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DVDS, DIGITAL RHETORICS, AND CRITICAL REFLECTION

Abstract
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This work examines the use of digital video commentanmidisst-year college
composition courses to engage students in effective fororitioal reflection. By
exploring DVD commentaries and student digital video comargmrojects, | make a
case for the unique merits of incorporating digital viddiecgons in composition
courses. In this project, | argue that teaching critiefiéction through DVD
commentaries and student digital video commentary prgpeotsdes students a
generative method of reflection and practice in desigmiragucing, revising, and
distributing their work. By applying Donna Qualley’s coptef “reflexive inquiry,” |
analyze student digital video projects and consider betpaissibilities and limits of this
method of reflection. Finally, | make recommendatiamsfiiture student digital video

commentary projects.
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CHAPTER ONE
INTRODUCTION

In less than thirty years digital technology has bee@n integral part
of higher education. In that short time, computer teckgies have
literally electrified writing instruction, and it has lmehe job of
composition studies to respond with new pedagogies, résead
scholarly communities.

—Muichelle Sidler, Richard Morris, and Elizabeth Overma

Smith, Computers in the Composition Classroom

In an attempt to bring composition studies into a nilooeoughgoing
discussion of the place of visual literacy in the wgtclassroom, |
argue that throughout the history of writing instructiomhiis country
the terms of debate typical in discussions of visuaklity and the
teaching of writing have limited the kinds of assignraemé might
imagine for composition.

—Diana George, “From Analysis to Design: Visual

Communication in the Teaching of Writing.”

Digital Commentaries and Composition: A Love Story
| know it is time to pack it in for the night wheretfamily cat tries to sit on

my keyboard. Not long ago, this feline would carefully seéestack of student



papers and insist on situating herself atop the one Innthe process of evaluating.
Now, since my students usually submit their papers andgisaaline

electronically, the best she can do is go after thedayl. | check my email one last
time, run some computer scans, and select “shut down.bAsh my teeth, the
glow of the computer fades to black. | get in bed, tura @VD, and relax into
sleep.

When | was a kid, growing up in San Mateo, Californiased to love going
to the movies. There was a small movie theater downtowi Street, and |
remember taking the bus with my two brothers and sastérpurchasing tickets for
matinees in the rain. | also remember my older bratdieng me with him on the
bus to a fancier theater in San Carlos to see thaakigtar Warsn 1977. These
experience were as formative for me as going to sanoplaying sports in the street
in front of my house. In other words, at a young aged oked on the wonder of
storytelling through the silver screen.

When | became a composition instructor in the 1990sgaréo think about
the connections between film, narrative, and contjposiNow, twenty years later, |
am still considering these connections, but in the ettfedigital technology. With
the emergence of digital technology, the ways in whilals are designed, created,
distributed, and received has dramatically shifted. Nowaddition to going to a
movie theater, a film be downloaded to a personal computehandheld device
and instantly viewed. Furthermore, instead of watching a daaiamyeor special on
the making ofStar Wars a common method of relaying information on the coeati

of a film occurs in a digital commentary that ishett superimposed over the film



itself or accompanies the film in some way. For exampow even the popular new
and revised science fiction television seBeadtlestar Galacticg2004) is
accompanied by digital commentaries and podcasts aceebsihl online and on
DVD. Yet, these often fascinating reflective pieceslargely ignored in research on
composition and rhetoric.

In this project, | am going to discuss digital commensasied several uses
for such commentaries to enrich the composition anaricgpedagogy. By digital
commentaries, | do mean those sometimes annoying lvaasingly present
“extras” included on many rentable DVDs from BlockbusteNetflix. | have spent
the last several years of my teaching and studies ipasition and rhetoric
exploring film, digital commentaries, multimodal rbgt, and images, and will
present the fruits of my labor in this dissertatBuat to begin, | must relate the
impetus for this project, which began rather innocuouslij thié viewing of a single
digital commentary of a popular but rather insignificiind, The Mummy1999). |
originally bought the DVD because | fondly remembereagdod the movie on a
whim to escape a 110 degree summer day in Chico, Califevh&ge | was teaching
five sections of English composition at a state unitaeesaid community college. On
that particular day, | recall being thrilled by the lig&irted adventure and fun of the
film. Yet, it wasn’t the excitement of the film thiaépt me interested during the
viewing of the DVD, but the pleasure of experiencing theraentary playing
"over" the film.

| was struck by the earnest, introspective, humoragjraelligent manner

in which the writer/director, Steven Sommers, ancettieor, Bob Ducsay, explained



a range of information regarding the content of thattieal release. | also loved the
rawness and the immediacy of the commentary playingtbeemovie; it did not
seem rehearsed or formulaic and the result was aneap|yannedited and
unpretentious forum for reflecting on a collaborate®tt From that moment on, |
began to consider the rhetorical dimensions of diggaimentaries and embarked
on a rather haphazard study of this digital form of nmaiga and reflection for use
in composition and rhetoric courses.
| viewed the commentaries of a wide variety of teftan television shows

Battlestar Galacticg2004) andAlias (2001), to films likeCitizen Kane (1941), A
Brilliant Mind (2001),Rabbit-Proof Fencé2002), andrhe Whale Ridef2002), to
documentaries such &sipersize M€004),Spellbound2002) An Inconvenient
Truth (2006), andlesus Cam2006). | went online and explored digital
commentaries attached to the making of television shiikesBattlestar Galactica
(2004) andsouth of Nowheré005), which employ such commentaries extensively
on their websites. | also examined YouTube video clipswieae evaluative or
reflective in character, such as one of Derrida céifig back on writingOf
GrammatologyDerrida describes the experience as a unique momerst\writing
life:

| had the impression that an interpretative edge, a,lappeared to

me.... This was a lever for interpretation for reading thditi@n—

when | say tradition, this is the Western philosophicdition. | have

the impression that | had, | use the word “lever” lbeduld also call it

a kind of machine, an apparatus for thought and technique that



allowed me to formalize and economically decipher, metyetext,

but that which is dominant in our culture. (“Derrida oftaly

Exceptional Moment™)
Though this video clip is just old footage using a mediumeeigs shot of Derrida
discussing his writing, it exemplifies a kind of reflecticrucial to several theories of
education or, to use John Dewey’s words, representskKifideof thinking that
consists in turning a subject over in the mind, givingriosis and consecutive
considerationDemocracy3).

The more | viewed and took notes on reflective commstand video
clips, the more | recognized the potential of digital owantaries for use in
composition courses, or at the very least, realizeddigdgal commentaries might
represent a generative moment in composition studies/edad beyond allowing
me the opportunity to watch more television and film thhad in the preceding ten
years, these digital composites offered me a waysweamna pedagogical question |
had been mulling over for some time, namely “How do Vjgl® my students with a
challenging but familiar framework for integrating argumagion, critical reflection,
and multimodal rhetoric in my courses in ways consistgtih current composition
praxis?”

My desire to use digital commentaries came from a reesteer my students
away from individualist expressions of knowledge and guide timere towards
situating their writing in social, cultural, economand technological contexts. In
other words, | wanted to make available some new pofreatry for my students in

their efforts to invent, present, synthesize, and refleand in writing using digital



commentaries. | was also hopeful that these newoirentry might fracture the
narratives of progress so often included in writtenaaitieflection and introduce a
level of collaborative intratextuality and interteatity into their final research
projects not yet explored.

While it is imperative to be wary of employing commentaimts
composition courses due to their commercial, corpoaaie imperialistic purposes,
and to be vigilant about issues access in contextsevhgttal divides are ever-
present (Hawisher and Selfe, 2004; Monroe, 2004), it isiaigortant to
acknowledge that digital commentaries often change tlys imavhich multimodal
texts are now designed, produced, distributed, and receigithl@ommentaries
appear on some of the most obscure and independentdihchshere is a new
expectation that DVDs being produced will have some dodflective pieces.
These usually come in the form of commentaries supesed on the “main text” or
texts. As a composition instructor interested both in udigial technology and
improving my students’ attempts at writing, critical aiseédy and reflection, | view
digital commentaries as significant resources foriegtbn in writing and rhetoric
courses. In addition the appearance of digital commestegpresents an area of
study that poses interesting theoretical, politicad, @onomic questions related to
composition and rhetoric.

Up to this point, | asked for student reflections in thenfof "Memos to the
instructor"(Sommers) to accompany every draft and oftenexpie portfolio
method of evaluation in first-year writing coursesj@sag the commonplace

reflective cover letter at the end of the semestamaintroduction to the portfolio.



These reflective pieces worked fairly well if studentsevprompted with a variety
of specific questions and seriously took on the challenfjiessponding, but | often
wondered if there might be a more fertile process bglwkiudents could respond to
their own writing. | thought that my students could dtdyef | offered them a
different way to think about their written texts, aywperhaps, that might
acknowledge the collaborative and risky aspects of meanalgng, incorporate
their knowledge of digital technology (such as ipods an@§lFPand integrate their
prominent interests in popular culture with the academidkwith which they were
obligated to engage. Thus, | began to examine digital cotames as a viable area
of exploration to match my objectives. In additionrtcorporating film in my first-
year writing courses, | began experimenting with digitahmentaries as both
overlay and additions to texts to allow my students to igaight into the rhetoric of
text production and reflection-related practices. | fodnad twwhen | opened the door
to such discussions, my students jumped right in and fougsd teacreatively
incorporate digital commentaries and technology into fmjects and discuss their
work as more than writers, in other words, they of@n themselves as directors or
as developing and experimenting authoritative creators@mgposers. These
experiences in the classroom lead to my current project.

| must note here that | want the use of digital comtisuges in composition
courses to be more than another pedagogical activity aready overflowing
toolbox; indeed my intention in this dissertation is te dgjital commentaries as a
way to reveal and repair some of the problems withagdle often in practice in

composition studies, or at least to argue for multipd¢hwds of reflection in



composition courses that provide students with choicemé&iing sense of their

identities and narratives as writers.

Chapter Breakdown

In this first chapter | have provided an overview of myjget including my
how it came about and my overarching argument, which foallthe incorporation
of digital commentaries in first-year compositionucees.

In the second chapter, | define my terms and discussdiserelevant
scholarship related to Visual Rhetorics, New Media, andgosition. In particular,
| discuss the basis for use of digital commentarigepoesent concepts of
student/writer invention, argumentation, and reflectiwat can be applied in a
variety of ways in the composition classroom. | diéscthe most relevant theories
on discourse, design, process, production, and distributiooilaborative
multimodal texts. | also argue that digital commeetadre a significant resource for
writing instructors to teach concepts of composition duedoric with the end goal of
creating more conscious communicators. | also proposstiidents can benefit
greatly from producing their own digital writing projectsa first-year writing
course. Finally, | discuss the implications of the ussuch technology in
composition courses, classrooms, and programs.

In chapter three the focus is on concepts of reflecteftexivity, portfolios,
and assessment. | describe how my digital commentajggbrand digital
commentaries in general can be used in compositionigraurses to reflect. In

addition, | explain why and how digital reflections canabsignificant part of the



composing paradigm. In particular, | argue that responaifdecritically reflective
digital commentaries accomplish the following objessiv
» Make available more embodied and immediate responsestitay and
ideas
* Promote collaborative reflection
» Create a different relationship with readers/audiencéayered hypertexts
* Promote less ritualistic opportunities for reflection
* Provide more authorial/rhetorical choices for persumasio
In the fifth and final chapter | discuss the implicasmf my work, and how | have
since improved upon my original design.

The incorporation of multimodal rhetoric and image s8adito composition
studies is a complex and multi-layered endeavor thahdiaget fully been embraced
or explored. However, research in composition stugipsesents good-willed and
situated points of entry for incorporating multimodait$ethat will inevitably expand
within the decade. In the upcoming chapters, | exploreviys in which the use of

digital commentaries in composition courses will citte to these discussions.



CHAPTER TWO

VISUAL RHETORICS, NEW MEDIA, AND COMPQOSITION

There was a time perhaps when we could make believentiahg
meaning with language was somehow fundamentally diffeoent,
could be treated in isolation from making meaning witlhiais
resources or patterns of bodily and social interacBuo today our
technologies are moving us from the age of writing taga of
multimedia authoring in which voice-annotated documemts a
images, and written text itself, are now merely congmbs of larger
meaning objects.

—J.L. Lemke, “Metamedia Literacy: Transforming Meaniagd

Media”

Over the last three decades, personal computers, laptapsobile
communication technologies have impacted higher educatidhis writing, word
processing still ranks high in the practical use of coemsut educational settings
(Clark 483); however, the digital landscapes of universiind community colleges
have also rapidly shifted to adapt to new and availapdefaces and technologies.
For example, at Eastern Oregon University, a smadl agllege where | currently
teach, the university president posts a weekly YouTube vigdate on issues of
local and economic concern in lieu of written emarigetters. Other departments

use podcasts of class sessions, Twitter announcemeiritizs, téigtbooks, Facebook

10



pages, and e-learning platforms, like Blackboard, on a negatas. Research
corresponding to these applications and technologieggenrequently in
composition and rhetoric-related list-servs, publicatiamsl conferences.
Conventional topics include e-portfolios, web design, ahdrovebbed and
networked environments such as hypertext and wirelessappiis.

Even as scholarship exists on many web-based and otltenoadal
documents in composition studies, digital commentaridArDs are forms of new
media that have not yet received much attentionrmgef theory or application.
My work will begin to fill these gaps. Before | descriog own data, an
understanding of the ways in which digital technology inftes the study of

composition and rhetoric is required.

New Media Now
The medium, or process, of our time—electric technelegy
reshaping and restructuring patterns of social interdepeadamd
every aspect of our personal life. It is forcing usetconsider and re-
evaluate practically every thought, every action, andyawstitution
formerly taken for granted. Everything is changing: yewyr family,
your education, your neighborhood, your job, your governnyeir,
relation to others. And they're changing dramatically.

—NMarshall McLuhanThe Medium is the Message

11



There is nothing new under the sun but there are laikldhings we
don't know.

—AmbeoBierceThe Devil's Dictionary

Though perhaps a bit overstated, McLuhan's claim from 1967diagahe
changes “electric technology” would set into motiomeh&argely come into being in
the twenty-first century, including changes in educatmtording to the most
recent U.S. Census reports, households with personmgduters have increased
rapidly in the last decade, “from 42 percent to 67 peroettden 1998 and 2005"
("U.S. Census Press Release"), and 61.7 percent ohtuSeholds have internet
service. In addition, in 2000, nine out of ten "school-dgkeien (6-to-17 years old)
had access to a computer" at home or at sciRegdrted Internet Usagyie
Considering that most institutions now utilize some daital technology to
communicate on a daily basis, it should come as no suthaseommunity colleges
and universities are investing in digital technologytvgafe, and specialists who
integrate technology into their courses and curriculuawever, though technology
is becoming more of an assumed part of daily life fonynéhe intelligent and
effective inclusion of such technology in courses andiculum remain largely
unrealized. Stuart Selber acknowledges, "Computers aredradéact of life in
educational settings, yet few teachers today are prefzacrdanize learning
environments that integrate technology meaningfully and gpiately"(1). Many
composition and rhetoric scholars are attempting to asidgethis problem in

intelligent and relevant ways.
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Our current cultural practices are significantly influehbg digital
technology. It is appropriate for composition and rhetscholars to engage in
research and practice that can bring about more pedagoga=istanding of
multimodal rhetoric. Thus, the overall purpose of mygebjs to reply to Selber’s
call for significant and conscious integration of digjtechnology through my study
of reflective digital commentaries created by studentsst-year composition.

Like many of my students, | have embraced different t@lolgres that have
become commonplace and find great applicability of diggelhnologies in
particular. Over the last thirty years, new digitdhnologies—personal computers,
cameras, cellular telephones, Blackberries, ipodspémer devices, software, and
interfaces—have not only emerged, but are prevaleheieveryday lives of a
majority of college students, business professionalsptmais in the general
workforce in the Unites States and abroad. Many of ttexdenologies are
challenging long-held assumptions about texts and agjfaoimmunication, and
literacy in educational institutions at all levels naaitynand globally, but especially
at colleges and universities, and particularly in terfngraing instruction, rhetorical
studies, and communication.

New Media, defined as "the translation of all existingdia into numerical
data accessible through computers" (Manovich 20), differs &ther forms
technology in that it "affects all stages of commatian, including acquisition,
manipulation, storage, and distribution” and all mannelatd, including "texts, still
images, moving images, sound, and spatial constructions"ofMdm19). In terms

of composition studies, Cheryl Ball defines new media as

13



Texts that juxtapose semiotic modes in new and aestaligtpleasing
ways and, in doing so, break away from print traditianghat written
text is not the primary rhetorical means. For instasome of the
semiotic modes in a new media text might include sograghics,
video, animation, and/or written words. (405)
The ease and speed with which these stages and media aacessed have
propelled many in English studies to significantly alter ways in which subjects
such as composition and literacy are perceived and tdagiddition, these
variations in everyday technologies have compelleddaoquestions about image,
language, and literature, or, as Richard Lanham stafidseiclectronic Woraf
1993, poses the question "What business are we reallg8)2¢ composition
instructors. Although Lanham’s query is not uncommon evesnvgleparated from
technological concerns, the rapid shifts in commuimoanade manifest through
digital and computer-related apparatus has required a refaamd often revising,
of educational enterprises, especially writing, readingcal thinking, and
academic support. Since notions of literacy have dfeem at the center of college
education, the integration of technology has signitigampacted the ways in
which we teach, communicate, and evaluate our studentsuaselves on the
college level. Moreover, as digital technology has eated most aspects of
education, as educators our response can be crucians ¢ both the use and
interrogation of technology from several perspectives.

New Media

14



Digital literacies, indeed all literacies, exist andelep within the
context of complex and interrelated local and globalages. The
ecology of literacy is seldom monocultural and nevatis it is
always the site of contestation between emergingpeting,
changing, accumulating, and fading languages and literdeeple
exert their own powerful agency in, around, and throughadigit
literacies often in resistant and unanticipated ways.

—Gail E. Hawisher and Cynthia Selfe hwii-Huey Guo
and Lu Liu, “Globalization and Agency: Designing and Redes)

the Literacies of Cyberspace.”

As editor of and contributor té/riting New MediaAnne Wysockexplores
the definition of new media composition and tries tkkathe deficiency in
resources for writing teachers (56). In this work, thé@nst use the concepts of
Andrew Feenberg, and Gunther Kress and Theo van Leeoweous on the
“‘embedded materiality” and biased character of all texis @way to reflect back on
the need to incorporate New Media.

Many scholars in composition and rhetoric callingfield-specific
integration of digital technology claim that compasitiexperts have taken up the
task of reacting to the technological changes. Compostiadies has changed in
answer to digital technology, and the multimodal charaties of composition and
rhetoric are receiving more recognition. While multimodietoric leads some to

argue the emergence of a fundamental shift in thesadtips between words and
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images, and others decry it as simply a focus on “betlsrdistles” or elite
materialism, ultimately the advent of new media imasle a significant
accomplishment, which is the realization of preexgstemsions between word and
image.

