase. All activities are explained in Appendix 2.

A name-based, collaborative version of
musical chairs

The whoosh circle to create energy
between students

Freeze Frame image creation

Ensemble and choral reading with voice
intonation and accompanying actions

Figure 7.3: Various ensemble fluency activities

It would appear that these activities broke down some of barriers of selfconsciousness when engaging with new teaching and learning strategies.
Another group added that the ‘games made us all think and have fun
together’ (DCIII 2014c, QB.6). This feedback suggested that the activity
encouraged quality participation in an enjoyable and interactive manner
that introduced participants to the concepts of thinking aloud and active
listening. Research suggests that this process can empower learning by
adding value to dialogue in social contexts and learning how to analyse,
evaluate and appreciate language and literature (Corden 2000, Galton
2003, Latham 2005). Further, Catney McMaster (1998) notes the use of
drama activities can enhance the development of ‘oral language skills as
the child defines, articulates, expresses, and verbalizes thoughts in the
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context of improvised activities’ (p.575). This is also echoed in Dorothy
Heathcote’s Mantle of the Expert (Heathcote and Herbert 1985) as
described in Chapter 2. These ensemble fluency activities were devised
and implemented with this intent.
7.4.1.3

Ensemble	
  as	
  a	
  tool	
  for	
  literary	
  engagement	
  

This capstone cycle evidenced to a somewhat greater extent the
potential of digital ensemble as a tool for engaging with literature.
Engaging students in drama activities can encourage an aesthetic
reading of a text and an evolving value for the social context of literature
(Catney McMaster 1998). Participants conveyed their sense of
familiarity with the process and how they began to internalise the
approach. A group of participants explained their experiences of the
approach as follows:
Student 44:I learned new games to use your brain and to
analyse literature.
Student 26:We learned how to act without thinking too much
about like, acting. That sounds stupid [laughs].
Student 3:Well, it wasn’t really a play it was like a mix of
everything, the poems and the scripts and stuff.
Student 26:Yeah, we recorded maybe four or five scenes of our
film and I was in one of them. And I’m acting and it’s absolutely
shocking, I can’t act. But eh, but sure what the hell. But it was
good, I think we know way more about the texts now and how to
like, look at them, like analyse them for meaning.
Student 3:And we used our surrounding area for different
scenes and all that kind of stuff to show the feelings, like in a real
way.
Student 44:The text made more sense to us after getting up and
being the people in them. Yeah, I think we’re all happy with the
whole thing, great craic [Irish word signifying fun]	
  (DCIII	
  2014a,	
  

Group	
  interview	
  	
  1,	
  Students:	
  3,	
  26	
  &	
  44).	
  

It would seem that using ‘your brain’ through the physical action of
ensemble was important to Student 44. This data also denoted that the
more participants engaged with the digital ensemble process perhaps
the less threatening it became to them since they could do it ‘without
thinking too much’. Furthermore, these datasets indicated that
participants were benefiting from the process in terms of engaging with
literature, as perhaps suggested by Student 26 who stated that now they
feel more confident analysing the texts for meaning.
The Making Connections framework and indeed this entire approach is
concerned with facilitating participants to engage with literature by
making their own meaning from their experience of it. The fact that this
group made meaning from the literature by ‘being the people in them’
suggested that there is true potential for literary engagement in this
drama-based and technology-enhanced approach. The digital ensemble
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approach is founded on the importance of aesthetic, active and
collaborative learning a well as the emotional, physical and personal
nature of literature learning. It is about showing feelings in a real way,
as Student 3 communicated.
Figure 7.4 below and overleaf depicts video evidence of participants
using digital ensemble activities to engage with the texts.
Participants are outside using the ensemble approach to reading their texts, The
Secret Life of Walter Mitty, Game of Thrones, The Walking Dead series, Big
Maggie and Private Peaceful.
Participants intertwined the texts to comprise a script. They performed a series of
choral readings, freeze frames and moving scenes to depict the key moment in the
literature.

Student C using the script. These are freeze frame images of the moment a
character is killed in Game of Thrones, The Walking Dead and Private Peaceful.

Participants use choral reading and slow motion to depict scenes from The Secret
Life of Walter Mitty. The scenes in Mitty’s imagination are actually from Big
Maggie and The Walking Dead.
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Participants use Blocking to portray the gestures, movements and facial
expressions from a key moment in Big Maggie.
Figure 7.4: Participants using ensemble strategies to engage with literature

These images above portray participants using freeze frames, choral
reading and scoundscapes to embody the script. Both participants in
view are involved in the ensemble while one participant directs and the
other manages the camera on the iPad. These data highlighted the
potential for ensemble strategies to bolster aesthetic learning within
English education. Furthermore, the use of Keene and Zimmerman’s
(1997) Making Connections approach as inspiration for creating the
Digital Ensemble Portfolio seemed to have a positive impact on the
ensemble design of this programme. It would appear that this approach
encouraged participants to make meaningful experiences by actively
embodying what they considered to be the personal, social and cultural
legacy of the texts.
7.4.1.4 Digital	
  ensemble	
  and	
  Digital	
  Ensemble	
  Portfolio	
  (DEP)	
  
In the group interview some participants spoke about the digital
ensemble process. Their feedback is below:
Student 12: Recording yourself was hard at first. You feel so
like, stupid. But then like, after you realise there’s no one
watching and everyone is just doing their own like, you get into it
and then you can see where you’re doing it wrong and stuff and
just redo it again.
Student 1: Yeah I liked it because like, you didn’t have to
commit to it until the whole group were happy with it. Imagine
how long it would take you write all them drafts.
Student 17: I know and yeah, like, this way you could just use
the final draft of what you did to write about that. Like, in an
exam or whatever. You’d remember it way better because you did
it.
Student 12: And it’s way easier to change it because you can
actually see what’s wrong with it when it’s being played on the
projector (DCIII 2014, Group interview 4, Students 12, 1 and 17).

	
  

280

Chapter 7: Design Cycle Three – the Capstone
This feedback indicated that some participants recognise how the
process of digital ensemble helped them to review, reflect on and
critique their ensemble performances of key moment. Figure 7.5 below
are scenes from participants’ digital ensemble stories that display
participants using slow motion, freeze frame and cross cutting to engage
with the literature while recording it using the iPad.

Participants engaging in digital ensemble using freeze frame images and slow
motion portrayals of an altercation sequences from the drama Our Day Out,
William Russell. These were ‘staged’ and recorded by the participants.
Figure 7.5: Participants engaging with digital ensemble

This participant provided further feedback about the digital ensemble
process:
Recording them is brilliant and seeing yourself. You can see it
and change things. Those worksheets, the Making Connections
and the assessment thing and all the prep [preparation] did that.
It helps, big time yeah. It’s not as easy with poetry first but then
you just get a handle on it and realise, like it’s just a story. It just,
like depends how you tell it. And all the different camera angles
and music and all that does that. That makes it really easy. I
suppose it’s an advantage (DCIII 2014a, Group interview 1,
Student:16).
This data pointed to the sense of self-awareness that participants were
beginning to develop through the process of reviewing their ensemble
embodiments of the texts. According to Student 16 above, preparing for
the approach was important and enhanced their engagement with the
process, which involved planning, reflecting, synthesising and
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evaluating their ensemble work. This participant expressed that once the
process was viewed as a story, participants were able to consider how
the technology could be employed to tell that story. Therefore, the task
became clearer and easier to manage. This sense of realisation of the
narrative approach will be discussed further in section 7.4.2.
Another participant stated that ‘I acted better and improved my acting
knowledge by looking at myself and doing it again’ (DCIII 2014c, Q.B4).
This signified that the process of iterative self-observation involved in
the digital ensemble approach holds potential for developing confidence
as well as performance-based skills such as characterisation, plot
development, acting and public speaking. These data are aligned to
some extent to the findings of the study Fireman, Kose et al. (2003)
conducted on video self-observation. Among their findings was that
children who observed their own prior spontaneous and self-directed
actions to solve a problem was an effective method of problem solving
(2003). Therefore, the potential of iterative self-observation for the
development of such practices as problem solving, reflection, creative
ensemble and evaluation is implied here. Such practices could enable
students to engage expressively with issues presented by the world of a
text while analysing and critiquing it for meaning and voice (Craft and
Jeffrey 2003, Graves et al. 2010, Mendelowitz 2014). As such, there is
further scope for this process to encourage students to consider how
they engage with literature.
Participants seemed to enjoy creating the Digital Ensemble Portfolio.
Feedback from the questionnaire includes that ‘[t]he portfolio was a
great way to organise everything’ (Student: 17) and ‘[r]ecording loads of
images and scenes was great. We could change them and collect
everything together in one place. AirDrop should be there’ (Student: 29)
(DCIII 2014c, Q.B5). Video data also highlighted how participants
collaborated to plan, create, select and collate ensemble pieces using the
planning material and the iPad. This is portrayed in Figure 7.6 below
and overleaf.
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Figure 7.6: Participants collaborate using the planning material and the iPad

As noted in the previous two chapters, Illich (1973 ) makes it apparent
that the tools selected for the purpose must match the desired outcomes
otherwise they will become obtrusive, obstructive and ultimately
destructive. Since the data pointed to the user-friendly nature of the
iPad as well as its stable functionality for the English process, it would
seem that the tool selected and the manner in which it was used fitted
the intended learning outcomes of this digital ensemble approach to
English education.
7.4.1.5 Invoking	
  ensemble	
  creativity	
  	
  
The data indicated that some participants might still feel that they
would benefit from more examples of how the ensemble and the
storytelling process works. One participants asked that they be provided
with ‘more of a pointer to start off with and more tips from teachers on
what to do’ (DCIII 2014c, Q.B 4). This is also apparent in the video data
below in Figure 7.7.

The circled participant is holding the iPad trying to become accustomed to its
features. The other group members in the background and in the left foreground
walk and stand seemingly aimlessly.

The group decide to go outside to record their ensemble performances. The
participant holding the iPad is still trying to acclimatise to the device and follows
them hesitantly.
Figure 7.7: Participants are unsure how to start their digital ensemble project
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Perhaps participants would have benefited from a video of how other
groups have used ensemble, digital ensemble and digital storytelling in
previous workshops. Petty (2009) claims that simply telling students the
story of what to do may presume prior knowledge or experience of the
topic or approach (p.31). Adding to this is the literature on engaging
students from the beginning using hooks and examples of varying
degrees of creativity that inspire intellectual stimulation (Johnson and
Johnson 1994, Johnson et al. 1989, Lowman 1995, Timpson and
Burgoyne 2014). Therefore, it is important that any guide or brief would
not appear prescriptive and would merely invoke a sense of creativity
and innovation for engaging with literature. Explaining to participants
what the programme and the task entails may be an insufficient
instructional approach, even combined with teacher-performed
examples. Therefore, video examples of past student’s work might be of
assistance to current students in their endeavours. Permission to use
student-created artefacts would need to be obtained for this.
7.4.1.6 Time	
  
Some participants expressed their desire for more time to perfect their
Digital Ensemble Portfolios and their final digital ensemble stories.
During the group interview for this cycle one group vocalised their
thoughts concerning time:
Student 8: It was good. We could have done with more time for
the actual filming of our group scenes and images outside and
stuff.
Student 32: Yeah, I think we needed more time too. Like the
end credits were a bit messed up in ours. We could have given
ourselves a good production name and put in our real names, like
properly. But we did get like all the stuff, all the bits of the task
done. Suppose you’d never stop like, making it better. That’s why
the timer is there I suppose.
Student 9: Yeah, I know (DCIII 2014a, Group interview 1,
Students: 8, 9 & 32).
This feedback seemed to attest to participants’ wish for more time to
edit their project but also to the realisation that a quest for academic or
project-based perfection might lead to procrastination and a failure to
complete the assigned task. Figure 7.8 overleaf provides an example of
one group’s credits page of their digital story, as described by Student 32
above. This scored 83/150 on the evaluation rubric.
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Some of the credits remained as iMovie while other were simply attributed to The
Group or Us, perhaps signifying this section of the digital story was not finalised.
Also, these credits contained typographical errors as circled above.
Figure 7.8: Participants conveyed that they could have created better, perhaps
more authentic credits for their digital story.

Student 32 implied an awareness of why the Pomodoro technique was
employed. This realisation of the importance of time management on
the part of the participants is a topic that has been extensively
researched in education and industry (Adair 1996, Nelson-Jones 1996,
Partin 1982, Petty 2009). Perhaps the programme would benefit not
from more time but from exploring time management techniques for the
students to prevent procrastination.
7.4.1.7 Awareness	
  of	
  ensemble	
  performance	
  
According the data, participants gave the impression of becoming more
aware of their ensemble embodiments and performance abilities.
Responses to the student feedback questionnaire outlined that some
participants enjoyed the performance-based approach and expressed an
interest in developing in this area:
Student: 12: We need more areas to perform in school.
Student: 45: The acting was great craic [Irish word signifying
fun].
Student: 7: We did loads of off the wall things with ours, stills,
wide shots and time-lapse (DCIII 2014c, Q.B6).
Some of the group interview data reinforced this feedback since one
group acknowledged an awareness of their performance as follows:
Student 1: Like, you feel stupid enough doing it first [referring
to the ensemble performances] and then you have to look at
yourself doing it. It’s hard but it gets easy by the end because
you’re so sick of looking at yourself on the screen you just get
used to everything else’.
Student 19: I think, like that whole thing, having to record it
and review it all makes you like, less shy and you see yourself
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doing all these little things you didn’t know you did. Like, I
always, like do this [gestures to play with her hair] and that’s in
the video. But then we used it for Gert [a character in Big
Maggie, John B. Keane] and like, how childish she was. I’m not
childish by the way! [laughs]
Student 1: Yeah and you say ‘like’ a lot! [laughs] (DCIII 2014,
Group interview 5, Student 1 and 19).
This exchange between Student 1 and 19 indicated the potential of the
process for helping students to understand character development in
literature and the development of personalities, idiosyncrasies and
character traits in reality. Such awareness of physical performance of a
text may help to unlock imagery within a text and aid the meaning
making process for students. Figure 7.9 below shows how one group
adjusted to the process of digital ensemble.

Participants laugh and are visibly
uncomfortable with the digital ensemble
process.

One participant becomes frustrated with
messing up his lines and actions.

Participants adjust the camera angle
and seem more comfortable with the
process.

This participant opts to engage with the
process with his back to the camera and
this approach seemed to work better for
this group.

Figure 7.9: Participants use digital ensemble to portray excerpts from Our Day
Out by William Russell

These vignettes of digital ensemble reiterated the feedback conveying
the importance of allowing participants enough time to overcome
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feelings of self-consciousness or shyness. In their study on experiential
learning Boggs, Mickel et al. (2007) investigate the usefulness of drama
as an interactive alternative to student role-plays. The technique allows
students to experience a situation or a concept and discuss and analyse
it in a timely and lively manner thus ‘creating high levels of reality and
opportunities for exploration of complex and sensitive topics’ (Boggs et
al. 2007, p.835). This drama-based approach involves the students as
the audience experiencing trained actors perform their piece. The action
is paused at intervals for a discursive exploratory analysis of the
situation or concept as a source of reality. Seemingly, regardless of the
exact approach, it is this illustrative process of drama-based pedagogy
that allows a channel of engagement between the personal depiction of
the text and worldly or abstract concepts it represents. There could be
potential in this approach for further development of the concept of
digital ensemble.
7.4.1.8 Lack	
  of	
  commitment	
  to	
  the	
  ensemble	
  process	
  
Figure 7.10 below and overleaf depicts vignettes from one group’s digital
ensemble story. It portrays scenes that seem to be deficient in a sense of
critical analysis on the three different levels of the Making Connections
approach as required: Text-to-Self, Text-to-Text and Text-to-World
(DCIII 2014b, Group 3 Digital Story). The digital ensemble story is
based on Our Day Out by William Russell and depicts some of the key
scenes from the drama. However, only one text is considered and
although the digital ensemble story is a good effort, the three levels of
connection seem superficial. It scored 75/150 on the evaluation rubric.

Opening scene

This summer

Image signifiying the slums
of Liverpool

In the Liverpool slums

Another image signifying
the slums

Depicting a scene from the
play where the teacher
talks about hope
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30 kids go on a journey
to change their lives

Video of a bus to depict
the bus tour
commencing

Video depicitng students
stomping their feet on the
bus

Video clip depicting
scenes from the play

A film by Everybody

Video depicting one
character despairing at her
life

Incomplete

Incomplete

Incomplete

Figure 7.10: Example of an incomplete digital story with evidence of superficial
engagement with literature

When this group were asked in the student feedback questionnaire how
they would improve their digital story they responded with the various
points as follows:
• ‘Give a bit more effort and make sure everyone participates’
• ‘Take it more seriously /Stop laughing’
• ‘Focus. Sure nobody cares if you mess up anyway. Just do it
again’
• ‘Be more involved’
• ‘More natural. More practice, so less gaps and stutters’ (DCIII
2014c, Q.B5).
These datasets indicated the potential cause of these superficial
portrayals of literary engagement as a lack of genuine participation and
collaboration from all group members. Certain measures such as group
roles, support and the Pomodoro technique were put in place to
overcome such an issue since it arose in the previous design cycle.
However, it would appear that some students simply might need time to
adjust to the entire drama-based process within their literature studies.
The group interview data revealed that this group also considered a lack
of planning and foresight as another negative contributor to the quality
of their digital ensemble story:
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Student 17: We’d definitely put more thought into the
production and have more preparation.
Student 34: We’d waste less time getting actors sorted and
spend more time making that whole digital portfolio and the
movie. We could brainstorm better.
Student 17: Be more organised. Think more ahead of time
(DCIII 2014a, Group interview 5, Students: 17 & 34).
Therefore, these data signified the threat of drama-based pedagogies
having the opposite effect to that desired and described by Boggs et al.
(2007) in the previous section. This might be because of the level of
personal and emotional investment required from students and
educationists to adopt the approach in a meaningful way. This issue was
discussed in the previous chapter since it was found that creating a
supportive learning environment was the key to overcoming this issue.
Trust and respect form the basis of such an ensemble learning
environment so as students could feel psychologically safe to take risks
within their process of literary engagement and were encouraged and
rewarded for their investment (Irish 2011, Timpson and Burgoyne
2014). However, some of the digital ensemble stories still portray a
somewhat artificial and superficial representation of key moments from
a text. The depth of emotion, commitment and personal and social
engagement with the literature is not evident in some projects.
Figure 7.11 overleaf depicts scenes from a digital ensemble story that
was considered to be finished to an excellent standard. It evidenced the
dynamism of Rosenblatt’s Reader Response theory as referred to in
Chapter 2. Rosenblatt’s theory emphasises the ‘power of literature to
enhance [students’] understanding of themselves and of human
problems’ (Rosenblatt 2005, p.70). It scored 135/150 on the evaluation
rubric. Participants recorded these ensemble performances in the Bank
of Ireland Theatre venue in NUI Galway. The digital story is based on
scenes form John B. Keene’s play Big Maggie with inspiration also
drawn from Private Peaceful and Game of Thrones. The scenes depicted
are primarily based on a key moment from Big Maggie but convey a
father and son relationship instead of that of a mother and daughter,
and is related to the personally meaningful experiences of the students.
This digital ensemble story expressed personal and emotive responses to
the text. The students engaged with the world of the text through
characters, plot and associated conflicts. There was excellent planning
and use of mechanics in terms of grammar, length, titles and credits.
The quality of the technology and video editing were also considered
excellent with voiceover, soundtrack and sound effects audible and
appropriate. The use of ensemble to create aesthetic, authentic and
reflective video clips was original, creative and thought provoking. The
digital artefact demonstrated supreme in-depth knowledge of textual
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content such as plot, characters, thematic resolution and language use.
This textual evidence was used to emphasise meaning and personal
response to the text. There was excellent evidence of connecting the
world of the three texts. Also, the digital artefact portrayed a cohesive
story structure. Therefore, it was considered that students evidenced
expressive, authentic and personal responses to a series of texts while
connecting with the lives of the characters. Video data evidenced that
these students were proud of their digital artefact. The artefact
demonstrated confidence in their use of technology to depict their
personal response to and engagement with the literature. It is this
personal interaction with the language and literature that characterises
the type of engagement with literature this project aimed to support and
augment.

The opening scenes. Two chairs appear
under the spotlight. The chairs are
used to signify thrones and power.

In the next scenes the middle chair is
brought into light slowly.

The spotlight gets brighter to reveal a man sitting in an armchair, smoking and
looking quite annoyed. The spotlight brightens further to the extent that the
characters face is blurred out.

Another person enters, revealed to be
his son.

	
  

The pair discusses the son’s future
concerning fortune and family.
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As they speak, it becomes clear that there is tension between father and son
because of a budding relationship between the son and a local girl. The scene
darkens. The body language in the freeze frames becomes menacing.

As the action rises, there is conflict
between the father and son and blows
are exchanged.

An irate father soon beats his son with a
brush and kills him. The spotlight
changes to a red colour to signify anger
and violence.

As the father steps over his son he says
‘Don’t talk to your father like that
again’ and walks out of view.

The action fades into darkness before
the end credits roll.

Figure 7.11: Digital ensemble story finished to an excellent standard

Perhaps it is only by doing it, seeing it and talking about it that
participants realise how to immerse themselves freely, confidently and
emotively in the digital ensemble process to engage with literature.
7.4.2 Narrative	
  
7.4.2.1 Narrative	
  structure	
  
According to the feedback, participants responded positively to the
narrative structure of the workshop saying ‘how it was done was good, it
was broken up into different bits where you were doing all different
parts of the task. It made it easy’ (DCIII 2014c, Q.B7, Student 28).
Another student highlighted that the use of the iMovie templates to
create the news item during Digital Fluency exercises ‘was useful. That’s
a good starting point and shows you how to make the story up and tie
everything together’ (DCIII 2014c, Q.B7, Student 11).Therefore, it would
seem that this inherent narrative structure of the programme was
mirrored in the templates within the moviemaking application, which in
turn was adopted by the participants in their own digital story creations.
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Consequently, the design appeared to have provided a constructive
narrative frame for the participants to work within and encouraged
them to consider how they make sense of the texts.
Figure 7.12 below displays the response from participants when asked to
rate the facilitator’s knowledge of the subject. 29 participants selected
Excellent, 13 selected Very Good, four selected Good while no
participant opted for Fair or Poor.
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Figure 7.12: Facilitator's knowledge of the subject

Figure 7.13 below shows how participants rated the facilitator’s style of
teaching and communication. 26 participants rated it as Excellent, 12 as
Very Good, five as Good, two as Fair while no participants selected Poor.
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Figure 7.13: Facilitator’s style of teaching and communicating
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7.4.2.2 Narrative	
  perspective	
  
Figure 7.14 below depicts that 27 participants rated the facilitator’s
response to their doubts and queries as Excellent, 13 as Very Good, three
as Good and three as Fair while no participant selected Poor.
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Figure 7.14:Facilitator’s response to doubts and queries

The data below illustrated that the creation of the Digital Ensemble
Portfolio and the digital ensemble story allowed for the development of
perspective when participants were engaged in narrating their stories.
During the group interview one student offered the following insight in
relation to Big Maggie by John B. Keane:
A key moment in the text is when Teddy comes in to talk to Gert,
when Teddy is coming in to do his shopping. The theme is
obviously romance and relationships but it’s the tone of the
whole thing that sends the message. The tone of love and secrecy
and they’re arranging a date which they’re not supposed so. So
you get to tell this however you want. And as a group you can put
all your thoughts into it. You see from everyone else’s side and
put that all together to put your own spin on it (DCIII
2014aGroup interview 5, Student: 27).
The group practiced this experience of narrative perspective through the
digital ensemble and digital ensemble storytelling processes. Then using
the process to engage with Big Maggie one group decided to narrate a
scene involving two characters, Gert and Teddy, from the perspective of
onlooker Mr Byrne. Although Mr Byrne is not present in this exact scene
in the play his insights provide a social critique of the characters
throughout the drama. The group also chose to include Gert’s mother
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and the play’s protagonist, Maggie in this scene as a nod to her
formidable and almost omnipresent nature in the story. Perhaps the
digital story itself is not of the highest quality but it is the sense of
narrative perspective that is interesting here.
Figure 7.15 below depicts still images from the short video is entitled ‘Mr
Byrne sees it all’. This scored 98/150 on the evaluation rubric.

This is the title page for the digital story
narrated from this character’s perspective.

The caption ‘We’ve all been here!’
may indicate the participants’ sense
of personal connection to the story of
trying to arrange a date unbeknownst
to your guardian/s.

The image here depicts Gert and Teddy
endeavouring to organise their date. The
video encapsulates the awkward silences
and nervous laughter involved in such
moments.

The close up of Gert’s face here as she
realises that her mother lurks in the
shop background might provide an
insight into who is in control and also
the sense of foreboding that this
scene holds.
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These words ‘for all your women you’re not
very happy’, is a quote from Maggie in Act
1 scene 3 as she too arranges a date with
Teddy. They are worked into the narrative
of this scene to tie the plot together
through Mr Byrne’s perspective.

This depicts Mr Byrne’s warning to
Gert and Teddy concerning their
budding romance. Flashes of such
quotes remind the viewer what may
be in store for the potential lovers
and indeed Teddy himself.

These words sum up Maggie’s attitude to
her daughter’s feelings and advances on
Teddy.

Mr Byrne’s quote here ‘’Tis a mistake
to fight fire with fire’ is from Act 1
scene 1 and is well placed here. The
size and arrangement of the writing
place emphasis on mistake, fight and
fire which is an interesting
perception and perspective of the
story.

This quote from Maggie referring to Gert’s
heart is well chosen for this scene, as is the
facial expression of the participant. Her
facial expression seemingly attempts to
portray her apparent flippant attitude
towards hurting her daughter’s feelings.
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Mr Byrne’s concluding words refer to Maggie. The choice of text size is notable
since the seeming well wish is followed by an insult to summarise his thoughts of
the woman he once asked to marry him.
Figure 7.15: The digital story entitled ‘Mr Byrne sees it all’.

According to Bruner (1991) the different perspectives within narrative,
be that storytelling or the grand narrative of reality, can help to
negotiate meaning of ourselves and our worlds within that narrative
(p.17). Telling a story from different perspectives can be difficult but
employing multiperspectivity to tell multiple stories can be considered
quite a demanding task. A participant from one of the group interviews
revealed the following concerning narrative perspective and storytelling:
Like you get a whole pile of feeling when you’re reading these
texts and talking about them so you have to try to show that for
the [digital story]. So the best thing to do is make up the scenes
using the group acting, the portfolio or whatever, and then
choose which ones to use. That gives you loads of ideas how to
tell the story of how all the plays and poems and stuff are linking
up with each other. It related to everyone in the world, real life,
families, splitting up, fighting, dying. The Walter Mitty scripts
were great because that sort of gave us the idea to put all of them
together in our, like in an imaginary way as if someone was just
thinking about all these things and that like they weren’t really
happening, you know (DCIII 2014a, Group interview 2, Student
26).
This participant highlighted the difficult task of portraying a range of
emotions in their digital ensemble story, especially since they can relate
on some levels to the plot elements or characters within the literature.
The ‘whole pile of feeling’ that results from the literary representation of
‘the world, real life, families, splitting up, fighting, dying’ is channelled
through telling the story from various points of view in ‘an imaginary
way as if someone was just thinking about all these things’. Therefore,
these datasets involving perspective indicated the potential of this
digital ensemble approach for helping students to negotiate narrative
meaning within literature, as Bruner refers to it.
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7.4.2.3 Making	
  Connections	
  	
  
Participants seemed to endeavour to make more links to their personal
lives, other texts and the world through their use of the Making
Connections approach than in Design Cycles One and Two. Figure 7.16
below displays extracts from one group’s digital story that seemed to
highlight their endeavours to make the three types of connections: self,
text and world. This scored 120/150 on the evaluation rubric.
This digital ensemble story expressed students’ engagement with the
world of the text through characters, plot and associated conflicts. The
characteristics of engagement with literature outlined in Chapter 1 and
considered in relation to the theories of Rosenblatt (1986) and
Winnicott (1991) in Chapter 2 were evidenced in this artefact. The
artefact evidenced very good planning and use of mechanics in terms of
grammar, length, titles and credits. There was very good use of
technology and video editing skills. Ensemble was implemented very
well to create aesthetic and reflective video clips. The digital artefact
demonstrated very good knowledge of textual content such as plot,
characters, thematic resolution and language use. This textual evidence
emphasised students’ meaningful personal responses to the world of the
text. Therefore, it was considered that students evidenced expressive
responses to a series of texts and that the collaborative process
supported the development of confidence and self-awareness
throughout the process of engaging with the literature.

Beyond the skies

	
  

The place where love is born and lives
are changed
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Family Portrait: Walter, Peaceful,
Maggie and Mitty

‘Stillness and golden peace’
Note the choice of colours in this image
to capture the peacefulness of the
literature.

Narrator: Is also the place where
dreams are forever

Text: Tomorrow at dawn

Narrator: RIP, Walter
Narrator: It’s happened to me, and me,
me too [Light from the skies signifies
rising up of the body to eternity.]

Large writing signifies eternity
Narrator: Reality is not real until it
happens to you

Narrator:
Friendship is forever ... tested

Cast and Crew as characters from and
authors of the literature.

