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Abstract

This interdisciplinary, feminist-informed research explores racialized tween and teen girls’
video-based storytelling and considers how extracurricular programs can support this interest. It
draws from youth media cultures and media education scholarship, including research that
focuses on community-based youth documentary media-making initiatives and work that centres
girls’—especially racialized and marginalized girls’—lived experiences more broadly and their
media-making activities more specifically. This research was motivated by the prevailing lack of
diverse representation in key creative and leadership roles in media industries, my lived
experiences as a female-identifying media professional, and the paucity of insights into the

media education and media-making experiences of Canadian youth.

My inquiry was underpinned by feminist theory, public pedagogy, and feminist media. Utilizing
a qualitative case study design, I designed and facilitated a virtual digital storytelling program in
Spring 2021 of the pandemic; four ethnoracially-diverse and marginalized girl-identifying youth
from Toronto participated in both the program and research study. Research methods included
interviews, vlogs, participant-created media, observational footage, and researcher notes.
Analysis involved immersing myself in each participant’s data to holistically consider the
creative, technical, and social dimensions of her video-storytelling; I also coded interviews and
vlogs to identify themes that united the participants. Inspired by Lange’s (2014) exploration of
youth technical identities and Lawrence-Lightfoot’s (1983) narrative portraiture methodology, I
crafted a video-storytelling “persona” for each participant, weaving in her own words and media
project images. Next, I note the broader significance of relationships and connection as well as

video storytelling-specific peer and mentor support for participants. I then discuss their video-

il



making in relation to postfeminist-influenced and video-based social media ecologies and girls’

informal, self-directed media education.

This research honours participants’ stories and critically reflects upon the wide-ranging nature of
their video-storytelling experiences and approaches. It also offers initial recommendations for
girl-centered programs that emphasize community, support skills development, and provide safer
spaces for their media-making and learning. I advocate for girl-specific media-making
communities of practice—particularly for marginalized girls—as necessary interventions in
evolving media industries and culture to more fully include, support, reflect, and represent

diverse populations of girls and women and their stories.
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Chapter One: Introduction

At the heart of this research is the tween or teen girl! who is interested in media storytelling
and who is also likely already making some form of media content. During this phase of her life,
she is navigating developmental changes as well as discovering and negotiating her sense of
identity, place in the world, and relationship to others. Like many generations of girls before her,
media permeate her life and play a key role in her socialization, shaping her experiences and
perspectives. Unlike previous generations, the roles of media in her life are far more complex in
this digital and social media-saturated age where audiences have shifted from purely passive
media consumers to more engaged media participants. It is also increasingly likely, as consumer
mobile technology continues to evolve, that this tween or teen girl has access not only to a vast
range of media to consume but also to the tools with which to create her own content. Yet,
despite this unprecedented access to media content and technology, research that explores a girl’s
relationships with media and the meaning she makes of various content, formats, and platforms
continues to be limited. Furthermore, insights into how she does (or does not) engage in digital
media storytelling—including how she develops her creative and technical skills and encounters
opportunities to be supported in the art and craft of video production— is practically non-

existent.

Among the limited research that focus on youth relationships with and perspectives on
media in Canadian contexts are studies conducted by André Caron and colleagues out of the

Centre for Youth and Media Studies (Caron et al., 2012) as well as the Shaw Rocket Fund (2010,

! Throughout this dissertation, the term “girl” assumes a non-essentialist view of gender and rather acknowledges
gender as performative and fluid beyond a male/female binary. Thus, girl encompasses any young person who
identifies as cisgender, transitioning, transgender, or another gender diverse identity.



2015; Woodgate & Kleeman, 2021).2 Their reports note that television content continues to be
the dominant source of media for Canadian children and youth (ages 2-16), although listening to
music and playing video games follow close behind (Media Technology Monitor, 2020). Broadly
speaking, such studies have offered valuable insights into children and youth media audiences in
relation to the professional production of children’s and youth media content. Little if any
attention has been paid to understanding amateur youth media production by and for Canadian
youth. Further, scholarship concerned with young people and media—regardless of whether it is
academic or industry-driven or whether it focuses on Global North or South contexts—has
tended not to take gender identity into account.> An exception is the Pew Internet Research
Group’s longitudinal research on young people in the U.S. and media trends where the analysis
compares for gender as well as for race and other demographic variables (Anderson & Jiang,
2018; Lenhart et al., 2015; Madden et al., 2013). One example of Pew’s findings suggests that an
American girl is more likely to engage with social media platforms that focus on visual
storytelling such as Snapchat, Instagram, Pinterest, Tumblr, and the now defunct Vine app than
her male-identifying peer (Lenhart et al., 2015). In Canada, Media Technology Monitor has been
gathering survey-based, statistical data on the media engagement of audiences under 18 in more
recent years; a recent report indicates that Canadian girls aged 7-17 are more likely than boys to
create their own social media content (Media Technology Monitor, 2021). However,
quantitative, survey-based data offers limited perspective on the much larger and more nuanced

story of young people’s media relationships and experiences. This includes limited insight into

2 As Chapter 4 will discuss in more detail, there is limited research on a global scale that focus on girls; I draw from
Canadian data and scholarship where possible to contextualize the fieldwork that I undertook which is situated in
Canada—Toronto more specifically.

3 See Chapter 4 for an expanded review of the literature.



how they came to take making their own media content and the supports—or lack thereof—they

encountered along the way.

French philosopher and feminist Simone de Beauvoir (1949/1989) drew attention to
society’s privileging of male perspectives, resulting in the “otherness” or marginalization of
women, positioned as the “second sex.” As the Patriarchy persists, it is unsurprising yet troubling
to note the relative lack of research and scholarship that focuses on girls’ experiences, let alone
explores the experiences of diverse populations of girls. It has the detrimental effect of
continuing to render girls as less important members of society. The lack of research and
scholarship is further mirrored by the lack of attention paid to woman- and girl-centric stories in
mainstream North American mass media programming (Geena Davis Institute on Gender in
Media, 2019; Women in View, 2019). Media’s female underrepresentation is far from a new
concern, yet US-based Geena Davis Institute on Gender in Media remains relatively alone in its
mission that centres around the societal impact of media portrayals of girls and women. The
organization reports girls’ increased motivation to pursue careers or activities in historically
male-dominated fields after seeing female role models on screen taking up these careers or
activities (Geena Davis Institute on Gender in Media, 2018, 2019); it has also been at the
forefront of research and advocacy around the lack of gender parity in mainstream film and
television, with several Canadian-based organizations following suit to acknowledge a similar
problem. Studies produced by these organizations note that women in leadership positions in the
media can further motivate the production of more women-centric stories (Duopoly, 2017; Smith
et al., 2014). Further, as is also the case with academic scholarship and research, media content
that does not strive to thoroughly represent humanity’s multitude of identities and experiences
assists in maintaining prevailing narratives around dominant (read: White male) and

marginalized (read: everyone else) members in society. It appears the tides are shifting with



increased conversation and advocacy in favour of a media landscape, both on screen and behind-
the-scenes, that is more representative of diversity. Yet, there is still a long way to go in

achieving any true semblance of equity.

Before proceeding, it is helpful to explain what I mean when I refer to media. Prominent
Canadian media theorist Marshall McLuhan (1964) defined media as technologies which
mediate our communication and, through their forms and structures, affect how we perceive and
understand the world. In this dissertation, media encompasses the technology (i.e., tools and
devices such as televisions and smartphones to create and access content as well as platforms,
such as scripted television drama series or TikTok posts) and the types of content that are
broadcast by these tools, devices, applications, and platforms (i.e., genres such as sitcoms or
short Instagram video stories). Where applicable, I delineate when I am specifically referring to
media technology/tools/platforms or media content. To offer further context and definitions, the
current media landscape is comprised of broadcast—also referred to as conventional or legacy—
media such as television, film, radio, and print, all of which have migrated to digital platforms
including streaming video services, and new or participatory media that emphasize the social
(sharing, communicating, as well as creation) aspects of web-based platforms and mobile apps.
The latter represent a shift from the traditional “top-down” and “one-to-many”” model of
production to a model of production that increasingly includes “bottom-up” and “user-generated”

experiences.

An overall sense of the wider media ecology of this current moment and a consideration of
the collective significance of the issues discussed in this chapter are what inspired this research
study. This project aims to produce much-needed scholarship about the tween and teen girl and

her particular interest in and engagement with video-based storytelling. It also responds to calls



from scholars to broaden the range of methodological approaches used to explore media-focused
research on girls (Keller et al., 2015). In the remainder of this chapter, I discuss how this project
is also motivated by my experiences and reflections as a woman, a television production
professional with a career that spans close to two decades, and a feminist-oriented,
interdisciplinary scholar working at the intersections of media, youth, and education. In the
proceeding narrative-style section, I share and reflect upon a selection of significant childhood
and adulthood experiences and how they have shaped both my media production journey and his
current research. I then make a case for why I anchored this study around an extracurricular and
girl-specific video storytelling program or intervention.* ° I conclude the chapter by presenting
my research questions and overarching research goals and outlining the organization of this

dissertation.

Why Me? — Personal Motivations and my Media Making (and Researching) Story

Media storytellers can often point to pieces of art or media as well as artists or creators that
have influenced their own work in some notable way. In some cases, encounters with a specific
piece of art or media content may have sparked one’s initial interest in pursuing a media
storytelling path. In other cases, experiencing a particular piece of art or media content may have

played a much larger role in shaping one’s creative identity and practice. At various points in the

41 alternate between the terms “program” and “intervention” in relation to the girls’ video-making sessions
depending on the focus of my discussion: “intervention” points to the sessions with regards to the larger research
project design and my feminist-oriented goals of exploring and seeking solutions to the issues driving this study. I
use the term “program” when I am speaking specifically about the design/content of and experiences within the
sessions themselves.

> Sharing these insights in this first chapter reflects my effort, as a feminist researcher, to exercise reflexivity and to
acknowledge that my positionality is central to shaping my research agenda. Positionality further comes into play
with regards to how I engaged in research and approached analysis and present findings, to be discussed later on in
this dissertation (Kirsch 1999; Peake 2017).



process of conducting my research and writing this dissertation, I found myself turning inwards
and reflecting upon my own path. This reflection included identifying pivotal in my tween and
teen years that I now recognize as having greatly contributed to the media storyteller I would
ultimately become and the path my life would take. These moments, I reflected, were in part
shaped by the dominant media at the time as well as what media I had access to in my home,
school, and social environments. But I also considered how these moments were created and/or
influenced by my socioeconomic status, ethnocultural heritage, and other identity markers. I now
share some of my lived experiences and reflections for several reasons. First, they align with the
spirit of feminist research, which includes acknowledging that the researcher is part of an
ongoing movement of discovery and understanding (Kelly, Burton, and Regan, 1994).% Second,
my own story serves to further contextualize my curiosity about the topic of girls and video
storytelling and my research approach, including how I present the stories of my research
participants. Finally, it is my hope that sharing my selected “media memories” will help to
illustrate my growing awareness of how my media storytelling path was not simply the product
of my creative skills and determination as I had previously thought. In fact, a serendipitous
combination of variables, circumstances, and individuals were responsible for setting the scene

for a love of stories and later a video-based storytelling career.

A (First-Generation) Canadian Girl and her Childhood Media Memories

As a child, my mother read fo and with me and my younger sister... a lot. It was common
for her to pick up new children’s books during errand runs and I fondly remember many a cold
Toronto winter Saturday spent browsing the aisles of the bookstore at the mall. Our numerous

bookshelves at home were brimming with a mix of inspirational- and moral-type stories about

61 offer a more detailed discussion of feminist research approaches in Chapters 4 and 5.



conquering adversity and striving to be a good human, fantastical European fairy tales, and
factual or learning-based material and workbooks. Our family and home environment were
rather unique as each of my parents had immigrated to Canada in early adulthood, had different
cultural heritages, and spoke different first languages. Both my parents had also arrived in
Canada with limited knowledge of and a concerted desire to learn English; as a result, we spoke
English exclusively at home. My parents did their best to indulge my seemingly boundless
curiosity as a child. In our home, print was privileged over any other type of media. And so, we
read. It is not surprising that, as I entered the tween years, my preferred sources of media content
were novels and the odd comic book. I became a voracious reader of mostly teen and adult
fantasy and horror fare and would fill spiral-bound notebook upon notebook with hand-scrawled

stories of my own, inspired by these genres.

As I navigated pre-adolescence in the early 1990s, I also read teen magazines and my TV-
watching was almost exclusively comprised of children’s educational content on TVO and CBC.
The teen years were filled with American teen TV dramas and sitcoms. Growing up as a female-
identifying teen in the 90s would take considerable space to unpack but briefly, it was a time
marked by the hyper-objectification of teenage girls and women via fashion magazines, and the
glamourization of rich, White, Southern California lifestyles and body ideals that morphed from
waif-heroin-chic to Baywatch-bombshell seemingly overnight. I don’t recall seeing girl
characters in popular media that I could really identify with, though sometimes their stories
reflected my experiences. And although I consumed a range of media content from childhood

through to adolescence, I set my sights on becoming a novelist.

In Grade 7, I put my hands on a video camera for the first time: it was a consumer-grade

VHS camcorder that my middle-of-the-road—socioeconomically-speaking—public middle



school had purchased. Although camcorders were also being marketed to families as a way of
creating home movies at this time, I do not recall encountering camcorders in the homes of my
friends who were mainly from working-class families. Whether public schools were widely
buying this technology in these years, I can’t be sure as many middle school memories are now
fuzzy. I do remember first noticing these cameras within the mobile production studio set up in
our middle school library, where students could participate in broadcasting school
announcements. [ was too intimidated to join this group. However, having video cameras in the
school also meant that we could create video projects in our language arts classes. I recall
working with a small group of classmates to conceptualize and produce a short parody
commercial of an iconic Heinz ketchup commercial that both acknowledged and challenged the
era’s obsession with beautiful, White models.” Soon after this assignment, I started borrowing
the video camera after-school so that I could experiment with filming techniques and create
video sequences for fun. Serendipitous access to video technology during these years sparked a

new direction for my storytelling passion.

In high school, I was eager to further explore my creativity. I enjoyed traditional visual arts
and music but found these classes challenging, in part stemming from limited previous
opportunities to develop my skills in these areas. However, I found much joy in writing and
media arts courses. Through various class assignments, I explored media content that resonated
deeply with me. Clueless and Thelma and Louise were especially influential films: I remember
being intrigued that the former was a rare example of a popular film directed by a woman and the

latter featured two strong female leads and explored powerful themes around female

7 Our video spoofed this ‘90s Heinz ketchup commercial: https://www.youtube.com/watch?v=h612GUvBdWo. This
type of parody activity is still used in language arts classes and curriculum units focusing on media and media
literacy, such as this lesson from the Media Smarts organization:
https://mediasmarts.ca/sites/default/files/pdfs/lesson-plan/Lesson _Marketing to_Teens Parody Ads.pdf




independence and friendship, honouring one’s truth, and pushing back against the system. There
was no explicit discussion of feminism in any of my high-school classes and yet I found myself
returning time and time again to examples of women-centric and female-driven films. I also
discovered that my high school happened to have a space that was mostly frequented by male
computer and technology “geek” and “nerd”-types and was always open late. My interest was in
using the one computer in the school that had a Video Toaster editing system. Though I did not
feel like a true member of this community, I was exhilarated by the creative storytelling
opportunities afforded by the blossoming video technology at the time and spent many evenings
there, editing various video projects. I press pause on my media memories here to reflect on the
fact that, in all of my dabbling with video storytelling in middle school and high school, I don’t
recall having much in the way of mentorship or educator support where my directing and camera
operation skills were concerned. Perhaps this contributed to my growing focus on and self-
directed learning about creative writing? My high school was also renowned for its math and
science programs, which meant all other subjects were not as robustly supported. My immigrant
parents encouraged me to keep up with my writing but were also concerned that a career in
media would be especially challenging for me without any “connections” in that industry or
social, cultural, and economic capital (Bourdieu, 1986) more generally. All of these factors
combined represented considerable obstacles for a video-production-interested girl. Yet, there is
one more youth media memory that ultimately set me on a media production career trajectory
despite these obstacles. In my second-last year of high school, I happened to be in the career
counselling office and noticed a flyer for a multi-day experience run by CBC News Toronto
where a small number of students would be invited into the program via an essay-writing
competition. I applied and was among a small group of students across the city who were invited

to the CBC studios to work with broadcast journalist mentors to produce a human-interest video



segment. What is strange is that I can neither remember the story that we produced and the VHS
copy of the project has long since disappeared. What I can recall quite vividly is what the
experience of working with a small, like-minded team had felt like: we were united by a
common goal of capturing a true story and engaging with the perspectives of those impacted by
it. It was also incredible to have my media storytelling potential recognized and supported by
actual media professionals. It was exhilarating! The experience also saw two of my interests—
writing and video-making—converge to reveal a potential career path in broadcast journalism. It
inspired me to apply for a co-op placement at the Toronto-based multicultural TV station CFMT
(now OMNI) where I subsequently gained incredible experience in all areas of production in
what was a very nurturing, community-oriented environment. Soon after, I went on to
successfully apply to a highly competitive media production undergraduate program which

marked the beginning of the next chapter of my media storytelling journey.

Once again, it has been eye-opening to reflect upon these collective media memories and
how they contributed to my pursuit of a career in media storytelling. Access to opportunities,
learning, and equipment certainly all played a role. But I also found myself considering the ways
in which [ may not have been supported with my interest and the subsequent impact. For
example, I’'m struck by the strong interest and potential I demonstrated around directing and
camera operating and video-editing early on in my life. It leads me to wonder if, in the absence
of sufficient supports and guidance in these areas, I may have ended up “defaulting” to an aspect
of media storytelling that I could nurture mostly on my own: creative writing. To be clear, I have
had a fulfilling career and writing is still very much a core passion. However, it is interesting to
consider, especially given the prevailing lack of women directors and cinematographer/camera
operators in the media industry, why I might nof have continued to explore such key creative and

technical roles and skills. Reflecting upon my own story has further fuelled my curiosity about
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the stories of the current generation of girls who take up video storytelling. I also wonder how
many girls currently have the necessary access, opportunities, and supports to fully engage in

video-making, including the technical aspects, and to grow as media storytellers.

Graduate School and Media Industry Reflections

It wasn’t until graduate school that I began to examine my childhood as well as my adult
life, the latter of which centred around a 17+ year career in media production. I put a temporary
pause on this career and began an interdisciplinary Master’s program in 2015 with a specific
desire to look at new directions in children’s media—a niche area I had specialized in that I had
observed to be rapidly changing. Venturing down the self-reflection rabbit hole, I developed a
sense for the first time of just what a climb I had been faced with to establish myself in my
chosen field. Grad school also helped me to understand that I was a first-generation Canadian
girl growing up without the requisite high socioeconomic status—and subsequent lack of social
and cultural capital—that would have facilitated a far more certain and supported path to success
in the media industry.® Nevertheless, she persisted. Encountering research on the media
industry’s insidious and prevailing gender bias, as well as being formally introduced to feminist
theory, represented a turning point. I began to look back at my roller-coaster of a career with a
newfound awareness of the deeply broken institution fraught with inequity and myriad other
issues that [ had been navigating for many years. Feminist thought was not something I recall
formally learning about, save for a women’s lit course in undergrad circa 1999. Angela
McRobbie’s The Aftermath of Feminism (2009) helped me begin to unpack my resistance to

being labelled a feminist for so many years, and how this is the result of the post-feminist

8 In graduate school, I encountered Pierre Bourdieu’s (1986) forms of capital (social, cultural, economic, and
symbolic) for the first time. This scholarship, along with other key critical theory and concepts relating to media and
society, helped me to reconcile my experiences navigating society more broadly and my professional field more
specifically... and explain why the media industry was dominated by affluent White men.
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discourse circulating in contemporary society. Also impactful were Laura Mulvey’s (1975) essay
positing that a male gaze is embedded in mainstream film aesthetics and Donna Allen and Dana
Densmore’s (1977) manifesto that called for a radical and feminist philosophy of communication

that emphasized political equality, kindness, gentleness, and a respect for all.

What is most significant for me in this moment is that, after almost two decades navigating
a problematic industry, I now have the critical and feminist theoretical tools with which to
examine my experiences and the industry. My story as a woman-identifying freelance creator,
producer, director, and writer in Canadian media suddenly feels simultaneously typical and
atypical. I worked predominately in the children’s and youth television production, and I now
have a sense that part of the reason it took me many years to recognize the extent of the gender
inequities in the industry is that I did not really see it: children’s and youth programming seemed
to have proportionately more women represented in contrast with general-audience TV
production and the feature film industry. I perhaps also didn’t have any explicit sense that my
gender posed any barriers in those years, perhaps resulting from the fact that, by securing regular
and meaningful work, I had “broken in”” and achieved “success.” Unfortunately, I encountered
sexism and misogyny on an ongoing basis, which was generally overlooked as simply a part of
the climate. I also recall that when I would try to indulge my curiosity around technical
components of production, I would often receive push-back from male crew members about
handling equipment and a resistance to or a flat-out ignoring of my questions. I further did not
necessarily recognize how myself and other woman-identifying colleagues were contributing to
the problem around the culture of the industry: feminist scholars opened my eyes to the ongoing
“professional violence” that women commit against each other by subscribing to the belief that
in order to get ahead, we must adopt what are considered to be male values such as suspicious,

defensive, and competitive behaviour (hooks, 1984/2015). While I do not aim to diminish issues
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around exclusion of BIPOC, queer, and other marginalized groups from the industry, as someone
who identifies as a woman and has spent close to 20 years spent in this industry in key TV
creative storytelling roles, I am especially attuned to issues pertaining to gender and women.
Further, as a White cisgender woman, I have only experienced discrimination on the basis of my

gender identity—in addition to my sociocultural status, which I will discuss later in this chapter.

Finally, it is worth noting that I graduated from a university media production program in
the early 2000s, as the industry was amidst a monumental transition from analogue to digital
technology. I mention this because I had somehow assumed that, as technology was evolving and
particularly as equipment was becoming far lighter and more user-friendly, the tides would
naturally shift in terms of opportunities for women both behind and on screen. In actuality, being
in the thick of production did not allow me to see the forest for the trees nor did it allow me to
recognize how naive this assumption was. The other epiphany borne out of my reflections relates
to the slow drain of motivation and creative confidence I experienced in the latter half of my
career, and how I had long-considered the vast majority of my career successes and failures to be
indicative of how hard I worked and how creative/talented I was. I was entirely unaware of how
many of my experiences and perspectives were and are the product of living in this period in
time and impacted by neoliberalism and capitalism, and of the impact of gender inequity on
society more broadly and on the roles of women in media more specifically. After almost two
decades navigating an industry rife with misogyny and simultaneously striving to be a leader that
people (read: mostly male crews) could get along with, I am both reassured and agitated by my
deepening understanding of systems of oppression and how seemingly far we are from truly
addressing them. I also now have a sense of how the overall culture of the media industry, which
trickled down to day-to-day practices and norms, bumped up against my values. Yet, in spite of

the challenges, my media-making path has been proudly marked by efforts, if often subtle, to
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bring stories and perspectives representative of a diverse Canadian society, and highlighting the
stories of girls and women, in the content I produced. That, however, is a topic for a different

piece of writing and another time.

Research Goals and Questions

The overarching goal of this project is to bring the experiences of girls who engage in
digital video storytelling and/or identify as video-makers to the forefront, through girl-focused
and girl-engaged research.” An additional goal involves exploring how extracurricular
opportunities can be developed to effectively support diverse populations of girls in exploring
media storytelling. This goal can be supported in part, I posit, through designing, facilitating, and
reflecting upon pilot programs in order to call attention to and make a case for increased
opportunities of this nature. In both instances, there is a case to be made for documenting the
journeys of girls who express an interest in the art and craft of media storytelling, as well as
considering what might be done to help them, which must involve working with and listening to
girls. This serves the additional purpose of beginning to shape our understandings of where the
obstacles and barriers lie, as well as where there is opportunity to reach and engage girls that

represent a wider range of identities and communities.

This research project was guided by the following questions:

- What are the experiences of tween and teen girls who engage in video-making as an

extracurricular interest?

?Tam heavily influenced by my own career and legacy of film and television production models whereby the art
and craft of video storytelling follows certain conventions and involves a collaborative process. In my efforts to
support girls’ media making, I strive for a balance between acknowledging this industry model/process with the
considerable influence of solo-creative “vlogger” or ‘influencer” culture and social sharing video-based platforms
such as YouTube on young people’s understandings of media storytelling (Terzopoulos, 2017).
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- What approaches do they take to creating video-based content and what

informs/influences their approach?

This feminist-informed, qualitative study utilizes an arts-based case study design, centred
around the media-making stories and experiences of a small group of girls in Toronto who
participated in a brief, virtual, and extracurricular video storytelling program. I designed and
facilitated the program with a focus on the lives/true stories of tween and teen girls. I
endeavoured to cultivate a participatory and inclusive space that supported participants’
approaches to and interests in video-making and included opportunities for collaboration. As I’'ve
discussed, my motivations and goals for this research are heavily bound up in my lived
experiences, the design and approach aligned with many of my core values and my desire to

engage in work that strives for change.!°

Why Extracurricular-Situated Video Storytelling Programming for Tween and Teen

Girls?

My rationale for focusing on the experiences of tween and teen girls emerges from US-
based psychologists’ insights and Canadian government census data that note the significant
developments girls experience in pre-adolescence through to their adolescent years. This
research observes girls as experiencing a loss of connection to self and a loss of voice amidst an
increased desire for connection and the importance of relationships (Brown & Gilligan, 1992;
Damour, 2016; Deak, 2010, Gilligan, 1982). Related to this, research suggests that by Grade 6

girls in Canada demonstrate lower levels of self-confidence relative to boys; these levels

1911 the remainder of this chapter, I offer a brief rationale as to why I am focusing my efforts on fieldwork with pre-
adolescent and adolescent girls, why this research involves an ‘intervention’ via creating and facilitating a video-
making program, and why it was important to offer this intervention in an extracurricular setting. Chapter 3 will
offer a more in-depth overview of the wider areas that situate this project as well as a review of the relevant
literature that informed it.
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continue to decline for girls over time, with only 18% of girls in Grade 10 reporting high levels
of self-confidence and the most notable drop taking place between Grades 7 and 8 (Government
of Canada, 2011).!! A small number of program reviews by and about girl-focused organizations
further support my rationale for facilitating a girl-specific and extracurricular program. The
Canadian Women’s Foundation, a public organization focused on empowering women and girls
has run a grant program for girl-focused programming called the Girls’ Fund since 2006. Its
reporting on organizations that have received funding support has considered the relationship
between girl-specific programs and girls’ well-being including resiliency. The reports also noted
evidence that such programs contribute to girls' development of confidence, critical thinking
skills, and connectedness (2014; 2019). A report prepared by the Girls Action Foundation in
2015 reviewed eleven different girls-focused programs across Canada as well as related scholarly
articles with similar findings. The report notes how such opportunities can support girls’
development of strengths-based skills such as resilience, connectedness, critical thinking, and
communication, which can in turn assist them in navigating life’s challenges. In surveys and
focus groups, girls in the US noted that girl-specific spaces enable conversations about issues
that they might not necessarily talk about with boys present; girls feel more inclined to try out
new activities, citing less worry about failing and reduced pressures around their appearance or
actions, in girl-specific spaces (Girl Scout Research Institute, 2003). These issues may include
discussion as to what determines girls’ social position and how the media constructs messages
(Girls Action Foundation, 2015; see also Currie et al., 2006; Lamb & Brown, 2007; Zurbriggen

et al., 2007). Smaller, gender-specific groups can be ideal in allowing for a greater degree of trust

"] further discuss scholarship around girls’ development and confidence in the literature review chapter.
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and confidentiality, which contributes to girls’ sense of safety (Girl Scout Research Institute,

2003; Williams & Ferber, 2008).

Programs and interventions focusing on girls’ video-making bring additional
considerations into the mix. As mentioned earlier, girls tend to gravitate towards visual forms of
media creation (Lenhart et al., 2015; Media Technology Monitor, 2021). Research that examines
technology and media making in school contexts suggests that opportunities and the quality of
this education are hardly universal: there is no guarantee that girls will learn about video-making
via curriculum.'? Scholars have observed a gender bias at play in learning involving technology
in co-educational settings, where boys generally dominate, and educators tend to encourage
boys’ use of technology. This research also notes that girls report struggles with confidence
issues, including when boys challenge their technical expertise (Fisher & Jenson, 2017; Jenson et
al., 2003; Jenson & de Castell, 2010; Margolis & Fisher, 2003). Filmmaking-specific activities
from the school-aged years through to post-secondary education are fraught with the same bias,
with scholars further noting the gendering of certain filmmaking roles and the “masculinization”
of camera operator or director (Citron et al., 1978; Citron & Seiter, 1981; Kearney, 2006). As a
result, girls are often relegated to organizational tasks in media production group projects in
mixed-gender contexts (Buckingham, et al., 1995; Stack, 2009). Several decades ago, two female
film production faculty members at Northwestern University reflected on their teaching

experiences and noted:

three power hierarchies [that] affect women's situation in filmmaking classes: male

dominance, whether from the teacher or other students; the teacher's position of authority

12 See Chapter 3 for further discussion.
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over the student; and the power of technology—knowledge about which has traditionally

been accessible only to men. (Citron & Seiter, 1981, p. 61)

These scholars found some success in addressing this issue by creating same-sex groups in
production labs. There is therefore a strong case to be made for creating media production spaces
just for girls to “inspire teenage girls to explore the power behind the camera as early as middle
school. By the time they are ready to navigate film departments and professional work
environments, they will have acquired enough fluency in the language of the craft to gain

credibility” (Sweeney, 2005, p. 38).

Further, scholarship looking at extracurricular youth media-making spaces and experiences
notes how such programs are much-needed paths for youth content creation, that both reflect
their interests and perspectives and support their technical, creative, and entrepreneurial skills
development (Blum-Ross & Livingstone, 2016; Chavez & Soep, 2010). Access to
extracurricular, creative-focused programming for Canadian children and teens is virtually
undocumented: a single report commissioned by People for Education notes that this type of
programming can widely vary (Upitis, 2014). One scholar has pointed to the lack and urgent
need of investment and cultural organization frameworks to effectively support youth arts-based
programming in Canada (Campbell, 2013, 2019). Yet, there doesn’t appear to be any further
evidence of efforts to map the various youth-focused video storytelling programs, let alone ones
that specifically cater to girls, in this country. In my efforts to grasp an overall sense of what
opportunities do exist, there appears to be a smattering of smaller programs, often run through

non-profit arts-oriented organizations, which serve local communities, including a handful of
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programs in the Greater Toronto Area.! I also discovered that the CBC News workshop that
participated in during high-school only ran a few cycles before it was abruptly cancelled. A long-
running youth-focused documentary filmmaking initiative offered by the Hot Docs organization
met a similar fate and was cancelled due to funding issues a few years ago (L. Sparks, personal
communication, August 30, 2019). Although students in Canada have provincially mandated
media education, which can include video production experiences, there do not currently appear
to be any long-running and wide-reaching community-based youth media production programs.
These research findings introduce the rationale for girls-only, extracurricular spaces through
which participants can be supported in exploring the art and craft of video storytelling critically,

creatively, and collaboratively.!*

Intervention Work and Addressing Inequities in the Canadian Media Industry

The secondary goal for this project is born out of a social justice agenda, emerging from
and seeking solutions for the lack of diversity in the Canadian media and the paucity of women
in key creative and decision-making. We are 15 or so years into era marked by a plethora of
streaming platforms in what has been called a new golden age of content. This is due to the fact
that social media tools have facilitated “bottom up” content production in a participatory culture
(Jenkins, 2006) or networked culture (Castells, 2009) in addition to the legacy “top down”
professional media industry model. Yet, despite an increase in platforms and tools with which to
create content, and a commitment by various media organizations to improve representation on

screen and behind-the-scenes, change would not seem to be occurring fast enough, if at all:

13 See the Youth Digital Media Ecologies in Canada database (last updated in 2017): http://ydme.ca/toronto-list-of-
organizations/index.html

141 further expand upon the function and value of extracurricular media production programming in Chapter 3. This
includes a more robust discussion of community-based youth media programming and media-focused interventions.
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research indicates that there are ongoing gender imbalances in key creative and decision-making
roles in media (Lauzen, 2021; Women in View, 2019). Even after major film festivals signed a
pledge to push for more visibility for female directors and transparency about gender parity
efforts a few years ago, the Cannes film festival announced only 3 of the 18 feature films
competing in the main competition in 2022 were directed by women (Eller, 2022). In Canada,
people working behind-the-scenes continue to lag behind in terms of representing our country’s
diverse populations and their experiences, which points to the need for intersectional strategies
(Women in View, 2021). I suggest that there is a dire need for first-hand insights in order to
uncover and understand these various issues more deeply. This includes, as Alison Harvey
(2019) calls attention to, the issues that are created by an emphasis on individualism and
meritocracy in the creative and cultural industries. Harvey draws on the work of Rosalind Gill
(2014) and Elissa Shevinsky (2015) to note how this focus can perpetuate deeper gender
inequality “by shutting down the ability to speak about and engage in action to change these
norms,” and even result in women feeling as though they have no choice but to “lean out of”

unhealthy environments (Harvey, 2019, p. 140).

Thus far, intervention efforts to address the lack of gender parity problem have focused on
support for women entering into the industry or seeking to advance into more senior media
positions. Although mapping all of such programs and incentives currently offered in Canada is
beyond the scope of this project, women can be supported through training and mentorship
programs and bursaries/internships, as well as incentives offered by National Film Board,
Telefilm, and the Canada Media Fund (CMF) (Telefilm Canada, 2019; Women in View, 2019).
The CMF, for example, has made it a requirement for broadcasters to hire a requisite number of
women in key creative positions, offer job placement incentives for women directors, and

increase the number of projects led by women (Women in View, 2019). However, considering
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examples from my own story, as well as insights from the previous section, there is a case to be
made for earlier interventions in support of girls’ media production and video storytelling
interests (Kearney 2008; Sweeney, 2005). These types of programs can encourage more girl-
identifying youth to get involved in video storytelling in the first place, whether it is cultivating
an interest as a middle-schooler, entering a media production program at the post-secondary
level, or even potentially focusing entirely on cultivating her skills and creating content
independently. This is what drives my interest in intervention-type work, including the video
storytelling program central to this research study, and further informs my desire to reflect on
future directions in both research and intervention work of this nature. At the same time, it is
important to note that I do not suggest such programs can directly address all the systemic
inequities in media production roles and programs or create equitable access to arts-based
programming. However, I hold the belief that creating opportunities and communities through
which girls can develop strong storytelling skills and explore media storytelling paths will
contribute, even if only by a ripple, in strengthening a sense of community and support networks

for girl and women media storytellers, and potentially amplify their (media) voices.

I'look at the current user-generated media content landscape with a critical eye but also
with a sense of hope: after all, these are communication tools and storytelling formats that my
generation and generations of girls and women before me did not have such easy access to.
Certainly, I do not wish to suggest that I take a purely celebratory view of social media.
However, having reviewed the research on media education curriculum (when it includes
production) and engaging in this work with youth myself, I am motivated by the opportunities

now available for anyone to create on their own terms, and for content to reach other like-
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minded/identifying folk with whom it resonates.!> I also witness an opportunity for budding
media storytellers to experiment and cultivate their storytelling skills in an invaluable, low-stakes
way (especially if they can choose whom they share it with), especially when contrasted to the
layers of bureaucracy and often seemingly endless cooks-in-the-kitchen involved in any
professional media program. These observations and musings further fuel my motivations to
undertake research in this area. I wish to conclude this section with a few excerpts from a
manifesta for feminist media criticism by Mary Celeste Kearney (2012), whose work has

motivated and informed my own path considerably:

Because we understand the power of media as tools for documenting lives, expressing
creativity, exploring identity, and building community, and we want all people to have

equal access to those tools and those powers.

Because we are committed to supporting feminist, queer, and anti-racist media producers

and know that doing so is integral to changing our society for the better.

Because so many girls, parents, and teachers the world over don’t see media production as
a worthwhile profession for women, and males continue to dominate both production

programs and the media industries at all levels.!®

Conducting Research and Producing a Dissertation in Unprecedented Times: A Pandemic

and Personal Note

The experiences of conducting this research and writing this dissertation have been

immeasurably impacted by the CoVid-19 pandemic. Throughout this process, I’ve developed an

15 See Chapter 3 for further discussion regarding how children and youth can learn about media.
16 See the full manifesta at https://blog.commarts.wisc.edu/2012/12/11/feminist-media-criticism-is-part-2/
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overarching sense of how the pandemic—as well as myriad other developments, shifts, and
tensions in my own life—have shaped this work. I have also long been intrigued by the
affective/emotional and relational aspects of our lived experiences as well as how these
dimensions influence the projects we produce. This prompts me to offer some brief, additional

context.

I defended my dissertation research proposal in 2019, after more than five years as a full-
time graduate student and a major life shift where I temporarily stepped away from a media
career to pursue a Master’s and PhD consecutively. One of the ongoing challenges of entering
into academia after a lengthy professional career has been reconciling my established identity
and confidence as a media storyteller with my emerging academic identity and the learning curve
of new scholarly pursuits. My academic identity has also centred around a desire to conduct
interdisciplinary and practice-based research. Given my interest in both media and education, I
found myself necessarily tasked with orienting myself in these two distinct areas as well as
looking for points where they intersect. Although both of my graduate degrees are
interdisciplinary, the doctoral program is situated in a faculty of education. My coursework, as
well as research and TA-ships, certainly shaped my thinking and how I entered into this research.
Yet, I found myself “defaulting” at times along the way to media theory and practice. This is
perhaps to be expected, given that this area aligns more closely with the professional field I had

spent close to two decades in and that felt most familiar.

Given previous professional and research experiences, [ was also aware of the labour-
intensive nature of practice-based research. The added context of the emerging pandemic
rendered this type of research next to impossible; I consistently struggled to reconcile my

academic goals and the abrupt shift of my everyday life with the magnitude of this
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unprecedented health crisis and suffering of so many around the world.!” I will discuss this
research stage in more detail in a later chapter, however, the loss of momentum due to many
constraints had a definite impact on my morale. It also made finally securing participants and
engaging with them even more gratifying. Making this study happen was a tumultuous and

emotional experience.

More recently, after completing my fieldwork for this research, I was fortunate to begin a
tenure-track professorial position in media production. I subsequently found myself focusing
more and more on media theory and a media studies lens and they wove their way into all
aspects of my scholarly life. Planning curriculum and interacting with students and faculty also
added a new dimension to how I was thinking about my research, including how I ultimately
approached my data analysis and the focus of my discussion. It further played a role in my desire
to honour the stories of the participants and how I present them. Additionally, I found that I was
increasingly reflecting upon the journeys of young video-makers and how to better support them.
This advocacy piece was a part of my initial research goals but grew in significance as I
continued to encounter evidence of inequities and lack of diverse representation in the media

industry.

It has been perplexing to consider how this dissertation is an artifact of an unprecedented
time. It has been further perplexing to recognize how the work, including aspects such as how it
is structured and written, reflect a challenging journey to conduct research under exceptional

circumstances and my own evolving thinking and experiences during this time. Whether viewed

17 The term “unprecedented” felt like the defining adjective for the pandemic as it was popping up in media
reporting constantly.
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as a benefit or a consequence, this is a significant added dimension and layer of story coexists

and intermingles with the main story that this dissertation tells.

Land Acknowledgement

’

“The truth about stories is that’s all we are.’

- Thomas King

This research project was conducted virtually with both the participants and the
researcher situated in the area known as Tkaronto. This place where I live and call my home is
colonized land and the traditional territory of many nations including the Mississaugas of the
Credit, the Seneca, and the Huron-Wendat peoples. The nature of my research topic has
prompted me to reflect on how Indigenous peoples were the first storytellers of this land,
preserving and passing on their culture and beliefs for generations through oral storytelling.
Stories, regardless of the medium through which they are told, hold immense power. As
Indigenous author Thomas King (2003) notes, stories shape how we see and understand
ourselves and our world. I ask you to consider, as I have throughout the process of producing this
research, who in our society is granted the privilege (and the platform) to tell their stories and
who is not. The participants in this study represent members of society whose stories are
relatively ignored: as young people, as girl-identifying folks, and as racialized individuals. I
acknowledge their contributions and appreciate them for sharing their stories with me and

allowing me to share their stories in this dissertation.