In Richard Lanham’s milestone workhe Electronic Word: Democracy,
Technology, and the Ar{d993), the author discusses the move from primarily
printed texts to the potential that networked electronicdigital technologies might
have on accepted notions of “text” in English studiesiham argues that electronic
technology significantly impacts the way meaning is camicated and “where” it is
located in an academic context. Lanham recognizeSithatactice, the computer
often turns out to be a rhetorical device as well ag@dl one” (31). What some
experience as a new and daunting technology that ofteives/the multimodal in
communication and persuasion, Lanham views as a unique oppptturedefine
English studies. Lanham states:

Electronic technology is full of promising avenues faorglaage
instruction; it will be lunacy if we do not construct gphaticated
comparative-literary pedagogy upon it. The bankruptcy ofang-
fragile ideas of a humanities curriculum has been esgpbg both
changing demography and changing technology. And again el&ctro
technology, through its central agency of digital casia, suggests
how we might begin to constructing precisely the rhetofrthe arts

that we so much need. (23)
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This redefinition dictates a change in the way téxtstion and are perceived in
composition studies from a relatively fixed text to arenflexible artifact that
embraces the notion of “play”. Lanham asserts, “Bxéual surface has become
permanently bi-stable” (5). Lanham asserts that theaéstrface is now a
malleable and self-conscious one. All kinds of produatiecisions have now
become authorial ones” (5), including the idea of thd &dés or “cut” of a text (7).
At that time, Lanham perceived possibilities for a reegwhetorical medium that
could use the elements of meaning-making through collage, gcaaposition,
repetition easily performed via digital media (40-42).

Researchers have really just started the work of iolgastudent writing in
conjunction with digital media using a multimodal franeelvin terms of
multimedia, most often focusing on k-12 environments. Sexaenples of these
studies include a focus on computer games by James Pa(2@&} and Carey
Jewitt (2003), PowerPoint presentations by Jabari Mahiri (2@0@) digital video
projects by British scholars David Buckingham and Issy Ha{2801), and Bolter
and Grusin(2000). | am certain, that as more time pasdege level inquiry into
these areas will follow.

Without doubt, New Media has changed classrooms, cocorgent and
texts, and communication between students and instruantdrether academic sites
of activity, but these changes are not without contsyvaor problem free. Issues of
access to new media and the disadvantages of notiagdonth access and facility
with such technology are significant issues of condarnomposition courses

instructors still ask students to create well organizedeasdys and arguments using
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primarily written texts, however, many teachers andingiprograms now invite
students to submit hybrid electronic texts, electronic patpbr other digital
multimodal projects.

Composing and technology are inevitably entwined. DennisrBaminds
us that digital technology is only one of many technoltfat we already take for
granted, and that writing in and of itself is a techggldBaron states:

When we write with cutting-edge tools, it is easy to fotbat
whether it consists of energized particles on a scoeéenk embedded
in paper or lines gouged into clay tablets, writing itseélways first
and foremost a technology, a way of engineering nadsen order to
accomplish an end.(16)
More recently, however, with the emergence of companerdigital technologies,
the connections between writing and technology aresrerplicit, and, more to the
point, institutionally supported. In addition, other waysralking meaning through
both the written and the visual have created pedagogteaést and scholarship.
New reliance on digital and computer resources in untyerlassrooms reveals
enthusiasms and tension, acceptance and resistadce gagat deal of exploration
of what it means to write, compose, teach, preseftlecteand learn. Keith Dorwick
makes this point clear Rethinking The Academy
The existence of the computer, a device which can incteassbility
of its user to manipulate text, and the existence of nésmwhich can
link those devices and thus speed the transmission andicatidif

of text through collaborative means, allow, if not Erthe academy
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and those who work within its spheres to rethink how aettehow
we make scholarship and even what the role and purpose of th
academy will be in the next millennium.
These changes in literacy practices are being acknowleddleel general public as
well. In the August 2009 edition of the popular technology magaVired Clive
Thompson remarks on a conversation with compositmahrhetoric scholar, Andrea
Lunsford. Thompson reports, "For Lunsford, technology Isiing our ability to
write. It's reviving it—and pushing our literacy in bold newedtions.” But how are
our English departments responding to these “new diref2oAs Collin Brooke
argues irLingua Fracta: Toward a Rhetoric of New Medzastrong literary tradition
in English studies may have contributed to the slow atiaptof digital
technologies in college composition curriculum. Broalsasts:
Another of our legacies inherited from English departsiéas left us
underprepared for the shift from page to screen; technadogy
transdisciplinary, cutting across the full range oivéttts we engage
in as professionals, rather than subdisciplinary. [®hger we wait to
realize this, the harder we will have to struggle fepeet and
relevance as experts in writing. (5)
Despite barriers to the incorporation of digitalhrealogy in composition and
rhetoric, several prominent scholars continue to arguiesfainclusion, and
furthermore, for our suitability to the enterprise. AMdgsocki insists that new
media requires the attention of composition and rhetostructors due to our

assumed knowledge of the processes involved in intergratid composing texts in
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educational contexts, “l want to argue that writing almaw media needs to be
informed by what writing teachers know, precisely becaugig teachers focus
specifically on texts and how situated people (learn t;gwse them to make things
happen (5).
While agreeing with these positions, we need to be ateetdiconfronting
unreflective assumptions and dangers associated withpm@ting new media into
writing courses without conscious and informed designs. Sbghka asserts the
need for an informed understanding of multimodal rhetdy@fere they are used in
the composition classroom:
Increasing the semiotic resources with which studentk wilrnot
alone,in and of itselflead to a greater awareness of the ways systems
of delivery, reception, and circulation shape (and talapes from) the
means and modes of production. Instead, | argue, composuioaes
present students with the opportunity to begin structuriaeg th
occasions for, as well as the reception and deliverthefyork they
produce. (278-279)

Incorporating multimodal rhetoric takes practice, obson, analysis, and

knowledge. Without much experience and structure, the incatipn of new media

can lead to an environment in which designs aren’t “bestipeacand fair grading

is difficult’(Talty). Furthermore, while many univergis welcome the notion that

limits on space and time in educational contexts canb®overcome easily through

the assimilation of digital technologies, this naivewa@n such technologies will

likely serve to elevate dominant social classes andinegjaaffect student agency.
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This is why it is imperative that scholars and pracigéis of composition and
rhetoric remain open to the integration of technologtyrtot blindly embrace it. For,
as Hawisher and Selfe state:
And what we learned convinced us that computers were becoming
increasingly important in educational settings—not girsiply
because they are tools for writing, (they are not kirtgols; they are,
indeed, complex technological artifacts that embody aages—and
are shaped by the ideological assumptions of an entige)ylbut
rather because these machines serve as powerful calharahtalytic
forces in the lives of teachers and students. (Hawesh@iSelfe 2)
The ideological and cultural impacts of digital teclogyl should not be disregarded.
This an attempt to explore a new direction in commsand rhetoric,
specifically focusing on the ways in which digital conmtagies may help students
bridge gaps between writing and critical reflection using@ressible, imaginative,
critical, portable, and durable method. This process foaseseating student
digital commentaries of writing and relies on studatgrest and familiarity with
digital audio-visual technology, such as digital camesasuch cameras in cellular
phones, computers, and PDAs. It also draws on studenesttin digital audio-
visual representations, for example, films and telemisioow online and in DVD
form, and on shorter video clips embedded in websites$) as those found in

YouTube.

Critical Reflection and Digital Commentaries
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All of us construct our representations of what our eégpees mean,
and we fabricate, at least in part, how it will baygd out. And we
construct our own representations of the meaningshefstlt is this
construction of meaning that lies at the heart of edrcat
—George Hillocks, JrTeachingWriting as Reflective

Practice

Recalled and reconstituted experience lacks immediacyt, toes
have a certain durability in personal consciousness din@ iminds
of persons who listen and look; this experience has mgdnyi virtue
of being reflected on, of being consciously held, and winigaa
public—or a potentially public-existence.

—Yi-Fu Tuan, "The Significance of the Artifact”

As Hillocks reminds us, reflection is a significant aspgeducation. As
digital media or "New Media" is becoming ubiquitous in students' lives and in
education, questions about different methods of reflecioone into play. What
happens to reflection, for example, when students shiiteating electronic
portfolios (e-portfolios)? Do the characteristicgeffection change when digital
videos are created and distributed to an instructor ersaitution or hyperlinked to
student portfolios? Though other scholars, like Yanceyfacusing more on e-
portfolios, |1 would like to cover the latter issue dieetion in the form of digital

commentaries similar to those on DVDs, or video dlfz¢ can be viewed online. As
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digital media provide numerous ways to design, manipulggerjbute data, analysis,
sounds, and images, and to create multimodal texts Mide®a new avenue for
reflection in composition courses at every level, tholugyte | take introductory
college writing courses as my focus in this project. tBlgechnology can influence
different aspects of writing, but | am most interestethe ways in which digital
technology, and digital commentaries in particuddiect concepts of reflection or
reflexivity in writing courses, both in terms of dis@e@tssignments and in terms of
writing over the course of a quarter, semester, or (gFgrerhaps even over a college
career). Questions | am interested in answering includilbgving: In what ways
do digital commentary reflections differ from traditedriorms of reflection currently
used in first-year composition courses? What advantdgesy, do digital
commentaries offer students and instructors in reflecimgriting? What are the
disadvantages of using digital commentaries in writiogrses, such as issues of
unequal access, commoditization, time commitmentssaftaiare?

Asking a person to reflect on their work and experieceasbe a tricky
business. It leads to the murky depths of memory, fanméaratives, and
fabrications. When college students are required to tefletheir writing, as is often
the case in the United States since the 1960s, theyamedphto a largely
predetermined rhetorical situation. Indeed, reflectiorKableen Blake Yancey
reminds us, is often mediated by what we, as compositidmteetoric instructors,
encourage, nay, permit students to do when we ask thegfiedct. Yancey posits
that each genre of reflection "simultaneously inveégain constructions and (yet)

provide the texts that we assess" performing "a doubleidumrefproviding grist for
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the twin mills of identity and assessment”(739). In gngect, | am interested in
examining these dual performances of identity and assessmeated by reflection
in digital commentaries, and will apply this theoraticoncept to the student

audio/video commentaries | collected for this project.

Critical Theory and New Media

In the process of writing dissertation, | also confrogtown sense of
foreboding when it comes to using computer-based techieslagcomposition
studies. My interests in composition and rhetoric ftbenget-go, myaison d'étre,
is to teach literacy practices with the goal of dentimation of education. As a
proponent of social constructionism and critical pedago@yliits glorious shifting
forms, | want to simultaneously teach and subvert domhiparadigms in my
courses, and while this aim in itself is not without protdel can still sleep
relatively well at night with this pedagogy. However, tise of digital technology at
this point in time in the context of composition tends$ only to work against my
critical pedagogy, but appears predisposed to reinforce dlotiqas of
individualism, elitism, conformity, consumerism, and girdfiven corporate control
| have challenged my entire professional life. Thusgind am not only arguing that
digital commentaries can and should be integratedamitong courses, but | am also
confronting my own objections and concerns. Perhapsdhisncrum says more
about the problems with my pedagogy and my subject posii@n assimilated
lower middle-class, third-generation Armenian Americareqdeminist than it does

about problems with technology (and believe me, | sperel tiiinking about it), but
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| think there is more going on here than that. The teldgy and its ties to corporate

control are deeply troubling and require an explanatighigndissertation.

Computers and Composition

In retrospect, research on computers and digital teagyas related to
composition and rhetoric appears to have experiencecetiebiand practical shifts
over time. Gail Hawisher argues that the initial resean computers in
composition emphasizes a model of “drill-and-skill” smtent with current-
traditionalist practicesReimaginingComputers37-53). This concentration changed
in the 1980s and early 1990s to reflect more process-orierigggation of digital
media. During this time, perhaps partly as a gesture tdyjailsé study of computers
and digital technology in composition and rhetoric,stace of much of the
research tended to focus on dualistic divisions (pen versoguter, print versus
screen, word versus image, verbal versus non-verbal| vistsas linguistic, etc.),
and on issues of “digital literacy.” A social-constiuist approach is also noticeable
in terms of viewing computer and digital technology throughlénses of critical
theory and discourse communities. In the “post-procgsswherein multiple
pedagogical theories and writing strategies are effegtiadled and applied, the
research mirrors all of these perspectives, highlightewg global realities and
underscoring the important of design, production, distotand reception, as well

as analysis.
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Visual and Multimodal Rhetoric
Meeting the challenge of the visual to the verbal ne¢d@come an
occasion for English studies to further divide and subdiitself in
another defensive effort to respond to social and historgzds by
creating new, relevant, but “lite” Englishes on the gires in order to
preserve a nostalgic fiction of pure English at theer
—Craig Stroupe, “Visualizing English: Recognizing
the Hybrid Literacy of Visual and Verbal Authorship on the

Web”

Terms such as “visual rhetoric” and “multimodal rhetbhave appeared in
composition and rhetoric studies, and are often framéerms of helping college
students acquire “digital literacy.” Since many compesitnstructors teaching at
the moment are still transitioning from non-digitadreing environments to digital
ones, the shift to hybrid and visually demanding textsbeatireatening, and it is
only within the last decade or so that “new media” haden@asignificant impact in
composition publications and conferences. Richard Lanhaaonibes the shifts
brought on by personal computers and digital technologfyegsaffect notions of
literacy in an early article on digital technologypapring inScientific American
(1995). Lanham argues that literacy now means more thaadoand write. He
claims that literacy:

Has gradually extended its grasp in the digital age aftds come to

mean the ability to understand information, however ptegen
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Increasingly, information is being offered in a new wagtead of

black letters printed on a white page, the new formatslerords

with recorded sounds and images into a rich and volatkteurei The

ingredients of this combination, which has come to bedall

multimedia, are not new, but the recipe is. (198)
In a field that professes to teach reading and writingtipess; it is not surprising to
find the issues of multimodal rhetoric and image studawndéd as a form of literacy
instruction with which we need to provide our students indbrgext of increasing
technologies. The beginnings of such discussion about-asiial literacy in the
U.S. colleges can be perceived in scholarship of the 1960sheitselling of
overhead projectors as “new chalkboards” (Seglum ancd:)VAt that time,
discussions of incorporating visual aids in the classreomrged. According to
Braden and Hortin, visual literacy in educational corséxtefined as “the ability to
understand and use images, including the ability to think, Eairexpress oneself
in terms of images” (38). The popularity of computersriasvigorated this rhetoric
of literacy (Kleinman and Dwyer). More recently, Lendiscusses the social aspects
of literacies in meaning-making. He states “Literacreslagion. Each one consists
of a set of independent social practices that link peomelia objects, and strategies
for meaning making” (71). Lemke characterizes literaagetechnologies that alter
perception and cultures, and argues that literacies makélgosocial relationships
and change. “Literacies” Lemke argues,

...provide a key link between self and society: the meansighro

which we act on, participate in, and become shaped by large

27



“ecosocial” systems and networks. Literacies are tram&fd in the
dynamics of these larger self-organizing systems, anduvewn
human perceptions, identities, and possibilities —arsfivamed
along with them. (71)
Digital technology, constructed as a type of literd@s a significant impact on what
it means to read, write, speak—to communicate. Howewleen we conceptualize
new media as a kind of literacy, there are sevenasequences.

In an interview with theorist Homi Bhabha by Gary@son and Lynn
Worsham, Bhabha echoes the significance of literaagtipes. Bhabha asserts,
“literacy is absolutely crucial for a kind of ability be responsible for yourself, to
make your own reading within a situation of political anduwral choice” (29).
However, he also warns that “Racism is often thel@lgy of the most educated and
literate people” (29). To challenge the racism within ficas of literacy, Bhabha
insists on a different perception of literacy that riot merely about competence but
about intervention, the possibility of interpretatianitervention, as interrogation,
as relocation, as revision” (29). In linking literacyltate, agency, and intervention,
Bhabha situates theory as an extension of literacyhdsathe potential to be a
disruptive force. He states, “Theory enables people,ibdtie academy and in the
public domain, to break the continuity and the consensogmmon sense—to
break it and break into it” (4), and to “interrupt the doamt and dominating
strategies of generalization within a cultural or comroative or interpretational

community precisely where that community wants to stayvery settled and
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stentorian way” (12). Bhabha defines literacy and writing broad manner,
embracing an inclusive definition of what many call oniet
By writings—if | might use that word—and inscription, I'not
talking about printed writing or writing as we usually ursdend it. |
am talking about the possibility of making a determiningknear a
surface. It may be a social surface; it may be a /gtraen. | am
talking about writing in the widest sense: a kind of arggof things
or ordering communication in one way in the contexa afider
contingent structure. (9)
By examining DVD commentaries in a beginning compositiourse, one could
elicit attention to the ways in which the rhetoric®fDs and DVD extras, and the
“ordering of things” such as race, class, ethnicity, geratat sexuality can be
explored in an accessible manner. However, since isnafjlaence audiences in a
variety of ways, the significance of visual aspeclksteel to computer and digital
technology are undeniable. This focus on the visual brouaghit dy electronic
technology is reflected in the scholarship of compmsitind rhetoric.
In an article inCollege Composition and Communicatioublished in 2002,
Diana George urges composition instructors to considérthe design aspects of
visual rhetoric and the analysis of such texts. Geoegesrthe history of “visual
literacy” from the instructional “Dick and Jane” booKdlwe 1940s, to the New
London Group’s manifestos of the 1990s, declaring that defusitof literacy need
to transcend that of the printed text (17). Even thoughposition students are often

asked to rhetorically analyze web pages and advertigen@eorge claims that the
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focus on the visual needs to include student design and praduQialy rarely
does that call address students as producers as wellsagrars or critics of the
visual. More rarely does the call acknowledge the viaggahuch more than
attendant to the verbal’(George 13-14). One goal of havingtodents create
digital video commentaries hyperlinked to their final pdid®was to provide an
appreciation of the contextual and visual elements bétorical situation, and to
allow creation as well as analysis.

| must note that the term rhetoric in visual rhetorioas being contested
here. Aristotle defines rhetoric as “an ability in e§udrticular] case, to see the
available means of persuasid®hgt.l.2, 1355b26f.p. 36), and defines rhetoricians as
persons “able to see what is persuasiMespicsVI.12, 149b25). More recently,
Kenneth Burke defines rhetoric as being “rooted in an essdémtiction of language
itself, a function that is wholly realistic and contally born anew: the use of
language as a symbolic means of inducing cooperation in kéiagky nature
respond to symbols” (43). Even one of the most adventutefistions of rhetoric,
such as George Kennedy’s definition of rhetoric “asrenfof mental and emotional
energy”(4), can be applied to a variety of forms of pesisune including those
digitally rendered. The combined term of “visual rhetdimwever, poses several
problems.