Figure 7.16: Making connections between the three texts
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This digital story in Figure 7.16 on the previous page highlighted the
personal and emotional connections this group made with the literature.
It also demonstrated an intertwining of the texts as well as awareness of
worldly concepts and themes. Therefore, it would appear that the
approach supported comprehension and analysis of texts. One
participant disclosed the following in relation to the narration of the
connections they made between Big Maggie, The Secret Life of Walter
Mitty and Private Peaceful:
When we were trying to hook it up with another text I said it
reminded me of the relationship in Romeo and Juliet by William
Shakespeare, the whole theme of romance, and like compare it to a
huge love story. Do that take on it. That could be funny. Romeo
meets Teddy in Mitty’s imagination. I like science fiction-based texts,
mythology. This is more of a real life style role but we thought we
could do something with that too – with what we know. Like the
whole thing is about all kinds of relationships between people that
happen in the real world. But surely people would be more discreet
in their business in real life. My family definitely would be (DCIII
2014a, Group interview 4, Student: 5).
These data indicated that prior knowledge, ‘what we know’, played a
large part in designing the participants’ portrayal of what the texts mean
to them. This group of participants employed the narrative structure of
Shakespeare’s Romeo and Juliet as inspiration for their digital ensemble
story of Big Maggie. The fact that it took place in ‘Mitty’s imagination’,
referring to The Secret Life of Walter Mitty, provided the creative outlet
and justification for any narrative breaks in their story connecting their
chosen texts.
Data from the student feedback questionnaire also implied a sense of
achievement using this approach. These are responses to the question
‘What do you think you gained from this English module?’:
Student 8: Knowledge of all the texts and the poems and all the
other music and documentaries. We got to capture key parts of
the texts and make our own story. This was the best.
Student 17: I gained a better understanding of how to read
poetry and plays and link them together with music using my
own opinions. Never done [sic]this. I learned your opinion about
texts is right as long as you back it up.
Student 24: We learnt how to analyse the text using the
Connections method. You just make a movie then to show you
know it. Great.
Student 31: I had a different experience with English which was
better than simply learning it off.

	
  
These responses showed that developing an understanding of how to
read, comprehend and analyse texts by making a series of connections
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with the story seemed important to the participants. These data revealed
that creating their own stories of their experiences with the literature
appeared to be a central learning moment for participants.
7.4.2.4 Discussion	
  activities	
  	
  
Participants were asked about the discussion activities that they engaged
in during the module. Some participants did not provide much feedback
in this regard saying, ‘It was good’, ‘Yeah, it was fine’, Yeah, it helped’
(DCIII, Group interview 5 and 6). Other participants added the
following comments:
Student 17: Getting together to discuss what was good and bad
about the movies was a good idea
Student 12: Yeah, you could see what others were doing and
compare your own movie to it.
Student 17: Like, you don’t copy it just like, shows how else you
could show the texts (DCIII, Group interview 3, Student 12 and
17).
The video data pointed to the usefulness of the discussion activities.
Figure 7.17 below depicts two groups of participants working on their
digital ensemble projects and engaging in the showcase activities.

Small group discussion

Showcase of groups’ Digital Ensemble
Portfolio and digital ensemble stories

This group breaks into pairs to discuss
their work

Large discussion circle (Socratic circle)

Figure 7.17: Small group and large group discussion and showcase activities
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This intertwining of discussion activities with the showcases of their
work supported participants to redraft their narrative, making it
stronger in terms of structure, perspective and depth.
7.4.2.5 Ownership	
  and	
  content	
  
Figure 7.18 below illustrates that 31 participants rated the type of
literary content that was covered during the programme as Excellent, 11
as Very Good and four as Fair, while no participant selected the other
two options.
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Figure 7.18: Literary content of the programme

Figure 7.19 below reveals that 38 participants rated the relevance of the
literary content to syllabus requirements as Excellent, six as Very Good,
one as Good and one as Fair while no participants selected Poor.
The data revealed that the element of choice was an important factor in
how the participants constructed the narrative.
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Figure 7.19: Relevance of content to syllabus requirements
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Further to this, participants expressed a desire for ownership of the
digital material created. Their feedback was as follows:
Student 1: It would be better if we could do something like our
own play.
Student 23: Yeah that’d be good. We’d just make it all up
ourselves.
Student 1: But that’s kind of like what we did. But we did a
movie version. And like, it’s school stuff so we have to do the
books and that. This way we could choose all the texts and how
we put them together. But it was better than studying it just.
Student 18: Yeah, I suppose. Yeah. And the digital story is ours,
like we made that (DCIII 2014a, Group interview 1, Student: 1, 18
& 23).
It was apparent that participants here observed that the process of
digital ensemble storytelling is akin to ‘making’ their own play. Student 1
pointed out that what is important is ‘how [they] put them together’
while Student 18 had a similar realisation and expresses a sense of
ownership over their product, the digital story. This process of content
creation encouraged participants to engage with the world of the texts
while telling the story of their experiences. This cohesive and
multifaceted approach to multimodal content creation can benefit
students’ English education through a process of self-fulfilment and
achievement (Jewitt 2003, Kalantzis et al. 2003, Wyatt-Smith and
Kimber 2005).
7.4.2.6 Reflective	
  Digital	
  Learning	
  Log	
  (RDLL)	
  
Figure 7.20 below portrays that 36 participants rated their overall
experience of this programme as Excellent with 10 participants rating it
as Very Good while no participants selected any of the other options.
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Figure 7.20: Overall experience of the programme

The RDLL requires participants to reflect on their digital story and
comment on their learning journey within the context of English
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education. Thus, it concerns participants’ overall experience of the
module. Figure 7.21 below displays images from some RDLLs.

It would be really cool if we could invent our own play. And do everything like a
film because that’s way more fun. We had more freedom. It was an unforgettable
experience. One of the highlights I’ve had this year. It’s been amazing.

Our RDLL
Since this is not a galaxy far, far away we found it too weird to say what we thought
in front of the camera. So we merged all the recordings of what we thought and
wrote this amazing reflection!
The way we learned how to act out small parts of the text was useful, fun and
exciting. It really encouraged us to think about how we can understand a text
ourselves without relying on the teacher or another person to tell us what the
author or poet meant. For example, in the Game of Thrones excerpt that we read,
we were not familiar with the characters or the plot. Only one of us read the book.
Sometimes the characters’ names were difficult to pronounce but we just settled on
a pronunciation ourselves and that was fun. We felt like we were in control. We
thought the death of Stark in that scene could be likened to the death of Private
Peaceful and it gave us ideas of how that could actually be played out. We think the
reason we found similarities in the two is because of the universal themes of war,
love, hatred and justice. The recorded ensemble parts allowed us to explore
different ways of portraying the texts as we discussed them because each time we
acted it out something new came to light that we did not think about before. It
turns out that our understanding of it was right. In conclusion, we think that this
whole process of acting and using the iPad to make a movie about it meant that we
all actually remembered the plays, novels and poems much better than we usually
would. Also, the experience itself was incredible and so much fun. We all feel that
we have more to say about the texts now because we actually did them for real, not
just learned everything off by heart. Thank you for this.
Figure 7.21: Video clip from one group's RDLL

This group reflected on their experience of English and communicated
that ‘learning how to analyse the texts was the best part. Once you do it,
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like, act it out, and film it it’s like an essay you’ve written but like, way
less boring’ (DCIII, Group interview 2, Student 29). Other groups
referred to the process as follows: ‘I liked it’, ‘better than learning it off
just’ and ‘you get to be like, have fun with it and then put it all together
properly’ (DCIII, Group interview 3). This feedback from participants
spoke to the heart of what Young, Long et al (Young et al. 2010)
proposed for ‘Enhancing English Language Arts in Education With
Digital Video’. Their view was that:
To become fully literate in today’s world, students must become
proficient in the new literacies inspired by 21-century
technologies, including the Internet and other forms of
information and communication technologies. Together, these
new and emerging digital technologies are redefining the ways
we read, write, think, and learn.
This research also pointed to the need for new ways of teaching to
accommodate this redefinition of reading, writing, thinking and
learning, which is the ultimate goal at the heart of this project.
Perhaps the RDLLs could have contained a requirement for participants
to reflect deeper on the narrative of their learning. Although the learning
log focused on participants’ experience of learning throughout the entire
process, perhaps asking them to consider the story from a narrative
perspective may have yielded more data regarding how we use narrative
to learn and construct reality. However, such a direction might have
been outside the scope of this research study.
7.4.2.7 Time	
  to	
  tell	
  your	
  story	
  
The time allocated to this project seemed to be much improved from the
first cycle. The video data implied that the timings of activities were
improved upon by employing the Pomodoro technique. Some
participants referred to this in the group interview communicating that
the ‘timer for the tasks worked well. Because, like, otherwise we would
have spent too much time just messing about with ideas’ (DCIII, Group
interview 2, Student 18).
It would appear that providing sufficient time for the participants to
familiarise themselves with the approach was appreciated. In the data
outlined below some participants expressed the desire for more time to
formulate their storyboard, their performances or the overall narrative
structure of their digital story while others said they were given
sufficient time. There feedback was as follows:
Student 39: We could have done with more time to like, get our
story straight. [laughs] Like, we didn’t do a great job of the
storyboard and then we didn’t really stick to it. But now that it’s
done, we’d do it differently.
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Student 5: Yeah, so like the issues was us horsing around at the
start and not getting on with it. We probably had plenty time. But
if it was for like studying purposes, like exam stuff then yeah
more time would be good. But we didn’t stick to the bell thing.
Student 39: Yeah, that too. We’d be quicker next time (DCIII
2014a, Group interview 3, Students 5 & 39).
While Student 39 shared that more time was needed to complete the
project, the group conceded that time management was an issue for
them. This related to the previous challenges of ensemble time as
discussed under the Ensemble section in 7.4.1.6.
7.4.2.8 Quality	
  of	
  the	
  digital	
  ensemble	
  story	
  
Questionnaire data revealed what the participants would change or
amend about their project in order to improve the quality of their digital
story. Active participation from all members of the group and taking the
task more seriously were among the answers. Some participants
suggested that they would improve the story by ensuring ‘better quality
of sound for the voiceovers or narration and use of better images’ that
reflected their engagement with the literature (DCIII, Q2B). Other
participants reflected that they would ‘use more quotes and references
to the poems and the other texts’ suggesting that this would ‘make it
connect better using a good story’ (DCIII 2014c, Q.B5 Student: 31 & 40).
The use of ‘some still shots’ and ‘different music’ was also put forward by
another group of participants to improve the quality of their stories.
While some participants suggested that they would use ‘more actors
from other groups and more use of the building and better setting
location next time’ others realised that being ‘more organised and
thinking more ahead of time and spend more time acting’ would benefit
their story. Some participants stressed that ‘everything in my view was
fine with this aspect’, implying they were content with the overall digital
production.
Figure 7.22 overleaf depicts vignettes from one digital ensemble story
considered to be a good example of narrative power and the Making
Connections approach. This scored 128/150 on the evaluation rubric.
This digital ensemble story highlighted how students personally
responded to the world of the text through characters, plot and
associated conflicts. The characteristics of engagement with literature
outlined in Chapter 1 and considered in relation to the theories of
Rosenblatt (1986) and Winnicott (1991) in Chapter 2 were evidenced in
this digital artefact. The artefact evidenced very good planning and use
of mechanics, technology and video editing skills. In this digital
ensemble story there was very good use of ensemble to create aesthetic
and expressive embodiments that evidenced personal and emotive
responses to the text. The digital artefact evidenced very good
knowledge of textual content and was implemented to underline
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students’ meaningful personal responses to the world of the text.
Therefore, it was considered that the story of these expressive
embodiments conveyed a sense of demystifying the texts.

This title shot displays that the digital
ensemble story is entitled Our Day Out
in the Sun in reference to Russell’s play
Our Day Out and Hanberry’s poem ‘The
Earth Circles the Sun’.

Each segment of the digital ensemble
story is introduced with the title text.

Various transitions, such as this Cube
transition, were employed throughout
the story to introduce each new segment
to good effect. Transitions included
cross dissolve, mosaics, screen wipes
and spin outs.

Various angles were employed to
portray different perspectives to the
audience. This shot conveyed the
menacing force of Mr Briggs from Our
Day Out and the teacher from ‘The
Earth Circles the Sun’.

iMotion was used to facilitate stop
frame animation to convey the euphoria
of the students from the play as well as
the death of O’Donnell in the poem.

The participants included their written
Reflective Digital Learning Log (RDLL)
before the final shot of their story.

This group used their team name as that
of their production company and
included it before the final credits
rolled.

The final credits include the name of the
digital ensemble story again as well as
the participants who ‘played’ each of the
characters in the key moments. The
characters names from the play and the
poem are included on the right.

Figure 7.22: Digital ensemble story reflecting narrative power and Making
Connections
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These datasets revealed that the following aspects were important for
participants to improve the quality of their digital story: music, sound
quality, voiceover, narration, images, quotes, reference, a good story,
setting and organisation. This indicated an awareness of the power of
narrative to help with literary engagement and to demonstrate this
process. Thus, these datasets echoed the concepts of storytelling to
develop language complexity and narrative competencies in the work of
Isbell, Sobol et al. (2004) and Myers (1990).
7.4.2.9 Prescriptive	
  scaffolds	
  
Some of the digital ensemble stories indicated that the scaffolds
designed to help participants to connect with the literature could
become slightly prescriptive. Figure 7.23 below depicts scenes from a
digital story. This scored 83/150 on the evaluation rubric. These
vignettes seem literal and may reflect superficial engagement with the
text.

These scenes depict a key moment from the play Our Day Out in which Mr Briggs
and Carol exchanges heated words. Carol is a student on a school trip who is full of
angst and worry about the prospect of returning home to her poor living
conditions. She is depressed and considers taking her own life. Her teacher Mr
Briggs, ordinarily a harsh disciplinarian, reaches out to Carol and convinces her
that life is worth living. These scenes might not portray the extent of the fear,
sadness and depression that Carol feels in this key moment.
Figure 7.23: Scenes from a digital ensemble story that may seem literal and
superficial

There is little evidence of deep engagement or making personal or
emotional connections with the world of the texts in the digital
ensemble story in Figure 7.23 above. Engaging with the ternary
structure of Making Connections could overshadow the narrative and
risk becoming prescriptive (Vygotsky 1978; Bruner 1985 & 1990; Keene
and Zimmerman 1997). Therefore, narrative individuality and digital
ensemble creativity must be to the fore at all times.
7.4.3 Collaboration	
  
7.4.3.1 Learning	
  contract	
  
As with Design Cycle Two, the researcher facilitated the process of
devising a ‘learning contract’. The participants created it collaboratively
through a discursive process. Each participant was offered an
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opportunity to contribute to this contract. Participants brainstormed
their ideas and the group then formulated a digital mind map, which
highlighted the main components of the contract. These were
summarised into four main points and all participants agreed upon
them and expressed that they were happy to abide by these general
guidelines to create a safe and supportive learning environment for the
duration of this programme. Participants also devised a set of
consequences for infringements of these rules. These have been outlined
in section 7.3.5.2 of this chapter in Table 7.4.
Figure 7.24 overleaf are still images from the video recordings of this
process in this capstone cycle. These images depict scenes from the
beginning of the English module when the learning contract was being
devised.

All participants discuss the idea of devising and implementing a learning contract
for the programme.

Participants break into groups to
brainstorm their throughts and ideas for
the contract.
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Facilitator collects the feedback from
each group and collates it into one
brainstorm / mind map.

Participants are facilitated to create a
mind map of their final learning
contract.

Figure 7.24: Devising the Learning Contract

The participants were asked about their perceptions of the usefulness of
the learning contract in the group interview. Most participants were
positive about its design and implementation. One participant said that
‘it’s fine. We do it sometimes in school but we just kind of forget about it
then. But when you have someone reminding you of it, that it was your
idea what to put into it, it sort of catches on’ (DCIII 2014a, Group
interview 5, Student: 3). Another participant added that ‘yeah it was
grand, kept us from fighting with each other all the time’ while some
participants stressed it was unnecessary saying ‘I don’t think it was
necessary’ and ‘sure we know that there should be respect and stuff’
(DCIII 2014a, Group interview 5,Students 15, 29 & 7 respectively)
Therefore, these datasets implied that the creation and implementation
of a learning contract encouraged a sense of respect, involvement and
cooperation in the digital ensemble, English learning environment. This
is also suggested in the literature (RSC 2013; Petty 2009; Timpson and
Burgoyne 2014).
7.4.3.2 Groupings	
  and	
  camaraderie	
  
In a similar way to Design Cycle Two, the participants were divided into
randomly assigned groups to provide opportunity to work with different
people they perhaps ordinarily would not collaborate with. Group
identity and group roles were adhered to this time throughout the
process. Samples of students working in their groups are provided
overleaf Figure 7.25.
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Figure 7.25: Participants divided into groups

Feedback from the group interview revealed that most participants
seemed to have a positive experience while engaging in group work.
Some of the feedback is as follows:
Student 29, Group interview 3: I loved working in groups.
Yeah, I loved my group.
Student 1, Group interview 3: I liked the group work. It was
less boring than sitting on your own all day.
Student 5, Group interview 4: I loved it. Better than, like
doing it all yourself like a loner.
Student 40, Group interview 5: ‘It was grand, did the job
(DCIII 2014a).
Some participants described certain issues that arose within their
groups while they were undertaking the various digital ensemble tasks.
Group 3 outlined the following challenge in terms of working with
different personality types and assigning roles to each member of the
group:
I liked the group work. I’d get rid of Alan (pseudonym) because
he’s a nuisance and wouldn’t let us work. He’s just always
messing about and calling us farmers and making farming
noises. It was so annoying dealing with him and finding him
something to do. In the end he was the cameraman. He did that.
He was ok then (DCIII 2014a, Group interview 3, Student: 24).
This pointed to the frustrations felt when engaging in a collaborative
task. Although most participants initially were positive about group
work, the data also revealed an expression of aggravation and irritation
at the fact that Alan was procrastinating and messing around rather
than trying to be productive with the rest of the group members. It
appeared that this participant feels that Alan is someone who must be
dealt with by ‘finding him something to do’. It seemed that Alan’s role as
the cameraman integrated him into the group and settled that sense of
annoyance and irritation that may have existed in the group. ‘He did
that. He was ok then’ was the conclusion arrived at here.
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Research in the area of cooperative learning and inclusion suggests that
group roles can raise a student’s self-esteem thus leading to better
productivity because of a sense of justice, belonging and equity
(Johnson et al. 1989, Roger and Johnson 1994, Wenger 1999). Given
that the teaching of English literature has much scope for such
cooperative learning through the sharing of experiences it can be argued
that time ought to be invested into such teaching and learning
methodologies that encourage and are based on collaborative practices.
Another participant communicated their opinions of bringing personal
experiences to the group to try to help everyone understand the
literature better. The following quote related to when this group was
endeavouring to use digital ensemble to capture a scene from the play
Big Maggie in which a date is being organised in the local shop between
the shop assistant and her suitor. At the beginning of this quote the
participant explained the scene as the group envisioned it and their
intended direction for their digital ensemble portrayal of it. An issue
then arose and the resolution was explained:
Like you want to get the sense that everything they’re doing is
normal, going to the shop, and that conversation with the owner
of the shop, weather and stuff you don’t have to think about.
Father Ted style! And see when we were doing these scenes,
Philip and Agnes (pseudonyms) got all weird. We all said just
remember the last time you tried to go out with someone and fell
flat on your face. They both said that never happen to them. Like
as if it didn’t. Mind you I’ve never really had a relationship with
anyone and I said that before they could slag me off about it.
They didn’t even say anything. I thought that was sound. And
like, we worked better then (DCIII 2014a, Group interview 5,
Student: 27).
This is depicted in the digital ensemble story below in Figure 7.26.

Teddy and Gert cannot look at each
other while arranging the meeting.

Teddy makes his presence and demands
clear in a show of apparent manhood by
placing his foot on the table where Gert
is working.

Figure 7.26: Capturing a key scene in Big Maggie - characters arrange a date

This communication concerning collaboration showed that this
participant took a risk for the sake of the group morale, building
confidence of her peers and for successful completion of the task. The
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participants shared personal information with the group even though
the threat of mockery existed for her. The fact that the other group
members did not partake in any such mockery and that they ‘worked
better then’ might highlight the sense of camaraderie that formed
between the group members. This might also have originated because of
the learning contract and the general supportive approach to risk taking
that this digital ensemble English programme endeavoured to create.
According to Aitke, Fraser et al. (2007) the level of interpersonal
communication involved in drama education increases the risk for
children to exposure to personal and emotional dimensions of learning
more than other subjects might. As such the relationship between
teacher and students and among students themselves is an essential
frame for exploring the risk involved in engaging with personal and
abstract concepts at the heart of English education in general (Aitken
2007, Bolton 1992, Timpson and Burgoyne 2014).
7.4.3.3 The	
  role	
  of	
  the	
  teacher	
  
In the group interview some participants focused on the role of the
teacher or facilitator during the programme. The following comments
were made about the facilitator:
Student 7, Group interview 2: [The researcher] was great.
She wasn’t like a teacher. She was like, just sort of there. Helping
and managing everyone’.
Student 12, Group interview 4: [The researcher] wouldn’t
really fix our group for us. Alan was horsing about most of the
time and she made us sort it out ourselves. Like she told us what
to do and spoke to Alan loads but we had to sort it out ourselves.
Student 30, Group interview 5: [The researcher] was there
all the time, like stage crew. She set it all up and told us what to
do all the time and showed us how everything worked but that
was it. She was friendly but you wouldn’t like, cross her. In a
good way! (DCIII 2014a).
The fact that the researcher was referred to as someone who was ‘just
sort of there’ and someone who encouraged them to ‘sort it out’ for
themselves when difficulties within the groups arose signified that the
participants had preconceived ideas about what constitutes a teacher
and how they teach. The researcher was also likened to ‘stage crew’ who
facilitated learning in a ‘friendly’ but authoritative manner: ‘you
wouldn’t like, cross her’. This attested to the changing role of the teacher
in the English classroom and indeed within the education system. Since
Alison King’s research on the progression of the role of the teacher from
sage on stage to guide on the side there has been much deliberation on
the role of the teacher or instructor (Jones 2006, Mazzolini and
Maddison 2003, Mitra 2005, Tolonen and Sampson 2014). This role
now requires redefinition once more in this latest age of educational
transformation as implied by these data, which pointed to the teacher
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being regarded as a friendly encourager. This was also noted by Mitra
(2001; 2005) from his ‘hole in the wall’ studies in India and his
emergent concept of the facilitating Grannies of his self organising
learning environments (SOLEs) (Mitra 2005, Mitra et al. 2005, Mitra
and Rana 2001). Mitra indicates that technology in its many formats can
now act both as sage and guide to students. Therefore, the role of the
teacher might indeed be fast becoming akin to that of a Granny – a
friendly and encouraging support to students’ self organised learning
(Mitra 2005). This certainly does seem to correlate with the feedback
from participants as highlighted above, especially since the researcher or
‘teacher’ was compared to the stage crew of a theatre production. This
could indicate the role of the English teacher transforming into that of a
background Granny, there to frame learning and encourage engagement
and personal investment in learning. This could be a fitting role for an
English teacher facilitating a digital ensemble module such as the one
explored in this research.
7.4.3.4 Making	
  Connections	
  	
  
It appeared that the design of the Making Connections worksheet
encouraged collaboration among all groups and the entire cohort,
according to the data. Participants shared that this ‘worksheet just
structured it for us, broke it up and we just filled it in’ and that the
worksheet ‘made us focus on our own understanding of the poems and
books and our own lives’ (DCIII 2014a, Group interview 1, Students 9
and 1 respectively). Figure 7.27 below depicts vignettes from one group’s
digital story that conveyed the Making Connections approach. This
scored 128/150 on the evaluation rubric.

Text-to-Self: ‘helicopter racing in this dusty terrain...CAN’T STAND IT’.
This images, with a circle close transition into the next, depicts the participants’
interpretation of a key moment from ‘The Earth Circles the Sun’.
Text-to-Text: ‘like the inevitable
burning at the stake’.
This scene portrays the connections
between the poem and key moments of
Game of Thrones that portray
executions and sacrifices.
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Text-to-World: This image spins out to a map of the world followed by a dark
and gloomy looking alleyway. The texts reads: ‘This is the landscape of all our
worlds...our days out’.
Figure 7.27: Digital ensemble story depicting the Making Connections approach
to engaging with literature

It would seem then that this approach and accompanying worksheets
provided participants with sufficient scaffolds to augment their literary
engagement. Encouraging such personal investment and empowering
students to trust their own critical reading of a text is at the heart of this
digital ensemble approach to engaging with literature.
7.4.3.5 Fun	
  and	
  enjoyment	
  	
  
As with Design Cycle One and Two, a central element of the digital
ensemble programme for participants was the quality of fun they
experienced. Figure 7.28 below presents that 33 participants rated the
quality of fun they had during the process as Excellent with 13 rating it
as Very good while no participants selecting any of the other three
options, Good, Fair or Poor.

Quality	
  of	
  fun	
  n=46	
  
0%	
  
Excellent	
  

28%	
  

Very	
  Good	
  
Good	
  
72%	
  

Fair	
  
Poor	
  

Figure 7.28: Quality of fun experienced by participants

The data from the questionnaire also pointed to the sense of enjoyment
and fun experienced by the participants. The following are examples of
such data:
Students 3: Yeah it was good.
Student 9: This was the best thing. It’s actually really
entertaining.
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Student 11: It was so good. It was great, thank you.
Student 12: I thought it was great.
Student 15: It was amazing. It was really good fun. I really liked
it.
Student 16: It was really good. It’s very enjoyable (DCIII
2014cQ.B).
The group interview also revealed that participants appreciated the
sense of enjoyment that was central to the entire process. One
participant reported that ‘it was a fun way of learning. Yeah, definitely it
was fun. Never thought I’d say that about school. Thanks’ (DCIII, Group
interview 3). Other participants added the following:
Student 15: It made English more interesting. I really, really
enjoyed it. It was a fantastic day. Looking forward to coming
again next time. Where we did it was really good. Like, the gym
and the Uni. Yeah, overall a fun and enjoyable day with friends. It
was fun. It was very fun. Thank you
Student 22: Yeah, Thank you. It was really fun and I learnt a
lot, would love to do more things like this. Because you do it, like
the characters ... I remember it.
Student 43: Yeah it was. I was cringing doing it first. I was like,
oh man this is going to be so ... [laughs] but then it got better and
the games are great. You just get into it. Thanks.
These datasets from the questionnaire and group interview suggested
that the participants valued the enjoyment they experienced during their
involvement in this digital ensemble programme. Participants referred
to the fact that ‘it made English more interesting’ and that by ‘doing’ it
perhaps recall was found to be easier: ‘I remember it’. The emphasis on
enjoyment is notable with the repetition of the word ‘really’ from
Student 15. There are ten references to experiencing enjoyment in these
eight lines, three expressions of desire to be involved in the programme
again and three expressions of gratitude. This highlighted that
participants acknowledged that they had fun during this digital
ensemble learning process, they were grateful for the experience and
they also engaged with literature. Figure 7.29 portrays this.
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Figure 7.29: Outtakes from various digital ensemble stories depicting students
having fun and laughing uncontrollably during the ensemble process

7.4.3.6 Opportunities	
  to	
  socialise	
  
Figure 7.30 below portrays that 41 participants rated the opportunities
they had to socialise while learning as Excellent, two rated it as Very
Good and three rated it as Good while no participant selected Fair or
Poor.
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Figure 7.30: Opportunities to socialise while learning
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In conjunction with these responses the group interview data revealed
that participants seemed content with their experience of the
programme. One participant responded that it was ‘an unforgettable
experience [...] It’s one of the highlights I’ve had this year. It’s been
amazing. All the friends I’ve made because of it, the likes of Peter
(pseudonym) here and Jane (pseudonym) who I don’t really talk to
usually’ (DCIII 2014a, Group interview 1, Student: 14). The fact that this
participant counted this learning experience as ‘an unforgettable
experience’ that was ‘one of the highlights I’ve had this year’ testified to
the potential of such a collaborative module to offer meaningful
experiences to students studying English literature in a socially
responsive learning environment. This quote evidenced that friendships
developed among participants that perhaps would not have been
granted the opportunity to flourish in traditional learning environments.
Goodwyn (2012) suggests that with less emphasis placed on the types
and amount of literature to be covered in a curriculum more attention
could be focused on the authentic, aesthetic and personal significance of
‘reading literature [author’s emphasis]’ (p.213).
Eight other participants stressed that teamwork and working with peers
was important to them since it provided them with ample opportunity to
socialise. Their feedback is set out below:
• ‘[t]eamwork is something we gained from the workshops’ (DCIII
2014a, Group interview 3, Student: 27)
• ‘I liked the teamwork. The time flew by when you’re working in
groups’ (DCIII 2014c, Q.B6, Student: 11).
• ‘Group work was great. We got to just chat to each other all the
time. But like, we did do our work too’ (DCIII 2014a, Group
interview 1, Student: 3).
• Group work, it was good. It’s just working while you socialise’
(DCIII 2014a, Group interview 1, Student: 31).
• ‘The teams working together worked out well. We could like talk
to each other all the time without having to be quiet. We like
organised loads of other TY stuff when we were editing the
movie. Maybe I shouldn’t say that! Ah, we got all the work done
too though’ (DCIII 2014a, Group interview 2, Student: 14).
• ‘We could talk and have a laugh with each other as long as we did
everything well at the same time. Don’t cross [the researcher]’
[laughs] (DCIII 2014a, group interview 3, Student: 7).
• ‘The fact that you could just have a laugh and mess about a bit
with your mates was great. [The researcher] didn’t mind as long
as we could prove that we had loads of good stuff done’ (DCIII
2014a, Group interview 4, student 22).
• ‘Talking to friends is the best part of it. It’s relaxed and normal’
(DCII 2013, student 26).
In this feedback participants emphasised that working in groups was a
positive aspect of this English learning experience for them. Participants
also appreciated the opportunities to converse with their peers about
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social events or other school-related matters. Figure 7.31 below displays
participants socialising while working on their digital ensemble tasks.