Dissertation Overview

This chapter has provided both the context and significance of my research project,
including how my own experiences have motivated the focus and approach to this topic. I have

further outlined the importance of examining the experiences of girls interested and engaged in
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video making as well as the particular relevance of extracurricular, girls-only, and documentary
storytelling-focused programming or interventions. Unfortunately, insights into the experiences
of girl-identifying video storytellers are incredibly limited, as is information on what programs
are available to support them, let alone who these programs actually reach. This sets up why I
have focused this research on a brief video-making program/intervention that I designed and

offered to a small group of girl-identifying participants in Toronto, Canada.

In the next chapter, I discuss the theoretical underpinnings of this research: first and
foremost, my research is informed by the wider project of feminism and further considers key
ideas associated with post-structuralist, Science and Technologies Studies/post-humanist and
intersectional feminist perspectives. Concurrently, it acknowledges the overall influence of post-
feminism on contemporary feminist scholarship, including research that focuses on girls’ lives
and their relationships with media. I also note the influence of feminist media/feminist media
pedagogy and public pedagogy on my work. These perspectives and the key ideas emerging
from them informed the overall focus, approach, and design of my research, including my

approach to presenting and discussing findings.

Given the interdisciplinary nature of this study, Chapters 3 and 4 focus on reviewing
relevant literature in the areas of media studies, education/pedagogy, and girls’ studies/girlhood
studies. In Chapter 3, I present an overview of key theory and concepts pertaining to media
education. I begin by discussing media education in school-based contexts, tracing the evolution
of media literacy curriculum and scholarship, and highlighting key developments around critical
literacy and making media. Next, I discuss extracurricular programs as a source of media
education for youth, noting the particular relevance of the documentary media genre and the

concepts of participatory video and digital storytelling for both youth-engaged media-making
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and research. I then turn to scholarship that focuses on informal youth digital (Iearning) cultures.
I note how research in this area aims to better understand youth media-making practices with an
eye on how these practices can inform more relevant and equitable curricula and support for
young people’s development of requisite literacies in a digital age. In this section, I introduce
several ideas that directly inspired and supported my research: a consideration of young people’s
technical identities and mediated dispositions (Lange, 2014), genres/modes of participation (Ito
et al., 2009), and the tenets of a connected learning framework (Ito et al., 2012). Finally, I
contextualize media education and media-making experiences in relation to opportunities for
tweens and teen girls living in Canada. I note the pressing need for research that maps such
opportunities and that examines inequities surrounding accessibility and participation in
curriculum-based and extracurricular media-making programs. This discussion supports the
secondary aim of my research: to reflect on how to better support and advocate for more girls’

video storytelling opportunities, including in Toronto.

Chapter 4 turns its attention to girls. I begin with a general overview of the scholarship
within the domain of girlhood/girls’ studies and note key areas of focus and developments,
including the move to trouble normative conceptions of girlhood. This section introduces several
concepts and concerns that are also taken up in scholarship focused on girls’ media
studies/cultures and research that hones in on girls’ media making and video storytelling. I
present my review of girlhood/girls’ studies, girls’ media studies/cultures, and girls and video-
making as three separate sections to emphasize the relative “newness” of girlhood studies as a
scholarly area and to draw attention to the considerably limited scholarship on my specific
research topic. The chapter also highlights scholars who call for broadening the range of research
methods used in girls’ media studies, the importance of engaging girls as research collaborators,

and the need for research that explores girls “making stuff.” I also note the paucity scholarship
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that focuses on marginalized populations and discuss examples of emerging research on Black
girlhoods and other racialized groups and that applies intersectional approaches to research and
analysis about girl-specific topics. As I did in Chapter 3, I then turn to consider research in
Canadian contexts, which is relatively non-existent. I conclude the chapter by underscoring the
need for research that focuses on girls’ media-making and research with and not just about girls.
I suggest that uncovering complex, nuanced, and situated insights will not only bring inequities
to light, but will lay the groundwork for advocacy efforts, including much-needed media-making

programs and opportunities specifically for tween and teen girls.

Chapter 5 focuses on the design of the study. I begin by noting that this research centered
around a brief, girl-specific, extracurricular video storytelling program/intervention that ran
virtually over four weeks in Spring, 2021. I then share insights into how the emerging pandemic
impacted the research design—including a necessary shift to a virtual context—and new
considerations and challenges I encountered with regards to recruitment and designing the
program. of the emerging pandemic on this process. I proceed to outline the research site and
research participants: a Toronto-based non-profit organization focusing on girls’ empowerment
and four girl-identifying youth, ranging in age from 11-17, all of whom were members of
marginalized and/or racialized groups. Next, I reflect on my positionality in relation to the
marginalized tween and teen research participants and segue into a discussion of ethical
considerations specific to working with youth populations. Finally, I describe the overall design
of the video storytelling program/intervention—including adaptations I made to support working
with racialized and marginalized youth—as well as give an overview of the media-making
activities we explored. I conclude the chapter with a note that considers the role of video making

and storytelling during a pandemic.
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In Chapter 6, I focus on my research methodology and discuss the approaches I took to
collect/generate and analyze the data. I discuss why I opted to apply a qualitative case study
methodology, supported by arts-based research methodology. Next, I provide an overview of as
well as rationale for the data collection/generation methods I used; this included participant- and
researcher-generated as well as multimodal data sources. After summarizing the data that I
collected, I move into a discussion of my initial data analysis approach which involved coding
interviews and vlogs and looking for common themes and points of departure amongst the
participants. This process proved useful in supporting my secondary research goal but prompted
me to evolve my approach to better address my primary research goal and research questions
around better understanding and communicating participants’ video-storytelling journeys. In an
effort to chronicle and be transparent about my journey as a researcher, I note how encountering
narrative portraiture methodology helped to inform an additional approach to reviewing the data
and also inspired how I planned to present my research findings. I describe how this new process
focused on reviewing each participant’s collective data and crafting a “video-storytelling
persona,” inspired by several concepts and pieces of scholarship around youth digital cultures,
including Lange’s (2014) notions of technical identity and mediated dispositions. The personas
are based on two-to-three key themes that I gleaned from each participant’s data; each one aims
to encapsulate her video-making experiences and approaches—in the specific context of our time
together and the data that I collected/generated—and explores her creative and technical skills
and specific aspects of video-storytelling interest as well as what informs or inspires both her
process and the content that she makes. I conclude this chapter by noting that I will also engage

in a discussion that brings all participants’ data and experiences together in Chapter 11.

Chapters 7-10 report on the data by describing the video-making experiences and

approaches of each of the four research participants. Each chapter begins with a brief biography
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and overall summary of the participant’s experience in the program—her “portrait,” followed by
her “video-storytelling persona,” and concludes with a “snapshot” summary. In a narrative style,
I weave in excerpts of her data and perspectives along with screenshots from her various media
creations. Returning to the secondary goal of this study around designing and advocating for girl-
focused video-making programs, Chapter 11 brings the participants together by way of several
notable themes across their data. It explores their collective experience in relation to key ideas
emerging from feminist theory, principles of feminist media, public pedagogy, and scholarship at
the intersection of youth media cultures and learning. It further considers the broader media
environment or ecology for this current generation of tweens and teens and reflects on how

programs can be designed to support diverse populations of girls.

The final chapter offers additional reflections on feminist video-making for girls as well as
on role of digital storytelling for youth in the context of the pandemic. It also emphasizes the
case for girl-specific media-making programs/interventions as well as research that focuses on
and centres girls’ experiences. In the spirit of hope during this incredibly complicated and
difficult time in our history, I conclude the dissertation with individual messages to each of the

four participants.
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Chapter Two: Theoretical Framework

Introduction: The “Project” of Feminism

This is an inherently feminist research project. I set out with the overarching goal of
challenging a male-dominated view of media culture via girl-specific, extracurricular video-
making programming. In so doing, I join a small group of scholars who have focused on girls
and video-making and have utilized ethnographic research methods (Bloustien, 2003;
Brushwood Rose, 2009; Dahya & King, 2018; Jackson, 2018; Kearney, 2006, 2018; Lange,
2014; McPherson, 2019). My work represents a concerted effort to not only emphasize the
stories and experiences of girls who are engaging in video storytelling but to reflect upon how to
design and deliver opportunities for diverse populations. Such opportunities can support girls in
cultivating their media storytelling confidence and style/approach within a supportive
community. I begin this chapter by defining feminism. I describe how I took up this work in
response to calls from feminist scholars to acknowledge the undervalued contributions and
perspectives of women in relation to the historical privileging of male thought and experiences or
“androcentric bias” (Hesse-Biber, 2012), with an emphasis on transformative practice and
activism (hooks, 1994). I then discuss key ideas put forth by post-structuralist, science and
technology studies (“STS”’)/post-humanist, and intersectional feminists that are particularly
relevant to a research project that straddles media, education, and girl’s studies, and involves a
media-making intervention for and research with girl-identifying participants from marginalized
communities. I also discuss the overall influence of post-feminist perspectives on contemporary
research about girls. I further draw from research and key ideas in the areas of feminist media
and feminist media pedagogies. Finally, given the extracurricular-based learning format of the
program, its media-making focus, and the fact that I was working with girls in a technology and

media saturated age, I discuss how public pedagogy informs this work.
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Feminist Perspectives

Feminism is a movement that resists and aims to eliminate sexism, sexist exploitation,
and oppression. As an emerging feminist scholar and researcher, it is important that I begin by
acknowledging that feminist theory is actually comprised of many different perspectives, each
branch having defining foci and points of congruence with as well as of points of departure from
other branches. Scholars have further noted the challenges of engaging in feminist work, in part
because of prevailing debates regarding theory, forms of activism, and the movement’s
relationship to sexuality, class, race, and colonialism (Lumby, 2013). This prompts me to provide
an overview of some of the key ideas brough forth by feminist scholars that are important to
acknowledge given the nature of my research topic, whilst also acknowledging that what I offer
in this chapter is far from an exhaustive examination. This section further aims to orient both
myself and the current generation of tween and teen girls I research here in relation to the wider
project of feminism: Engaging in feminist research and working with girls demands an
awareness of the “murky brew of feminism, anti-feminism and postfeminism” that marks this

moment in history (Jackson, 2018, p. 33).

As Angela McRobbie (2009) explains, post-feminism is necessary to acknowledge
popular culture’s undoing of feminism “while simultaneously appearing to be engaging in a
well-informed and even well-intended response to feminism” (p. 11). Popular feminism emerged
during the first wave of feminism in the 60s and 70s through the circulation and
commodification of predominately White-centric concerns in popular culture (Banet-Weiser,
2018). Additionally, Cynthia Carter, Linda Steiner, and Lisa McLaughlin (2014) point to how
evidence of the overall progress towards gender equality and public shifts in perceptions around

gender roles in the Global North contributes to a sense of, as McRobbie (2009) puts it, feminism
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as having been “taken into account” and no longer needed. In their consideration of
postfeminism in the context of field of gender and organization studies, Patricia Lewis, Yvonne
Benschop, and Ruth Simpson draw on ideas presented by Rosalind Gill (2007), Stephanie Genz

and Benjamin Brabon (2009), and Lewis (2014), and note that postfeminism:

signals three significant moves within feminism: first a shift away from a concentration
on equality to a consideration of difference manifest in an active engagement with
multiplicity, heterogeneity and variety. Second, there is a change in how ‘woman’ as the
subject of feminism is conceptualised and third, there is an ability to contemplate
feminism’s location in relation to other political and philosophical movements focused on
change. In ‘post-ing’ postfeminism by aligning it with other ‘posts’, this version of
postfeminism presents itself as a type of feminist perspective which connects with

existing feminist approaches. (Lewis et al., 2017, p. 214)

In framing this discussion with regards to the girl participants with whom I engage in my
research, it is important to note that contemporary popular feminism represents a further
commodification of the movement that involves placing the onus on the individual as responsible
for her own happy life and success exemplified by the “girl power” motto (Banet-Weiser, Gill &
Rottenberg, 2020) and arguably the “girl boss” persona as well. This perspective stands in stark
opposition to Sara Ahmed’s (2010) notion of the “feminist killjoy” represented by an emerging
postfeminism. Further, contemporary feminist scholarship has shifted away from structuralism’s
use of binary, hierarchical oppositions to understand products and towards critical, poststructural
analysis that examines both the product and the complex systems (and accompanying biases)
involved in its creation, including power dynamics, and notions of language, discourse, identity,

and the self (Gill, 2007; Rottenberg, 2014). Although not all feminist scholars consider
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themselves to be post-structuralists, it has been argued that they are united by a commitment to a
move away from “universalizing and homogenizing accounts of how power, sex, and gender
operate” (Lumby, 2013, p. 603); this is a key idea advanced by Judith Butler (1990). Post-
structuralist feminist scholars consider notions of identity and the self as well as power
dynamics, often drawing from Foucault’s (1979) notion of power as negotiated rather than fixed,
subject to myriad variables, and always constituted through and embedded in forms of

knowledge or discourse (Burman, 2017; Lumby, 2013).

As this project involves girls’ use of technological tools to create videos, contributions
from feminist STS and posthuman scholars are also relevant. Predating the birth of digital media,
Donna Haraway developed the notion of situated knowledge, and proposed that “the object of
knowledge be pictured as an actor and agent, not as a screen or a resource, never finally as a
slave to the master that closes off the dialectic in his unique agency and his authorship of
‘objective’ knowledge” (1988, p. 592). Leah Lievrouw (2006) points to the social shaping of
technology and the role of “human choices and action in technological change” as opposed to
taking the view that technology is “politically and ethically neutral, an independent force with its
own inevitable logic and motives, or as a mysterious black box that cannot be analysed socially”
(p. 248). The works of Haraway and of Judy Wajcman also demonstrate how technology is
gendered and how gender and technology shape one another (Haraway, 2006; Wajcman, 1991,
2007). Wajecman (1991, 2007) further argues that technology consists of cultural products that
are historically constituted by certain types of knowledge, social practices, and other forms of
representations. Technologies, Wajcman posits, are designed as intrinsically gendered as a result
of the choices, values, and priorities of the individuals involved in creating them, and therefore
reflect a male bias. Scholars have shown how gender is mediated by a given platform’s software

architecture (De Ridder, 2013), which can be demonstrated by something as seemingly
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innocuous as a drop-down choice menu to indicate one’s gender and having “male” set as the
default option (Stanfill, 2014). As Grosz notes, feminist scholars who research technology
should remain “critical of an apparently phallic drive to plug things, make connections, link with
things” (1993, p. 167). Scholars also note how gender bias is evident in mixed-gender
technology-focused curricular and extracurricular settings (Fisher & Jenson, 2017; Jenson et al.,
2003; Jenson & de Castell, 2010), including examples of girls stepping back to allow boys to
lead while they instead are relegated to organizational tasks (Buckingham et al., 1995; Stack,
2009). My own career experiences echo scholarship that points to how key creative roles like
director or camera operator or director are masculinized and dominated by men (Citron et al.,

1978; Kearney, 2006).

Intersectionality is an important consideration for a contemporary feminist researcher and
even more so when engaging with racialized and/or marginalized populations of girls and/or
women. In response to the emphasis on White, middle-class women’s views in earlier “waves”
of feminism, Kimberlé Crenshaw (1989, 2011) coined the term to draw attention to the
complicated intersections that influence a person’s experiencing of institutional discrimination.
By viewing race and gender as parallel and not intersecting, Crenshaw (1989) posits that we can
only have a partial perspective and particularly for those who face multiple layers of
marginalization, such as women of colour: “If an accident happens in an intersection, it can be
caused by cars traveling from any number of directions and, sometimes, from all of them” (p.
149). Additionally, she notes that intersectionality is important in that it complicates not only our
understandings of women’s experiences but also our ability to discern causes and work towards
solutions. Intersectionality highlights how contemporary feminist movements have been built

around the issues of White, middle-class women and can neither account for nor represent the
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diverse range of experiences and practices of women of colour. Patricia Hill Collins (1990)

explains that:

[t]he fluidity that accompanies intersectionality does not mean that groups themselves
disappear, to be replaced instead by decontextualized, unique individuals whose personal
complexity makes group-based identities and politics that emerge from group constructions
impossible. Instead, the fluidity of boundaries operates as a new lens that potentially
deepens understanding of how the actual mechanisms of institutional power can change
dramatically even while they reproduce long-standing group inequalities of race, class, and

gender. (p. 68)

Fluidity also describes how one engages in this type of feminist inquiry. Kathy Davis
(2008) notes that intersectionality does not operate as a “normative straitjacket” with a fixed set
of protocols, but rather, through its ambiguity, offers much to guide an “innovative, explorative,
and accountable feminist research practice” (p. 79). Intersectionality assists scholarship in
moving beyond individual or group experiences and towards examining how structures of
domination intersect, such as racism and heteropatriarchy (Molina-Guzman & Cacho, 2011). Put
another way, intersectionality is “a theoretical lens that problematizes identification as emerging
from multiple axes of categorization that coexist and co-construct identity” (Leurs & Ponzanesi,
2013, p. 633). Postcolonial feminist scholars also consider intersectionality and recognize that a
single category of woman cannot encompass the entire diversity of women’s experiences

(Anzalduaa, 1987; hooks, 1990; McClintock, 1995; Mohanty, 1988).

I proceed with these ideas and perspectives in mind, while at the same time keeping in
mind bell hooks’ (2015) caution with regards to dividing feminism through a focus on

difference: hooks notes that this can break up the “sisterhood” and risks diminishing any
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collective strength of a “female consciousness,” which would ultimately result in strengthening

the larger oppressive structure that supports the Patriarchy.

Feminist Media

This research project considers not only the processes of girls’ video-making and how they
learn and develop their approaches and skills, but also the products they create. It also focuses on
an intervention-style media-making experience for girls, with an eye on advocacy around
advancing girls in media production. As such, my inquiry and the design of the video-making
sessions, including facilitation approach, are influenced by myriad feminist media studies
scholars, several of whom engage in work that unites pedagogy with media studies. Feminist
media scholars have been influenced by cultural studies as well as post-structuralism in the last
two decades (Lotz, 2001). As Alison Harvey (2019) notes, like traditional media studies critique,
feminist media critique can focus one or more of the following: analysis of media texts,
exploration of the people and cultures of media production, and action-oriented interventions in
and through the media. As mentioned earlier in this chapter, a feminist lens assumes that “our
social realities are shaped by our experiences and contexts within an unequal system of power
based on gender and other axes of oppression” (p. 34). Feminist approaches to media studies are
influenced by critical race theory and queer theory as well as “postcolonial critique and
poststructural theories of identity, wherein gender and other subject positions are understood to

be contingent on social norms and cultural institutions in specific contexts” (p. 33).

Lauren Berliner and Ron Krabill’s edited volume Feminist Interventions in Participatory
Media (2018) is a significant piece of scholarship that intersects media and pedagogy: it explores
how feminist pedagogical approaches can be applied to participatory media activities. The

editors discuss the evolution of media towards more participatory technology and platforms. This
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parallels the broader goal of feminist media pedagogies to decentre traditional media production
practices, which are the product of privileging certain voices and operating within
structures/institutions shaped by hierarchies and driven by a neoliberal agenda. They further
posit that participatory media as an approach has been consistently useful in “disrupting notions
of a singular expertise in media power, an explicitly feminist concern” (p. 5). In this volume,
Kathleen Woodward’s (2018) chapter analyzes three female-driven digital media in order to
highlight that they are all animated by several key feminist principals and goals: 1) pursuit of
social justice; 2) theoretical commitment to intersectionality; 3) dedication to reciprocal rather
than non-hierarchical relationships in teaching, scholarship, and the arts; and 4) creation of
spaces for multivocal, dialogical expressions that are heard by others. She suggests that face-to-
face interaction to generate intimacy and a “low-tech” nature are also key components. Feminist
pedagogy, she writes, considers embodiment, both on the individual and the social levels, as well
as emotions and feelings as sources of understanding as well as strength. This connects with her
discussion of a collaborative, multigenerational artistic Women Who Rock project, where she
uses the concept of convivencia, or “affective spirit of community,” to describe the spirit of
“binding women to each other through the co-creative, intellectual, pedagogical and social
spaces” (2015, p.78). Aligning with many of these ideas is jesikah maria ross’s (2018) chapter
exploring how feminist pedagogy can be woven into design thinking (DT) in community public
radio storytelling projects, to highlight “learning from lived experience, embracing multiple
perspectives, group process, distributed knowledge, reciprocity,” and to create a more

meaningful experience for all participants (p. 50).

My project finds much in the way of common framing and goals with the above projects.
Additionally, through working with girls living in a participatory culture and engaging with
social media, it aligns with feminist media pedagogies’ rejection of success on the basis of likes
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or re-tweets, and instead “centers on the impact of media on the world that it wishes to change,
for the better” (Eaton, 2010, as cited in Berliner & Krabill, 2018, p. 7). Situated in an
extracurricular context that is voluntary and focused on a common interest in video making, my
project is further motivated by Berliner and Krabill’s belief that participatory media initiatives
are most effective when they engage with “localized or small-scale publics, wherein
communities of practice can develop distributed forms of mentoring and knowledge-sharing” (p.
6). This bears resemblance to Low, Brushwood Rose, and Salvio’s (2017) exploration of
community media pedagogies via participatory media and their discussion of the
counterhegemonic potential of the notion of the “commons” as a “framework for reimagining
public education by strengthening the capacities of communities and their ties to schooling rather

than emphasizing the belief in individual achievement fostered by capitalism” (p.10).

Public Pedagogy

This project specifically and intentionally focuses on a girls’ video storytelling and making
intervention in an extracurricular context and is interested in how girls learn and approach media
making. Part of exploring participants’ experiences with media making, as well as their media-
making personas and skillsets and how they develop them, involves a consideration of both what
they already knew about regarding media storytelling as well as the learning they experienced
through the program. As such, there was an inherent pedagogical dimension to this work.
“Pedagogy refers to the cultural-specific ways of organizing formal teaching and learning in
institutions including schools” (Luke, 1996, p. 132); from this definition, public pedagogy can be
understood as evolving out of educational and curriculum studies, and into the “spaces, sites, and
languages of education and learning” that lie outside of the aforementioned, formalized contexts

(Sandlin et al., 2010). In 1979, Postman called attention to the struggle between the “first
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curriculum” of the mass media and the “second curriculum” of schools, and by the turn of the
21% century, children’s culture scholars were claiming that corporate produced children’s culture
had replaced classroom instruction as “the producer of the central curriculum of childhood”
(Kincheloe & Steinberg, 2004, p. 11). Scholars increasingly acknowledge that “schools are not
the sole sites of teaching, learning, or curricula,” nor are they necessarily always the most
influential (Sandlin et al., 2010, p. 2) and especially in a network society (Castells, 2000). Public
pedagogy in influenced by both curriculum theory and cultural studies, and, in the latter case,
scholarship that draws from Antonio Gramsci (1971) who called for analysis that considers how
the pedagogical aspects of public and popular culture either reproduce or challenge hegemonic
structures (Gramsci, et. al., 1971; Sandlin et al., 2010). Henry Giroux (2004) is often credited
with advancing critical and counterhegemonic explorations of popular culture through a view of
pedagogy as “not simply about the social construction of knowledge, values, and experiences; it
is also a performative practice embodied in the lived interactions among educators, audiences,

texts, and institutional formations" (p. 61).

Public pedagogy scholars have examined sites of learning which include mass media and
popular culture such as television (Giroux, 2000; Wright, 2010), museums, galleries, the Internet
and social media, and even parks (Giroux, 2004; Kincheloe, 2002; Sandlin et al., 2008). Public
pedagogy, as Sandlin et al. (2010) argue, is especially relevant as the ground of contemporary
education shifts at a time when the lines between private and public spheres become increasingly
blurred. Indeed, the pedagogical impact of media technology and content has long been a

consideration for scholars working at the intersections of media studies and education.

Connections between public pedagogy and feminist scholarship are evident as well.

Carmen Luke (1994, 1996) is attributed with making the earliest references to public pedagogy
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in North American scholarship through her efforts to present everyday life as comprised of
pedagogical activities. As part of the broader feminist project of recognizing the sociohistorical
contributions of women, Luke’s edited volume Feminisms and Pedagogies of Everyday Life
(1996) included chapters that included scholarship on women’s friendships and parenting, and
which also addressed how gendered identities are constructed and circulated through various
everyday sites and activities of life, and how individuals negotiate these identities. Around the
same time, several curriculum theorists such as Jeanne Brady (2006) and Audrey Dentith (1999)
who engaged with public pedagogy noted that they were operating within a feminist politics that
they described as a “curricular practice oriented toward subverting dominant ideologies”
(Sandlin et al., 2011). Focusing on discourses circulated by the media, Dentith and Brady (1999)
suggested that media could also help produce collective identities for women and other
marginalized groups oriented toward social justice activism. These ideas align with the tenets of
a feminist pedagogy that emphasizes empowerment, community, and leadership (Shrewsbury,
1997) and aims to “construct pedagogical encounters characterized by cooperation, sharing,
nurturing, giving voice to the silenced” (Luke, 1996, p. 6). Among their recommendations for
future directions in public pedagogy scholarship, Sandlin and colleagues note a need for
researchers to “situate themselves within the tenuous border spaces between understanding and
overwriting the individuals and events with whom or with which they produce meaning” through

feminist, critical, postcolonial, queer, and literary frames (p. 362).

Embarking upon research with girls in this current moment, exploring their relationships
with and approaches to making media, and framing both the research project and girls’ media-
making program as “interventions” can all be said to align with the goals and concerns of public
pedagogy and especially with feminist perspectives and goals. Further, my inquiry takes
pedagogical considerations of digital and social media into account, including how participants’
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learning about media making is inextricably linked to the increased prevalence of media in their
lives, their consumption of content, use of technological tools, and in some cases their seeking

out learning resources on digital platforms to further their interest.

Conclusion

In this chapter, I presented the overarching feminist and public pedagogy framing of my
research. I discussed key developments, ideas, and areas of concern emerging from post-
feminist, intersectional feminist, post-structuralist, and STS/post-humanist feminist scholarship
that are particularly relevant to a contemporary, fieldwork-based study that aims to centre the
experiences of its girl-identifying participants. I also considered how girl-specific media-making
programs or interventions can contribute to change (i.e., broader shifts towards more girls and
women taking up media storytelling). With the goal of understanding girls’ media-making
experiences prior to and through the intervention and research study, as well as how they learn
about and engage in video-based storytelling, I also discussed how this work intersects media
studies and education studies and draws from feminist perspectives of media studies and feminist
media pedagogy. I then presented an overview of public pedagogy, calling attention to synergies
with feminist thought, and the significance of media as a site of socialization and learning for
contemporary youth. The proceeding chapter is the first of two that focus on reviewing relevant

literature that situates my research project.
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Chapter Three: Literature Review — Part One: Youth Learning About and Making Media

Introduction

In this chapter, I present the key discussions and notable concepts that pertain to young
people and media education. I organize the discussion around the three main ways in which
young people can learn about—which may or may not include opportunities to make—media:
in-school/curriculum-based contexts, extracurricular and community-based contexts, and
informal contexts. The in-school context discussion focuses on the evolution of media education.
The section that discusses community-based media-making programs for youth includes
reference to the particular relevance of the documentary or non-fiction genre for youth content
production. I also note points of congruence with research methods and practices known as
participatory media and digital storytelling. Moving into scholarship that examines media
engagement in informal contexts, I explore significant conversations and ideas to have emerged
from the early years of social media, onwards. As my project is concerned with how girls explore
digital video storytelling and their media-making identities and skills, I note applicable concepts
emerging from scholars who research at the intersection of youth culture, learning, and digital
media, including technical identities (Lange, 2014) and modes or genres of participation (Ito et
al., 2009/2019). This includes the prevailing issue of digital inequities around technology and
scholarship that presents possible ways forward, including the development of a connected
learning framework (Ito et al., 2012). Before concluding this chapter, I contextualize youth
media education and media-making experiences in relation to a young person living in Canada
more broadly, or Toronto more specifically. I conclude the chapter by noting the overall dearth
of research into the media-making lives of tweens and teens, including Canadian-specific

contexts. | further note the problem of having virtually no data around young people’s
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experiences of learning, either formally or informally, about the creative and technical aspects of

media production, which hinders any effort to proceed with strategies to increase opportunities.

Media Education Curriculum

School-aged children are increasingly accessing information digitally, and potentially
creating and sharing content on social media platforms, which continues to fuel curriculum
development and research around media education as well as information/digital/ media literacy
skills development. This has resulted in the integration of media education or media literacy into

school curricula in countries around the world, including Canada.

Media education or media literacy curriculum emerged out of the tradition of effects-based
research in media studies, which itself developed out of conversations in the early years of
broadcast media, especially television, around the impact of media on society. A foundational
text that defined early media education is Len Masterman’s “Teaching the Media” (1985), which
took on a “protectionist” approach, as Masterman refers to the mass media as a disease with real
potential to “corrupt” audiences, especially children. In the 1980s there was a worldwide
movement, albeit mainly outside of the United States, towards media education, including efforts
shepherded by the British Film Institute and UNESCO (Kubey, 2003). A White paper prepared
by the German Commission for UNESCO in 1982 had a visibly protectionist undertone,
expressing concern that children’s television viewing hours were exceeding the time they spend
in school, while also calling for a need to equip students with a “critical understanding of the
phenomena of communication” by focusing on literacy through the symbolic systems of images,
words, and sounds (as cited in Kubey, p. 352). Canada, a country looked to as a leader in the
development and adoption of media education, introduced media education into secondary

schools in the 1980s and 1990s via a curriculum that drew considerably from Masterman’s work
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(Pungente, 1989). Broadly speaking, media education or media literacy curriculum has
traditionally focused on three points of analysis: production, textual or material form, and

audience (Hoechsmann & Poyntz, 2012).

In the years that followed and as the media became more a presence in society, scholars
began to advocate for a media education rather than a media panic approach and to strive for a
balance between protectionist and more celebratory stances around empowerment and innovation
(Buckingham 2003, 2019; Buckingham & Strandgaard Jensen, 2012; Share, 2009). However,
media education continues to be oriented predominately around teaching students how to analyze
or deconstruct media texts to reveal how their messages are constructed, information is
represented, and content is shaped to suit audiences (Hoechsmann & Poyntz, 2012; Share, 2009).
In response to the critical turn in media studies and educational spheres, scholars have made a
case for a critical media literacy (Buckingham, 2003, 2008; Hoechsmann & Poyntz, 2012;
Kellner & Share, 2005, 2007; Lankshear & Knobel, 2008) that considers the roles of ideology,
power, and pleasure, through examining “the production, institutions and political economy that
motivate and structure the media industries as corporate profit-seeking businesses” (Kellner &
Share, 2007, p. 65). There has also been a growing push to incorporate production and making
activities into media literacy education (Jenkins, 2006; Share, 2009) with scholars suggesting
that media literacy develops through the process of making or “encoding” in addition to
analyzing or “decoding” (Hall, 1980/2012). As part of critical media literacy curriculum, content
can be analyzed to reveal dominant norms and assumptions, which can then prompt students to
challenge these norms and assumptions (Kellner & Share, 2007). Proponents of critical media
literacy point to the potential, particularly with the emergence of new media technologies, for
students to create alternative media messages. Drawing from Paolo Freire’s (1996/2000)

liberation pedagogy, Share (2009) notes that “as students create their own media, they have the
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opportunity to disrupt adult authorial power and position themselves as the creators of new

media messages in their own voices and from their own perspectives” (p. 24).

Meanwhile, the lines between consumption and production continue to blur with evolving
technologies and platforms in a digital and social-networking-driven era. Scholars from both the
educational and media studies realms have examined these shifts, as well as the shifting role of
audiences—especially those comprised of young people—from passive consumers to active
creators. Henry Jenkins (2006, 2009), building from his scholarship focusing on fan cultures,
coined the terms “convergence culture” and “participatory culture” to describe shifting societal
relationships with media and the evolution of technology. Lankshear and Knobel (2010) have
also argued that for adolescents there is no longer a clear distinction between their media
consumption and production, referencing Axel Bruns’ (2007) term “produser” which is a
melding of the producer with the user. Amidst conversations around the evolving role of
education in the early years of social media, Jenkins and a team of scholars prepared a White
paper entitled Participatory Culture: Media Education for the 21st Century in 2009. The paper
takes the position that media education must not be positioned as optional—a perspective shared
by children’s culture and education scholar David Buckingham (2019) in The Media Education
Manifesto. Jenkins et al. make a case for how media education will not only prepare young
people for adult life and careers but can support their current engagement with digital and social
media platforms, and guide them towards critical, ethical, and responsible participation in public
life; this would include supporting young people in viewing themselves as cultural producers.
Their work is informed by earlier work from the New London Group around a pedagogy of
multiliteracies. Briefly, this pedagogy advocates for the expansion of the traditional scope of
literacy to include digital tools (Cope & Kalantzis, 2009; Kress, 2010), and to evolve how

composition is taught so that it no longer becomes solely about the message itself but about the
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ability to “sift through a range of different possible modes of expression and determine which is
most effective in reaching their audience and communicating their message, and to grasp which
techniques work best in conveying information through this channel” (Kress, 2003, as cited in
Jenkins, 2009, p. 47). The New London Group further posited that the aim of pedagogy should
be to “develop an epistemology of pluralism that provides access without people having to erase
or leave behind different subjectivities” (Cazen et al., 1996, p. 72). In their framework, Jenkins
and colleagues suggest that media education should begin with core or traditional literacy skills,
which focus on reading and writing of print-based texts, while including support for students’
technical, research, and critical analysis skills. Additionally, they propose a list of key social
skills or cultural competencies that will support young people in a participatory culture: play,
simulation, performance, appropriation, multi-tasking, distributed cognition, collective
intelligence, judgment, transmedia navigation, networking, and negotiation (Jenkins et al., 2009,

p. 259).

As per the literature discussed thus far, it would appear that the prevailing function of
media creation in media education/media literacy curricula continues to be to support students’
understanding of how media operate and communicate, as opposed to encouraging creative
exploration while cultivating production and storytelling skills. Meanwhile, it is virtually
impossible for curricula to keep pace with a rapidly evolving society and our shifting media
engagement practices. More recent scholarship suggests that whereas delineating between
production and consumption practices may have been appropriate in a pre-digital age, media
education curriculum should evolve to be more relevant and reflective of youth practices, where
“digital participation often involves simultaneous consumption, production and sharing of
content, and is performative, improvisational, social, emotional and interactional” (Dezuanni,

2018, p. 237). Further, media literacy and media arts education have traditionally reflected
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distinct curriculum strands. Whereas the former, as discussed, emphasizes socially conscious
analysis and/or alternative media production, the latter focuses on vocational skills training and
creative yet individualistic self-expression (Kellner, 1998; Share, 2009). This is indeed the case

in Canadian schools.

Community and Extracurricular Youth Media Programs

Community-based youth media production programs can be said to unite the historically
divergent foci of media arts education and media literacy education by combining creative and
vocational skills training with self-expression and collaborative production. There is often an
emphasis placed on documentary/true life storytelling, which aligns with alternative and
community-based media models (Atton, 2002; Kozolanka et al., 2012) that strive for democratic
communication (Williams, 1980) through engaging community members in producing
knowledge relevant to their own lives (Hartley & McWilliam, 2009; Karlsson, 2001; Marquez-
Zenkov, 2007). The United States has a strong legacy in this space, demonstrated by prominent,
comparatively well-funded, and long-running programs such as Youth Radio, the Educational
Video Center, and PBS Student Reporting Labs, which are further supported by a considerable
body of scholarship. This scholarship highlights how such spaces provide an important
supplement to curriculum around digital learning and can have transformative potential for youth
participants and marginalized populations in particular, who might not otherwise have access to
such opportunities to learn (Chavez & Soep, 2005; Fleetwood, 2005; Goodman, 2003, 2008).
Youth media facilitators speak of this type of program’s potential to function as an
“intergenerational learning tool linked to social justice pedagogies” (Chavez & Soep, 2005, p.
410) and how media production offers a place for youth voices that are often ignored by the
mainstream media, while promoting authorial and entrepreneurial practices for youth participants

(Blum-Ross & Livingstone, 2016; Chavez & Soep, 2005). Scholarship further explores how
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involvement with these types of programs shape educational possibilities and become “conduits
and means of connection between both people and the social situations they contend with”
(Vasudevan & Riina-Ferrie, 2019, p. 1570). Afterschool clubs led by interested educators and
sometimes supported by researcher-practitioners are also important; researchers emphasize that
often the additional labour and materials they bring into these spaces play a significant role in the
running of these resource-heavy programs (Dahya & King, 2018; Jenson et al., 2014). The body
of literature that looks at US-based youth media programs not only offers important research
insights but provides the added benefit of amplifying the work of these organizations. For the
purposes of this study, I am able to draw from this US-based scholarship as well as my
professional media background to frame and design both the study and the media-making

program/intervention.

Participatory Video/Media and Digital Storytelling

The aforementioned programs engage with participatory video/media processes. These
terms are often used to describe media production for individual, group, and community
education and development and especially for marginalized populations, including youth (Low et
al., 2017). Parallels have been drawn between participatory video/media and video activism,
community-access television and school-based vocational media programs (Milne at al., 2012;
Low et al., 2012). For the most part, these types of programs align with Freire’s (1968/2018)
critical pedagogies in their efforts to liberate oppressed communities. Scholars have traced the
legacy of participatory video, noting the significance of a 1967 Canadian filmmaking project in
which participants were engaged in “horizontal dialogue” through recording interviews. This
came to be known as the “Fogo Process” in honour of the study’s location of Fogo Island,

Newfoundland, Canada (Crocker, 2003; Low et al., 2012). The project informed the now
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established research methodology often utilized in community-based participatory research

projects.!8

An approach related to participatory video, and often included under the broader umbrella
of participatory media, is “digital storytelling.” Technically, the term can refer to any type of
digital media-based storytelling, however in academic and community-based contexts it most
often connects with a specific model/process of video narrative developed by the Story Center
organization (Hartley & McWilliam, 2009; Lambert, 2013). Like participatory video, digital
storytelling includes skills training around media production for participants. Whereas a
participatory video process has tended towards an experience involving community members
and researchers working alongside each other to produce a collaborative project, the digital
storytelling model involves group-oriented story workshopping and skills training but appears to
focus on a mainly independent production process where individual participants work on their
own stories. There is also a commonly-utilized format for digital stories created through the
program: a short (several minutes long) first-person video story that is a type of slideshow of still
and/or moving images along with the participant’s voice-over/narration and a music soundtrack
(Lambert, 2012). Although this can be considered a very introductory and highly formulaic
model for video storytelling, simplifying and streamlining the media production process allows
such programs to be taken up in a wide variety of contexts that do not require facilitation by
individuals with an extensive media production background, nor access to sophisticated,
professional equipment. Furthermore, as demonstrated by examples of projects created in such

programs, participants are able to explore a wide range of themes and creative approaches within

18 Although this research project does not fully utilize a participatory video methodology, nor is this literature
review concerned with research design, it is worth noting how the origins and focus of this methodology align with
and/or compliment the format/design/goals of community-based media programs, including striving for “real,
positive change in the communities or with the subjects being studied” (Low et al., 2012, p. 53).
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these parameters. The experience offers participants an opportunity to explore their creativity

and express themselves, among other perceived benefits (Burgess, 2006).

Finally, with the advent of smartphone and tablet technology, a form of digital storytelling
or participatory video mobile filmmaking has emerged which is sometimes referred to as
cellphilms—a term coined by Johnathan Dockney and Keyan Tomaselli in 2009. Because of the
relative familiarity youth have with mobile technology and platforms, cellphilms represent a
growing area of youth-centred media production interventions (Altenberg et al., 2018; Berry &
Schleser, 2014; Burkholder, 2016; Watson et al., 2016). Despite its relevance and significance,
research that examines this type of programming in Canadian contexts is limited. As Bronwyn
Low, Paula Salvio and Chloé Brushwood Rose note, all of whom research and practice in this
area, literature tends towards program evaluation reports. They call for more scholarship to better
understand the teaching and learning that happens in these contexts, and a “need for more
theoretically informed analyses of what participatory media projects allow people to express,
understand, and do differently than with previous communication and storytelling media” (Low

etal., 2017, p. 2).