Visual rhetoric has been a “hot topic” in compositgbndies over the last
fifteen years and represents one of the initial wayghich scholars made sense of
computer technology. isual Rhetoric in a Digital Worl@2004), Carolyn Handa

claims “Composition teachers are thinking about the \jiseasidering theories
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historicizing the separation of words and images, and stateling the place of
classical rhetoric, design studies, and cultural studiesii pedagogy”(2), which is
reflected in online journal¥K@iros; Enculturatior), “hardcopy” journalsCollege
English JAC, and theCCC), and the national composition conventions (NCTE;
CCCC). This visual rhetoric focus is also echoed imthgrity of handbooks
students are required to use in composition courses, siohres Hacker'&A
Writer's Referencand Lester Faigley'$he Penguin Handbookvhich integrate
discussion of digital and visual rhetoric, and Donald McQuadkeChristine
McQuade’sSeeing and Writingnow in their 4 edition, which combines notions of
composing and perception, especially visual perception.

Kristie Fleckenstein criticizes the field of Englistudies for its privileging of
linguistic issues over image, insisting, “The scaleseaning and teaching need to
be balanced so that word no longer eclipses imagguaae is not the sole, perhaps
not even the primary, means by which we create meaniogroforlds” (4).

Craig Stroupe also argues that English studies must cotfi®risual as
well as the verbal as a whole to create more inssamfceritical consciousness that
mark our discipline. Instead of suggesting that the field giore attention to either
the visual or the verbal, Stroupe views this moment céssible verbal-visual
meaning-making and rhetoric via digital technology as an oppity to revise
concepts of the subject of English. Stroupe argues $blapeng composition into a
discipline that does not insist on writing as the cmefns of gaining knowledge
and understanding, and contends “the challenge of the wstlz verbal can

become an occasion to recognize the discipline’s loaugdstg ideology of
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elaborationism” (609). Stroupe defines this “elaborationisaa™a set of cultural,
pedagogical, and technical practices based on the idga¢harmal composing or
reading process can produce more critical forms of amunscess” (609). Stroupe
insists that the visual and verbal are always in contiersand this “dialogue” needs
to be recognized and accepted by the profession:
The more hybrid approach of a visualized English would descr
instead the potential for dialogically constitutive riglas between
words and images—in a larger sense, between the lésratverbal
and visual cultures—which can function as a singly intdnde
double-voiced rhetoric. (609).
For Stroupe, this rhetoric can be readily accessedghroultural artifacts:
When we acknowledge that elaboration is expressedieditsi
traditionally recognized forms and media, we discovericoiies
between traditionally defined English Studies and certassipdities
in the hybrid practices of popular and Web cultures. (631)

Like Stroupe, other scholars find the tensions betweésTreint reactions to
the visual and computer-based technologies in Englishesttlibe generative. For
example, Mary Hocks and Michelle Kendrick suggest thatlew” division
between language and image is ever-present and should be @swach:

To attempt to characterize new media as a new baitlagrbetween
word and image is to misunderstand radically the dynartecplay

thatalready exist&nd haslways existethetween visual and verbal
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texts and to overlook insights concerning that interfhay new
media theories and practices can foster. (1)
In other words, instead of seeing the strain between peme of either words or
images as irresolvable and fruitless, Hocks and Kendeickd us that verbal and
visual texts have always been present in “interpetiegradialogic relationships”(1)
that ought to cultivate innovative and useful responses.

Yet, despite the inclusion of visual rhetoric in altlése works, few have
been able to define visual rhetoric in a way that linfiestopic to the visual in
exclusion of all other aspects and senses in a waydfhacts the persuasive power
of images. Even in Charles A. Hill and Marguerite Habheollection titled
Defining Visual Rhetoricghe editors struggle to pin down the term and ultimately
decide to allow their contributors to “discuss the datinal assumptions behind
their own works, and to exemplify these assumptionshayirsg their own rhetorical
analyses of visual phenomena”(x). This doesn’t meanvisual rhetoric proponents
do not embrace the non-discursive as well as the digeutsit right now the
theorization of visual rhetoric is still too limitedhweh is why | prefer the language

of “image studies” or “multimodal rhetoric” over visudletoric.

Image Studies

Even though images may be processed primarily using oull gisnses,
what our brains do with those images in terms o$yesion, interpretation,
imagination, and application transcends the visual, thedgdther or not it

transcends the discursive is debateablécdnology: Image, Text, Ideolog$¥986),
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W.J.T. Mitchell clearly views the differences betwekscursive and non-discursive
as minimal. Mitchell remarks, “There is no esserdiierence between poetry and
painting, no difference, that is, that is given fdrtiahe by the inherent natures of the
media, the objects they represent, or the laws dfithean mind” (49). Mitchell,
instead, maintains the differences are a result dffdmguage games’ that we play”
including the fetishsization of images and simultaneousugisof such these images
in different cultures and political contexts. Mitchellimately argues, not
surprisingly, that the ways in which images are understdodiesl, and valued
relate to social, historical, and cultural practices JL6&yardless of the technology
involved.

Before Roland Barthes and Kenneth Burke began discussimgfitience of
signs and symbols, rhetoricians largely focused thelysisaon the persuasive
power of the verbal rather than the visual in publicalisse (Lucaites and Hariman
37). Then, in the essay “The Rhetoric of the Inia(77), Barthes argued that “all
images,” including words, are polysemous; they implgaulying their signifiers, a
‘floating chain’ of signifieds, the reader able to chossme and ignore others”().

Barthes asserts a significant influence in the craam study of multimodal
rhetoric in terms of his notions of what constituteéex and critical analysis. In his
collected works irMythologiesandimage-Music—TexBarthes discusses methods of
analyzing artifacts and events for the meanings and code=ddild within such
displays through examining structures and their potenfiakinces. Like Marx and

Althusser, Barthes discusses the “naturalizatiorcuitural values and bourgeois
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morality by exploring signs. Barthes describes his gongEmyth in relation to
message:
Since myth is a type of speech, everything can be a pngthded it
is conveyed by a discourse. Myth is not defined by the objatg
message, but by the way in which it utters this messhges are
formal limits to myth, there are no “substantial” enEverything,
then, can be a myth? Yes, | believe this.... Every olijettte world
can pass from a closed, silent existence to an otel sigen to
appropriation by society, for there is no law, whettgural or not,
which forbids talking about such things. (109)
Likewise, rhetorician Kenneth Burke, saRhetoric of Motiveamplies that
arguments are not limited to the spoken word, but insteadlve symbols in a
larger sense. Burke states “Persuasion cannot be cordinieel strictly verbal; it is a
mixture of symbolism and definite empirical operatiol31), including discursive
and non-discursive elements. Philosopher Susanne Langevalts a more
comprehensive concept of the meaning of expression and shsdasiguage and
image in relation to art, taking on the “indescribableeats” of rhetoric in her
intriguing book,Philosophy in a New Key: A Study of the Symbolism of Reason, Rite,
and Art stating that the limits of “rational and logicahtpuage” need to be
examined and, perhaps, blurred, insisting that “there isarplored possibility of
genuine semantic beyond the limits of discursive languégf®” These ideas
regarding the expanded territory of composition and anahgdis implications for

instructors and students in terms of establishing diffesays to recognize rhetoric
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and meaning, and opens up a space from which multimodattstdan be
appreciated.
Academic conversations on “image” in composition areatic are clearly
present in recent scholarship, largely focusing eithehemdnnections between
images and computers/digital technology or on revisitimggies as related to printed
texts and language in general. These often overlappisgexives still tend to
emphasize the discursive aspects of composing over soursive elements, and
has thus far limited the rhetorical choices and gjrasethat may be available in for
purposes of composing and analyzing artifacts, perhaps tiethment of the
disciplines of composition and rhetoric.
In addressing the issues of political economy and ideafogglation to the
rhetoric of the image, the ideas about ideology of Kkitx and Friedrich Engels are
instructive. InThe German IdeologyMarx and Engels discuss the connections
between the material production, the “ruling classesj’@rebral practices:
The ideas of the ruling class are in every epoch thegrudeas: i.e.,
the class which is the rulingaterial force of society is at the same
time its ruling intellectual force. The class which Has means of
material production at its disposal, consequently astrols the
means of mental production, so that the ideas of thosdagh the
means of mental production are on the whole subject (©7ij

The notion of ideology as a group of ideas establishatidogominant class of

society to be dispersed to all is important to image esusiecause it begins to

explain how ideology is naturalized and legitimized viag®s, including language.
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The focus on forces of production and distribution indtwecept of political
economy provides a way for students to understand connebgbmeen ideology
and culture, and to comprehend the ways in which images asutose in the
media, permeate and function in everyday life. A g@spolitical economy,
however unfashionable, also allows critique of techne®lefined broadly here)
used to promote ideologies in a capitalistic culture.

Antonio Gramsci’'s theories, from tiRrison Notebookare edifying in terms
of image studies and multimodal rhetoric in that Grarbadi on Marx and Engels’
notions by developing the concept of “ideological hegeniamlgich not only
explains how the ruling classes especially in a cagitaktate, remain in power
without having to constantly be waging war, but also deschbev the subaltern
might gain agency through an understanding of ideologlyyimg to explain the
failure of socialism and the rise of fascism, Grantamims that one must look
beyond the economic base to see how power is legitinby the willing consensus
of those who are most exploited via the disseminaifdyourgeois values, beliefs,
and morality, which is brought about through institutioheducation, religion,
government bureaucracy and media. Gramsci claims thaholdel of ideology
should not be perceived as entirely negative, but viewedmore complex
mechanism. Gramsci asserts:

One must therefore distinguish between historically oogani
ideologies, those, that is, which are necessary teea gtructure, and
ideologies which are arbitrary, rationalistic, or ‘ded”. To the extent

that ideologies are historically necessary they lavalidity which is
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“psychological’; they “organize” human masses, ancter¢he
terrain on which men move, acquire consciousness ofgbsition,
struggle, etc. To the extent that they are arbitrary timdy create
individual “movements”, polemics and so on (though tlasenot
completely useless, since they function like an ertachvby
contrasting with truth, demonstrates it). (376-377)
For Gramsci, a persistent investigation of “ideologgtalicture” is useful to gaining
an understanding of how dominance is maintained and celnadienged. For
students in beginning composition and rhetoric, such a s@anlalso lead to an
understanding of the power of composition and the impogtahconstructing
meaning in regard to production, distributed, and recepti®elections from the
Cultural Writings, Gramsci discusses the ideological character ofenaadl cultural
misinformation:
The press is the most dynamic part of this ideologtcatsire, but
not the only one. Everything which influences or is ablafioence
public opinion directly or indirectly, belongs to it: ldnies, schools,
associations and clubs of various kinds, even architeend the
layout and names of streets...Such a study, done seriousld we
very important. Besides providing a living historical modeduch a
structure, it would accustom one to a more cautious aatt ex
estimate of the forces acting in society. (389-390)
Similarly, through analyzing the manner in which modechielogy made mass

reproduction of images possible and mass media made disperseefficient and
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widespread, Walter Benjamin, lituminations considers the loss of “aura” of “high
culture” as an opportunity for significant changes inetgc With this change,
Benjamin also envisions more critically conscious populohisiwpromises new
agency for more people:
One might generalize by saying: the technique of reproduction
detaches the reproduced object from the domain of tradiipn
making many reproductions it substitutes a plurality of cofoiea
unique existence. And in permitting the reproduction to nieet t
beholder or listener in his own particular situatidmeactivates the
object reproduced. These two processes lead to a tremendous
shattering of tradition which is the obverse of thetemporary crisis
and renewal of mankind. (221)
Conversely, Theodor W. Adorno and Max Horkheimer argue sigeiis potential
for agency in their bookhe Dialect of EnlightenmenAdorno and Horkheimer
view the mass media and technologies of reproducti@hparitimodal images as
systematically making up a “uniform” project to ensure ‘tiotal power of
capital’(94) in capitalist cultures. By creating a gystin which the reproduction and
dispersal of information is uniform and efficient,adnopoly” on meaning-making
and information distribution is also established. Adaand Horkheimer stress, “The
technical antithesis between few production centerswaahely dispersed reception
necessitates organization and planning by those in co(@&)l Instead of the needs
of the consumers being the central issue, the autingue, “In reality, a cycle of

manipulation and retroactive need is unifying the systesn more tightly. What is
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not mentioned is that the basis on which technologgising power over society is
the power of those whose economic position in socsetlye strongest. Technical
rationality today is the rationality of domination” (95)

Marshall McLuhan shares some of these concerns asnsérated in
Understanding Media: The Extensions of MEItLuhan explains the kind of power
aspects of the media, such as television and the f@uisess, namely, the creation

of an alienated, passive, and colonized populous (23-35).

Multimedia and Multimodal Rhetoric

In this dissertation, | apply the term multimodalis/@omoted by Gunther
Kress and Theo van LeeuwenNtultimodal Discours€2001), and multimedia as
discussed by Richard Mayer in several of his works omimmedlia instruction in the
areas of learning and psychology. According to Kress and_eeuwen, multimodal
theory proposes that modes are interactive formsjhatate within a sign system
understood by a social collective. The authors define amduigtrate multimodality
from a semiotic viewpoint, claiming that multimodalisy‘the use of several
semiotic modes in the design of a semiotic product entevogether in the particular
way in which these modes are combined’(20). Modes, in thisdwork, refers to
the “semiotic resources which allow the simultane@adization of discourses and
types of (inter)action”(21) and include language, writing,geajesture, and sound.
Kress and Van Leeuwen emphasize the notigradticeto stress the social aspects
of multimodality, and advocate for a four part “straf@) of discourse, design,

production, and distribution of multimodal texts that &ame verbal and non-verbal
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elements and requires invention, transmission, areptien in interpretive
communities or discourse communities (110-124). Discoursésarlly situated
forms of knowledge about (specific aspects) of reald®}( In other words,
discourse refers to the materials or elements ohmgamaking(words, photos,
sounds) and the ways in which they are situated withuitaral context on which
its interpretation, acceptance, and stability depends.clhbmposition course,
students become conscious of discourse communities awdichestrategies
through analyzing a variety of multimodal texts guided bynatructor. Examples of
multimodal texts are maps, charts, websites, and rooms

Kress and van Leeuwen make a distinction between peaatif “design” and
“production” to emphasize the differences between cone¢pspects of multimodal
projects and the actual production of multimodal textgractitioners can
understand the processes of planning, imagining, and designiegaaate from
production practices (5). For example, when we writeugesrecursive processes to
develop our ideas for specific purposes and audiences. $ynifartimodal text
production involves experimenting with different techniquetegies, and methods,
and as such, students are asked to pay attention to h@ertiponents of projects
work towards fulfilling rhetorical purposes. The splitwseen design and production
recommended by Kress and Van Leeuwen reflects the yaffiehoices available at
different recursive points in multimodal text creattbat can address the
expectations of potential audiences.

To gain further understanding of multimodal rhetoric, important to

connect it with multimedia studies in the disciplofepsychology, since the use of
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multimodal rhetoric involves theories of learning. Mokt teachers use principles
of multimodal learning on a daily basis whether we reati or not. When we allow
written texts, photos, wipe board diagrams and instructams Power Point
presentation to mingle in a classroom, we are enactirtgnmadia instruction. Mayer
defines multimedia instruction as “a lesson containingdege.g., printed words or
spoken words) and pictures (e,g., illustrations, photosjatian, or video) that is
intended to foster learning” (760). His work on multimeéiarhing is based on the
concepts of dual-channel learning, limited capacity, and agtiveessing (760). As
Mayer notes “dual-channel” learning is “the idea that s@ossess separate
channels for processing visual and verbal material’(760Witéid capacity” relates
to “the idea that each channel can process only a amallint of material at any one
time”(760); and “active processing” is “the idea that dieepning depends on the
learner’s cognitive processing during learning (e.g., seleaitggnizing, and
integrating)”(760).

Multimedia instruction provides the use of several aspEctensory
memory, including that of auditory sensory memory, viseaisory memory, and
working memory, wherein “the learner organizes sontee@tounds and images
some of the sounds into a verbal model and organizes ctime images into a
pictorial model’(767). Al of these processes lead to le@rgitmemory, in which
“the learner can activate prior knowledge to be integratith the verbal and
pictorial models in working memory and can store #wilting knowledge in long-

term memory’(767).
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Mayer also discusses the efficacy of multimodalneay based on his
“multimedia principle” which states that cognitively tgae learn more deeply when
they build connections between a verbal representatidra pictorial representation
of the same material’(766). This principle is based @yd&f's own research and the
research of others in the fields of psychology and daugavho argue that:

This cognitive process of integration is an important teagromote
learner understanding. For example, in a words-onlyeptaton,
learners receive a printed text explaining how a pump warks;
words-and-pictures presentation, learners receive the panted
text along with an illustration depicting the pump whies handle is
pushed down and pulled up. In 11 of 11 experiments, involving paper-
based lessons on brakes, pumps, generators, and lightning and
computer-based lessons on brakes, pumps, lightning, anohetit,
learners who received corresponding graphics with wordsrpestb
better on transfer tests than learners who receieds alone. (766)
By using digital audio/video commentaries in concert witident writing, | am
attempting to apply concepts of multimodal rhetoric and meltiia instruction and
learning. Using digital audio/visual reflections allows stidd¢o practice Mayer’s
theory of “generative multimedia learning,” which suggésés a learner can be
viewed as a “knowledge constructor who actively selaatsconstructs pieces of
verbal and visual knowledge” in unique ways (4), for the pggpmf constructing a

reflective repertoire of skills.
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Criticism: The Digital Divide
We live in a world in which there is more and more infation,
and less and less meaning.

—Jean BaudrillardSimulcra and Simulation

Lanham’s enthusiasm for digital media eledtronic technology as a
medium for creating the “personalization of learniagadical democratization of
‘textbooks’ that allows every student to walk an individo@aih” (10) has since been
critiqued and tempered by academics such as Selfe who agaimst viewing the
computer as a technology that will “level the playimdd” for all students. Selfe
asserts:

With its utopian underpinnings, this narrative [of compugsra

progressive literary tool] expresses most directly Acaer hopes for

technology, rather than the realities characterig@atpnology’s link

to literacy in official instructional contexts. (27)
Selfe argues that technology is affected by the coingnpresence of racism,
poverty, and sexism (19). Significantly, Selfe remindshas issues of access to
digital technology are mediated by economic, soaiad, political factors, among
others (Grabill, 2003).

In “The Politics of the Interfad@ower and Its Exercise in Electronic

Contact Zones” Cynthia Selfe and Richard Selfe contiegidelectronic interfaces
are no more neutral than other textual surfaces (483¢ &wglues that deterministic

assumptions of technologies inhibit our ability to cdiefinink about the ethical
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integration of technology and its impact on literatacpices, and our ability as
teachers and scholars to work toward meaningful chardghtidnal critiques of
such enthusiasm for the digital age come in the fofrsocial traditional theories of
language learning and social critiques which privilege word iovage in
educational settings, especially in as applied in composiburses. As part of this
consumer and technological revolution, visual imagesareasingly recognized as
a larger framework in which printed texts and other cultar@fiacts are embedded
with harmful ideological and corporate-driven elemelmsomposition classes,
most students are familiar with such multimodal texis artifacts.