Participants talk casually while working on their tasks, discussing progress to date
and composing music tracks for their digital ensemble stories.
Figure 7.31: Participants socialising while creating their digital ensemble
stories

These datasets signified that the participants understood that talking
and laughing with others was permitted as long as there was a very good
standard of work being completed simultaneously.
There were five students with special educational needs who
participated in this cycle. One student with special educational needs
provided the following feedback:
It was an excellent thing. For the future I think they should do
more of them because I think it’s an excellent experience for
confidence and making friends and just enjoying yourself and
being able to express yourself in the way you want to. So yeah, all
is good and I’m really enjoying it so far (DCIII 2014a, Group
interview 5, Student: 2).
This feedback corroborated the previous data concerning socialising
opportunities as outlined above. This participant enjoyed the process,
calling it ‘an excellent experience’ and indicated that she would like to
partake in similar programmes of learning, saying ‘I think they should
do more of them’. She also maintained that the learning approach
benefited her socially by building ‘confidence’, ‘making friends’,
‘enjoying yourself’ and ‘being able to express yourself’. These are highly
important factors for developing social literacy among our young people
and it is encouraging that these young people themselves are
recognising that different approaches to English education can bolster
this. Research on this topic suggests that although schools are indeed
bound by content coverage and state rhetoric there is a sense of duty to
create a learning environment in which students learn to become part of
that rhetoric in a socially responsive manner (Borko and Eisenhart 1992,
Grossman et al. 1999). English teaching provides this opportunity for
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learning through expressive engagement and creating parallel narratives
in order to encourage students to develop their social literacy and
agency (Goodwyn 2010a, Goodwyn 2012).
7.4.3.7 Mobile	
  devices:	
  the	
  iPad	
  
The iPad encouraged collaboration among participants, especially when
they were creating their Digital Ensemble Portfolio (DEP). The portable
nature of the device rendered it sharable between participants as they
adopted different roles within their groups. It also provided the
participants with the freedom to move to other spaces that were more
conducive to collaborative work for them. Figure 7.32 below depicts
participants using the iPads.

Figure 7.32: Participants using iPads collaboratively and constructively

However, the data from the second design cycle also indicated that the
size of the device might have been a barrier to effective collaboration
during the editing stage of the process. Each group was divided into
pairs because of the risk of the device becoming exclusionary or divisive
during this process. The DEP files were shared and each pair created a
digital story from their group’s Digital Ensemble Portfolio. Figure 7.33
overleaf displays the participants working in pairs.
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Figure 7.33: Participants work in pairs to sound mix the digital ensemble into a
story

This approach seemed to work well with participants responding that
‘working in pairs to edit the movie was really good. That way everyone
got a go’ (DCIII 2014a, Group interview 1, Student: 17).
7.4.3.8 Fear	
  and	
  risk	
  taking	
  
Some participants cited fear as a reason for being hesitant to commit to
the ensemble and digital ensemble process. One participant announced
that:
it was hard to just act in front of everyone. Like Jack and Andy
(pseudonyms) were laughing at me and Jane (pseudonym) and
then when they did they were laughing at themselves too. So, it
was grand and we all just had fun with it then. When you’re
trying to be all series about it all the time, it just looks really bad
when you see it back (DCIII 2014a, Group interview 5, Student:
41).
This participant suggested that feeling uncomfortable because of being
laughed at by peers might have hindered their levels of literary
engagement. This is certainly a very real threat for students and indeed
teachers when adopting innovation in the classroom. However, this
participant’s realisation that her peers laughed at themselves too
seemed to alleviate the pressure, saying that ‘it was grand’ then and ‘we
all just had fun with it’. Certainly this process of adaptation is not
instantaneous but rather it takes some time for the participants to
become accustomed to investing themselves in such an aesthetic
approach to engaging with literature.
Also, as is evident from the digital ensemble stories there was still some
resistance from the participants towards making deep connections with
the literature in order to validate their opinions. Figure 7.34 overleaf
displays still images from two digital ensemble stories created by
participants. These images convey aspects of the key moments in the
literature. It is interesting to note the difference between literal and the
metaphorical representations of the literature, signifying deep,
expressive connections with the key moments or the characters
involved.
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Digital ensemble story 1 scored 75/150 on the evaluation rubric

1. The image of a bus signifies a trip or
travels

2. The literal image of friends sitting and taking
in a park shows friendship

3. A bookshelf signifies learning

4. People sitting in a row and talking to each
other is used to convey communication.
Digital ensemble story 2 scored 120/150 on the evaluation rubric

5. The image of a white flower among
greenery is used metaphorically to signal
growth, adversity and triumph

6. The image of a lake edge is used to denote
possibilities and travel

7. This image of feet on the edge of water
8. The image of people/life in the background
is used to suggest decisions and life
is used to signify the outsider or the observer
changing moments
Figure 7.34: Still images from two digital ensemble stories depciting key
moments from the literature
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Images one to four depicted a literal and perhaps superficial
interpretation of the text. Images five to eight endeavoured to portray a
deeper engagement with the texts by conveying varying interpretations
of the images.
Therefore, facing fears during the ensemble process, regardless of the
capacity in which they are met with, is a challenging and exhausting
experience and should be met with patience, understanding and
encouragement (Berry 1973; Neelands 1985; Irish 2011).
7.4.3.9 Effort	
  and	
  inclusivity	
  
The questionnaire and group interview datasets indicated that authentic
effort from the participants was important for collaborative investment
in the digital ensemble process. Among the suggestions to improve their
ensemble practices and literary engagement were to ‘be a little more
alert and more communication with others’, to ‘make sure groups work
better and more democratically and to ‘focus and be more involved’
(DCIII 2014c, Q. B6).
This implied that participants recognised when they did not invest
sufficient effort, as they perceived it into engaging with literature
through digital ensemble. Also, these data evidenced that participants
desired to improve inclusivity within their groups to ensure that the
learning experiences is English was more engaging for all involved. For
more further data regarding the influence of dominant personalities in
group work see Appendix 17.
7.4.4 Technology	
  	
  
7.4.4.1 Quality	
  of	
  the	
  technology	
  	
  
Figure 7.35 overleaf reports that 30 participants rated the quality of
Technology as Excellent, 15 rated it as Very Good and one rated it as
Good while no participants selected Fair or Poor
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Figure 7.35: Quality of technology used

The group interview data reveal some participants’ feedback as follows:
Student 1: iPads are great. They’re easy to use.
Student 10: iPads are good for making this for class. They’re
easy to work.
Student 6: I like using the iPads. But I don’t know, like, for
competitions, like movie competitions and stuff though would
the quality be good enough in them (DCIII, Group interview 2,
Students 1, 6 and 10).
Since 30, or 65% of, participants rated the quality of the iPads as
Excellent and 15, or 33%, rated it as Very Good this indicated that most
participants seemed content with the technology tools used. In the
group interview most participants communicated that they were happy
with the iPad functionality for this purpose and that they were easy to
use. Figure 7.36 below displays aspects of the iPad’s functionality that
were employed throughout the process.

Storyboard outline for a creating a
movie trailer.
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Cinema quality titles and backgrounds.

Photobooth for distorting images.

Stop frame animation.

Transitions such as this mosaic one.

Music, sound effects and links to iTunes
Library and GarageBand.

A credits template to fill in.

Figure 7.36: Images form digital ensemble stories depict the functionality of the
iPads

Some participants questioned the potential quality of the iPads for use
in creating competition material. This indicated that this participant
now would like to consider such ventures, which is an exciting
development. However, the remit of this issue lies outside the scope of
this research study.
7.4.4.2 iPads	
  as	
  constructionist	
  learning	
  tool	
  
With 98% of participants, or 45 out of 46, rating the quality of the
technology used as either Excellent or Very Good, the data attested to
the extent to which participants approved of the iPads as tools to
facilitate digital ensemble in English education. In the feedback
questionnaire participants articulated that the ‘iPads were easy to use’,
‘simple to work’ and ‘straightforward’ (DCIII 2014c, Q. B4). A
demonstration was provided for the participants detailing the
functionality of the iPad and the various applications they would use
such as iMovie and iMotion and Voice Record Pro. Video data revealed
that within seven minutes of this demonstration the participants were
using the iPads for recording and editing content.
It would appear that the iPads were a user-friendly option for
participants and that they were confident with using these mobile
devices to construct digital artefacts. It was felt that the mobility of the
iPads created a constructionist learning environment in which
participants collaborated, actively participated, created, evaluated and
redrafted their work.
7.4.4.3 Digital	
  Ensemble	
  
The data intimated that participants valued the digital ensemble
process. The group interview revealed the following from one group:
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It was great because I learned how to make a movie properly and
not just about silly stuff, like about what we’re doing at school.
We had great fun recording our story (DCIII 2014a, Focus Goup
4, Student:15).
This participant referred to the fact that they learned how to create a
digital ensemble story ‘properly’ based on the material related to the
English curriculum. The fact that they had ‘great fun’ engaging with the
process of digital ensemble storytelling is a positive outcome of the
project for the participants. This was also reiterated by another group
discussion. One participant communicated their experience of digital
ensemble for engaging with the texts Big Maggie, Game of Thrones and
An Irish Airman Foresees His Death.

These three texts were interesting to stage. You could do it over
as many times as you want, like. We knew where we were going
off and when we did it again I suppose we knew the poems and
stuff better. We did it like, I was at the funeral setting but [the
camera angle] would be to the side because they’re talking about
buying a headstone. So it was quiet and kind of sad because it’s
not really big action. The lighting was sort of soft; a bit of mist
would have been good and maybe a bit of rain as well because
that’s always good for depicting sadness at a funeral. Then, queue
the ghost of Ned Stark narrating Yeats. I tell you, we had it all. Ok
so maybe our acting was terrible, but it got better and the freeze
frames were brilliant, if I say so myself (DCIII 2014a, Group
interview 5, Student: 31).
This participant indicated that their levels of active reflection on their
engagement and ensemble performances were augmented because they
‘could do it as many times’ as necessary. Figure 7.37 below portrays in
participants practicing their ensemble as a whole cohort and then in
their groups using the digital ensemble process.

Group tableau
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Creating objects from the texts

Key moment studies

Ensemble reading and lead reader

Figure 7.37: Participants use digital ensemble to engage with Big Maggie, Game
of Thrones and An Irish Airman Foresees His Death.

These datasets highlighted that the digital ensemble process magnified
participants’ self-awareness and performance-awareness, which in turn
heightened their personal and theoretical connections with the texts.
7.4.4.4 Design	
  brief	
  and	
  evaluation	
  rubric	
  	
  
The design brief and the evaluation rubric contained detailed criteria for
productive use of the technology. Participants expressed that ‘the guide
and the testing sheet kept us on track for using the iPads’ and ‘sure it’s
all there in front of you, what to do, you just tick it off and that’s it’
(DCIII 2014a, Group interview 1, Studnet: 12). These appear in
Appendix 6.
7.4.4.5 File	
  sharing	
  	
  
Although the Internet connection was switched off during engagement
in the digital ensemble process, it could be switched on whenever file
sharing was required. This can also be executed via a wired connection
to a computer. Sharing of resources and files was easily executed
through cloud storage options such as iCloud or Dropbox. The AirDrop
feature on the iPad allows wireless sharing of content between devices.
However, it is only available on iPad 4th Generation or later and since
these iPads were version 2, this option was not available for this project.
Dropbox was utilised for content sharing once the digital ensemble
process was completed. Participants reported on the use of file sharing
saying that ‘depending on Wi-Fi you could pass your stuff to another
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iPad. We only need this at the end though when we were in pairs editing’
(DCIII, Group interview 5).
7.4.4.6 Connectivity	
  
Participants communicated that connectivity between the applications
on the iPad was convenient and efficient. Most participants expressed
satisfaction when exporting content from one application and using it in
another, stating that ‘exporting stuff is easy. It’s quick enough too’
(DCIII 2014, Group interview 1). One participant also explained this as
follows: ‘you can take photos or video or record yourself or use the apps
like iMotion and everything is saved on the iPad. Then you open iMovie
and it all just appears there. It’s so easy’ (DCIII 2014a, Group interview
5, Student: 16). This suggested that the applications on the iPad synced
with one another seamlessly. There were no complaints from
participants in this regard. Figure 7.38 below displays the synchronicity
of the device.

The insert function in iMovie allows
access to the camera roll to insert saved
videos, photos or audio.

The export function in iMotion allows
access to the photo library or camera
roll on the iPad.

Figure 7.38: The synchronicity of iPad applications

7.4.4.7 Digital	
  creativity	
  and	
  productivity	
  
The data demonstrated how mobile devices could be employed as a
constructionist, educational tool to support creative ensemble
embodiments of English literature. Some participants communicated
that ‘we could use the mind map and do out all our ideas for
performances of the text and then put that into the learning vlog at the
end of the digital story too’ (DCIII 2014a, Group interview 2, Student:
39). Other participants added that ‘it’s so quick just to record all your
ideas and do your acting. Then you can write about it all after it because
you have something to say’ (DCIII 2014a, Group interview 2, Student:
2). Participants used free applications such as Popplet and iMind Map
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my popplet

to plan their digital reflective learning logs (RDLL) as depicted in Figure
7.39 below.

Peaceful risks
everything,
Maggie destroys
everything

Universal and
generational

Gives meaning to
life

Tears apart

Family

Rdll
Maggie, Peaceful,
GoT

Becomes stronger
Ideas:
written
Recorded
Voiceocer and
images

Death

Maggie' husband
Peaceful
Stark

Makes some
characters
stronger

We have all
experienced the
death of a loved
one or someone
we knew

Figure 7.39: Participants used mind maps to organise their reflective digital
learning log (RDLL)

Most participants indicated that this technology-enhanced approach to
embodying literature raised their productivity levels stating that
‘working in groups and using a tablet just makes it easy, it’s like, real.
You get it done without it being hard’ (DCIII 2014a, Group interview 5,
Student: 11). Another group of participants added the following:
Student 1: I worked harder doing this than in class.
Student 14: Well, I don’t know about that. We’re flat out all the
time in class, there’s no let up. But like doing it this way seems
easier. Like I was wrecked after that first day but you feel like you
have something to show for it.
Student 1: Yeah I suppose, like I’d be still sitting trying to think
about what to write in my essay but now I’ve so many ideas. I just
know the stuff now’. It’s weird. It would work for everything
though.
Student 23: Yeah but group work would. And tablets would. It
would take forever though maybe (DCIII 2014a, Group interview
3).
This feedback indicated that the digital ensemble approach to literary
engagement provided participants with a sense of achievement. It
appeared that the approach seemed easier to some participants although
they considered that they ‘worked harder doing this than in class’. It
seemed that this active approach to literature learning could provide
students with sufficient knowledge and experience to translate to other
dimensions of English education. Also, it would appear that this digital
ensemble approach rewarded creative engagement with literature and in
turn focused the participants’ sense of productivity. According to
Goodwyn (Goodwyn 2002) such an approach is needed in education
systems today where students can be encouraged to work creatively and
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involve themselves personally in their learning and reading of all kinds
of texts.
7.4.4.8 Trust,	
  respect	
  and	
  maturity	
  
Participants took the iPads outside to record their performance and to
capture still images that reflected the key moments in the text. Figure
7.40 depicts vignettes from digital ensemble stories that were created
outside. This scored 135/150 on the evaluation rubric.

Figure 7.40: Scenes from these digital ensemble stories depict participants
using the iPads outside

Data revealed that most participants responded positively to the
element of trust and respect for their maturity that was involved in
entrusting the mobile devices to them in this manner.
I like [...] that we were trusted to take them [referring to the
iPads] outside though. Yeah, I probably wouldn’t trust us! The
actual experience I thought it was pretty fun. I liked working on
iPads, that was pretty fun. And more time outside would be nice.
Can’t believe she trusted us with them. But like, everyone was
responsible enough with them anyway. And even we took loads of
silly photos and distorted them all and all that but we deleted
them all then and just kept the school stuff. We brought them
back, obvs [abbreviation for obviously] [laughs] (DCIII 2014a,
Group interview 2, Student: 9).
These data pointed to the levels of maturity required from participants
for this process to augment their engagement with literature. The fact
that participants ‘took loads of silly photos’ but then wiped them from
the device when they were finished and expelled that initial silliness
from their systems indicated that the more they engaged in the process
the more maturity they potentially developed (Illich 1973 , MacDonald
2012, Sime and Priestley 2005).
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7.4.4.9 Digital	
  fluency	
  	
  
Participants related their development of digital fluency throughout this
process. In the feedback questionnaire participants articulated their
fluency as follows:
•
•

•
•

Increase in knowledge of use of iPad and iMovie/ Learned how to
use an iPad/ IT Skills
How to create a funny and high quality trailer using an iPad
/Knowledge of trailer making/ Editing skills /Learned about
editing and filming/ Learned about editing /Editing experience /
How to edit/ Editing experience and knowledge
How to make movies /How to make a movie in iMovie /How to
make a trailer
Directing knowledge / Using iMovie /I now know how to use
iMovie correctly / Knowledge of iMovie (DCIII 2014c, Q. B5).

These data highlighted that participants rated digital fluency among the
primary experiences they gained from this English education process.
Such practices as using iPads, IT skills and moviemaking seem to be
important to them from the information above. The images below in
Figure 7.41 depict the apparent development in participants’ digital
fluency. These are vignettes from a digital ensemble story that scored
135/150 on the evaluation rubric.

	
  

The group use their group name as the
title for their digital ensemble story.

The filmstrip motif is used throughout
the process to frame the story.

The stars from the Title page options
are used without the title text to
provide effect for one key moment
from The Walking Dead in which a
police officer was shot.

Appropriate transitions, such as this
page curl, are employed throughout.
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Scenes are shot in a combination of
locations such as outside, inside with
the lights dimmed and against
appropriate backgrounds. Scenes also
include title pages with quotes from a
variety of texts that participants
linked together to compare key
moments and themes from the
literature.
Figure 7.41: digital ensemble stories depict the development in participants'
digital fluency

During the group interview one group talked about their newly acquired
digital ensemble storytelling skills:
I enjoyed making [the digital story]. It was good fun. If I was
doing it again I would take the camera from an angle instead of
doing it straight from the front. We were just saying we know
now about camera angles, wide shots and stuff and camera tricks
to tell the story. Because if you do a close up on someone’s face
then obviously it’s important. And all the editing, cutting,
trimming and that kind of stuff was great. It’s like three courses
in one: English, moviemaking and acting (DCIII 2014a, Group
interview 3, Student: 24).
This feedback highlighted the importance of storytelling, film editing
and literary engagement to these participants. Therefore, these data
indicated that the digital ensemble process encouraged participants to
reflect, evaluate and analyse literature. Such learning processes are ever
important for meeting the demands of studying English literature
(Graves et al. 2010). For further information regarding sound quality
and music see Appendix 17.

7.5 Chapter	
  Summary	
  
This chapter presented the final iteration of the research study to
explore the potential of mobile technology and drama-based education
to augment students’ literature learning. This design cycle comprised
the capstone iteration of the digital ensemble approach to engaging with
literature.
The chapter indicated the impact of the learning approach on students’
experience of literature learning. This final cycle also highlighted the
points of critique of the design that arose from the data in terms of the
process and the products or “things of significance” produced by the
students. These points are important for the design and implementation
of future similar interventions. The ENaCT framework framed the
analysis, portrayal and discussion of the findings. The design themes
that comprise ENaCT: ensemble, narrative, collaboration and
technology, were applied to each of the three iterations of the study. The
numerical portrayal of the three cycles is provided in Table 7.5 overleaf.
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!
!
Number!of:!

Design'
Cycle''
One''
45!
2!
3!

Design'
Cycle''
Two'
46!
2!
0!

Design'
Cycle''
Three'
45!
2!
0!

TOTAL'

Students'
131!
Teachers'
2!
Special'Needs'
3!
Assistants'
Observing'educators' 4!
0!
0!
4!
Weeks'
3!
6!
6!
15!
Contact'hours'
17!
34!
34!
85!
Video'data'hours'
26!
41!
40!
107!
!
Table 7.5: Details pertaining to participants, duration and video data of the
three cycles

Chapter 8 will summarise and discuss the general findings and
conclusions of the three design cycles. It will consider to what extent the
research questions have been addressed. Also, the chapter will provide
an overview of the criteria, sensitivities, informants and resources that
comprise ENaCT, which are available for consultation for other
educationists wishing to design digital ensemble approaches to
augmenting students’ engagement with literature.
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8 Chapter	
  Eight:	
  Findings	
  and	
  Conclusions	
  
8.1 Summary	
  of	
  the	
  thesis	
  structure	
  
Design-based research views a successful innovation as a joint
product of the designed intervention and the context. [...] The
intention of design-based research in education is to inquire more
broadly into the nature of learning in a complex system and to
refine generative or predictive theories of learning. Models of
successful innovation can be generated through such work—
models, rather than particular artifacts or programs, are the goal
(cf. Brown & Campione, 1996).
(Design-Based Research Collective,2003).
This thesis explored how digital ensemble and digital storytelling can be
implemented as a teaching and learning strategy to encourage students
to engage with literature. Through the ENaCT framework, the thesis
attempted to enumerate this process in order to produce design
guidelines and criteria as a base framework for educationists and
technologists wishing to implement technology-enhanced innovations in
their classrooms to enhance the literary and learning experiences of
students. Each of the three iterations of the study was designed in
accordance with the criteria of ensemble, narrative, collaboration and
technology and key criteria for the ENaCT framework subsequently
emerged from the data to produce the prototype model.
This thesis identified the gaps in the research regarding the practical
application of such a design model for supporting the use of digital
ensemble practices to support and enhance the literature learning
experiences of students at post-primary level. Therefore, the aims of this
research were to:
1. Explore the culture of innovation in English education, including
processes of collaborative literary engagement, drama-based
strategies and technological affordances
2. Highlight pedagogical issues of championing innovation in English
education as well as the educational complexities of integrating
drama-based education and technology in the classroom in the
context of curricular design
3. Communicate the central criteria of an effective drama-based,
technology-enhanced intervention to support literary engagement
experiences for students
4. Employ these criteria to design and progress a digital ensemble
process of literary engagement for students
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5. Analyse students’ feedback of the innovation, including the richness
of their experiences and their literature learning
The introduction to this thesis in Chapter 1, described the rationale for
the research and the pertinent issues to be addressed by the research
study. It also referred to the researcher’s biographical motivations for
undertaking this study. The research questions to be explored
throughout the study were identified and outlined in this chapter. They
were:
1. How can digital ensemble be integrated into English education to
encourage students to engage with literature?
a. Can digital ensemble create novel and engaging
possibilities for students' engagement with literature?
i. If so, what are these creative and innovative
possibilities and what characterises them?
b. What are the main criteria of an effective digital ensemble
design to encourage and support engagement with
literature?
c. What design informants will support an effective model of
digital ensemble that promotes and enhances engagement
with literature?
Chapter 2 reviewed the extensive research literature on innovative
classroom practices in two main strands: innovation in English
education and technology-enhanced learning. The chapter outlined the
requirement for a systematic approach to the design of innovative and
creative English pedagogy. Furthermore, this chapter identified gaps in
the research concerning the use of drama strategies and technology in
English education to encourage collaborative and active engagement
with literature. It also elucidated the characteristics of successful and
effective pedagogical approaches to active teaching and learning
strategies that enhance literary engagement. The methodological
requirements of this study to be addressed by the design of the
intervention were also identified. Four main design themes emerged
from the review of the literature: (1) ensemble, (2) narrative, (3)
collaboration and (4) technology.
Chapter 3 considered the orienting theoretical framework for this
research study. The four design themes that emerged from the review of
the literature in Chapter 2 were outlined and discussed theoretically in
this chapter. The prototype design model, ENaCT, was also introduced
in this chapter. Consequently, the ENaCT model framed and informed
each design cycle.
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In Chapter 4 the rationale for selecting Design-Based Research (DBR) as
the methodology was discussed, in accordance with the methodological
requirements of the study, which were identified from the literature
review. The DBR process is grounded in a robust theoretical framework
which helps to guide practice and inform the resultant design model
while also contributing to theory. This chapter also outlined the research
strategy as well as considering issues regarding triangulation, validity
and reliability.
Chapter 5, 6 and 7 enumerated the cyclical approach to implementing
the innovation. These chapters outlined the iterative design process that
was undertaken with the students and the schools. Examples of the
digital ensemble process in real world contexts and practices were
provided. These chapters also highlighted and discussed participant
feedback in the context of researcher’s observations and the theoretical
base of the research. Finally, this chapter summarises the entire thesis
and highlights the prototype design model, ENaCT.

8.2 Indicators	
  of	
  engagement	
  with	
  literature	
  
The data collected from the three cycles of the innovation pointed to a
set of indicators of and criteria for literary engagement. These indicators
could provide focus and direction for the teaching, learning and
assessment strategies for such a digital ensemble English module.
These data and the works of Goodwyn (2002, 2011), Keene and
Zimmerman (1997), Rosenblatt’s (1986) Reader Response theory, and
Winnicott (1991) enhanced the concept of engagement with literature
that this research explored. It was considered that such an aesthetic,
experiential and affective process of literary engagement encouraged
students to emotionally engage with the issues and conflicts within the
world of the text as related to their own experiences. The ENaCT process
for engaging with literature using digital ensemble practices offered
students the opportunity to develop reading habits that are transferrable
to different learning environments beyond the school life. As highlighted
in Chapter 7, Figure 7.11 was considered to be a particularly successful
digital ensemble story and a meaningful artefact of significance (Resnick
1996, 2002). The students in this group demonstrated that responding
personally to a text is an aesthetic process that draws on personal
experiences, as described by Goodwyn (2012) and discussed in Chapter
1. The students were not concerned with extracting information from the
text, referred to as ‘efferent reading’ by Rosenblatt (1986) and described
in Chapter 2. Instead, this digital ensemble story evidenced a
transaction between the reader and text, which encapsulated a process
of making meaning from the literature and living through the world
constructed from that transaction.
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Furthermore, the literature concerning reading comprehension and
analysis strategies in English education (King 1993) informed the
development of these indicators. The key characteristics of this process
included: (1) making personal connections with the text in an expressive
and affective manner using ensemble, (2) illustrating the connectivity
between texts of varying genres through collaborative, comparative
analyses of key moments using digital ensemble and (3) demonstrate an
appreciation for the abstract complexities of a text and how it relates to
the world around them. These characteristics can manifest through
engaging with a series of digital ensemble tasks that encourage students
to have fun, become confident language users and engage in creating
products that evidence their learning and that are of personal
significance to them.
It was felt that the digital ensemble stories designed and constructed by
students, in particular those in Figure 6.18, Figure 7.11, Figure 7.16 and
Figure 7.22 evidenced a process of making meaning in that “third space”
between the reader and the text (Rosenblatt 1986, Winnicott 1991).
Chapter 1, section 1.3.2 described how this research study characterised
literature and engagement with literature. These characteristics are
outlined below:
• Students constructing unique meaning from their reading of the
text
• Students having fun and actively participating in the process
• Expressive and aesthetic responses to a series of texts,
considering tone, theme, structure and language use
• Connecting with the lives of the characters, plots and dilemmas
within texts
• Ability to relate the world of the text to real, authentic
experiences
• A comparative analysis of key moments within texts that are
powerful and emotive
• Being proud of their digital products and have a sense of
gratification upon completion
• Collaboration and the development of self-awareness and
confidence in their engagement with the texts
• A sense of demystifying the text whereby students’ literary
engagement and digital products are of personal significance to
them
The various digital artefacts created by the students evidenced to
different degrees these characteristics of engagement with literature
while responding personally and emotionally to the world of the texts.
Therefore, since the designed digital ensemble intervention achieved
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these sorts of outcomes, it was considered that the study facilitated
successful engagement by students with English literature. The primary
research question was: How can digital ensemble be integrated into
English education to encourage students to engage with literature? It
was felt that the narrative of the ENaCT process and the evidence
provided by the digital ensemble stories addressed this question in
terms of the creative and innovative possibilities of digital ensemble to
mobilise and augment students’ engagement with English literature.
Therefore, indicators of engagement with literature emerged from this
research. Such indicators can be divided into three categories: 1) task, 2)
literature and 3) concept. A Venn diagram was developed by the
researcher to highlight how engagement within each category and
between the categories characterises different forms of literary
engagement, as evidenced during this research study. For the purposes
of this research these were termed as follows by the researcher: a) basic
literary engagement, b) static literary engagement, c) concealed literary
engagement and d) true literary engagement. It was noted that basic
literary engagement could occur when students evidence engagement
with the given task and the superficial nature of the literature. Static
literary engagement could occur when there is evidence of engagement
with the literature and the concepts evoked by the text(s). There is
potential for concealed literary engagement when students engage with
the given task and the conceptual basis of the text(s) but show no
evidence of deep knowledge of the text itself. Therefore, true literary
engagement can occur only when there is engagement with the task, the
components of the text(s) and the concepts evoked by the text(s).
Figure 8.1 overleaf illustrates these indicators of engagement with
literature as informed by the data.
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Concept

Literature

Static

True

Time spent on task

Active Participation

Performance criteria Self-awareness Productivity
Performance awareness

Creativity

Mutual encouragement

Originality
Fun

Task
Figure 8.1: Indicators of engagement with literature, as conceived of by the
researcher