The Documentary/Non-Fiction Media Genre

Participatory video/media, digital storytelling, and even cellphilms tend to focus on the
documentary or non-fiction genre. Examples include the aforementioned Fogo Island project,
which is often referenced as a key project in the development of the documentary filmmaking
genre. It involved a series of short films created in collaboration with residents to tell stories
about the ten isolated communities on the Island (Corneil, 2012). Similarly, the StoryCenter
digital storytelling model represents a simplified or pared down process (and product) that

focuses on telling true stories and exploring issues. With regards to the significance of this type
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of storytelling for youth, it is useful to look to scholarship that focuses on participatory and
visual research methods in youth-focused research. These research methods frame young people
as active participants and knowledge producers in their social worlds, asking them to document
and communicate their lives and perspectives through different forms of media, which can
include video (Porter et al., 2020; Prosser & Burke, 2008; Stack, 2009). What is further relevant
to this current discussion is how research tools that focus on the visual are especially helpful in
exploring perspectives from diverse populations of youth, as they can be more accessible than
approaches that require access to traditional (written and even oral) literacies (Carter & Ford
2013; Gubrium et al., 2015; Johnson & Vasudevan, 2012; Low et al., 2012; Mitchell & Sommer
2016; Theron et al., 2010). These methods further shift video technology away from being “an
extension of adult gaze” towards creating and conveying “what children want to communicate in
the manner they wish to communicate” (Prosser & Burke, 2008, p. 412). There are myriad terms
that refer to participant-centered research methods that use digital media storytelling and often in
youth-specific contexts, including: participatory filmmaking (Blum-Ross, 2013; Lunch & Lunch
2006; Shaw & Robertson, 1997; White, 2003), collaborative documentary (Coffman, 2009), co-
creative media (Spurgeon, 2013, 2015), collaborative media making (Vasudevan & Riina-Ferrie,
2019), and community-based media (Low et al., 2017). At their core, all of these approaches
involve engaging participants in media-based storytelling on topics of significance to their lives
and scaffolding their learning/supporting training as needed to utilize these tools and

communicate their ideas more effectively.

A specific focus on the documentary genre adds another layer of significance to this
research. It is not purely coincidence or convenience that drives a focus on non-
fiction/documentary storytelling in youth media-making programs: among other findings,

scholars have noted how these programs offer opportunities to produce knowledge relevant to
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participants’ own lives (Karlsson, 2001; Kress, 2010; Luke, 2003; Marquez-Zenkov, 2007). This
aligns with research that points to how children’s and youth media content, more broadly
speaking, aims to reflect the unique experiences of young people who are ‘othered’ in relation to
adults (Campbell, 2013; Jenkins, 1998). Factual or non-fiction programming serves an additional
function in positioning young people as important and participating members of society. This
type of content offers youth a voice as well as opportunities to participate in conversations about
civic and social issues (Carter, 2007; Carter & Messenger Davies, 2010; Nikken & Walma van

der Molen, 2007).

Drawing from my own professional training and production experiences, documentary or
non-fiction storytelling is an ideal genre to focus on when introducing tweens and teens to the art
and craft of media storytelling. I suggest that, comparatively speaking, fictional storytelling
necessarily involves many more considerations and components. Without extensive scripts,
actors, set design, costumes, and rehearsals (and so on), the emphasis is instead placed on the
most important element, which is a strong story. Furthermore, the various stages of planning/pre-
production, production, and post-production/editing are streamlined and simplified. What is most
likely lost in the individual-focused digital storytelling model is what I would argue to be some
of the real magic of media production, and of the art of documentary storytelling specifically,
which is a sense of collaborative improvisation. Scholars have noted the wide-ranging learning
that comes from collaborative documentary filmmaking projects (Blum-Ross, 2013) which I
have similarly experienced through professional projects that have involved youth participants.
To elaborate on this a bit further, I have worked with hundreds of children and youth
participants/interviewees/subjects over years of producing and directing within the very specific
niche of youth documentary-style content. In the majority of cases, we were comprised of a

small team of adults who were there to produce a story rather than teach youth participants about

53



media production. Nevertheless, it was intuitive and relatively easy for me to encourage and
support a participant’s curiosities and contributions pertaining to the content and process within
our intimate, small-team, and field (as opposed to studio-based) production context. Upon
reflection, these types of scenarios facilitate a unique experience of collaboration and allow for a
modicum of improvisation, in a way that huge studio-based productions involving massive
production teams, sets, approved scripts and plans, actors, major recording set-ups, etc. simply
cannot. Although I’ve worked in both environments, there is a flow state (Csikszentmihalyi,
1990) that I’ve often encountered in these smaller, documentary-style contexts. It is an
exhilarating experience that I sometimes wish I could ensure every potential young filmmaker
experiences early on in their exploration of this art and craft. While it is important to note that
these were professional contexts and my observations and perceptions of youth participants’
experiences with documentary components appear to echo what youth media program facilitators

and scholars describe in their experiences with documentary storytelling in community contexts.

Learning about Media in Schools and Extra-curricular Programs: Canadian Perspectives

and Considerations

I wish to briefly contextualize the media education and video-making discussion thus far in
relation to a tween or teen girl living in Toronto, which arguably can mirror the experiences and
context of a girl living elsewhere in this country. In Canada, curriculum is provincially-mandated
and the importance of media literacy is reflected in mandated strands in Language Arts at both
the primary and secondary school level. What this means is that there is an expectation that a
student will have myriad encounters with media education as a young child or tween, which may
include some opportunities to make their own content. Media education in this country continues
to focus on interpreting, deciphering, and understanding media content (and systems). Despite

this, although scholarship points to the increasingly blurred lines between media consumption
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and creation, grade school and middle school students are not guaranteed experiences around the
art and craft of media storytelling, including through video. Curriculum in Ontario has also seen
the introduction of media and digital literacy considerations in many subjects, including health
and physical education. This might lead one to assume that young people will have sufficient
opportunities to learn about media and develop necessary literacies. In reality, students’
experiences with in-class activities focused on media production (as part of media literacy or
integrated into other curriculum strands) can vary greatly. This is because these experiences are
contingent upon school-based access to technology, in addition to teachers’ broad-ranging
interests in and confidence around using and teaching about technology. Both of these variables
have considerable impact on media making in school contexts (Hebert et al., 2019; Jenson et al.,

2014; Kopcha, 2012).

Once she enters high school, a teen or tween can opt to enroll in media arts or
communications technology courses with the assumption that they will encounter
technologically-confident and experienced teachers. Given that Canadian children and youth are
actively participating in digital media cultures at earlier and earlier ages, it would seem as though
secondary school might be a rather late stage to introduce a young person to formal media
production education and experiences. I posit that without a thorough and supported introduction
to creative media-making processes in their tween years, many young people may not develop
the confidence or curiosity in these areas, and subsequently not even consider let alone actually
enroll in media arts classes in secondary school. However, there is no data or research currently
available that examines the demographics of Canadian high school students enrolled in media
arts and communications technology courses, or their previous experiences that support their
interest in media storytelling. Although this is beyond the scope of my study, this gap warrants

consideration, especially in better understanding how to support a more diverse media
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storytelling landscape in this country.

As demonstrated through the literature presented thus far, community-based youth media
production programs can offer significant, impactful, and unique learning experiences for youth
participants. In Canada, there are locally-based non-profit organizations that offer media-based
programming for youth with a number of programs established in recent years that focus on
providing opportunities for marginalized communities. It is worth noting that there does not
currently appear to be a comparable Canadian organization that focuses on providing girl-
specific and feminist-focused programming akin to Seattle-based Reel Grrls. As mentioned in
the introduction, there also does not appear to be any data available on Canadian youth
enrollment in media-making-specific programming, or on how many communities have access to
such programs. As a result, it is not possible to get a sense of how, where, and why Canadian
children and teens take up video storytelling as a dedicated interest, what their experiences are
like, and where the barriers and inequities exist, such as access for different communities and
populations, as well as the quality of programming. There is therefore a need to develop research
in this area in order to address how to better reach and support future generations of the media

storytellers who represent the diverse communities that comprise this country.

In spite of the demonstrated value and significance of documentary/non-fiction content that
captures the diverse, real-life experiences and interests of tween and teens, there has been a
continued decline in the production of this type of content from the 1990s onwards (Caron et al.,
2009; Shaw Rocket Fund, 2010). This is in spite of Canada’s legacy of producing children-
specific media content with the overarching aim of presenting stories intended to speak to and
represent children’s lives and interests. This has included news and documentary, as well as

other informational and educational programs, which have predominately fallen within the
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domain of public media broadcasters who are mandated to represent the perspectives of a diverse
Canadian society (Carter, 2007; Government of Canada, 1991). Only very recently have
TVOntario and CBC begun to produce current affairs-style content for, but notably not truly
with, children again, and are endeavouring to meet them on digital platforms (Writers Guild of
Canada, 2012). Former president and CEO of the CBC Herbert Lacroix acknowledges that an
entire generation of Canadians have no relationship with or connection to the national public
broadcaster, which in part has motivated new efforts to produce youth news content (H. Lacroix,
personal communication, December 6, 2016). These are positive developments to be sure and
highlight a rekindled effort to present true stories with, for, and about Canadian youth
populations. Yet there is still a case to be made for focusing on supporting youth-generated
content, rather than adult-generated content for youth, in order to contribute to a more robust and

diverse media storytelling content landscape for youth audiences.

Youth Digital Media Cultures and Informal Learning

Regardless of whether or not a tween or teen living in Toronto or elsewhere around the
world enrolls in a media-making program and receives formal and/or more structured experience
and instruction, they can and most likely are making some form of media, including
communicating stories through video, either independently or with peers. School and
community-based programs remain for the most part the only way to get experience with
professional grade equipment and software. However, rapidly-advancing consumer technology
and digital and social media platforms from the 2000s onwards have opened up the realm of
digital media storytelling for youth. New media represent digital, interactive, hypertextual,
virtual, networked, and simulated media technology and platforms as part of a participatory
culture. As a result, scholars working at the intersection of media and/or cultural studies and

education have sought not only to explore new media cultures in terms of how youth participate
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and engage with them, but also to consider how research into these cultures can translate into
approaches to education about and with technology that is more relevant to their current lives
and future paths. This included a series of studies around youth, learning, and digital culture
funded by the MacArthur Foundation in the US, launched in 2006. It aimed to better understand
the shifts happening for young people’s learning, socializing, and participation in civic life.
Henry Jenkins and colleagues’ focus on media education, discussed earlier in this chapter, was
part of this initiative, as was Patricia Lange’s (2014) look at youth participation on YouTube,
and Mizuko Ito and colleagues’ “Digital Youth,” a multi-year empirical and ethnographic study

which explored emerging youth media practices via social, technical, and cultural patterns.

Modes/Genres of Participation, Technical Identities and Mediated Dispositions

Stemming from their study, Ito et al.’s Hanging Out, Messing Around, and Geeking Out
(2009/2019) focuses on youth engagement with new media in what Jenkins (2006) has referred
to as a participatory media culture and Ito (2009/2019) has described with regards to
“hypersociality.” They proposed three categories to situate different levels of engagement with
new media as a whole: “hanging out,” which describes activities and spaces where youth gather
mainly to socialize; “messing around,” which involves the use of digital technologies to “engage
in self-directed exploration and creation;” and “geeking out,” which describe activities that are
more structured and focused on digital skill development (Horst et al., 2019, p. 32). They also
noted a distinction between friendship-driven and interest-driven genres of participation, the
former including activities that allow youth to connect with friends on MySpace and online
messaging, and the latter focusing more on “mobilizing and geeking out in fandoms, gaming,
and online creative communities” (Ito & Horst, 2019, p. xvi). The research team opted to employ
what they called a genre analysis approach that expanded existing media ecology frameworks

that have tended towards producing “taxonomies of media engagement that generally are

58



structured by the type of media platform, frequency of media use, or structural categories such as
gender, age, or socioeconomic status” (Horst et al., 2019, p. 36). Instead, a genre analysis
approach considers the “varying levels of technology- and media-related expertise, interest, and
motivation” of different youth at different times (p. 36). Their analysis also shifted the focus
towards modes of participation with media rather than categories of individuals, took the view of
social, cultural, and media engagement as interrelated and interdependent categories, and
assumed that individuals have evolving or fluid media identities that are context and situation
dependent. Furthermore, Ito and colleagues note that to understand such forms of group practice
and identity, studies should take an individual’s media engagement into account alongside a

consideration of the properties of the social and cultural groups within which they belong.

In a chapter of the aforementioned book, Patricia Lange and Mimi Ito (2008/2019) present
case studies of youth creative production which include digital music, online social network page
creation, and videomaking. Their discussion draws from the work of Marsha Kinder, Anne Haas
Dyson and Ellen Seiter, who highlighted the “socially embedded and relational dimensions of
creative production” (p. 248). Across examples of what they describe as commonplace or
everyday media production and that which approaches more dedicated and technically-skilled
endeavours, they indicate how both in-school and extracurricular programming can serve as
catalysts for youth to develop both skills and identities as media producers and when engaging in
more complex forms of creative media storytelling. At the same time, they note that it remains

difficult to define the boundary between casual and serious media production:

Although friendship-driven and hanging out genres of participation are generally
associated with more casual forms of media creation, they can transition quickly to

messing around and geeking out. Conversely, the relationships that youth foster in interest-
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driven creative production can become a source of new friendship and collegiality that is
an alternative to the kinds of friendships and status regimes that youth must inhabit at

school. (p. 290)

Ito and colleagues (2019) also draw from sociocultural as well as psychological
perspectives to understand how youth develop interests and actively continue to pursue them and
posit that an interest is deepened via an internal developmental process as well as an external one
involving relational, cultural, and practical connections. They reference Flavio Azevado’s (2011,
2013) view of interest development occurring via an interaction between individual preferences
and “lines of practice — the ways in which interests are sustained over time through joint
activities” (p. 18) and research that notes how the development of scientific interests was
impacted more by the following factors than formal instruction: familial support (Crowley et al.,
2015; Crowley & Jacobs, 2002), the availability of shared activities (Azevedo, 2011, 2013), and

strong relationships with teachers and mentors (Maltese & Tai, 2010).

My research considers these conversations and findings, including paying attention to how
participants demonstrate expertise, interest, and motivation as per Ito et al.’s genre of
participation approach. Given that my work is oriented around a temporary intervention with
girls who have not made media together previously, it aims to observe their experiences and
hopefully encourage messing around and geeking out modes of participation. Further, my work
draws from yet distinguishes itself from research that looks at youth engagement across multiple
forms of digital and social media, and across different spaces, such as Ito et al.’s work as well as
more recent edited volumes by Jo Ellen Fisherkeller and Kathleen Tyner (2011) and Korina

Jocson (2018).
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I am situating my work amidst the significantly limited area of scholarship around youth
media making via video-based forms and/or platforms. I will discuss girl-specific and video-
focused research in the section part of this chapter, which includes a chapter from Lange’s book
Kids on YouTube (2014) which draws from a two-year digital ethnographic study she conducted
one year after the platform launched. The book focuses on “personally expressive media”
defined as “any mediated artifact or set of media that enables a creator to communicate aspects
of the self,” which can include personal, artistic, political, or other content of interest (p. 16).
Lange distinguishes the interactive and experiential character of videos on the platform as
distinct from the memory-aid function of home videos, but her work purposely did not assign
any other criteria to what participants were producing. The goal was to reveal different levels of
intensity in media making as well as examine informal learning practices. Of particular
significance to my work is Lange’s use of the term “mediated dispositions” to describe the
preferred types of media, communicative channels, and devices people use to communicate (p.
20) and her interest in the interplay between a media maker’s mediated disposition, their self-
perception, and their technical identity. Lange also develops a rubric called “performing
technical affiliation” which draws from Goffman’s (1959) performative lens and refers to the
display, via words and actions, of “specific beliefs, values, or practices that are associated with
particular techno-cultural groups” (p. 21). Similar to what Ito and colleagues proposed about
expanding approaches to the study of media, Lange’s work examines not only the media texts
created but the behind-the-scenes activities, as well as the influence and ecology of the media
platform involved. As Lange is examining the online and offline activities involved in creating
and uploading video content to the YouTube platform, this rubric is less applicable to my work
focusing almost exclusively on the process of video content production. Where there is synergy

is with Lange’s comment on the value of considering technical identities or affiliation in research
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about children’s media engagement. While she cites the research that points to male technology
dominance in co-ed settings, she wants to emphasize that it is useful to consider technical
identities or affiliation not only in relation to other identity variables such as gender, but as

distinct considerations as well.

As I worked with and observed a group of girl-identifying youth in my study, gender
certainly informed my motivations, and analysis to some extent. However, given that we were
working in a girls-only context, I focused more on what the data revealed about each
participant’s media-making identity. Among the findings is a more complex understanding of the
digital divide that disadvantages youth beyond the basis of gender, ethnicity, and class, that
includes “mediated dispositions, technical identity performance, concerns of public monitoring,
and the dynamics of media peer groups that will likely continue to influence how intensively
kids gravitated towards making personally expressive media” (p. 218). Finally, Lange indicates
that “peer-based, video making dynamics may require interventions when learning gaps surface,”
such as via curriculum or extracurricular programs, that the importance of emotional support
should not be overlooked, and that “future interventions may be necessary to encourage skill

development in areas in which a video maker is not inspired to strive for mastery” (p. 218).

It is worth reiterating that, in spite of the prevalence of media in young people’s lives,
research into how youth get their start in and develop as video storytellers is relatively limited:
Lange’s work stands relatively alone in this space. Certainly, much more research in this area is
needed to build a more robust understanding of not only who is creating youth media content,

but who gets to create it and why.
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Digital Inequities and Connected Learning

Mpyriad scholars have acknowledged the “digital divide” marked by unequal levels of skill,
and wide-ranging access to opportunities around technology. Even as youth increasingly engage
in digital and social media creation and sharing activities, there a definite participation gap
(Jenkins et al., 2009) persists. Jennifer Jenson, Negin Dahya, and Stephanie Fisher (2014), Ito
and Lange (2009/2019), Jocson (2018), as well as many others note that social and technical
resources are crucial in order for youth to successfully take up media production and are far from
guaranteed for different populations of youth. In 2013, Mizuko Ito, Kris Gutierrez, Sonia
Livingstone, Bill Penuel, Jean Rhodes, Katie Salen, Juliet Schor, Julian Sefton-Green, and S.
Craig Watkins as well as other contributors aimed to address the gap between in-school and
extracurricular learning contexts, and the role of cultural and social capital. This team developed
the term “connected learning” to describe how socially embedded, interest-driven opportunities
offer the best potential for learning and engagement. Put another way, connected learning
happens when someone is able to pursue a given interest with support from peers and/or adults,
and make connections to their academic and/or career plans or become more civically engaged.
Ito et al.’s connected learning framework is a robust document that aligns with sociocultural
learning theory and encompasses several broader buckets: crucial learning contexts, core
properties of connected learning experiences, intentional design principles, and opportunities
amplified by new media. Ito et al. (2012) note that a connected learning experience results when
the three key contexts for learning that youth have traditionally experienced separately are
effectively brought together: academic subjects, personal interests, and peer culture. For the
learning experience to be effective it will involve a shared purpose, a focus on production, and an
openly-networked infrastructure. A shared purpose is self-explanatory and considers the interests

of students in a more democratic approach to learning. A production focus means experiencing a
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form of professional practice that connects to skills or experiences they might encounter in a
future career. An openly networked infrastructure refers to “online platforms and digital tools
[that] can make learning resources abundant, accessible, and visible across all learner settings”
(p. 74). The design principles that they present are as follows: participation that is open to all, the
belief that learning happens by doing, and the recognition that challenge is constant, and
everything is interconnected. Finally, in a networked era, new media create opportunities in the
following ways: 1) fostering engagement and self-expression; 2) increasing accessibility to
knowledge and learning experiences; and 3) expanding social supports for interests and
expanding diversity and building capacity. (p.82). Ultimately, connected learning can be
considered a model for social change via an equity-based model by “embracing the cultural
identities of diverse young people, meeting them where they are in their communities of interest,
and building points of connection and translation to opportunity in schools, employment, and
civic and political institutions” (Ito et al., 2019, p. 3). In more recent research, Ito and her team
(2019) emphasize that although connected learning is not intended to be purely a pedagogical
approach, it aligns with experiential and constructionist (learning-by-doing) approaches (Papert,
1993) often referred to as project-based learning and inquiry-based learning, as well as culturally
relevant approaches (Gonzalez et al., 2005; Gutiérrez & Rogof, 2003) and critical pedagogy

(Freire, 1968/2018).

Another important consideration is the role of adults in these types of learning experiences.
In her evaluation of adults who facilitate youth digital media programs in the US and the UK,
Alicia Blum-Ross (2015) presented three categories to describe approaches to working with
participants: guides, collaborators, and mentors. Ito and colleagues use Dilan Mahendran’s term
of “co-conspirator” to describe how youth program leaders do not mimic traditional teachers in

the sense that while they are viewed as authority figures who assess students’ competence, they
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are seen more as adults who participate in shared interests with youth. They also refer to Vivian
Chavez and Elisabeth Soep (2005), who describe successful community-based adult-youth
collaborations as a “pedagogy of collegiality.” Relatedly, Megan Finn (2019) presents the
concept of a “techne-mentor” as a non-permanent role whereby someone aides “an individual or
group with adopting or supporting some aspect of technology use in a specific context” (p. 59).
In the conclusion of their White paper, Ito et al. make a case for further research and attention to
local youth media programs, especially in supporting youth who may have limited or no access
to digital production tools. Part of their goal for developing a framework included helping to
enhance learning experiences for all youth in a digital age. This is especially important as most
young people tend to hang out with friends via technology whereas the more affluent youth
populations are the ones geeking out and developing technological expertise in curricular as well
as extracurricular contexts (Neuman & Celano, 2012). Via examples of youth media making
across content area classrooms, career and technical education, literary and media arts
organizations, community television stations, and post-secondary institutions, Jocson (2018) has
demonstrated that media making “has become a palpable platform for rendering experiences
often steeped in the margins” (p. 3). Ito and colleagues’ most recent book, borne out of their
“Leveling Up” (2019) project, focuses on a social change agenda because of research that
continues to reveal that “even when they are deployed in free and open online settings, we find
that new educational technologies tend to amplify existing inequity; the most highly educated are
the most likely to adopt these new open-education opportunities” (Carfagna, 2014; Hansen &
Reich, 2015; Reich & Ito, 2017, as cited in Ito et al., 2019, p. 5). By emphasizing design and
advocacy via what can be gleaned from fieldwork and case studies of youth-centered online
environments, Ito and colleagues emphasize that it is access to social and cultural capital, not

access to technology, that will increase opportunities and create more equitable educational
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futures. They further appeal to scholars working in this area to move beyond critique and
towards proposing solutions in an effort to “realiz[e] a world where all young people are able to
fully engage in learning and opportunities tied to their interest and passions” (p. 4). This is where

I take up my research with a focus on intervention work.

It has been close to several decades since scholars began examining education in relation to
young people’s understandings of and engagement with new media technologies and noting “the
fundamental inequalities in young people’s access to new media technologies and the
opportunities for participation they represent (what we call the participation gap)” (Jenkins et al.,
2009, p. 12). In 2022, there continues to be relatively scant statistical/demographic data let alone
scholarship that more deeply explores the media content that Canadian tweens and teens are
creating. Often cited research comes from US-based Pew Research Center, which continues to
have young people’s relationships with social media and technology as one of their research
areas of focus. Nevertheless, their research tends towards demographics around ‘use’ of specific
platforms and access to devices. The Common Sense Media organization in the US produced a
report in 2019 based on a survey of over 1,600 US children ages 8—18, indicating that only 3% of
teens’ and 2% of tweens’ total screen time is dedicated to creating their own content (Rideout &
Robb, 2019, p. 6). This is a follow-up to their 2015 study, which they noted was among the first
national-level surveys that consider the “functional purposes for which multi-use digital devices
are being used, including consumption, communication, and content creation” (p. 6). The study
also notes that there are significant gaps in terms of access to a laptop at home between low-
income families (<$35,000/year) versus high-income families ($100,000+) and 1 in 10 low-
income teens has only dial-up Internet at home, which none of the higher-income youth reported.
Media Technology Monitor has taken up similar work in Canada in recent years to begin

providing similar, bigger-picture insights. However, insights into who, where, and how tweens
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and teens in Canada learn about and are supported in their exploration of media creation are also
needed. Once again, there is limited evidence as to if and how a Canadian student will be
introduced to making media in primary or middle school or in community-based contexts, and
even less on whether they are sufficiently supported in their curiosities around media—and
specifically video—production. This is important to highlight if only to emphasize the
complexity around projects such as the one I’'m undertaking, which aims in some way to
encourage and make space for more diversity in media production and in particular youth who

which to take up video storytelling.

One additional consideration worth noting is how scholars have problematized neoliberal
framing of media production in terms of entrepreneurship and future-focused narratives (Blum-
Ross & Livingstone, 2016). They have also suggested that it is far more important for media
production to allow youth to share stories and “engage with the rich complexities of the present”
(Facer, 2019, p. 3). Further, although there is often an emphasis placed on youth voice and
agency and the democratization of process in youth media production, scholars caution about
conflating youth participation with empowerment, as there is limited examination of the actual
challenges of moving from empowerment as an abstract discourse to practical outcomes (Blum-
Ross, 2017). These critiques informed my intervention design, including its intentional framing

as a “club” or “community of practice” (Lave & Wenger, 1991) rather than a formal training

program.

Conclusion
This chapter was the first of two literature review chapters. It began with an overview of
media education in formal and/or structured contexts: school-based curriculum and community-

based organization programming. The school-based curriculum discussion also traced the
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evolution of media literacy curriculum towards the inclusion of media production activities, and
the community-based organization programming discussion involved noting a connection with
democratic, equitable, and participatory video/media and digital storytelling processes and
ideologies. I also noted the particular relevance or significance of the documentary or non-fiction
genre of media with regards to youth storytelling content and initiatives. Next, I offered context
in the way of what we know about youth media education and media-making learning
opportunities in Canada, signalling that these opportunities for youth are far from guaranteed or
equitable. This further points to the need for more research that can inform how to better support
youth—and especially girls—in this country with their media-storytelling endeavours. The
discussion then moved into scholarship and ideas emerging out of informal learning research at
the intersection of youth cultures, education, and digital media. This includes the concepts of
modes/genres of participation, technical identities, and mediated dispositions. This section
considers the participation gap or “digital divide,” and how, as both current and future
generations of youth continue to experience increasingly media-saturated media lives, the digital
divide between highly media literate and competent youth and those who are neither stands to
grow even wider. Solutions are vital, and I reference how tenets of connected learning reflect one
potential way forward. The next chapter turns its attention to the girl as a subject of research and
as a video storyteller, beginning with a more macro consideration of the area known as girlhood
or girls’ studies, and moving towards the specific niche topic of girls as media makers and video

storytellers.
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Chapter Four: Literature Review — Part Two: Girls’ Studies, Girls’ Media Cultures, and

Girls’ Media Making

Introduction

This chapter further situates my study by identifying relevant literature and ideas in what
can be considered a niche area of research: girls’ experiences with and engagement in media
making/video-based storytelling. To contextualize this topic, I begin with an overview of the
wider, interdisciplinary field of girlhood studies or girls’ studies as well as the more focused area
of girls’ media cultures. My review of girls’ media making and video-based storytelling involves
highlighting the work of a relatively small group of scholars that has significantly influenced my
own research. The overall discussion includes pointing to how scholarship about girls has
evolved towards troubling normative conceptions of girlhood, highlighting the value of
broadening the range of research methods used in girls’ media studies, and of engaging girls as
research collaborators, bringing increased attention to girls “making stuff,” and engaging in
intersectional analyses. I further draw attention to the overall limited focus on girl-identifying
youth as research subjects and girl-identifying youth-related topics, and to the limited
consideration of gender as an analytic lens in research that explores youth culture more broadly
and youth engagement with media more specifically.!” Research about the experiences of
marginalized girls as well as girls in Canadian contexts is also severely lacking. This is
problematic for anyone working in a capacity oriented towards social-justice and seeking to
centre the often-ignored voices and perspectives of youth, while striving to support more
equitable experiences for them. In noting these gaps, I position my project as one researcher’s

effort to contribute to both much-needed research and intervention work around girls and video

19 Recognizing that while gender is performative and fluid, female-identifying or presenting individuals have
historically been positioned as subordinate to or “othered” in relation to male-identifying individuals in a patriarchal
society.
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storytelling. Critical analysis and contextualization of these practices are also necessary in order

to acknowledge and uncover complex, nuanced, and situated insights.

Girlhood/ Girls’ Studies

Girlhood studies or girls’ studies can be considered an area of research that is still very
much in its infancy. Establishing the first journal dedicated to the field in 2008, Claudia Mitchell
and colleagues were responding to the emergence of a distinct area that combined advocacy
work and interdisciplinary research from fields spanning communication studies, development
studies, literary studies, and calls for increased inclusion of girls’ perspectives in research. Also
in 2008, Catherine Driscoll’s book Girls, Girl Culture and Girl Studies presented a history of the
field with a specific emphasis on Western/Global North contexts. While the aforementioned
journal editors reference the significant impact of Lyn Mikel Brown and Carol Gilligan on the
“new feminist order of girlhood” in the 1990s, scholars also note the significance of Angela
McRobbie and Jenny Garber in the 1970s and their projects that analyzed youth cultures in
relation to sex and gender (Kearney, 2006). In their book Seven Going on Seventeen: Tween
Studies in the Culture of Girlhood (2007), Claudia Mitchell and Jacqueline Reid-Walsh
emphasized how research and scholarship around girls’ cultures is positioned as unimportant.
More than a decade later, girls’ studies scholars point to how girls continue to be positioned as
marginalized or at a “double disadvantage” based on age and sex/gender and complicated by

additional intersections of oppression (Cann et al., 2018).

Girls’ studies, “like its predecessors women'’s studies and gender studies,” it is an area of
study that emerged out of a prevailingly White academy that has benefited from colonialism and
White supremacy (Maart, 2016, as cited in Cann et al., 2018, p. ix). It has also disproportionately

focused on the experiences of White girls (Cann et al., 2018) and on Western/Global North
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feminist perspectives which do not necessarily reflect or address “the lives of girls and young
women of colour in and outside of First World contexts (Griffin, 2004, p. 30). Emerging
scholarship focuses on the experiences of Indigenous girls (de Finney, 2014) and South Asian
girls (Rajiva, 2006, 2009), including a discussion of the fractured sense of self that “arises from
negotiating contradictory discourses on ideal girlhood that emanate from families/communities,
the dominant peer culture, mainstream culture, and even South Asian youth culture” (Rajiva,
2009, p. 78). There is also a growing emphasis on centering Black girls and girlhoods which
includes distinct diasporic communities within this community (Griffin, 2004; Halliday, 2019;
Jesus, 2019; McPherson, 2019). Scholars further make a case for the need to include Global
South perspectives amidst the prevalence of those representative of Black girlhoods of the
Global North, and for the need to challenge post-colonial and imperialist knowledge production
practices in order to produce more nuanced understandings (Halliday, 2019; Katshunga, 2019).
Although Black feminist theory can be useful in terms of understanding the oppression faced by
Black girls and women, scholars point to the “adultification” of Black childhood and how Black
girls are not granted the state of innocence afforded to White girls (Dumas & Nelson, 2016;
Ferguson, 2002; Epstein et al., 2017; Sharpe 2016; Smith, 2019). Kisha McPherson (2019) draws
from bell hooks (1994) to call attention to how Black women and girls are either not represented
in media or society or are positioned in stereotypical ways: “although Black girls’ voices and
experiences are not often contextualized or considered within scholarship, various aspects of
their culture and identity are commonly commodified within popular culture” (p. 240). Claudine
Taaffe (2019) highlights the importance of working with Black girls, positioning them as experts
on their own lives, in order to produce much needed and long overdue counternarratives to
prevailing stereotypes. Similar to the issues plaguing the wider field of girl studies, theories of

Black girlhood typically exclude queer, lesbian, bisexual and trans women (Katshunga, 2019).
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Among the topics Black girlhood studies scholars have examined are: experiences of alienation
felt by Black girls as a result of society’s Eurocentric beauty standards (Banks, 2005, as cited in
Brown, 2019); exploring the impacts of increased discrimination and the role of self-care for
Black girls who face higher levels of stress in relation to White girls (Kaltefleiter & Alexander,
2019); and the application of hip-hop feminist scholarship on research and intervention work

with Black girl communities (Lewis, 2019).

In their introduction to the Special Issue of Girlhood Studies: An Interdisciplinary Journal,
which reflects on key ideas from the inaugural International Girls Studies Association
Conference in 2016, Cann, Godfrey, and Warner (2018) note the need to broaden the field by
moving beyond research that focuses on heterosexual, Anglophone, and cis-gender girlhoods.
This includes calling for feminist scholars to actively pursue inclusivity “as a political and ethical
practice,” including work around transgirlhood and queer girlhood (p. xii.). Cann et al. also
acknowledge the scant research that takes class into account, especially with a focus on working
class girls, with one rationale for this being that the dominant focus on neoliberal subjectivities in
girls’ studies scholarship has rendered class subjectivities invisible (Cann, 2016). Finally, they
note that there is much work to be done around exploring disabled girlhood/non-able-bodied
girlhood. The 2018 issue of Girlhood Studies subsequently reflected an effort to support
explorations in these areas as well as work that highlights the importance of historicizing
girlhood, recording girls’ cultures and the role of the archive, and documenting girls’ online

experiences—including in relation to citizenship and political activism.

Given that girls are disadvantaged based on their age, it is helpful to note that there has
been a prevailing tension between two overarching framings of childhood: one that views the

child as becoming, and the other that views the child as being. The former (vis-a-vis
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developmental psychology) positions the child as ignorant, immature, and in need of adult
mediation through education and socialization (Burman, 2017) while the latter (vis-a-vis
sociology, childhood studies, and post-structuralism) views the child as a whole and complex
being, actively engaged in negotiating identity (Jenkins, 1998; Prout, 2008). My research aligns
with scholars who consider the child as whole being and acknowledges the girl as an active agent
in shaping, sharing, and transforming her own life. It further acknowledges that contemporary
girls are engaged in—as all humans are—what Giddens (1992) describes as the never-ending
“project of the self.” Giddens posits that this process of identity formation involving much
resistance and negotiation is driven by a complex, intertextual, and reflexive environment
cultivated by the modern media in a neoliberal system. Scholarship problematizes this notion of
agency, including how, for girls, it is often wrapped up in the sexualization and
commercialization of girlhood, including consumerist practices and making choices in what they

buy and the media they consume (Bhana, 2005; Harris, 2005; McRobbie, 1991).

Further, developmental scholars working mainly in US contexts including Gilligan (1982,
1995), Brown and Gilligan (1992), Deak (2010), and Damour (2016), have examined the
particular challenges girls face in contemporary society, such as observing a loss of voice and
connection to self. Their desire for connection and the importance of their relationships increases
significantly as they transition into adolescence (Brown & Gilligan, 1992). Concurrently, there is
evidence that young women either silence themselves in order to blend in or are silenced in
relationships, do not voice concerns or feelings in order to avoid disagreements, and can
demonstrate dissociative or repressive behaviour as a result (Brown & Gilligan, 1992). What is
described as a “crisis of connection” is articulated as “girls’ struggle to hold on to their voices
and to stay in genuine relationships with themselves and others in the face of pressure to not

know and not speak leads some girls to risk the open trouble and disruption of political resistance
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and other to move their strong feelings and thoughts underground” (Brown & Gilligan, 1992, p.
14). Research in other Global North contexts such as Sweden indicate that teenage girls are
aware of the gender order that exists in society (Einberg et al., 2015). While girls are questioning
gender unfairness, they can find it difficult to defend themselves against it, especially in school
settings (Connell, 2003, as cited in Einberg et al., 2015). All of these findings speak to the

importance of supporting girls through the especially turbulent pre-adolescent years.

Finally, with any emerging area of research, and especially with one that is
interdisciplinary, there is much opportunity to explore and experiment with incorporating
methodologies that may have traditionally been used in any given discipline, and even to blend
multiple methodologies. A notable example of innovative research, particularly at the time, was
Bloustien’s (2003) use of video making as a participatory visual research method with high
school girls in Australia. Bloustien’s interest was in examining methods that went beyond
participant observation in an effort to probe into adolescent female culture more deeply. This
generated a reflexive approach that greatly informed her project as an attempt to create a
dialogue between researcher and participants. Part of her process involved a video-diary format
for participants to encourage this self-reflexivity. Her approach allowed her to observe “public
performances and private selves” (p. 9). Much of the current emphasis in girlhood and childhood
studies’ methodological approaches is on acknowledging power imbalances, employing practices
that encourage researcher reflexivity, and methods that strive to have child participants speak for
themselves. It is noteworthy that Bloustien was addressing these methodological and ethical
issues in the early 2000s, and that no apparent comparable study focusing on girls has been
conducted since. Bloustien was specifically interested in the process in addition to the product
and she suggests that the camera is a means to view the media maker’s discovery process and

how “understanding and knowledge are negotiated and realized as part of everyday transactions
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in the world” (p. 39). She did not approach working with the girls as a formal instructor teaching
students how to follow established norms for documentary filmmaking, but worked instead in
“an experimental, open-ended manner” (p. 40). Her interest was in how the recording process
would “blur the lines between representation and what is being represented between the signifier
and the signified” (p. 31). Bloustien further explored an area that has been vastly popular
amongst girlhood studies, which is the effect of popular culture on self-identity and girls’
productions. Bloustien organized the girls’ stylistic/conceptual approaches into three categories:
the “fly on the wall,” borrowing from a popular term used to describe a cinema verité style of
storytelling, the “ask me a question,” similar to a traditional sit-down interview, and a
combination of the two. In a contribution to an anthology on participatory video, Bloustien
(2012) reflects on her project and suggests the camera was also useful in highlighting the gap
between what her participants would say in certain contexts and what they felt and did. While
my methodological approaches will be discussed in more detail in a later chapter, it is important

for me to note Bloustien’s larger influence on my research.

Girls’ Media Studies

Girls’ media studies is an interdisciplinary area of research with roots in the theories,
methods and values associated with cultural studies, which approaches popular culture as a site
of overlapping struggles over power, pleasure, identity, and community (Kearney, 2011).
Scholarship has most often centred on media content or “texts” (images/stories) which are
created in different forms or formats (film, TV, video games, magazines, etc.) for girl audiences
to consume (Kearney 2006, 2011). Kearney further notes that scholarship on girls’ media draws
from women’s and gender studies and tends to incorporate poststructuralist feminist
epistemologies that consider gender as a social construction, and that apply intersectionality

towards an understanding of gender and other identities as “constituted by multiple,
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interdependent and unisolatable [sic] modes of being” (Kearney, 2011, p. 3). A key sub-area of
research on girls and media has analysed girlhood in relation to neoliberalism, including the
advertising industry’s role in defining the tween girl as a specific demographic (Cook, 2008;
Coulter, 2014; Kline, 1993; Mitchell & Reid-Walsh, 2005; Seiter, 1993). In 2006, Kearney
critiqued her colleagues by calling attention to the overemphasis of research on girls as
spectators and consumers and for taking the neoliberal structures within which girls engage with
media as a given, and for further perpetuating the limiting discourses which do not consider
girls’ increasingly complex relationships with media and technology outside of consumer culture
and their roles as consumers. The field has since expanded into the following sub-categories or
areas of scholarship: 1) how media texts about girls construct discourses of girlhood; 2) how
girls use and respond to media as an audience or users; and 3) the production of girls’ media
(Kearney, 2018). To give a sense of the breadth of inquiry, research encompasses: explorations
of media in relation to how girls’ form subjectivity (Ringrose, 2013); post-structural analyses of
girls’ identity formation (Willett, 2008); examination of specific media platforms such as
YouTube and how they engage girl vloggers in the labour of self-branding (Banet-Weiser, 2011),
as well as their contradictory uses for women’s and girls’ empowerment and simultaneous
oppression (Todd & McDermott, 2016); and specific practices such as sexting as a form of media
production (Hasinoff, 2013). Further studies have examined online video creation with dolls as a
demonstration of the intertextuality of tween girl culture (Johnston, 2018), girls’ critical media
literacy development through the creation of zines (Moscowitz & Carpenter, 2014), and how
girls become civically engaged through student journalism (Bobkowski & Belmas, 2017,
Bobkowski et al., 2015). Although there is a body of research into girls’ use of media as sites of
resistance (Currie et al., 2009; Kearney, 2006, 2007, 2011; Kelly & Pomerantz, 2009; Ringrose

& Renold, 2013), and a growth in interest around girls as media producers, Kearney (2018) notes
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that the bulk of research within girls’ media studies to date is concerned with mainstream

commercial media culture.