As Cynthia Selfe suggests above, computers haven't brthgptomised
revolutions in access or social change, and may actually to oppose
transformation:

Computers have, in many cases, supported stasis rathesttnge,
and, indeed, have served to actively resist change!Xaonge, | do
not think that computer technology has substantiallygéd the
populations that we see in our classrooms, the waykith class
and race influence our teaching, or the ways in which ourghelol
scholarship continues to be accessible by only a very,small
number of elite scholars. (qtd. in Dorwick)
Selfe does not, however, preclude change via computersadhshe makes the point
that the existence and potential uses of computers do meseap significant social,
political, economic, or educational changes by proxy, tire other influences to

work in tandem with such technology. Selfe qualifiesrieenarks:
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| am not saying, of course that computers have notgebnther

aspects of our lives as professionals, but, rathertébahology is

only an artifact of a culture and will not produce ocarage change

unlessthere are other tangential forces and social formsitio place

that support such changes. (qtd. in Dorwick; emphagisioriginal)

The incorporation of multimodal rhetoric and image s8adito composition
studies is a complex and multi-layered endeavor thahdiaget fully been embraced
or explored. However, the works we have in composgtoies represent good-
willed and situated points of entry for incorporating nmtidal texts that will
inevitably expand. It is my hope to contribute to the dis@n on these issues vis-a-
vis this project on digital commentaries as reflective pradh composition studies.
Most importantly, | want to show how students make sehfeeir writing,
rhetorical strategies, and literacy practices in endmbdnd digitally advanced ways
in the classroom today.
This chapter promotes the extension of compositioorigyly discussing

visual rhetoric, image studies, new media, and theadlidivide to provide a
background for authoring of digital video commentaries siitable project for
beginning college writers. Perhaps if we consider our stadeamiliarity with digital
video capabilities, such as YouTube to be both cultural ab@cnalysis and
production as well as recreational, we can provide seawhtible moments and
provide new possibilities in the composition classrooaminot arguing that written
words can or should be replaced by digital video compositiout rather that the

authoring of digital video for the purposes of reflegtan writing can take
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advantage of a popular, accessible, and flexible technodoigyprove instruction
and reflection. Rather than dismissing digital videatsad hand | suggest that
writing instructors consider incorporating digital videnitheir classrooms and
assignments.

Since we, as composition and rhetoric instructorsassamed learned in the
art of rhetorical analysis and communication proceskesntegration of digital
video commentaries need not significantly change exigtiingities in composition
courses, but instead support those processes in a complieg wointext. This
integration acknowledges the complicated communicattoatgns in which our
students are placed. By integrating digital video commigstamnot replacing writing
in a course, instructors can build on genres and rhataitcations with which
students are already familiar and make connections betwieat they currently
know and what they may need to know as college-levelnsrite

Effective use of digital video commentaries providesafohetorically rich
form that depends on understanding the rhetorical situatidrproviding clear and
compelling evidence of writing and technical skills. Sidagtal technology and
video techniques are not just trendy and cool but make sitg aecessible and
allow for easy acquisition, editing and manipulatiorg distribution, | argue it has
pedagogical potential and import in composition classas, lhowever not
advocating for a full range of uses here, but a speq@fiiation for writers in

performing critical reflection.
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CHAPTER THREE

CRITICAL REFLECTION

A reflexive pedagogy emphasizes understanding. Understanding
represents both the product and the process of the dtmmshetween
knower and known. | suppose occasionally we might expexienc
understanding as a sudden flash of insight, the eureka molhenmet
frequently, however, | believe the realization thatunderstand
emerges gradually and we only become aware of it whemake a
reflexive turn.

—Donna QualleyTurns of Thought: Teaching Composition

as Reflexive Inquiry

The goal of this project is to examine the use of digib@hmentaries in
composition courses as an effective method of refle@nd assessment in college
composition courses. Since my research focuses orpm@ting digital audio/video
commentaries as part of an end-of-term writing portfatidhis chapter I will
discuss writing assessment, writing portfolios, anceogife writing in contemporary
composition and rhetoric, and then apply it to my owrgeto but will begin with a
discussion of the history of reflection as related tmposition and rhetoric.
According to Yancey:

During the 1970s and into the 1980s, students in writing classes

across the country were asked to take part in reseaculdd on
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writing processes. The problem we wanted them to help agdi@ss

was simple if a little disconcerting: while we in corsfimn studies

were supposed to be teaching students how to write, we déedily

know how theytearnedto write. (2)
Thus, composition studies shifted to focus more on tidest learner. Over the last
forty years of contemporary composition instructiongagshers have attempted to
define the field and establish legitimacy in a largedagac context. As in most
disciplines, in so doing, we developed and circulated wigniheories and practices,
and encountered conflicting ideas, changes in concepesalved debates, all of
which, | am sure, well represent the complex natuterafuage and epistemology.
As Yancey explains in her quote above, it took our arstudfy some time to evolve
from a traditional method of presenting students with rsootieprofessional or
canonical writing and asking them to imitate such genrdsdeal forms, instead of
inviting them to engage in their own development as stsderd writers. In the shift
to more processed-oriented pedagogy, some researcherdd@agmmore attention
to student writers and less attention to the great wdrkaaster writers.” Initially,
this research adhered to a quasi-scientific model ohgastudents compose while
describing their writing processes in a “lab-like” stylenig), and proceeded to
compare the writing processes of “advanced” studentnanitéh beginning writers
in order to bring writers to the same level (Flower Hiages). As Yancey points out,
these methods take for granted an “ideal t&ef(ection3).

| remember enacting a form of this imitation model miys&lny years ago

when | was hired for my first teaching job at a commuodlege. | was still a new

49



graduate student in English and was just beginning to &auat composition
theory. At the community college at that time, adldieers were required to use a
common text, and since | was hired less than a weekeotéfe semester started, |
based my courses on a colleague’s syllabus. | taughedltatitional genres of
narration, description, example, comparison and cdnpescess analysis, division,
classification, definition, and argument and persuasidrad students read, among
other pieces, E.B. White’s “Once More to the Lake,” Afan’s “Fish Cheeks,” and
William F. Buckley’'s “Why Do We Complain.” While | agally loved reading these
texts and found that the texts could be incorporated iardift ways in my classes,
requiring students to use these works as models and wspeaific forms made me
question if I was asking students to perform tasks that marenly restrictive and
of little practical use, but also conceptually unreabador example, White’s
“Once More to the Lake” not only reflects years ofedally crafted description, but
also the developmental maturity to understand mortabiy a nostalgic point of
view that only a few of my older students could beginresg or appreciate.

More recent scholarship focuses not as much on thefadeas and models,
but on the dialogical processes of coming to know, expetingg revising, using
different rhetorical strategies, and contributing to tnltseph Harris calls an
“ongoing conversation”(qtd. in YanceReflection3), not unlike the Burkean Parlor
model, discussed decades earlier in Kenneth BuiteesPhilosophy of Literary
Form (1941), as explained in his words:

Imagine that you enter a parlor. You come late. Wimnayrive,

others have long preceded you, and they are engaged ited hea
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discussion, a discussion too heated for them to pauselapdu
exactly what it is about. In fact, the discussion Hagbdy begun long
before any of them got there, so that no one preseuniigied to
retrace for you all the steps that had gone before-111)
| introduce this concept to my first year composition stisld_ike Trimbur and
Graff, | follow the academic conversation model in mynposition courses to
discuss academic writing. Burke continues to describe theamiliar concept of
epistemology in which humans can engage and to whighctreadd:
You listen for a while, until you decide that you have ¢dubge tenor
of the argument; then you put in your oar. Someone answeIs
answer him; another comes to your defense; another aligise i
against you, to either the embarrassment or gratificatioyour
opponent, depending upon the quality of your ally's assistanc
However, the discussion is interminable. The hour grates you
must depart. And you do depart, with the discussion still eiggly in
progress. (110-111)
This change in the conception of writing and associatstductional methods also
transformed the concept of reflection as integratexléomposition courses, which
involved less focus on the outward appearances of wptiactices and the lab-like
coding of writer behavior and placed more emphasis tuabstudent participation
and interpretation of writing processes and productsessprescribed and more
open-ended context. This lead to recordings of students catimgnen their own

writing in specific contexts, readings, conversationsgalirses, and research, and
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also contributed to our current perceptions of reftecin writing courses, in which
Yancey describes reflection serving “as a means of gjop@yond the text to
include a sense of the ongoing conversations that tetés iato” (5), using the
concept of the student as the authoritative informastead of a cognitivist
approach of observing students as part of a scientific mgedatey insists on a
more student-centered model, "To ask students to particijifit@sy not as objects
of our study, but as agents of their own learning" (50).

This is really where my study comes into play. Not unitkerecordings
which were produced in the early days of composition ssutliem looking at digital
video/audio recordings to get at how students view the leapnowess and their
place in it, and to learn better how to help my studeeg®otiate reading, writing,
and critical thinking. Although Yancey, one of the eadlicdars on reflection in
composition, claims that reflection did not play angigant role in the early history
of composition studies (4), in the year 2010, there areraecommon reflective
practices used in writing classes, from daily reflecbondeas, readings, and writing
to reflecting on collected writings over time. Some reftection for generating
inquiry, others use it for assessment, and still otlsesit for both reasons. For
example, John Bean recommends daily reflection iriciva of a daily tally of
events, while many routinely use a portfolio systeragsess writing in composition
classes and colleges consisting of 1) collected worksc@yex letter, and 3)
selection (Condon and Hamp-Lyons).

According to Yancey, reflection constitutes a sigraifit component of

learning and is comprised of "1. goal-setting, revisiting afiding, 2. text-revising
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in the light of retrospection, 3. the articulatiorvdfat learning has taken place, as
embodied in various texts as well as in the process lwgéhe writer” (Yancey 7).
Yancey places emphasis on students as a significarafgae reflection process.
Reflection now comprises an important aspect of cortipasn terms of creating
student portfolios, advancing teaching practices, researchihgsaessing writing
programs, and changing educational systems. Unfortunasiiyyg students to be
agents of their own learning can become an occasim@spmnd in non-analytical
ways. It can also lead to a focus on the individual studethe exclusion of others
in terms of writing processes, thinking, and research.

Reflection as practiced in composition has been @zatitin the last few
years for being too expressivistic, formulaic, and incqueatial. Kathryn Emmons
critiques the current implementation of reflectiorcamposition studies on the basis
of its focus on the individual instead of a social centk doing so, Emmons
reveals a chasm between what we say we want in catiggostudies in terms of
reflection, what we actually ask for, and, not coincitjeactually receive from
students. Emmons sates, "in contrast to our post-prgoass. .we currently value
the display of personal growth and achievement in ismldtom the discursive and
social practices of larger communities" (44). By observicgrssistent/undeniable
"narrative of progress" as a common rhetorical motendbund in student portfolio
cover letters (44), Emmons argues that reflectiondb@reming formulaic accounts
that function to make instructors feel good and oftemnaitudents to elide

confronting the collaborative and context-specific witnéy produce over an
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academic quarter, semester, or year (which, it musoteincannot really be blamed
entirely on the students). Emmons asserts:
Thus, our reflective assignments are quickly refiguresk#s
reflective assignments, as occasions to consider hogngonal and
individual achievements, rather than as occasionsuggé with the
relationships—both technical and rhetorical—that caunstitvriting
for a particular community. (44)
Emmons is not the only critic of the current reflecfiractices in composition
studies. Donna Qualley is similarly convinced that whatweecurrently doing as
reflection merely asks that students discuss their@ijun of technical knowledge
and skill, and does not go far enough in asking students tostaaerthe
implications of their own assumptions, viewpoints, add. While agreeing that
reflection is paramount in learning, Qualley is morernested in the concept of
reflexivity in a composition studies context. Quallegyiedel of reflexivity is based
on not only focusing on one’s own goal-setting and learninigeowriting process,
but also concentrates on the engagement of meditatiog&s ideas and inquiry in
relation to engaging the ideas of others. Qualley usetetm "reflexive inquiry,” for
this shift, explaining, "By reflexive, | mean the actwiing back to discover,
examine, and critique one’s claims and assumptions inmesgo an encounter with
another idea, text, person, or culture"(3). Qualley's @siplon the points of
encounter with the ideas of others is an idea thaftes forgotten in the reflective
stage of composition courses, but is critical. Quallekes this point clear in

distinguishing between "reflection” and "reflexivity":
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Reflexivity is not the same thing as reflection, althotlggy are often
part of the same recursive and hermeneutical process) We
reflect, we fix our thoughts on a subject; we carefadigsider it,
meditate upon it. Self-reflection assumes that indiMgloan access
the contents of their own mind independently of otheedleRivity,
on the other hand, does not originate in the self buayasveccurs in
response to a person’s critical engagement with anr:ditid)
Qualley's definition of reflexivity is key to my own woand project on student
digital commentaries because it takes in to accouraader understanding of
reflection in which students may be able to transceed skudent roles in favor of
viewing themselves as writer and creators beyond the mo@adentext and bring
such knowledge to their other roles as writers. It aiswre importantly,
acknowledges that writing and thinking are improved with adrdad engagement
with others, including the “others” in our own thinking.domposition courses, as in
many academic endeavors, interacting with the ideashef®ots crucial in
developing ideas, solving problems, conducting research, desmmincarrying out
projects, and promoting new or revised frameworks for uralaistg. As such,
asking students to reflect on the ways in which the wofkghers confront their
own developing or developed understanding of textual discades@n, production,
distribution and reception of texts is also vital, imhative, and productive for

writers and potential audiences and stakeholders.
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Educational Reflection
Many things happen to us in the way of pleasure and pain wdgich
do not connect with any prior activity of our own. Theg arere
accidents so far as we are concerned. There is nceb&fafter to
such experience; no retrospect nor outlook, and constygunen
meaning. We get nothing which may be carried over to ferefat
is likely to happen next, and no gain in ability to adjustelves to
what is coming—no added control.

—John DeweyDemocracy and Educatioi916

My discussion of reflection and knowledge will be lied to a group of
concepts. People who study philosophy or rhetoric wilkktizat thinking about
reflection and learning began with Aristotle and his tHod@ disciplinary
classification system of theoretical, practical, anoductive disciplines. John
Dewey discusses similar concepts as routine actiomedledtive action and Donald
Schon’s ideas about “reflection-in-action” and “reflenton-action” place reflection
in a more current and concrete context.

As many composition scholars have noted, compositiotie owes much to
John Dewey and his perspectives on reflectiobldw We Think: A Restatement of
the Relation of Reflective Thinking to the Education Pro¢agslished in 1910, and
republished in 1933), Dewey examines several facets oftigéeprocesses,
including distinctions between “routine action” and “refieetaction.” As Dewey

defines it, reflection is a way of thinking that cannoeheated with simply
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reconsidering a text, issue, or event, which he corsidatisciplined and "routine
action"(4). “Reflective activity” instead, is defined ative, persistent and careful
consideration of any belief or supposed form of knowleddgkanight of the
grounds that support it and the further conclusion to whitdnds”(9). To become a
habitual way of thinking, Dewey argues that this type fiécdon must be learned
and practiced (34).

Following in the footsteps of Dewey, Donald Schon atsatributes to the
development of ideas on reflection, specifically ia tdontext of educational
practice. Schon’s workhe Reflective Practitioner: How Professionals Think in
Action(1983) focuses on how different professionals constructrdnege of skills,
including teachers as professionals. He explores the imayhich teachers reflect
on their practice while engaged “in action,” which casisigeachers in creatively
adjusting practices to fit new circumstances. The qusaaf “reflection-in-action”
and “reflection-on-action” are of importance to my tijcommentary project.

“Reflection-in-action” involves examining our experienesswve perform
routine actions, connecting these actions with feelitig=ories, and histories to
build new understandings while experiences unfold. Schomibedchis process:

The practitioner allows himself to experience surppseziement, or
confusion in a situation which he finds uncertain or uniéflee.
reflects on the phenomenon before him, and on the prior
understandings which have been implicit in his behatercarries
out an experiment which serves to generate both a néerstanding

of the phenomenon and a change in the situation. (68)

57



“Reflection-on-Action,” on the other hand, occurs afie experience. In order to
reflect on action, one spends time considering and sgtening how she/he acted,
why, and what was occurring with others in the contexdnmironment at the time.
In so doing, a reflective thinker can develop questionsdeas regarding activities
and practices, and should do so by recording these questebidean (such as in a
digital commentary or in writing), and in conversatweith supervisors and peers. In
this way, a person can establish a “repertoire” or itorgrof ideas to draw upon in
future practice. Schon discusses the concept of regertoir
When a practitioner makes sense of a situation he pesct be
unique, heseest assomething already present in his repertoire. To
seethis site aghatone is not to subsume the first under a familiar
category or rule. It is, rather, to see the unfamilimique situation as
both similar to and different from the familiar omathout at first
being able to say similar or different with respect tawfhe
familiar situation functions as a precedent, or a pi&ig or... an
exemplar for the unfamiliar one. (138, italics in ora)n
The more we recognize and reiterate, the more conouetself-knowledge
becomes.

DVD commentaries themselves and concepts of reflexmyain in student
video projects can foster reflective thinking, writing, amelaning-making in
different fields of study through the use of video comtaees. This reflection is
recursive and represents multidirectional collaboratwith peers, experts, and

instructors. Reflective writing is often difficult fdirst-year students to produce and
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view as characteristic of writing and thinking in diffet@lisciplines. This reflective
writing exercise is designed to help students use techyalibly which many
students are intimately familiar and move them from nlad®n to reflection.
Through reflective thinking, participants become familighwhe idea and utility of
being a "reflective practitioner” (Schon, 1983). It highigystudent consciousness
because it asks that students take the authority in exerhreir writing and ideas,
and discuss what they know. This activity also addrassedevelopment of student
confidence, and competence. In addition, student refteptiovides instructors with

useful and significant feedback on course content and pggago

Freire and Reflection

Burke was not the only theorist influencing the conceptart®mposition,
rhetoric, and literacy. Brazilian educator and activeatl® Freire also significantly
influenced the ways in which educational philosophiesmgliage and writing, and
especially reflect on texts, are taken into accouatofding to Kathleen Weiler,
“Freire saw that the oppressive regimes encouraged ladlisitdmission and docility
which caused individuals to cease questioning their lifeicistances and to accept
the unacceptable”(14), and one of the ways he tries tamnuethis submissiveness
in order to liberate more people is through reflectiorirE’s now famous “banking
concept of education” is what he refers to as a modehflective thought in
which a knowledgeable teacher makes a deposit of knowlettgdanile and empty

student vessels.