8.3 Design	
  Guidelines:	
  the	
  ENaCT	
  model	
  
As a result of this study, the theory and practice interconnected to
inform the design of the ENaCT model and its principal criteria. This
section will address the following two ancillary questions of the
research:
a. What are the main criteria of an effective digital ensemble
design to encourage and support engagement with
literature?
b. What design informants will support an effective model of
digital ensemble that promotes and enhances engagement
with literature?
As outlined in Chapter 4, McKenney and Reeves (McKenney and Reeves
2012) refer to this as the proximal and distal contributions of the
research. The practice helped to produce the maturing interventions as
signified by the student artefacts while the process also contributed to
theoretical understanding through the development and refinement of
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the ENaCT model. These design sensitivities comprise the set of
guidelines for implementing a similar approach within educational
contexts. The model also comprises five key design informants for
consultation when designing an effective learning process of digital
ensemble to support literary engagement
8.3.1 Design	
  criteria	
  	
  
The following are the four key criteria and guidelines that inform the
design and implementation of digital ensemble pedagogy to enhance
students’ engagement with literature.
8.3.1.1 Ensemble	
  
1. Quality participation: the quality of participation of students
and teachers is an important criterion for this ensemble model to
be effective (Neelands 1985). The physical action of learners
engaging in ensemble approaches to critically read literature
could enhance personal and emotional engagement through
physical embodiment of the text. Physical actions must set the
tone, create energy, help to build fluency, establish eye contact
and help to determine the Self in relation to Others. Building
performance awareness through the use of performance criteria
and the recording process encourages reflection on the learning
and a commitment to the experience (Kane 2004, Morgan and
Saxton 1987). By implementing ensemble strategies that are
designed to ease discomposure and support engagement, the
process should become productive and fun. In this sense,
ensemble should help to build self-awareness and selfconfidence. Ensemble activities should encourage collaboration
and critical thinking while ‘doing’ the texts. Therefore, sufficient
quality time should be afforded to this learning process (2003,
2008a, Boyd 2008b, Heathcote and Herbert 1985, 1985,
Neelands 2009).
2. Distribution of power: It is vital that the ensemble approach
to literature learning or learning in general is geared towards
empowering students. The teacher should act as facilitator,
supporter and encourager (Britton 1970), or as ‘stage crew’ as
referred to by one of the study’s participants. The concept of
democracy in learning should be upheld during implementation
of an ensemble approach in teaching and learning as a way to renegotiation the laws and boundaries of learning (Neelands
2009). The point should be that we all learn from each other as
we build a community of practice comprising a liberal concept of
‘teacher-student with students-teachers’ in a meaning making
process (Freire 1970, Heathcote and Herbert 1985, Lave and
Wenger 1991).
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3. Space: In order for the ensemble approach to be effective in
terms of physical activity and creating energy in learning, large
spaces are preferable (Aitken et al. 2007, Boyd 2008b, Petty
2009). Obstructions to the flow of work should be cleared and a
dynamic learning space should be developed in which students
feel safe and comfortable to express themselves physically. For
further analysis of the importance of space as the “third teacher”
please refer to the philosophy of the Reggio Emilia schools which
considers the learning environment as a pedagogue (Brookes and
Hardy 2002, p.23). Suitable spaces can include a school
gymnasium, sports hall or common room as well as any outdoor
spaces. Where classrooms are used, ensure that all chairs, tables,
schoolbags and other obstruction are moved to the side, away
from the flow of work and energy (Irish 2008, 2011).
4. Creativity and aesthetic experience: It is important to allow
students the time, a sense of freedom and suitable resources to
be creative (Robinson 2006). Ensemble activities should be
designed to encourage emotive responses to texts, embody
feelings and articulate ideas and reflections and reactions to the
literature (Boyd 2003, 2008b). It should be an interactive and
social experience that builds self-awareness and confidence
through making aesthetic connections with the literature or
subject matter. To this end, the ensemble approach should be
taken seriously, relevant to real life, and expressive in order to
allow learners to make meaning that is memorable (Boyd 2008b,
Catney McMaster 1998, Irish 2011).
8.3.1.2 Narrative	
  
1. Structure: Two elements of structure concerning the narrative of the
approach were important; these are the layout of the learning approach
and the structure of the story. The learning experiences should be
designed to be comprehensible and familiar to the learners. Therefore,
maintaining the routine of beginning with fluency building activities in
ensemble and digital storytelling, progressing to in-depth ensemble
approaches and culminating with a showcase and feedback session
proved vital to the effectiveness of the experiences for learners. Then,
the structure of the story is important to encourage learners to be
creative, reflective and to help them to make sense of their learning
(Bruner 1990). Providing students with clear instructions and resources
in the format of a design brief helps them to structure their digital story
and frame it within the context of the subject content knowledge.
Activities such as story circles, intermittent showcases and feedback
sessions, and resources such as storyboards help to delineate and
negotiate the criteria for success (Barrett 2005, Ohler 2008).
Structuring their digital story narratively support students in making
sense of the subject matter while also articulating the meaning they
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formulated (Banaszewski 2005, Barrett 2005, Bruner 1991, 2002, Jakes
2005, Kajder 2004, Lambert 2002).
2. Relevance: Narrative approaches can also help to make the process
relevant to students by breeding familiarity. Creating a sense of
relevance can be achieved by linking context to the curriculum or the
lives and needs of the students, or preferably both. Using particular
teaching strategies and resources that help students to make
connections with the world of the texts, can enhance their overall
learning experience (Keene and Zimmermann 1997). Such an approach
of making the strange familiar and the familiar strange can encourage
reflection on and engagement with the literature (1990, Bruner 1991,
2002, Crace 2007, 1933, Dewey 1938, Kolb and Kolb 2005, Kolb 1984).
3. Personal voice: Creating stories that contain a first person
narrative can encourage students’ connections with the subject matter
and enhance their power of self-expression (McDrury and Alterio 2002).
Including personal voice in the story can augment engagement and
critical reflections of the topic as well as personal learning experiences.
When this is fortified with the multimedia elements of images, music
and sound effect it can increase the power of the story to connect to its
audience (Craft and Jeffrey 2003, Graves et al. 2010, Mendelowitz
2014).
4. Ownership: Creating a meaningful artefact of significance and
relevance can encourage students to become more committed to the
process (Papert 1987, Schiff 2012). The digital ensemble stories can
empower students to say something importance in an interactive, multisensory and aesthetic manner. By empowering the students to take
charge of their own creations including decisions about content,
direction and editing it provides them with a sense of ownership of the
content. Creating digital content is becoming increasingly important for
young people of today and the future (Livingstone and Haddon 2009).
8.3.1.3 Collaboration	
  	
  
1. Team building: The importance of group identity and team building
is a significant part of this learning process (Petty 2009). Intuitive
grouping and assigning groups roles can help to encourage effort and
inclusivity. Likewise, permitting self-designating grouping can also
encourage a sense of responsibility and ownership of the learning
process. Team building efforts can help to build community, develop
shared goals and enterprise and enhance a sense of unity and
camaraderie towards productive endeavours (Lave and Chaiklin 1993,
Lave and Wenger 1991, Maxwell 2013). Working cooperatively and
collaboratively within groups builds self-esteem through a process of
creating shared experiences (Halpern 1994, Johnson and Johnson 1994,
Mitra 2003, Mitra 2005). As Paulo Freire (1970) suggests, it is vital to
create a ‘teacher-student with students-teachers’ relationship of joint
responsibility (p.72 & 80).
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2. Fun: Creating and allowing a sense of fun to develop is important for
effective collaboration in learning. Fun, laughter, pleasure and
enjoyment should be encouraged through such a story-creating process.
This helps to create, nurture and preserve energy for learning and
engagement and attends to the full range of human needs (Goodwyn
2010a, 2010b, 2008a, Neelands 2009).
3. Scaffolded instruction: Designing and employing instruction that
is scaffolded will help to build fluency and mastery in learning tasks
through creating a safe, familiar space where learning through
collaboration is encouraged (Larkin 2001, Van Ments 1999). Such
collaborative practices as warm up activities, story circles, feedback
sessions and showcasing opportunities can help to make students feel
comfortable with being together in the moment and sharing their
authentic and emotive responses and opinions. Embedding essential
requirements and tasks that are scaffolded and pitched with the Zone of
Proximal Development (ZDP) of the students, can encourage them to
work together by assuaging their fears and ensuring some level of
attainment for each participant (Dixon and Ishler 1992, Wood et al.
1976).
4. Socialising opportunities: It is essential to appreciate that a
healthy level of noise and conversation is acceptable and indeed
important during such teaching and learning endeavours. Such activity
can help to support the development of trust, respect, friendship,
cooperative behaviour and citizenship (Cohen 1994, Zins and Elias
2007). Collaboratively devising a learning contract with students can
enhance the sense of shared democracy in the process and bolster a
participatory approach by all students. Allowing sufficient time for the
showcase encourages students to share their work and to provide and
gain constructive feedback on it. Socialising with peers can encourage
students to be true to themselves while developing a sense of social
agency and literacy and becoming socially responsive in general (Boyd
2008b, Grossman et al. 1999, Neelands 1992, Timpson and Burgoyne
2014).
8.3.1.4 Technology	
  
1. Intuitive technologies: It is vital to choose technologies that are
user-friendly, easy to use and constructionist (Papert 1990, 1993). The
technology should be learner-centred and promote a process of inquiry,
communication, construction and expression (Bruce and Levin 2001).
Preferably, mobile devices should be employed during the
implementation of such an innovation, in a ‘less is more’ approach. The
devices should be reliable, durable, have excellent connectivity and file
storage options, and access to free applications that can be used for
educational purposes. Although Internet access is not required for this
digital ensemble approach, it would prove beneficial in terms of cloud
storage uploads and file sharing. The devices and technologies used
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should contain built-in microphones, excellent sound quality and access
to music and sound effects. Storytelling applications should be included
that facilitate editing, sound mixing and easily link with other
applications on the device. Due to the fact that the devices are mobile,
an element of relationship building, trust and respect is needed between
students and teachers. As Hodgson notes, ‘[g]ood relationships are of
course the sine qua non of effective work with students’ (Hodgson 2011,
p.257). The devices used in this study were iPads with applications such
as iMovie, Voice RecordPro, Camera, iBooks, iMindMap, iMotion being
used.
2. Digital fluency: Building on students’ technological capability and
ability is a large part of this approach. Therefore affording them
sufficient time for demonstrations of the technology as well as practice
with its affordances is essential. Accordingly, including low stakes
technology tasks at the outset helps to address their concerns, build
familiarity and develop technology fluency or self-efficacy (Bandura
1977, Ottenbreit-Leftwich 2007). Such tasks include students creating a
fun News Item digital story based on their own experiences.
3. Artefacts of significance: The process should encourage students
to make multifaceted and meaningful artefacts of significance as they
progress through the digital ensemble learning journey (Resnick 2002,
Bruner 1990, 1987, Papert 1990, 1993). Activities such as the digital
ensemble, the Digital Ensemble Portfolio and the digital reflective
learning log can encourage students to think reflectively and critically
about how they evidence their learning journey. It also supports the
development of skills such as time management, organisation, problemsolving and communication (2005, Barrett updated 2014, Ohler 2008,
Porter 2005).
4. Creativity and productivity: Technologies should support
students to be creative and productive in their learning (Bruner 1990,
Livingstone and Haddon 2009, Papert 1993). Promoting tasks and
activities that encourage the use of interactive content can inspire
students to be original, unique, resourceful and innovative. Such
activities can include using digital mind maps to synthesise voice, image
and video into a coherent plan of their literary engagement process.
Creating such original digital content should be initiated to help raise
students’ productivity levels since time is not wasted procrastinating.
Instead students feel energised and excited by the prospect of learning
in a multifaceted way. Creating their own digital content can provide
them with a sense of achievement. This process also requires a growth in
the maturity levels of the students since they need to take responsibility
for the direction and the processes of their own learning (McEuen
2001). Of significance then is the availability of support for students
since they might struggle initially with the technology in terms of its
functional, creative and productive potential. Support can be provided
by the teacher in person, from peers, through a virtual learning
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environment (VLE) or by creating and using media such as a YouTube
trouble shooting channel. It is also necessary then to address the
potential barriers to implementing technology-enhanced learning with
students (Ertmer 1999, 2005).
8.3.2 Design	
  informants	
  of	
  the	
  ENaCT	
  model	
  
Owing to the potential richness and diversity of learning experiences
with literature that such an approach would entail, it was necessary to
articulate the design informants for consideration when implementing
such an innovation. So as to create an effective design for the digital
ensemble pedagogy to enhance literary engagement, this research
recommends that the following five informants be incorporated into any
design process.
8.3.2.1 Student	
  voice	
  
Of significance to the design of this model was the voice of the students.
The digital ensemble process should be developed in situ and form part
of the daily routine and life of students’ learning experiences in school.
Following each design cycle, student feedback should be obtained and
analysed in order to inform the successive iterations. Such an informant
should detail the students’ experiences, feeling and opinions with regard
to their learning experiences, ensemble and technological fluency,
interests, their Zone of Proximal Development (ZPD) and their a priori
knowledge. It should also include their sense of comfort with the entire
process as well as any enjoyment, pleasure and fun they experienced.
8.3.2.2 Educational	
  context	
  
The process must be sensitive to the education system in general,
bearing in mind any current and pending transformations and changes
to pedagogical practices that might support learning. The design must
consider the affordances and the constraints of the English curriculum
as well as other cross-curricular opportunities. Of critical importance
would be the prescribed curricular material, educational ethos, as well
as the requirements and pressures of assessments. It is also vital to
consider the process in the broad terms of academia as well as
vocational training.
8.3.2.3 Building	
  partnerships	
  	
  
The collaborative element of this approach is of paramount importance
of its prospective effectiveness in enabling students to engage actively
and emotionally with literature learning in a safe and supportive
environment. The collaborative process needs to be open and honest in
terms of realising the messy nature of such an approach to literature
learning. As such, it is critical to appreciate the real contexts of learning
in schools and in life. Collaboration can take many forms such as formal
collective intelligences initiatives but it can also be informal. Although it
may be framed and scaffolded with the strategies and resources, it is
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important to build trusting relationships with students so that they can
work on their projects in class, in the school building or on school
grounds during their class time or even outside of school time.
It is also important to mimic and exemplify this collaborative process in
professional terms across teachers and staff at the school and outside if
possible. Partnerships such as those created within subject departments,
whole school or community initiatives are encouraged.
The input of a ‘critical friend’ is advised in order to evaluate the process
independently. This can help to ensure the democratic, collaborative
nature of the process is working effectively for the students. This can be
gained from other staff members, other teachers, online collaborations,
school inspections and educational events and conferences.
8.3.2.4 Local	
  context	
  
The design and its implementation must be sensitive and respondent to
the local context of the school or learning environment. The school’s
tradition and ethos should be upheld. The school calendar should be
consulted in advance and all necessary permissions should be sought
from school management where necessary. The entire process should be
explained well to the students and it is vital that they have an
understanding of the requirements of the process and their
responsibilities within it. Full attention should be afforded to ethical
principles. Further to this, the availability of resources such as
technology, Internet access and training must be taken into account.
The design should also address such spatial requirements as room
allocation, availability of open space or large rooms and adaptable
classroom layout.
8.3.2.5 Ubiquitous	
  technology	
  
An effort should be made to conduct the innovation in situ with
technology that fits the process. The technology should only be selected
for its suitability and effectiveness in achieving the overall design aims.
It should also be aligned to the narrative design of the learning
experiences and be ubiquitous in its nature. The implementation should
be iterative, bearing in mind the primacy of endeavouring to build
technology fluency with students, and indeed teachers. In considering
what type of technology fits the process, the above elements of one to
four are of significance.
8.3.3 The	
  ENaCT	
  design	
  model	
  
These four design criteria and supporting five informants are illustrated
in the ENaCT model in Figure 8.2 overleaf. These elements are not
exhaustive and this is not a finished design but rather a prototype
model. As McKenney and Reeves suggests this model signifies the distal
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contribution of the research (McKenney and Reeves 2012). Its purpose
is to provide a developing theory of practice that is potentially
transferrable, adaptable and therefore adoptable by others desiring to
implement innovation within the same field of practice.
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Further to this, the research study also informed the design and
development of a short course for the new Junior Cycle Student Award
(JCSA). These are courses offered as part of the revised junior cycle and
are designed for approximately 100 hours of student engagement. The
researcher developed a programme of literary engagement using iPads
entitled ENaCT-It and is included in Appendix 16. All templates,
guidelines and standards set down by the National Council for
Curriculum and Assessment (NCCA) were adhered to. It was considered
that this course could be termed a “medial” output, as inspired by
McKenney and Reeves’ (2012) concept of proximal and distal outputs.
The course has potential for use within local and national learning
contexts while it could also be adapted for an international context. The
template appears in Appendix 15.

8.4 Summary	
  and	
  reflections	
  
8.4.1 Contribution	
  to	
  research	
  
This thesis offered answers and reflections to the questions that the
research set out to explore. This research has made a threefold
contribution to the understanding of digital ensemble pedagogy to
enhance students’ engagement with literature.
Firstly, the research helped to establish systematically the potential of
digital ensemble as a technology-enhanced process for literary
engagement to support and enhance drama-based pedagogy.
Secondly, through the detailed articulation of a repeatable DBR process,
the thesis demonstrated practically how technology can be integrated
effectively within ensemble pedagogy.
Thirdly, the thesis contributed to advancing design research in
education, through the production of an educational design model:
ENaCT, which will potentially be adaptable and adoptable by other
educationists and educational researchers, in using technology to
enhance ensemble or drama-based education. There is significant crossdisciplinary potential for this approach within education. Figure 8.3
overleaf depicts the main outputs of this research as adapted from
McKenney and Reeves’ (2012) generic model for design research in
education, previously referred to included in Chapter 4.

	
  

348

Chapter 8: Findings and Conclusions

&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&Implementa.on(&(Spread&&
&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&ENaCT&over&3&DBR&Cycles&&&3&Years&
Maturing((
Interven.on(
ENaCT&Process&with&
Pupils&and&Schools&
(Proximal)&

Analysis(

Explora.on(

Design(

Evalua.on(

Construc.on(

Reﬂec.on(

&
ENaCT&Products:&&
Pupils’&CreaGve&and&
CollaboraGve&Artefacts&
(Proximal)&
&
ENaCTKIt&Junior&Cycle&
Short&Course&
Indicators&of&Literary&
Engagement&
(Medial)&
Theore.cal(
Understanding&&
ENaCT&Design&Model&
(Distal)&

Figure 8.3: ENaCT design model adapted from the generic model for design
research in education (as cited in McKenney and Visscher-Voerman 2013, p14
with original in McKenney and Reeves, 2012)

8.4.2 Conclusion	
  
The three design cycles that were implemented with students
demonstrated the potential impact of the digital ensemble storytelling
approach within English education and in particular to enhancing
student engagement with literature. The process helped to form
students’ learning of literature in a participatory and dynamic manner
and the overall response from the students concerning their learning
experience was positive.
The affordances of the digital ensemble approach were significant
contributions of the study. These included active participation,
collaborative engagement, physical involvement, embodied texts and
digital representations of the literature. This research highlights that
most of the students involved in the process evidence enhanced literary
engagement during and subsequent to the process. Students were
positive about making their connections with the texts actively and
collaboratively on three levels of critical thinking: Text-to-Self, Text-toText and Text-to-World (Keene and Zimmermann 1997). Some of the
reasons for this include students recording themselves and each other,
which encouraged greater reflection on the choice of texts, selection of
excerpts and key moments. Also, witnessing their performances enabled
their connections with the texts personally, emotional and critically.
Another positive aspect of students’ feedback was that the digital
ensemble process enabled students to organise their thoughts, reflect on
their engagement with the texts, refine and organise their learning into
an interlinking snapshot of the their experiences with the literature.
Students reported that recording their ensemble performances of the
literature helped to mature their understanding of the process of
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critically reading and appraising a text while offering personal insights
to and critical reflections of it. Selecting the recordings also proved
important since it encouraged students to link texts through various
themes as well as social and cultural contexts. Students articulated that
organising the recorded clips reflected the prewriting stages of writing
while the reflective digital learning log (RDLL) helped them to
summarise their learning experiences. Another reason students
provided for their perceived deeper literary engagement was the digital
storytelling process. Learning elements such as the storyboard and story
circle activities as well as creating the narration, music and sound effects
for their digital artefact helped students to portray their learning story.
Being able to show their selection of snap shots of the most pertinent
moments, themes and contexts within the literature, their
interrelatedness and the relevance to the lives of the students proved
important to the students. The music and sound effect further enhanced
their feelings, opinions, thoughts and projections of those critical
readings and performances.
Further reasons students provided concerning their critical engagement
with the literature was the discursive process of peer work while the
teacher/researcher adopted the role of facilitator and helper rather than
as the untouchable sage. The group activities in the pre-ensemble
(building ensemble fluency) stages helped students to develop
confidence in the process and in their own ability. In this respect the
element of trust was significant. Building fluency in technology and
ensemble was crucial, as was the fact that it was fun and enjoyable for
the students. The students articulated that being afforded the
opportunity to engage with literature, as a process – to plan it using
critical thinking or collective intelligence approaches and to engage in a
trial and error process – was beneficial to their literature learning.
8.4.3 Future	
  research	
  
This thesis explored how digital ensemble can be integrated into English
education to encourage students to engage with literature. Against the
backdrop of innovation in English education, the development of digital
fluency and the landscape of educational change, the importance of this
research topic lies within the shift from systems of rote learning and
standardised assessment practices to collaborative and creative
schooling of the future (Boyd 2008b, Hodgson and Wilkin 2014, Ohler
2008, Sahlberg 2009, Mitra 2005 and 2010).
At the time this thesis went to print the latest data from the
OECD concerning the potential of technology for learning was published
in September 2015 and was entitled: Students, Computers and
Learning: Making the Connection (OECD 2015). This publication
conveys that the potential of technology for teaching and learning has
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yet to be harnessed by schools. The publication notes that although
certain countries had invested heavily in the digital infrastructure of
their schools, the PISA results attest to the fact that there has not been a
marked improvement in young people’s proficiency in reading,
mathematics or science. OECD Director for for Education and Skills
Andreas Schleicher, stresses that
[t]echnology is the only way to dramatically expand access to
knowledge. To deliver on the promises technology holds,
countries need to invest more effectively and ensure that teachers
are at the forefront of designing and implementing this change
(OECD 2015).
Since this research, and that of Livingstone and Haddon (2009)
demonstrated how technology-enhanced learning could be designed to
mobilise and augment students’ engagement with English literature,
future research could explore how digital ensemble pedagogy might be
integrated on a school wide basis in a cross-disciplinary process.
Therefore, there is potential for practitioners and educationist to be at
the forefront of designing and implementing this change as Schleicher
advocates. Further, the uses of this approach could be explored within
initial teacher education (ITE) and teacher continuous professional
development (CPD), since this research adopted a broad, encompassing
definition of digital storytelling and digital ensemble (Ohler 2008,
Robin 2006, 2008). Therefore, the landscape of integrating digital
ensemble storytelling is open to the affordances of any new media,
multimedia or technology tool that empowers students to tell the story
of their learning. This research study and the extant research literature
(Livingstone and Haddon 2009, Neelands 2009, Resnick 2002) conveys
the importance of affording students the opportunity to be creative and
productive in their learning. Allowing students to learn in their own
space, in their own time and with reference to their own experiences is
of paramount importance to the design of such technology-enhanced
learning practices. Therefore, future research could build upon the
recommendations and criteria of the ENaCT prototype design model in
Figure 8.2 to design opportunities which unite the learning space with
the technology to enhance students’ learning.
In October 2015 the Department of Education and Skills published its
'Digital Strategy for Schools 2015-2020: enhancing teaching, learning
and assessment’, which details the government’s plan for investing in
digital technology in schools across Ireland. Included in the strategy are
broad considerations for funding broadband and Wi-Fi, the potential
provisions of an ICT course at senior cycle, and possibly embedding ICT
skills in initial teacher education. However, the strategy does not make
explicit reference to concepts such as ‘learning spaces’, ‘mobile learning’,
‘mobile technology’, or mobility’. Within this area of digital learning in
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schools, the OECD’s research highlights that the type of technology tools
available in schools impacts the use of digital media for teaching and
learning. The report states that:
[w]hether students can access computers in their classrooms or
only in separate computer labs or at the school library makes a
big difference in teachers’ willingness to use computers in their
teaching. Laptop and tablet computers offer much greater
flexibility than desktop computers, and PISA data show that
more and more schools have opted for these mobile computing
solutions (OECD 2015).
Therefore, it is pertinent and timely that this research highlighted the
opportunities and recommendations for mobile technology in particular
to augment students’ learning and students’ engagement with literature.
Both the research literature and the findings of this study emphasise
that the time has come for investing in such mobile learning spaces and
experiences. As evidenced in Design Cycle One of this study, deskbound
machines and technology tools can interrupt collaborative, active,
cooperative, creative and productive learning for students. Thus, it is
recommended that future research focus on the design of mobile
constructionist learning spaces that are conducive to the development of
collaborative, creative and innovative teaching and learning practices.
Future research could also explore the potential of using the digital
ensemble process to develop multimedia texts for learning. This process
could involve for example: students creating multi-touch, interactive
portfolios comprising the prescribed literature (or relevant subject
content), their digital ensemble critical performances, their digital
ensemble stories, student-created videos and other digital content as
evidence of learning experience, creativity and subject content
knowledge. This could be used in conjunction with creative and dynamic
evaluation and assessment practices. Such software as iBooks Author,
iMindMap, Popplet, Evernote, Google Sites, and those listed on Helen
Barrett’s (updated 2014) website, Electronic Portfolios
(http://www.electronicportfolios.com) could be used to implement
such a digital ensemble strategy.
There is also ample opportunity for future research to consider the place
of literature learning in the curriculum and the redirection of English
education at all levels in the context of fostering a truly creative
education system. There is potential for such an innovation to be
achieved through the implementation of Sugata Mitra’s concept of Self
Organised Learning Environments (SOLE), as described in Chapter 3.
Further research could consider how SOLEs could be designed within
English education for considering how knowledge is generated in this
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digital age through creative communities of practice (Mitra et. al. 2010).
As Robinson states:
all kids have tremendous talents. And we squander them, pretty
ruthlessly [...] My contention is that creativity now is as
important in education as literacy, and we should treat it with the
same status’ (Robinson 2006, at 2.52-3.10 minutes).
Such a stance on the status of literature learning and creative education
is what this thesis was inspired by. It is vital that teaching and learning
always strive to move not just towards the future of learning but ahead
of it in order to offer our young people hope and the opportunity to
nurture their talents. It is important then that educational reform
movements do not echo the oversights of other systems or their own
past system and instead offer a unique and authentic learning
experience that is fully integrated across all levels. After all as T.S. Eliot
counsels in his essay ‘Tradition and the Individual Talent’, ‘[w]e have
seen many such simple currents soon lost in the sand; and novelty is
better than repetition’ (Eliot 1921).
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  1: Post-primary English subject methodology
Junior Cycle English
The Junior Certificate English
Department of Education and Skills
1. GENERAL AIM OF JUNIOR CYCLE ENGLISH
1.1

The essential aim of teaching English at Junior Cycle is to reinforce and continue the work of the primary school
in nurturing the intellectual, imaginative and emotional growth of each student by developing his/her personal
proficiency in the arts and skills of language. This personal proficiency involves three dynamically interrelated
elements: personal literacy, social literacy and cultural literacy.

1.2

Although these three elements must be separated for full delineation of their curricular significance, in the living
context of English teaching they form an organic wholeness of experience. The interdependence of these
elements is the essential foundation for the successful teaching of English in the Junior Cycle.

1.3

The development of skills in speaking and listening should play as important a role as reading and writing skills in
this English programme. Fostering an awareness in the student of the interrelationship of these skills, and of their
central role in the learning and thinking processes, is an integral element of personal growth through English.

2. SYLLABUS OBJECTIVES
2.1 Personal literacy
Respect should always be shown for each student's linguistic competence and the community characteristics of his/her
language use. This will foster the confidence of the student to think, respond and communicate in the English classroom.
This is the living language base from which a gradual and integrated growth can take place in the student’s oracy and
literacy skills. Diversification and enrichment of this personal linguistic base are the central objectives of the English
course at Junior Cycle.
2.1.2

The student should be encouraged to explore, order, express and symbolise a wide range of intellectual,
imaginative, affective and sensuous experience.

The student should be given frequent opportunities:
•
•

to speak and write about his/her experience in a variety of forms: diary, journal, anecdote, autobiographical
sketch, story, description, essay, radio-programme, tape- feature, video film, song, poem, dialogue and drama
to read and listen to accounts of other students' experiences and to respond positively and creatively to them

2.2 Social literacy
2.2.1

This element stresses that it is mainly through language that the individual person is equipped to participate fully
iin society in a variety of roles. The student should be introduced to the range of linguistic skills demanded by
society and be encouraged to use them accurately. Particular attention should be paid to developing a sense of
audience and language appropriateness: emphasis should be placed on fostering the student's knowledge of
spellings, punctuation procedures, sentence structures and paragraph organisation.