Among efforts to evolve the area, scholars have called for a shift towards privileging girls’
personal accounts of their interactions with media culture by listening to “the voices of girls
themselves instead of relying on adult academicians’ deconstruction of media content”
(Mazzarella & Pecora, 2007, p. 112). This aligns with calls for research to provide opportunities
for girls to serve as collaborators in research, as “[i|nterviewing girls and collaborating with girls
on research projects are both beneficial for scholars who wish to know more about the politics
and practices of girls who grew up in a cultural context that is different from their own” (Keller
et al., 2015). Kearney (2006) further notes that films girls create, in research contexts or
otherwise, should not be considered an authentic record but as a careful staging as well as a
monitoring of the self. She also examines the editing process and reveals interesting insights into
how many of the girls’ projects involved “playing” with—challenging or providing alternatives

to—their perceptions of an ideal female body.

In a neoliberal and postfeminist age, scholars have also cautioned against framing youth—
particularly girl-identifying youth—engagement, with participatory media as entirely celebratory
or as a kind of victory. As Marnina Gonick (2007) suggests, it is important to complicate the
notion of voice as well as efforts to encourage girls to claim their voice “at a time when the
incitement to speak is one of the means by which neo-liberal subjectivities are produced and
regulated” (p. 433). She utilizes the metaphoric code of “Girl Number 20” which Judith
Williamson (1981, 1982) first used to a refer to a girl student, during their class on representation
of women in the media. While examining romance comics in this course, the boys mocked the

content and the girls remained silent, which Gonick explains:
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Williamson understands the silence of the girls as an effect of the ways in which their
self-image is bound up in the very things that are under attack. The complicated knot to
be struggled with here is having students’ grasp the ideological relation between texts and
their own experience, on the one hand. And on the other, having students critically
engage with representations of femininity in the popular media without also reinforcing
the disparaging view of girls and women who read, view, and find pleasure in these

narratives and images. (2007, p. 434)

Williamson’s larger concern is that Girl Number 20 not only looks like the heroines
frequently found in romance comics but also opts to stay silent when female students in the class
are given the opportunity to discuss the tensions involved in critical readings of media texts
students enjoy outside of class. Gonick further acknowledges the tension that educators grapple
with in wanting to engage girls in critical conversations around their gendered subjectification by
the media. Her work serves as an important reminder to researchers working with girls and

exploring notions of voice.

Scholars are also encouraging an evolution of the field by suggesting that we challenge the
normative constructions of girlhood through queer theories and/or through exploring boys’
relationships to girls’ media culture (Driver, 2007; Kearney, 2018). Unsurprisingly, just as the
area of girlhood studies is limited in its application of intersectionality and consideration of a
variety of girlhoods, girls’ media studies has also mainly focused on Western, White, middle-
class populations (Moscowitz & Carpenter, 2014; White, 2008). Research in this area includes
the media consumption practices of low-income Latina youth (Vargas, 2009) and Mexican-
American youth (Mayer, 2003). However, scholarship that focuses on non-White girlhoods and

media is emerging. Among this work is Kisha McPherson’s (2019) examination of Black female
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spectatorship, drawing from hooks’ (1992) case for the power that lies in looking and how the
“oppositional gaze” represents an opportunity for Black girls and women to resist media
representations through the act of looking and/or the act of rejecting. Her work identifies the role
of safe spaces for Black girls that offer a context for understanding oppression and power, as
well as places to collect their knowledge. As a growing area of research, Keller et al. (2015) note
that girls” media studies would benefit from broadening the range of research methods used and

from an increased inclusion of girls as collaborators or co-researchers.

Girls’ Media Making and Video Storytelling

Honing in on the specific area of girls and media making, the research becomes even more
scant. Several edited volumes unite research produced over the last decade pertaining to youth
media production, including video making, in both local and global contexts (Ares, 2010;
Fisherkeller, 2011). Notably though, none of these have used gender as an analytical lens nor
have they examined girl-specific experiences with media content production. Another such
volume (Ito et al., 2009) includes several short vignettes featuring girls’ experiences engaging
with digital media, including video production for YouTube, producing rap music, and writing
fan fiction. It is worth noting that terminology is not universal, and research involving video
making may refer to this activity as filmmaking or digital media production or digital
storytelling—the latter term borne out of a specific model of video narrative coined by the Story
Center organization (Hartley & McWilliam, 2009; Lambert, 2013). When considering the myriad
terms in play, research on girls’ media making in North American contexts includes examples
from the previous section on girl’s media cultures, which involve media making for social media
platforms such as YouTube and Instagram, and other more alternative processes and products
such as zine creation (Banet-Weiser, 2011; Hasinoff, 2013; Johnston, 2018; Moscowitz &

Carpenter, 2014). These projects support the value of girls-only spaces where participants can
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explore media storytelling critically, creatively, and collaboratively. Recalling the research by
girlhood scholars around girls’ development and diminished confidence as they enter into pre-
adolescence, research further suggests that self-expressive media creation can be
developmentally beneficial for girls (Blair et al., 2010; Kearney, 2006; Moscowitz & Carpenter,
2014) and that media making led by female mentors can contribute to an engaged female
citizenship (Caron, 2011). Scholars also note that extracurricular programs in particular are
useful as they can offer greater freedom than endeavouring to fit activities into already packed
curriculum and have the potential to create more authentic relationships between facilitators and

girl participants (Moscowitz & Carpenter, 2014).

Female youth who are marginalized based on their racial, ethnic, class, or sexual identity
are the ones who may most substantially experience the self-esteem boost that can be gained
from engaging in media production (Kearney, 2006). A key scholar in the girls’ video making
space, and whose work has heavily influenced my own research, is Mary Celeste Kearney. Her
2006 book Girls Make Media repositioned girls away from discourses of consumption by
examining a rich legacy in North America of girls’ creation and production of various forms of
media (including video). She notes how, throughout history, girls have been restrained from full
creative freedom and their making has been controlled or viewed as having lesser value relative

to boys:

American girls have long been involved in creative activities that, though often invisible to
others, link them directly to the realm of cultural production. From preindustrial times until
well into the early twentieth century, most girls’ forms of cultural production, like those of

the majority of women, were domestic in nature, largely as a result of the hegemony of
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patriarchal ideologies and social structures that relied on females’ exclusion from the

public sphere. (p. 24)

Kearney’s (2006) monograph offers a history of girls’ media production: from letter
writing in Victorian times, to their use of Kodak’s amateur, portable “Brownie” cameras in the
early 1900s, to movie star fan club newsletters in the 1920s, 1930s, and 1940s, into
contemporary video production influenced by the 1990s video activism and the RiotGrrrl
movement, which incorporated feminist politics with punk culture and evolved beyond its initial
roots in music culture to include independent or “do it yourself” (“DIY”) artmaking and

activism. Her following statement inspires and supports the direction of my project:

When girls invest in the role of media producer, stereotypical notions of girlhood and girls’
culture are altered radically, and so is the popular understanding of media production, an
activity historically constructed as adult- and male-dominated. Indeed, the development of
a highly culturally productive generation of female youth suggests that something very

profound has changed in the structures of media culture. (p. 12)

Patricia Lange, whose Kids on YouTube (2015) was discussed in part one of this literature
review, focuses Chapter 3 of the book on girl YouTube content creators. In fact, Lange
references Bloustein’s (2003) call for research that explores the “lived reality” of media creators
beyond the analysis of specific genres or individual texts/media creations. This should involve
“girls’ experiences, including social interactions that help negotiate technologized identities that
emerge through sharing and producing media” (p. 66). The chapter in Lange’s book features
interviews with 15 girls ages 12-19 who are mainly US-based, with some international
participants, and she notes that 10 of them identify as White, three as Asian, one as African

American, and one participant’s racial identity is undetermined. Lange’s analysis includes a
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consideration of “the technical as relational,” and aims to make a case for more research that
considers not only how media helps girls to resist “notions of traditional identity variables such
as gender, race, ethnicity, and class” but also their technical affiliations as “variables in their own
right” (pp. 64-66). Examining the notion of a “geek identity” in relation to technical skills and
affiliation, Lange cites a Canadian study of tween and teen girls where some girls embraced and
actively cultivated a geek identity (Currie et al., 2006). One of Lange’s participants refers to
herself as an “editor by trade,” which Lange demonstrates goes beyond self-identity and reveals
itself in the techniques she applies to her video editing work. She further uses the concept of a
“warm expert” (Bakardjieva, 2005) to describe how at different points in girls’ media making,
they might access different individuals who were both accessible and familiar to them as well as
more knowledgeable in a specific skill or process (or, in some cases, who introduced them to
YouTube, as several participants’ family members did). Interestingly, more often than not the
participants articulated that they were the expert in their household or peer group and/or sought
out learning on their own via tutorial videos, etc. Finally, Lange emphasizes the value of the
girls’ narratives and what they revealed in terms of how they “perform affiliations to particular

technologies, media, and related cultural values” (p. 73).

In the introduction to an edited volume on girls and media, Kearney (2011) suggests that
research on girls’ media making continues to be limited in its consideration of how girls use and
produce subcultural and anti-corporate media, “which is important in challenging the prevailing
perception that girls’ media culture is always already mainstream and commercial” (p. 11). She
contributes a chapter to the second volume of this anthology Mediated Girlhoods: New
Explorations of Girls Culture (2018), that focuses on the experiences of aspiring female
filmmakers enrolled in US undergraduate filmmaking programs. Among her findings, most of

the girls took up filmmaking between the ages of 10-16 and the majority of participants cited
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movie watching as a main family leisure activity, as well as having a parent who owned a video
camera but did not necessarily have a career in filmmaking. Notably, half of these girls also had
participated in a formal filmmaking program or course as teenagers, and many had parents who
were supportive of their interests. Kearney further notes that “the majority of students
constructed their early filmmaking as a fun pastime rather than a serious undertaking, and several
described it as ‘dabbling’” (p. 218). Her chapter concludes with recommendations to increase
girls’ pursuit of filmmaking as a career and tackle the significant industry lack of gender parity,
including launching more media production workshops for female youth, in part to assist them in
developing confidence around their filmmaking skills. Another of Kearney’s important
recommendations is to honour girls’ informal video-making practices via smartphones. Kearney
and her work over the years validate many of the ideas that inspired and motivated me, and the
approaches I took in designing this project. Early on in my doctoral studies, the Girlhood Studies
journal announced its first call for submissions on a special issue relating to “girls making stuff,”
to examine how these activities can reveal “a powerful image of liminal creativity” as well as
point to the value of how “explorations emphasize the importance of girls’ voices and art actions
as they construct and share their experiences and their own understanding of girlhood” (Beavis et
al., 2018). A shift is finally taking place, and it is a most interesting time to be engaging in

research on the topic of girls’ media making.

Following from limited research that considers intersectionality and explores the
experiences of diverse populations of girls in girlhood and girls’ (media) culture studies, there is
minimal research in either Global North or South contexts that looks at marginalized girls’
experiences, and equally minimal research focusing on girls’ participation in video making.
Dahya and King (2018) examine the mobile video storytelling practices of girls of colour

participating in a series of girl-specific workshops with non-profit organization Reel Grrls. They
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call attention to the politics of power embedded and enacted on these girl participants. Although
many of these girls indicated that they consumed a lot of online video content, few had ever
created it. The fact that they demonstrated confidence to create media didn’t necessarily translate
into a desire to express their voice by sharing their creations publicly. Other international
research includes Pike’s (2019) exploration of the documentary media making of Arab girls in

Qatar.

Limited Canadian research includes Brushwood Rose’s (2009) work engaging in
community-based digital storytelling with marginalized girls, and the “impossibility” of girls
telling their whole stories when “we participate in and are shaped by stories we may not yet be
aware of” (p. 214). Other research in a Canadian context is Dahya’s (2014, 2017) feminist
ethnographic work exploring the media production processes of Muslim girls and other girls of
colour within a larger co-ed program at a middle school. Her work builds on critical approaches
to digital media research and suggests that insights into girls’ media making are limited without
careful detailing of the context of production, including all social and material factors. My
previous research (2017) represented a first step towards contributing to girls’ focused
scholarship and an initial foray into conducting research around girls’ experiences with video
production in a curricular context. As an arts-based qualitative study, it explored the
opportunities and challenges around designing media education curriculum in a digital age and
considered how girls learn and make media through a focus on creative non-fiction content. It
also revealed the limitations of working on media production in a classroom setting.2° At the
same time, it involved mainly White girls of high socioeconomic status and I did not take

intersectionality nor any feminist theory explicitly into account. Indeed, there is much work to be

20 These limitations informed my interest in exploring media production in extracurricular contexts, as discussed in
Chapter 3.
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done to capture the legacy as well as the current culture of girls’ video-specific storytelling and
production in a Canadian context, including how experiences are similar and/or differ across
diverse populations. This current research project represents my continued effort to centre the

experiences of girls in order to better understand and support their video-making efforts.

Conclusion

This chapter provided a literature review to support my research focus on the tween or teen
girl as a video-based storyteller. It comprised an overview of the broader, interdisciplinary area
referred to as girlhood studies or girl studies as well as the sub-area of girls’ media cultures,
before zooming into the scant yet impactful scholarship that explores girls and media making,
especially girls’ video making. I noted the prevailing theme across all of these areas, the latter
two sub-areas more specifically, which is an overall paucity of research. Even more scant are the
experiences of marginalized girls and of girls in Canadian contexts, which is where I take up my
current research. I further noted that an intersectional lens is important to any work that engages
with diverse populations of youth, which is often the case in a city like Toronto where I
undertook my research. I also align myself with Lange (2014) who makes a case for considering
girls’ technical identity/affiliations as important variables in their own right, and not just in
relation to wider scholarship focused on gendered relationships with technology. As I will
discuss in a later chapter, this latter perspective supports my approach of presenting my data
through descriptive chapters that include a video-storytelling identity or persona I developed for

each participant.

The following chapter is the first of two chapters that describe and discuss my research

design. It focuses on recruitment and other considerations that came into play as a result of the
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pandemic, which necessitated a shift from an in-person extracurricular program for girls to a

virtual one.
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Chapter Five: Research Study Design Context and Considerations

Introduction

The process of completing a dissertation has been described as messy, iterative, and
discursive (Bloomberg & Volpe, 2008), and social sciences research as unpredictable (Carey,
2009). This was indeed the case with this research with the pandemic impacting every stage and
piece in some way. This chapter tells the story of designing and conducting a case study during
an especially challenging time and also reflects my effort to make explicit, as per a reflexive
feminist research practice, how the research process was constituted (Ramazanoglu & Holland,
2002). I begin by summarizing the “case” that the study focused on which was a small group of
girl participants within a girl-specific video storytelling program that I both designed and
facilitated. Next, I expand upon the process of pivoting from in-person to virtual fieldwork,
including the recruitment process and the participants that ultimately joined me in both my
research and the video storytelling program. This prompts a reflection regarding my positionality
as a White adult researcher working with racialized and marginalized girls and also
considerations relating to my dual role of program/intervention facilitator and researcher. I segue
into other ethical considerations that factored into conducting work with racialized youth.
Finally, I summarize the considerations that informed my approach to designing the video
storytelling intervention and approach to facilitation. I expand upon this process, including the
video-based projects and activities we explored, in the hopes that such information may support
researchers or practitioners in shaping related future intervention work, programs, and case study

research.
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Summary of Research Project

This research project centres on a small group of tween and teen girl participants, exploring
their experiences with video making more broadly and their particular experiences participating
in a girl-specific video storytelling program, as well as their approaches to making video content
and what they learned about it. I designed and delivered this brief, virtual, and extracurricular
video storytelling intervention which comprised eight 1-1.5-hour sessions and ran over four
weeks in the Spring of 2021. The sessions ran over Zoom with resources and any content
referenced posted on both private Padlet pages and a private Microsoft Teams account created
for this project. This last platform was also used for its chat functionality, for when participants
asked questions or for me to provide updates or reminders, for example. Further details on the
content, structure and other considerations involved in designing and facilitating the sessions will

be discussed later in this chapter.

Evolving Recruitment and Research Design Plans: Pivoting in a Pandemic

This research experience has been an exercise in managing expectations. It illustrates the
tensions, possibilities, and compromises between the study that one imagines and the study that
is actually realized. The emergence of an international health crisis was one overarching,
extenuating circumstance that has continued to impact this project from the time I submitted my
initial post-proposal defense ethics application through to the writing of this dissertation. In
spirit, the research questions, methodology and theoretical underpinnings that I proposed pre-
pandemic have found their way into the revised project; however, my work evolved and adapted
in myriad, necessary ways. For example, the project I originally envisioned saw me organically
integrating myself into an existing afterschool media making club, or offering such a space

myself, and in either case take place over a considerable period of time, of at least a few months.
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This scenario would have allowed me to embed myself deeply in the field site, and to really
study the culture and forge organic relationships with youth research participants. I was also very
aware of the problematic legacy of research wherein researchers have “catapulted” into a
community and prioritized gleaning data that served their own agendas over any commitment to
working in partnership with participants, and any effort to give back to their communities. Even
with my efforts to avoid the above scenarios, I ended up securing a field site with a very short
window of opportunity to conduct the research and was faced with the very real risk of becoming

a tokenistic project.

In February 2020, I was in the final stages of confirming a research site at a Toronto-based
school and set to begin recruitment. After some unforeseen delays with a back-logged university
ethics approval process, I was officially granted approval to proceed with my study in the second
last week of March. This happened just as news outlets began reporting about a deadly new virus
that was spreading rapidly across the globe. In what seemed like a heartbeat, Toronto, like so
many other places in Canada and around the world, went into lockdown. Students were in the
middle of the school year when the stay-at-home orders were put into place, and schools,
including my anticipated research site, went into full-on emergency remote instruction mode.
With the school’s priorities having abruptly shifted and the fact that the video storytelling
program/intervention was designed to be an in-person experience, my research ground to a halt. |
was well-versed in contingency planning from my many years spent in media production, but
this was a curveball that even my troubleshooting instincts were not prepared for. It was initially
a mental struggle to reconcile that I might no longer be able to continue with my research plans
at all. It is important to note that at this stage, the general public was far from having a sense of
the magnitude of the crisis, with some speculating that this might be a temporary emergency and

that life might be back to normal in a matter of a few weeks. This prediction proved way off. I
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now offer a summary of my some of the new considerations and efforts I had to undertake to

conduct this study virtually.

Re-imagining my project as a virtual study involved considerable delays, in part because
the university research ethics department was in the midst of necessarily revising protocols and
policies around virtual research with human participants, including ethical concerns around
various third-party meeting platforms and software. I was also initially less enthusiastic about
delivering the video storytelling program remotely—remote instruction and video-conferencing
for any reason were relatively non-existent in my life prior to the pandemic. The emphasis on the
relational component in community-based programs as well as the literature and my experiences
of engaging as a facilitator, as well as the delicate power dynamics one navigates in working
with youth, were all challenges I was well aware of. However, virtual gatherings and any
experience performing virtual facilitation were entirely unfamiliar to me. A large part of the
spring was dedicated to extensively exploring software tools, attending virtual events, and
hosting a few myself. After some research into different tools, I opted to focus on synchronous
sessions using a web conferencing tool, Zoom (at the time, a platform I had never previously
used!), and also to use Microsoft Teams for communication outside of sessions, and as a hub of

sorts for other information as Microsoft products were authorized by the university.

The importance of cultivating relationships for research partnerships cannot be overstated
and, given all that was happening with abrupt shifts to hybrid and/or virtual learning during the
pandemic and my interest in offering extracurricular programming, it became prohibitive for me
to attempt to forge new connections with schools. This introduced a new major concern:
recruiting participants virtually and from scratch. Initially having a school as a research site

offered the benefit of educators or other school personnel who could advocate for the project or
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further contextualize and frame it for the students. It also meant having the ability to hold in-
person informational sessions, where I could talk for ten minutes to a group of students and have
their mostly undivided attention, as well as the opportunity to answer questions and of course
allow them to see who I am and what my personality was like. Now, informational flyers and
posts became a fundamental tool: they needed to be designed in a clear but engaging way while
accurately illustrating the essence of the project. I also had to create these documents in a way
that would appeal to both parents and youth, based on the available social media spaces I could
post in. I struggled with how to explain the project: it was a research study with a media-making
program embedded in it and I didn’t want that to be confusing. I toyed with using the word
“club” and then opted to incorporate “meetup group” to account for the fact that this was
intended to be extracurricular and not heavily structured (considering also that the term meet was
increasingly associated with virtual events through the platforms such as meetup.com as well as
Google Meet). I tried to think about what youth would most be seeking during this strange and
difficult time, and the value of keywords such as “creative” and “together.” It was also important
to note the language around gender, and how, after discussions with my committee members,
there was a need to shift from “female” to “girl-identifying” language, while not wanting to
exclude youth who might identify as non-binary, gender-fluid, or gender non-conforming. I
revised later versions of my recruitment documents to include non-binary as well as girl-
identifying youth. I further expanded my inclusion criteria to include girls 12-17 to open up the
potential pool and put more importance on an interest in video making vs. their age or
developmental stage. I also applied for ethics approval and was granted permission to include a
small honorarium to thank participants for their participation. I ultimately created close to two

dozen versions of my recruitment documents.
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By the end of the summer of 2020, I had directly contacted 23 organizations that were
either youth-focused, offered extracurricular programming for youth, focused on girls’ and
women’s issues, or involved in community-based media production. On top of this I reached out
to a dozen or so colleagues and friends with connections to youth. I shared posts via LinkedIn,
Twitter, Facebook, and Instagram. I cannot quantify the reach of all of my social media posts or
those that several friends and organizations had kindly re-shared with their communities,
although my two Twitter posts reached 720 and 410 people, 13 and 15 of whom interacted with
the content respectively. I would continue to seek out participants in the months that followed
and, with all of the challenges both children and their parents were experiencing with the
emergency move to remote learning, [ was unable to gather enough participants who were

available for the same block of time until the following year.

Research/Field Site

In early Spring of 2021, one of the organizations I had contacted the previous fall
followed up with me to express an interest in having me run a video-making
program/intervention. This organization, which I refer to as “the Centre,” focuses on
empowering underprivileged and/or racialized girl-identifying youth. It offers a variety of no-
cost, hour-long afterschool programs as well as mentorship and other resources. Given the
structural barriers and systems of oppression that close off opportunities in the media industry to
those without sufficient social, cultural, and economic capital (Bourdieu, 1986)—and that my
larger goal was to support diversity amongst the future generation of media makers—this was an
exciting development! The school research site I was close to securing pre-pandemic was
comprised of students of high socioeconomic status and a community that skewed White (whose

parents could conceivably afford to pay for their extracurricular interests, including enrolling in
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media-making programming). I anticipated that the Centre’s girl-identifying member base would
encompass more ethnoracial diversity. I was also enthusiastic about offering digital storytelling
to participants who might otherwise not have access to such programming (a silver lining to
having the original site fall through). Over several conversations with the Executive Director and
the Program Coordinator, I explained my research parameters, recruitment needs and shared an
informational letter as well as a link to updated information about the study on my website. I
explained that as a solo researcher-facilitator, I could support a maximum of nine participants but
would require a minimum of four participants who consented, along with their parents’ approval,

to participate in the research.

Research Participants

After a short recruitment phase, ten girls—ranging in age from 11 to 17—signed up via the
organization’s website (selecting our digital storytelling program out of the activity offerings for
the Spring term). A staff member contacted the parents of children who signed up to explain how
this program was different from the other offerings, as the website did not indicate that this was
part of a research study and passed along the consent/assent forms. This also involved
confirming that each participant would have access to a smartphone with video capability, access
to a computer to do video-editing (with cloud software I would provide), and WIFT access to
attend Zoom sessions. I recognized that to create a truly equitable experience, I should have been
able to provide devices to any interested students, but in this enforced virtual context, these were
the necessary compromises. Fortunately, all participants indicated they had access to these
resources. Over the next few weeks, both the organization staff and I gathered these forms, but
also had to chase after forms for several participants. For perspective, on the first day of the

program, I still did not have confirmed participants with all the paperwork signed, and so I
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turned the session into an informational one about the study. The number of participants who

stayed enrolled in the program, and had also consented/assented to participating in the research

study, fluctuated:

Out of the 10 girls who registered for the program, 8-9 girls (ranging in age from 11-
17) came to the first session. Several girls joined in late. When it became clear that
many participants were unclear as to the expectations and how this was also a

research study, the session necessarily became an informational session.

3 girls stopped joining after sessions 2-3 (one contacted the Centre to say they
wouldn’t be continuing, one disappeared despite efforts to communicate with parents
who said she would continue to attend, and a third emailed me close to the end of the

program to say thank you but she wouldn’t be continuing).

From the start, 1 girl (11 years-old) would join the sessions but seemed to struggle to
participate and understand and complete the activities. After the session, I contacted
her parent to discuss what was required for the program, and the girl indicated that
she would be able to continue. However, she was not able to keep up. After chatting
with her one-on-one after another of the sessions, and based on what her parent had
said, I recognized that she was looking for community and activities. She also
indicated that she was happy just to observe and still feel a part of the group, and so

that is how we proceeded for the remainder of the program.

The research participants comprised a group of four and, with a couple of exceptions, they

attended all sessions, participated with enthusiasm and effort, and completed all of the video

activities and research components. Although they gave permission for their names to be used in

research, I opted to use pseudonyms in this study: Ziggy (11 years old and of Afro-Caribbean—
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St. Lucian and Creole—heritage), Jeanette—Jeannie for short (12 years old and of Jamaican
heritage as well as a Christian and Native-spirited background), Fernanda (14 years old and of
Indian/South Asian heritage), and Alexia (17 years old and of Filipino heritage). All participants
identified as girls. All appeared to be—given that they access free programming through the
Centre—of lower socioeconomic status. And all were members of racialized populations, which

I only became aware of in the first session of our program.

It is important to note that when I set out to recruit participants, my only inclusion criteria
were that they needed to identify as girls or non-binary, fall into the tween or teen-age group,
have a strong interest in video making, or have had previous experience making videos. I had
anticipated that in a diverse city like Toronto, the participants would represent BIPOC
communities, which I welcomed but which was not a pre-condition for participating. Although
intersectionality was part of the theoretical framework informing this study, I entered into this
research more interested in the wider identity marker of “girl-identifying tween or teen” and I did
not explicitly design this study to focus on racialized girls. Reflexivity is widely accepted as a
principle of feminist research practice: it supports the notion that knowledge as shaped by the
specific contexts and/or circumstances in which it is situated and involves critical reflection on
the part of the researcher. I note that having a group of racialized girl research participants
brought important new considerations into the mix pertaining both to the design of both the
video storytelling program and the research study, which I will expand upon later in this chapter.
It also amplified the importance of striving to make power and the exercise of power explicit as
well as to consider how my social background, location, and assumptions—or “positionality”—
influenced the research process (Clarke et al., 2017; Hesse-Biber & Piatelli, 2012; Pillow, 2003;

Ramazanoglu & Holland, 2002).
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Positioning Myself in the Research

Reflexivity is an important consideration in research and even more so given the power
imbalance that exists when working with youth participants. Hesse-Biber and Leckenby (2004)

note that:

Feminist researchers are continually and cyclically interrogating their locations as both
researcher and as feminist. They engage the boundaries of their multiple identities and
multiple research aims through conscientious reflection. This engagement with their

identities and roles impacts the earliest stages of research design. (p. 211)

In an effort to reveal the person driving this study and her motivations for exploring girls’
video storytelling, I shared and reflected on select childhood and adult experiences in the first
chapter of this dissertation. It is also important to acknowledge the additional power dynamics at
work during the research process and a consideration of my positionality in relation to the

marginalized and racialized status of the research participants.

As a self-identified creative and introverted person, it has been a journey unto itself to
design research that aligns with who I am, the things matter to me, and how I want to connect
with others and be of service. It has prompted me to consider the ways in which I approach my
work with children and youth filtered through the lens of my own childhood. I was a sensitive
and thoughtful child who preferred to express myself in writing and engage with people one-on-
one. Looking back, I have a sense that I rarely if ever experienced these qualities being
celebrated in the world, including the media, around me. Then, there was the added layer of
having parents of different cultural backgrounds—my mother is of Polish descent and my father
is Pontic Greek and grew up in areas that are today known as Georgia and Kazakhstan and with

ancestry that stretches across what is modern-day Turkey. My parents’ different cultural

96



backgrounds made life especially challenging in a time when communities of immigrants
gathered according to a shared heritage; they faced cultural discrimination for many years and
additional struggles to navigate this new country without social and economic capital. I attended
schools with mainly White students with middle to high socioeconomic status as well as
ethnoracially diverse students who could be considered low to middle class. As a result, I found
myself identifying with each group in different ways while not quite ever fitting into either. Over
the years, my friends reflected a variety of racial and ethnocultural backgrounds yet I found I had
much more in common with first-generation Canadian as well as BIPOC kids versus White
classmates who were second-generation or beyond and who were often far more wealthy. A
common microaggression that I continue to experience to this day was having my first and last
names mispronounced or even mocked—sometimes folks being apologetic about it and other
times, unapologetically blaming my name for having too many syllables. I shared this experience
with multisyllabic-named classmates and later colleagues of Filipino, Indian, and other
ethnoracial heritage. For these and other reasons, I continue to consider my mixed cultural

heritage as an important piece of my identity.

It is without a doubt that these collective experiences have also explicitly motivated my
media work and efforts to honour the stories of individuals, especially children, that reflect the
incredible diversity of humankind. I entered into this research with a similar intention, supported
by my substantial experience working with children and youth throughout my media production
years. In that profession, I came to view my relative sensitivity and interest in hearing people’s
stories to be assets: both child and adult participants alike over the years have communicated to
me that I put them at ease and created an enjoyable and respectful environment and experience
for them during the production process. I also set out to conduct this research in hopes that I

would be able to cultivate a similar environment. One thread that weaves through the media
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storytelling and scholarly research parts of my life is a deep curiosity about humans and their life
experiences, and a desire to leverage the power of storytelling to foster connection and build
understanding. These reasons further contributed to why I designed this project with an eye on
participatory research methods, and with the desire to work hard to cultivate a safe, creative, and
community-oriented space for participants. Furthermore, while I in no way aim to suggest that I
can understand the world as seen through the eyes of a racialized person, experiencing other
forms of marginalization or discrimination as a child has cultivated a sensitivity in me towards
exclusionary practices and inequity. I also have come to acknowledge that feeling “othered” at
times throughout my life created a false sense of kinship with racialized peers: this includes
when conversations turn to childhood experiences growing up with less social and cultural (and
economic) capital in relation to many of my White peers. As a result, [ knew I would need to
regularly remind myself throughout this study that my White skin has afforded me a layer of
privilege that shields me from the systemic oppression and everyday struggles faced by
marginalized populations. From a research design standpoint, this emphasized the importance of
participatory, feminist, and arts-based methods and of making a conscious effort to read their

data through an intersectional lens.

Ethical Considerations

Working with youth involved a rigorous ethics review process. This research study,
including several amendments to it, was approved by York University’s Ethics Board, as noted
by approval certificate #STU 2020-029. Informational letters sent to parents included consent
and assent letters indicating that the digital storytelling program was part of a PhD dissertation
and what their commitment would be, while clearly indicating that participants could withdraw
from the study at any time. In order to facilitate video-sharing between the participants and me, I

created password-protected Google Drive folders for each participant via my university Google
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account. Each time content was posted by a participant, I would proceed to transfer it to an
encrypted hard drive that only I have access to; this information will be stored and destroyed five
years after the completion of this study. The same security protocols will be applied to video
interviews and video recordings of fieldwork. All of the participants’ parents gave consent and
the participants assented to having their real names and their images appear in my research.
Although their images do appear in figures throughout in this dissertation, I opted to use

pseudonyms to further protect a population that is considered vulnerable.

The very first Zoom meeting necessarily became an informational session for the
participants while also giving me the opportunity to gauge more about their interest in this
project, and their skill levels and experiences around video making. I spoke to them about what it
meant to be a research participant as well as a co-researcher, and about my hope that they would
record a vlog, agree to an interview/end-of-program conversation, and allow me to include and
discuss their media projects in my dissertation. Drawing from the ladder of citizen participation
model developed by Sherry Arnstein (1969) and expanded by Roger Hart (1992), my aim was to
move away from non-participation and tokenistic participation and towards more of the
partnership approach that is central to youth participatory and youth-engaged research
methodologies. In an effort to balance some of the power dynamics between us, we co-
constructed a program agreements/etiquette document in real time, using the Padlet web-based

tool (see Figure 1):
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Figure 1

@ Tatyana Terzopoulos + 6

26d

Program agreements/etiquette Padlet document co-constructed with participants.

Digital Storytelling Workshops - Group Agreements/ Etiquette

respectful

¥

being respectful
about other people's
opinions

¥s

We agree to listen
deeply to each other

¥

accepting mistakes

L &3

Don't feel like you
have to do something

¥s3

not
shaming/criticizing

¥s
Listen and Learn

Be nice and listen and by
listening we can learn.

¥7

Don't Be Pressure
¥s
REMEMBER:

EVERYONE'S STORY
MATTERS

polite

¥
constructive
criticism

¥s

Trying to see from
each other's
perspective

¥s
Being patient with
one another

¥s

Don't be afraid to ask
questions!

¥

no judging

¥s

try to challenge yourself :

and take risks! try new
things!

¥s

putting effort into
their work

¥

not interrupting
people
¥s
speaking one at a
time

Inclusive

Feeling like you belong
and that the space is safe
to share.

\ &3

agree to and participate :
fully to the best of your
ability in every session

¥

As previously discussed in Chapter 3, another important consideration is the role of adults

in these types of learning experiences. With the tight timeframe, I entered into this study
intending to position myself as much as possible as what Blum-Ross (2015) referred to as a
“guide” rather than a collaborator or mentor. At the same time, I was very conscious of my
outsider status as well as the limited time I had to cultivate the kinds of organic and authentic
relationships that have always been important components of my work. I clearly understood that
many of these students had been sitting in their homes looking at their teachers through a
computer monitor for months. This made it less surprising that they approached our Zoom
format as well as their interactions with me, especially in the first few weeks, with a sense of
formality culturally expected from youth dealing with adult authority figures. I picked up on this

formality and it was a source of frustration for me: creating the best possible environment for
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community and collaboration that moved away from the more formal nature of school-based
learning had been a key goal from the beginning. Within the limited timeframe and virtual
context [ worked, putting the ideas around community-based youth media programs and the role
of adults that I had explored in my literature review—including striving for a “pedagogy of
collegiality” (Chavez & Soep, 2005), positioning myself as a “‘co-conspirator”” (Mahendran 2009,
as cited in Ito et al., 2009), as well as a “collaborator” (Blum-Ross, 2015)—were no longer
realistic goals. I decided the best way to minimize at least some of the formality was to prioritize
opportunities for participants to connect, including in breakout rooms, and share their knowledge
with each other over any instruction I would give. Again, I took my direction from much of Ito
and colleagues’ work around youth digital media cultures and the tenets of connected learning

(Ito et al., 2009, 2012).

We also had another person in attendance for all of our sessions, whose presence and
support within this study cannot be understated. It was the Centre’s policy to always have a staff
member present for sessions, and, after discussion with the staff, they agreed to assign the same
person to all of the digital storytelling sessions. This 20-something-year old woman was
invaluable in cultivating as safe and as comfortable a space as possible, as she was familiar to
many of the participants. She also helped with my data collection by assisting in recording some
of the breakout rooms. I discovered that, behind-the-scenes, she would sometimes be contacting
participants if they were late to join our Zoom sessions and learned that it was a common
practice across the organization to provide gentle reminders or check-ins with its members,
during this challenging time. Through my interactions with this young woman, I was afforded
some insight into how unique this organization was, as well as the importance of what it offered

to its girl members in the way of leadership, community, and care. Adding to this, I discovered
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that many of the girls recognized each other’s faces from other program Zoom sessions, as it was

common for members of the Centre to join multiple programs in each programming cycle.

Program/Intervention Design

The research site/organization agreed to two 1-1.5-hour sessions per week over four weeks
for a total of eight sessions. I designed the experience around mobile-filmmaking or “cellphilms”
(Dockney & Tomaselli, 2009; MacEntee et al., 2016; Mitchell & De Lange, 2012) to focus on
cultivating storytelling skills and media production techniques while using equipment they were
already familiar with. Videos produced in the intervention/program were made using
participants’ smartphones, and in most cases edited on laptops/desktops. While my initial plan
was to bring in some higher quality/newer smartphones to work with to ensure consistent quality
and equal access across participants, as well as laptops with Adobe Premiere software for
editing, the virtual context made this impossible. Instead, a requirement for participation became
having access to a smartphone. Participants used their own smartphones for filming as well as
editing, although they were encouraged to and supported in their use of WeVideo—a
collaborative, web-based video-editing software that I had generously been given a trial educator
license for. This particular editing tool appealed to me for this project as it: 1) allowed
participants to share content with each other for group projects; 2) allowed multiple people to be
in the same project while working at the same time; and 3) it allowed me to put comments and
suggestions directly onto their editing timeline. Not all participants ended up using WeVideo,
and many edited with different mobile-based apps such as KineMaster, which I will discuss in

more detail in the data reporting chapters.

As per ideas presented in the first chapter of the literature review, I had initially planned

to emulate more of a community-based youth media approach rather than a formal media-
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making curriculum. Once again, it was necessary that [ evolve my approach as a result of both
the pandemic and the field site organization’s request for a brief, skills-based program. As a
result, I evolved my plans to represent more of a balance between the above two approaches. The
program involved an emphasis on the creative skills, slightly more than the technical skills of
video storytelling, while still supporting tenets of feminist media pedagogy. This involved a
balanced a top-down delivery of information while encouraging a space where participants’
existing knowledge and expertise were shared and applied, low-tech filmmaking tools, and
framing some activities around video-based social media platforms, namely YouTube and
TikTok, and their aesthetics and trends. This approach was further supported by the
participatory-skewing practices I often favoured in my media production career, where I aimed
to prioritize participants’ own explorations and experimentations and support their self-directed
efforts over teaching (e.g., video storytelling aesthetics and techniques). Once again, drawing
from scholars’ observations of informal youth digital media cultures and the role of community
and relationships, I planned for a mix of in-session activities that focused on relationship-
building. I also introduced multiple video projects for participants to complete outside of the

sessions with an emphasis on exploring creative visual storytelling techniques.