59



In Pedagogy of the Oppressgib72) Freire explains the banking concept of
education: “Knowledge is a gift bestowed by those whaidan themselves
knowledgeable upon those who they consider know nothing {469.consequence
of this form of instruction is the lack of opportunity gméctice for students/people
to develop ideas and ask questions, and students and populoefeyéheemain
passive. In order to break this oppressive paradigm, Fr@wecates a model of
education based on problem-posing and dialogue between samdetgacher that is
reflective, dynamic, and interactive. In this modaldents gain political and social
empowerment through literacy and consciousness by usidgratexperience and
knowledge as a basis for future study. This consciousnessnscientizacaes
developed via the integration of action and reflectiashiarmeferred to as praxis (85-
86). Friere’s ideas are important to this digital vigeoject because digital videos
can offer students opportunities to actively use themm experiences to interrogate
their worlds as citizens, producers, and critics. It argges students to see

themselves as more than passive learners.

Writing Assessment and Reflection

Kathleen Blake Yancey describes contemporary writingsassent in U.S.
colleges as three overlapping waves of “objective ta&80-1970),” “holistically
scored essays (1970-1986)", and “portfolio assessment and iprogte assessment
(1986-present)” (Yancey, “Looking Back” 131). Portfolio aseesst came into
being out of a cultural push for better educational standartie 1980s (Park 1) and

due to a perceived need to assess more real language-iraciseegrand writing
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processes taught in college (Hamp-Lyons and Condon). Wetiée Elbow and Pat
Belanoff are widely credited with implementing writipgrtfolios as an improved
form of exit exam (Yancey, “Looking Back” 138), other schelaave contributed to
refining the writing portfolio over the years. Diffexss exist in how instructors
conceive of and apply portfolio assignments, but in ta@énm the context of writing
instruction and assessment, a portfolio is defined asllaction of texts the writer
has produced over a defined period of time” (Hamp-Lyons 262%€elten consist

of many things, including “selected but not necessarilyspell or finished pieces”
(Privette 60), but are usually comprised of a selectiatunlent texts and a reflective
essay or letter. Bill Condon and Liz Hamp-Lyons offerencharacteristics of
effective writing portfolios, including collection ofavk representing more than a
single performance, a range of work representing diffegenres that display
different areas of expertise, delayed evaluation wheteaohents can go back and
revise their work, selection which requires that stuglpatticipate in the selection
process of pieces that will appear in the portfolial aflection and self-assessment
in which the learner is asked to self assesses armdlects on what he/she has
learned (33-37). It is, of course, the reflection elenretite portfolio on which |

will focus.

Portfolios

Writing portfolios are often scored “holistically” (Wki167) under specific

conditions as described below by Edward White:
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Controlled essay readings, preceded by training sessionsield$@
inculcate the same set of scoring guidelines for thigcplar essay
topic assigned; sample papers illustrating the variou® gmants,
public discussion of the ways in which sample paperstitited those
score points; and record keeping to see to it that reggmerally
agreed on scores and didn’t dilly-dally during the time sethie
reading. (White 166)
Although many believe in the legitimacy of this typeas§essment, the different
genres of writing that may be included in the portfolied ghe inconsistency of
evaluating these different kinds of writing has, overeti made many researchers
guestion the validity of holistic evaluation of portési White argues against holistic
evaluation of portfolios, stating “Regardless of hovg @dapted, holistic scoring is
fundamentally unsuited for evaluation of portfolios” (18de both to validity issues
and to the necessary and significant resources requipagfoorm such assessment,
for example, paying professional readers for the tinekiés to examine each
portfolio.

Instead, White recommends what he calls, “Phase 2 ohetiecoring” in
which a student reflection plays a key role. In Plzaseoring, there are two main
components required, one, “a set of goals set by fafarltyhe particular course,
program or purpose for which the portfolio is being subutit(&69) and, two, “a
reflective cover letter to readers composed by the studeging that those goals
have been met, using the portfolio contents as evid@&®). The benefit of Phase

2 scoring to teacher-graded writing portfolios is that sttglare encouraged, nay,
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required to take ownership and authority of their portfahol construct an argument
about their work via the reflection. Instructors reazlridflective piece, and can
selectively read the rest of the portfolio in a goadited manner (171). Many
portfolios required of students in writing classes now regihe reflective piece and
can consist of a "cover letter" or reflective essayiag as a way for students to
articulate different aspects of their work, includiraphthey have met the goals of
the course, their strengths and weaknesses and wiiiterstfects of the ideas of
others on their thinking and writing, and even their placeitizens and consumers
in larger cultural contexts. In other words, though th&eat can vary, ultimately,
these reflective pieces allow students to create aebashe meanings of their
experiences while simultaneously providing instructors astkutions with another
level of evaluation and feedback, and perhaps ideallyeate a dialogue between
students, instructors, programs, and university-wide ingbruct
Yancey’s definition of reflection is 1) the processwdyich we know what

we have accomplished and by which we articulate accelmpént, and 2) the
products of those process&eflection6). Yancey specifies the seven rhetorical
moves typically made in “reflection-in-presentati@s’ including the following:

* Introducing the text by invoking a context of experiencg/ar a

context of the class
» Speaking of past selves as a way of understanding trencsailf
» Using metaphor as a means of exploring relationships

* Assessing one’s work or learning
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» Invoking other contexts voluntarily as a means of undadshg and
explaining
* Looking towards gaps and making connections, as two means of
synthesizing and revitalizing and reflecting
* Answering the question, what have | learned? With as raogihasis
on the | as on the learned. (95)
In this scheme, there may still be problems with ot and privilege, since
students trained to conform to educational institutions bawefited from the
cultural messages of the dominant culture and the ihpBsociated privileges
(McIntosh, 1989). In addition, this makes the formulai¢etive responses almost
impossible to get away from since it asks students to perffanmulaic work. In
many ways | reject Yancey’s definition, and instead exxdJody Shipka’s manner
of assessment, which is more in line with Qualleyflexéve turns and my own
goals for my students and writers. Shipka declares:
If we are committed to providing students with opportusite@ forge
new connections, to work in new ways, to produce newskaidexts,
and to become increasingly cognizant of the ways fextgde shape
for and take shape from the contexts in which they aréywed,
circulated, valued, and responded to, | think it is crucatl We take
care not to limit the texts, tools, and composing strasegfiudents
might employ and alter in compelling ways.
Shipka discusses assessment of multimodal reflectivg, @xd the assessment of

multimodal texts in general, as being an extremely utiteorized area of study
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(347). Like Shipka and others, | require that students “assespemsibility for
describing and evaluating the purposes and potentials oinbe#(347) by clearly
explaining their work in an evaluative manner to othieatso adopt Shipka’s stance
that digital texts need not be assessed differentty dbiaer texts, but that we should
focus on assessing the rhetorical effect of multimbgdadievery text. Shipka states:
“*multimodality’ as it is used here requires that vead to ‘how multiple modes
operate together in a single rhetorical act and howndgtkchains of modal
transformations may be linked in a rhetorical traject@®yior et al. 23)” (348).
Shipka advocates for a four question text to accompany #agtiee text that is
submitted by students, referred to as the Statement o$ @oalChoices (SOGC) as
follows:
1. What, specifically, is this piece trying to accompiskbove and
beyond satisfying the basic requirements outlined inasle t
description? In other words, what work does, or mighs, piece do?
For whom? In what contexts?
2. What specific rhetorical, material, methodologieal]
technological choices did you make in service of acdisinpg the
goal(s) articulated above? Catalog, as well, choltaisypbu might not
have consciously made, those that were made for yea wu opted
to work with certain genres, materials, and technologies.
3. Why did you end up pursuing this plan as opposed to the others y

came up with? How did the various choices listed abdee/alou to
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accomplish things that other sets or combinations of esaiould
not have?

4. Who and what played a role in accomplishing these g(z8gl?

Again, these types of prompts force students to take respldagp for and
explain their texts. It also embraces problems andndilas which are vital to
learning. Even Dewey viewed perplexity and doubt, coupled witithadrreflection,
as the way in which individuals could make meaning and ¢omesolution.
Incorporating the use of dilemmas as a tool for alitieflection requires that
programs create a structure and process in which stucbemtd) open their eyes to
acknowledge dilemmas and stay in that state of diguatyj rather than jumping to
solutions; 2) describe dilemmas in ways that ensurdghbgtsee themselves at the
center of the dilemma. Brookfield (1987) suggests that twwitées are central to
critical thinking: identifying and challenging assumptions axglaging and
imagining alternatives. He suggests, however, that enngraritical reflection can
be an “almost Herculean act of will...” because, “If are comfortable with our
existence, ...we are imprisoned in our own histories ansdtianed by the
inevitably narrow paradigms of thought and action we inhgBitdokfield 91).

Even in reflecting on my own journey in developing decfve method of

reflection, | have found that dilemmas can be produenetthat | am trapped in my
own history of needing to assess in specified ways. Tmm@nan which | originally
asked my students to reflect on their writing was a dib@amfor myself and my
students. In asking students to reproduce the rhetorg&sesament and course goals

while simultaneously explaining how they understood tledwves as writers caused
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students to be formulaic and contradictory in theiections. But by “identifying

and challenging assumptions and exploring and imagining aitezs” as

Brookfield suggests, | came to understand that there aesatiffways to reflect that
actually require more critical thinking and allow for bdeaapplicability, such as the
SOGC. For me, the degree to which they address the S©@sbiimportant, and |
use a rubric each of these questions in which | havecttegories of lacking,
struggling, achieving, and mastering, which | learned from lasasbn-Shull. | am
sure this assessment tool will require more attensdncantinue to develop my
multimedia projects in composition studies, but | thinkatrks well for getting
students to assess their own works in light of thessoontext and their individual

projects, whatever they may be.
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CHAPTER FOUR
DIGITAL COMMENTARY PROJECT

If English is to remain relevant as the subject which jpiesaccess
to participation in public forms of communication, ashasl
remaining capable of providing understandings of and the abitii
produce culturally valued texts, then an emphasis on langlage
simply will no longer do. English will need to change.

—Gunther Kress "English at the Crossroads"

As Dewey, Schon, Boud and Walker argue, experience anairig are
enhanced by reflection. Reflective practices establishehessary conditions to
create a repertoire of understanding, skills, and knowledldpn a particular context
to apply to future experiences. As we all know, studemtg bmuch with them when
they appear in our courses; they do not come taluda rasabut already have
several ingrained notions of themselves as students nstizemposers, and
consumers who are subject to a cultural systems ofrbigrand power. These
notions include understandings about reading, writing, culadhecation and their
perceived relationships with each. As composition instract@e can consciously
provide more positive and generative reflective expergtedeginning writers as
they engage with college-level reading, writing, crititahking, and performances
of comprehension; yet, doing so comes with challengekiding practical

limitations and the complexity of reexamining previous nggagxperiences.
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| argue that reflection represents a useful methoddaolests and writers to
structure understanding, and several researchers and pracstilike Yancey,
prove that students and writers can develop reflectivgéiebunder the right
circumstances. However, in order for students to makectfe practices personally
significant in a college composition environment, thegch be supported by
instructors who develop reflective process and build reflectpportunities into a
course curriculum. | am suggesting that digital video centary projects are
especially well-suited for the task, since it providegfi@ctive means for students
to examine the past, assess the present, project infigttine.

The manipulability, accessibility, and durability make @igvideo useful in
restructuring perceived acquisition of knowledge. In additiniizing audio/video
commentaries allows students to describe and captureeitperiences of college
writing in a direct and embodied manner that they canmoudook back on later if
asked to discuss their writing in, let’s say, a junioiting portfolio or a job
interview. These videos also provide students with point®ohection between
prior knowledge, present knowledge, and forecast future knowksztgesition on
topics of writing, reading, researching, collaboratingtehc, and multimodal
communication. | share the assumptions about refleatiade by Yancey, that
“reflection is both process and product’(19). Asking studentsflect on their
works can facilitate opportunities for students to “tgalate their own truths, to
understand and articulate the pluralism of truth”(19) additional assumption |
make is that “Students can theorize about their owtingrin powerful ways”(19)

when they see their works as rhetorical acts.
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The focus of my inquiry is an alternative video/audionentary project
offered to students in lieu of writing a two-three pagtecgive cover letter designed
to accompany their English 101 portfolios at the end oftaen-week semester. At
the time | conducted this research, | was teaching ah#me campus of Washington
State University (WSU), in Pullman, Washington. Washind@tate University is a
rurally-situated Carnegie Doctoral/Research “Extensaref land-grant state
university with approximately seventeen thousand studentdefis who attend
WSU generally reside in the Western region of theddh@tates (Alaska,
Washington, Oregon, Idaho, Montana, California), or stermational students. Like
most college students, WSU students are largely techngaallyy and media aware.
In order to take advantage of these interests and, dkaltaployed Jeff Rice’s
concept of “cool.”

In The Rhetoric of Copleff Rice focuses on the notion of “cool” in
composition and rhetoric by discussing the ways in whigujao culture,
technology, and new media disrupt and blur disciplinagnbaries. Rice argues that
cool is not just “throwaway term best left to populatund”(5), but a way to use a
distinctive rhetorical approach to new media technotbgy allows students to
engage in best practices of academic reading, writing¢rtichl analysis. Though
Rice, following in the footsteps of Marshall McLuhan,walikely consider film as
a “hot” technology due to its “low-participatory charadics’(13), | contend that
digital commentaries themselves can be considered’tocharacter because they
have a high-participatory nature. In applying Rice’s condepdital

commentaries, | explore the potential for addressingraéissues of composing,
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including student reflection by incorporating and modelingaaiitieflection present

in television and film commentaries throughout my EsigliOl1 course.

Why DVDs?

Available since 1997, DVD technology is popular in the Ungéates and
other electronic-heavy countries. According to Harrisrattive Research, in 2008,
85% of U.S. households own a stand-alone DVD player andd@1fauseholds own
a computer with an embedded DVD player. Some large catgogtailers and video
distributers such as Blockbuster and Circuit City¢betheir collapse) began selling
and renting movies only in DVD format, and have phased/bl8 movies
(Ramsey). Rebecca May, Blectronic Mediastates, “DVD player ownership among
people who own television sets increased from 3 pernetr@99 shortly after their
introduction, to 16 percent in 2001. It took VCRs about fiv@y¢o reach similar
growth.”

The popularity of DVDs over VHS videotapes can be attribtehe high
quality of picture, sound, and image, relative low-casath DVDs selling at around
$20, and players priced under $100), durability over time and fgaihility in
viewing choice (with options of letterbox or full screanvariety of sound system,
language, and subtitle selections). John Tollet and Daviat 8aim that DVDs "had
the fastest adoption rate of any consumer formatsioty. Forget about records,
eight-track tapes, cassettes, VHS, or CDs. While ebtttese earlier formats found
favor with the public, none was embraced as quickly@a®WD”(2). According to

IRMA (the International Recording Media Associatidhore than 31 million DVD
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players have been sold, and consumers can now choosewer 125 DVD player
models that are marketed under 50 brand names”(qtd. iet Boidl Rohr 2).

Commentaries on DVDs function as an overlay to ithe #Vhen the
commentary function is enabled, the commentary audak fplays “on top of” the
visual of the film, which sound and audio track are playexlawer volume.
Although commentaries also differ from DVD to DVD, pagants in these
commentaries most often consist of directors, prodyegiters, actors, musicians,
and members of the film crew, individually or in combiaat For example, in the
recent moviePirates of the Caribbean: The Curse of the Black PEHID3), one of
the best selling DVDs of 2004 (“Top Ten DVD Sales”), théDincludes four
different commentaries. One features director, Gadbhski and actor, Johnny
Depp. Actors Keira Knightly and Jack Davenport are inclunlednother. A third
involves the film’s four writers, and the remaining comiaey is made by producer,
Jerry BruckheimerRirates of the Caribbean: The Curse of the Black Peéaike
commentaries, “featurette” extras also vary but ofteiude “making of”
documentaries or cover aspects of flmmaking such asvaedyobe, casting, and
props, historical footage, as well as publicity content.

DVD commentaries and featurettes not only offer movigshasights into
filmmaking and celebrity, they also present viewers/resisieidents/teachers with
another way to “read” issues of power, race, clagsgander, as well as to more
readily understand processes and the products of compdsitibare presented in

these video tracks.
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Interactivity of DVD technology and other new mediaisissue of debate.
Lev Manovich, inThe Language of New Medlia careful to critique claims about
new media, arguing against “the myth of interactivity3{61), asserting that I
avoid using the worthteractivein this book without qualifying it...I find the
concept too broad to be truly useful” (55). Manovich expltias all texts are
interactive:
When we use the concept of “interactive media” excklgiin
relation to computer-based media, there is the dangewéhwill
interpret “interaction” literally, equating it with physil interaction
between a user and media object (pressing a button, ngaosnk,
moving the body) at the expense of psychological intieracthe
psychological processes of filling-in, hypothesis fornmati@call, and
identification, which are required for us to comprehendtartyor
image are mistakenly identified with an objectively erigtstructure
of interactive links. (57)
Tollet and Rohr consider interactivity in relation t& D technology as definitive
and as one of the most significant features of DVDs¢clvallow consumers to
control the ways they view a video presentation or atbatent. Instead of the
linear, start to finish nature of VHS tape, DVD provides itiieans to quickly jump
to any part of the content they want to view(4). Whilel@tcdnd Rohr
overemphasize some of the ease of use of DVDs irstefithhe amount of control a
user actually has based on the interface and optiaeis pthint about the “jumping

around” capability can be an asset in the classroom.
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In terms of design and authoring, DVD production allowstesign features
to play a role in the creation of meaning that can leatistussions of audience and
purpose, in addition to other aspects. Authoring DVDs catob®licated and
necessitates access to specific materialities asawatistruction, as Tollet and Rohr
observe, “While we may celebrate the creative dgsagsibilities of DVD, we can't
overlook the fact that DVD creation can be a vaffyadilt undertaking...that you
won't learn overnight” (7). These authors explainD&D disc may contain the
handiwork of several different disciplines, includingeadediting, still and motion
graphic design, 3D modeling, audio editing, and more”(7). Whikemay be a
challenge economically and physically for teacherssandents, it can also reap
rewards. In terms of the commentary assignment luggesting in this project, the
DVD film segment is short and the commentary, vikiéWise, be brief. However,
while using this equipment, students can gain a better uaddnsg) not just of
technology and software, but of the processes thattga@amposition of a text or
texts, and possibly the collaborative possibilitiesafiposing.