2.2.2 The student should have frequent practice:
•
•

in speaking to and writing for a variety of audiences such as peers, class groups, school, outsiders, parents, the
public and teachers
in using the following language functions for a real purpose :recording, reporting, persuading, arguing, organising,
classifying, theorising, documenting, note-taking and letter-writing

2.2.3

The skills of reading and listening with understanding and discrimination should be introduced to the student. For
example:

•

reading skills to cope with factual prose in such diverse forms as
textbooks, manuals, brochures, application forms, newspapers and reports should be developed
reading strategies such as skimming, scanning, close reading and re-reading should be practised in appropriate
and real contexts
listening skills such as remembering significant details, recalling sequences of words, ideas and events, seeking
information, looking for evidence, and sensitivity to tone, irony and suggestion should be developed

•
•
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1. 2.3 Cultural literacy
2.3.1 The student should be introduced to the skills of reading, viewing and listening to a range of literary and media
genre for aesthetic pleasure.
The student should be encouraged:
•
•
•
•

to become aware of his/her own sensuous, imagistic, affective and intellectual responses
to become aware of the pattern of words, forms, sounds and images which occasioned these responses
to re-read, review and reflect as necessary disciplines
to interpret orally and attempt performances and productions

2.3.2 The expression of the student's response should range widely over different modes of language.
The student should be induced:
• to give shape to his/her response in a creative manner: to interview characters, create additional scenes, write
alternative endings and to compare the experience of different media
• to play and experiment with language so that he/she will discover the innate power of words to create and
suggest meaning and energise thought
• to write within the discipline of literary forms, e.g. simple verse forms, dialogue plays, stories for radio, scripts for
television and autobiographical episodes
• to rewrite and redraft to develop his/her writing craft
2.3.3 The student should be made aware of the selectivity of all language use, no matter what the medium or form.
The student should be encouraged:
•
•
•
•

to develop a critical consciousness with respect to all language use
to focus on the choice of words and the reasons for a particular choice of words in any medium
to become familiar with varied patterns of sentence and paragraph construction
to become aware of the concept of style and the effects of different styles
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Transition Year Programmes – Guidelines for Schools
Department of Education and Skills (1993)
www.transitionyear.ie
Introductory Note
Circulars M31/93 and M47/93 indicate that from the beginning of the school year 1994/95, a
Transition Year will be recognised as the first year of a three-year senior cycle.
These guidelines are a revision and updating of notes formerly issued to schools for the Transition
Year. The main purpose of the guidelines is to facilitate the design of programmes by individual
schools, especially those offering the programme for the first time from 1994/95 onwards. The NCCA
will keep the guidelines under review from 1995 onwards.
These guidelines do not envisage major change in the nature of Transition Year where it is currently
demonstrating good practice.
A Transition Year offers pupils a broad educational experience with a view to the attainment of
increased maturity, before proceeding to further study and/or vocational preparation. It provides a
bridge to help pupils make the transition from a highly-structured environment to one where they will
take greater responsibility for their own learning and decision making. Pupils will participate in
learning strategies which are active and experiential and which help them to develop a range of
transferable critical thinking and creative problem-solving skills. The Transition Year should also
provide an opportunity for pupils to reflect on and develop an awareness of the value of education
and training in preparing them for the ever-changing demands of the adult world of work and
relationships.
CURRICULUM GUIDELINES
Mission
To promote the personal, social, educational and vocational development of pupils and to prepare
them for their role as autonomous, participative, and responsible members of society.
Overall Aims
The following aims are interrelated and interdependent and should be strongly reflected in every
Transition Year programme:
1.
Education for maturity with the emphasis on personal development including social awareness
and increased social competence.
2.
The promotion of general, technical and academic skills with an emphasis on interdisciplinary
and self-directed learning.
3.
Education through experience of adult and working life as a basis for personal development
and maturity.
The aims and philosophy of Transition Year should permeate the entire school.
Goals and objectives
Schools providing Transition Year programmes have responsibility for setting appropriate goals and
defining the objectives necessary for their achievement. The schools should involve parents, work
providers and the wider community as educational partners in all aspects of the programme and
ensure efficient and effective delivery of the programme.
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The Leaving Certificate English - Aims
Department of Education and Skills
3. AIMS
The aims of this syllabus are to develop in students:
3.1$

A$mature$and$critical$literacy$to$prepare$them$for$the$responsibilities$and$challenges$of$adult$life$
in$all$contexts;$$
3.2$$$ A$respect$and$appreciation$for$language$used$accurately$and$appropriately$and$a$competence$in$a$
wide$range$of$language$skills$both$oral$and$written.$$
3.3$$$ An$awareness$of$the$value$of$literature$in$its$diverse$forms$for$enriching$their$perceptions,$for$
enhancing$their$sense$of$cultural$identity,$and$for$creating$experiences$of$aesthetic$pleasure;$$
3.4 $$ In$addressing$these$aims$this$syllabus$will$foster$students'$development$in$the$following$areas:$$
$
3.4.1 CONCEPTS & PROCESSES: the ability to think, reason, discriminate and evaluate in a wide variety
of linguistic contexts, personal, social, vocational and cultural. In comprehending, students should be
able to analyze, infer, synthesise and evaluate; in composing, students should be able to research, plan,
draft, re- draft, and edit. $
3.4.2 KNOWLEDGE & CONTENT: knowledge about the nature and uses of language and the variety of
functions and genres in which it operates. In this context genres of literature will be of particular
significance. $
3.4.3 SKILLS: interpreting and controlling the textual features (grammar, syntax, spellings, paragraphing) of
written and oral language to express and communicate. $
3.4.4 ATTITUDES & EFFECTS: the development of interest and enjoyment in using language, a respect
for its potential to make meaning and an appreciation of its diverse cultural manifestations. $
3.5 COMMENTARY ON AIMS
It is a complex task to become literate in modern society. A bewildering variety of linguistic forms and styles
challenges students today, both inside and outside of school. Developing control and power over language is
the most essential educational achievement for all students if they are to become confident, thoughtful and
discriminating adults and citizens.
If students are reflective about language they should come to recognise its unique power. They will come to see
acts of speaking, listening, reading and writing not just as instrumental skills but as interpretative, creative
activities through which specific meanings can be placed on experience. Through using language accurately
and appropriately, they themselves can realise a sense of personal significance and discover how words can
work for them in revealing meanings, inviting thought, and facilitating effective communication.
The aims outlined here are completely interdependent. Students cannot be taught concepts, skills and processes
unless they find their encounters with language meaningful. Students will not respect language and their use of
it unless they feel it contributes to their sense of understanding of the world. In trying to achieve these
objectives it is vital that teachers introduce students to texts which create a meaningful context and invite
dialogue and interaction. This interaction can be fostered by encouraging students to adopt a variety of critical
stances, to question the authority of texts and to compare and contrast texts.
The development of oracy is a significant aspiration of this syllabus. To that end the development of
methodological approaches which emphasise dialogue, group- discussion, oral presentations and performances
are strongly recommended. Students should be encouraged to express their opinions, speculate and engage in
argument to foster their capacity to think well.

384

Appendices

Appendix	
  2 : Ensemble Literature: strategies, activities and
games
This is a list of the ensemble strategies used throughout the course of
this research project. The list is not an exhaustive catalogue of activities
but rather a reflection of the types of activities that can be implemented
with learner when considering an ensemble or digital ensemble
approach to learning in a similar context.
This list draws from the research on ensemble and drama-based
teaching and learning strategies, including that of the Royal
Shakespeare Company’s (2010) toolkit for teachers, Viola Spolin (1986,
1999) and Dorothy Heathcote (1985). Inspiration is also drawn from the
following sources: Timpson and Burgoyne (2014), Grahame Knox
(2013), https://www.theatrefolk.com (Price, 2011),
http://thecreativeinstitute.ie (Aspel, 2012) and
http://improvencyclopedia.org/games/index.html (2001).
In accordance to the principle of ensemble as working together it is
important for these approaches to be considered in terms of students
learning from each other by building a sense of community that
supports and respects each of its members.
Ice Breakers
Name Wave

Group Counting

Substitute counting

Question Web

Students form a circle. The leader begins by saying their
name and accompanying it with an action. The whole group
must then repeat their name while copying their action.
Each student then takes turns at this. (e.g. student shouts
‘John’ while waving his hands in a jazz hands manner. The
group repeats this).
Students stand in a circle and try to count to a specified
number without speaking to one another. The counting
cannot be circular. Build up to this exercise by allowing
talking first, then disallowing it along with gestures and
movement. Any speaking, errors or saying the number at
the same time restart the count. The key is to encourage
students to communicate through eye contact.
In their pairs students repetitively count to an odd number,
for example three. Then one number is substituted with a
gesture, for example a 2 is now a clap (1, clap, 3...). Then, 1
is substituted for a sound ([scream], clap, 3) and so on. The
purpose of this game is to have fun while concentrating,
listening, and communicating with each other through cues.
Students stand in a circle. There is a list of 20 random and
fun questions, on a board/ projector/cue cards etc. One
student throws a ball of wood/twine to another and asks
them a question. Upon answering, the student throws it to
the another student and asks a question and so on until a
group web is created. This game allows students to have fun
while learning about each other. Retracing or unravelling
the web while recalling everyone’s answer can develop the
game further.
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PersonQuest

30 second informer

Globetrotter

Would you rather

Fact or Fiction

PersonQuest involves each student writing a set number of
random or unknown facts about themselves on a card. Then
the cohort is divided into 2 groups as they embark on a
quest to hunt for the person on the card with as few clues as
possible (e.g. you get 4 clues). The group that completes the
quest with the fewest number of clues wins.
Talk for 30 seconds as fast as you can about a particular
topic. This can be done using cards with the topics detailed
on the, or a deck of playing cards linking random topics
between numbers and suits. For instance, drawing the 10 of
Clubs links tomatoes and soapbox racing and the candidate
must talk about this for 30 seconds.
Students arrange themselves in a circle. This can be done as
a whole cohort or in groups of 4-6. One student names a
place or natural feature of the world. The second student
names a place or natural feature beginning with the last
latter of the previous word. A time limit is placed on each
answer (e.g. 5 seconds) and repetitions are not permitted.
(e.g. Denmark, Kwai, India, Andes)
Divide the cohort into two groups and ask them to stand on
wither side of a line on the ground. Then, asking them a list
of 20 questions, student must jump to the side of the bridge
they would rather be on. (Example: Would you rather go
without food for a day or without your phone for a week?)
Each student writes three statements about themselves on a
card, two true and one fiction. Students arrange themselves
in a circle and each student takes turns reading their
statements. The group must vote to decide which statement
is true and which is fiction. The number of incorrect votes
can be used to determine the next activity (e.g. 5 incorrect
answer = 5 jumping jacks, or 5 minutes of choral reading
with accents ...)

Warm Ups
The following warms up activities adhere to the ethos of ensemble acting
and performance routines.
General Warm Up

Stretching

Walk the Grid
Follow another actor
Copy a walk
Emotional walking
Go, Stop, Clap, Jump

Use a series of stretches and movements to encourage
students to relax and then physically warm up for their
learning. Music can be used to set the tone, for example
relaxing classical or energetic dance music. Students can
select the music on different days/sessions.
Set out the space or grid for students and ask students to
walk around it in straight lines, turning at 90-degree
angles. Add in ‘walk as if’ stipulations such as walk as if
you are on ice, a tightrope, in mud, in a scrum, in the eye
of a whirlwind, in ice cream, in a sandstorm, etc. The list
is endless. They must adhere to the straight, 90-degree
grid and not bump into each other.
Other variations include following another students
without them knowing, mimicking someone’s walk and
movements, and walking around in accordance with
emotions called out by the leader (e.g. happy, sad,
frightened, angry etc.).
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Moving Day

Mirror games

Another variation is to call out instructions such as Go,
Stop, Clap and Jump for students to follow. Then reverse
their meaning, Go is Stop and Clap is Jump.
Students are grouped together in threes. Two students,
facing each other raise their arms over their heading and
join them to make a roof. The third student stands under
the roof. This is the house with its owner inside. The
leader (one student or the teacher) then calls out a series
of three actions: House, Owner or Moving Day. When
house is called, the two students making the house move
and quickly try to make a house with someone else. When
Owner is called out, the owner must rush to find a new
house. The call of Moving Day signifies that everyone
must move to make a new home with a new owner inside.
The leader can also joins in which means there is an odd
number and therefore a race to be the house or the owner,
with whoever is let out assuming the position as the new
leader.
Students work in pairs, facing each other. Student A
preforms and action and student B mirrors it exactly.
Add-ons to this game include sound effects, partner
changes and delayed mirrors (delaying the mirrored
actions by 5 seconds).
Groups of four mirror: two pairs form a diamond with
everyone facing the same direction. The leader has their
back to the others and therefore any action must be made
visible to the others. The three must mirror exactly what
the leader does, all keeping time with one another.

Eyes Up, Eyes Down

Silently arrange by
D.O.B.

Whole cohort mirrors: this involves the groups of four
becoming groups of eight and then 16 and then finishing
with the entire group forming a diamond shape. At this
stage there will be a line of leaders to follow. Quarter
turns allow the next line of leaders to lead.
Students form a circle with their heads bowed, eyes facing
the floor. Then, the entire circle is called upon to look up
simultaneously. Upon raising his or her head, each
student must make eye contact with a peer in the circle.
When a student makes eye contact with someone, the pair
steps out of the circle until the final pair is left.
Students form a circle and are then asked to arrange
themselves clockwise in accordance to their date of births.
They are not allowed to speak.

Ensemble Warm Up

Perfect Circle
Clap Wave
Group Jump
Manhole cover

Students must form a perfect circle without speaking to
one another.
A clap wave is a Mexican wave with claps, making one
wave of seamless claps around the circle without pauses or
silences.
In a circle, students must jump together. All must jump up
and land down at the same time.
In a circle, students must all lift an extremely heavy,
imaginary manhole cover above their heads and back
down again in a series of seamless and coordinated
movements. Therefore, they must consider dimensions,
weight, shape and not allowing one side to lift faster for
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You

Whoosh energy circle

Phantom horseraces

Household activities

Duck Duck Goose

fear of it falling and crushing them!
Students form a circle and puts their right hand up. One
student makes eye contact with another, points to the with
their right hand and says ‘you’. This student then repeats
with another students. This is done until everyone has
their hand down with the final students pointing back to
the first person. Repeat the pattern until it is familiar.
Development:
(i) move places in the circles and repeat the pattern
(ii) students close their eyes and repeat the pattern
For variations of this game see
http://improvencyclopedia.org/games//You.html
Students stand in a circle. One student begins by sending a
‘whoosh’ around the circle. This is created by saying
whoosh while waving your arms from left to right once to
pass the energy to the next person in the circle. This is
done around the circle until the whoosh reaches the first
person again. The following sounds and action
combinations can be incorporated into the whoosh circle
to help create energy:
Whaw: This sound changes the direction of the whoosh to
go in the opposite direction. After the whoosh is passed to
you, grab the energy with your hands formed as if you
were going to catch a ball and throw it to the person on
your opposite side. The ‘whaw’ must be said with effort
and conviction!
Zap: instead of passing the whoosh to the student beside
you, you zap it to someone else in the circle by pointing to
them with both arms outstretched and palms together.
In small groups, students perform their interpretation of
watching a horse race. As every student watches the race,
they must convey anticipation, excitement, trill, pleasure
and disappointment that are commonly associated with
such an event. Each student must have their character in
mind to create one story of the race, with a clear
beginning, middle and end. This can be done silently or
with plenty of volume!
Small groups perform household activities. Other groups
must guess what that chore is. Then have groups add the
elements of age ranges, speed, slow motion and character
quirks to the game. (e.g. washing the windows at treble
speed as a 90-year old man with two hats).
This is a well-known children’s game. All students sit in a
circle while one student walks around the circle behind
them, patting each one on the head while saying the word
‘duck’. When this student taps one person on the head and
says the word ‘goose’, they must quickly circumnavigate
the circle and return that person’s place before they do. If
they succeed the student left standing then circles the
seated participants and the game recommences. In
accordance with this research, variations can include
substituting the words duck and goose with character
names and changing the requirements such recitals,
summarisers or 10-second analysis.
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Ensemble literature activities
These activities are based on the texts that the students are studying,
drawing on them for inspiration and using ensemble as a way of
engaging with the elements of the literature.
Family Portrait
Tableau

Objects
Slow Motion

Storytelling: (can also be
used as an ice breaker or
warm up)
one word; one sentence;
memoriser;
fortunately/unfortunately;
suddenly; object stories;
story cubes

Whoosh! Storytelling

Blocking

Chair Thermometer
Choral Characters

Circle Blocking

In small groups students create an image of a family
portrait from a text, within one minute.
Groups form a series of scenes or key moments from a
text, in sequence, to form a tableau of the text.
Option: Take picture of it. Project it and discuss as a
whole group.
Students in small groups or pairs create objects from the
texts. Each group must guess what it is (e.g. a swan at
Coole)
Student in their groups creates a slow motion snippet of a
key moment in a scene they found to be of significance or
interest. The rest of the group must guess the moment or
the source text. Students then discuss its significance and
offer justifications for their choices.
In a circles, student can tell a story one word at a time or
one sentence at a time. This can be based on one text or a
combination of texts.
Variations of this include:
(i) memorising the sentence or the story created
(ii) commencing alternate sentence with
Fortunately/Unfortunately
(iii) ending each sentence with suddenly
(iv) using objects from the world of the texts as
inspiration
(v) using story cubes or story card as inspiration. These
can be based on the texts being studied
Students make a circle. They are invited to participate in
narrating a story by becoming its various characters or
objects as they are called upon (or volunteer) to do so.
They begin by embodying a still image and then they act
out the story as the narrative progresses. If the word
“whoosh” is uttered, they return to their original
positions in the circle and the narrative can proceed or a
new one can commence.
During their study of a key moment students enumerate
the gestures, movements, thought process, facial
expressions etc that they think best explores and
encapsulates the scene(s) and character(s).
Students place their chair along the ‘thermometer’ line in
accordance with their perceptions or feelings about a
particular topic in the text.
One student, or a small group of students are the choral
leaders, speaking the words of the texts. The others stand
behind the leader(s) echoing and thus emphasising the
most important words/phrases as a chorus.
This activity is a good one for students who do not like
‘acting’ or find it difficult to make movements while
engaging in the text. Place chairs in a circle. The number
of chairs is usually about three times more than the
amount of characters in the particular scene. This chair
circle sets the parameters of the scene. At the start of each
scene the students who are playing the characters decide
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Conscience Threes

Ensemble Reading
Freeze frames
Imaging
In-role debate
Living newspaper / live
news report
One-world dialogues
Punctuation walk

Life-size portrait

Key moment studies
Sculpting

Mind Maps
Soundscapes
Thought Tracking

Grandma’s
(Grandmother’s)
Footsteps

which seat they want to sit in and then move seats in
accordance with the events of the scene. This can reflect
character motivations and relationships through a scene
or a text.
Three students stand apart to form a line. The students
on either side of the line are debating an issue from the
text and trying to convince the student in the middle that
their argument is best. The student in the middle takes a
step towards the argument he/she considers the best.
Students stand in a circle and read in turns to the
punctuation mark.
Groups of students from a still image that is
representative of the text in some way. Discussions can
follow this activity.
Student work together in twos or threes to embody
certain words of the text.
Students are particular characters in the text and they
hold a debate to discuss certain issues the characters face
or might face in real world setting.
Students perform the events of the texts, or their
interpretation of them in the form of a news item.
Therefore, multiple perspectives are considered and
social commentary and personal narratives are included.
Students work to reduce the scene or key moment to as
few as one word to convey the meaning. This can work in
conjunction with choral characters activities.
While walking around the grid, reading the text aloud
students are asked to physically depict punctuation
marks in the texts. This is done by a range of movements
for each punctuation (e.g. full top is a stop and a 180degree turn while a comma is a gentle 90-degree turn,
etc...).
Students draw a life-size blank sketch of the character on
poster paper and then add to it with each snippet of new
information or revelation about that character that they
explore.
Student study key moments in depth using active reading
strategies such as back-to-back reading, choral reading,
whispered reading, movement reading.
In pairs, students silently sculpt an image from the texts.
One student is the sculptor while the other is the model.
The model’s eyes must remain closed. A time limit is
selected (usually less than one minute). This is useful for
portraying a scene, an emotion, a motif or something of
significance to the character or the plot.
Students could use images of their recorded ensemble
embodiments to create a mind map of a character, issues,
or events form the text(s).
Students can create an aural representation of a scene, a
character’s inner thoughts or an event in the text.
During a scene the leader or the teachers call for a pause
in the scene in order for the students to track their
character’s thought process up to that point. First person
narrative is used.
Student A stands facing the wall at the top of the room.
The rest of the cohort must creep up on this student
without their noticing. When Student A turns around and
catches another students moving, then Student A asks
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that students a question in relation to the text(s) (for
example, describe a hope or fear that Macbeth has in Act1
sc(i)). This student must then recommence at the back of
the room. The game is reset when the first student
reaches Student A at the top of the room.
Using the texts or script, ask students to speak the words
of it in unison. When they have mastered this, ask them
to add intonation, pauses, gestures etc.
This is when the students have the opportunity to show
the rest of the group their embodied interpretations of
the text.
Note:	
  this	
  can	
  be	
  done	
  in	
  person	
  or	
  students	
  can	
  show	
  their	
  
recorded	
  clips	
  to	
  the	
  group	
  in	
  the	
  case	
  of	
  digital	
  ensemble	
  
practices.	
  

Choral Speaking	
  
Showcase

Appendix	
  3 : Module Outline
Design Cycle I:

Design Cycle I
Module Outline
• 3 weeks
• 3 workshops on NUIG
campus
• 3 40-minute English classes
Week 1

Class 1

Activity 1: Ice Breaker Activities

Topic Introduction: Approach, the Task and
the Criteria
Workshop Ice Breaker Activities
1
Activity 2: Viewing of the Animated Tales

Week 2

Week 3

Activity 3: Ensemble Activities
(a) Performative
(b) Comparative
(c) Reflective
Class 2
Addressing concerns and issues
Workshop Ice Breaker Activities
2
Activity 4: Narrative Technologies
(a) Stop Frame Animation (I Can Animate)
(b) Comic Collages Comic Life)
(c) Social Media (Twitter, Inc.)
(d) Digital Storytelling (iMovie)
Class 3
Addressing concerns and issues
Workshop Ice Breaker Activities
3
Finalise and Export Digital Story
Activity 5:
Digital Story Showcase
Discussion
Activity 6: Conclusion and Feedback
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Design Cycle II:

Design Cycle II

Module Outline

• 6 weeks
• 4 workshops on NUIG campus
• 2 workshops in each school’s assembly hall
• 6 40-minute English classes
Week 1

Class 1
Workshop 1

Week 2

Class 2

Workshop 2

Week 3

Class 3

Workshop 3

Week 4

Class 4
Workshop 4

Week 5

Class 5
Workshop 5

Week 6

Class 6
Workshop 6

Activity 1: Topic and Task Introduction
Activity 2: Learning Contract
Activity 3: Ice Breakers
Revise and Remind: (a) Learning Contract and (b) Task
Activity 4: Mobile Technology Demonstration
Showcase / Discussion / Exit Cards
Ice Breakers
Ensemble Warm Up Exercises
The Literature
Ice Breaker Activities
Activity 5: Ensemble: Making connections
(a) Text-to-Self (P)
(b) Text-to-Text (C)
(c) Text-to-World (R)
Digital Ensemble: one per connection
Showcase / Discussion / Exit Cards
Issues and Concerns
Activity 6: Writing Tasks
(a) stem sentences
(b) story maps
(c) story board
Ice Breakers
Story circles
Ensemble Exercices
Digital Ensemble Portfolio
Criteria and Assessment Rubric
Showcase / Discussion / Exit Cards
Issues and Concerns
Ideas Board
Ice Breakers and Ensemble Exercises
Story Circles
Activity 7: Digital Story Creation
Showcase / Discussion / Exit Cards
Issues and concerns
Ideas Board
Ice Breakers and Ensemble Exercises
Story Circles
Activity 7: Digital Story Creation
Showcase / Discussion / Exit Cards
Issues and concerns
Ideas Board
Ice Breakers and Ensemble Warm Up Exercises
Finalise and Export
Activity 8: Digital Story Showcase
Discussion
Activity 9: Conclusion and Feedback
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Design Cycle III:

Design Cycle III

Module Outline

• 6 weeks
• 4 workshops on NUIG campus
• 2 workshops in each school’s assembly hall
• 6 40-minute English classes
Week 1

Class 1

Workshop 1

Week 2

Class 2

Workshop 2

Week 3

Class 3

Workshop 3

Week 4

Class 4

Workshop 4

Week 5

Class 5

Workshop 5

Week 6

Class 6
Workshop 6

Activity 1: Housekeeping
(a) Topic and Task Introduction
(b) The Design Brief and Evaluation Rubric
(c) Learning Contract
Exit Cards
Activity 2: Ice Breaker Activities
Activity 3: Ensemble Fluency Exercises
(a) Warm Up Ensemble
(b) Literature Ensemble
Exit Cards
Issues and Concerns
Reminder: Design Brief and Rubric Progress Report
Digital Fluency Introduction
Exit Cards
Activity 4: Digital Fluency Activities
(a) iPad Demonstration
(b) Ensemble news item creation
Exit Cards
Issues and Concerns
Progress Report: Rubric Criteria Update
Making Connections Introduction
Ideas Board / Exit Cards
Activity 5: Making Connections
(i)
Text-to-Self; (ii) Text-to-Text; (iii) Text-to-World
(a) Collaborative Writing Tasks (Brainstorm, stem sentences, graphic
organiser, story map, storyboard, story circle)
(b) Digital Ensemble Portfolio (Performative/ Comparative/ Reflective Level)
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update / Exit Cards
Activity 5: Making Connections
(b) Digital Ensemble Portfolio (Performative/ Comparative/ Reflective Level)
Activity 6: Digital Story Creation
Exit Cards
Issues and Concerns
Progress Report
Rubric Criteria Update / Exit Cards
Ice Breakers and Ensemble Warm Up Exercises
Finalise digital story. Export to Camera Roll
Activity 6: Digital Story Showcase
Discussion / Exit Cards
Issues and concerns
Ideas Board / Exit Cards
Ice Breaker and Ensemble Warm Up Activities
Discussion
Activity 7: Reflective Digital Learning Log
Discussion / Showcase / Conclusion
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Appendix	
  4: Module Evolution for DCI, II and III

Workshop'2'

Class'2'

Workshop'1'

Class'1'

!
4!x!workshops!NUIG!campus!
2!x!workshops!in!each!school’s!assembly!
hall!
6!x!405minute!English!classes!
Activity'1:!Housekeeping!
(a)!Topic!and!Task!
Introduction!
(b)!The!Design!Brief!and!
Evaluation!Rubric!
(c)!Learning!Contract!!
Exit!Cards!
Activity'2:''
Ice$Breaker$Activities$$
'
Activity'3:!Ensemble$Fluency$
Exercises!!
!
(a)!Warm!Up!Ensemble!!
(b)!Literature!Ensemble!!
!
Exit!Cards!

Class'3'

Ice!Breaker!Activities!!
Activity'5:!
!Ensemble:$Making$
connections!
(a)!!Text5to5Self!!
(b)!!Text5to5Text!
(c)!Text5to5World!
Digital!Ensemble:!one!per!
connection!
Showcase!
Discussion!
Exit!Cards!
Issues!and!Concerns!
Activity'6:!
Writing$Tasks$
(a)!stem!sentences!
(b)!story!maps!
(c)!story!board!

Module'Outline'
'
6'weeks'

Week'1'

Class'1'
Workshop'2'

Activity'3:!$
Ice$Breakers$
Revise!and!Remind:!!
(a)!Learning!Contract!!
(b)!Task!
Activity'4:!$
Mobile$Technology$
Demonstration!
Showcase!
Discussion!
Exit!Cards!
Ice!Breakers!
Ensemble!Warm!Up!
Exercises!
The!Literature!!

Design'Cycle'III'
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Workshop'3'

Ice!Breakers!
Story!circles!
Ensemble!Exercices!
Digital!Ensemble!
Portfolio!
Criteria!and!Assessment!
Rubric!
Showcase!
Exit!Cards!
Week'3'

Ice!Breaker!Activities!!
Finalise!and!Export!
Digital!Story!
'
Activity'5:''
Digital$Story!Showcase$
!
Discussion!
!
Activity'6:!Conclusion$
and$Feedback!

Week'3'

Workshop'3'

Week'3'

Class'3'

Week'2'

Workshop'2'

Ice!Breaker!Activities!!
Activity'4:!Narrative$
Technologies$
(a)!Stop!Frame!
Animation!(I!Can!
Animate)!
(b)!Comic!Collages!Comic!
Life)!
(c)!Social!Media!(Twitter,!
Inc.)!
(d)!Digital!Storytelling!
(iMovie)!
Addressing!concerns!and!
issues!

Class'3'

Week'2'

Class'2'

Ice!Breaker!Activities!!
!
Activity'2:!Viewing$of$the$
Animated$Tales$
!
Activity'3:!Ensemble!
Activities!!
!
(a)!Performative!
(b)!Comparative!
(c)!Reflective!
Addressing!concerns!and!
issues!

Workshop'3'

Workshop'1'

Activity'1:!!
Ice$Breaker$Activities!!
!
Topic!Introduction:!
Approach,!the!Task!and!
the!Criteria!!

!
4!x!workshops!NUIG!campus!
2!x!workshops!in!each!school’s!
assembly!hall!
6!x!405minute!English!classes!
Activity'1:!Topic$and$
Task$Introduction$
!
Activity'2:!Learning$
Contract!!

Class'2'

Week'1'

Class'1'

!
3!x!workshops!NUIG!campus!
3!x!405minute!English!classes!

Module'Outline'
'
6'weeks'

Week'2'

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
Design'Cycle'II''

Workshop'1'

!

Module'Outline'
'
3'weeks'

Week'1'

Design'Cycle'I!!!!!

Issues!and!Concerns!!
Reminder:!Design!Brief!and!
Rubric!Progress!Report!
Digital!Fluency!Introduction!
Exit!Cards!
Activity'4:!!
Digital$Fluency$Activities$
!
(a)!iPad!Demonstration!
!
(b)!Ensemble!news!item!
creation!
!
Exit!Cards!

Issues!and!Concerns!
Progress!Report:!Rubric!
Criteria!Update!
Making!Connections!
Introduction!!
Ideas!Board!
Exit!Cards!
Activity'5:!
!Making$Connections!!
(a)!Text5to5Self!
(b)!Text5to5Text!
(c)!Text5to5World!
(1)!Collaborative!Writing!Tasks!
(Brainstorm,!stem!sentences,!
graphic!organiser,!story!map,!
storyboard,!story!circle)!
(2)!Digital!Ensemble!Portfolio!
Performative!Level!
Comparative!Level!
Reflective!Level!
Exit!Cards!