Reflexivity involves critical reflection and introspection with regards to how research
process may need to be adapted to suite new information about participants (Kirsch, 1999); this
was indeed the case for me with regards to modifying what I could in terms of the video
storytelling program in the incredibly tight window between securing participants and beginning
the study. As a White woman, I did not set out to work exclusively with racialized girls nor
would I have done so without extensive consideration at the research design stage in conjunction

with ongoing collaboration and consultation with non-White identifying co-researchers and co-
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program/intervention facilitators.?! T admit that I was at times troubled and frustrated by the fact
that [ was a non-racialized person conducting this research. I was especially concerned about
causing any potential harm to this particular group of research participants resulting from any
unconscious racial bias that I might hold. I had some foundational knowledge of anti-oppressive,
democratic, culturally-responsive and relevant pedagogies via my graduate studies within a
faculty of education. Kirsch (1999) notes that moments of doubt and discomfort can encourage

reflexivity:

It is, however, important that I note that as a relative newcomer to teaching as well as
community facilitation, I had only very recently experienced opportunities to learn about these
pedagogies or translate them into practice. Thus, I entered into this research with an overall
emphasis on care and on creating as equitable, inclusive, and safe an experience as possible. For
me, this involved practicing kindness and respect as always, but placing an even greater
emphasis on active and deep listening practices and trying to honour their perspectives as much
as possible. It was important that I consider how I could ensure that I incorporated tenets of anti-
racist pedagogies (Baker-Bell, 2020; Chavez, 2021), social justice pedagogy as discussed by
Learning for Justice (learningforjustice.org), and culturally responsive pedagogy and reflective
teaching (El Ashmawi et al., 2018; Hammond, 2015; Ladson-Billings, 1995) into both the
intervention design and my facilitation approach. This was far from the ideal scenario, in which
research and intervention design are carefully planned as decolonizing projects, with the needs

and identities of racialized and marginalized communities front and centre. In the short

211 was also brought back to the critical awareness that I began to develop as a graduate student in reflecting upon
my media production career. During that time, I recall entering into spaces with an interest in listening and also
encouraging participants to feel like collaborators in the process where possible; what I came to recognize is that
these “good intentions” didn’t necessarily mean that I was not at times complicit in harm to racialized or
marginalized groups on a micro level, as a part of an institution fraught with systemic racism and other forms of
oppression that permeated all parts of the industry.
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timeframe between securing participants and beginning the intervention, I strove instead to
create as safe and inclusive an environment as possible, in which participants could feel
comfortable sharing and focus on video-making projects where they had free reign over what
parts of themselves and their lives they explored. During the brief instruction portions of the
sessions, I made a conscious effort to bring in examples of content that reflected diversity as well
as featured racialized youth, as examples to illustrate techniques and inspire participants’ work.
As I will discuss further in the next chapter, having a small group of participants with wildly
different interests and skill levels regarding video-production required me to adjust some of the
program content as we moved along. It was more important to create space for participants to
explore video storytelling at their own pace and comfort level. A smaller group, thankfully, also

allowed me to support and encourage each participant more directly.

Time was carved out in the sessions to allow for sharing of and discussion about the videos
participants created, if they wished. In the interest of maintaining an alignment with the feminist
theory and public pedagogy-informed theoretical framework of this study, the overarching theme
for the video tasks we explored in the media-making intervention was “life as a girl.” I
encouraged participants to think about who they are and the stories that capture the different
aspects of their identity and experiences, as well as their interests. At the same time, I note that

we did not explicitly discuss race nor position it as a focus for any of our activities.

The video projects included:

1) a “Silent Story/Day In My Life” video: a 30-60 second video collage that focused on
working with different camera angles, framing, and movement and to be created

without dialogue (music and other sounds were exceptions);
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2) an audio poem entitled “Where I Am From,” 2> where participants added personal

details to a writing template and proceeded to record their voice reciting the poem;?3

3) a2-3-minute Profile Story video of a fellow participant, focusing on an interview and

incorporating B-roll footage to support the focus of the story.

I designed these to be somewhat scaffolded, focusing on different components of digital
storytelling and increasing in complexity. In all cases, I created an information sheet for the task
and posted it on our Padlet space along with any supporting guides or links to examples. While I
had initially envisioned more group-work projects, upon noting that skill and commitment levels
varied considerably across all participants, I adapted the plans to include only one partner-based
project at the end. I also anticipated that if there were too many challenges for participants in
collaborating on this last project, they could instead work independently and opt to add visuals to

their audio poem.

Sessions took place over Zoom for 1-1.5 hours after school on Thursdays and Fridays (see
Figure 2). I would always stay to answer questions or support participants who needed or wanted
it, which resulted in an additional 0.5-1.5 hours of time spent online on several occasions. Most
sessions began with a short ice-breaker activity with participants organized into pairs in breakout
rooms and given a few minutes to connect and respond to one of two question prompts, drawing

inspiration from the virtual events I had attended. This was inspired by the virtual experiences I

22 This project draws from George Ella Lyon’s “Where I’'m From” poem:
http://www.georgeellalyon.com/where.html. The poem has been used in poetry-writing classes in the US and
beyond and is successful in part because lesson plans are built around a template, while allowing for students’
unique histories and interests to come to the fore (Montgomery & Jetter, 2016).

23 The audio-based project we engaged in in our program drew from an activity guide prepared by the University of
Minnesota’s Center for Educational Innovation:

https://global.umn.edu/icc/documents/I Am_From_Faculty Guide.pdf and was further inspired by StoryCenter’s
digital storytelling model (Lambert, 2013).
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described earlier in this section as well as suggestions from The Anti-Racist Writing Workshop
(2021) by Felicia Rose Chavez. In the book, the author recommends shifting the power dynamic
by sitting in a circle. While I could not emulate a true circle in Zoom, I could use its functionality
to recreate smaller, more intimate spaces for the youth to speak to each other within. Next, we
would go through a short lesson and/or discuss how a video-making task had gone and watch or
listen to their creations together, to give and receive feedback. In the instances where I was
providing information, I tried to include examples of stories that represented marginalized
groups and non-dominant perspectives. The feedback sometimes happened in the main room and
sometimes in breakout rooms. For example, in the case of the audio poem, I had participants
only share their work in breakout rooms in an effort to acknowledge and respect the highly
personal nature of the work and in hopes that this might encourage them to discuss more openly
than they might have in the main room. In feedback sessions, I always put the focus on the girls,
endeavouring to draw out the girls’ feedback of each other’s work before offering my own
thoughts. Sometimes, I reserved my feedback entirely but always offered something for the
participants to consider through audio-recorded messages that I posted privately via Microsoft
Teams. The audio-recordings were an attempt to speak more conversationally and differentiate
my thoughts and interactions from the types of written feedback they might receive in a more

formal schooling context from their teachers.

Topics we covered in the sessions included: how to define a digital story; the different
components of a video (images/visuals, sound/audio, story/script, and editing); the difference
between fiction and non-fiction content; lighting, camera angles and movement; the definitions
and functions of A-Roll and B-Roll; the three stages/phases of digital storytelling; planning
documents; and interview skills. Striving to make the sessions as dynamic as possible—as well

as keeping in mind that many of these participants were already spending large portions of their
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day staring at their screens for virtual school—I integrated multimodal tools such as Google
Slides, Padlet, and Mentimeter. I planned to use Teams to post supporting documents such as
activity instructions and session slides, but also to have a place where I could message
participants via a chat interface rather than an email one. I later shifted to post all supporting
documents and information on Padlet after testing it out with participants and noting that they
appeared to prefer it. Padlet also appealed to my own desire for an aesthetic visual tool that gave
my eyes and mind a break from other text-focused platforms. I would continue to use Teams for
the chat function and note that I had a sense that participants did feel free to use it to
communicate with me, although one or two of the older students would still default to emailing

me.

Figure 2

Zoom screenshot from the first “informational” program session.
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A Note about Video Making and Storytelling During a Pandemic

The evolving pandemic had a definite impact on my research design. Beginning the
intervention and fieldwork during a time when the Greater Toronto Area was in the middle of
stay-at-home protocols, I carefully considered the therapeutic component of art making and
media making in community contexts. Patricia Leavy notes how arts-based researchers have
followed in the footsteps of creatives arts therapists to explore goals such as “meaning-making,
empowerment, identity exploration, emotional expression, multisensory communication,
consciousness-raising, healing, self-reflection and personal growth, relational connections,
intersubjectivity, and expressive power” (G. Chilton, personal communication as cited in Leavy,
2015). Creative arts therapy is “a hybrid discipline, primarily grounded in the fields of the arts
and psychology” which “assumes that the arts have unique healing capabilities and draws
directly on visual art, drama, dance, music, poetry, and literature as well as integrated arts
approaches” (Leavy, 2015, p. 28). Cathy A. Malchiodi (2005), a key scholar in this area, outlines
the following elements and characteristics of creative arts therapies: self-expression, active
participation, imagination (as a healing agent), and mind—body connection. This aligns with what
Joe Lambert (2013) has said with regards to the digital storytelling model employed at the Center

for Digital Storytelling/StoryCenter:

we do not pretend to have license to function as therapeutic facilitators. The material that
explains and markets our work does not suggest that this environment should be formally
approached as a healing process. But it would be inconceivable, incomprehensible, and

irresponsible if we did not recognize the emotional and spiritual consequence of this work.

(p- 83)
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While I am in no way conflating the girls’ media-making program/intervention I facilitated
with professional therapy, I was inspired by the above quote to focus on not only designing
storytelling activities but on cultivating a supportive environment with the potential to offer
some reprieve from the trauma of the ongoing pandemic. I further considered Treffey-Goatley
and colleagues’ (2017) suggestion of a conscious, ethical effort, when applying participatory
visual methods like digital storytelling and cellphilms, to go beyond ensuring that the experience
“does not harm” the participants, and instead to emphasize a process that is rewarding and/or

beneficial to them (Bush, 2010; Murove, 2009; Theron et al., 2011).

Conclusion

This chapter offered insights into my positionality as a researcher, discussed the
recruitment and research design process, including how it evolved because of the pandemic, and
offered additional information regarding research site, participants, and ethical considerations. It
also outlined the evolving design of the media-making program/intervention and video
storytelling activities. In the next chapter, I discuss my research methodology as well as my

approach to data collection/generation and the evolving nature of my process of analysis.

110



Chapter Six: Methodology, Data Collection/Generation, and Overview of Analysis Process

Introduction

In this chapter, I describe the qualitative case study methodology, supported by elements of
arts-based research, that I applied to this study and how it further aligned with the feminist-
informed nature of my inquiry. I then outline my data generation/collection methods which
involved multiple forms of multimodal data as well as both participant- and researcher-generated
sources; I refer to Appendices A-C where I provide the questions used in the questionnaire, the
guiding questions/instructions for the vlogs, and the guiding questions for the semi-structured
interview. I then offer a summary of the data I took forward into the analysis stage. Next, |
describe the evolution of my approach to data analysis. This discussion encompasses my initial
coding process and introduces narrative portraiture methodology, which both supported my
primary research aim and inspired my subsequent approach to analyzing as well as presenting

research findings.

Before proceeding, I wish to note how my worldview and the feminist nature of this
project influenced the overall research design, as “feminists tend to view research in holistic
terms” (Maynard, 2004, p. 131). As a researcher, I am most aligned with a view of reality as
socially constructed, and that multiple realities exist for different people (Grbich, 2013; Merrigan
et al., 2012) while also recognizing versions of reality are based on social positioning and
therefore require a critique of power, privilege, and oppression. This critique includes addressing
power dynamics in researcher-participant relationships, or what are referred to as constructivist
and transformational (Cresswell, 2013), or interpretive and critical (Merriam, 1998) paradigms
respectively. A social constructionist paradigm in research focuses on an “examination of the

way people interpret and make sense of their experiences in the worlds in which they live”

111



(Grbich, 2012, p. 7) and relies both on the participants' views of the situation being studied, and
how researchers' backgrounds contribute to their interpretation of the research (Cresswell, 2009).
These perspectives unite at a pluralist view of knowledge, which aligns well with a qualitative
methodology (Grbich, 2012). Girlhood and girls’ media culture/studies scholars have called for
an expansion of the range of methodologies being used to study for and with girls; these include
the application of ethnographic approaches and feminist criticism, and an overall move to
amplify the voices and perspectives of girls themselves (Hains, 2012; Kearney, 2011; Keller et
al., 2015). This study thus aimed to respond to these calls through an effort to centre participants’
voices, and by focusing on, as feminist researchers often strive to do, participants’ meanings and
interpretations, which in return enable them to “see the social world through their participants’
eyes” (Maynard, 2004, p. 133). While there is much debate amongst feminist researchers with
regards to methodology, there appears to be a general acceptance by many as to the particular

suitability of qualitative forms of research (Maynard, 2004).

A Qualitative, Multi-Methodology Approach

A qualitative approach is well suited to a project which intersects the social sciences and
the arts/media, as well as one that aims to produce a holistic account of the research topic
(Creswell, 2009; Grbich, 2012). A hallmark of qualitative research is the open-ended research
question which can be exploratory as well as descriptive (Marshall & Rossman, 2006). The
open-ended nature of my questions signalled my intention to both explore and describe
participants’ experiences with and approaches to video making. This project further meets
Cresswell’s (2013) criteria of a qualitative method of inquiry: the researcher (I) was a key
instrument; the project involved multiple sources of data; I aimed to undertake an inductive

method of analysis; I was interested in participants’ meanings; I applied a theoretical lens

112



through which to view the study; and my form of inquiry was interpretive, recognizing that

interpretations cannot be separated from my background and prior understandings (p. 39).

Case studies are particularly useful for research that asks how, what, or why questions
(Stake, 1995; Yin, 2014). Stake (1995) notes that there is a “palette of methods” to select from in
case study research and that qualitative case studies often draw from “naturalistic, holistic,
ethnographic, phenomenological, and biographic research methods” (p. xi). Stake’s word choice
of palette resonates with the arts-based nature of my research, and I suggest it reflects an image
of the researcher as an artist or creative practitioner. My primary focus involved illustrating girls’
experiences of and approaches to video making, further positioning this project as a “descriptive”
case study (Baxter & Jack, 2015; see also Yin, 2014). I also aimed to consider what I discovered
about this small group of participants’ video-making experiences and approaches in relation to

the development of girls’ video-making programs, positioning this as an “instrumental” case

study (Baxter & Jack, 2015; see also Stake, 1995).

My inquiry into girls’ video making further comprised both observing and examining
their processes, and my research questions were framed and phrased to imply an emphasis on
description, exploration, and discovery; this is how Patricia Leavy (2015) situates arts-based
research (ABR). ABR does not offer a “prescriptive set of methods for generating and
representing empirical materials”, but rather represents an “umbrella term” for different
methodologies that align with a “constructivist, emotive, empiricist research aesthetic” (Finlay,
2008, p. 79). Recalling the overarching feminist framing of this project, ABR is especially well-
aligned as it “makes use of diverse ways of knowing and experiencing the world” (Finlay, 2008,

p.79; see also Grbich, 2012). Susan Finlay (2008) also notes that:
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by its integration of multiple methodologies used in the arts with the post-modern ethics
of participative, action-oriented, and politically situated perspectives for human social
inquiry, arts-based inquiry has the potential to facilitate critical race, indigenous, queer,

feminist, and border theories and research methodologies. (p. 71)

Data Collection/Generation Methods

To support a qualitative and arts-based case study methodology, I utilized multiple data
collection methods, some generated by the participants and some by me. Figure 3 provides a
chronological breakdown of the data collection methods I used, when I collected each source of

data, and who generated the data.

Entrance Questionnaire

As I briefly mentioned in the previous chapter, due to time constraints between confirming
research participants and starting the video-storytelling program, my original plan to conduct
interviews before the program began wasn’t possible. This would have allowed me to gain a
better understanding of each of the participants and note significant themes to track and to follow
up on in the second interview at the end of the study. Instead, I quickly created and distributed a
brief digital questionnaire with a few short answers. This was intended to support our

conversations in the introductory session and allow me to get a further sense of the participants’

reason for signing up, their editing experience and interests, and the devices they had access to

before we moved into the rest of the program.?*

24 Questionnaire questions and a general interview question list are available in Appendices A and C.
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Figure 3

Data Collection Methods, Sources, and Contributors

Pre-

Workshop

During
Workshop

Post
Workshop

Data Collection Method

Details

Short-Answer ‘Entrance’ Questionnaire

1 completed per participant

Vlogs/video diaries

Each participant contributed one or more of these at

their discretion over the course of the program—
these were then transcribed to text via an Al web-

based transcription tool

Video Project Artifacts: completed

projects and additional video footage

Each participant contributed 2 or more video
projects. Additional footage included some of the
raw video footage not necessarily included in the
final project, as well as recordings of one pair’s
Zoom call to conduct their interviews for their

Profile Story videos

Email and Text-based correspondence

(Zoom and Microsoft Teams chats)

Observational (video) footage of the

workshop sessions/breakout rooms

Researcher field notes and reflections

Audio and/or video recorded and transcribed to text

via an Al web-based transcription tool

Semi-structured, video-recorded ‘exit’

interview

1-1.5 hours with each participant—audio
transcribed to text via an Al web-based

transcription tool
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Vlogs/Video Diaries and Video Project Artifacts

Video-generated data are frequently utilized in participatory research methods (Gubrium et
al., 2015; Gubrium & Harper, 2013; Milne et al., 2012). Visual data sources are said to evoke the
senses and are of value in revealing the affective aspects of participants’ experiences (Rose,
2016). Participant-generated visual and media-based approaches are well-suited for research with
young people, positioning them as knowledge producers (Cammarota & Fine, 2008; Prosser &
Burke, 2008; Porter et al., 2020). Scholars note that visual data is helpful where traditional
methods might not fully access what a researcher is inquiring about, and visual research tools can
offer an additional perspective that “elaborates” on the data (Leavy, 2015). An artistic
component for self-expression can be helpful in teasing out perspectives from children and
youth, as Pink (2013) posits when observing that moving images can convey that which written

description often cannot (as cited in Rose, 2016, p. 330).

I asked the participants to record short vlogs, also sometimes referred to as video diaries,
on their smartphones throughout the program. The goal here was to allow them to speak on their
own terms and decide what to speak about regarding the experience. I provided them with
sample questions and recorded a short vlog as an example and shared these resources on Padlet. I
indicated that they should aim to produce a minimum of 3 and a maximum of 5 vlogs, and that
each vlog should be about 2-3 minutes long. I also gave them the option of recording a voice log
instead. [ recommended recording a vlog once a week, either right after the second (last) session
that week or after they had completed a video project so that they could talk about that
experience.? In my previous experience, limitations of this approach are that commentary can be

very surface level and brief, especially as there is no way to ensure participants speak to all

25 I include the instruction document I created for this task in Appendix B.
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talking points/themes, nor is there a way to ask them to clarify their responses. I collected
participants’ video projects mostly to better understand their video-making approaches and
processes and also because, given the virtual context of the study, I was in a position to witness
little if any of these elements. I also collected their various video projects, intending to see what

they offered in terms of insights into participants’ video-making approaches.

Observational Footage (documentation of the research site, participants, and

activities) and Researcher Reflections

Given my dual role as facilitator and researcher in this study, video-recorded observational
footage was a necessary part of my data collection, including to capture an “objective”
documentation of activities (Cresswell, 2018). The shift to a virtual research study both
complicated and simplified this method of data collection. On the one hand, I was able to record
entire sessions with one click of a button. On the other hand, I could only record the rooms that I
was connected to, which created a dilemma for me in that I was hoping to collect data from all
the breakout rooms as well. It would be interesting to consider participant dynamics as well as
what they shared in these smaller, more intimate spaces. I anticipated this would contrast
considerably with the less intimate and unavoidable classroom feel of the main Zoom room.
Although far from a perfect solution, I explained to participants that they should try to ignore me
if I ever popped into their breakout room. I noted that I would turn off my camera to signal that I
was stepping into my researcher role. I was also able to request the assistance of the staff

member who was present for all sessions to enter and record some of the breakout rooms as well.

Fieldnotes, including observational notes (using all senses where possible) and analytical
memos (tending to take place as the end of a day in the field) are often used to support

qualitative research methodologies that seek to understand participants’ lived experiences
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(Groenewald, 2004). Flowing back and forth between and sometimes simultaneously performing
the roles of facilitator and researcher in this study (and as this work is heavily informed by my
own journey as a women media-maker), [ opted to record voice notes prior to or after sessions
which I then transcribed so that I could review them. Further, the process of writing notes can
also help revise and adapt future interview questions (Caelli, 2001; Miles & Huberman, 1984, as
cited in Groenewald, 2004); this was the case for me as I adapted the list of guiding questions

(see Appendix C) for each participant based on observations I made throughout the program.

The “Exit” Interview

Open-ended and semi-structured interviews are often a key method in qualitative research,
and particularly in feminist research (Cresswell, 2013). This was indeed the case for this project.
However, conducting interviews with children can be challenging, in part because it can be
difficult to verify whether participants have fully understood the question without structuring
questions in a leading way, which can lead to participants offering answers that they feel the
researcher wants to hear. In the spirit of participatory research, I began each interview by
indicating that participants should feel free to take the conversation in new directions as well as
contribute their own questions. I also often followed threads that they introduced, especially if
they seemed excited to talk about something specifically. In this way, I endeavoured to situate
each participant as a “knowledgeable guide” about her own experiences and perspectives (Linde,

2008; Vasudevan & Riina-Ferrie, 2019).

In the spirit of semi-structured and open-ended interviewing, I prepared guiding interview
questions.?® Each interview began with a discussion of the participant’s previous experiences

with videomaking, general interests, school life, etc. Much of this was motivated by my own

26 See Appendix C for a list of these guiding questions.
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experiences with media making as a child, as discussed in the introduction, and a curiosity
around the interconnected moments and variables that shaped each girl’s media-making interests
and path. After that, we moved into their overall experience with the program and different
topics we covered with regards to video making as well as some Zoom activities. Next, given
that [ was interested in understanding their media-making approaches, which I viewed as
emerging out of both process and product (Blum-Ross, 2013; Harvey et al., 2002), we engaged
in a specific discussion about each of the videomaking activities and the video projects that they
had created. I had intended to also incorporate video elicitation (Pink, 2013); however, with only
this one extended opportunity to connect one-on-one and that I was unable to ask many of these
questions in an “entrance” interview, I made the decision to omit this component. I did, however,
reference specific parts of the girls’ projects, and, given that many had just completed them only

days before, their memories were still quite fresh.

Returning to the challenging nature of conducting these types of interviews with children, I
noted that I was more so challenged by the virtual interview format. I did not anticipate having
trouble establishing a similar comfortable rapport and natural flow of conversation which I had
perfected in a career involving conducting interviews with people of all ages. I suspect this was
the result of not being able to pick up on facial and body language and other cues as I was
accustomed to doing with in-person contexts. I noticed too, beyond the context of this study, that
a Zoom etiquette has emerged where people tended to err on the side of waiting a few extra
seconds to ensure they don’t speak on top of someone else. This new etiquette, combined with
meeting participants’ keeping themselves on mute and unmuting only when they are called on,
often resulted in a lack of an easily flowing conversation. These interviews were recorded with

the intention of creating text-based transcripts for analysis purposes. As such, I focused less on
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taking notes during them and more on ensuring that I understood what a participant was saying,

and that she felt comfortable in this artificial and unfamiliar context.

Summary of Data Collected

I collected: 11 vlogs (ranging in length from 20 seconds to 3 minutes); video-recorded
interviews that totalled close to 5 hours (196 pages of transcripts); 8 completed digital
questionnaires consisting of 5 short questions, given out at the beginning of the program; 15
pieces of media (video and audio) stories produced by participants (including drafts and final
creations)?’; video recordings of 8 Zoom sessions, as well as an additional session with two
participants who performed their co-interviews for the profile and accompanying audio
transcripts and saved chats; transcripts and screenshots of the chats in Microsoft Teams; a
Google Doc planning document from one pair of participants; and my own field notes and
reflections recorded as voice notes and transcribed (1 hour of recordings and 46 pages of

transcripts).

Data Analysis - Part 1: Coding

Keeping in mind the overall case study design of this research and my main research goal
around aiming to understand each participant’s video-making experiences and approaches, |
initially focused on analyzing the interviews. I began by reviewing one transcribed interview at a
time and engaging in a manual, open-coding process. This reflected my effort to let the data
speak for itself and see which themes or narratives stood out to me, while being careful not to
impose too many labels too early on (Grbich, 2013). As I read, I took notes on key words or
themes that came up repeatedly and made other observations such as places where the participant

offered a notably robust response to a question or offered especially detailed insights on a topic.

271 discuss what each participant created in their dedicated Chapter (6-10).
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Next, I imported all interview and vlog transcripts into NVivo. To reiterate, I was aiming to
develop an understanding of girls’ video-making experiences as well as their approaches. As
such, my coding considered girls’ development of creative, social, and technical skills in relation
to media production (Buckingham et al. 1995; Goodman, 2003). For example, I noted any
references made to previous video-making experiences, the use of video-making terminology,
and described limitations or challenges around video making, etc. But I also noted references to
interactions and experiences with the other participants as well as me. I further paid attention to
language (in vivo coding) to see if there were repeated phrases or expressions that might reveal
insights about a participant’s interests and personality, as well as her experiences (Saldafia,
2013). During the first few “cycles” of coding (Saldana, 2013), I found that I had built an

extensive list of codes?® including:

- Potential influences on their video-making approaches from an aesthetic as well as a

technical standpoint (e.g., types of videos they watch, creators they enjoy and where

they go to watch videos, other media they enjoy, and other interests)

- Particular aspects of video-making interest (initially considering the planning, filming,

and editing phases of media production)

- Reference to/evidence of prior video-making learning or experience or skills and

reference to/potential examples of learning and skills development in the program

- Reference to any particular video-making techniques, platforms, or terminology

- Reference to feelings of excitement, discouragement, pride, etc.

- Experiences with the various projects in the program

- Comments on the program

28 parent codes are underlined and in bold; sub-codes are underlined.
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- Reoccurring language/expressions

I made an effort to apply a “block and file” approach throughout this process to keep the
narratives as intact as possible, to avoid having the data become “decontextualized,” and because
I planned to use excerpts in the reporting. Next, I set out to apply an “accordion-like” approach,
which “expands and contracts categories and begins to reveal relationships across them” (Butler-

Kisber, 2018, p. 46).

I found this approach and process well-suited in supporting the secondary goal of this
study and informing a discussion around effective video-making program design and necessary
supports and other considerations for girl video storytellers.?” However, my main research goal
was to explore participants’ video-making experiences and approaches and what stood out to me
during this coding process was just how unique each participant’s video-making journey was.
During this phase, I also found myself frequently reflecting on my own journey as a media
storyteller and considering my own experiences engaging with the research participants. I also
begin to consider how I would present their stories in a way that would both honour them and
maintain my feminist-informed research commitments. I wish to “interrupt” this discussion to

describe how my data analysis process shifted in light of these considerations.

2 In hindsight, I also reflect that I may have “defaulted” to this approach to coding as it was what I was most
familiar with. My previous experiences with data analysis almost exclusively involved coding participant interviews
and building code books. I also have a sense, now, of being a bit daunted by the amount of data I had generated and
wanting more common themes to emerge to help me organize it.
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Narrative Portraiture and Writing Feminist Research

The “emergent” nature of feminist research includes uncovering elements that may not be
anticipated, going in fluid directions, and leaving room for unintended but valuable insights
(DeVault & Gross, 2012). In The Handbook of Feminist Research: Theory and Praxis,
Chakravarty et al. (2012) suggest that feminist researchers pay a great deal of attention not only
to what they write but also to how they write it and how the representational quality of research
is an important element of feminist research dissemination, “including the development of
multiple strategies for the dissemination of research findings” (p. 694). Further, as Creswell
(2018) notes, the researcher is considered a key instrument in qualitative research and
interpretations cannot be separated from their background and prior understandings. A feminist
research approach also acknowledges that the researcher is part of discovery and understanding
process (Kelly et al., 1994) and considers the researcher’s relationship with the participants
(Pillow & Mayo, 2012). Furthermore, an arts-informed methodology (Knowles & Cole, 2008)
often includes “strong reflexive elements that evidence the presence and signature of the
researcher” (p. 61). While I felt that I understood these ideas conceptually and had applied them
to the research design and approach thus far, I was less certain about how to factor them into the
data analysis and dissemination stages. It was at this point that I encountered literature describing
and/or engaging with a narrative portraiture methodology. This literature seemed to both
articulate and offer a remedy for my uncertainty and the challenges I was experiencing and
especially the tension I was experiencing as a researcher straddling the arts and social sciences
and how to both approach and communicate about my findings in a way that aligned with my

methodological commitments.
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Narrative portraiture is described as a qualitative methodology that blends art and science
(Lawrence-Lightfoot, 2016). It draws from ethnography, narrative inquiry, phenomenological
research, and arts-based research that utilizes and positions interviews and field notes as key data
sources, focuses on participants’ stories, and pays attention to aesthetics in both data collection
and dissemination (Travis, 2020). Sara Lawrence-Lightfoot is attributed with developing this
methodology in 1983, and it was further developed with Jessica Hoffman Davis (1997). They
describe five key features of this methodology: context, voice, relationship, emergent themes,
and aesthetic whole. Voice points to the fact that the researcher’s voice is present: “as witness, as
interpretation, as preoccupation, as autobiography, as discerning others or listening for the voices
of other identities or feelings, and as voice in dialogue through interviewing and having informal
conversations with participants” (Given, 2008, p. 645). Portraiture research not only maintains
the researcher’s voice throughout the research but insists on a vigilance about offering enough
room for alternative interpretations of the data (Given, 2008). As Gaztambide-Fernandez and
colleagues note (2011), narrative portraiture “underscores the relational and phenomenological
aspects of research that are usually ignored in deductive or confirmatory research, opening up
opportunities for exploring the intricacies of becoming a researcher through firsthand experience.
For example, portraiture highlights the researcher’s role in constructing a vivid representation of
the context and the participants by making herself visible and explicit as the instrument of
research” (p. 5). This methodology positions description as both interpretive and analytic, and
portraits are formed out of relationships that are attentive to an ethics of care (Gaztambide-
Fernandez et al., 2011). Lawrence-Lightfoot (2016) notes that her approach endeavours to
“map[] the aesthetic context that surrounds the person or the institution, seeking to capture
sensory dimensions, the visual, the tactile, the auditory” and “‘listen[s] for’ metaphors, the

images, the allusions people use, and the repetitive refrains that lace” the participants’ talk; the
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portraitist then proceeds to triangulate the data from these multiple sources (p. 22). Lisa Given
(2008) posits that portraiture aims to “record and interpret the perspectives” of the participants
(p. 644). Finally, portraits also support the goal of engaging in discussions about the arts in
education with audiences beyond academia (Gaztambide-Fernandez et al., 2011). These ideas
align with the principles and tenets of feminist research, including that the data analysis process
cannot be separated from data collection and writing, and that “writing and choosing how to tell
the stories of our research are political acts as well as places of responsibility—as we code,
theme, and imagine our data, we are, in essence, writing and constructing our text” (Pillow &

Mayo, 2012, p. 197).

Data Analysis - Part 2: A “Holistic” Approach and Crafting Video-storytelling “Personas”
Narrative portraiture emboldened me to expand my approach to analyzing and discussing
the data. It created the opportunity to consider themes I already noted in the process of coding
various data while opening up space for a more holistic exploration and presentation of each
participant’s data. It also supported my increasing desire to produce narratives about each
participant. This involved a more holistic approach where I immersed myself into each
participant’s data, moving back and forth across all of her data sources and even moving between
digital transcripts and audio recordings of the interviews in an effort to get closer to her
experiences. I also reviewed my field notes and video recordings of the program sessions and
took additional text-based and audio-based notes during the analysis process that included
observing through the lens of my professional media-making background. I further reviewed the
data that I had previously coded into NVivo, this time looking at each participant’s codes and
themes. Although this process was relatively fluid, there were two general stages. In stage one, |

reviewed each participant’s data sources to gather biographical and background information,
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including any insights that reflect her various identity markers and interests; I also reviewed the
data to produce a “summary” of her overall participation in the video storytelling
program/intervention, including snippets of our interactions and her interactions with other
participants and what pieces of content she created. All of this information informed a narrative

portrait that I wrote for each participant.

In stage two, I moved back and forth across each participant’s data again, in an effort to
pick up on threads that weaved across multiple sources, approaching triangulation but also
representing what I would describe as a “coarse-grained” phase involving writing reflective notes
and some diary-style free-writing (Butler-Kisber, 2014). This also represented an effort to
maintain reflexivity through the analysis phase of my study. Video recordings were especially
useful here, allowing me to revisit parts of the program/intervention and observe each participant
more closely. Video observational data also enabled me to note details that supported or
contradicted threads I was tracking and to pick up on other moments or themes that I may have
missed while I was focused on my role as program facilitator. In this stage, I further reviewed the
data with the ultimate goal of shaping two or three descriptive categories or headings to reflect

13

each participant’s “video-storytelling identity or persona.” This idea was inspired by Patricia
Lange’s (2015) notion of “technical identities,” and how, as she notes, most studies of girls’
media making “have excluded investigations of technical affiliations as central research loci” (p.
64). Each persona, via these two or three descriptive categories or headings, encompassed a
participant’s video-making experiences as well as approaches, considering the technical as well
as the “social, creative, and embodied” aspects of her video-making process (Blum-Ross, 2013;
Ito et al., 2013). The descriptive categories or headings reflected specific facets of the video-

process that participants seemed drawn towards or skilled at. For example, I noted and crafted

categories to acknowledge how several participants demonstrated a specific interest and

p. 126



experience with video editing, which is a more technical process that grade school students don’t
tend to learn in school. These categories/headings also addressed a participant’s interest in (and
the influence of) a specific video storytelling platform. For example, in the case of one
participant, I observed that she made multiple explicit references to TikTok in her interview, as
well as used TikTok-related terminology. In another case, a participant’s data pointed to her
being more influenced or interested in YouTube. Finally, in several instances, a category/heading
was shaped by other variables or topics that I noted in a participant’s data, such as a desire to
explore her ethnoracial identity through video storytelling or how a specific hobby drives her
approach to working with the video medium. In the latter case, one participant articulated a
passion for drawing and graphic novels, which led me to consider all of her work in relation to

this observation.

A Note about Analyzing Multimedia Data

Arts-based methods utilize forms of thinking and representation that the arts provide as
means through which the world can be better understood (Barone & Eisner, 2012). Digital
storytelling further represents an arts-based method that offers participants a way to explore
topics affecting them and their communities. In the case of this research, each participant’s
multimedia creations offered insights into how each participant understood and approached
storytelling through video media. In some cases, I did undertake some visual analysis,
considering technical as well as aesthetic elements, approaching a consideration of what
Brushwood-Rose and Low (2014) refer to as their “craftedness” (i.e., looking for how many
shots were included in a piece, how they were framed or angled, etc.) to support my
understanding of a participant’s approach to crafting a video-based story. As Brushwood-Rose
and Low note, “We are interested in how these aesthetic qualities and experiences might act as

further evidence of experience, contributing to our overall understanding of the meaning of the
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multimedia narrative, rather than calling the multimedia story’s status as empirical evidence into
question. How do we make sense of multimedia works that are both stories of individual
experience as well as crafted artefacts” (p. 269)? There was a considerable range in the vlogs and
video projects that participants submitted. As such, I spent more time reviewing a multimedia
creation when I felt—again, drawing from my professional media production background—that

it related to, supported, and/or enhanced an emerging persona category/heading.

Conclusion

This chapter provided an overview of the qualitative and arts-based case study
methodology that informed this research, including how it aligned with my feminist-informed
inquiry. I described my multi-method approach to data collection/generation—which included
participant- and researcher-generated as well as multimodal data sources— and summarized the
data I collected/generated and referring to supporting documents included in Appendices A-C.
Next, I discussed my evolving data analysis process in an effort to both chronicle and be as
transparent as possible about my experiences as an emerging feminist researcher straddling the
arts and social sciences. This discussion included how I moved away from an initial focus on
coding and the sole intention of comparing and contrasting participants’ data, to embrace an
additional and more holistic approach that was inspired by narrative portraiture methodology. |
offered an overview of this methodology before discussing how it helped me not only to revise
my analysis process and but to determine how I would present my findings in a way that
complimented and aligned with my methodological commitments and the feminist-informed

nature of my inquiry.

The proceeding five chapters focus on presenting and discussing the data from this study

and reflect an effort to illustrate how unique each participant’s video-making interests and
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experiences are. Each of the first four chapters focuses on the story of a single participant. It
begins with a narrative “portrait” that is part biography or “backstory” and part summary of her
overall video storytelling program/intervention experience, including the content that she
produced. In the spirit of feminist research, this section also includes reference to moments from
the program and research study and/or my interactions with the participants that I found notable
(Pillow & Mayo, 2012); this approach reflects an effort to, once again, acknowledge that
knowledge is shaped by the context in which is situated and produced and reveal my presence—
via some of my reflections as I engaged with the data (Kirsch 1999; Peake 2017; Valentine,
2002). The portrait is followed by a section that discusses the participant’s unique “video-
storytelling persona” which, again, centres around two to three themes or categories that
represent insights I gleaned from her data. I weave thematic and visual analysis findings together
with select screenshots of video content, aiming to emphasize her perspectives in her own words,
while also allowing my voice to be present at times. This includes noting characteristics, details,
moments, and interactions that stood out to me (as filtered through the lens of my own identity
and experience). Although each persona aims to approach an understanding of these interests and
experiences, I note that it cannot, nor does it aim to represent, her overall engagement with or
production of video-based media beyond the context of her participation in this workshop and
research study. Each chapter concludes with a summary or “snapshot” of the participant’s video-

making story.

In the final data chapter, I return to the secondary goal of this study that focuses on
program design considerations and how to better support emerging girl video storytellers.
Drawing more so from the initial coding process that I undertook, I discuss common themes
across participants’ data as they relate to several key concepts from the areas of scholarship that

situate this research study.
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Chapter Seven: Alexia’s Story

Portrait

Seventeen-year-old Alexia is the oldest participant in the video storytelling program. She is
of Filipino descent and was born and spent some of her early childhood in the Philippines before
moving to Canada. She describes herself as a feminist and environmental activist and feels that
her most important trait is being able to stay positive. She frequents the Centre as a peer tutor
and participant in various programming. Like all of the participants, her schooling has been
disrupted by the pandemic and she spent the previous two “quadmesters” where “the whole day
would be spent on the screen.” Unlike the rest of the group, she has already completed high
school, a semester early, and is waiting to officially graduate. She is headed to university next
year and aspires to become a psychologist. Her hobbies and interests include biking, crocheting,

and running.

These days, she’s watching sitcoms and the teen comedy Sex Education on Netflix and
enjoys content from several YouTubers and TikTokers. She enters into the program with an
interest in “learn[ing] different software to use, different stories to share, and how to edit videos
well,” and in exploring video topics and types such as opinions on trends, vlogs, morning
routines, and tutorials. She’s also interested in creating for YouTube and has already begun to
dabble in it. She enjoys creating videos for fun and for family members’ special occasions such
as birthdays and has made numerous video projects for class assignments in language arts since
middle school. In spite of these experiences with video production inside and outside of school,
she’s never taken media arts or filmmaking or photography or visual arts as a high school

elective. She has also never participated in a formal program around video or filmmaking.
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Alexia attends all but one of the sessions: she missed #2, as she has accidentally double-
booked herself, which the Centre staff member who is helping with facilitation communicates to
me. I do notice early on that she tends to promptly log off at the one-hour mark whereas other
participants sometimes stay to chat further or ask questions. Little by little, I get a sense of how
much she has on the go. Even during a time when the city is under stay-at-home orders, Alexia is
busy with many extracurricular commitments and other responsibilities. She keeps her webcam
on for the majority of the program and whenever I glance at her designated box, I see her
listening attentively with what appears to be a focused, level expression. Every now and again,
such as when she’s giving or receiving feedback, her face lights up with a wide, warm smile. She
engages respectfully with the younger participants which I attribute partly to her involvement
with the Centre as a peer tutor. Similar to the other girls in the sessions, Alexia is fairly quiet and
reserved during our Zoom group meets. So, it is wonderful to see glimpses of her personality
come through over Teams in both private messages and in the group chat. It is here that I get a
sense of her playful side. Her responsible nature and relative maturity in relation to the other
participants also comes through in this format, too. Her vlogs offer a window into her personality
and upbeat energy. Her rather quick-tempo and emphatic speech features lots of positive
language and superlatives and she tends to focus on the things she likes about or has benefited
from during the program. Alexia contacts me on a regular basis via our private Teams chat,
messaging clearly and directly with a casual yet polite tone—the transcript is peppered with
“thank you” and even a check-in to see how /’'m feeling about the last session. In one instance,
she reaches out to let me know when she’s added a new vlog to her Google Drive folder for the
study and requests that it remain private (i.e., for data analysis purposes and not included in the
video clips for any of my dissemination materials). Another time, she reaches out to check if I

will have any issue if she submits the second activity a day later than I indicated in our sessions,
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explaining that she is working on a scholarship application. Early into our Zoom sessions, |
notice Alexia’s curiosity about the next oldest participant, Fernanda, and vice versa. It reminds
me of that tentative-yet-excited feeling I’ve experienced when the possibility of a new friendship
presents itself. The girls private message me when I’'m explaining the final two-person activity to
ask if they might work together; they are thrilled when I say “absolutely.” By the end of the

program, I learn that they have been in touch socially as well.