DVD commentaries can be used to make students awareawiimy-making
choices and can function as a type of reflectionaBse commentaries tend to be
reflective in character, they can serve to highlggteral aspects of communicative
and rhetorical strategies. To give just one exampleyiclasses | have used the
director commentaries from the popular television s@&idéy the Vampire Slayer
(BtVS which ran from 1999-2002. | use this series for severabnsag is hip and
features college-aged characters, much like the oses/@ar composition are often

peopled with, and it is funny and rhetorically rich. Jd8sedon, the director and
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creator is wonderfully reflective about his work. ManketDVD commentaries
work as well. In particular, | use an episode fromftheth season titled “Hush” in
which the characters “lose their voices” for the geepart of the episode. | play a
ten minute segment of the show. As the clip is playirm@vie students take notes on
the commentary in relation to the action on whiak guperimposed, keeping in
mind the ways in which the writer/director/creator dsses the “text” he produced
and how and why he produced it.

Whedon explains each scene, and discusses the aspeatsild revise or
change if he could, finding fault, for example, in @tcone the lead character is
wearing, and discussing the limitations of the genrelef/ision. Whedon states,
“That’s the problem with television; you can’t contrgkeything.” In commenting
on the first scene, Whedon discusses the allusionsakes in terms of classic
archetypes symbolized on the show. In addition, Whedplams the different
challenges of creation and how he overcomes thediecbes. He also describes
issues of language, audience, context, collaborati@hrigk-taking. Whedon states:

What was fun about it [the show] was the absolutetgdnat | would
completely fail...so | came into it with real terriarmy heart, which
is a wonderful, wonderful feeling to have on a televisbow
because it means that you are actually doing something new.
| think statements like this can allow students to sekectges in composition as
positive, “normal,” and in some ways indicates thelt and uncertainty is a normal
aspect of communication. This is just one example oidngs in which students

might benefit from DVD commentaries or digital comnagres.
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Other advantages to asking students to create their gial dommentaries
on their writing projects are that they become avedngritten forms of planning,
designing, and storyboarding before they shoot their geoda record their
responses, making choices about organizing and manipulatingetkteimuch like in
writing. They are asked to edit/cut and paste their reegsdising computer
software such as Studio, imovie, or Moviemaker. Since stagents have more and
access to films, video, and music than access to otperiences, creating digital
commentaries can work on the knowledge base that mag/with them into the
classroom.

In brief, by conducting this research, | also wanteastgist students in
performing reflection that would, in the words of PeggiN@ill "help students
become more effectives writers while avoiding the péfand preventing it from
becoming formulaic, ritualistic, and predictable” (O’NeiHowever, | also started
to consider the broader implications for incorporatimggtal DVD commentaries
and digital video production in college-level writing cogsacluding experiencing
subtle changes the technology provided in framing rhetipsompositional, and
literacy practices for beginning college writers, as w&slproviding students with
opportunities to take the technology and use it for thwin purposes to reinforce
their cultural backgrounds or to encounter other cultunefjding negotiating
academic contexts. | wanted to see if these embodradheataries might shift the
way they used the “available means of persuasion.” Thusyiown courses, | made
certain to incorporate a multimodal and reflective foicas the beginning using a

variety of texts highlighting clashes from differenttaral perspectives.

76



In addition to film clips and commentaries, my coursegeanals included
excerpts from Ralph CintrorAngel's Town: Chero Ways, Gang Life, and the
Rhetorics of the Everydain which Cintron poses the question of how one "e®at
respect under conditions of little or no respect?"(CinftdB); academic articles on
city murals, graffiti, and wartime photojournalism; nwanalysis from several
different cultural perspectives; and the bolbk,the Media Stupidby Robert
McChesney and John Nichols. These texts offered udtanmodal environment in
which to learn college-level reading strategies, summadyresponse, critical and

rhetorical analysis, conventions and citation, and ana&dargumentation.

The Project

| first collected data from my own courses described ebdowever, | soon
came to realize that by limiting the study to my courkasuld lack a sufficient
number of participants needed to create a respectabl®pocminmentaries. Thus,
for this project, | gathered data from four sectionsmjlish 101: Introduction to
College Writing, a writing requirement for all studenfg.o sections of the course
were taught by me, and the other two by a great colleagukiamd, Gwen
Sullivan. Specifically, in all four classes, with tareeeks left in the term, and
armed with IRB approval, | asked for volunteers willingteate digital video
reflections commenting on the work they completed aveixteen week semester. In
order to attract volunteer subjects, | stipulated thegedldigital commentaries would
take the place of writing a portfolio reflection or eo¥etter. In response, thirty

students eagerly gave heir informed consent and voluntéerdds project (to this
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day | am uncertain if their enthusiasm was due to wyi@tigue or interest in the
project). It is important to note that students perforaegadeat deal of writing in all
sections participating in my project, and that my goatliis project is clearly not to
eliminate writing from a college composition course, tbutomplicate and enrich
writing and persuasion via multimodal texts.

At the beginning of data collection, | gave each subjesttuctions for the
digital commentary that were consistent with wntteflections, specifying for
example, that students had to be substantive and spadiiscussing their writing
assignments. | gave students the option of making indivchramentaries or
making group or pair commentaries. | encouraged the volustigcts to be as
creative as they wanted to be with the understandatghiey would be graded on
making claims and supporting those claims with refereetigence.

In terms of technology, | offered the use of my lov@bny Vaio laptop,
which has an embedded camera and basic movie making sd¢ftarmaechere). | also
recommended that students take advantage of our WSU Acallfietiia Support
services (AMS). Free to students, the AMS offers extensedia equipment, tools,
software, and support, and their facilities include twibirggredge editing bays. |
anticipated receiving many technology-related questions angdlaons of problems
from students engaged in the project. | was concerneaat #iis aspect of the
process since my own technological expertise was bjmited at the time to
specific programs and practices. However, surprisinglysieitents even asked me
for support (four of thirty). Most used their own laptopwvambedded cameras or

digital video cameras to film themselves or have otfilensthem while they went
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through their writing or read their scripts. They used Id#es and PCs. They
recorded using different formats and files: Audio Videtetleave (AVI-Microsoft),
Windows Media Audio (WMA-Microsoft), and Quicktime (MOXpple). Several
edited their commentaries using titles and transitiand,a few incorporated music,
images, and effects. Some students interviewed each bthenost discussed their
own work.

One of the most important aspect of digital commeésgato my mind, is the
force of embodied reflection it offers in both thakimg and in the final product. In
reviewing my digital commentary projects in freshman gosition, | realized that
several non-discursive aspects of the artifacts, nagesitures, facial expressions,
glances between participants, emotional responses, asdpatitiormances related to
embodiment, were only partly addressed in the populatirexistructure of “visual
rhetoric.” In fact, these non-discursive signals aemuch discussed in composition
or rhetoric in most contemporary texts, but may heiaf to interpreting and
teaching multimodal rhetoric.

| must discuss an obvious ironic situation regarding myeptoln an ideal
case, | would include hyperlinks to my student commentariesliasuss each
herein. However, since this is not yet possible due t@agyiissues, technical issues,
and the tradition of print-based dissertations, my amitlescriptions will have to
suffice. | do believe, though, that in the near futamere multimodal dissertations
will be accepted and valued as interactive artifacts val be able to be presented

in a form more reflective of their original intent.
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| reviewed thirty DVD commentaries, but the data | ¥attus on includes a
representative sample of five commentaries of freshshadents reflecting on their
writing portfolios in seven to thirteen minute time-fragn These five digital videos
represent three forms of commentaries. The firdtas’solo commentary,” wherein
one lone student sits in front of a camera and usésxéna-diegetic gaze” looking
directly into the camera to address the perceived awal{@vieether as a researcher or
teacher or other conjured audience), and explains her/hisiwv&nglish 101
through reflecting on the contents of her/his portfdlibere are also “interview
commentaries” in which two visible students interviewteather in front of a
stationary un-personed camera or computer. Finallye tisehe “off-camera
interview,” in which a cameraperson asks the picturegestiquestions and records
responses.

These commentaries are student-created and occurerediffsettings, but
all are visibly taped on campus in such places as dorms;amiversity libraries,
residential units, campus building hallways and otherasnpeis communal areas.
The lighting and sound are of varying qualities. Most stigdarg dressed informally
in jeans, sweats, and t-shirts.

All of the commentaries were scripted beforehand dukestudents’ own
initiative and guided by a handout of suggested topics to aoeereflection,
including growth as a writer from the beginning of clash&end, challenges faced
in class projects, and the experiences of peer reviesul® show that students can
be extremely insightful reflectors on their writingdmgital audio/videos. Please note

that all student names used in this dissertation are psgondo
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Viewing Frameworks

Following the method used by Calandra et al., | discussadable five
digital video commentaries commentary individually, Wwilt also consider them as
representative of common features of all the digi@o commentaries students
submitted as part of this project. So, in essence, | ampbng” from a handful of
video commentaries, so that | can discuss and rhetgraxzdlyze several familiar
characteristics of all (75). Since this is an eangtof digital commentaries in
writing courses, my goal is fairly limited to beginning eb&tion and analysis of
commentaries. In line with my premise that digital videonmentaries can both
provide students with a viable forum for reflection andalecy and be a basis for
assessment.

In Reflection in the Writing Classrogrifancey discusses three different
types of reflection. The category | will discusskeflection-in-Presentation,” or the
end-of-term reflective letter. Yancey describes thietgf reflection as the most
common and the “least theorized”(69) in composition ssdionsisting of a “dual
nature” of reflection and presentation “a public text repnéing the self’(70),
“Rhetorically, it is occasioned by a call to explain éangone outside the self how a
practitioner-a teacher, say, or student-works to defideaddress problems, and/or
to summarize and interpret what she or he has leaff@dThus students are often
asked to simultaneously think about their own learning an@sept themselves to
an audience. Creating a self in writing, it can be argtiedhultiple, is shaped, is
constructed; is necessarily contingent, transitorg, fdled with tension”(73), in

other words, a constructed and unstable performance. Amkisand teacher
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interested in assessment, Yancey is very interestedl@ction as related to
evaluation. As such, she emphasizes four functions fosthdent reflections: 1) the
creation of a clear context by the student, 2) descnigti@ self-assessment of the
process the students followed in composing texts, incluthafjing processes, 3) a
self-assessment of student goals, and 4) and an atitboutdtthe portfolio in relation
to curricular goals (73). As stated previously, though | vileemove to assessment,
| reject this neat process in favor of a broader stredbr reflection.

Since Qualley focuses more on the presence of “Gtteedevelop critical
thinking and writing and is not as focused on issues ofsgsnt and insists that
“writing (like teaching) can be a useful medium for makithggais, beliefs, and
assumptions more fully manifest—not only to another awdidrt also to
oneself’(35), | use this as my own basis for reflectByrelying on the work of
Donald Murray, who describes reviewing ones’s writtenks@s “internal revision”
that produces discovery, Qualley also incorporates Thtaasirk’s concept of
“earned insights” to describe what writers learn whmay treview their work(35). An
“earned insight” according to Qualley is an “understagavno essential truth is
only realized or more fully grasped as it is made manifesugh the individual's
experience and contemplation of that experience”(35);wtontrast with “ready-
made” conclusions described by others. Like Qualley, inaestigating the “earned
insights” that students can produce when they take a ladkdt their work. Unlike
Qualley, I am investigating the potential digital videoklHor student realization of
such earned insights in light encounters with “otherfuls, | will be looking at both

earned insights and digital videos as an reflective to@ddition, Qualley’s concept
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of reflexivity produces less of what Irwin Weiser c4$1mooz.” Weiser defines
Shmooz as “the often indistinguishable evil twin obtg/ the-telling-the-teacher-
what-he-wants-to-hear that students very well may vmitéeir reflective
letters”(qtd. in Yancey, 81). Yet, as Irwin argues, lnseashmooz “introduces the
personal’ it pushes “us to recognize the subjective nafweraeadings”(qtd. in
Yancey, 81).

There’s a certain intertextuality to these videos; treysupposed to be
viewed as commentaries in conjunction with each studestrk. The ideal here
would be for readers to view the videos along with the studemtolios. In the
future, perhaps, this will be an option, but for now,ll use description and
transcripts. One aspect of reflective writing thatnseé work well, be it in writing
or audio/video, is the show-and-tell method of reflegtanggarner makes a claim
about learning and supports it with clear examples. Theslgémy digital
commentary project perform these tasks by discussinglbg/ing areas: growth
over term, peer revision, and strengths and weaknesses.

In order to maintain the sense of student voice and paiisg | left the
unconventional language of participants intact. For exanhpranscribe words
“‘uhm” and “like” as stated by students and also include amgHing or significant
facial changes. This gives a sense of the roughnessnefsbthese videos. | want to
make it clear that in my first data collections, | dat stress the importance or
primacy of perfect diction or formal language, or evenediting of such elements.
Instead, | wanted students to emulate the casual chaod®@®D commentaries and

to focus more on content issues.

83



Multimodal Rhetorical Analysis

As stated in chapter two, | find Kress and Van Leeuwerrsept of
multimodal rhetoric to be of use in analyzing my digmlections. According to
Kress and van Leeuwen, multimodal theory proposestibdes are interactive
forms that operate within a sign system understooddocml collective. The
authors define and demonstrate multimodality from a sgniewpoint, claiming
that multimodality is “the use of several semioticd®s in the design of a semiotic
product or event, together in the particular way in whigdse modes are
combined”(20). Modes, in this framework, refers to the “stimresources which
allow the simultaneous realization of discourses anestyb (inter)action”(21) and
include language, writing, image, gesture, and sound. KrelsgamlLeeuwen
emphasize the notion pfacticeto stress the social aspects of multimodality, and
advocate for a four part “strata” (9) of discourse, giegproduction, and distribution
of multimodal texts that combine verbal and non-verkahents and requires
invention, transmission, and reception in interpretemunities or discourse
communities (110-124).

The discourse of the digital video commentaries iseodirse of reflection in
a college writing class. Thus, the words students ugeege commentaries will
reflect first year composition circa 2006. Students v&# words such as feedback,
revision, peer critigue, grammar, punctuation, syntaxpdhtction, conclusion,

strengths, weaknesses, drafts, thesis statemerBeetmuse students are aware of
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their instructor as a primary audience for the viddusy feel comfortable using this
language to discuss their work. Due to the fact that thggald/ideos are also end-
of-term reflections, students will use words that regmegrowth and change over
time. As Kress and Van Leeuwen note, discourses “magdised in different
ways”(5) whether it be in writing or in multimodal wds because discourse is
relatively independent of genre, of mode, and (somewebka} bf design. Yet
discourses can only be realised in semiotic modes wiach developed the means
for realising them”(5), and often the modes lag behindgblenology or vice versa.
In this case, | think we can that reflective discowase be realized in the mode of
digital video commentaries and that we should extentisdraiotic reach of the
medium”(5).

According to Kress and Van Leeuwen, “design” comprieescbonceptual
aspects of multimodal projects. In terms of the dlgitdeos, the design elements
include the planning, scripting, storyboarding the digitdeotions. The production
of multimodal texts refers to the “actual materidicalation of the semiotic event or
the actual material production of the semiotic eventwBjch means the set up,
filming, and editing of a digital reflection. Distribati refers to the preservation and
distribution of the digital video commentaries. Thispstequires the ability to save
digital commentaries in appropriate files, and in #&ithstable form and size, such
as on flash drive, DVD, CD, or video stream, and thatactually get it to an

audience, in this case, the instructor or class peers.
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Digital Video Commentary #1: Alex — Potential Points of Entry
Alex is taking composition in the Spring semester ofirgs year at
Washington State University. Alex’s solo digital video coemtary is filmed using
my Sony VAIO in a communal space on the fourth flolothe Center of
Undergraduate Education (also known as the CUE). Tharblank white wipe
board behind him as he speaks from a sitting positions Eeix foot tall husky
young man with black hair and a cleft in his chin, weaardue sweatshirt over a
grey t-shirt. Alex begins by introducing his video in a generahner. “Hi. My name
is Alex and | am here to talk about my English 101 cld$s.quickly moves on to
discussing his papers using a chronological approach, beginitmbisvfirst paper.
Alex states:
| want to start by talking about my first paper, and utvas a paper
about a life experience that changed me, and | decidedt®ataout
my hunting trip. | grew up in Orange County, and huntegly isn't
a big thing where I'm from, so it was a fun experiencarfey kind of.
| thought it was going to be a lot of fun because ngnfts told me
that it would be fun, and, uh, | went to the Sierra Niegato hunt
deer, and | ended up shooting one and | felt really bad. Aeditied
to write about it because it was an experience thaigegtamy life
and the way I look at things. And one of the funny things thiat did
a peer critigue on a young woman in my class, that @hhat a

hunting experience that was the total opposite of nejtamas nice
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to hear from both sides, and uh, how each person lookied\atl |

wrote about that too, in my final draft.
In this segment of the video, Alex is enacting Quallegscept of the encounter
with the “other” when he discusses his interactiorn\is peer who had a different
experience than his own. We also get a sense of hignadiontext in relation to
hunting, for example, the physical location of his h@nd where the hunting took
place, the influence of his peers on his expectatioasertl result of feeling “really
bad” when he shot a deer, and that this experience etidmng outlook. In this case,
one of the “other” perspectives he encounters occurs icpiéigue. It is clear from
this video that Alex’s female classmate discusses huasrithe total opposite” of
his own experience. From this, we can conclude that &\dassmate had a positive
experience with hunting. Not only does this descriptiopesr critique provide the
viewer with Alex’s encounter with an “other” and thiathanged his next draft
(though exactly how it changed his thinking or writing i$ tiscussed beyond “it
was nice to hear from both sides, and uh, how each plesioed at it”), but it also
reflects well on the value of peer critique as a pedaglogiiaatice.

In a predictable manner, Alex continues to his second pageyned in the
class, which asked students to find a three related plamiogthat were memorable
in a cultural context. Alex selected three sequentiatqgshof the destruction of the
“twin towers” at the World Trade Center in New Yoikca 2001:

And my second paper, was um, we had to look up pictures @mahe
we could pick any pictures we wanted, so | was lookingdarething

that was kind of memorable, that someone would remerahdrl
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decided to pick three pictures of the World Trade Centarasta
before, during, and after picture, and | did the memdriaially
enjoyed this assignment because | got to pick what | waanteda
was about something that interested me because | remembgr i
sixth grade class actually seeing it on TV and it was@mburning
point in our history and it was just a lot of fun toiterabout it and |
got to use my personal experiences and how | felt andemspnal
thoughts about it.
Alex provides a context for understanding here in conmg¢hie events of Sptember
11, 2001, with his own ideas and experiences. Though Alexsmss to the
assignment represents a level of choice and authorgyléct matter and the
integration of his own thoughts, it is interesting téenthat he connects the word
“fun” with writing this paper, which seems to reflecaak of connection with the
subject matter of his paper. Alex does not seem to engiflgéhe content of the
photos at all in his video commentary, except to meritismwn memories of the
event. These photos can be considered an “other” deygeadiuse. Perhaps this is a
missed opportunity for earned insight in the video comargnbr perhaps this
appearance of emotional disconnect reflects how photogeapghyideo, and even
writing itself, can both connect and disconnect uséostiffering of others. Alex
also misses an opportunity to use video technology to eatasiciscussion of his
portfolio; he could have “shown the viewer” his photos bigimg them up to the
camera or by cutting in still shots of the photos.el es as a missed opportunity for

me as an instructor. Clearly | should have emphasizeghotographic possibilities
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that cameras provide in my teaching or instruction. | Is&avee changed my
instructions accordingly.
Alex’s third paper also focuses on a famous photograph. iffes the
subject and action of the photo centers on Dorothy Cowhis was, according to
Dan Miller “one of the first black students to attend Hatarding High School in
Charlotte, North Carolina” (qtd. in Alex 1). Alex ded®s his experience writing
this paper on a “controversial’ subject:
Um, my third writing assignment was another picture, andrited to
find kind of a controversial picture and um, | chosecaupe during
segregation at a high school and it was Dorothy Countslad was
one of the first people to be segregated to high schodlthe picture
was a bunch of white people around this young black womashend
was only fifteen at the time and they were all makingof her.