Design'Cycle'I:'3'days'X'2'Schools'

Student'Learning'Aims'
1. Introduce%students%to%
ensembleFbased%teaching%
and%learning%strategies%%
%
2. Empower%students%to%use%
ensembleFbased%teaching%
and%learning%strategies%to%
engage%with%literature%
%
3. Familiarise%students%with%the%
operations%of%various%
narrative%technologies%and%
their%potential%uses%within%
English%education%
%
4. Enable%students%to%employ%
narrative%technologies%to%
engage%with%literature%
%
%
5. Enable%students%to%employ%a%
combination%of%narrative%
technologies%and%ensemble%
strategies%to%engage%with%

Design'Aims'

1. Investigate%the%relevance%
and%robustness%of%the%
ENaCT%framework%
%
2. Ensure%that%the%student%
voice%is%given%sufficient%
weight%during%the%
intervention%process%and%
the%feedback%phase%
%
3. Establish%the%required%
amount%and%test%the%
reliability%of%the%recording%
equipment%
%
4. Explore%the%use%of%various%
ensemble%strategies%for%
engaging%with%literature%
%
5. Investigate%what%types%of%
narrative%technology%best%
support%ensemble%
approaches%to%teaching%
English%

Activities'
1. Recognise%various%
ensembleFbased%teaching%
and%learning%strategies%
%
2. Physically%depict%the%
various%ensembleFbased%
teaching%and%learning%
strategies%used%to%engage%
with%literature%
%
3. Demonstrate%how%various%
narrative%technologies%
operate%
%
%
%
4. Implement%narrative%
technologies%to%highlight%a%
potential%use%in%English%
education%
5. Experiment%with%the%
combinations%of%narrative%
technologies%and%
ensembleFbased%teaching%

Learning'Outcomes'

1. Name/Diagram/
Flash%cards%
%
%
2. Perform/Role%
Play/Photograph%
%
%
%
%
3. Group%
demonstration%
to%class%
%
%
%
4. Create%news%
item/Comic%
strip/animation%
and%showcase%%
5. Create%a%digital%
mash%up%/%chart%
%
%

Assessment'

Paper%%
Flashcards%
Poster%Paper%
Pens/Pencils%%
Technology%Lab%
/Machines%
running%various%
narrative%
technologies%
(Windows%
Movie%Make%or%
iMovie,%or%
similar,%Comic%
Life,%I%Can%
Animate,%
Audacity,%etc)%
Overhead%
Projector%
Plasticine%or%
Lego%etc%for%
animated%
figures%
Camera%or%
digital%device%

Resources'

Date: Wednesday, 7th – 9th November 2012
Time: 11am-4pm
Venue: Block D, Room D302, School of Education, NUIGalway
and School B classrooms
Participants: Transition Year (21 pupils)
Teachers: 1 English teacher, two pre-service teachers (English), 1 SNA

Date: Wednesday 17 – 19th October 2012
Time: 11am-4pm
Venue: Block D, Room D302, School of Education, NUIGalway
and School A
Participants: Transition Year (24 pupils)
Teachers: 1 English teacher, 1 supervising teacher

1. %Ice%Breaker%Activities%
(circle,%pair,%small%
group)%%
%
2. Viewing%of%animated%
version%of%literature%%
%
%
3. Ensemble%Activities%to%
engage%with%literature%
(32FSecond%Macbeth)%
(a) Performative%%
(b) Comparative%%
(c) Reflective%
%
4. Narrative%Technologies%
(a) StopFFrame%
animation%(I%Can%
Animate)%
(b) Comic%Collages%
(Comic%Life)%
(c) Social%Media%

School B

School A

Literature'Drama:"Macbeth%,%William%Shakespeare%

such as animation software, social media and Comic Life.

Workshop: Shakespearean drama and narrative technology. An introduction to the language in Shakespeare’s plays through the use of technology
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  5: Module Aims, Learning Outcomes and

Activities

Design Cycle 1
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+

396

!

(a) (Twitter,+Inc)+
(b) Digital+
Storytelling+
(iMovie)+
+
5. Product+Showcase+
+
6. Conclusion+and+
Feedback+

6.+Encourage+student+
engagement+with+various+
genres+and+their+content+
+
7.+Establish+and+develop+
schoolGuniversity+
partnerships+
+
6.++++Synthesise+narrative+
technologies+with+ensembleG
based+teaching+and+learning+
strategies+to+collate,+edit+and+
create+a+digital+story.++

+

and+learning+strategies+to+
engage+with+literature+

8.++++Demonstrate+digital+
fluency+
+
9.++++Justify+their+decisions+and+
review+areas+of+literary+
engagement+
+
10.++++Critique+the+process+of++++
collaboration+and+digital+
ensemble+and+provide+
possible+future+solutions+to+
issues+or+barriers+that+arise+

8.+Reinforce+students’+digital+
fluency+
+
9.+Progress+students’+capacity+
for+engagement+with+literature+
+
+
10.+Develop+students’+practices+
of+leadership,+collaboration,+
and+expressive+embodiments++

+
7.+Enable+students+to+enhance+
7.++++Evaluate+and+reflect+on+
their+narrative,+storytelling+and+ the+structure,+content+and+
digital+storytelling+skills+
value+of+their+product+
++
+

6.+Capacitate+students+to+utilise+
the+combination+of+narrative+
technologies+and+ensemble+
strategies+to+create+a+digital+
story+
+
+

literature+
+
+

Design'Cycle'I:'3'days'X'2'Schools'(continued)'

9.+Written+Report+/+
RDLL/+Debate/+
Summary/+Interview+
+
+
+
10.+Judging+Panel+/+
Socratic+circles+/+
RDLL+

8.+Edit+the+digital+
story+
+

7.+RDLL/+Written+
Critique/+Debate/+
Opinion+Validating+
+

+
+
+
+
+
6.+Design+a+digital+
story/+Create+a+
digital+Story/+
Publish+a+digital+
story+
+

A+list+of+
ensembleG
based+
strategies+

for+RDLL/+
photographs++

Appendices

2'Schools'x'6weeks'(4 x on-campus workshops, 2 x in-school workshops; 1 x 40-minute English class per week)'

Engaging Literature: using digital storytelling to connect with texts

Design'Aims'

1. Incorporate!the!suggested!
changes!to!the!design!!
2. Record!the!impact!of!ice!
breaker!activities!on!
students’!engagement!
with!the!process!
3. Introduce!a!different!
structure!to!the!process!
using!the!Making!
Connections!handout!
devised!by!the!researcher!
4. Establish!and!emphasise!
the!importance!of!
narrative!through!the!
creation!of!a!digital!
ensemble!portfolio!and!
the!digital!storytelling!

Activities'
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1. Introduce!students!to!
ensembleNbased!teaching!
and!learning!strategies!
using!a!series!ice!breaker!
activities!!
!
!
2. Empower!students!to!use!
ensembleNbased!teaching!
and!learning!strategies!to!
engage!with!literature!
!
!
3. Familiarise!students!with!
the!operations!of!mobile!
technology:!iPad!for!digital!
storytelling!

Student'Learning'Aims'

Assessment'

Resources'

1. Name/Diagram/
Paper!!
1. Engage!with!various!ice!
Flash!cards!
Flashcards!
breaker!activities!and!
!
Poster!Paper!
recognise!ensembleNbased!
!
Pens/Pencils!!
teaching!and!learning!
!
Technology!Lab!
strategies!!
!
/Machines!
!
!
running!various!
!
2. Perform/Role!
narrative!
2. Physically!depict!the!
Play/Photograph! technologies!
various!ensembleNbased!
!
(Windows!
teaching!and!learning!
!
Movie!Make!or!
strategies!used!to!engage!
!
iMovie,!or!
!
similar,!Comic!
with!literature!
!
Life,!I!Can!
!
3. Group!
Animate,!
3. Demonstrate!how!to!use!
demonstration!
Audacity,!etc)!
mobile!technology!for!
to!class!/!Create! Overhead!
digital!storytelling!by!
news!item/!
Projector!
creating!a!news!item!or!

Learning'Outcomes'

Duration: 6 weeks – 4 x on-campus workshops, 2 x in-school workshops; 1 x
40mins class per week
Date: Nov/Dec 2013: School B
Time: 9.30am-3.30pm & 1 x 40mins class per week
Venue: School Classroom; The View and BOI Theatre, NUIGalway
Participants: Transition Year (24 pupils)
Teachers: 1 teacher of English, 3 SNAs

Duration: 6 weeks – 4 x on-campus workshops, 2 x in-school workshops; 1 x
40mins class per week
Date: Apr / May 2013
Time: 9.30am-3.30pm & 1 x 40mins class per week
Venue: School Gymnasium; The View and BOI Theatre, NUIGalway
Participants: Transition Year (22 pupils)
Teachers: 1 teacher of English

1. Topic!Introduction!
2. Learning!Contract!
3. Ice!Breaker!Activities:!
circle,!pair,!small!groups!
4. Mobile!Technology!
Demonstration:!!news!
item,!a!trailer!or!a!
photojournalism!piece!
5. Ensemble:!Making!
Connections!–and!the!
Digital!Ensemble!portfolio!
(a) TextNtoNSelf!
(Performative!Level)!!
(b) TextNtoNText!
(Comparative!Level)!
(c) TextNtoNWorld!
(Reflective!Level)!

School B

School A

Poetry : As It Should Be, Derek Mahon; W.B. Yeats poetry selection (Easter 1916, An Irish Airman Foresees His Death, The Wild Swans at Coole)
Speech: Malala Yousafzai speech
Song Lyrics: The Foggy Dew
Music, Historical accounts, Factual evidence, Photographic Evidence, Documentary analysis!

Literature'

Workshop:

Design'Cycle'Two'

Appendices

Design Cycle II

6. Writing Tasks
(a) stem sentences
(b) story map
(c) storyboard
7. Digital Story creation
8. Digital Story Showcase
9. Conclusion and
Feedback

398

8. Encourage students’
digital fluency by
incorporating more
demonstrations

8. Enable students to
showcase their digital
stories to the whole group

7. Enable students to create
a digital story using the
iMovie application on the
iPad and their Digital
Ensemble Portfolio

6. Enable students to
enhance their storytelling
skills through a series of
preparatory drafting,
editing, scripting and redrafting exercises

6. Provide students with a
choice of texts to engage
with

7. Explore how group
identity, a learning
contract and the use of
mobile technology effect
collaboration

5. Facilitate students to
create a digital ensemble
portfolio that highlights
their use of ensemble
strategies to engage with
literature

4. Encourage students to
make personal, literary and
abstract connections with
the texts

Student Learning Aims

5. Change the timing of the
activities in the process

process

Design Aims

7. Create a digital story
using the iMovie
application on the iPad
and the Digital
Ensemble Portfolio.
Evaluate the structure,
content and value of the
digital story. Adapt as
necessary
8. Showcase a digital story
to the whole cohort

6. Collaborate and
synthesise ideas to plan
a digital story

5. Compose a digital
ensemble portfolio that
demonstrated
engagement with the
texts by using ensemble
strategies

4. Connect with texts on
three levels using the
“Making Connections”
handout

trailer on the iPad

Learning Outcomes

8. Organise a
showcase of digital
stories/manage A/V

7. Design a digital
story/ Create a
digital Story/
Publish a digital
story / Edit the
digital story

6. Complete stem
sentences, create a
story map and
storyboard.

5. Create a digital
ensemble
portfolio./ Create a
digital mash up /
chart

trailer and
showcase
4. Fill out the
“Making
Connections”
handout

Assessment
Plasticine or
Lego etc for
animated
figures
Camera or
digital device
for Vlogs/
photographs
A list of
ensemblebased
strategies

Appendices

!

Activities!
9.!Discuss,!examine!and!
analyse!the!digital!stories!
!
!
!
10.Demonstrate!digital!
fluency!
!
!
11.!Justify!their!decisions!
and!review!areas!of!literary!
engagement!
!
12.!Critique!the!process!of!!!!

9.!RDLL/!Written!
!
Critique/!Debate/!
Opinion!Validating!
!
!
!
10.!Create!a!polished!
digital!story!!
!
!
11.!Written!Report!/!
RDLL/!Debate/!
Summary/!Interview!
!
12.!Judging!Panel!/!
12.!Develop!students’!practices!
SFQ!/!group!
of!leadership,!collaboration,!and! collaboration!and!digital!
expressive!embodiments!
ensemble!and!provide!possible! discussion!/!RDLL!/!
Socratic!circles!
future!solutions!to!issues!or!
barriers!that!arise!

9.!Facilitate!a!discussion!and!
feedback!session!that!reflects!
the!depth!of!engagement!
evident!in!the!digital!stories!
!
10.!Reinforce!students’!digital!
fluency!
!
!
11.!Progress!students’!
capacity!for!engagement!with!
literature!
!

Resources!

!

Assessment!

Student Learning Aims! Learning Outcomes!

Design Aims!

Appendices
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1. Housekeeping: Topic
Introduction, Learning
contract
2. Ice Breaker Activities
(circle, pair, small group)
3. Ensemble Fluency
Exercises (Warm Up
ensemble and Literature
Ensemble)
4. Digital Fluency Activities
(Mobile Technology
Demo/ digital-ensemble
news item creation)
5. Making Connections:
Text-to-Self; Text-toText; Text-to-World
(a) Collaborative
Writing Tasks
(Brainstorm, Stem
sentences, story map,
storyboard, story
circle)

Activities

400

learning experiences by
implementing fluency
activities, and low-stakes
fun-oriented ice breaker
activities.
3. Allocate time per task such
as story circles, showcase,
and demonstration and
fluency activities
4. Emphasise the importance
of narrative through the
creation of a digital
ensemble portfolio and the
digital storytelling process
3. Introduce students to
ensemble-based teaching
and learning strategies
using a series ice breaker
activities
4. Support students to develop
ensemble fluency skills and
empower students to apply
ensemble-based teaching
and learning strategies to
engage with literature

2. Create a learning contract
with students

2. Maximise authentic

changes to the design

1. Explain the details and
requirements of partaking
in the programme

Student Learning Aims

3. Engage with various ice
breaker activities and
recognise ensemble-based
teaching and learning
strategies
4. Physically depict the
various ensemble-based
teaching and learning
strategies used to engage
with literature

2. Collaborate to create a
learning contract and
compose the final contract

1. Discuss the details of the
programme and partake in
a Q&A session

Learning Outcomes

4. Perform/
Role Play/
Photograph

3. Name/Diagram/
Flash cards

2. Brainstorm or
Mind Map.
Learning contract

1. Ask and answer
questions

Assessment

Technology
Lab
/Machines
running
various
narrative
technologies
(Windows
Movie Make
or iMovie, or
similar

Pens/Pencils

Poster Paper

Flashcards

Paper

Resources

School B
Duration: 6 weeks – 4 x on-campus workshops, 2 x in-school workshops; 1 x
40mins class per week
Date: Apr/May 2014
Time: 9.30am-3.30pm & 1 x 40-minute class per week
Venue: School Classroom; The View & BOI Theatre, NUIGalway
Participants: Transition Year (22 pupils)
Teachers: 1 teacher of English

1. Incorporate the suggested

Design Aims

Literature
Drama: Our Day Out and Big Maggie, John B. Keane
Poetry: The Earth Circles The Sun, Gerry Hanberry
Scripts: The Secret Life of Walter Mitty, Game of Thrones and Private Peaceful
Fiction: The Secret Life of Walter Mitty and Private Peaceful
Non-Fiction: Documentaries, Video Clips, Diary Entries from various wars
School A
Duration: 6 weeks – 4 x on-campus workshops, 2 x in-school workshops; 1 x
40mins class per week
Date: Jan/Feb 2014
Time: 9.30am-3.30pm & 1 x 40-minute class per week
Venue: School Gymnasium; The View & BOI Theatre, NUIGalway
Participants: Transition Year (23 pupils)
Teachers: 1 teacher of English

Workshop: Making Connections: the “Digital Ensemble” approach to engaging with texts

Design Cycle Three
2 Schools x 6weeks (4 x on-campus workshops, 2 x in-school workshops; 1 x 40-minute English class per week)

Appendices

Design Cycle III

8.Reflective Digital
Learning Log

7.Digital Story Creation &
Showcase

(a) Digital Ensemble
Portfolio
• Performative Level
• Comparative Level
• Reflective Level

Activities
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relationship between all
involved in the programme
to encourage deeper
engagement with and
investment in the process.
10.
Make use of iBooks,
iTube and GarageBand
throughout the process for
creating, storing and
sharing resources amusic.

9. Develop a trusting

approach to the
programme delivery and
skills building through a
series of fluency exercises

8. Establish a procedural

os engaging with
literature through
narrative and choice
of texts and the
Making connections
approach
6. Focus on the development
of lifelong learning skills
such as critical thinking
and analysis and problemsolving
7. Explore different
opportunities to socialise
and develop social skills
while engaged in
collaborative practices

5. Deepen the practice

Design Aims

9. Capacitate students to
enhance their storytelling
skills through a series of
preparatory drafting,
editing, scripting and redrafting exercises
10. Enable students to create a
digital story using the iMovie
application on the iPad and
their Digital Ensemble
Portfolio

8. Facilitate students to create
a digital ensemble portfolio
that highlights their use of
ensemble strategies to
engage with literature

10.
Create a digital story
using the iMovie
application on the iPad
and the Digital Ensemble
Portfolio. Evaluate the
structure, content and
value of the digital story.
Adapt as necessary

9. Collaborate and synthesise
ideas to plan a digital story

8. Create a digital ensemble
portfolio that
demonstrates engagement
with the texts by using
ensemble strategies

7. Connect with texts on
three levels using the
“Making Connections”
handout

6. Create a digital ensemble
portfolio and a news item
on the iPad

6. Familiarise students with
the digital ensemble process
through creation of a news
item
7. Empower students to make
personal, literary and
abstract connections with
the texts

5. Demonstrate how to
use mobile
technology for digital
storytelling

Learning Outcomes

5. Facilitate students to
develop digital fluency
by providing
demonstration

Student Learning Aims

10. Design a digital
story/ Create a
digital Story/
Publish a digital
story / Edit the
digital story

9. Complete stem
sentences, create a
story map and
storyboard. And
other graphic
organisers

8. Compose and
assemble a digital
ensemble
portfolio. Create a
digital mash up
chart

7. Fill out the
“Making
Connections”
handout
collaboratively.
Report/discuss.

6. Create news item
and showcase it

5. Group
demonstrati
on to cohort

Assessment

A list of
ensemblebased
strategies

Camera or
digital device
for Vlogs/
photographs

Plasticine or
Lego etc for
animated
figures

Overhead
Projector

Comic Life, I
Can Animate,
Audacity, etc)

Resources

Appendices

!

Activities

Design Aims
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Assessment

13. Discuss, examine and
analyse the digital stories

12. Create and Edit a digital
learning log reflecting on the
learning experience and
literary engagement
throughout the process

15. !Critique!the!process!of!!!!
15. !Develop!students’!practices! collaboration!and!digital!
of!leadership,!collaboration,!
ensemble!and!provide!
and!expressive!embodiments
possible!future!solutions!to!
issues!or!barriers!that!arise

15. !Judging!Panel!/!
SFQ!/!group!
discussion!/!RDLL!/!
Socratic!circles

14. Written Report /
Vlog/ Debate/
Summary/
Interview

13. Written
Critique/ Debate/
Opinion Validating

12. Create a Vlog
(RDLL)

11.Showcase a digital story to 11. Organise a
the whole cohort
showcase of digital
stories and manage
the A/V for it

Learning Outcomes

14. Justify their decisions
14. Progress students’ capacity
and review areas of literary
for engagement with literature
engagement

13. Facilitate a discussion and
feedback session that reflects
the depth of engagement
evident in the digital stories

12. Assist students to create a
reflective digital learning log

11.Encourage students to
showcase their digital stories
to the whole group

Student Learning Aims

Resources

Appendices
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Choice

Categories

Titles &
Credits

Length

Spelling &
Grammar

Storyboard

Categories

Group Name

Excellent to Supreme
8-10
Clear rationale for choice of
particular critical incident
or key moment from the
text(s).

Titles and credits are
excellently written and
positioned. All work
credited where necessary
(e.g.texts, music).

Titles and credits are not
well written and/or
randomly positioned. Some
work credited. Or: Contains
only one of the categories.
3. Key Moments
Good to Very Good
Satisfactory
6-7
4-5
Good rationale for choice of Fair rationale for choice of
particular critical incident
particular critical incident
or key moment from the
or key moment from the
text(s).
text(s).

Titles and credits are well
written and positioned.
Most work credited where
necessary (e.g.texts, music).

Unacceptable
0-3
No rationale provided for
choice of particular critical
incident or key moment
from the text(s).

Less than 3 minutes, or
more than 5 minutes in
length.
Titles and credits are not
present.

Many spelling and/or
grammar errors made.
Detracts from story.

Little to no evidence of
planning, including
minimally completed
sketches, sequencing,
pacing, images, music and
sound.

Unacceptable
0

Group Members

Good to Very Good
Satisfactory
3-4
1-2
1. Planning
Complete and detailed
Evidence of planning
Evidence of planning
evidence of planning
through most of the
through some of the
throughout etire storyboard, storyboard including
storyboard, including
including sketches,
sketches, sequencing,
sketches, sequencing,
sequencing, pacing, images, pacing, images, music and
pacing, images, music and
music and sound.
sound.
sound.
2. Mechanics
No spelling or grammar
Very few spelling and/or
Many spelling and/or
errors made. Contributes
grammar errors made.
grammar errors made.
greatly to clarity, style and
Contributes to clarity, style
Somewhat contributes to
story development.
and story development.
clarity, style and story
development.
Between 3-4 minutes in
0-30 seconds shorter or
31seconds -1 minute shorter
length.
longer than required.
or longer than required.

Excellent to Supreme
5

Digital Story Evaluation Rubric

Score

Score

Appendices
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  6: Rubrics

Design Cycle 1
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Resolution of
dramatic
question

Personal
narrative

Dramatic
question

Demonstrate
change in
thoughts or
actions

Description

Good description of the
Average description of the
most engaging features of
most engaging features of
the key moments in the
key the moments in the
text(s).
text(s).
Conveys very well how
Mentions that engaging
engaging with the key
with the key moments from
moments from the text(s)
the text(s) has developed
have developed their critical their critical thinking about
thinking about the most
the most pertinent issues
pertinent issues dealt with.
dealt with.
4. Story Structure
Excellent use of strong
Good use of strong
Fair use of strong dramatic
dramatic question. Opening dramatic question. Opening question. Somewhat
statements demonstrate
statements demonstrate
demonstrates
thoughtfulness and
some thoughtfulness and
thoughtfulness and
creativity. Engages the
creativity. Engages the
creativity. May not engage
audience.
audience.
the audience.
Extremely well organised
Well organised narrative.
Somewhat disjointed and
narrative. Story is told in
Story is told in the first
disconnected narrative.
the first person. Conveys
person, conveys very well
Story may not be told in the
extremely well why events
why events are important
first person. Somewhat
are important and how they and how they affected the
conveys why events are
affected the author.
author. Somewhat expresses important. Lacks expression
Expresses the author’s
the author’s thoughts and
of the author’s thoughts and
thoughts and feelings.
feelings.
feelings.
Dramatic question is clearly Dramatic question is mostly Dramatic question is
resolved. Story is concluded resolved. Story is concluded somewhat resolved. Story is
through the use of details
through use of details from
mostly concluded through
from the text(s) that allow
the text(s) that allow the
the use of some details that
the audience to interpret the audience to interpret the
try to convey message of the
message of the story. The
message of the story. The
story. The audience does
audience feels satisfied.
audience feels mostly
not feel entirely satisfied.
satisfied.

Excellent description of the
most engaging features of
the key moments in the
text(s).
Excellently conveys how
engaging with the key
moments from the text(s)
have developed their critical
thinking about the most
pertinent issues dealt with.

Points out of 80
Final %

No use of strong dramatic
question. Opening
statements do not
demonstrate
thoughtfulness. Does not
engage audience.
A disorganised narrative.
May not be told in the first
person. Does not convey
why events are important
and how they affected the
author. Does not express the
author’s thoughts and
feelings.
Dramatic question is not
resolved. Story is not
concluded well. The
message remains unclear.
The audience feels
dissatisfied.

Does not convey how
engaging with the key
moments from the text(s)
have developed their critical
thinking about the most
pertinent issues dealt with.

No description of the most
engaging features of the key
moments in the text(s).
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Video'Editing'
Software'
(iMovie)'

Does(not(interfere(with(
voiceover.((
Exceptional(use(of(iMovie.((
Titles,(transitions(and(effects(
greatly(enhance(the(experience(
of(watching(the(digital(story.((

31H1minutes(shorter(or(longer(than(
required.((
Randomly(written(and(positioned.((
Or:(Contains(only(one(of(the(
categories.((Some(work(credited.(

Many(spelling(and/or(grammar(
errors(made(

Effective(use(of(iMovie.((
Titles,(transitions(and(effects(
enhance(the(experience(of(watching(
the(digital(story.((

Not(audible,(No(evidence(of(
different(tones(used.((
Detracts(from(the(emotions(of(the(
story.((
Greatly(interferes(with(voiceover.((

Less(than(3(minutes,(or(more(than(
7(minutes(in(length.((
Titles(and(credits(are(not(present.(((

Too(many(spelling(and/or(grammar(
errors(made.(Detracts(from(story.(

Writing(tasks(not(included(in(the(
planning(portfolio.(

Little(to(no(evidence(of(planning,(
including(minimally(completed(
sketches,(sequencing,(script(and(
audio.((
Little(to(no(evidence(of(using(
graphic(organisers(where(
appropriate(such(as(mind(maps,(
stairwells(and(shape(organisers(

Unacceptable'
0'

'
'
'

Group'Members'

Satisfactory(use(of(iMovie.((
Unacceptable(use(of(iMovie.((
Titles,(transitions(and(effects(under(
Titles,(transitions(and(effects(under(
or(over(used,(and(can(distract(viewer( or(over(used,(or(not(used(at(all.(((
from(story.((

Mostly(audible,(Some(use(of(
different(tones.((
Somewhat(enhances(the(emotions(
of(the(story.((
Interferes(with(the(voiceover.((

Use'of'Technology'
Enhances(the(emotions(of(the(story.((
Does(not(interfere(with(the(
voiceover.((

Audible,(Very(good(tones.((

0H30(seconds(shorter(or(longer(than(
required.(
Well(written(and(positioned.((Most(
work(credited.(

Clearly(audible,(Excellent(tones.((

Uncompleted(writing(tasks(included(
in(the(planning(portfolio.(

Mechanics'

Mostly(completed(writing(tasks(
included(in(the(planning(portfolio.(

Between(4H6(minutes(in(length.((

Excellently(written(and(
positioned.(All(work(credited.(

'

Evidence(of(planning(through(most(
Evidence(of(planning(through(some(
of(the(storyboard(including(sketches,( of(the(storyboard,(including(
sequencing,(script(and(audio.((
sketches,(sequencing,(script(and(
audio.((
Evidence(of(using(graphic(organisers( Evidence(of(limited(use(of(graphic(
where(appropriate(such(as(mind(
organisers(where(appropriate(such(
maps,(stairwells(and(shape(
as(mind(maps,(stairwells(and(shape(
organisers(
organisers(

Very(few(spelling(and/or(grammar(
errors(made(

Soundtrack'&' Greatly(enhances(the(emotions(
sound'effects' of(the(story.((

Voiceover'

Titles'&'
Credits'

Spelling'&'
Grammar'
Length'

Satisfactory'
1@2'

Planning'Portfolio'

Good'to'Very'Good'
3@4'

'
'
'

Digital'Story'Evaluation'Rubric'

No(spelling(or(grammar(errors(
made(

Complete(and(detailed(evidence(
of(using(graphic(organisers(
where(appropriate(such(as(mind(
maps,(stairwells(and(shape(
organisers(
Complete(and(detailed(writing(
tasks(included(in(the(planning(
portfolio.(

Graphic'
organisers'

Writing'tasks'

Complete(and(detailed(evidence(
of(planning(including(sketches,(
sequencing,(script(and(audio.((

Excellent'to'Supreme'
5'

Storyboard'

'
Categories'

Group'Name'

(

(

(

(

(

(

(

(

(

Tick'

Score'
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Excellent'to'Supreme'
8810'

Categories'
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Text8to8Self'

Textual'
Content'
Knowledge'

Use'of'
quotations'or'
purposeful'
paraphrasing'

Digital'
Ensemble'

Originality'

Demonstrated'a'supreme'and'
in=depth'knowledge'of'textual'
content'such'as'plot,'character,'
thematic'resolution'and'
language'use.'Knowledge'used'
to'emphasis'meaning'and'
analyse'conceptual'framework'
of'the'literature.''
All'ensemble'performances'
vividly'convey'a'very'emotive'
response'to'the'literature.'
Excellent'evidence'of'drawing'
on'prior'knowledge'and/or'
personal'experience'to'identify'
with'the'texts'in'a'variety'of'
ways.''

variety'key'moments.''
Extremely'original,'creative'and'
thought=provoking.'
Excellent'use'of'ensemble'to'
create'extremely'aesthetic,'
authentic'and'reflective'video'
clips.'
Extremely'appropriate'use'of'
quotations'and/or'paraphrasing'
of'the'texts'to'greatly'enhance'
the'story'of'and'meaning'within'
the'literature.'