She produces five videos during the study. Although there are only 3 assigned video
projects, I get a sense that there’s a misunderstanding around the Profile Story video project
when Alexia and Fernanda finish theirs a week early. With some probing, I learn that they use a
phone app to edit their videos instead of the recommended collaborative, web-based computer
software that I encouraged everyone to try out.’® With the misunderstanding cleared up, Alexia
decides to produce a new edit of her own profile as well as a video version of her audio poem
using the WeVideo software. After our semi-structured interview, Alexia follows up as promised
with a link to a YouTube video she created prior to the program. This content helps illustrate her
perceived approach and attitude towards videomaking on social media.>! She contributes the
most vlogs (4 in total) out of all of the participants and most closely followed the guidelines I
provided. Her vlogs further stand out in that they represent a considerable effort and
commitment. From a content perspective, they explore a summary of learning and activities in
the sessions, insight into her experiences of making the various video projects, and other insights
into her interests and thinking. They are filled with positive language, including the word

“positive,” and a very conversational style: “/W]e learned a lot about Tatyana'’s life, which I

30 The rationale here is that the software allows for layered edits with multiple tracks for visuals and audio (which is
part of what we discuss in the program) and the ability for me to go in and add notes directly on their work and for
us all to be in the project together in real-time.

31T discuss this further in the thematic section.

132



found really interesting.” Vlog #3 offers the first real critique of the study and Alexia mentions
that while she enjoys the vlog question prompts, there are perhaps too many and some could be
combined so as to be less intimidating. In Vlog #4, Alexia gives the media-making program a

“10 out of 10.”%

Collectively, her vlogs, interview, and in-session discussion give the impression that she is
proud of the work she has created in the program but is also open about her need to improve on
filming techniques. She also mentions wanting to be more active with video making because of
the video storytelling program and asks if she can keep in touch with me as a resource. About a
month after our post-study interview, Alexia messages me to let me know that she’s deleting the
Teams app and Google Drive “for storage purposes” and wishes me all the best with my

“research and future endeavors.”

Video-Storytelling Persona

YouTube Influencer/Vlogger Culture Focused

Alexia enters into the video storytelling program with some video-making experiences
both inside and outside of school, and her various data suggest that she consumes social media as
well as contemplates how to contribute to it in her own way. It is interesting to note that she most
often references and frames her experiences in the program in relation to a particular social

media platform and culture. Throughout the interview and vlogs, and based on the videos she

32 With a personal interest in better understanding how to design and utilize youth-attuned, feminist, and
participatory methods, which include vlogs, I was prompted to undertake a closer examination of her vlogs via a
content as well as a thematic analysis. In doing so, it also became apparent that there was a tension that I should
consider in future workshop design: Alexia seemed to struggle with wanting to ‘practice’ being a YouTuber and
giving me the types of answers that would support my research, which were arguably not of the same interest to her
imagined/perceived/desired ‘audience’ on YouTube. I was curious to see what could be gleaned from her effort to
produce these.

133



creates in the program, YouTube (the platform/culture) heavily informs her interest in, approach

to, and understanding of video making:

“...And I was able to really think about how I use technology in my life and how I use it to

tell stories even I mean, I don't think I use it as often as maybe, like, a YouTuber would.

But I do make some videos for school or even just for some friends for fun.”

In this quote, Alexia is reflecting on the first session of the program, which centers around
setting up and answering questions about the research study and its focus on youth-generated and
girls-specific content. In this introductory session, I also asked participants to think about
whether they see girls and stories that capture their experiences in the media content they
consume, what they are hoping to learn in the program, and where video making fits into their
lives.?® Via the entrance questionnaire, Alexia indicates the types of content she is interested in,
and mentions opinions on different trends, vlogs, morning routines, and tutorials; this response
reflects the broader “YouTuber” culture.>* In her first vlog, she reflects on the first (Silent

Story/Day In My Life) project:

“I thought it would take 30 minutes. It took three hours. Honestly, it was a really fun three
hours, so it wasn't bad. But honestly my respect for all those YouTubers and filmmakers
just really soared. Okay, like I thought they were cool before but now ‘Wow, they are doing
some hard stuff”.”

She frames her experience in relation to her understanding of YouTube culture and

aesthetic, even though the aesthetic that she applies to her Silent Story/Day In My Life video

33 In the program, I do not specifically favour any video-based social media platform, and endeavour to refer to both
YouTube and TikTok. It is interesting to see which platforms different participants reference or are influenced by.

34 While YouTube remains a ‘repository’ for all types of content, including a promotional vehicle for big
brands/media production conglomerates, I am specifically referencing the “YouTuber”/influencer/vlogger culture.

134



very clearly mimics the daily routine trend that is popular at the time on TikTok. Her video

begins in this way:

Mellow music plays over a Medium-wide Shot of a darkened room and a bed backlit
by a window. An animated caption in the top right of the screen reads ‘Morning
Routine’... —See Figure 4.

Figure 4

A screenshot from the first clip of Alexia’s Silent Story/Day In My Life video showing her waking
up and the title of the video.

A body moves around exaggeratedly in bed and rises, back to camera.

CUT TO: a close-up shot of a hand quickly smacking over an alarm clock. —See
Figure 5.
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Figure S

A screenshot showing an alarm clock from Alexia’s Silent Story/Day In My Life video.

The video continues with a Close-Up shot of hands opening a notebook.
CUT TO: a Close-Up on the journal page with ‘My Goals:’ scrawled in pencil.

The camera MOVES ACROSS the page to reveal the words ‘BE HAPPY ...
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Figure 6

A screenshot from Alexia’s Silent Story/Day In My Life video that shows “who’s behind the
camera.”

Whereas YouTube content tends to be longer than a few minutes and for the most part is
filmed in landscape orientation, Alexia utilizes a quick sequence of mostly point-of-view-style,
portrait-mode clips that feel like a video-based highlight reel with a few clips that reveal the
person whose daily routine this is (see Figure 6). This is very much a TikTok aesthetic.?> Further,

in our interview, Alexia speaks generally and non-specifically about having “most” social media

35 Alexia isn’t in attendance for Session #2, when I set up this Silent Story/Day In My Life activity, and yet her
creation demonstrates an understanding of how to tell this type of story effectively.
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platforms but is very specific when she talks about YouTube. When I hear that she has a

YouTube account, I ask her what motivated her to create it. She responds:

“Honestly, I wanted to like find a career out of it. I was like, ‘What if I could be an
influencer?’ And this was in the middle of quarantine. I was like, ‘There's nothing to do. There's

”

no work. I might as well just do something.

Alexia further describes how she posted her first video, an “intro video,” to her YouTube
channel at that time but then stopped contributing more, for reasons that were unclear. During
the program and research study, Alexia refers to three YouTube content creators: Cody Ko,
Joana Ceddia, and Leendadong. She mentions the first two in both the questionnaire and
interview but speaks more about Joana Ceddia, whom she calls her “all-time favourite”, in the

interview:

“And she started, like, I think when she was like 17. So, like, it was really cool. Because 1
was like, oh, wow, that's like my age. And she's super relatable. Like, she's just like being
herself. And she also really likes swimming. And I guess you can just easily relate to her

stuff too.”

“[1]t's so cool because it isn't just random blogs. Sometimes she'll talk about stuff she
actually likes. Like, she'll paint for 10 minutes while like ranting about random things that
come to her mind. And she also discusses like the process of what happens in a YouTube
channel. And I was kind of like, ‘Oh, cool. That makes me kind of want to start one.”™
Upon some exploring of their YouTube accounts after the interview, I observe that all of
the creators she references are Canadian. Leendadong, a woman of Chinese and Vietnamese
heritage, appears to have stopped posting on YouTube and is now a popular TikToker whose
content I also enjoy. Both Cody Ko and Joana Ceddia have considerably large audiences
although they could be said to represent opposite ends of the influencer content creation
spectrum. Cody Ko, a 30-something White male, has 5.66 M subscribers, with videos in the last

few years garnering on average 15M views and curated into playlists. He appears to fit more of
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the quintessential millennial influencer-content-creator profile: his bio states that he is an
“actor/comedian/Y ouTuber/podcaster/SoundCloud rapper/internet badboy” and his content
encompasses comedy skits, vlogs, music videos, and videos from podcast appearances that are
relatively polished with a clear attention to production value/quality. Meanwhile, Joana, a White
female in her early 20s, has 3.23M subscribers, and her videos from the last few years average
about 4-5M views or more. Joana’s content feels very much like an eclectic smorgasbord, much

of which appears to have a home-made/user-generated aesthetic.

With the added context of Joana Ceddia’s video content, which to me reads as thematically
all-over-the-map while at the same time having an air of casualness and authenticity in her
vlogging style, I observe that Alexia’s interest and approach to video making is certainly inspired
by this YouTuber. Her vlogs, in particular, clearly illustrate her consideration of (and some
experimentation with) content, language, audience, and stylistic techniques popularized by
YouTuber culture; the evolution of her vlogs further demonstrate her efforts to translate learning
into practice and refine her techniques. Her vlogs average around 3 minutes in length and are
well-organized, each one recorded in a different indoor location, presumably at home. She also
contributes them at regular intervals throughout the program: #1 is filmed after session 3 (week
2) and after she created video project #1 (Silent Story/Day In My Life); #2 is filmed in week 3,
prior to that week’s sessions and while she was working on activity #2/the audio poem; #3 is
filmed in week 4 prior to that week’s sessions and while working on activity #3/the Profile Story;
and #4 is produced after we finished the sessions and before our one-on-one-interview. Her first
two vlogs are shot handheld and in portrait view/framing. In her second vlog, she references our
previous session: “I also liked how we were talking about the vlog and how to improve it.

Because now I am in front of this little scenery, my clock.”
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In Vlogs #3 and #4, Alexia appears to have mounted or propped up her cellphone against
something stable and she shifts to the landscape view/framing that is standard on YouTube. She
also increasingly pays attention to her background. In the first vlog, she is recording with her
back close to a blank, nondescript wall. In the second, she is further away from a wall and a
clock is visible in the upper left corner. In Vlog #3, she is sitting on a couch with colourful
cushions beside her, and the room is well-lit from what appears to be a big window. In Vlog #4,
she is sitting in a different room, perhaps her bedroom; however, for the first time, the lighting is
a bit dim and the footage ever-so-slightly blurry. It is perplexing that given our discussions about
lighting and making sure there is plenty of it, especially when working with smartphones for

filming, that this vlog is not better lit, and I regret not following up on this point with her.

Also of note is how Alexia approaches content as well as her approach to addressing the
audience: Vlogs #1-3 represent more of a research-study vlog where she indicates via her
language that she knows she is talking to an audience of one (researcher). In Vlog #1 she speaks
about me in third person before switching to second person in a few instances. [ can’t be sure if
this is accidental or intentional but, regardless, it demonstrates her awareness of her audience.
All of the vlogs also always begin with a “Ai” but whereas the first two end somewhat abruptly,
by #3 and #4, when Alexia is filming with more of a YouTube aesthetic, she signs off with “bye”
as well. The final vlog is also interesting because it contrasts with her first contribution. She is
now ‘broadcasting’ to her imagined audience that goes beyond me. Alexia opens with: “Hi,
everyone! Welcome to my fourth and final vlog.” The combination of this introduction that
references a wider audience along with her decision to add a music background to a vlog for the
first time suggests that she is combining her interest in vlogging for YouTube with her
commitment to sharing her perspectives as a source of data for this study. At the same time, she

signs off with a direct message to me (the researcher) which, again, might suggest a challenge for
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her between balancing our competing goals for the vlogs. She also does something different in

the middle of the final vlog:

“Sorry, I have like a little screen over here on the screen trying to look at like my little
prompts of what I tried to remember to talk about with the questions...Oh, wow, I'm really,
going really long.”

This comment might be interpreted in two ways: 1) her effort to pull back the curtain and
let the viewer in on some of the behind-the-scenes of her vlogs—YouTuber style; or 2) an effort
(conscious or subconscious) to demonstrate her comfort with vlogging as a research activity at
this point in the study. In either case, thinking back to Joana Ceddia’s vlog style and tracing
Alexia’s journey via her vlogs, I observe a teen who is gaining confidence and more fully
embodying a YouTube vlogger identity. When considered as a package and viewed in
succession, the four vlogs chronicle one teenage girl’s process of learning to vlog, experimenting
while overall improving in technique and communicating with a growing confidence that more

and more approaches a classic YouTuber aesthetic.

Later on in the interview, she refers to her herself as an “aspiring YouTuber” and
wonders aloud what types of content would be most effective in getting views and how the
YouTube algorithm worked. By the end of our conversation when I ask where she sees herself

taking her video making, Alexia says:

“I think I'm gonna, like, use it as like a hobby or like an extracurricular and if it makes
money even better [laughs]. But, like, on the side. I'm thinking maybe like an after-school
activity. Like once a week, I'll release a video. It’ll probably be much longer than like a
day to, like, record everything. But I think I'm gonna let it be consistent and actually, um,
keep it involved in my life.”
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Overall, what I glean from her data is a personally-motivated extracurricular interest in
video storytelling: she’s making content because she wants to. But she’s also going it alone. She
says that her creativity is what she feels makes her a good digital storyteller and indicates that
she often comes up with ideas randomly and proceeds to just try them out. The manner in which
she discussed her experience with making content in the video storytelling program and overall
video-making experiences does not suggest any high-stakes investment or pressure in these
endeavours. She casually critiques her work, always finding ways she could improve but at the
same time, not necessarily holding herself to a higher standard. At the same time, she is clearly
thinking about and creating video content of her own volition. Her comments also give a sense,
overall, that she’s fairly confident and relaxed about her video-making process and doesn’t

appear to second guess herself too often. In describing her first activity:

“So, I started out by ordering everything I do, like on my phone, in my notes app. And then
I was like, ‘Okay, this way I can think about what's associated with and that one was like,
in my mind, ‘Okay, I wake up, where am I going to be? Okay, I'm going to be in bed with
my sheets over my head.’ And then like, ‘Okay, you journal. What are you gonna do?

299

Okay, let's write something like ‘Be happy’.

When asked in the interview if she considered herself to be a video-maker, Alexia said yes
and further qualified it in the following way: “casually on the side. Like, very, like a beginner,
but like you 're still working.” This quote encapsulates the overall impression of Alexia’s video-
making endeavours. I'm left wondering if she is satisfying with this level of involvement or if
there are other barriers or unarticulated reasons that prevent her from diving in more deeply, ones

that she is aware of but does not wish to discuss.
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Video Editing-Inclined

During the program, Alexia demonstrates an interest in the craft of video editing. She notes
that she has been editing on her phone for about 2-3 years (Vlog #4); however, other than a brief
experience working with iMovie on an iPad, it’s all been phone app video editing. She also
mentions that in school, she has often offered to perform the editing for group video assignments
“because I have the app.” For this reason, I focus on asking her about editing in our interview:

Tatyana: If there was something you used more often or more frequently, what

would that be in terms of tools? Like, have you used video cameras

before? Have you used editing platforms? Can you take me through a little
bit of that?

Alexia: So, mine's, I'd say, super casual. For the past, like couple years, I'd say [
only use my phone and like only the software apps that are available
through, like, Google Play Store. So, for the longest time, [ used Power
Director, and like it worked, but there was also this awful watermark,
that'd be so hard to remove. So, I got Kinemaster instead. And it was, like,
a little more subtle. So, I prefer that. I also found was a lot easier to
navigate. And, yeah, I think I just stuck with that for a while. No actual
professional, digital, digital cameras, though.

As briefly discussed in her portrait, Alexia demonstrates that she is familiar with
videomaking early into the program through her Silent Story/Day In My Life video. She reveals
to me that she did not edit this inside TikTok, which has an editing tool that really simplifies the
process and imposes some creative limitations by forcing the creator to record clips in the exact
order in which they will be broadcast.*® Overall, her video has good pacing, with a clip length

that suits the tempo of the music and her creative use of different angles.

36 During the course of this study, the TikTok platform continued to adjust its features and launch new ones.
Somewhere during the study, the app moved from a strictly linear method of composing video clips, which required
the creator to think and plan all elements in chronological sequence, to more of a non-linear method which mimics
professional and prosumer computer-based software.
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In Alexia’s first vlog, she also specifically references wanting to learn new software for
editing, and by her third vlog, which she recorded right after filming with her partner for the

third activity (Profile Story), she appears to be very enthusiastic about the next stage:

“We also learned about production, which is filming, and how post-production is editing.

A-Roll, right, is like the interview. And then the B-Roll is like the supporting films, or

videos and images to back it up. Now I can actually use those terms. And I feel so fancy.”

Alexia does not initially use the WeVideo editing software that I introduce in the video

storytelling program to edit the third video project, defaulting to using one of her phone apps. It’s
unclear whether this is resistance/reluctance or miscommunication as, in our Teams chat and
interview, she explains that she initially thought they could edit on whatever platform they
wanted. According to Alexia, the duo films their A-Roll/interviews on their phones in person and

uses Zoom to collaborate during editing. Alexia also tells me that they do not upload footage to a

desktop or laptop, and instead review and edit footage on their phones:

“I'd be like, ‘Okay, what do you think of this?’ And she was like ‘Uhhhh, uhhhh’—She was,
like, trying to see and said, like, ‘I think it looks good.” And then, we'd end up sharing a
project, and then she’d be like, ‘Yeah, this is good. Can you like cut out the last part
though.” I was like, ‘Alright, cool.” And I did that, and she was like, ‘Okay, that's good’.”
During the sessions, I am dismayed and slightly frustrated when I learn that this is the
approach that she and Fernanda take. This is especially the case because I know of Alexia’s
interest in further developing her skills with video software editing. However, in reviewing the
interview data, a different perspective emerges. I recalled my experience working with
professional editors and how, to succeed as an editor, one must be able to work independently as

well as collaboratively with a producer or director who is giving notes and making requests. So,

in fact, trying to edit over Zoom with what sounded like Fernanda giving notes for Alexia to
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implement, inadvertently modelled the interpersonal dynamics and collaboration of the

professional media-making industry.’’

Once I re-iterate the rationale behind using WeVideo (to achieve the A-Roll and B-Roll
layering we have been discussing), and how it would be difficult if not impossible to achieve the
same results on any phone app, Alexia decides to try using the software. For reasons that remain
unclear, she also takes on all of the physical editing for both her and her partner for the third
activity. Out of all the participants, she engages in the most extensive editing, and she shares an
enthusiastic summary of the benefits of using WeVideo with the younger participants in her
breakout room during Session #6. A large portion of her final vlog is also dedicated to explaining
what the experience of working with WeVideo was like. In both cases she notes that layering B-
Roll is so much easier as was the process of creating an A-Roll track, because the software has
multiple audio and video layers. She concludes with an eye on next learning steps:

“I still have to work on music and layering, because I don't know how to get the music to

like sync up with what I'm saying. And when I say sync, [ mean to compliment whatever I'm

talking about.”

This comment in addition to her perceived enthusiasm after asking in the interview if she
will have access to her WeVideo account beyond the program (to which I answer “yes”),

suggests that she will continue to develop her editing skills in the future.

Sharing her Life and (Ethnoracial) Stories
The various video storytelling program projects were designed to explore different
approaches to self-expression through video storytelling. On numerous occasions, Alexia

references welcoming the opportunity to share parts of her life and hearing about the lives of the

37 Unfortunately, I do not make this connection at the time and, as such, am not able to share it with Alexia.
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other participants through stories. In both her vlog and interview, Alexia indicates that the
“Where I Am From” audio poem is her favourite out of all of the activities. This activity, as I
discussed in the methods chapter, is adapted from curriculum planning documents that focus on
culturally responsive and relevant teaching. To reiterate briefly, it also focuses on scaffolding a
poetry writing experience through the use of a template to allow a participant, regardless of
writing level or skill, the ability to communicate their unique history and life. Alexia reflects on
the experience quite a few times in her vlogs, beginning with Vlog #2 when she is in the midst of
working on the poem and revealed some of her process: “...now I'm really reflecting on my

culture and my identity and like what it means to be a young Filipino immigrant.”

This is significant given that, in both a vlog and in the interview, she reveals that she has
struggled to describe or talk about her ethnoracial roots: “I never really know how to talk about
my culture when people go like, ‘Oh, what's your background’ and I’d be like, ‘Oh, Filipino.’ I

never know how to explain it.”

Alexia describes how she initially approached the activity, and later references what might

be referred to as a turning point in her process:

“I actually started out by— you know like the template you sent out to us? Yeah, I actually
started by filling that out. And I was like, ‘Okay, this isn't too bad. I've just gotta fill this in.
And then I was like, ‘Okay, how do I describe this in more detail? ™

“...after like scrolling through like a bunch of old Facebook photos, I finally got to think
about like all the family memories that made me happy. And I got to connect it to my
Filipino heritage.”

The poem evokes a warm nostalgia that centres around food, traditions, and beliefs, and

carefully selected adjectives that effectively bring her words to life and describe her heritage,

childhood memories and family. It is, objectively speaking, a strong poem. It further inspires
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Alexia to create a video iteration, approaching the digital storytelling model championed by
StoryCenter and Joe Lambert. However, unlike the StoryCenter model, Alexia does not focus on
creating a piece solely out of personal photos or videos. Instead, she utilizes high-definition,
professionally-filmed footage (see Figure 7) from the WeVideo stock footage library. The piece
does end with one with a slow zoom into a single photo of her family of five, all smiling in what
appears to be a winter environment (see Figure 8). The process of going down memory lane

proves to offer even more for Alexia:

“Well, I had to like really search back on my old family photos, mostly through Facebook.

And I'was like, ‘Oh, we did do that!” And I had to kind of recognize, like, ‘Oh, those are the

holidays we did.” And then by describing those events in more detail, I was able to also

learn more about myself. Like more than I expected.”

The above interview excerpt is significant because it captures a level of self-reflection that
stands out and is not evident from the other participants, although it is perhaps unsurprising,
given her age and developmental stage and the introspective nature that she exhibits throughout
the study.’® Although she does not speak as much about her Profile Story video (which was
supposed to have been edited by her partner and not her) the content of that piece also focuses on

her ethnoracial roots. It presents a deeper discussion of some of the pieces of her life that she

briefly introduces in her poem.

38 Alexia’s communication style prompted the creation of a code category called “self-awareness/meta-reflection.”
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Figure 7

Screenshot of a WeVideo stock footage clip that Alexia used in her “Where I Am From” video to
illustrate where her parents come from.

Figure 8

A family photo that Alexia includes in her “Where I Am From” video.

To articulate how much her ethnoracial roots play into the Profile Story project, I now
briefly discuss the content of the video. It begins with a screenshot of Alexia smiling and sitting
in one of three of her interview set-ups with the title “The Story of Alexia” in large White letters

layered on top (see Figure 9):
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Figure 9

A screenshot from the first clip and title of Alexia’s Profile Story video.

After a short interview clip where Alexia says that she comes from a family of five, her
very next clip mentions that she grew up in the Philippines surrounded by family. Although the
piece covers her upbringing as well as offering insight into who she is today, there is a strong
presence of her heritage in the first half of the 2:50 minute video. The B-Roll is mainly
comprised of still photos which Alexia adds a motion effect to. They pop on and off the screen
rather quickly. She uses a total of 18 photos and 5 pieces of video B-Roll, including three clips
that appear to be from previous social media posts. Out of all of the photos, five showcase large
group shots of relatives back in the Philippines, and five other photos feature her immediate
family of five. This is the first and only time she mentions her Catholic faith. Her audio is
layered under the five family photos as she elaborates on the influence of religion: “We really
held together that family value of obey your mother and father, stick together, stand up for one

another and always be kind to strangers. And I feel that shaped my character...”
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The second half of the video moves more into the present, her interests, her values, and her
goals in life, including how she sees herself as a young person heading to university. It
demonstrates a level of self-awareness and a desire to capture the various facets of what makes

her who she is.

Across various data, Alexia often and enthusiastically refers to the opportunities she has in
the program to share her story, both through team-building activities in the Zoom sessions and in
the video-making activities outside of the sessions. She also indicates what it was like to get to
know the other participants through their stories, including via their video creations. It is as
though she has not had prior opportunities to create videos that ask her to communicate about her
life in this way. When she references previous school video projects, there does not appear to be
any autobiographical storytelling that took place. Alexia makes a comment in the interview,
which takes place shortly after she completes the second, condensed iteration (described above)
of her Profile Story: “I think it's also important for people to make stories, not just to share it,

but also to discover more about themselves.”

This comment represents an even deeper reflection into the value of video making and,

given her interest in making content for larger audiences on YouTube, it is rather poignant.

“Snapshot” Summary

Alexia is a seventeen-year-old girl of Filipino heritage who immigrated to Canada with her
family when she was young. She identifies as a feminist and environmental activist and aspires
to be a psychologist. Although she has some experience with video-editing for school
assignments and recreational projects and has also dabbled with filming her own videos, she has

never had any formal education around or support with video-making. She produces the most
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pieces of content—both media projects and vlogs—during the program and research study. This
includes all of the projects in addition to new ones. Her vlogs reflect a considerable effort to

reflect and share insights on her experiences.

She is YouTube influencer/viogger culture-focused, inspired by the creators she admires on
YouTube. Although familiar with other social media platforms including TikTok, she most often
references her content consumption in relation to YouTubers and also often frames her
discussion of her own video-storytelling goals and ideas in relation to the content (subject matter
and aesthetics) common on the platform. She also seemingly grapples with the tension between
creating media content for pleasure and approaching a more labour-intensive process involved in

striving for more visibility on social media.

Alexia is also video editing-inclined, embracing opportunities to hone her abilities. Having
worked with iMovie on an iPad as well as different smartphone apps for editing, she requires a
bit of coaching and coaxing to venture into more robust computer-based video-editing software.
Once introduced to the software, she engages in an “extra” project by working with stock footage
to craft a video version of her audio poem. She further proceeds to transfer the two videos she
had made (her and her partner’s Profile Stories) to WeVideo to more directly explore the theory

behind and application of techniques regarding A-Roll and B-Roll.

Her data further points to her interest in finding a way of crafting videos that is
authentic to who she is by sharing her life and (ethnoracial) stories. Although she is able to
emulate current TikTok trends, such as the daily routine aesthetic, it appears that she is also
consciously striving to figure out an approach (style- and voice- wise) that fits her. It also

appears that she has had limited to no prior opportunities to create media about her ethnoracial
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background. This can be seen in her Profile Story, which focused heavily on this part of her
identity. This may also explain her addition efforts to produce a video iteration of her “Where I

Am From” audio poem.
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Chapter Eight: Ziggy’s Story

Portrait

Ziggy is 11 years old, and the youngest participant in the video storytelling program and
research study. She is in Grade 6, sharing during one of the Zoom sessions that her birthday is
coming up and that she will not be having a big party like she has in the past, when she turns 12
during our time together. She is from Toronto (as she says, “the Six”), of Afro-Caribbean (St.
Lucian and Creole) heritage, and references her family of four, which includes two brothers and
a large extended family. Her favourite food is lobster mac and cheese; her favourite colour is
purple; and her favourite subjects in school are French, gym and math. She hasn’t been getting
homework from her teacher “for almost two years because of Corona.” This leaves her lots of
time to pursue her main hobbies: painting, reading, and baking. During the pandemic, she has
also taught herself to code better. She is also consuming lots of media, including Netflix shows
like Full House, Fuller House, Nailed it, and Sugar Rush. She has some favourite YouTubers as
well, all of whom are in their 20s and live in the United States: multiracial (Spanish/Hispanic and
White) brother and sister content creators Brent Rivera (16.3M subscribers) and Alexa Rivera
(6.68M subscribers), and Pierson who is a White American woman (@piersonwodzynski—
2.08M subscribers). Ziggy does not quite articulate why she likes their content other than to say
she enjoys interesting and funny videos.*® Ziggy also goes online to watch cooking and baking
videos for recipes and techniques (“like, get all the icing work, like, perfect, on point!”’) as well
as gymnastic content. She talks about being encouraged by friends to get TikTok and she now

has a private account with a handful of followers. She enters into the program without any

39 Scanning through these YouTubers’ content, they all appear to fit into the influencer/content creator mold in that
they are attractive, White or White-presenting twenty-somethings that blend vlogs with other candid life footage
mixed in with skits, etc.
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specific topics she wishes to make videos about but mentions that she’s fluent in French and
good at baking: “I don't even know what I want to do with my life. I love so many things though [

don't even know.”

Ziggy is a regular at the Centre and recognizes several of the faces in our sessions from
other programs. As she explains to me, her mom tends to sign her up for multiple programs
every cycle. At the time of the video storytelling program, she is participating in afterschool
activities on Zoom 4-5 days a week, with the schedule starting to blur together for her. She tends
to mute and unmute herself and often steps away from the computer to ask the folks around her
to quiet down: a lively family environment including occasional baby sounds can be heard when
she unmutes to participate in breakout rooms. Ziggy is always in attendance save for one session
when she and her family are delayed on their walk to a coffee shop after school. However, she
still logs on before the session is over and stays to explain what happened very earnestly and chat
with me afterwards—it is moments like these that I feel demonstrate her maturity. From the start,
I anticipate pairing her with the 13-year-old participant Sam in our group for the Profile Story
project however, Sam seems to have issues with completing activities, which made it necessary
that I pair Ziggy with 12-year-old Jeannie.* In many ways, I feel as though I spend the most
time with Ziggy during the program. She messages me regularly via Teams private chat to
update me on what’s happening with her progress on activities, or to ask questions. I have a
separate Zoom meeting with her to help troubleshoot the issues she’s having with uploading the
B-Roll of her baking footage from her phone to her computer. I also set up and join her and her

partner’s Zoom call to support their interview process, offering some gentle suggestions and

40 Sam continues to attend the workshop each week but does not contribute the requested video tasks as well as
vlogs.
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troubleshooting the technology. The pair’s enthusiasm at this activity radiates through the screen

despite some hiccups and glitches, both technical and human.*!

Ziggy produces two videos by the end of the program: the Silent Story/Day In My Life,
and a video version of her “Where I Am From” poem. The video version of her poem is what I
suggested to her as an alternative activity after I caught wind of some issues with the partner
Profile Story. After the program concludes and before our interview, she reaches out on Teams
to let me know she’s completed this video and can’t wait to show it to me. Despite indicating no
prior video editing experience outside of TikTok, she appears to get the hang of the basics of
WeVideo. Although she produces the below spoken-word poem for another program, she asks if
she can share it with me during our interview. I share it here now as it captures an added
dimension to this pre-teen girl who has spent the last few weeks exploring her identity and
storytelling voice across several programs:

I'm smart and honest. I wonder about my future. I see myself in Paris speaking fluent
French.

I'm smart and honest. I pretend that I'm always happy. I feel excited for my future. [
imagine touching the Eiffel Tower. I worry that my hopes and dreams will shatter.

I'm smart and honest. I understand that I have to work hard. I say I can do anything [
believe in.

I dream of having a beautiful home and family. I will try to have a business for cakes and
confections. I hope to accomplish all my goals.

I'm smart and honest. I'm Ziggy.

411t becomes clear rather quickly that the webcam connections will not warrant a crisp, clear image and I have them
record their own ‘secondary’ audio as they’re being interviewed so that the audio can be better quality.
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Video-Storytelling Persona

TikTok and Transitions-Centric Approach

Ziggy mentions TikTok for the first time about four minutes into our interview when I ask
if she’s ever learned about video making or video storytelling in school before. The answer is
“no,” but she explains that she’s learned about editing transitions for TikTok via its tutorial
videos. In her post-program interview, she says she made an account about a year ago and was

mostly just watching videos at the beginning, until she finally posted her own first video:

Ziggy: Iwasn't in it, actually. So, I was doing a TikTok with my cousin.
And I think my friend. And then we were doing a dance and then,
and then my cousin's baby sister started dancing to it. And it was
so cute!

[cross laughter]

Yeah, so that's then we posted that one. And I wasn’t in my first

one.

Tatyana: So, you were kind of the filmmaker for the first TikTok?

Ziggy: Actually, I didn't even film that one!

Tatyana: Oh, you didn’t?

Ziggy: Yeah, my cousin did. But that was the first TikTok that I ever
posted.

She further describes much of her TikTok content as “just literally dance videos.” This is
unsurprising given one of the main draws of the social media platform is users’ efforts to
replicate the numerous choreographies carefully synced to songs circulating at any given time. A
quick peek at her content, which she has invited me to view without my asking, reveals that

sometimes she is solo but often she has someone else doing the chosen dance alongside her.
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Also, although Ziggy clearly spends lots of time rehearsing the choreography and is successful at
it, the videos have a very documentary, fly-on-the-wall feel without much attention to lighting,
framing, backgrounds, etc. I note this not so much as a critique but because it differs so greatly
from the first video project Ziggy produces for our program, which does pay attention to those
technical considerations. Before engaging in a content analysis of that video, I wish to note

another theme that emerges from her data that can be considered “Tik-Tok-esque”: transitions.

Transitions, including her desire to get better at them, come up often in Ziggy’s data.
Across the vlogs and interview, she mentions transitions more than a dozen times. Traditionally
speaking, transitions are editing effects that most often strive to link one video clip to another
(most often with dissolves or straight cuts) in a seamless and subtle way. TikTok videos often
utilize transitions as well but in a way that often calls explicit attention to these effects. In fact,
stylized and creative transitions are a signature element of the platform, including the “jump-
cut.”*? In Ziggy’s case, she uses the term to describe: 1) an entire genre—*“I 've never really done
transition videos”; and 2) a technique—*...when I was doing the spinning transition, I did

actually slip.”

From the information she initially offers about being a TikTok user, it is unclear as to how
much skill and experience Ziggy actually possesses when creating for the platform. When I ask
her in the post-program interview what types of videos she may want to make on the platform in
the future, she references the Silent Story/Day In My Life video project from our program.

Keeping in mind her interest in transitions and the overall type of TikTok content her account

2A “jump-cut” is where the framing of the clip stays consistent/the camera doesn’t move but the content in the
image changes, signifying a “jump” in time.
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contains, pre-video storytelling program, a deeper look into her Silent Story/Day In My Life

video offers further insights.*?

The video starts with a wide shot on a pile of covers on a bed that is backlit by daylight
coming through the window paired with a dancehall/reggae fusion song from a Jamaican
DlJ/singer/songwriter named Popcaan called “Win.” This first clip is continuous with the light in
the room flicking on as Ziggy pops up into the frame and shows her digital watch to the camera

which reads 8:16 AM (see Figure 10):

Figure 10

A screenshot from Ziggy'’s Silent Story/Day In My Life video where she shows her watch to the camera.

43 The Silent Story/Day In My Life is a project I’ve used in my pre-TikTok research study with tween girls (2017)
but has also become a popular daily routine trend on the platform, where creators sync approximately a dozen or
more clips to the beat of a song, often to summarize a morning routine.
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The video proceeds with clips that take the viewer through what appears to be an entire
day, from breakfast to a Zoom school morning and afternoon with lunch in the middle, to an
afternoon bike ride, at-home calisthenics, then dinner into bedtime. Ziggy uses a total of 40 clips
in her 60 second video.** Thirteen of these clips focus on filming her computer screen and
different text on the screen to illustrate her schedule, and how all of her schooling takes place

over Zoom. Some of these clips pop on and off the screen for only a second or two (see Figure

11):

Figure 11

Screenshots from a sequence of quick screen-based clips from Ziggy’s Silent Story/Day In My Life video that illustrate her day
online.

Z200m

HOMEROOM

‘

Cli

4 Asa point of comparison, and for some contrast, this number of clips is almost double that of Alexia’s creation. It
also helps that Ziggy uses a faster-paced track which naturally motivates more transitions and therefore requires
more footage.
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The amount of time dedicated to her virtual schooling in this video creates a sense for the
viewer that the majority of each weekday is comprised of school. It is interesting that Ziggy
makes the editorial decision to translate this to the screen and dedicate ample time to it, rather
than perhaps opting to emphasize other parts of her day that might be more visually dynamic or

aesthetic. When describing the process and time constraints, she says:

“Actually, during the end, I started getting like suuuper worried that I wouldn't have
enough time, because there was—there's a certain amount of time. You could only do it for
one minute, but the song was actually, like um, 59 seconds. So, even though it's only one
second off, it's actually like a big thing for videos like that. Um, especially if you're doing it
from TikTok. So I was getting super worried there was this much and then I was like, this
much that I still need to be three things. So, I was like, ‘Oh my god, what am I gonna do?’

And I was like, ‘Okay, I'll make each thing like one second,’ and then it ended up working

out. It's like, ‘Well, I wish they had more time.’ But it is what it is.”

Ziggy is referencing TikTok’s 60-second video length maximum and how she needed to
really trim some of her clips in order to include them.*® This might be why some of her clips that
focus on virtual schooling are only a second long, although she seems to suggest that she had to
mostly trim her later clips. Regardless of her motivation for editing the school part of the video
in this way, the overall effect is quite impactful: it visually represents a blur of a school day filled

with different classes all the while in front of one screen in the same room at home during the

pandemic.

Given her interest in transitions, it is useful to explore how Ziggy works with them in this
video. The video contains three clothing/outfit transition sequences: one “jump” shot where she
jumps up in one outfit and lands in another, one “spin/twirl,” and one “finger snap.” To achieve

these transitions, she explains that she propped her camera up on a dresser with a few books and

45 The maximum length for a TikTok video has been extended since the time of the video storytelling program.
Either way, the participants were asked to stick to a precise 60-second duration for this video task.
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an old musical box to steady it and gain enough height. Although the first one is arguably the

most commonly used outfit transition across Instagram and now TikTok, the other techniques are

not and demonstrate a real effort on her part to push herself creatively. She describes the finger

snap as well as the spinning transition:

Ziggy:

Ziggy:

Tatyana:

Ziggy:

Iwas like, ‘How do you do that?’ Like, literally when I watch
people, ‘How do you get it so in sync?’ Like, you can't even see
that the camera actually cut. Sometimes I was like—I actually
never did it before that time. Um, for the first project, and I was
like, ‘Okay, let's give this a go.’ And then it actually came out
super clean. I was like, ‘Wow, [ like the first one.’ That one was my
favorite transition. I think the snap would have been really good if
I had got it like fully on sync, but it still turned out good, so.

And then, also, when I was doing the spinning transition, I did
actually slip, but [small laugh] that's why—

Oh no!

Yeah, I slipped, but I didn't fall. But I slipped. But I couldn't, like,
redo it. Because that was like a clip of when [ showered so that's
when I was holding my towel. And then I like spinned,and it was

way too late for me to redo it.

She also uses creative transition techniques to show her meal preparation twice. The first

time, her camera pushes in on an empty blue plate and as it moves back, crackers with cheese

appear on it. The execution isn’t flawless, but it is so quick, and the plate is so vibrantly coloured

that it is very effective. The first clip in the sequence is an empty plate on a countertop and her

hand comes in to spin it clockwise, and after a few spins the camera cuts to a new clip with the

plate still spinning at the same speed with food on it. It is a really imaginative technique that

stood out for me in reviewing the video for the first time (see Figure 12):
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Figure 12

Screenshots from Ziggy’s plate-spinning transition in her Silent Story/Day In My Life video.

When she shares this video in our third session, the feedback from her peers includes
appreciating her efforts to illustrate a full day’s range of activities. They also note how much she
focuses on the little details of her day, like washing her face, blending a smoothie. They further

enjoy her outfit transitions.