Alex also describes his experience researching andagthis piece, basing his

level of interest on the relative lengths of his gissients:
| really enjoyed it because | had to research aboutit ound out
more about it, and how hard it was for the girl, afttime it was.
That was probably one of my favorite ones: | wrotetabout it. My
first two [papers] were kind of short in length, | wouddysThey were
about two pages, and this one made it to about four, sinitdisf

enjoyed writing about this.
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Again, the potential of this discussion is limited by thek laf specificity and the

missed opportunity to display the photo. Alex’s next desompdieals with the

“other” in much more tangible ways:
My fourth writing assignment was kind of another oneulvacism a
bit. It was about communities and | used kind of how differe
communities celebrate different holidays and | took exasnpf my
friend's church. He's African American and | went todhisrch and
compared it to mine to see what the differences wetehaw they
were alike, and just the way they celebrate. And thalked about,
um, my friend's Quinceafiera, and the Quinceafergirssafifteenth
birthday and it's for her to celebrate her becoming aammand it
was really eye opening for me because | didn't think a fiftee
birthday was that big of a deal, and it was it was realfyressive
because she wore almost a wedding dress. | really enjalaty
about it because it was a personal experience and eaalyto talk
about for me even though it wasn’'t my most enjoyable paper.

In this segment, Alex describes encounter the ideasheftrough different cultural

and religious events, and comments on issues of gendeaee. However, again, he

does not get to the point of earned insight as far ageher knows because he does

not explain how these experiences changed his ideastmgwr

Alex discusses what he thought of writing at the beginafrige course:

My overall writing of the class. In the beginning, | aam and |

didn’t know what to expect. And my first paper proved littée
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because | got marked down a lot on it. It was an okay phpet can
definitely see an improvement in my writing throughdt whole
year, and | think my writing improved a lot, my writing Istghanged,
and | took a better look at my writing and I think it imped a lot.
And overall, | really enjoyed the class. It wasn’t toogb of a class,
just a lot of writing, which makes sense because iit’Efrglish 101
class [laughs]. It was just a lot of fun writing abche stuff we did.
Alex’s last statement represents a familiar movegesture of the narrative of
progress, in the vein of “at the beginning of the semglsteas a bad writer and now
| am a better writer.” Alex’s beginning statement lagbscsficity required for
critical reflection in general, and the requiremeatshis particular assignment of
mine. Thus, in some ways his digital video accomplishedeginning
requirements, let’s say, a rough draft of a good critiefiéction, but does not clearly
indicate any “earned insights” or provide a persuasive pediocenof demonstrated
learning for purposes of assessment. In many ways, thigahae only as a draft and
is reflective of many promising videos that were submittechbtientirely
successful in terms of critical reflection. Furthermadhis student could have written
this commentary and the end result would have been rhecdatne. Therefore, the
potential of digital commentaries is unrealized anthoa be recommended in this

particular case.
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Digital Video Commentaries #2 and #3: Cait and Alicia; Lilia andBrandon
The Benefits of Collaborative Digital Interview Commentaries

One of the great potentials of digital video is the opputy for
collaboration it provides. As most students know, mouwiehat made by a single
individual but by many, as evidenced in the credits. Thougallysa director is
responsible and given credit as the master and commahddilm, many people
contribute to the final product. This collaborative psgcs acknowledged in DVD
commentaries, which is one reason why | use commeatasi models in class. In
terms of student digital commentaries, some studestseel to perform a
collaborative commentary in which one student askshen@tbout their work.
Interview commentaries create a different relationbleipveen reader and writer of
reflections. The individual writer is no longer theiméocus of the piece; both
participants have a presence in commenting on and disgussting, the class,
different assignments, and other aspects related tase This is different than a
individually constructed reflection. The embodied intaoacbetween writers in
interview commentaries is more representative of stuclemtiered, collaborative
pedagogy than most written reflections.

For example, Cait and Alicia, both freshman, perfomfiiaterview
commentary” asking questions of each other. They take withgjuestions first
being addressed to Cait and then to Alicia. Similar tsho®ting location of Alex’s
video, Cait and Alicia’s commentary is also recognizdibtyed on the fourth floor
of the CUE at WSU. Both women are seated and hold samgtsiotes on the table

in front of them (most of my students had some writtexterials or scripts for their
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videos they created without prompting from me). The backgtos comprised of a
see-through glass door framed by a silver metal framen\Wiamnpted by Alicia,

Cait begins by discussing her identity as a writer gadgnglish 101:

Alicia: Okay, so how did you view yourself as a writetsd

beginning of the semester?

Cait: Well, I should first start off by saying that hetbeginning of
the whole year | was taking a lot of General Educadiach
anthropology-type classes and | thought | was a gretgrwout then
when | got my essays back, | realized | wasn't as gobthasight |
was in high school [laughs], so coming into this cthgssemester |
didn't really have much confidence and | was really mgsvior the
class and | didn't feel like | was a very good writerduse of the
grades | got on my other papers last semester.
Cait’s comments are not unlike ones instructors encoimveritten reflections, in
that students often base their identities as collegeHwriters on instructor
assessment. For example, Cait states that shealljgconsidered herself a great
writer before she attended college, but during her fastester she received low
marks on papers, leading her to the conclusion thatveaen’t as good as | thought |
was in high school.” After her early college expecesmiwith writing in other classes,
she questions her abilities as a writer and lacks saliasce coming into English

101. She also describes feelings of anxiety when beginningtinsecdue to these
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experiences. However, when Alicia asks Cait abousbese of herself as a writer at
the end of the sixteen-week semester, Cait suggestsathabncept of herself as a

writer has changed:

Alicia: So how do you feel about yourself as a wrnitew?

Cait: | feel a lot more confident and | think thatthk different
writing that we did, all the different types really edl, so | can do a
lot of different types of writing now and | feel | cdo better in my
classes next year, and | feel like I can tackle pratigh any type of

writing. Probably [both women laugh].

Alicia: What contributed to that change?

Cait: The frequency and variety of writing really helpegwmiting
skills and helped me understand what | need to work on andwaden
got our evaluations back, the positive and the negativechiig
helped me realize what | need to work on and the positive
reinforcement of what | was doing right was reallypifiel and | feel
more like a writer and relaxed and not so uptight about it

Again, here we have the narrative of progress, but Cditesusirther than Alex in

her rationale as to why the changes in her self-coraseptwriter occur. Cait

discusses the different genres of writing that sheop@ad in English 101 as being
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crucial to her preparation for future college courses.heuntore, she clearly values

both the “positive and negative feedback” she receiwes frer instructor, and

describes changes she makes from draft to draft, and recotmzene of the

audiences for her video commentary is her instructat.ré@aarks:
Well, | expanded paragraph one and broke it into two paragjrapd
| expanded more in the beginning on what autism is, and the
symptoms and impulses that he [Oliver Sacks] talked abdus
paper, | mean his essay, and | also fixed some grammaticas and
word choice, | also corrected, well, | corrected/€i Sacks' and other
names because [laughs] throughout the whole essaylddpla
name wrong, and | could tell that probably, [looks at caij@kven,
you were probably really annoyed with that [both womeigHg
because | was really annoyed when | was reading thabécause
like, why did | spell these names wrong throughout thelevlntire
paper, so | went back and | was getting so tired of comged
because | felt like an idiot, yeah, so | fixed that, headpanded the
conclusion, and wrote more about what the author maydad cut
out in his piece, what | thought was unnecessary to tisatr
writing.

In this case, the narrative of progress is not unexgetweuseless. Though Cait is

discussing several sentence-level issues, she doesénd&aawareness of her

audience and even feels comfortable in critiquing OliaakS’ writing. | think we

95



need to understand this narrative as part of the perfoen@rself that Yancey
describes:
We ask them [students] to take up certain questions, wedewa
certain kinds of response, and at some level, manyetialhof
them—understand, as Goffman puts it, that we ask thent tmnpu
masks that (we hope) bear some relationship to the thhayslo or
might see themselves. (93)
Yancey remarks that this eliciting of performance isBethical’ and “dangerous”
for instructors (93). It is ethical and appropriate to ask siisde articulate their
learning experience but also dangerous because as instruetaran be too
directive in making students create a cohesive and aeaitive of growth, instead
of letting students embrace the contradictions in thenk (94). As instructors, we
need to be mindful of asking students to enact performargenerative ways that

balance cohesion, complexity, and personality.

Lilia and Brandon also interviewed each other about gthsrand

weaknesses.

Lilia: So Brandon, to start off, how did you changeaagriter over

the semester?

Brandon: Over the semester, certainly with my firgigrd talked

about a camp that | go to every summer and when | firstewt | had
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my experience and what everything looked like in my mindland
didn’t really expand on it or explain it when | startedting. But by
my last paper, assignment five, | was able to clearNagxphat |
was thinking and visualizing in my mind, and | was able toyaeal
what | was talking about, and my sources, and ask questitms

my paper.

Lilia: Did any of the peer reviews help you very much wiea

revised your papers, maybe for the next assignment?

Brandon: Yeah, peer reviews really helped because |t

problem with run-on sentences.

Lilia: Yes, | know that after peer revising your first pape

Brandon: And so when | would read peer reviews | would ke tabl
hear from other people about what run-ons | had, andwalso
inability to discuss my ideas in greater detail. My peerald/say that
they hadn’t been to the place that | been to and sodida’t know
what it looked like so, what | was saying in my paperyeahtn’t

give a good enough and clear picture of what | was tryirsaycand

tell my reader.
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Lilia: Is there anything else that helped you like mayley guggested
something that you really didn’t agree with but that yealized that
maybe they were just understanding what they were sayiig so

actually helped you?

Brandon: Yeah, one of my, for writing assignment nunbese |
think it was, somebody in our class reviewed my papeshadvas
very harsh about her peer review to my paper and | horeadtit
think my paper was that bad because | had spent a lotebn it
and she was very blunt and honest about how some gfanymar
was not very good and other things that | didn’t reablize about

my paper.

Lilia: I'm sure she helped a little bit.

Brandon: Oh, yes, she helped. | was offended a littjbitafter |

got over that | really looked at my paper and | did notie t had

some mistakes that | had to fix.
| include this segment because it demonstrates how ssuckempush each other
further in their reflections. When Lilia firsts asRsandon about peer review,
Brandon provides a short answer, “Yeah, peer reviewly teelped because | have a
little problem with run-on sentences.” To her crediliglasks Brandon to expand on

his answer and to reframe the ways in which he vieapéer feedback. She asks

98



“Is there anything else that helped you like maybe they stigdesomething that you
really didn’t agree with but that you realized that matylsy were just
understanding what they were saying so it actually helped ythi8"makes

Brandon reconsider.

Digital Video Commentary #4: Miranda — WAC: A Sophomore’s Perspetive
Miranda is the only sophomore student who elected to makgital video

commentary. She also submitted the longest video oféwalnutes. She performed

the solo interview in her dorm room. She talks aboeitifferences of taking

English 101 as a sophomore and her thoughts coming intmtise:
Hi, my name is Miranda and | am here to talk about mgingri
portfolio. | thought I'd start off with talking about whiytbook me so
long to take this class, some of the fears | had comtoghis class,
and some of the things | feel like | learned becadiski®class. So to
start off, | am a sophomore and normally kids takedlaiss when
they are a freshman. | never really prioritized taking tfass and it
wasn't until | realized that now | have Junior standimaf | don’t
have any papers to show for it that | probably just neeep it up
and take this class so that | could get some papers to mpytwriting
portfolio other than lab write-ups.

Miranda states that the WSU Junior Portfolio is onthefreasons why she decided

to take English 101 before she progressed much further icoiege program. This

indicates that the required Junior Writing portfolio doekenstudents conscious of
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different genres of writing and that they must showarage of writing to pass. This,
in turn, reinforces a broader understanding that wrisrgmphasized across the
disciplines at WSU, so even if taking this class iseans to an end, it does represent
an understanding of the value the university places amgirMiranda continues to
discuss writing across the curriculum as well as mgiin English 101 being
revision-based:
So | took this class, you know, and | was kind of, | dontwnl
don’t want to say “careless,” but | didn’t really waattéke this class.
And | was really like sloppy in my writing in other ct&s because
most of the writing | need to do is just in labs and sdott | feel like
you know | present my data and just do math and stuff #boha or
something and then I just write a quick summary you kndwaven't’
really written too much since Gen. Ed. and | didn’t rewaldiite that
well in Gen Ed because | didn’t really care but um llyesanted to
get some strong papers for my writing portfolio so | thoigist
would be a good class to take and focus on and | heard abaliathe
process and | was excited about that because | coulooyt and
continually fix my work if | needed to.
This segment suggests that Miranda knew about aspectg =101 before she
took the class. She also displays knowledge of heasedfwriter. Miranda discusses
her weaknesses coming into the class:
Some of my weaknesses coming into this class that | kbewt, that

| could actually acknowledge was writing for an audiehcever
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really wrote for an audience before, | just kind of erfatr myself
and | know that you shouldn’t really do that becausenit your
paper. | mean, you're giving it to someone for a grade andwamnt
to make it enjoyable for others to read so you need to .ddaptays
knew | need to do that but | never really know how atkdnk that
writing papers for this class, especially having numeroatsdr
definitely helped me the most with my biggest weaknessesng in
to the class.
Miranda’s identified weaknesses are still too generalhbuvideo does indicate
some rhetorical awareness. Miranda also identifiesthengths:
Something | though | was pretty good at off the bat wasngrgood
introductions and writing like, strong conclusions and makiyg
paper really organized, um | thought that | had done a pyetigl job
on that and | learned that this semester that | couldiay improve,
that there is always room for improvement and | diefiy
acknowledge that now.
Interestingly, Miranda was one of the few studentsragrbirty who actually took
the opportunity to use an advantage of video and display ttegpbkhe analyzed her
papers. This indicates that | should have provided my studé@htsnare guidance in
the digital video assignment. Miranda describes her thperma
For the third paper we had to choose a provocative piciuret a

provocative, but a controversial picture. Mine waglkah provocative
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too. | choose an album cover from The Strokes thatoaased in the
United States. Actually, | have a picture of it rightehe
Miranda takes this opportunity to display an 8 %2 X 11 color adpyhe Strokesls
This Italbum cover and holds it up to the camera lens for appabaiynthirty
seconds. It is a photo of a side view of what appears tovhite naked female
torso, framed from the stomach to mid thigh. A black-gtbtaand rests on the lower
back above the buttocks area. No genitalia or breastshaven. In her video,
Miranda clearly assumes that her audience is awdhesamage. She discusses how
she came to write about the album cover:
You've probably seen it a million times but | think i#gpretty cool
picture. So | read about this picture because | wagyrealll of stuck
for a long time about what picture to write about and$ \Wstening
to The Strokes and then | was just searching on the @tthka
mindlessly and | came up with this picture, and | had knitnahit
was banned but I didn’t really like think about it, you knew,it was
just like, oh, this fits nice, I'm going to write aboutghAnd then |
started doing a lot of research and there wasn’t mesdgarch | could
find as to why it was banned and all these questions wisiegain
my mind like “Why was it banned? Who banned it? Who haditiaé¢
decision? Why did they do that?”
Miranda uses this as a springboard into a discussion Himlatrger context of

music album covers. In this way, she enacts Qualley’' smati reflexive inquiry.
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Miranda is listening to music, has an idea and uses the adexdhers, in this case,

the opinions on whether or not to ban an album cover v@l@e her own inquiry:
You know, there’s way worse album covers out theae éine actually
in the United States. And | didn’t really get to findiralich
information, and that was probably part of my biggesiggile with
this paper. A lot of the stuff that | found was from bautitat were
really pissed off about, you know, the picture not gomgt the
album cover not getting published in the United Stategas just a
lot of trash talk and stuff you know. So, | decided naide that and |
stuck with articles that | could, that kind of gave me samfiormation
but not all the information that | needed.

Miranda discusses her writing process and the preserthe tdther” also in terms

of her peers, in developing her ideas:
Um, on the draft process on this, | think this one is @ibbbmy
favorite draft process because the first one, | redlthat | needed to
add a lot my detail. My peer reviewer told me she didveneknow
who The Strokes were, and that made me realize tiesd to
provide a lot more detail than | think | do, you know, tdkenthings
clear and precise, and so everybody knows exactly hdmattalking
about. So, | provided, | think | provided a couple more detail$,ita
was still kind of, there was still some questions ondmaft two
which | tried to address and stuff that | could in drafteéhii&e | said

| couldn’t really find a lot of those sources, um, buitihk, all in all,
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my papers, on these drafts, like they didn’t changertioath but the
small additions that | did made definitely made the papensch
stronger you know um, and definitely gave me experience in
researching, you know, tough articles like these wheaa't find
much and | have to work with what | have um, so...this wasetly
fun assignment, | like looking at pictures and you knowngryo talk

about them as best as | could.

Miranda also discusses the impacts of images on hdolmby describing her

second photo analysis assignment, displays the imageliscussing her writing

process:

The next one that | will talk about is the writing igesnent number
four where we were supposed to analyze a picture andctioeepl
chose was of a child who was in Burma over in Asiaibwes
talking about children being used in wars as soldiers. And gy
original draft in the very first sentence of the attuction | made a
general statement about how Americans view childhoodeViee
that | found a quote which is the very first thing you Wit in my
final draft which I think is more powerful because it isrencredible
because someone else was thinking what | was reallygstyo and it
leaves you with something to think about after you're reathe

essay.

Miranda is able to incorporate and value the perspectivethers in developing a

persuasive essay. Tone, voice, and revision are alsemtgmmat Miranda
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emphasizes in her narration. Miranda specificalbgdsses integrating her personal

experience and filling in gaps:
And | also, after the quote | talked about my essay, hfferelnt
things I've seen with childhood like with my family andunger
cousins and stuff, to give it more of my voice in theistead of just
saying that this happens to other people but | think it méakesre
interesting when | have my own voice in there. And’'sha lot of
what | changed in the introduction. And | added a lot more
information and kind of questions | had about the pictacejast
filled in a lot of gaps in the body.