Key'moments' Excellent'performance'of'a'

Superb'evidence'of'proficiency'
in'using'mobile'device(s)'
productively'to'enhance'
creativity'and'innovation.'
Excellent'evidence'of'
collaborative'use'of'the'
device(s)'to'encourage'skills'
development'such'as'problem=
solving,'researching,'critical'
reflection'and'analysis.''

Digital'
Fluency'

Fair'use'of'some'quotations'and/or'
paraphrasing'of'the'texts'that'is'
somewhat'appropriate.'Does'not'
greatly'enhance'the'story'of'and'
meaning'within'the'literature.'

Demonstrated'a'very'good'level'of'
knowledge'of'the'textual'content'
such'as'plot,'character,'thematic'
resolution'and'language'use.'
Knowledge'used'to'good'effect'to'
emphasis'meaning'and'to'consider'
conceptual'framework'of'the'
literature.'
Most'ensemble'performances'
convey'an'emotive'response'to'the'
literature.'Very'good'evidence'of'
drawing'on'some'prior'knowledge'
and/or'personal'experience'to'
identify'with'the'texts'in'some'ways.''

Some'ensemble'performances'
somewhat'convey'an'emotive'
response'to'the'literature.'Some'
evidence'of'drawing'on'prior'
knowledge'and/or'personal'
experience'to'identify'with'the'texts'
in'some'ways.''

Demonstrated'a'basic'level'of'
knowledge'of'the'textual'content'
such'as'plot,'character,'thematic'
resolution'and'language'use.'
Knowledge'not'used'to'emphasis'
meaning'or'to'consider'conceptual'
framework'of'the'literature.'

Literary'Engagement''

Appropriate'use'of'quotations'
and/or'paraphrasing'of'the'texts'to'
enhance'the'story'of'and'meaning'
within'the'literature.'

Fair'performance'of'a'variety'key'
moments.''
Somewhat'original'and'creative'but'
not'thought=provoking.'
Fair'use'of'ensemble'to'create'
somewhat'aesthetic,'authentic'and'
reflective'video'clips.'

Satisfactory'
485'

Some'evidence'of'development'in'
using'mobile'device(s)'productively'
to'enhance'creativity'and'
innovation.'Some'collaborative'use'
of'the'device(s)'to'encourage'
development'of'some'skills'such'as'
problem=solving,'researching,'critical'
reflection'and'analysis.'

Content'
Good'performance'of'a'variety'key'
moments.'
Very'original,'creative'and'thought=
provoking.''
Very'good'use'of'ensemble'to'create'
adequately'aesthetic,'authentic'and'
reflective'video'clips.'

Good'to'Very'Good'
687'

Good'evidence'of'fluency'in'using'
mobile'device(s)'productively'to'
enhance'creativity'and'innovation.'
Good'evidence'of'collaborative'use'
of'the'device(s)'to'encourage'skills'
development'such'as'problem=
solving,'researching,'critical'
reflection'and'analysis.'

'

'

'

'

'

Tick'

Ensemble'performances'do'not'
'
convey'an'emotive'response'to'the'
literature.'Little'to'no'evidence'of'
drawing'on'prior'knowledge'and/or'
personal'experience'to'identify'
with'the'texts'in'any'way.'

Demonstrated'a'poor'level'of'
knowledge'of'the'textual'content'
such'as'plot,'character,'thematic'
resolution'and'language'use.'Did'
not'consider'the'meaning'or'the'
conceptual'framework'of'the'
literature.'

No'quotations'and/or'paraphrasing'
of'the'texts'included.''

Ensemble'not'used'at'all'and'the'
video'clip'create'are'not'aesthetic,'
authentic'and'reflective.'

Unoriginal,'dull'and'emotionless.'

Performances'not'included.'

Unacceptable'
083'

Did'not'demonstrate'fluency'in'
'
using'mobile'device(s)'productively.'
Use'of'devices'failed'to'enhance'
creativity'and'innovation.'No'
collaborative'use'of'the'device(s)'to'
encourage'skills'development'such'
as'problem=solving,'researching,'
critical'reflection'and'analysis.'

Score'
'
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'

Cohesiveness''

Story'
structure''

Text%to%
World'

Excellent'use'of'personal'
narrative,'sequence,'dramatic'
tension'and'a'powerful'
conclusion.''
Clearly'engages'the'audience.''
Extremely'well'organised'
narrative.'Demonstrates'an'
excellent'logical'structure'that'
greatly'enhances'meaning.'A'
sophisticated'sense'of'flow'is'
evident.''

two'or'more'texts'under'the'
categories'provided'or'other'
categories'where'appropriate.'
Inter9textual'links'demonstrate'
access'to'the'textual'worlds'and'
an'exceptional'appreciation'for'
different'perspectives.'''
Outstanding'communication'of'
socially9constructed'values,'civic'
engagement'and'cultural'
contexts.'Superb'evidence'of'
thematic'connections'between'
community'and'social'stories'
paralleling'those'in'the'
literature.''

Text%to%Text' Superb'evidence'of'connecting'

Well'organised'narrative.'
Demonstrates'a'good'logical'
structure'that'mostly'enhances'
meaning.'A'developing'sense'of'flow'
is'evident.'

Good'use'of'personal'narrative,'
sequence,'dramatic'tension'and'a'
strong'conclusion.''
Engages'the'audience.''

Somewhat'disjointed'and'
disconnected'narrative.'
Demonstrates'some'structure'that'
moderately'enhances'meaning'in'
parts.'An'unrefined'sense'of'flow'is'
somewhat'evident.''

Fair'use'of'personal'narrative,'
sequence,'dramatic'tension'with'a'
weak'conclusion.''
Somewhat'engages'the'audience.''

Points'out'of'150'
Final'%'

An'unorganised'narrative.'
Demonstrates'a'complete'lack'of'
logical'structure.'Meaning'is'not'
evident'there'is'no'sense'of'flow.''

'

No'use'of'personal'narrative,'
'
sequence,'dramatic'tension'and'no'
conclusion.''
Does'not'engage'the'audience.''

Little'to'no'evidence'of'connecting' '
two'or'more'texts'under'the'
categories'provided'or'other'
categories'where'appropriate.'
Inter9textual'links'do'not'
demonstrate'access'to'the'textual'
worlds'and'no'evidence'of'
awareness'of'different'perspectives'
Satisfactory'communication'of'some' Little'to'no'communication'of'
'
socially9constructed'values,'civic'
socially9constructed'values,'civic'
engagement'and'cultural'contexts.' engagement'and'cultural'contexts.'
Some'evidence'of'thematic'
Little'to'no'evidence'of'thematic'
connections'between'community'
connections'between'community'
and'social'stories'paralleling'those'in' and'social'stories'paralleling'those'
the'literature.''
in'the'literature.''

Adequate'evidence'of'connecting'
two'or'more'texts'under'the'
categories'provided'or'other'
categories'where'appropriate.'Inter9
textual'links'demonstrate'some'
access'to'the'textual'worlds'and'an'
awareness'of'different'perspectives.'

Narrative''

Very'good'evidence'of'connecting'
two'or'more'texts'under'the'
categories'provided'or'other'
categories'where'appropriate.'Inter9
textual'links'communicate'access'to'
the'textual'worlds'and'a'good'
appreciation'for'different'
perspectives'
Very'Good'communication'of'
socially9constructed'values,'civic'
engagement'and'cultural'contexts.'
High9quality'evidence'of'thematic'
connections'between'community'
and'social'stories'paralleling'those'in'
the'literature.''
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  7: Team roles
	
  

Student teams often function most effectively when members have designated roles. Look at the list of roles
Student
often
most effectively
when
members
have designated roles. Look
below
andteams
decide on
and function
delegate appropriate
roles within
your
team.

at the list of roles below and decide on and delegate appropriate roles within your team.

The roles you choose will depend on the goals of the assignment and the size of your team. They can be fixed
or
rotating.
The
roles you choose will depend on the goals of the assignment and the size of your team.

They can be fixed or rotating.
Facilitator

Moderates team discussion, keeps the group on task, and distributes work.

Recorder
Facilitator

Takes
notes summarizing
team discussions
and decisions,
and
keeps all work.
necessary
Moderates
team discussion,
keeps the group
on task, and
distributes
records.

Recorder

Reporter

Reporter

Timekeeper

Timekeeper

Takes notes summarizing team discussions and decisions, and keeps all necessary

Serves
as group spokesperson to the class or instructor, summarizing the group’s
records.
activities and/or conclusions.

Serves as group spokesperson to the class or instructor, summarizing the group’s

Keeps
the group aware of time constraints and deadlines and makes sure meetings start
activities and/or conclusions.
on time.
Keeps the group aware of time constraints and deadlines and makes sure meetings

Devil’s Advocate Raises counter-arguments and (constructive) objections, introduces alternative
start on time.
explanations and solutions.

Devil’s Advocate Raises counter-arguments and (constructive) objections, introduces alternative

Harmoniser

Harmonizer

Prioritiser

Priritizer

Strives to create a harmonious and positive team atmosphere and reach consensus
explanations
solutions. of ideas.)
(while
allowing a and
full expression
Strives to create a harmonious and positive team atmosphere and reach consensus

Makes
sureallowing
group focuses
on most important
(while
a full expression
of ideas.) issues and does not get caught up in
details.

Makes sure group focuses on most important issues and does not get caught up in
details.

Explorer

Seeks to uncover new potential in situations and people (fellow team members but also

Cameraman

clients)
and
areas
of inquiry.
Uses
theexplore
iPad to new
record
developed
scenes. This role MUST be rotated within the

Innovator

Encourages imagination and contributes new and alternative perspectives and ideas.

Checker

Checks to make sure all group members understand the concepts and the group’s
conclusions.
Checks to make sure all group members understand the concepts and the group’s

group.

Actors

Checker
Runner

Runner
Wildcard

Wildcard

Perform a script to create a well developed scene. EVERYBODY must be an actor at
some stage.

conclusions.

Gets needed materials and is the liaison between groups and between their group and
the instructor.
Gets needed materials and is the liaison between groups and between their group

and the
Assumes
theinstructor.
role of any missing member and fills in wherever needed.
Assumes the role of any missing member and fills in wherever needed.

These roles are adapted from lists in:
Barkley, E.F., Cross, K.P., & Major, C.H. (2005). Collaborative learning techniques. San Francisco: Jossey-Bass.
Johnson, D. W., Johnson, R. T., and Smith, K. (1991). Cooperative learning: Increasing college faculty instructional productivity (ASHE-ERIC Higher Education
These roles
areWashington,
adapted from
lists
in:George Washington University, School of Education and Human Development.
Report
No. 4).
DC:
The
Barkley,
Cross,
K.P.,
C.H. Cooperative
(2005). Collaborative
learning
San Francisco:
Jossey-Bass.
Millis,
B. E.F.,
J., and
Cottell,
P. &
G.,Major,
Jr. (1998).
learning for
higher techniques.
education faculty.
American
Council on Education, Series on Higher Education. The
Johnson, D. W., Johnson, R. T., and Smith, K. (1991). Cooperative learning: Increasing college faculty instructional productivity (ASHE-ERIC Higher
Oryx Press, Phoenix, AZ.
Education Report No. 4). Washington, DC: The George Washington University, School of Education and Human Development.
Smith, K. A. (1996). "Cooperative Learning: Making 'Group work' Work" In Sutherland, T. E., and Bonwell, C. C. (Eds.), Using active learning in college classes: A
Millis, B. J., and Cottell, P. G., Jr. (1998). Cooperative learning for higher education faculty. American Council on Education, Series on Higher Education.
range of options for faculty, New Directions for Teaching and Learning No. 67.
The Oryx Press, Phoenix, AZ.
Smith, K. A. (1996). "Cooperative Learning: Making 'Group work' Work" In Sutherland, T. E., and Bonwell, C. C. (Eds.), Using active learning in college
classes: A range of options for faculty, New Directions for Teaching and Learning No. 67.
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  8: Sample mind maps

!
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  9: Storytelling Resources
Story map

Based on Ohler’s (2003) Virtual Portrait of the Story (VPS).
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Storyboard template
Compiled by researcher, based on the templates of those of
Storyboarder (Whiteline, 2013) application, Porter (2006) and Barrett
(2006).

!
!
!
!
!
!
!
!
!

!
!
!
!
!
!
!
!
!

!
!
!
!
!
!
!
!
!

!
!
!
!
!
!
Scene:_______________!Time:________! Scene:_______________!Time:________! Scene:_______________!Time:________!
Shot/Angle:!________________________! Shot/Angle:!________________________! Shot/Angle:!________________________!
Description:!_______________________! Description:!_______________________! Description:!_______________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
Audio:!______________________________! Audio:!______________________________! Audio:!______________________________!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
Scene:_______________!Time:________! Scene:_______________!Time:________! Scene:_______________!Time:________!
Shot/Angle:!________________________! Shot/Angle:!________________________! Shot/Angle:!________________________!
Description:!_______________________! Description:!_______________________! Description:!_______________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
_______________________________________! _______________________________________! _______________________________________!
Audio:!______________________________! Audio:!______________________________! Audio:!______________________________!
Compiled7by7researcher,7based7on7the7templates7of7those7of7Storyboarder7(Whiteline,72013)7
application,7Porter7(2006)7and7Barrett7(2006).7
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Storyboarder
Images from the Storyboarder application by Whiteline (2013),
available on iPhone and iPad.
!
!
!

(Whiteline,!2013)!

!
!

!

!
!

!
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  10: Making Connections Resources
Making Connections mind map: Text-to-Self, Text-to-Text and
Text-to-World
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  11: Sample tasks
Sample task 1:
a) Create a digital story that highlights the extent to which a theme or issue is resolved to your
satisfaction in Our Day Out by Willie Russell.
b) Compare the extent to which the same theme or issue (as discussed in (a) above is resolved to
your satisfaction, in the poem The Earth Circles the Sun by Gerry Hanberry. (adapted from
2013 LC English Paper 2)
Sample task 2:
Literature Task
√
1. Using ensemble-based strategies embody key moments in two of the texts you engaged with
in this programme. Connect these key moments with prior knowledge or life experiences from
your group. Create a Digital Ensemble Portfolio of these key moments and your group
reflections on them.
2. Consider how these key moments in each text portrays one of the following topics: theme,
character relationship or socio-cultural contexts. Use ensemble-based strategies to convey
how each text portrays this topic and provide literary evidence that support your ideas.
Record these ensemble performances and add to your Digital Ensemble Portfolio.
3. Discuss any local, national or international stories or issues that parallel those encountered
in the literature (as highlighted in your key moments depiction). Using the ensemble
reflection process create a vlog about how your interactions with these textual worlds have
shaped, changed or reinforced your opinion about the subject matter. Add the vlog to your
Digital Ensemble Portfolio
4. Use iMovie to create a digital story that highlights your engagement with the literature.
This will involve selecting the appropriate clips from your Digital Ensemble Portfolio,
collating and editing them into a finished product.
Sample task 3:
a) Create a digital ensemble portfolio of the drama-based activities your group used to explore
the excerpt from The Secret Life of Walter Mitty by James Thurber.
b) Create a news item based on the action in your excerpt using selected video clips from your
digital ensemble portfolio.
A checklist of what to do
√
1
Fill in the mind map on page 3 to help you decide what is important in the scene you were
given
2 Use the ensemble activities (drama games) to explore the script your group has.
Example: Reading to punctuation mark; back-to-back reading; choral characters repeating or
echoing key words; improvise the scene; create a still image.
3
Record your group doing all of these activities.
4 Save the recordings to camera roll.
5
Label or Name each clip.
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6
7
8
9
10
11
12
13
14

Use the storyboard to create a sequence of events for your news item, deciding what video
clips from your portfolio your group will use
Decide which news item template in iMovie you will use
Decide who will be the news anchor and write their script. If improvising, jot down ideas and
key words.
Decide if you will have a broadcaster on location, and if so, who will play this role.
After rehearsing, film the anchor saying their script.
After rehearsing, film the broadcaster saying their script.
Ensure that all video clips are labelled correctly.
Look at your storyboard and decide where each video clip will be placed and where
voiceovers, music, sound effect etc are required.
Insert all of the video clips into iMovie

Sample task 4:
(a) Create a digital ensemble portfolio of the drama-based activities your group used to make
connections with the excerpt from Private Peaceful (Michael Murpurgo) and Game of Thrones
(Benioff and Weiss).
(b) Using selected video clips from your digital ensemble portfolio, create a digital story of the
connections you made to the texts based on the key moments in your excerpts
What To Do
√
1 Engage in ensemble strategies to read the script as a group.
2 Fill out the “Making Connections” hand-out.
3 Report back to the whole class about your group discussion.
4 Fill in the Mind Map template to help you decide what is important in the scene you were
given
5 Record your group using the ensemble activities (drama games) to explore the scripts.
Example: Reading to punctuation mark; back-to-back reading; choral characters repeating or
echoing key words; improvise the scene; create a still image.
6 Save the recordings to camera roll.
7 Use the storyboard to create a sequence of events for your digital story, deciding what video
clips from your portfolio your group will use. Note the name or number of each clip in your
storyboard.
Include where you will insert voiceovers, music, sound effects etc. Source/Create these now.
8 Record more scenes at this point if needed and update your storyboard as necessary.
9 Decide if you will use a template or a blank canvass in iMovie for your digital story.
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  12: Students Feedback Questionnaire

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!Engaging!with!Literature!

Student!Feebdack!Form!

!
A. Content(
Please(rate(the(following(aspects(of(the(content(covered(
Excellent(
Very(
Good(
Fair( Poor(
during(this(learning(process.(
Good(
1.!Literary!content!covered!during!the!workshop(
(
(
(
(
(
2.!Usefulness!of!ice!breaker!activities!to!set!the!tone!for!learning(
(
(
(
(
(
3.!Usefulness!of!ensmeble!activities!as!a!way!to!explore!literature!
(
(
(
(
(
4.!Researcher’s!knowledge!of!subject(
(
(
(
(
(
5.!Researcher’s!style!of!teaching!and!communication(
(
(
(
(
(
6.!Researcher’s!response!to!doubts!and!queries!
(
(
(
(
(
7.!Usefulness!of!Design!Brief!(Your%Mission)!provided(
(
(
(
(
(
8.!!Quality!of!technology!used!(e.g.!iPads,!iMovie,%iMotion)(
(
(
(
(
(
9.!Opportunity!to!socialise!with!peers!while!working(
(
(
(
(
(
10.!Relevance!of!content!to!the!syllabus!requirements(
(
(
(
(
(
11.!Quality!of!fun!you!had!!
(
(
(
(
(
12!Overall!experience!of!learning!
(
(
(
(
(
(
A. Experience(
(
1. What!do!you!think!you!gained!from!this!approach!to!literature!learning?!!
!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
2. Describe!2!ways!in!which!you!would!change!this!overall!learning!approach?!
!
____________________________________________________________________________________________________________
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
3. Mention!at!least!2!things!YOU!would!do!differently!to!improve!the!quality!of!your!ensemble!‘performances’?!!
!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
4. State!at!least!2!things!YOU!would!do!differently!to!improve!the!quality!of!your!finsihed!digital!story?!!
!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
_____________________________________________________________________________________________________________!
5. Would!you!like!to!partake!in!this!learning!aproach!again!as!a!way!to!study!the!literature!on!your!course?!!!!
Yes!!!!!!
No!
!
6. Please!share!at!least!1!other!thought!about!your!experiences!of!learning!!literature!through!ensemble!and!digital!
stroytelling.!!!
!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!
____________________________________________________________________________________________________________!!
____________________________________________________________________________________________________________!

©Eilis&Flanagan&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&&
!

Page&1&
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  13: Invitation to participate

School!of!Education,!!
NUI!Galway,!!
Galway!
!
21st!October,!2012!
!
Coláiste!Éinde,!
Threadneedle!Road,!
Salthill,!
Galway.!
!
!
Dear!Ms.!Quinn,!!
My!name!is!Eilis!Flanagan!and!I!am!a!PhD!candidate!at!the!School!of!Education!in!NUIGalway.!I!wish!to!make!contact!with!
you!and!your!transition!year!coUordinator!regarding!the!possibility!of!participating!in!my!research!by!availing!of!free!
workshops!and!classes!in!English!and!technology.!!
I!am!researching!the!use!of!narrative!technology!to!enhance!English!education!at!post!primary!level.!For!the!purposes!of!
this!research,!narrative!technology!refers!any!technology!tool!!that!helps!students!tell!a!story!in!digital!format.!This!can!
include!devices!such!as!iPads!and!applications!such!as!iMovie.!I!am!interested!in!how!the!use!of!such!technologies!(such!
as!digital!storytelling!and!animation!tools)!can!encourage!students!to!engage!with!literature.!
I!will!be!conducting!this!research!in!three!parts:!!
1. I!will!distribute!a!survey/to!students.!This!will!contain!questions!about!students’!thoughts!and!experiences!of!
English!subject!methodology,!as!well!as!the!uses!of!educational!technology!in!learning.!!
2. I!will!offer!workshops!in!the!use!of!narrative!technology!(such!as!digital!storytelling!and!animation)!to!help!
students!to!engage!with!literture!(poetry,!fiction,!drama,!multimodal!texts!etc).!
3. I!will!facilitate!group/interviews/with!participants!about!their!experiences!of!this!!approach.!!
I!work!with!transition!year!students!and!offer!free!workshops!to!them!in!the!use!of!such!technologies!to!explore!
literature.!!!
I!facilitate!these!workshops!both!on!the!NUIGalway!campus!and!within!your!own!school.!Teachers!are!very!welcome!to!
participate!in!or!observe!these!workshops.!The!dates,!times!and!frequency!of!the!workshops!can!be!arranged!with!you!at!
your!convenience.!!
Should!you!wish!to!participate!I!will!provide!all!participants!(as!well!as!legal!guardians!where!necessary)!with!
information!sheets!and!letters!of!consent.!I!will!also!provide!information!sessions!to!all!participants.!!
If!this!is!something!that!you!are!interested!in!please!do!not!hesitate!to!contact!me!by!email!or!phone!on!the!details!below.!
Many!thanks!for!your!time.!!
Best!wishes,!
__________________________!
!

Eilis!Flanagan!
!
PhD!Candidate,!
Galway!Doctoral!Research!Scholar,!
School!of!Education,!
National!University!of!Ireland,!
Galway.!

!
email:!!!!!!!!e.flanagan3@nuigalway.ie!!!!!|!!phone:!!!!!!!!087!6982404!
!

!
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  14: Information Sheet

!
Participant!Information!Sheet!
!
Title&of&Study:$Digital$Ensemble:$Exploring$the$Design$of$Mobile$and$Narrative$Learning$Technologies$to$
Enhance$the$Teaching$of$English$Literature.
!
! Principal&Investigator&(PI):$
Department:$$ $
$
! Email:$$ $
$
$
$
$
! Phone:&&$

Eilis$Flanagan$
School$of$Education,$National$University$of$Ireland,$Galway$
e.flanagan3@nuigalway.ie$
0876982404$

1. The!aims!of!the!project!!
The$purpose$of$this$study$is$to$understand$the$potential$impact$that$using$narrative$technology$
in$the$English$classroom$may$have$on$how$students$learn$and$how$teachers$teach$English$
literature.$$The$researcher$aims$to$understand$this$process$in$order$to$generate$a$framework$for$
the$effective$use$of$technology$in$the$English$classroom$in$the$hopes$of$developing$students’$
critical$thinking$skills$in$literature$learning.$$
This$research$study$will$be$conducted$over$a$four$year$period$in$the$following$manner:$$
a) Organisation$of$workshops!and!classes$in$the$use$of$narrative$technology$(for$
example$digital$storytelling$using$iMovie)$to$study$literature,$including$poetry,$
fiction,$drama$and$multimodal$texts.$
b) Distribution$of$a$student!feedback!questionnaire!(SFQ).$This$will$contain$
questions$about$the$participants’$experiences$of$these$approaches$to$literature$
learning.$$
c) Facilitation$of$group!interviews$to$obtain$participants’$feedback$on$the$workshops.$
$
2. What!will!be!required!of!participants!!
Participants$will$be$asked$to$partake$in$the$following,$should$they$consent$to$participate:$
A. Workshops.$The$layout$of$the$workshops$is$as$follows:$$
i. Ensemble$approaches$to$drama.$This$involves$using$performanceGbased$
activities$to$encourage$students$to$familiarise$themselves$with$the$text.$
Literature$will$include$texts$such$as$poetry,$functional$writing,$personal$
writing,$speeches,$novels,$drama$etc.$$
ii. Narrative$Technology.$The$participants$will$then$be$introduced$to$the$
concepts$of$narrative$technology.$This$includes,$for$example$digital$
storytelling.$Participants$will$be$taught$how$to$use$the$narrative$
technologies$(for$example,$I'Can'Animate,$iMovie,$Windows$MovieMaker).$
Participants$will$then$be$provided$with$an$assignment$brief$and$asked$to$
work$on$their$assignment$in$groups.$The$assignment$will$involve$
recodring$their$ensemble$perfmances$of$the$texts$and$creating$a$digital$
story$of$their$learning.$$

418

Appendices

i. The&workshops&will&take&place&during&the&academic&year&with&the&full&
cooperation&of&school&management.&&
ii. Comfort&breaks&will&be&taken&at&the&participants’&own&discretion&and&
there&will&also&be&a&45&minute&scheduled&break.&Participants&can&feel&free&
to&drink&and&eat&as&they&work.&
&
B. Student'Feedback'Questionnaires'(SFQ):&Participants&will&be&invited&to&fill&in&a&
questionnaire&regarding&their&expereicnes&of&&this&approach&to&literature&learning.&&
&
C. Group'Interviews:&Participants&will&take&part&in&a&group&interview&during&the&week&
following&the&workshop.&The&following&is&the&layout&of&this&group&interview:&
i. Each&group&will&contain&4D6&participants.&
ii. The&purpose&of&the&focus&group&is&to&obtain&participants’&perspectives&on&
the&process&and&content&of&the&workshops&(i.e.&what&the&participant&liked,&
didn’t&like;&what&went&well,&didn’t&go&so&well&etc)&
iii. The&role&of&the&researcher&here&is&as&facilitator&of&the&discussion&forum&
and&to&encourage&group&interaction.&
Note:&The&dates,&times&and&frequency&of&all&of&the&above&will&be&organised&with&the&full&
cooperation&of&school&management&and&participants&will&be&informed&of&same&via&school&
management&or&cooperating&English&teacher.&&
1. Confidentiality'and'Anonymity:'
Your&name&or&that&of&your&institution&will&not&be&associated&with&the&research&findings&in&any&
way.&Your&identity&as&a&participant&will&be&known&only&to&the&researcher.&The&researcher&alone&
will&have&access&to&the&data.&&Where&audioDvisual&recording&equipment&is&used&during&the&
research&process&the&only&person&who&shall&have&access&to&these&recordings&will&be&the&
researcher&and&a&transcriber,&should&one&be&needed.&The&purpose&of&the&transcriber&is&to&write&
down&the&spoken&words&of&the&participants&and&researcher&during&an&interview.&The&researcher&
will&ensure&that&all&necessary&precautions&are&taken&to&ensure&that&participants&will&not&be&
identifiable&in&any&published&material.&&
The&participant’s&data&will&only&be&used&for&research&purposes&in&order&to&ascertain&if&the&
intervention&(using&technology&in&the&English&classroom)&had&a&positive&impact&on&student&
literature&learning.&&
2. Participation:'''
Participation&in&this&research&study&is&completely&voluntary&and&you&are&free&to&decide&not&to&
participate.&&
Likewise,&you&are&free&to&withdraw&at&any&time&without&affecting&your&relationship&with&the&
researcher&(Eilis&Flanagan),&this&department&(School&of&Education),&the&National&University&of&
Ireland,&Galway&or&your&school.&&
NonDparticipation&will&not&affect&the&participant’s&individual&rights,&access&to&other&services,&care&
and&education.&&
'
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!
1. Potential!risks,!harms!and!benefits!to!participants:!
There%are%no%known%risks%and/or%discomforts%associated%with%this%study.%%
The%expected%benefits%associated%with%your%participation%in%this%research%are%the%experiences%of%
using%technology%in%English%education,%free%workshops%in%the%use%of%technology%in%English%and%
the%opportunity%to%participate%in%a%research%study.%
!
2. Contact!details:!
Please!see!below!for!contact!details!of!the!investigator!and!investigator’s!supervisor!
should!you!require!further!information.!
%
Contact%details%of%Principal%Investigator%(PI):%% %

Eilis%Flanagan%
School%of%Education,%%
National%University%of%Ireland,%Galway%
e.flanagan3@nuigalway.ie%
%

Contact%details%of%investigator’s%Supervisor:% %

%Dr.%Tony%Hall%
School%of%Education,%%
National%University%of%Ireland,%Galway%
tony.hall@nuigalway.ie%

!
!
3. Should!participants!wish!to!make!a!complaint!on!ethical!grounds!the!contact!
details!of!the!Research!Ethics!Coordinator!is!below:!
!
Brian%McGuire%%
Research%Ethics%Committee%%
c/o%Eithne%O'Connell%%
Research%Office%
Unit%8,%Business%Innovation%Centre%
National%University%of%Ireland,%Galway%%
%
Tel:%% +353%91%524411%(ext%5312)%/%+353%91%495312%(direct)%
Fax:%% +353%91%494591
%
%
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Appendix	
  15: Consent

!
Consent!to!participate!form!
!
Title!of!Study:!Digital!Ensemble:!Exploring!the!Design!of!Mobile!and!Narrative!Learning!Technologies!to!Enhance!
the!Teaching!of!English!Literature!
!