From the time I’ve spent perusing the content on TikTok, it has become very apparent
when a content creator has carefully planned a segment. Further, the limitations of editing within
the app itself that encourage a very linear method of storytelling. Speaking about her process,

Ziggy explains:
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“[F]rom when you said we're going to be doing a silent video. I was like, ‘Okay, I have to
wait till Monday because I don't want to do a weekend day.’ And I was—I was already
visualizing: ‘I'll do—Oh, like, I'll do a jump kind of shot. And then I'll transition into new
clothes. I'll do this.” Then I was like, ‘Okay, I got it down.’ And then, a few things I was
still kind of stuck on. But then I was like, ‘Ooooh, what if I do this?’ And then some of them
were unusual things like the spinning plate. I've never actually seen that. I was like, ‘What
if I do that? It might look good.”™
She further explains that she filmed everything in one day and woke up earlier than usual
to prepare for it. The confidence with which she speaks about her process reveals her learning
process, including troubleshooting solutions, while she was also ok with not getting it “perfect.”
Her video not only speaks to both her understanding of TikTok aesthetics and trends but to her
creativity and videomaking instincts. There is an impressive variety of scenes and compositions
and a blend of longer and shorter clips, all while keeping pace with the music. Although there are
ways the technical quality could be improved in quite a few clips, the overall package is very

3

impressive, a sentiment that she shares: “...that was kind of like my first video that I've ever done
with that many transitions and stuff. And like, it's just very special to me now. And, and I just
really like it.” This undertaking represents a huge leap from the content she has posted on

TikTok thus far. Before we move onto other topics in the interview, she returns to transitions yet

again, stating that one of her goals is to get better at them in the future.

From Social (Media) “Play” to Skills-Focused Solo Storytelling

The next theme emerges out of an overall consideration of Ziggy’s evolution through the
video storytelling program/research study. To some extent, is connects with the discussion in the
previous session and her foray into self-narrative storytelling, TikTok style. Overall, her insights
and video projects represent a shift from someone who has barely created video content to
someone who demonstrates a growing motivation to produce content about her life and interests,

while increasingly thinking in the language of video. To recapitulate, she had a handful of posts
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on TikTok and indicated no prior video-making experience in school. As mentioned earlier, the
nature of her TikTok content can be said to represent more of an emphasis on the social or
participatory component of the social media platform: i.e., less about storytelling conventions
and finding her voice as a storyteller per se, and more about playing with the trends and features
of the platform and participating in a fun way with friends and family. Although the design of the
activities in the program are intentionally focused on identity and self-expression, Ziggy’s
thoughts and produced content reveal her discovery of an emerging interest in sharing her stories

in a video format and cultivating her own voice as a solo media storyteller.

In terms of content, her video allows us to peek into her life, and she makes a concerted
effort to feature as many snippets from a typical day as possible, from her outfits to what’s on
her computer screen to hobbies to what she eats. Also notable is that she is the exclusive
filmmaker, responsible for and fully undertaking this project alone. There is only one instance
where she calls in help from another cameraperson: when she is riding her bike. In our interview,
she comments on the learning curve with filming this video:

“I learned that it's very— it's kind of it's very hard to obviously film while you're doing

something. It is kind of hard, so you can but you kind of want to get your perspective and

someone else's, sometimes. And then though, like you said, that you actually stuck a little

GoPro to—I forgot the girl's name—on her helmet when she was riding her bike. So that

was— that's very smart. I'm gonna do that. I should have done that when I was riding my

bike!”

Here, she is referencing the editing session where I showed a video project I created and

discussed how I approached my B-Roll. This demonstrates her growing understanding of

camerawork, and perhaps even her desire to become even more creative with her shots.

Her “Where I Am From” audio poem becomes her second piece of video content (instead

of an interview profile of a partner) and discussing this process and product will make up the
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bulk of the analysis in this section.*® Ziggy prefaces our conversation about her audio poem
activity experience by saying she’s only ever worked on poems a handful of times in school and
implies that those poems did not involve her as the subject. She begins this activity in a similar
way to the approach of the other participants which is by following the template:

“I'was like, ‘Okay, so let me just remember what it was like when I was younger.’ Because

like, even though I'm still young, a loooot of things [laughs a bit] went on in my life when [

was younger. So, I was like, ‘Okay, let me think.’ And I was like, ‘Oh, family traditions.

Well, we allllways get together, like, on Fridays, like my family on my mom's side, or

Fridays always get together.” And that kind of stuff. So, just following the template.”

She tells me that she skips a few lines of the template and goes back to complete them, and
also receives feedback from her mom as she is writing it.*’ T recall that in her small breakout
room, where the plan was to read the poem aloud to a partner and vice versa, she indicates being
a bit skittish about it as she had never done anything like it before, a sentiment she echoes in the
interview. Her poem describes her connection to Creole language, the Rastafarian movement,
being Canadian with a St. Lucian heritage, and meals like “green fig and saltfish and bakes.” 1t
illustrates a girl who is surrounded by a family she is very close to, and who is proud of her
roots. I am especially touched by the ending, with several lines dedicated to her grandmother

who passed when she was only 4 months old, and how it has taught her to appreciate every

moment, and how she honours her memory by wearing her grandmother’s earrings.

46 As mentioned earlier, Ziggy is unable to proceed with editing a Profile Story of her partner Jeannie: in terms of B-
Roll content, she only receives one still image and a short time-lapse video of Jeannie demonstrating her drawing
abilities.

47 While 1 appreciate this candidness, [ am disappointed that I will not be able to determine when her mom’s voice
comes into the content and proceeded with my analysis with this in mind.
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Ziggy moves on to edit a video version of her poem. This is a significant development
because, again, she has only ever edited inside the TikTok app, yet she is able to pull off this
video in less than a week:

“I was super nervous about it. And I was like, ‘I['ve never worked with any kind of thing

that I could edit with the in that kind of ways like, how am I gonna do this?’ And the first

time, like, I logged on to it... that was way before, when you said, ‘Oh, like, we're gonna be
using WeVideo next week, I'll tell you guys more about it.” So, I went on it. I was like,

‘What?’ I was—I'm like, ‘Um, what's going on here?’ I was literally so confused. I'm like,

‘Okay, how am I going to use this? ™

She also reveals that she originally misunderstood the audio poem activity and had already
gathered many images to use in editing. As we watch it together online, the piece feels both
rough (as if at a draft-stage) and like a strong effort (given what she accomplishes in a short
amount of time and with limited experience with editing). I notice that she has not revisited the
audio she initially recorded because it is still slightly muffled, and you can hear pages rustling in
a few places. What might be ruled out as a lack of attention to better sound recording takes on a
different perspective via her interview:

“I have the phone like way—like kind of far from me. Because I was just this [non-

descript]. And sometimes when I just—sometimes when I see that the video’s on, I get like

intimidated. And then I'll just—so, I put it like far from me. And then I just read it out.”

The video duration is 1:36 and uses 25 images. What she has created looks very much like
the video storytelling model developed by StoryCenter and Joe Lambert: a series of still images
that dissolve from one to the other with her voice narrating the story. The images are well-
selected and dynamic, though somewhat hindered by the fact that few if any are resized to full-

screen or to suit a landscape composition. She begins on a full-screen shot of her swaddled in the

hospital at birth and ends on a half-screen current photo of her wearing her grandmother’s
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earrings. The majority of the images feature her at various ages with family members; however,

she also integrates some other complimentary stock footage-type images (see Figures 13 & 14):

Figure 13

B-Roll (still images) from Ziggy’s “Where I Am From” video that illustrate her heritage and beliefs and accompany her
voice reading her poem.

THANK YOU @
o PLEASE
EACUSE ME

’

“I am from the family who prays and opens every year together.’

“From respect and manners towards each and everyone.”
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Figure 14

B-Roll still images from Ziggy’s “Where I Am From” video that illustrate her heritage and beliefs and accompany her
voice reading her poem.

“l am from Rastafarian movement...”

“...embracing my Afrocentric beliefs and Blackness.”

In the time we spend together on WeVideo, I demonstrate how she could add some
movement to her images if she wants. She indicates that she likes what I show her, and we segue
very naturally into a conversation about the stories behind some of the images. Unprompted, she

shares what all the photos in a collage are from. A learning moment takes place for me when I
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am demonstrating how to look for stock footage in the WeVideo library: I look up “figs” and as
images pop up, Ziggy explains that Caribbean figs are actually not like other figs in that they
look more like bananas. She goes on to tell me that they actually don’t taste like bananas at all.
Her enthusiasm is evident throughout this exchange: she mentions that she may also add music
to the piece and asks how she can share the video with her mom. She then mentions that she
would like to share another poem she wrote with me. This segues into the final point, that
demonstrates her emerging voice as a video storyteller. The poem that she reads to me, created in
another afterschool program and also focusing on exploring who she is, is the same one |
included at the end of her portrait earlier in this chapter. This poem is significant because, when I
ask if she’d consider making a video version of the piece, she says “yes” immediately and goes
on to say: “I can already kind of picture some pictures for each one.” This once again suggests

that Ziggy is very much thinking in terms of how to bring her story to life through visuals.

An additional, albeit brief, point that demonstrates her emerging video storytelling eye is
the richness/extensiveness of B-Roll video footage she provides for her partner for the Profile
Story (see Figure 15). The focus of the profile is on Ziggy’s baking hobby. Ziggy arranges to
bake strawberry shortcake cupcakes one weekend and records dozens of clips of her process.
However, she finds herself taking the lead on what B-Roll to record—although the initial
instructions ask the partner to request certain footage, Jeannie’s requests are somewhat broad:

“I filmed everything. I literally took the camera with everything I did. I had the camera. [

was like, ‘Okay, I'm gonna do this.” And then I was—even when I wasn't holding the

camera, I kind of like I set it down so that they could see what I'm doing. So then that way,

[Jeannie] wouldn't really need much more B-Roll. But I also something that I thought she

would ask for was someone maybe tasting the cupcake. But I did take a video of my mom
eating it, but then it got deleted.”
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Figure 15

Screenshots of the cupcake baking B-Roll Ziggy provides for her partner Jeannie to edit with for her Profile Story
video.

What is also interesting to me about her B-Roll is she often narrates what is happening in
the clip, and even turns the camera on herself to provide commentary from time to time. In
reviewing this footage, I note how knowledgeable and confident she is in describing the process
of making the cupcakes, all the while trying to film hand-held without adequate lighting.*® T will

admit that I am fairly disappointed that this project doesn’t quite come together. My

48 1t is at moments like these that I mourn the loss of being able to facilitate these sessions in person, and also having
participants at such different skill levels. The opportunity to work with Ziggy to ensure she has support while
filming, as well as how to suggest she increase the lighting and framing of the shots, would have gone a long way to
support the considerable effort she has already put in.
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disappointment stems from the consistent effort Ziggy has put into her video-making efforts thus
far; this effort, combined with her passion for baking, would have made for a very engaging

Profile Story video.

Ziggy’s various pieces of media content, supported by her interview, suggest that she is
moving from a general curiosity about video storytelling towards a true interest in this art and
craft. Her data also reflect her desire to tell stories about her life and interests. Given Ziggy’s
very limited prior experience with video making, what she comes out of the program having
created and communicated in a relatively short amount of time stands out. It is impossible to
predict whether this program will have a significant impact on her TikTok contributions moving
forward as people are drawn to the platform for different reasons. However, throughout the video
storytelling program, she demonstrated strong creative instincts and a willingness to experiment
with videomaking techniques. The question remains: will the foundational knowledge, support,
and experience she received in the program be enough to encourage her to further cultivate her
own voice as a media storyteller? When I ask her what’s next with video making in general, she

tells me: “I definitely do want to make more videos. Probably going to be a new hobby.”

“Snapshot” Summary

Ziggy is a girl of Afro-Caribbean heritage who turns 12 during the video-storytelling
program and research study. She describes herself as having many interests which include baking
and dancing; these two hobbies feature in and/or inform her experiences and approaches to video
storytelling. Although she watches a fair bit of media, including many YouTube channels and
TikTok accounts, she has not had prior formal instruction around video-making. She produces
almost all of the projects we explore in the program and even extends her “Where I Am From”

audio poem into a video; she is unable to complete the final project due to technical difficulties
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encountered by her partner. She also produces several vlogs and although they are brief, they
reflect a definite curiosity about video storytelling and an effort to understand different

techniques and theory.

Her media-making efforts reflect a TikTok and transitions-centric approach and aesthetic.
Prior to joining the program, the extent of her video-storytelling encompassed recording and
posting TikTok videos of her and friends or family members dancing. The influence of TikTok is
evident in her continued reference to and efforts to produce interesting “transitions”: these are a
kind of aesthetic, popularized by TikTok, where creators strive to find creative ways of
transitioning from one clip to another. Her Silent Story/Day In My Life video particularly
reflects the influence of the platform on her video-storytelling and approaches to moving the

story along with some playfulness and creativity.

Ziggy’s media engagement also evolves from social (media) “play” (as per the above
examples of her TikTok videos) towards skills-focused solo storytelling. This evolution is
evident through her enthusiasm about branching out from working with mobile phone-based
video editing apps to learn a more robust software-based program like WeVideo. She appears to
enjoy and engage deeply with the Profile Story interview process, also providing an extensive
amount of solo-captured B-Roll of her baking for her partner to edit with. She takes the initiative
to craft a video version of her “Where I Am From” poem. Throughout the program, Ziggy
further seeks out opportunities to learn more and receive support one-on-one, especially with
video editing. Finally, she mentions the content she wants to produce next, contemplating ways

to translate written projects into video stories.
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Chapter Nine: Fernanda’s Story
Portrait

Fernanda is 14 years old and in her first year of high school (Grade 9) at the time of the
video storytelling program/intervention. She identifies as Indian/South Asian, having grown up
in Dubai and attended girls-only classes from kindergarten to grade six before moving to Canada
with her family. She describes the initial culture shock of suddenly having co-ed classes and
extracurriculars. She also points out that she should be in grade 10 this year but needed to repeat
Grade 6 because she was too young to enter Grade 7 when she arrived here. She has a younger
brother and sister and mentions growing up amidst family gatherings surrounded by lots of
cousins and pets. She describes herself as happy and likes to joke around.*” Her closest friend
would describe her as “loud. I'm very in your face. I love to talk and laugh. I love to go out...”*°
Her favourite subjects are drama, English and science, in that order. Fernanda’s list of interests
and hobbies is extensive, and includes the arts and fashion, playing soccer and tennis, swimming,
reading, watching Netflix, working out, baking, and painting. She watches shows like Never
Have I Ever, Glee, The Vampire Diaries, and ones she makes a point of mentioning that are not
really for young teen audiences, like Gossip Girl and Friends. She refers to a lead female
character from Netflix’s teen comedy Sex Education as inspiring and mentions how many of the
other characters are relatable or remind her of people she knows. At the same time, Fernanda

doesn’t see many on-screen characters that reflect her identity as a teenage girl and as a person of

colour: “I definitely don't see a lot of representation of that, especially in Hollywood. I think ['ve

49 There is an in-Zoom activity that I set up in Week 2, designed for participants to practice asking questions and
listening (for the Profile Story coming up) and also to get the participants to interact outside of the main Zoom room
and larger group. I pair Fernanda with Alexia, and this is one of the items Alexia asked Fernanda about in the short
interview activity.

30 In the first session, we end up in a breakout room together because her assigned partner appears to have stepped
away from their computer. This is her response to the question prompt ‘how would your best friend describe you?’
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seen maybe one show where the main character is South Asian. I think that's about it. I mean [a]

Hollywood show.”

She’s referring to Never Have I Ever and goes on to mention how introducing more women
of colour into the media industry is important: “it's not only putting out stuff that you know,
relates to them and other people that are watching, but also stuff that inspires other women to
create again, and so just starts a cycle, circle...” She’s very active on multiple social media
platforms and she can describe in detail how she decides what to post where and how they fit
into her life. She doesn’t really watch YouTube and uses it mostly for workouts (specifically
from Chloe Ting and Lucy Wyndham-Read who appear to be in their 30s and 40s respectively;
the former is a multiracial woman based in Singapore and the latter’s ethnoracial identity is
unclear but is from the UK). Even in pandemic times, Fernanda’s kept very busy, describing the
candy curation business she started as well as contributing to the school paper. She is incredibly
interested in performing (stage and/or screen) and wants to pursue it as a career. She mentions
having signed up for lots of programs the previous Spring only for them all to be cancelled due
to the pandemic. She discovered the Centre around November 2020. Like the other older teen
participant in the video storytelling program/research study, she is a peer tutor with the Centre
for English, math, and science and participates in a program called Reader to Reader for pre-teen
girls, where they “would go over vocabulary and I'd help with pronunciation. We would do, you
know, real questions, recap summary stuff.”” Like all of the other participants, she has already
participated in numerous virtual programs with the Centre, and she talks about being on a “call”

(read: Zoom meeting or program) almost every day after school.

Fernanda recalls some opportunities to explore video making in middle school, such as

creating and recording a fake political campaign in groups using the iMovie app on iPads. In her
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first quad of high school (the term prior), she also recorded video diaries that were “sort of like
the vlogs sometimes we had to go over, you know, our reading of like a movie or not a movie, but
like a play or a film that we saw.” Coming into the workshop, she indicates an interest in
learning how to refine her video storytelling as well as gaining insight into the storytelling
industry. The topics she might want to make videos on include: BIPOC/women/LTBTQ+, life of

a teenager, ways to get involved with the community, etc.

She attends every session and the seeming ease she has in unmuting herself to contribute
brings a welcome energy to our small Zoom group. Fernanda is easily the most vocal participant
in the sessions and is always on camera, listening, contributing, and commenting, and on several
occasions lingers to chat a bit afterwards. Early on, there are hints that she and Alexia are
interested in getting to know each other better: for example, when one of the two girls shares a
thought in our sessions, the other often chimes in to indicate resonance, or thanks her for sharing.
As I pick up on this, I begin to partner them up for breakout rooms when I can—they appear
elated when I partner them up for the Profile Story project. I become aware that they are wanting
to remix/put their own stamp on’! the last activity when Fernanda messages me on Teams to ask
if she and Alexia can do “a few longer (and more) questions” as they “really want to go into
depth with each other and try new things.” Fernanda mentions having seen Alexia in other
sessions before, but that they hadn’t really had a chance to speak or interact much until this
program. Ultimately, a friendship develops between the girls, with Fernanda happily explaining

that she is “super close” to Alexia now. >

31 See Jenkins et al., 2009 and my own research (2017).

32 This comes up in her interview. The vlogs also emphasize her emerging relationship with Alexia and what it was
like to work with her on the Profile Story, and especially to meet in person and collaborate on editing (over Zoom).
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Fernanda produces two videos in addition to the “Where I Am From” audio poem. The
first video is the Silent Story/Day In My Life; there are two different versions of the Profile
Story (one that is 5:18 in duration, one that is 2:50 in duration). She edits all of these videos on a
smartphone app rather than the WeVideo web-based program that I have strongly recommended.
She also submits only two vlogs out of the four that were requested for the study, and they are
both rather short (1:00 and 1:30 in duration). After the interview, she follows up with me to share
the first draft or what she calls the “discarded” Silent Story/Day In My Life video, as well as the
Google Doc she and Alexia used to draft questions for their Profile Story videos. In her email,
she asks me to please let her know if there’s anything she can do to help with my PhD, and that if

I run more programs, she’d love to know about them.

Video-Storytelling Persona

Performance-Focused Creator

Fernanda has performing on her mind. The first time I hear about this interest is in Session
#2 of the program. Here, I pair participants up and send them off to breakout rooms to ask each
other questions in order to introduce their partner to the larger group afterwards. In the interview,
there are multiple instances when Fernanda frames her response to my questions about different
components of the program in relation to performing.>® She also offers some context as to how
long she’s been thinking about performing in her “Where I Am From” audio poem, an activity
designed to encourage participants to reflect on their lives, with a focus on memories and

moments from their early childhood:

33 In my previous research (2017) with tween girls, I was surprised to witness a negotiation as to who would get to
be “on camera.” I posited that youth growing up with vlogging and influencer culture position the concept of video-
making with the role of an on-air performer at the centre. Further, this privileging of the person in front of the
camera necessarily shifts how much interest and effort can therefore be dedicated to behind-the-lens craft. To some
extent, that study informs how I consider Fernanda’s participation in the program and what she creates.
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“From the first time I performed ‘Let it Go’ at my summer camp talent show and the time I
realized that I loved the spotlight... From the time I performed on a real stage downtown
Toronto. From the time I knew what [ wanted to do...”

Her Profile Story—version 1 titled “Fernanda Amato: Navigating 2021 as an Ambitious
Teen” and version 2 titled “Fernanda Amato: Teen Live During COVID-19” 3*—also mention
this interest. While this project explores lots of different aspects of who she is, there is a lengthy
clip where she discusses performing. In the longer (draft) version, she says she “loves acting”
and goes on to describe the virtual youth performance at the 2:00 mark. In the shorter version,
this same interview clip shows up at the 1:10 mark, with several quick clips of her rehearsing or

performing with others in masks (See Figures 16 & 17):

Figure 16

A screenshot from Fernanda’s Profile Story video showing her interview.

4 There were two different versions of this project by the end of the program. It is unclear as to how much of the
physical editing she performed, but the implication is that she was guiding the shaping of the story.
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Figure 17

Screenshots from Fernanda’s Profile Story video showing B-Roll of her performing with a group that accompanies her
interview audio.

“... and ever since then, it's just been constant, you know, rehearsing...”

The following is an excerpt that references her vision for her future. It is the final

thought that appears at the end of the longer version of her profile:
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“I think the future I envision for myself is definitely centered around arts. I definitely

see myself doing something with performance, whether it be onstage in front of a

crowd or on film and camera. I love I would love to be an actress, a film actress,

and I would love to just put myself out there and see what I can do.”

The shorter version of Fernanda’s profile ends on advice she had offered her childhood
self. The online performance she describes comes up numerous times across the data. She first
brings it to my attention after Session #5, when she lingers to speak with me:

“I want to make a comment about when you were talking about you know, how important

planning is. And I completely agree last spring. I did this play with the [redacted] Theatre,

downtown Toronto. And yeah, and so we started off in person, right? So, I auditioned in

December got in January, February, and then Corona happened. And so, we had to take

everything online...”

It is entirely possible that she refers to this event numerous times during the study because
it reflects the abrupt shift that happened in her life as a result of the pandemic, in addition to
being a really unique and memorable experience. At the same time, considering how Fernanda
approaches the various activities in the program, how often she mentions performing, and even
reflecting upon her interactions with me, a comment like the above one supports how she appears
to view video making through a performance-centric lens.> For example, early on during the

post-program interview, when I ask her what types of opportunities she has had to explore video

storytelling, she talks about the play again, and pivots to an online performance:

33 I recall my previous experience working with girls slightly younger than her and the moment of surprise when I
witnessed them negotiating who would get to be ‘on camera’. In that study, I posited that youth growing up with
vlogging and influencer culture enter into video-making with the ‘on air performer’ at the centre. As mentioned
earlier, this privileging of the person in front of the camera shifts how much interest and effort can be dedicated to
behind-the-lens craft.
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“...S0, we had to write—we had to do like the sound lighting all that way to do all of that
ourselves, as well as perform it. And it was definitely very hard. It came with its trials and
errors, but [ was really surprised about how it turned out. And I think that's what really got

me started and thinking, ‘You know what? Maybe I'm not—I don't just like being onstage.
Maybe I like doing stuff behind the camera too. ”>°

Later on in the interview, we discuss the different components of video making that the

program explored, and I ask her about interviewing (my silent rationale here was that this

process involves a “performance” on the part of both the interviewer and interviewee):

Tatyana:

Fernanda:

Tatyana:

Fernanda:

We did a bit on interviewing skills. Had you ever interviewed
anyone before this project?

Not seriously, maybe, like, we have to do like mock interviews in
my French class. But we've never done anything. ['ve never done
anything serious like this, or you'd have to film it and edit it.

Oh, that's so cool. Okay. Do you think—do you think that that's
useful to you in any way? Or was it more just fun?

Okay, no, no, I definitely feel I feel like it definitely was fun, but I
do feel it was useful because especially since you know, I definitely
want to do something in the performing arts and you know, my
backup is sort of like journalism. And so, I definitely feel like
interviewing would come super in handy because like asking
questions and answering them. So, I feel like, especially now that
I'm a teenager too. That means I'm starting to apply for jobs soon.
So, the interview skills, definitely they came in handy, too.

By connecting performing arts with journalism, she is prioritizing one piece while filtering

out the many other elements that comprise a career in that field. Nevertheless, these comments

help to illustrate how much Fernanda sees video storytelling in relation to her interest in

performance. Indeed, she is a confident speaker and articulates herself well, as demonstrated by

36 This comment also connects with the next theme that I noted around tech/editing hesitation/resistance.
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her “Profile Story.” I had anticipated gleaning a lot from her vlogs; unfortunately, her
submissions are incredibly brief. I note a missed opportunity to perform, but at the same time a
confidence that comes with being able to press record and just talk, which reflects a skill that she

has perhaps cultivated through her experiences with acting.

A Visual “Eye” but Video Editing-Resistant

Fernanda’s video projects, in addition to her interest in painting, demonstrate a definite
visual eye that lends itself well to video making. Yet, she seems to be conflicted about editing
(on anything more robust than a phone app) and there appears to be a bit of a barrier to accessing
video editing software and/or a lack of confidence around technical video editing skills at play. >’
Nevertheless, she’s thinking about where her editing skills lie. When I ask her in our interview
what she feels her strength is as a digital storyteller, without any further contextualizing from me
she says:

“I feel that my strength as a digital storyteller is more in the capturing than the editing. [

already knew that I quite enjoyed photography and video making not specifically like

editing, like maybe videos of the beach, stuff like that. I really liked the visuals, if at all. So,

1 think maybe my strengths are in the capturing part versus the editing.”

In the interview, I try to better understand where her interest in video making lies and ask
if she has previously gone online to find tutorials to teach her things about video making. She

responds:

“Yeah, I do remember, like the project I told you where we had to do the political
campaigns. I was pretty lost with that. Because I was like, ‘How do I insert all these
pictures and like things that are like flying in and flying out?’ And so, I did have to search
up and watch a lot of YouTube videos for that and basically like an iMovie starter pack.
So, I had to watch videos on that and how to start editing like that. I also used to run like a

37 Based on having a sense that Alexia and Fernanda were experiencing some challenges surrounding editing around
the time of the Profile Story videos, I scanned their data to see if I could better understand what happened.
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few fan accounts. So, I did try and learn how to edit and all of that, but didn't work so well
for me, quite obviously.”

Once again, Fernanda frames her response about video making in relation to the editing
process. The second part of her comment suggests a certain frustration or disappointment at not
being able to figure it out.’® When these responses are considered together, and considering how
certain formative experiences with tech, as discussed in my review of the literature, can have a
strong impact on girls’ taking up of technical practices, it appears something interesting is

emerging. Our conversation continues:

Tatyana: All through iMovie?

Fernanda: Yes, iMovie. But I also tried using some phone apps like Video
Star. I know that's a very common one. I did want to get After
Effects, which is the computer one that used for a lot of common

effects.
Tatyana: It's expensive now, though.
Fernanda: 1t is, yeah. And I was like, ‘Am I really that committed to editing?’

And KineMaster is good, too. And CapCut.

Meanwhile, based on the final product of her Silent Story/Day In My Life, it doesn’t appear that
she has any issues navigating the pared-down and hyper-simplified linear editor built into
TikTok. This project warrants further discussion as it would appear, without the technical
competency and/or blocks she appears to feel in relation to non-linear, computer-based software,
her storytelling skills can really shine. She includes over 50 clips in the 1:00 piece, and there are

so many dynamic images. These include extreme close-ups on slicing the leaves off from a

33 I note her use of the word ‘lost”, especially in a curricular context with an activity that presumably is scaffolded to
introduce students to editing techniques.
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strawberry, a shot of a yoga mat being rolled out across the floor, and a day of classes on Zoom
sequence that is well executed and dynamic (see Figure 18). Her images are also conceptualized

and organized to create a feeling of peeking into her life (see Figure 19).

Figure 18

Screenshots illustrating the variety of angles and elements Fernanda includes in her Silent Story/Day In My Life video.
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Figure 19

Screenshots of several ‘screen-focused’ sequences in Fernanda’s Silent Story/Day In My Life video.
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When it comes to working on the interview videos with her partner, Fernanda mentions in
one of her vlogs that Alexia “definitely took the leading hand on the editing, because I'm not too
well versed with editing, especially on a phone. So, she definitely helped editing like a major,
major part.”>® At some point, this issue with editing appears to evolves into Fernanda and Alexia

adding in B-Roll for their own Profile Story videos and not their partner’s as they were

39 Given my own experience working with both video editing computer software and phone apps, I am slightly
pained at the thought of how much more difficult the process was for her to rearrange A-Roll as well as B-Roll
without the benefit of a larger screen and more importantly additional layers/tracks to work with. I also wish I had
been privy to more of their process at the time so that I could have more information for analysis purposes.
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encouraged to do.%° In Session #6, Fernanda lingers at the end to ask me a question about editing
in her B-Roll for the Profile Story, and expresses concern that her video is too long at 4 minutes.
As she is speaking, it occurs to me that this pair has decided not to share B-Roll with each other

so that they can edit each other’s stories:

Tatyana: So, I'm a little confused, because you were supposed to edit
Alexia’s story and she was supposed to edit your story.

Fernanda: Yeah, we are. We're working together to do it. Yeah.
[cross talk]
Fernanda: Because I don't really have lots of experience with editing other

than phones. So, she was really like helping me instruct, cause she
has experience doing editing stuff. So, we were working together.
We had several zoom calls outside of digital storytelling. And so,
we were working on it together.

Tatyana: Okay, yeah. I just want to make sure, because I was trying to
design the experience so that I could support you through some of

the editing...

I mention that if she feels it is a strong 4 minutes, it can stay that length so long as she feels
there is enough B-Roll. I also remind her that I am available if she wants to screen her draft
together or talk about it or go through WeVideo together, etc. She thanks me and logs off and I
don’t see the video again until it’s complete.®! Fernanda’s Profile Story video is strong; as her

partner shares a few versions of the video with me, I note the process in adding/swapping out

60 As much as I tried to triangulate materials and get a sense of what happened here in terms of process, I do not
have a definitive answer. I will discuss my theory in relation to a theme later. However, it seemed like, while there
was some collaborative editing, each girl ultimately ended up editing her own version of the project (or Alexia did
them all with direction from Fernanda).

6l Going back through the footage, I am disappointed that I was not able to more directly support or encourage
Fernanda and that she doesn’t take me up on the opportunity to do a smaller session together, etc.
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sections/new images/reorganizing storyline over several iterations.%> She has brought in lots of
different photos and previous video footage in to support her interview. This includes a B-Roll
video clip of her going through her what appears to be play notes. There is only one B-Roll video
clip that is filmed on the same day of the interview (which was part of the original suggestions
for the task). It is a very brief but aesthetically pleasing shot, well-composed, and well-lit. It is an
over the shoulder shot of Fernanda as she holds up her phone in landscape view to take a photo

of something (see Figure 20).

Fernanda reflects on how this project went for her and her partner:

“So, I think where we went a little wrong with that was we focused more on the interview
than we did B-Roll. So, we did have a page for ideas for B-Roll, but we only had like two
or three ideas on it. And then we realized if our if our videos are like three—four minutes,
like, two clips are not going to be enough. And so, we went back. And we were like, ‘Okay,
we have to search their photos. We have to search the videos now, wait for maybe new
ones.’ So yeah, I had to definitely root through the old photos, and you know, like, the
scrapbooks and all that to find some new photos and stuff. Because I realized we didn't
leave enough time for B-Roll. So, I definitely feel if we should have reconsidered how much
time we're gonna spend on the interview and the B-Roll.”

62 1t is unclear where Alexia’s work ends, and Fernanda’s work begins; the same applies to the funny blooper video
they assemble with unused footage from their day spent filming and interviewing together.
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Figure 20

Screenshots of Fernanda’s dynamic and well composed (full-screen, landscape-oriented video footage) B-Roll
for her Profile Story video.

While I reflect that there should have been more B-Roll in relation to the length of the
piece, at the same time, the two iterations of the video (and conceivably there were more that |
didn’t see), represent an effort to craft a compelling narrative and cover a lot of territory in 2-5
minutes. Because of the depth of their inquiry, the time allocated to complete the task is not
nearly enough. This was the rationale behind suggesting that participants interview each other
about a specific hobby or a memorable moment in their lives (to keep it contained). However, in

many ways the pair have opted for the more difficult approach. It is arguably easier to make
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editorial decisions about content when it is not your own story that you are telling. Even in
screening Fernanda’s versions back-to-back, I observe a strong effort to arrange interview clips
in the most compelling way possible. With the content of the interview, there are endless ways
Fernanda can construct the storyline, and she has to make some decisions. In my professional
opinion, she’s done a great job to produce a dynamic and visually-appealing profile. She has
managed to include even more B-Roll in the shorter version, which is a much stronger, more
focused piece. She uses 24 clips/images in this iteration, ranging from footage of past dance
focused TikToks with a friend, footage of her performing, shots of her hands flipping through
notebooks, and still images of her candy business, baby pictures, and more (see Figures 21 and

22):63

Figure 21

Screenshots of B-Roll (Tik-Tok-style) footage from Fernanda’s Profile Story video.

63 The compromise she makes is that in this version she does not talk as much about her upbringing or family.
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This current section of analysis for Fernanda departs from other participants’ analyses in
that in their case the focus was on tracing video storytelling in relation to the perceived most
‘dominant’ or influential platform. However, it is worth noting that there is a sense that Fernanda
is on and knows a lot about a variety of social media platforms. She tells me that she has a
YouTube account but doesn’t post as a YouTuber: “I use YouTube to look at other people's
videos mostly. Okay, like workouts, baking.” As for TikTok:

“I do have videos, but it's not something—it's not—I'm not, like, very well versed with Tik-

Tok. I don't put any—this is this might be offending to myself, but I don't put anything

worth quality on there. It's just fun stuff that I find. It's nothing that's pretty much
important or makes a difference in any way.”

Figure 22

Examples of still image B-Roll, captured in ‘portrait-orientation,’ in Fernanda’s Profile Story video.
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Based on our discussion, it would appear that she is most active on Instagram. In the
interview, she explains that she has a “spam” and a “main” account: the former being private and
for close friends for inside jokes and photos. If she visits places like the Niagara Falls Butterfly
Conservatory, Pride Parade, a festival at Woodbine Park, she’ll post on Instagram Stories on her
main account: “Like, it's also sort of like an online diary for me, so I never lose those things. So,
if  want to say, ‘Oh, I've been somewhere, but I can't really remember.’ [ can always look back
and see where exactly did I go.” From her comments, there is a sense of spontaneity, of grabbing
quick clips and photo series of places she’s been and the interesting things she sees, and of
sharing them ‘socially’ and often. From her creations, it is apparent that she has an
artistic/creative eye. However, it doesn’t appear as though she has come to some sort of
conclusion by the end of the program or research study, as to whether behind-the-scenes work is

really of interest to her.

My sense is that Fernanda has a definite ability to craft a strong story—what is unclear is
whether or not the motivation to engage in the intricacies of careful shot composition and other
aesthetics outweigh the dynamic personality that comes to life and wants to be in front of the
camera, and/or the sharing of snippets of her life without much editing on social media. At the
same time, given the consistent comments that suggest how full her plate is at the time of the
program, combined with being potentially burdened by previous difficulties with editing
software, I can see that for Fernanda to really get into editing (and video storytelling beyond
social media posts) she would likely need to have proper support, and perhaps first want to learn
it enough to weather the discomfort that comes with being vulnerable in the face of unfamiliar
technological processes. In the interview, she also mentions having issues with uploading her
footage to her computer and “not wanting to make Alexia wait.” I am left to wonder if

Fernanda’s mindset around being technologically-challenged is greatly hindering her video-
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making potential. I also wonder what Fernanda could create, should she be inspired to tackle one
of the social issue driven topics that she indicated on the entrance questionnaire. Finally, I
wonder for someone who, in the data, comes across as thriving on lots of social interaction and
collaboration, what an experience like the original program I envisioned would offer her,
including lots of opportunity to be supported and scaffolded through different techniques, as well

as an emphasis on group work and collaboration. What would she create then?

“Snapshot” Summary

Fernanda is a fourteen-year-old South Asian/Indian girl who moved to Canada from Dubai
with her family in Grade 6. She describes herself as outgoing and social and she has many
hobbies, but she is especially interested and involved in visual arts as well as performance; she
frequently emphasizes her aspiration of becoming a performer. She consumes a variety of media,
social media platforms like Instagram most of all, and is especially tuned to the limited
representation she sees in teen programs. She enters the program having posted images and some
“live” video of her life on Instagram and TikTok. She produces all of the media projects we
explore in the program and also produces a few vlogs, which are somewhat brief and offer

limited insight into her experiences with the program and research study.

She is a performance-focused creator who appears to predominately view media
storytelling through the lens of someone wanting to be on-camera rather than behind it. She also
appears to be most drawn to and engaged in the spontaneous or “live” broadcasting functionality
and the “social” (sharing) aspect of social media content (especially given that she has multiple
Instagram accounts as well as a TikTok account). Her interactions with me highlight her passion
for acting and both her “Where I Am From” audio poem and Profile Story make considerable

reference to performing and its importance for her.
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Fernanda also has a visual “eye” but seems somewhat video editing-resistant. Her
creativity is clearly reflected in her approach to shot composition and evidence of thinking in
terms of visual imagery, as demonstrated by her Silent Story/Day In My Life and some of the B-
Roll she provides her partner for her Profile Story. However, she appears to be less interested or
intimidated by the video-editing process. This is potentially due to unfavourable previous
experiences—struggles and/or a lack of support—in her previous efforts to learn iMovie, a
computer-based software. She appears relatively comfortable editing on phone-based apps but
appears to rely heavily on her partner during the editing stage of the Profile Stories which

involves more complex, multi-layered editing.
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Chapter Ten: Jeannie’s Story

Portrait

Jeanette, Jeannie for short, is 11 years old. She is of Jamaican heritage and comes from a
“Christian and Native-spirited background.” Her favourite colour is blue, and she has one older
brother. She enjoys reading and her favorite book series is Heroes of Olympus. She also enjoys
writing, building things with recyclables, and doing digital art or comic making. Her favorite
school subjects are literacy and gym, but she feels that her strongest subjects are literacy and
math. During the pandemic, she has been focusing on how to make comics, and her dream job is
an animator. Her favourite TV shows include Big Hero 6 and Pokemon XYZ. She is on the
autism spectrum and is in a small split Grade 7/8 class with other students with exceptionalities.
Unlike many of the other participants, she has continued with all in-person classes during the
pandemic. Like the other participants, she regularly enrolls and participates in programs through
the Centre and recognizes many of the faces in our group. In this case, her mom strongly

encouraged her to participate, and Jeannie admits that she’s actually glad she did.

Jeannie enters the video storytelling program and research study wanting to learn more
about editing, creating a story, and filming. She has had no previous experience making videos
of any kind in school and says she has made about two videos on her own—one of her gaming
that she has since deleted, and a fan-art trailer video. She says she has some experience working
with iMovie and it turns out that she is self-taught. She seems to be on YouTube quite a bit and
mentions a number of creators and accounts that focus on comic art, animation, and some gamer

content. This content, which will be discussed in more detail later in this chapter, give a sense of
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Jeannie’s influences and inspiration with regards to her illustrations, as well as help clarify her

interest coming into this program around making videos about “fiction and adventures.”

Jeannie is always on camera during our sessions, listening intently and participating.
Although she enjoys the program, and even asks when it will run again, she really doesn’t like
the online format. After the first few sessions and activities/media projects, I am struck by how
capable and diligent she is, while at the same time recognizing that I am not able to provide her
with sufficient support in this virtual context. I have a sense that she would thrive with a level of
one-on-one attention and guidance that I am not able to offer. While working on the Silent
Story/Day In My Life video, she messages me on Teams to ask for clarification about one of the
writing prompts. As I am typing a response to her, I decide to send a few voice notes instead.
Afterwards, she writes to me to say, “thank you” and letting me know that she thinks her autism
makes understanding written instructions a bit challenging.%* From this point forward, I make a
point of recording audio to accompany the next video-making project. I also notice that she
hasn’t been submitting vlogs, so I also record audio to support that task and attach it to the

appropriate post on our Padlet for the program.

She speaks a fair bit about classroom dynamics and tells me that she’s at a “tough age.”
She also mentions she is transitioning into a Senior class next year, which will be even smaller
than her 10-person class this year. Based on our conversations, she has what I recognize to be a

sensitive nature.®> A poignant line from her “Where I Am From” audio poem conveys more

4T am notified in advance by a Centre staff member that Jeannie is on the autism spectrum and that she has
participated successfully in many previous programs.