Again, Miranda is able to connect her perspective wittigeer context by revising

her paper:
| added a completely new paragraph where | talk about vésgth
children are being used in the war and questioning if therét are
enough adults or if the adults are just exploiting theoabse they
know they are naive and will go along with it. And eteough these
guestions are unanswered | think they are really impoxaagk and
for the reader to wonder about too, so that they underbtamnd
horrible this is. So one of the biggest changes | matleibody was
adding that completely new paragraph and just adding more

information about how | felt about the photograph.
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She describes her revision process in some detail videw, including more focus

on analysis than on description, and less of a nedysas. Miranda develops her

paper to actually be messier and more complex. Shesstat
| took some things out where | was repeating a lot aftwisaid
before about how | felt about the photograph and | tetmleepeat a
lot in the beginning in the first draft about what | savthe
photograph which wasn’t as important as analyzing what |
interpreted. what | saw as to like analyze what it mpeahat was in
the picture, and why the photographer shot it like thiatyd of
changed it around a lot so it wasn't so black and wike this is
what | saw and this is what it means. | analyzedat anbre and
asked a lot more questions.

Earlier in her video, Miranda identifies conclusionsaseakness of hers. She

investigates this further in her photo analysis:
In my last conclusion, | kind of just summarized whatdte which
is good because it sums up everything for the reader sadhney
remember everything they just read, but unfortunately | didatway
that’s kind of boring. So in this draft, in my revisiohsalked about
what childhood means to me and how | view it and wisaelin the
photograph and contrasting the two, how they're a ld¢m@diht and
how different cultures have many different views on chtathand |
kind of leave the reader with the question of why tla@eesuch

diverse views on what childhood should mean.
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Miranda remarks on how she learns to balance diffgrangpectives, again
during the revision process. She also again demonstratesmaitment to significant
revisions from draft to draft:

In the final writing assignment that | focused on to rewviss writing
assignment number four where we were talking about tvierelrft
cultures or groups that we belong to, and the groups | talkedt
were my hometown and Pullman, being here in college.tAadirst
thing | revised was my introduction because in the begghkind of
made a general statement about how America has alvesysa
melting pot of different cultures which is good becausedhes the
reader a tone or an understanding of what | am going @lkeg
about but | wanted to add more of my own view and so | made a
completely new introduction. It was sort of like agmeral narrative
of an experience that happened to me in my hometown of
Sammamish dealing with two people and being judgmental of
someone outside of the Sammamish culture, if you teacall it that.
And | think | really like this introduction a lot more lzecse it has a
lot of my own voice in there and will give the readesense of what
I’m going to be talking about and the tone of how | fduwl
Sammamish and how | feel about Pullman. A lot of thm body that
| changed was including more information about Pullman becaus

the first draft | talked a lot about Sammamish and dl kihwanted to
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even that out, so that it was comparing two culturesatking about
one more than another.
Again Miranda discusses encountering the ideas of othdreeflexively delves
further into her inquiry and persuasion.
And | also found a new source where | was talking allmutiare
Krishna temple that opened up in my hometown last yeai a
though that was an important source to include so | deatew
paragraph on that because | think it really shows how oligegsity
is coming to Sammamish and how people responded to that,
something that is outside of what they are used to. Aew in the
conclusion what | changed a lot was talking about diyeasd that
it's a good thing and how even though | haven't been usidntony
life, being in Pullman has taught me a lot. And justitglabout
diversity in general and how people deal with it and howplecare
afraid of the unknown, which | didn’t really talk abontmy last
conclusion, just to give a general idea of how peujger diversity.
In discussing her final paper, Miranda describes it aparhe simultaneously
likes and struggles with. It is a “social location” papewhich students explore their
subject positions in their worlds on the basis of ratss, gender, sexuality, and
ethnicity. Miranda remarks:
And the last writing assignment I'm going to talk abouty writing
portfolio, actually the last paper we wrote, is the &ldobcation

Paper. This one was, | did like writing it, well actuallgidn’t like
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writing it at all, but | really, really, really lovegsearching it because
| came across some really interesting articles. idéecthat this was
probably my favorite paper and | really wanted to put minwriting
portfolio, my Junior Writing Portfolio, too | mean,iifs, um you
know, good enough and stuff. | think it's pretty good. Theoed
didn’t really like writing this was because | though thabunded
really, really like [sighs] arrogant and spoiled, youwrlike stuck
up and you know, like just “oh, I'm so privileged and la l#ala and
| tried my hardest not to sound like that, but it's kinchafd not to
when you know, | am privileged, middle class white women wh
basically has everything handed to her, you know, has tuegyat
the tip of her fingers all throughout her life. It waallkg hard for me
to address that because it made me feel really guillgusec am this
and | do feel like | take these things for granted waymaoh.
| love this aspect of Miranda’s video because it is axemtt in which she
demonstrates understanding of privilege as a concept, irst@esd talking about
how her paper has changed on global and local levelss $iking about Qualley’s
reflexive turn and Yancey’s earned insights in one statéenit also reflects the
multiple fragmented senses of self, and by this | niearsense of self as other too,
and being able to have simultaneous conflicting thoughts aotiagr® in one

moment or during an event.
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Digital Video Commentary #5: Jackson — “The Off-Camera Interview”
| only had one off camera interview submitted, and | wdik&lto describe

it, not only because it is unique in its form, but becdhsestudent also uses some
creativity in presentation. Jackson, the subject partitipadressed to show off his
big personality. In addition to his formal dress shirtyears slotted white
sunglasses and a big straw cowboy hat with decoratiotisedband. He sits at a
desk in the Holland Terrell Library on the WSU campusii@ophone in hand, and
a smile on his face. The camera person, a disembodieel referred to as “Joe,”
asks questions, and Jackson answers them. Another ndtgwaspect to this digital
video is the use of title pages embedded in the video. The b&tgos with a blue
title frame with superimposed white writing stating: “JamnKs Video Commentary
on his English 101 Portfolio.” The second slide statekdWWvas your worst piece of
writing this year? Why?” Camera person Joe also cdrebsl in the background,
stating “Let’s start off with the worst,” and repetis question. There is a transition
effect, and then Jackson appears in black and white, winietssshe used an effect
option when editing his footage. Jackson reads from ptsorfront of him, “Well,
Joe, my worst piece of work this year would have to bewnityng assignment
number one, with writing assignment #5 right behind &ck$on proceeds to
explain:

There were many things wrong with the first paper. To beuim

my header was wrong, | forgot a little thing called tHe fiaughs].

Then throughout my paper, | didn’t use proper punctuatioksnar

misused quotes and parenthesis, my sentence structuraovasiw
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every single paragraph. My spelling was horrible and | was
capitalizing words that weren't meant to be capitalized.
The segment transitions to the next title page “What wiakou do to help you
through it?” Fix it?”, which introduces the next segmefrite video, now switching
to a full color picture of Jackson. Jackson respondstailddout his revision
process for assignment number one:
One thing that | mainly did was look back at the feedbastgto me
by my teacher, Gwen Sullivan. The first thing | did wasdampare
the feedback given to me by Ms. Sullivan with the driddés were
peer-edited to see what | had missed. Then | went thronghy own
and edited each paragraph sentence by sentence. | timgredha
certain sentences and paragraphs that my readers wéueezbn
about, and finally, | reread the whole paper to seenibitie sense,
which I think it currently does.
The next title appears, prompting, “Why is the quality qfgydive so low? Isn’t the
best usually saved for last?” As before, you can alsoJmmaask a close variation of
this question in the background. Jackson replies:
As you can see with the four edited copies of this papave
provided, my writing really wasn’t technically sound. My
introduction was a little hazy and several of the peuoyble read the
draft felt the same way. And by hazy, | mean, it wiss jeally bad. |
really didn’t distinguish people from the nation, sizee that is. My

citations were not really there, and quite a few sede just had
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horrible sentence structure. | really didn’'t say whyaesants were
the cause. One of the things I wish | would have donetovisd the
piece of information that stated how many people go odithaw
often they eat out. Maybe that would have helped makargyment
that fast food is causing obese and overweight occueseincrise and
is also the cause of heart disease. But | felt itavgsod topic that
would grab attention because let’s face it, who dodi&ke’'tfood. |
know | love it. | don’t know if my new draft will stahagainst

scrutiny but | do know it is much better than before.

The next title is “What has been your best piece akveo far?” Jackson visibly

relaxes when answering this question, and goes frormaa fermality to a

comfortable demeanor. He states,

little

| am obviously going to choose something that has a littieolhua

comedy to it, right. Like assignment number two. | désctithree
pictures: one, a plain rock, two, a diamond or “the roakd three,
the pet rock. You may be asking, what the heck, but you kioane
intrigued now. There perhaps were only seven punctuation and
grammatical errors. The reason | believe this paper avgeed was
because it was fun, and it gave me the freedom to abaet a topic |
am very adamant about. Look here, Gary Dahl becamdiamaite
because he slapped a pair of googly eyes on a rock, ithrea box,

put a little book of how-to’s, such as how to teachek how to sit,
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stay and roll over. As | see it, he’s a genius whaHheit70s at the right

time, the time of the ganja. But seriously, | will mtdgim this as my

best paper because | already knew | could write cometiginit

know | could be serious, and that is why | have selected papeber

four as my favorite paper. It was on divorce and suicdes. | did a

lot of research for this paper and found statistics t& bae up.
What | appreciate about Jackson’s digital commentahaishe uses comedy in his
responses, and creativity in his video editing. His videcesgmts the potential for
video editing, playing around with effects to finally ceeatpurposeful product.
Right now his video reflects more play than purpose, lides emphasize the
flexibility of the genre of digital commentaries. Singathering my data, my
students have included music, visual effects, and stilsshdheir videos and have
achieved effective results. Of all the videos, Jacksatdes most to Kress and Van
Leeuwen'’s vision of multimodality in which students leand &ncorporate
techniques such as color, juxtaposition, framing, soundgfounding,
backgrounding, metaphor, action, and other effects. Aatlrnege to ask students to
create digital videos, | must also train them to undedstiagse techniques and

effects of meaning-making.
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CHAPTER FIVE
CONCLUSION

What we call the beginning is often the end. And to makera is to
make a beginning. The end is where we start from.

—T. S. Eliot, “Little Gidding”

The end of this dissertation truly serves as a beginpong for me in
developing ideas and intelligent pedagogical practices aroermbtitept of DVD
commentaries and student multimodal digital video proj@&tswvriting this
dissertation, | have attempted to demonstrate thaatigdeo commentaries offer
not only another mode for reflection, but perhaps a géimerand multidirectional
process of reflection that may be more engaging, dynamiteffective for students.
Since the writing of this work | have continued to assigd work with student on
digital video commentary projects and refine my pro@esa the original design,
with good results.

| am now teaching in a more rural setting than whermgahbehis project, and
| initially worried that fewer students would be inteegkin or have access to the
technology required for the creation of their digtammentaries. | was surprised to
find that student familiarity with digital technology hadlypincreased, even in a
economically depressed area with many older studentd. dfhaverwhelming
majority of students elect to make digital videos andttine, no one needed my
help or my laptop. In addition, | found that they helped edbbr quite a bit when

they had a technology question or were trying to navidet@ssignment. The
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younger students often helped the older ones with sottie dééchnology, but
several older students were comfortable with filmindntéques and eager to try the
project. All students appeared to have spent several hodheo reflections.

| still believe that digital video commentaries fosteflection by engaging
students into something “cool” and familiar to in term&diming event or events. |
now advocate for the strategy of several differdntifig sessions, editing,
workshops, and more complex final projects. | have akedithat students go back
and “revise” their videos with textual overlay, reshootmgyideo addendums.
Students are also required to create and turn in a s€tipiovideo and include a
SOCG with it, like they do for all of the projectsdkathem to complete.

My most significant finding in the dissertation is tleatlaborative digital
videos, which include two or more students, are actuallynibs interesting,
effective, and rich use of digital commentaries diecgon. When working in pairs
or groups, students reflected the social context of oas @ad subject matter, they
pushed each other to engage more in reflection, and just pabbetter reflexive
texts. As discussed in chapter two, meaning is madeferafit ways, and, as
educators, we may benefit from further examinatiorhefways in which students
communicate in their daily lives and consider utilizingsé methods. Since | began
this project, | have continued to refine my process.

| have established a basis for using digital video techgalogomposition
courses for the purposes of embodied reflection thatigfaceted and reflective of
the rough and tumble processes of critical thinking, writamgl revision, but more

work needs to be done to make digital commentarie®#re options more
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integrated in the writing sequence from the beginningaaftase. As Peggy O’Neill

insists:

Acknowledging the benefits associated with self-assagsamel
reconceiving the response sequence are not enough. To riiake se
evaluation meaningful for students and teachers, we pedal more
than just add a writer's memo, or give out a self-asrest
worksheet; assessment and reflection activities nebd tolly

integrated into instruction. (66)

In fact, O’Neill's work "From the Responding Sequenceh®Writing Process:

Incorporating Self-Assessment and Reflection in tlees€oom” has been instructive

to me in remaking digital video commentaries and othetadigptions to be more

pedagogical sound and effective. She provides nine suggestianaking

reflection work in the classroom. They are as foio

Be consistent with the self-assessments and re#eatiiting

Don't accept any drafts without a self-assessmentlegthc

Give students directions on writing reflective memos

Allow class time for writing self-evaluations

Review the purpose of the reflective writing each time required.
Start out simple and get progressively more demanding.

Count the self-assessment in the grading process.

Read the students’ self-assessments and reflectiomespuhd to them
explicitly even if they don’t address the issues you wasin to.

Provide a mechanism for student feedback about your resp(E6-68)
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| have taken these recommendations seriously and now ahgitad videos in
response to student work, and provide ways in which studemtesjpond back to
me, so the reflections are much more dialogues thaelyrgerformances.

In conducting this project, | have learned much aboutatédle, digital
technology and rhetoric. | have examined five digitdea commentaries made by
students in a first—year college writing course and dematestthat digital
commentaries are as valid as written reflectiond,iasome ways, even more
effective at delving into or representing student perspectgeEncy, and
interrogation. Student commentators are engaged in thinkmgt éheir writing,
reading, critical thinking, and their educational and d@oatexts in some
surprising ways. They demonstrate thoughtfulness and insightheir choices and
actions, perhaps more than one can get from reflectiver letters. In this way too,
students are able to apply their classes to their livessdeuthe classroom.

One of the areas in which | have already startediadf my pedagogy in
relation to these videos is to integrate the conceptermmentaries from the very
first paper and then students will have both blog entrideatensive footage and
other modes with which to experiment. This project simpfyresents a beginning to
the options of reflection that digital technology cdfer. | look forward to the a
more developed and professional and interesting studenttgrtjat are yet to come
as technology, software, and pedagogy improve in the futinather way in which
| have modified this assignment in more recent incamnatis to require students to
develop and bring in scripts that | and the class can remielwon which we can

provide helpful feedback.
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The areas in which further study is indicated are iragh®ication of more
digital techniques and discussing concepts of hypertextaaldyintertextuality that
digital videos offer within and without eportfolios, ledson the works of Jacques
Derrida and George Landow. Another aspect of my préijattdeserves much more
attention is that of assessment of multimodal teXssstudents and instructors keep
moving forward with current digital technologies, universita large will also have
to change their criteria for what constitutes crititahking, writing, and larger
meaning making texts.

The final and most critical aspect of this project dasgrof more attention
is the question of access in the face of the diditadle. Though | believe that “non-
traditional” students have participated in my digital videonmentary projects with
the same frequency as “traditional” students, more sgidgeded to examine access
to the resources available and how different levelsiviigge affect final projects
and assessments. | hope to continue this researchfniygedlso expect that others
will join me in investigating the different uses of dig¥a&eo commentaries in the

areas of composition, rhetoric, and Writing Program Aulstration.
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Washington State University Consent Form: Using Digital Commeratries For

Student Reflection In The Composition Classroom

Researcher: Kristine E. Kellejian, Graduate TA, EhgDepartment, 335-3413

Researchers’ statement

| am asking you to be in a research study. The purpaséesafonsent form is to
give you the information you will need to help you decidesther to be in the study
or not. Please read the form carefully. You maycqsstions about the purpose of
the research, what | would ask you to do, the possilde aisd benefits, your rights
as a volunteer, and anything else about the researhls dortm that is not clear.
When | have answered all your questions, you can decide #vant to be in the
study or not. This process is called ‘informed consenuill give you a copy of

this form for your records.

PURPOSE AND BENEFITS
The purpose of this project is to study the topic of ctistadent reflection of
writing in English 101: Introductory Writing. This study astadents to create a
portfolio reflection in the form of a short digitabmmentary which will be

hyperlinked to portfolio papers electronically.

The benefits to subjects will include more knowledge of then writing and of
critical reflection on reading and writing practicefieToenefits to society are

pedagogical and apply most directly to the field of commosatudies. This study
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will further develop praxis and theory of critical retlec and expand the

knowledge base of using of new media in the classroom.

PROCEDURES
This study asks students to create a portfolio refleatidhe form of a short digital
commentary of no more than twenty minutes, which béllelectronically
hyperlinked to portfolio papers. The principal investigator pifvide all technical
support and the equipment for completing the project. Steddah also be asked to
respond to a written survey. It will take 10 minutes to detep Subject reflections
(commentaries) will be examined, copied, and used in fapadrting; the
confidentiality of subjects will be respected throughabding of information and
use of pseudonyms. The study will begin on immediatelfymil 6™ and end on
May 10", 2009. Subjects may refuse to answer any question or itenyitest,

inventory, questionnaire, or interview.

RISKS, STRESS, OR DISCOMFORT
The risks to students are minimal. Possible riskst@ess related to the perception
that the study will affect grades in the course. Subjgcgsies in this course will in
no way be affected by their non-participation in thelgt If subjects experience

discomfort during the study, please contact the prinaipaistigator.

131



OTHER INFORMATION
Data for this study will be confidential, and the printipaestigator will have sole
access to identifiable data. The data will be used t&ri@sc the best options for
teaching/learning practices of critical reflection ontiwg, and data will be kept in a
locked file cabinet and destroyed in August of 2009. Subjectsahatteer to be a
part of the study will receive 25 extra credit point&mglish 101 if they complete

the study.

Kristine E. Kellejian

Printed name of researcher Signature efreker Date

Subiject’s statement

This study has been explained to me. | volunteer to takénpais research. | have
had a chance to ask questions. | understand that in orckmeive the extra credit, |
must complete my obligations in the project. If | hgemeral questions about the
research, | can ask the researcher listed abovlalMd questions regarding my
rights as a participant, | can call the WSU InstitoéibReview Board at (509)335-
9661. This project has been reviewed and approved for humasigadion by the
WSU IRB. | will receive a copy of this consent form.

Printed Name

Signature

Date
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