Principal!Investigator!(PI):! Eilis!Flanagan!
Department:!! !
!
School!of!Education,!National!University!of!Ireland,!Galway!
!
Email:! !
!
!
e.flanagan3@nuigalway.ie!
!
!
Purpose:!This!study!explores!the!potential!of!mobile!learning!technology!and!digital!storytelling!to!augment!
drama7based!teaching!approaches!to!enhancing!students’!engagement!with!literature.!!
The!researcher!aims!to!understand!how!this!process!may!encourage!students!to!engage!creatively!and!interactively!
with!literature,!including!drama,!poetry!and!fiction.!
Study!Procedures:!Data!will!be!collected!using!questionnaires,!interviews,!design!workshops!and!focus!groups.!
Individuals!involved!in!the!data!collection!will!be!the!researcher,!the!students!and!the!teachers.!!
Audio7visual!recording!equipment!will!be!used!during!the!research!process!and!the!only!person!who!shall!have!
access!to!these!recordings!will!be!the!researcher!and!a!transcriber.!
Confidentiality:!Your!name!or!that!of!your!institution!will!not!be!associated!with!the!research!findings!in!any!way.!
Your!identity!as!a!participant!will!be!known!only!to!the!researcher.!!
Voluntary!Participation:!You!are!free!to!decide!not!to!participate!or!to!withdraw!at!any!time!without!affecting!
your!relationship!with!the!researcher!(Eilis!Flanagan),!this!department!(School!of!Education)!or!the!National!
University!of!Ireland,!Galway.!!
Benefits:!The!expected!benefits!associated!with!your!participation!in!this!research!are!the!experiences!of!using!
technology!in!English,!free!workshops!in!the!use!of!technology!in!English!and!the!opportunity!to!participate!in!a!
research!study.!In!addition,!you!will!be!actively!contributing!to!research!in!this!teaching!and!learning!context!of!
third!level!education.!!
Please!do!not!hesitate!to!ask!questions!about!the!study!either!before!or!after!participating.!!
!
Please!sign!your!consent!to!participate!below.!A!copy!of!this!consent!form!will!be!given!to!you!to!keep.!!
!
_______________________________!
Signature!of!participant!!! !
!

!
!

!
!

_______________________________!!!!!!!!!!!!!!!!!!!!!!!!!!
Date!

_______________________________!
Signature!of!legal!guardian!
!

!
!

!
!

_______________________________!!!!!!!!!!!!!!!!!!!!!!!!!!
Date!

_______________________________!
Signature!of!researcher! !
!

!
!

!
!

_______________________________!!!!!
Date!

!

!

!
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Appendix	
  16:	
  Short	
  course	
  for	
  Junior	
  Certificate	
  
Students	
  Award	
  (JCSA)	
  English	
  Methodology	
  	
  
	
  
Draft Short Course Specification
Title of short course
ENaCT-It:
Using drama-based activities and digital storytelling to engage
with English literature
1. Introduction to junior cycle
Junior cycle education places students at the centre of the educational
experience, enabling them to actively participate in their communities
and in society and to be resourceful and confident learners in all aspects
and stages of their lives. Junior cycle is inclusive of all students and
contributes to equality of opportunity, participation and outcome for all.
The junior cycle allows students make a greater connection with
learning by focusing on the quality of learning that takes place and by
offering experiences that are engaging and enjoyable for them, and
relevant to their lives. These experiences are of a high quality, contribute
directly to the physical, mental and social wellbeing of learners, and
where possible, provide opportunities for them to develop their abilities
and talents in the areas of creativity, innovation and enterprise. The
learner’s junior cycle programme builds on their learning to date and
actively supports their progress in learning and in addition, supports
them in developing the learning skills that will assist them in meeting
the challenges of life beyond school.

2. Rationale
This collaborative process involving ensemble, mobile devices and
digital storytelling is used to encourage students to engage creatively
and interactively with literature, such as drama, poetry and fiction,
including multimodal texts.
While there are a significant number of first year students not
progressing in English, second years are disengaging from learning and
many do no reconnect with learning. The experiences of third years are
dominated by examination pressures and therefore by rote learning
(Smyth 2009).
At senior cycle students are disengaging with literature and their exam
performance in English is being hampered by rigid and formulaic
approaches. Candidates are more successful when personal connections
are evident in their writing and demonstrate an interlinking of texts with
socio-cultural contest (DES, ‘08-‘13). Further, there is a need for
education to promote problem-solving, independent learning, basic
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literacy and analytical skills among our teenagers (Hyland, 2011). There
is also potential for digital content creation to encourage engagement
and productivity within education (Livingstone and Haddon 2009).
Therefore, the rationale for this course is grounded in the need for more
engaging and creative educational practices in English education. This
short course, ENaCT-It, considers the teaching and learning strategies
that can prove useful and effective for making learning more relevant for
students. It aims to deepen and develop students’’ collaboration,
creative ensemble, digital, analytical and reflection practices. Also,
ENaCT-It employs mobile, constructionist technology, which is
acknowledged as a social and exciting way of interacting with the world,
as a means of making this wonderful and rich literature of the JCSA
course more real and relevant to the students’ lived experiences.
Therefore, students will engage in drama-based or ensemble, activities
to embody key moments or elements of a text.
The process
This involves a group of students engaging collaboratively with various
fun drama exercises to explore the world of the text. These are called
ensemble activities. Then, the task is to use an iPad to record these
ensemble performances and save their video clips to a Digital Ensemble
Portfolio. Students will then import selected clips into the iMovie
moviemaking application on the iPad and create a digital story of the
text(s). This will also include music, text, sound effects, a voiceover,
transitions, titles and credits. This is called a Digital Ensemble Story.
Resources are provided and a rubric will be used evaluate students’
work.
This course aims to help students develop learning practices for
enhancing their engagement with English literature in the following
areas:
• Collaboration
• Developing confidence to invest themselves personally in their
learning
• Learn to use mobile technology and editing applications in a
productive, meaningful and useful way
• Problem-solving during group work
• Being selective and decisive
• Learn how to express themselves effectively
• Communicate thoughts, opinions and feelings
• Reading a wide range of literature, including multimodal texts
• Writing
• Reflection

3. Aim
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ENaCT-It aims to enhance students’ engagement with English
literature through collaborative participation in a digital ensemble
process. This involves exploring the world of the text(s) by engaging in
fun, drama-based activities and a digital storytelling process using an
iPad.
4. Links
The way in which this short course is linked to Statements of Learning,
Literacy and Numeracy, and Other Key Skills is highlighted and
explained here.
a) Statements of learning
These statements describe what students should know, understand,
value and be able to do at the end of their time in junior cycle. ENaCT-It
contributes to the learning described in a number of statements. The
statements of learning to which the course relates most immediately and
significantly are detailed below.
Examples of relevant learning in
Statement
the course
The student communicates
Students read, write, listen, speak and
effectively using a variety of
engage in drama-based activities to
means in a range of contexts communicate their learning, their
in L1
thoughts, emotions and beliefs inspired
by various texts in different contexts.
SoL1
Students share, present and have the
option to publish their digital artefacts.
The student creates,
Students critically appraise a wide range
appreciates and critically
of texts, including drama, poetry and
interprets a wide range of
fiction. Students consider the
texts
multimodality of texts. Students create
digital content that reflects their
SoL 3
learning and their engagement with
texts.
The student creates and
Students create digital ensemble
presents artistic works and
(recorded drama activities) and embed
appreciates the process and
them within digital stories that reflect
skills involved
the skills they have learned and
developed, such as critical literacy,
SoL 4
problem solving, digital literacy and
communication.
The student has the
Students develop skills such as
awareness, knowledge, skills, collaboration, effective communication,
values and motivation to live listening, synthesising, problem solving,
sustainably
collating, debating, depicting, selfevaluation and many more that
SoL 10
encourages them to live sustainably.
The student describes,
Students engage in drama-based
illustrates, interprets,
activities and collate these in a logical
predicts and explains
manner to demonstrate the connections
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patterns and relationships
SoL 16
The student uses appropriate
technologies in meeting a
design challenge
SoL 20

The student applies practical
skills as she/he develop
models and products using a
variety of materials and
technologies
SoL 21

The student takes initiative,
is innovative and develops
entrepreneurial skills
SoL 22
The student brings an idea
from conception to
realisation
SoL 23
The student uses technology
and digital media tools to
learn, communicate, work
and think collaboratively and
creatively
in a responsible and ethical
manner

between the literature, their personal
lives, other texts and the world at large.
Students decide which form of
technology will suit best to help them
achieve their goals. For example,
students encounter various technologies
such as Audacity, GarageBand,
iMindMap and mobile devices and
decide through a process of trial and
error, which is most appropriate to meet
their design challenge. Other such
challenges include camera angle, sound,
lighting, performance and editing
decisions.
Students create a digital ensemble story
through the development of practical
skills such as planning, directing,
editing, performing, writing, leadership,
debating, using mobile devices,
negotiating, cooperating, verbal and non
verbal communication, self evaluation,
presenting, flexibility, teamwork,
organising, decision-making, time
management, goal setting, realistic
planning to achieve goals, achieving
goals, investigating, analysing, problem
solving, creative ensembles, initiative,
professionalism.
Students decide which literature to
explore as their primary, or anchor text
and work collaboratively to set targets,
plan how to achieve them and present
them in an innovative, creative and
reflective manner.
Students work with a design brief,
brainstorm their ideas, engage in a
process of trial and error, drafts and
redrafts of the product until the final
digital story is presented.
Students work collaboratively to create
digital content about various texts that
highlight personal and communal
meaning and demonstrate relevance to
their own lives.

SoL 24
b) Literacy and numeracy
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ENaCT-It will contribute to the development of literacy and numeracy
skills in the following ways:
Literacy:
Students read an array of texts in various formats and from differing
contexts. Students respond personally to texts, comment on the
meaning within the literature and interpret the meaning of various key
moments in the text. Students critically evaluate multimodal texts,
compare and analyse the context of texts. Students make connections
between the text and their personal lives, to the context of another text
and to society, culture and events around the world.
Numeracy:
Students gather, analyse and arrange content. Students edit their digital
ensemble clips and digital ensemble story, which involve trimming,
timing, collating and cutting different clips. Students collaborate and
employ problem solving and logic throughout the process to create their
product.
c) Other key skills
All key skills have a presence in this course. However, some are more
prominent than others. These are identified below with examples of
where key skills element(s) appear in the learning activities in which a
student might expect to participate during the ENaCT-It course.
Key skill
Student learning
Key Skill
element
activity
1. Imagining

2. Exploring
options and
alternatives

Being Creative
3. Implementing
ideas and taking
action

1. Students use ensemble,
movement, writing,
music, art,
storytelling, drama and
imaginative modes of
expression to express
their feelings, thoughts
and ideas.
2. Students take risks and
learn from their mistakes
and failures through
drafts and redrafts.
Students learn to think
through a problem step
by step and to seek and
consider other viewpoints
and perspectives.

4. Learning
creatively

3. Students learn to
evaluate and trial ideas
and actions and ensure
completion of task.

5. Stimulating

4. By participating in
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creativity using
digital
technology.

creative learning students
gain a better
understanding of the
methods and tools that
help them to be creative.
5. Students create
expressive, innovative
digital artefacts which
demonstrate reflection,
problem-solving,
learning and
engagement.

1. Listening and
expressing
myself

2. Performing
and presenting

Communicating
3. Discussing
and debating

1. Students learn to listen
actively through the use
of appropriate body
language and expression.
Students express their
thoughts and feelings in a
suitable tone and learn to
debate respectfully
through different styles
of effective
communication.
2. Students communicate
using a variety of styles,
including role play,
drama/ensemble, digital
ensemble, posters and
storytelling and digital
storytelling. Students
decide how to present
their ideas and emotions
through performance
such as ensemble, music,
visual art, design and
graphics.

4. Using
language

3. Students participate
confidently in and
respond to classroom
debates in a constructive
manner. Students
present, explain and
support their arguments.

5. Using digital
technology to
communicate

4. Students learn to use a
wide-ranging vocabulary.
Students proof-read and
edit their written and
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digital content. Students
learn to use a range of
writing forms to express
their ideas
5. Students use digital
technology creatively to
present, interact with and
communicate ideas for
different audiences and
for particular purposes.
Students are respectful
and responsible in their
digital content creation
and communication.
1. Being curious

2. Gathering,
recording,
organising and
evaluating
information

Managing information
and thinking

3. Thinking
creatively and
critically

4. Reflecting on
and evaluating
my learning

5. Using digital
technology to
access, manage
and share
knowledge
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1. Students seek
innovative and creative
ways of answering
questions and solving
problems.
Through literature
students analyse how
they think about
themselves and the world
by asking questions on a
range of deeper levels.
2. Students recognise
prior knowledge.
Students locate and
evaluate readily available
information, such as
texts, key moments, and
character analysis and
then organise this
information in a logical
manner.
3. Students examine their
own and others’ ideas,
assumptions and beliefs.
Students connect prior
knowledge with new
information and are able
to adjust their thinking in
light of that new
information.
4. Students use a range of
tools to reflect on and
review their own
progress. Students
identify any barriers to

Appendices
learning and suggest how
they might overcome
these. Students learn to
set realistic goals.

1. Knowing
myself

2. Making
considered
decisions

3. Setting and
achieving
personal goals
Managing myself
4. Being able to
reflect on my
own learning

5. Using digital
technology to
manage myself
and my learning
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5. Students understand
how to create content and
present it effectively
while respecting
copyright. Student use
digital tools to source
information, expand their
thinking and
communicate their
learning.
1. Students recognise
their personal strength
and weaknesses and
learn from mistakes,
failures and successes.
2. Students understand
the importance of
planning, decisionmaking and reflecting
when deciding on a
course of action with
regards to design.
Students learn to listen to
and carefully consider
different perspectives.
3. Students set personal
goals accompanied by a
realistic achievement
plan. Students ask for
help when needed.
4. Students track and
evaluate their progress in
terms of achieving their
goals using the rubric
provided.
Students use the rubric to
assess their own learning
and to suggest ways that
it can be improved.
Students discuss
feedback on their
progress and decide
whether to implement
suggestions.

Appendices
5. Students use different
technologies to plan,
manage and engage in
their learning
Students express, share
and present opinions
through the use of digital
technology
1. Being healthy,
physical and
active

1. Students demonstrate
care and respect for
themselves and others.
Students learn practice
relaxation and
mindfulness techniques

2. Being social

3. Being safe
Staying well
4. Being spiritual

5. Being
confident

6. Being positive
about learning
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2. Students participate in
actions that make a
positive contribution to
school, community and
the wider world. Students
learn how make
decisions based on the
common good through
group work. Students
learn how to develop
positive relationships.
3. Students can recognise
when their personal
safety is threatened
through the use of digital
media tools and respond
appropriately.
4. Students develop an
understanding of various
world views through the
text-to-world connections
they make.
5. Students learn to feel
positive about themselves
and develop their ability
to express emotions.
Students contribute to
decision making in their
groups and develop
confidence to
communicate their
opinions and beliefs and
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7. Being
responsible, safe
and ethical in
using digital
technology

Working with others

to be a confident
individual when
necessary.
6. Students enjoy the fun
aspects of learning and
recognise and celebrate
their efforts and
achievements.

7. Students respect the
rights, responsibilities,
privacy, safety and
wellbeing of all
concerned when using
digital technology.
1. Developing
1. Students use honestly
good
and sensitivity when
relationships and sharing ideas to prevent
resolving conflict and manage conflict
situations. Students
provide and receive
praise and criticism
constructively and
demonstrate respect for
different positions and
different points of view.
2. Co-operating
and learning
2. Students show
with others
appreciation for the
contribution of other
group members. Students
work collaboratively and
productively towards
achieving collective goals.
Students assume various
roles within a group
become comfortable
3. Respecting
making compromises to
difference
achieve a common goal.

4. Contributing
to making the
world a better
place

3. Students show respect
for everyone, including
people of different
cultures, backgrounds,
beliefs and sexual
orientation and
demonstrate an
appreciation of these
similarities or differences
as a valuable part of life.
4. Students become
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5. Using digital
technology to
learn
collaboratively

aware of the importance
of trying to create a better
world by becoming
involved in their
community – including
family, school, local,
global and virtual.
Students think critically
about the world and its
problems. Students use
digital media to provide
and receive feedback.
5. Students use digital
technology to participate
in collaborative learning
and communication
spaces while respecting
the rights and feelings of
others.

5. Course overview
The course strands are identified below with a brief explanation of why
they were selected.
Strand 1 - Move it
Materials needed:
o samples of literature, for example a short poem, an excerpt from
a drama or fiction
o an anchor text
o a comparative text
o mobile devices such as a tablet (minimum 1 per group of 3/4)
o log onto website www.enact.com for useful links to resources,
guides and videos
o print out the resources provided on www.enact.com
There are three parts to this first strand. They are
(A) Learning how to use ensemble teaching strategies in your classroom
(B) Learning how to use mobile devices to record the ensemble process
and to create digital stories
(C) Creating a digital story containing the recorded ensembles that
reflects engagement with the literature.
Ensemble
ü Warm Ups
ü Ensemble (drama-based) activities
ü The 32-Second idea
Mobile Technology
ü iPads/Mobile devices
ü Recording / Camera function
ü Voice Recording
ü iMovie / movie making apps
ü iMotion / stop-frame animation apps
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ü Saving and Sharing
ü Task: Create a 2 minute digital story of your chosen 32-Second
idea. Consult the evaluation rubric for progress checks.
Strand 2 - Show Me What You Think
ü Text-to-Self: Create a digital ensemble portfolio that explores
your engagement with the anchor text.
ü Text-to-Text: Create a digital ensemble portfolio that explores
your comparison of the anchor text to another text.
Note: You can choose to focus on key moments, characters, themes,
atmosphere or other important elements of the literature.
Stand 3 - Compare Worlds
Text-to-World: Create a digital ensemble portfolio that explores your
engagement with the text and the world you live in.
Strand 4 - Moviemaking Time
Create a digital story that reflects your engagement with these texts on
three levels: Text-to-Self, Text-to-Text and Text-to-World. Your digital
story must contain the following elements:
Selected clips from your digital ensemble portfolios
o A clear narrative
o A voice over
o Music
o Titles, credits, and quotes from the texts
o A narrated final reflection on the process
The strands in this short course are:
Strand 1 –Move it
Strand 2 – Show Me What you Think
Strand 3 – Compare Worlds
Strand 4 – Moviemaking Time
STRAND
Students learn……
Strand 1 –Move it
How to engage with
ensemble or drama-based
teaching strategies.

How to use Mobile devices in
a productive and creative
manner.

LEARNING OUTCOMES
Students should be able to…..
1.1 Organise themselves quickly and
efficiently to participate in a
series of warm up activities.
1.2 Engage in ensemble (dramabased) activities as a means to
highlight their understanding of a
text
1.3 Use ensemble activities in groups
to perform the 32-Second
Macbeth
1.4 Create a 32-Second version of
another text (drama, fiction,
poetry, oral, multi-modal)
1.5 Draft a storyboard and engage in
a story circle discussion of the 32Second Text
1.6 Perform their selected 32-Second
Text
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How to create digital
ensembles using mobile
devices.
How to synthesise their
digital ensembles into a
digital story that highlights
their engagement with a
particular text.

Strand 2 - Show Me
What You Think
ü Text-to-Self: Create a
digital ensemble
portfolio that
explores your
engagement with the
anchor text.
ü Text-to-Text: Create a
digital ensemble
portfolio that
explores your
comparison of the
anchor text to
another text.
Note: You can choose to
focus on key moments,
characters, themes,
atmosphere or other
important elements of the
literature.

1.7 Demonstrate their understanding
of how mobile devices function to
record, voice record and
photograph
1.8 Discuss the concepts and
components of narrative,
storytelling and digital
storytelling
1.9 Illustrate how the iMovie
application (or similar) works to
create a digital story
1.10
Describe how to save and
share files on the selected mobile
device
1.11Record their drama-based
activities to create a portfolio of
digital ensembles
1.12
Create a 2-minute digital
story of their chosen 32-Second
Text
1.13
Consult the evaluation rubric
to track progress.
1.14
Show their digital story to the
whole class group
1.15
Engage in “cool down”
ensemble activities
1.1 Select an anchor text
1.2 Organise themselves quickly and
efficiently to participate in a
series of warm up activities.
1.3 Engage in ensemble (dramabased) activities as a means to
highlight their general
understanding of the text
1.4 Text-to-Self: Use written, drafting
and ensemble activities in groups
to explore personal connections
with various aspects of the texts
(key moments, characters,
themes etc)
1.5 Create a digital ensemble
portfolio that explores their
personal engagement with
various element of the anchor
text.
1.6 Text-to-Text: Use written,
drafting and ensemble activities
in groups to connect various
aspects of the text (key moments,
characters, themes etc) to another
text.
1.7 Create a digital ensemble
portfolio that explores their
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comparison of various element of
the anchor text to that of another
text.
1.8 Consult the evaluation rubric to
track progress
1.9 Show a sample of their digital
ensemble portfolio to the whole
class group
1.10
Engage in “cool down”
ensemble activities
Stand 3 - Compare
Worlds
Text-to-World: Create a
digital ensemble portfolio
that explores your
engagement with the texts
and the world in which you
live.

1.1
Strand 4 - Moviemaking
Time
Create a digital story that
reflects your engagement
with these texts on three
levels: Text-to-Self, Text-toText and Text-to-World.
Your digital story must
contain the following
elements:
o Selected clips from
your digital ensemble
portfolios
o A clear narrative
o A voice over
o Music
o Titles, credits, and

1.2

1.3
1.4
1.5

1.6

1.1 Organise themselves quickly and
efficiently to participate in a
series of warm up activities.
1.2 Engage in ensemble (dramabased) activities as a means to
highlight their general
understanding of the text
1.3 Text-to-World: Use written,
drafting and ensemble activities
in groups to explore connections
with various aspects of the texts
(key moments, characters,
themes etc) and the outside world
1.4 Create a digital ensemble
portfolio that explores their
connections between the texts
and the world in which they live.
1.5 Consult the evaluation rubric to
track progress
1.6 Show a sample of their digital
ensemble portfolio to the whole
class group
1.7 Engage in “cool down” ensemble
activities
Organise themselves quickly and
efficiently to participate in a series of
warm up activities.
Engage in ensemble (drama-based)
activities as a means to highlight
their general understanding of the
text
Draft a storyboard and engage in a
story circle discussion of each group’s
ideas for their final digital story
Develop a coherent and well
structured storyboard for their digital
story
Create a digital story that reflects
their engagement with the texts on
three levels: Text-to-Self, Text-toText and Text-to-World.
Consult the design brief and
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quotes from the texts
o A narrated final
reflection on the
process

evaluation rubric to track progress
1.7 Show a draft of their digital story to
the group and provide/accept
constructive feedback
1.8 Showcase their final digital stories to
the whole class group
1.9 Engage in “cool down” ensemble
activities
1.10 Provide feedback about their
experiences of the short course.

6 6. Expectations for learners
Examples of student work will be used to illustrate the expectations for
learners in this short course. These examples are related directly to a
learning outcome or groups of learning outcomes.
7

7. Assessment and certification
This short course supports broad approaches to assessment. Students
are encouraged to provide evidence of their learning through a variety of
methods including, but not limited to ensemble performances, story
circles, discussion forums, writing samples and digital media.
Formative Assessment
ENaCT-It supports a variety of formative assessment tasks to be used
in order to support the students in their learning experiences and to
prepare them for the assessment related to the certification of the short
course.
Each strand of learning provides the opportunity for ongoing
assessment of students’ learning both by the teacher and the students
themselves. The assessment tasks are based on the learning outcomes in
each strand. The purpose of these assessment tasks is to encourage
students to track their own progress and become aware of how they are
learning from their success and failures. These tasks will also provide
evidence of the understanding, knowledge and skills the students are
gaining in each strand and will help to identify key areas that may need
more attention from the students. Examples of these tasks include
entrance and exit cards, mind maps, social maps, sketches, one-minute
papers, ensemble activities and storyboards and a more detailed
overview of these tasks and the learning outcomes they address is
provided in the Appendix.
Summative Assessment
Assessment for certification will be school-based. The students are
required to present a Digital Story containing four digital artefacts and
adhering to the design brief specifications and the evaluation rubric
standards, which can be found in the Appendix.
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8. Resources
The following resources will support teaching and learning in the short
course: poster paper, iPads, iMovie, iMotion, iBooks, iTunes, plasticine,
a list of ensemble-based strategies, process and product wheel,
storyboard template, and the Making Connections worksheet.
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Appendix	
  17:	
  Further	
  information	
  and	
  data	
  from	
  Design	
  
Cycles	
  I,	
  II	
  and	
  III	
  

5.4.1.4 Inaction breeds disinterest
It was apparent from the video data that at various points in the digital ensemble
process participants were tired, lethargic and seemingly disinterested. One
possible reason for this could be the lack of action, namely of ensemble activities
involving circle-based and collaborative exploration of the texts. There were
periods of time during which teacher-talk was plentiful and participants were
relatively silent. One such example was the discussion time following the viewing
of the animation, as shown Figure 1 below.

A focused discussion of the plot and character motivations was facilitated. Although
participants answered questions, a more active approach may have encouraged deeper
personal and collaborative engagement with the text.
Figure 1: Over-reliance on teacher talk causes participants to disengage

Although this was an endeavour to facilitate debate and encourage participants to
engage with the plot and characters of Macbeth data revealed that participants
were seemingly withdrawn, shy and disengaged during discussion. The discussion
and analysis of the animation could have been facilitated through ensemble
activities since this could encourage a more dynamic, collaborative and physically
and intellectually active debate about the plot and characters in Macbeth
(Shakespeare 1623).
This approach to learning has many guises and appellations but Bonwell and
Eison (1991) suggest that a broad concept of active learning involves students
‘doing things and thinking about the things they are doing’ for the ultimate
purpose of developing skills, and examining attitudes and values (p.2). This is a
similar concept to that of constructionism, which this approach aims to manifest
through the digital ensemble process. Therefore, a more active approach to
learning would need to be integrated into the second design cycle where

438

Appendices
participants are encouraged to transform from being passive observers and
recipients of information to become active agents of the analysis, synthesis,
evaluation and application involved in engaging with English literature.

6.5.1.1
In their work on creative drama Patricia Pinciotti (Pinciotti 1993)
extols the benefits of such an approach and stresses that ‘collaboration skills, a
sense of presence, empathy [...] and the ability to put creative ideas into action—
are often held up as essential qualities for success in the world’ (p.24).

7.4.2.1
Development of writing skills
The participants’ engagement with the process itself, the preparatory tasks and
the digital story were all considered for evidence of literary engagement instead of
relying solely on a writing task. The emphasis here is on effective communication
of literary engagement.
According to both Berry (Berry 2008) and Gross (Gross 1990), drama activities
can encourage self-expression through an intimate, personal and analytical
discussion of a text. Such activities allow for negotiation, debate, listening,
resolving conflicts through ‘interactions [author’s emphasis] that enhance and
deepen students’ learning’ (Timpson and Burgoyne 2014, P.147). The skills of
reflective listening, empathy, acceptance and consensus are a vital part of trying
to engage with English literature on a deeper level (Timpson and Burgoyne 2014,
pp. 188-189). Figure 2 below depicts some of the ensemble activities used to
support such practices.

Participants engage in choral reading and choral characters ensemble activities to
engage with an excerpt from Michael Murpurgo’s Private Peaceful. A small group
of participants are the choral leaders, speaking the words of the texts. The others
stand behind the leader(s) echoing and thus emphasising the most important
words/phrases as a chorus.
Figure 2: Ensemble activities being used to encourage self-expression

As such, the process endeavoured to nurture such communication skills in order
to encourage a livelier, more realistic and authentic experience of the literature
for the participants.
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7.4.3.9
Dominant personalities
Further to this, there is also the threat of a controlling personality dominating the
use of the mobile device. The data pointed to the potential risk of a lack of
participation or one person governing the process too vehemently. The following
feedback testified to this:
This was the best thing. I had fun. I liked it but Mary (pseudonym) was
very controlling with the iPad. She should have let someone else in on it.
She was way too controlling (DCIII 2014a, Group interview 2, Student: 9).
This portrayed that one person in the group, Mary, controlled the iPad. Since this
participant suggested that she was ‘way too controlling’ it signified a lack of group
dynamics and collaborative practices within the team. According to research on
this topic such occurrences evolve for numerous reasons (Bolton 1992, Edmiston
2003, Morgan and Saxton 1987, Petty 2009). Such reasons include the groups
being randomly assigned or personality-clashes within the groups. Regardless,
assigning roles on a rotational basis could help to rectify such issues.
7.4.4.8
Sound quality
When asked what they would do differently to change the quality of their digital
ensemble story some participants answered that they would rectify the issues
with their voiceovers and voice recordings. Although quiet spaces were made
available to the participants in which to record their scenes or voiceovers, not
every group availed of this option. Participant feedback in this regard included to
‘use better recording equipment, have better audio’, ‘ use a microphone in a noisy
place’, ‘improve sound, go somewhere quiet’ and ‘have better sound’ (DCIII
2014c, Q. B5 & 6). Some of the digital ensemble stories attested to this also. The
sound in some of them was muffled and the audio was of a poor quality at times.
Although a lot of the issues could have been resolved by recording in the quiet
space provided a microphone might be required when recording outdoors.
Music
The iMovie application provided a stock of theme music and sound effects and it
links with the user’s personal iTunes library. However, since we were using the
NUI Galway School of Education iPads there were no soundtracks stored on
iTunes. Participants suggested that: ‘we need music in iTunes, that would have
been useful and easier’ (DCIII 2014a, Group interview 3, Student: 17). Some
participants utilised the GarageBand application to compose their own tracks for
use in the digital ensemble story. Images of this application are provided below in
Figure 3.
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Keyboard function can be switched to other instruments. Sharing and
exporting functions available.
Figure 3: GarageBand application used for composing original music

441