95 I note this as it is something that I see in myself, especially when she talks about having challenges with loud or
disruptive classmates, as I often struggled with this as a child/teen.
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about her nature and beliefs: “I am from learning to love is something that we all have. And we

all live together as one.”

I pair her with Ziggy for the Profile Story videos as they are the closest in age and appear
to know each other from previous programs. Jeannie prepares great questions for her partner and
the interview goes fairly well, in spite of the less-than-ideal webcam quality and/or internet
connection on both of their ends. She checks in with me on several occasions over Teams chat to
ask questions or update me when she has completed a vlog. Even though she is more
comfortable with iMovie, Jeannie works with WeVideo to assemble her partner’s Profile Story,
as per the project instructions. Unfortunately, she does not provide Ziggy with enough B-Roll to
enable her partner to complete a profile video. Like most of the participants, Jeannie faces her
share of technical challenges including with uploading and sharing files, although this is not

made clear to me until it is too late to do much in the way of troubleshooting.

Jeannie produces two video projects (the Silent Story/Day In My Life and the Profile
Story) and one “Where I Am From” audio poem during the program. She also shares a draft of a
third video—a trailer for a fan comic that she is working on—with the group. She does not
initially record any vlogs and requires a bit of coaxing to complete them. Closer to the end of the
program, she does post two vlogs: the first is barely 20 seconds long and the second is closer to
50 seconds. They don’t offer much in the way of insight but are helpful in terms of
understanding how challenging it is for her to engage in this activity, and how vlogs appear to be
unfamiliar to her. During our interview, Jeannie tells me she doesn’t like how her voice sounds
on recordings and mentions a microphone that she is eyeing on Amazon that she feels will help
solve the problem. She also shares the latest version of her fan comic trailer video and asks for

my feedback. It is a nice way to end our time together: her sharing what she’s working on and an
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opportunity for me to offer a few suggestions. Before we wrap up, Jeannie tells me that she
wishes the program would have been longer and suggested that she would have preferred the
sessions to be longer, for example, 1 hour and 30 minutes. She asks if I want access to her
YouTube channel and tells me she hopes to post a trailer video that she is working on sometime

in the next week. I tell her I would love to check out her content and follow along on her journey.

Video-Storytelling Persona

Hlustrator and Graphic Novel-Motivated Approach

Jeannie represents a young person who wishes to create fictional, animated content and
share it online. In a sense, she represents an example of the types of fan culture content creators
which Henry Jenkins (1992) focused on in the years prior to developing the concept of
participatory culture. In our interview, Jeannie talks about some of the other programs she was
enrolled in with the Centre in addition to our video storytelling program, including one called “I
am an Artist”, explaining that it was about “some things that artists already know.” Her
responses in the entrance digital questionnaire about the content that she watches on YouTube
further reveal the specific kinds of art she is interested in. She mentions: Art of Rhues
(illustrator/story artist); Tamaytka (20-something animator and illustrator—anime style); Foggy
Crossing (Raven, a 20-something American gamer-Y ouTuber, who makes Animal Crossing New
Horizons videos); Spatzline (a comic artist named Aneliz who loves to draw silly comics and
parodies of different shows); and Demigodishness the Series. Upon exploring further, I
discovered that all of these creators have subscription bases of 2-4K with the exception of
Demigodishness the Series who has 13.5K. This latter account appears to be more of the classic
vlogger/YouTuber approach with an emphasis on Percy Jackson and other fantasy series fan-

tribute TikToks. Interestingly, the majority of these accounts are run by women
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animators/illustrators/storytellers in their 20s. In the interview, Jeannie tells me that her two
favourite artist accounts are Tamaytka (whom she also references in the questionnaire) and
Tribble of Doom who, “...made a series about six lions called ‘My Pride’ and that's why [ want

to do my own series.”

A review of Tribble of Doom’s About page reveals that she is a Canadian animator, and her
account features two series: “Cow of the Wild, a show I made over the course of 11 years on my
own in my spare time starting at age 14 about a cow who wants to join a wolf pack (but mostly
about the wolves and not her)”, and “My Pride, a show about a limping lioness I made with an
awesome team of artists throughout 2020!” There are 10 episodes of My Pride but it’s on hiatus
as the funding source she used is not available for future seasons. The creator describes the
project as an unfinished book she wrote ten years ago that developed a cult following on
Deviantart:

It follows the story of a limping lioness named Nothing looking for a new pride to call

home. It's a bit like Watership Down, Warrior Cats and Whitebone. It's a story loosely

based on actual animal behaviors with an (eventually) empowered disabled lead. It handles
themes of mental health and feminism, includes LGBTQ+ characters, as well as a hefty
dose of fantasy, ghosts, goddesses, and magic!” The animations feature cute lion characters
however, each 15-ish minute episode begins with a disclaimer that the content is not
intended for children with warnings of violence, trauma, gore, starvation, ableism, jump
scare, and even suicidal ideation.

As a self-taught illustrator and aspiring animator, it isn’t surprising that Jeannie is seeking
out content on YouTube to further support this interest. In our interview, she further explains that
she is really into fan-made videos, giving the example of a show called Miraculous Ladybug and

how she prefers to consume what the fans create around the show as opposed to consuming the

original show. When I ask participants in our final session if they have other projects they have
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worked on in the past or are working on now that they want to share with the group, Jeannie
volunteers to show us a draft of a project. It is a 45-second video with a graphic background,

fantasy-adventure-style music, and text that floats on and off the screen (See Figure 23):

Figure 23

Screenshots from Jeannie’s text/graphics-based “teaser-trailer” video.

_ FIVE SHALL COME

The video is what Jeannie calls a “teaser-trailer” for a comic/graphic novel fan-fic that she
is working on, for a fantasy book series she enjoys called “Heroes of Olympus” by Rick Riordan.
Her project is called “Legacy of Olympus™: “...I really need work on the comic itself. I just

thought on the characters, and maybe got a little ahead of myself but I really like it.”
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It is worth mentioning that this trailer video is one of only two video projects in total that
Jeannie has ever made. It demonstrates that she has a sense of creating animated text and
transitions as well as an aesthetic that is often used in trailers as a technique: sentences leading
the audience along. The second video she created was “just me playing games. I deleted those

right away. Cause I absolutely hated them.”

At the time of our interview, Jeannie has a YouTube account with no content on it:

“I’'m still technically not old enough to have a YouTube channel. Um, even though they
should change that. And they said that they would change that they just forgot to do that. [
Jjust decided to put a surname like a nickname, cause you don't want people strangers

299

calling you ‘Jeannie’.

The above three comments suggest that Jeannie is eager to progress and produce original
illustrated content. Without completed art, it makes sense that Jeannie would be focused on
teaser-trailer videos that support her larger vision but rely on text-based content that tell us the
storyline, as opposed to showing us the world and its characters. It also tracks that she would be
keen to learn about editing, since this most closely resembles the work of animators when
compared to the type of documentary-style projects that involve filming real-life that we
explored in our video storytelling program. Her partner Ziggy does not end up editing together a
Profile Story for Jeannie about her interest in illustration and comics, due to various technical
challenges Jeannie is having providing B-Roll. The B-Roll that she does provide demonstrates
her emerging creative abilities, on the illustration as well as the video-making side. Of the three
pieces of B-Roll, two are photos and one is a video. The photos feature two of her pencil

drawings-in-progress and one digital illustration (see Figure 24).
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Figure 59

Example of a B-Roll still image that Jeannie provides for her Profile Story video: an image that she created with digital
illustrator software.

The video Jeannie provides is 5:00 long and a form of locked off time-lapse clip where
she is drawing a planet with pencil and is showing the audience what she is learning about
shading and shadow techniques (see Figure 25). In her second vlog, Jeannie explains: “/t was
actually fun filming the B-Roll, cause I actually wanted to test out my new phone stand to, um, to

film with. It was really fun.”
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Figure 25

Screenshots of “raw footage” B-Roll that Jeannie provides for her Profile Story video: clips from a video of her drawing.

Other than being a bit dimly lit, it is a great idea that demonstrates her creative video
storytelling eye. It also demonstrates that she is positioning herself as an illustrator by
endeavouring to mimic what she has seen other illustrators on YouTube do: capturing their
process using a phone stand and a locked-off shot that will enable the footage to be sped up for a
time-lapse shot in editing. It will be interesting to see when she posts her first video to her

YouTube channel and if it will in fact be the teaser-trailer one. This would be an interesting
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choice as not only would it tease potential future subscribers and appeal to the communities that
she wishes to participate in, but it might also serve as motivation for her to complete her graphic
novel. It is interesting that elements of two out of the three video projects she creates and/or
contributes to in this program help further illustrate her interest in comics and digital art. Her
Silent Story/Day In My Life also includes a few clips of her computer screen as she opens up a

file and scrolls through her “Legacy of Olympus” writing so far (see Figure 26):

Figure 26

Screenshot from Jeannie’s Silent Story/Day In My Life video that scrolls through a fictional story that she is
writing as it appears on her computer screen.

At this stage in her video-making journey, the influence of her interest in illustration is
apparent through our conversations and her media projects. The trailer video and her approach to
recording B-Roll of her drawing process both reflect someone who is filtering her video making
through the lens of an illustrator and author of graphic novel-type adventure, fantasy fanfic. It

occurs to me that she would have been better suited and more successful in a beginner program
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focusing on digital animation. At the same time, Jeannie finds a way to approach her content

creation in this program in a way that is meaningful to her and her interest in art.

Video Editing Enthusiast

Editing is on Jeannie’s mind a fair bit during the video storytelling program and research
study. In the pre-program digital questionnaire, the first thing she mentions in response to the
question, “What do you want to learn or what are specific skills you want to develop?” is
“editing.” She has the same response when asked what her favourite part of being in the program
was and again with what she still wants to learn more about. In her very first vlog, which is
incredibly brief, she mentions being excited to learn how to edit on WeVideo. Jeannie notes that
she has worked with iMovie in the questionnaire, and in Session 4 she tells the group that she
edited her Silent Story/Day In My Life video with iMovie and that she is just getting back into
using it. In terms of how she has learned the basics, she tells us, “I watched a couple movies on

YouTube about it. Well, how to edit and add things to it. And also, how to add graphics on it.”

It is interesting to consider how she approached and organized her first project, the Silent
Story/Day In My Life video, to gain and understanding of her skill level around video editing.
The first part of the project begins in this way:

Country-banjo themed upbeat music plays. A caption pops up on a black
background that reads ‘waking up to this guy.’

CUT TO: a handheld shot of a darkened room with the silhouette of a black cat on a
bed surrounded by a few stuffed animals. The cat opens its eyes and yawns really
loud. The cat leaves the shot—see Figure 27.
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Figure 27

A screenshot from the first clip of Jeannie’s Silent Story/Day In My Life video, featuring a
dimly-lit shot of her cat on her bed.

WIPE TO: a shower screen with the sound of water running (with a lower-third
caption: ‘Shower’).

TRANSITION TO: a clip of a hand clicking a file on Google Docs and opening up
the title page of a story: ‘The Legacy of Olympus: The Hidden Wings.’ A caption
reads: Working on book.’

The next clip is scrolling through the writing she has done so far.

TRANSITION TO an upside-down shot of a Nintendo switch on a surface with the
Animal Crossing animated title popping up on the screen and Jeannie’s fingers
coming in to press a few buttons (caption: ‘Playing games’)—see Figure 27.

Figure 28

A screenshot from Jeannie’s Silent Story/Day In My Life video, featuring a locked-off close-up shot
on a Nintendo Switch with Animal Crossing on it and a hand touching a button.
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CUT TO: a title card/graphic with the words ‘THE END’ fading up onto
the screen and a slow push in on the galaxy graphic background—see Figure 29.

Figure 29

A screenshot from the final part of Jeannie’s Silent Story/Day In My Life video, featuring an animated
title card that reads: “The End.”

The video is 0:35 long and features 6 clips (including the final graphic). It is very different
aesthetically from what the other participants create. It is also shot in landscape-mode with no
selfie shots. The video overall feels as though it’s made by someone who either has never seen a
TikTok video or is uninfluenced by the daily routine trends and their accompanying aesthetics on
that social media platform.®® She utilizes wipes instead of straight cuts, which is also something
I’m not used to seeing with youth content creators and reflects more of a professional aesthetic
(not wipes per se but the effort to use transition effects between clips). The video gives me a

sense of Jeannie’s unique imagination and creativity that does not appear to be incorporating

66 1 cannot be certain that Jeannie does not have a TikTok account or that she hasn’t been on the app; however, she
doesn’t mention it at all in any of the data. This, paired with the aesthetic of her Silent Story/Day In My Life/Day In
My Life video and the fact that she edits video content exclusively on her laptop further suggests that she is
unfamiliar with and does not use TikTok.
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trends or stylistic techniques. There is an impressive sense of effort that has been put into
planning and composing each clip/shot. After watching it a second time, I realize that the first
clip is not a black screen but in fact a close up of her cat’s fur which pulls back to reveal the
whole animal. Instead of creating a separate black background with a title, Jeannie creatively

uses the fur as a contrasting background for her white-coloured text.

The editing that Jeannie undertakes for the second video project — the Profile Story of her
partner Ziggy and her baking hobby — further demonstrates her skills and effort to explore the
craft. For perspective, the unedited interview footage of Ziggy was about 3:30 in duration and
involved one set of questions, a few suggestions from me (two additional questions), and then
Jeannie asking a few other follow-up questions. I assisted with bringing the clips into WeVideo
for Jeannie because she, like all of the other participants, was having issues with uploading
content files to Google Drive over WIFL. I also wanted to help sync up the video with audio files
that were individually recorded on Zoom. The final edited piece that Jeannie prepares is a few
seconds longer than the raw footage. This is because Jeannie has incorporated a title and a “The
End” clip. It does not appear as though she has trimmed or rearranged any of the interview
footage.%” She also has decided to leave her own audio asking the questions in the profile as well
as a few behind-the-scenes elements that ideally would have been trimmed out (e.g., my voice,
off-screen, offering a suggestion and Jeannie saying she has completed her list of questions). The
final video piece also demonstrates Jeannie’s efforts to put our discussion of layering B-Roll
over A-Roll interview clips into practice. She has selected and layered a few B-Roll clips from

the footage Ziggy has provided her with (there were 20 pieces of B-Roll to work with in total—

67 Although it would have been ideal to edit out her partner’s voice asking the questions, as per the video examples I
share with the group in our session, it is also not something that I emphasize as a necessary piece of this activity and
project.
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see Figure 30), including: a very long, continuous clip where Ziggy films the oven temperature,
takes the cupcakes out of the oven and shows us the fruit on top; a close-up clip of empty muftin
liners in the trays; and a clip of a bag of Oreo cookies. Jeannie has also added a still image of
cupcakes from WeVideo’s stock footage library. There are dissolve transitions applied to move

between these clips.

Figure 30

Screenshots of baking B-Roll that Ziggy provides for Jeannie and that Jeannie uses to edit Ziggy’s Profile Story video.
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The Profile Story ends with a bit of A-Roll of Ziggy talking and then moves into a black
screen with the animated words “The End” just as Jeannie has ended her the other video piece
that she created in the program. Considering the issues with Ziggy uploading the footage, that
leaves Jeannie without a lot of time to work on it, and her decision to work independently and
not bring me in to help, it is a good effort. She demonstrates an understanding of some of the
basic principles of editing. Not only that, she takes up the use of a new editing platform

(although it is very similar to iMovie).%®

In our interview, Jeannie mentions some unsuccessful experimentation with editing
techniques. She was inspired by a clip I had shown in our program session -- a video profile |
produced and directed for TVO Kids that featured layered graphics with the main character’s
interview footage superimposed on top of the B-Roll at times: “I tried to do um, the thing, um,
that you showed us. I was trying to put Ziggy in front of the B-Roll and I put the B-Roll in a

border. I tried to do that.”

It is experimentation and trying new things that will help any beginner editor to develop
new skills and progress in their craft and Jeannie does this without any coaxing or prompting
from me. In the interview, I ask her if she felt prepared to use a new editing platform: “/¢ was,
um, it was almost easy enough when you gave us the tutorial how to do it.”” At the same time,

when I ask her whether she prefers iMovie or WeVideo, she responds:

68 1 discussed the variety of clips that Ziggy filmed for this piece while at the same time there were issues with very
dark shots and lots of handheld footage. They demonstrated an ability to think visually, but perhaps not much
attention to detail.

208



“Because um I could do a lot more on [iMovie]. And also, it's on my browser. And it's
much easier to download it and do things on it, because it's actually an app. In iMovie, you
don't really need you don't need internet to do it.”

This response demonstrates that she is familiar enough with the affordances of each
platform to be able to compare them. Even more notable is that she’s able to do this even though
she has only explored using WeVideo for a week or so. She is also open to learning from her
peers and getting feedback from the small community of video-makers we collectively formed
for a few weeks. In the final session when she screens her teaser-trailer, one of the participants
suggests that she keep each portion of text on the screen longer because it currently pops on and
off the screen too quickly and is hard to read. I pick up that thread, agreeing that this is a great
suggestion and that a good rule-of-thumb is to read the words out loud, slowly, to have a better
guess as to how long to keep each line on the screen. Jeannie is eager to show me the second
version of this video during our interview and to get my opinion as to whether the clips are slow
enough. They are! This illustrates her willingness to learn, receive feedback, and grow as an

editor. On that note, nearing the end of our post-program interview, I ask:

Tatyana: What sort of things do you still need to learn? Or you want to
learn?
Jeannie: More editing on iMovie and doing things and actual filming, like

on the computer, and mostly about editing.

This excerpt is significant because it appears that the reference to “actual filming, like on
the computer” may be her attempt to describe digital animation-type storytelling. In light of this,
I have a sense that part of her interest in video editing may actually relate to her desire to
experience animation programs: to bring her hand-drawn and digital 2-D images to life. Based

on her participation in this program and the projects she created, Jeannie appears to indeed be
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more interested and skilled at editing as opposed to filming. At the same time, thinking back to
her teaser-trailer video, it would appear that even her editing is motivated by the art and
animated fictional adventure content she enjoys consuming and wishes to create. I am left
wondering if and when she will be introduced to digital animation software and how this might
impact her interest in editing. I am also left wondering when she will post her first video on

YouTube and what is holding her back.

“Snapshot” Summary

Jeannie is an eleven-year-old girl of Jamaican heritage and from a Christian and Native-
spirited background; she is also on the autism spectrum. She is especially passionate about
drawing and the fantasy genre. She appears to be most drawn to the main social media platform
that is frequented by the artists she admires which is YouTube; this is also the source of the
illustration tutorial videos that support her self-directed hobby. She does not appear to have had
any formal education around video-storytelling and signed up for the program thinking that we
would be focusing more so on an animation-style of video storytelling. Nevertheless, she
approaches the program activities with a willingness to try new things, although she does
experience some difficulties in completing all of them. She produces a Silent Story/Day In My
Life video as well as the audio poem and a version of a Profile Story for her teammate Ziggy.
She also appears to struggle to produce vlogs and ultimately submits ones that do not offer much

in the way of insights.

Her illustrator and graphic novel-motivated approach to video storytelling is evident
throughout the study. Not only does she focus on her drawing hobby for her Profile Story, but
she also is eager to share work that reflects the specific focus or aspect of her video-storytelling

interest with the participants via a graphic-based “teaser-trailer” for a fantasy fan fiction novella
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she is working on. She also includes B-Roll of this novella-in-progress in her Silent Story/Day In

My Life video.

Jeannie also appears to be a video editing enthusiast, indicating her prior experience as
well as demonstrating her confidence with iMovie software on her laptop during the program.
She seems far more interested in learning how to craft a story by building graphics and
transitions rather than filming live (non-animated) video content to edit with. Further evidence of
her “geeking out” over editing is that she can articulate some of the reasons why she prefers

1iMovie over WeVideo.
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Chapter Eleven: Discussion

Introduction

The previous four chapters explored my research questions®® as well as my primary
research goal—to centre research around girls who are interested in video making—by
illustrating the unique media-making experience and approach of each participant. In this
chapter, I further explore my research questions and continue to centre participants’
perspectives—this time by bringing all four girls’ voices and perspectives together. I present and
discuss several themes I noted across each participant’s data sources and that align with several
concepts from the literature that situates this study. I then return to the secondary aim of this case
study: exploring how extracurricular opportunities can be developed to effectively support
diverse populations of girls in their exploration of media storytelling. I begin by widening the
lens to frame girls’ video making in a time marked by post-feminism and neo-liberalism. I
further note that statistics on youth’s substantial uptake of video-based social media platforms,
alongside observations I made with my small group of participants, call attention to how
YouTube and TikTok function as key sources of informal learning about the art and craft of
video- making. Given the scale of youth engagement and the blurred lines between consumption
and production, I suggest the importance of viewing video-based social media platforms as sites
of public pedagogy: not only are they reframing and reshaping video-making processes and
products, but they are also fuelling the view of the video storyteller as a self-directed, solo
operation. Finally, I reflect on the various points of discussion in order to consider what these

can mean for future directions for video production programming for girls. With reference to

69 Research questions: what are the experiences of tween and teen girls who engage in video-making as an
extracurricular interest? What approaches do they take to creating video-based content and what informs/influences
their approach?
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ideas emerging from feminist media scholarship and connected learning (Ito et al., 2012) as well
as intersectionality, I reflect on possible ways forward, paying particular attention to supporting

marginalized populations of girls in this art and craft.

Uniting the Participants and Considering Common Themes

This section represents an effort—in the spirit of an arts-based case study—to consider
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unifying themes across participants’ (or “cases”’) data that offer perspective in relation to a
wider culture-sharing group: girls who are interested in video making. These themes consider the
“more socially embedded and relations dimensions of creative production” (Lange & Ito,
2009/2019, p. 249), and align with key areas of interest or consideration in the areas of girlhood,
informal/connected learning, and community-based media production education. I focus on the
apparent significance of relationships and experiences of connection for tween and teen girls in

girl-specific spaces, and on the significance of peer and adult support and feedback with regard

to these girls’ interest in video making specifically.

Significance of Relationships and a Sense of Connection in Girl-Specific Programs

Relationships are really important to tween and teen girls. As discussed throughout this
dissertation, girls experience an increased desire for connection and importance of experience as
they move from pre-adolescence through adolescence (Brown & Gilligan, 1992; Damour, 2016;
Deak, 2010; Gilligan, 1982). And reports cite evidence of how girl-specific programs contribute
to a girl’s sense of connectedness, among other perceived benefits (Canadian Women’s
Foundation, 2014, 2019; Girls Action Foundation, 2015). In their interviews, all of the
participants in my research study either made explicit reference to relationships they formed in

the program or noted moments when they experienced a sense of connection with the other
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participants. My field notes and review of the program session recordings further identify
moments of relationship and connection through what I perceived to be enthusiastic engagement

with each other.

As I aimed to illustrate in Alexia’s and Fernanda’s portraits, both girls made myriad
references to one another in their interviews and Alexia also referenced her developing
relationship with Fernanda in a vlog.”® I suggest that there is an additional way that the
importance of relationship and connection or connectedness was demonstrated. To reiterate,
Alexia and Fernanda were already peer tutors with the Centre, and, although they had been on
multiple Zoom meetings about the tutoring program, they had not enjoyed the opportunity to

speak directly with one another, one-on-one. However, as Alexia noted in her interview:

“...we never really said anything, except that time when we actually had that Zoom
breakout room. And when we asked the question of like, ‘What's the story behind this
photo?’ We actually got to talk a lot more. So, that was great.”

Alexia was referring to the first time I placed her in a breakout room with Fernanda early
into the program. I had asked participants to bring a photo that had themselves in it, and that was
meaningful to them, and to tell the story behind the photo. The video storytelling program turned

out to be the catalyst for a new friendship which was significant for both girls.

References to their experiences connecting with each other appeared in several of Alexia’s
vlogs. In our session immediately following the week when participants had recorded interviews

for their Profile Story collaborative projects,’! both girls eagerly shared how great the experience

70 To recapitulate, I did provide question prompts for the participants to use in the vlogs, but they were very open-
ended, encouraging participants to focus on what stood out for them about their experience.

7! These were the third and final projects in the program. They involved assigned partners where each girl would
interview and film their partner and edit a video about her, using different sources of B-Roll footage.
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of connecting in-person was.”?> Another interesting development was that the duo produced a
video blooper reel of their day spent filming. Although each of them took turns filming each
other so they do not appear on camera together, the video is full of their interactions, smiles, and
laughter. I have previously noted tween girls’ motivation to produce blooper videos of
themselves (Terzopoulos, 2017). However, in the case of that study, the girl participants already
had well-established relationships with one another, and I suggested that the videos appeared to
satisty their desire to see themselves on screen as well as extend their interest in comedic
programming into their own content. In this case, Alexia and Fernanda’s video could be said to
demonstrate similar motivations. However, they had not known each other very long, and in
tandem with the numerous references they make to their new friendship, as well as the impact of
the pandemic on their lives throughout the data, I suggest that the video has a different
significance. I interpret that their day spent interacting and working on a common project
together was meaningful enough to warrant an effort to further commemorate it. It was also a
meaningful enough experience to dedicate considerable time to crafting an additional video
about it. It is worth noting that a contributing factor to this significance is that the girls opted to
meet in person at a time when most youth were stuck at home and only engaging in person with
their immediate family members. In any case, the significance of this relationship was a core part

of both girls’ experience in this program and study.

This part of the discussion emerges from comments made by every participant in relation

to experiencing connection in the program. During the time of the program, several of the

72 Given that this took place during the pandemic and during a phase when we were encouraged to “social distance,”
I had recommended that the participants conduct their interviews over Zoom. However, it appeared Alexia and
Fernanda had had a responsible conversation with each other and felt they would be safe filming outside, keeping
some distance, at a nearby park.
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participants were enrolled in other virtual programs through the Centre, and several had
participated in other programs previously as well. This afforded me the opportunity to ask them
to reflect on how this program might have been similar to or different from other “for girls”
programs they had participated in. At the end of the interview, I also asked if they had anything

else they would like to say about the program. Fernanda responded in this way:

“Usually, when we do something like, say, one of the other classes was painting. Like, if we
were doing an art class, she would just be kind of instructing us and we just go along with
it. And we didn't really get to talk about ourselves or things that we've done. We were more
like, ‘Oh, you know, yeah, I'm doing good now. Oh, we're starting painting, okay.’ And
then we started painting. But for digital storytelling, we really got to talk with each other
and really learn, like a lot of—like, I got to know, the people who were in my class really
well.”

Ziggy and Alexia’s responses that comment on how their experiences differ with other
programs also focus on the opportunity to get to know one another and share their stories.
Jeannie’s response is less explicit, as she references a preference for the small size of our session,
without being able to clearly articulate as to why. However, when I asked her about the
experience of interviewing Ziggy for the video profile, Jeannie replied: “I felt kinda weird, but
actually very nice. Because you get to know—like you actually get to talk to someone other than

your family. That’s about all the things that they like to do.”

A girl may have any number of different reasons or motivations for enrolling in an
extracurricular program, including to develop skills and knowledge and to socialize or make
friends. And as was the case for Jeannie and Ziggy, it might be their parents who are doing the
enrolling. On the one hand, any extracurricular programming could be said to fill a void for this
group of girls at a time when they were not attending their physical schools and were unable to

socialize freely with anyone outside of their immediate families. However, what is notable is that
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three out of the four participants spoke enthusiastically about how the video-making program
experience—including creating and sharing their videos and also experiences with different
group activities in the Zoom meetings—gave them the opportunity to learn more about each
other and share insights about their own lives. Furthermore, although research has previously
noted the benefits of girls’ participation in girl-specific programming (Girls Action Foundation,
2015), I suggest that video-making programs offer a particular benefit for girls above and beyond
developing technical or creative skills. Participants’ experiences of connection and relationship
from this single, brief, and necessarily virtual program suggest that video-making activities can
represent effective and enjoyable conduits for community-building efforts within any wider girl-

specific extracurricular space or initiative.

The Significance of Peer and Adult Video-Making Support/Feedback

The themes of peer and adult support and feedback overlap with the aforementioned
themes of connection and relationship. However, the focus of this discussion turns to themes
across participants’ data that more directly reflect upon video making and girls who represent
emerging video storytellers. Over the course of the program and across various data, there is
evidence that, for these girls, video making is an activity that they have predominately engaged
in solo. In spite of participants’ mixed range of video-making experiences, I noted multiple
instances where the participants either took the initiative to reach out for support, either from
each other as peers or from me as a “techne-mentor” (Ito et al., 2012), or they remarked upon the

significance of being able to receive feedback from our group.

Jeannie’s teaser-trailer video and the process of revising it demonstrates the significance of

having access to feedback and support from our temporary community of expertise (Ito et al.,
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2009, 2019; see also Gee, 2003). In the last session of our video-making program, I offered
participants an opportunity to share another video project they had previously made or were
currently working on. As discussed in the previous chapter, Jeannie wanted to share her teaser-
trailer and received feedback from her peers. At the end of my exit interview with Jeannie,

unprompted, she brought up the teaser-trailer video again in the following exchange:

Jeannie: If you have time, because I'm thinking I'm posting a video later this week.
Tatyana: Okay...

Jeannie: Can you look over the changes right now um, that I did to it?

Tatyana: Yeah! Is this the trailer video?

Jeannie: Yeah.

Tatyana: Yeah, I would love to! I would absolutely love to!

What I also noted is that after we watch her revised video together, she proceeded to tell
me that she was going to post her first video to her YouTube account the following week. This
certainly points to the constructive value of peer and mentor feedback in helping a video-maker
to improve her craft. But it also leads me to wonder how much being an active member of a
video-making community will contribute to a participant’s motivation to create. I further wonder
how someone like Jeannie, who has been working entirely alone on her videos, might be
supported in actually completing some of her projects if she were a member of such a

community.

There is another value of feedback and support, which came through on the day we all
watched and discussed each other’s Silent Story/Day In My Life videos. My observational notes
indicated the overall lively vibe of the Zoom call throughout that experience. The older girls

often led the post-screening comments, offering compliments followed by some gentle
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suggestions. After screening Ziggy’s video, the collective group was visibly impressed, and had
lots of positive feedback to share with her. I noted what I read to be Ziggy’s proud and happy
body language and facial expression, which began during the screening and seemed to become
even more elated as she received feedback. This prompts a pondering in relation to the current
media ecology that girls increasingly engage with and the culture of Instagram and Tiktok: it
involves posting content that is often created independently as opposed to collaboratively, with
followers responding to posted content via text-based comments. It occurs to me that the
experience of getting in-person suggestions and compliments on their videos was potentially a
unique one for these girls. Further, this feedback was solicited in a relatively safe space, amongst
like-minded peers and facilitator, unlike the wider social media universe which is fraught with

privacy concerns and hateful trolls.

The Profile Story—the only collaborative project in our program—generated girls’ explicit
references to help and support each other; these ideas were further supported by my field notes.
Jeannie and Ziggy requested my assistance in setting up the Zoom meeting for their interviews of
one another. After checking whether they were fine with it, I stayed on the call to support them
and to observe. In my field notes, I noted what felt to be palpable energy from both girls on
Zoom on that Saturday afternoon.”® Each girl was sitting up straight with notably alert body
language. This was in stark contrast to the considerably more slumped body posture and
measured expressions that I had become accustomed to from all of the participants during our
afterschool sessions. This was understandable: most of the girls were spending all day online

staring at their computer screens in “emergency” remote learning, prior to our afterschool

73 These few hours on this weekend afternoon in Spring of 2021 were amongst my personal highlights of the
research study.
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meetings. Ziggy and Jeannie’s perceived energy could have also been chalked up to it being the
weekend, but I also observed what seemed to be a nervous excitement in their voices, as well as
each’s efforts to carefully review her interview questions and ask questions clearly. Both girls
seemed to be taking the activity very seriously, taking turns assuming the role of interviewer and
adopting a more formal tone. Also notable was the support each extended to the other, offering
suggestions of additional questions to ask or ways to rephrase their responses. 7 Although my
goal was to observe, I also offered some gentle advice, in the way of encouraging participants to

respond in full sentences, providing context to set up each response.

I was not present for Alexia and Fernanda’s recording of their Profile Stories, so I spent
some time during each of our one-on-one interviews inquiring about their process. As Alexia
explained, their collaboration began with figuring out the focus of their profiles and drafting the

interview questions:

“Like, we talked while doing it—we would text and go, like, ‘Is this question, okay’ And
she's like, ‘Oh, yeah.” We did that for an hour just through Google Docs. And we were able
to help each other um, modify, all the questions like in real time. That was really nice.”

I’ve already written about Alexia and Fernanda’s experiences working together and how I
had a sense that Fernanda’s resistance or apprehension around video editing led to Alexia
supporting her partner substantially in this phase. It is significant to also note that it appears both
spent hours together over Zoom, laboriously and yet seemingly enjoying talking through the

editing process. Alexia explained: “We were yelling at our own screen on Zoom together, like

74 This experience, along with their efforts to collaborate and support each other, approached the “magic” of team-
based media production that I described in Chapter 1. This is an experience that I wish I could extend to every
young person curious about video storytelling. Although neither girl fully completed an edited profile for her
partner, this experience demonstrated the value of the process of media making, in addition to or even more
importantly than producing the product.
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‘It’s not working! ™’ 1 note that she offers this information with what feels like joyful amusement.
This is interesting to note as, out of all of the participants, Alexia seems to be the only one who
entered into the program having independently produced a video featuring different scenes that
she both filmed and edited on her own. As she told me in the interview: “I feel like most of my
friends are kind of like doing their own thing. And video making isn't really one of their
passions.” She also made numerous references across her data that suggest a grappling with how
to start creating the kinds of videos she is interested in, inspired by the YouTubers she watches.
Meanwhile, she ultimately produced the most pieces of content in our program: after editing her
Profile Story and a version of Fernanda’s video, she proceeded to make a video version of her
“Where I Am From” poem. That she is motivated to produce this amount of content in a
relatively small window of time during our program feels significant. It further offers some
considerations around how a girl finds the motivation to create and how opportunities to work
alongside a peer towards a common project or how simply being in community with peers with a

shared interest can contribute to her motivation.

The discussion thus far has drawn from examples across the data of girls’ experiences of
mostly peer-based support and feedback from our small, temporary community of practice in
relation to their video-making pursuits. I further consider my own role as a source of support and
feedback. In her ethnographic work with girl video-makers, Lange noted the significance of
female role models, and their influence on girls’ technological self-confidence (Lange, 2015, p.
90; see also Furger, 1998). I note that each participant made a conscious effort to connect with
me one-on-one at least once, and in many cases frequently throughout the program and study.
Their reasons ranged from wanting to share more about themselves to asking for specific

support. In Fernanda’s case, she stayed after the second Zoom session to let me know that
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something we had discussed in the session connected to her recent experiences with a theatre
troupe. The conversation then segued into her desire to become a performer, which she excitedly
shared with me. In their review of the girl-focused programs they support, the Canadian
Women’s Foundation references participants’ responses in relation to adult mentors: “Girls who
were mentored by adults liked that they had another trusted adult in their life to talk to. The girls
said all of the mentors provided positive role models and offered real-life experiences from
which they could learn” (2014, p.12). Ito et al. (2012) also note the role of “caring adults” and
mentorship for youth, including in relation to positive future orientation. I grapple with the label
of mentor since our relationship spanned a relatively short time frame and participants had
considerably different goals in mind with regards to video making, making it challenging to offer
customized support. But it was evident during this program that all participants sought to connect

with a caring adult and share more about their lives and who they were.

In other cases, however, participants sought me out to explicitly request my video-making
support, while seeming to want to build a rapport. In our interview, Jeannie told me: “I actually
really liked that, um, that I could contact you right away if I had any questions.” It would seem
as though I spent the most time directly supporting Ziggy’s video making. She reached out to me
on several occasions, which led to us spending time on Zoom going through the process of
editing on WeVideo, as well as troubleshooting how to get video footage from her phone to the
Google Drive. As I discussed in her chapter, she also asked to show me other creative work
she’d made and seemed happy to find other things in common with me. Alexia communicated
with me regularly over email and Teams, often asking for clarification about tasks or updating
me on her progress. Yet she also shared more about her life in these exchanges. For example, it

was through the Teams chat that I learned that she was applying for a scholarship for university
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and was reflecting a lot on her life. Over chat, Alexia shared a more playful side that I hadn’t
observed during the Zoom program meetings. At one point during our interview, Alexia admits
that she looked me up on the internet when she signed up for the program and was really
impressed with how much I’ve done, and excited that she’d get the chance to learn from me.
When I inquired if Alexia had any last comments or questions at the end of the interview, she
asked if she could keep in touch with me, especially if she creates any more YouTube videos. On
this note, Alexia emailed me a couple of weeks after our final interview to ask if I thought it was
a good idea for her to submit her “Where I Am From” video to a Filipino community contest, to
which I encouraged her to do so. In the case of Ziggy and Alexia, it is possible that I approached
the role of mentor for them—albeit only temporarily.” The participants’ overall video-making
experience in relation to the program could be said to have been influenced positively by their
ability to seek help from a more experienced guide. This aligns with research pointing to the
unique role that facilitators of such programs fill, performing as “co-conspirators” within spaces
that may approach more of a pedagogy of collegiality (Chavez & Soep, 2005) than those of
traditional curricula and classroom environments. I suggest that the participants positioned me in
a dual role: as “techne-mentor” (Finn, 2019) with a non-permanent position that involves
supporting technology use in a specific context, and as a generally caring adult. These roles are
of course not mutually exclusive. All these experiences suggest that mentor and peer support and
feedback, especially for someone used to working solo on projects, can be an important

motivator to help a video-maker move forward with and improve on a project.

75 I indicated to all participants that they could feel free to keep in touch over email about their video making or with
any questions.
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Girls’ Video Making and Learning in a Video-based Social Media Ecology

Turning the focus towards the secondary aim of this study, of considering how to design
effective video-making programs for girls, it is useful to contextualize girls’ video making with
regards to the ecology of their production, including how “media practices are embedded in a
broader social and cultural ecology (Ito et al., 2009/2019, p.5; see also Ito et. al., 2012). The
wider media environment or ecology today’s tween or teen girl lives amidst and engages with is
more robust and complex than that of any generation prior. With regards to video-based media
content that appeals to teens and tweens, this ecology reflects the continued dominance of
YouTube, as has been the case for many years as of 2022, and the incredible influence of TikTok
in more recent years (Omnicore, 2022; Perez, 2020). This would appear to be a significant
moment in media history for girls, given their overall penchant for visually-focused social-media
platforms (MTM Junior, 2021). Throughout this project, it struck me how different this project
would have been, given the evolution of social media, had it taken place even as recently as 3
years ago. The girl participants in my study all indicated YouTube as one of their go-to sources
of content, accessing the platform for entertainment as well as to support their exploration of
extracurricular interests. This points to the continued relevance of the platform. All of the girls
could quickly list off the creators or accounts that they like, many of whom are several to many
years older than they are. This speaks to how YouTube has solidified its “broadcast yourself”
ethos which gave rise to the vlogger/influencer culture that prevails today, whereby users follow
individual accounts as opposed to watch favourite genres of shows or specific programs.
Interestingly, Ziggy and Alexia’s references to the creators they follow (Joana Ceddia and Lexi
as well as her brother Brent Rivera) reflect a broad range of influencer-driven content: from

creators producing raw and unfiltered video-diary style content, especially in their early years on
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the platform, to more polished short-form content like how-to videos, skits, and other
informational- or documentary-type content. Jessica Johnston (2019) notes how identity for
young YouTube producers is “built through the catalogue of videos that document the
transformative stages of their early lives” (p. 64). In all cases, successful creators and those
wishing to emulate them are engaged in what Banet-Weiser (2009) refers to as self-branding.
Many YouTube influencers have found their way onto TikTok as well. The Chinese-owned
platform reflects the evolution of micro video-based lip-synching and dancing apps which makes
sense given the initial dominance of dance trends on the app. Turning to the design of the app
itself, its slot-machine style functionality where the user flicks through content has been the
subject of much scrutiny, including its ability to keep folks on the app for hours: the average time
spent per day is 52 minutes worldwide (Dean, 20220). This is even more notable given that the

content users are scrolling through is generally only a few minutes long.

The Influence of Post-Feminism

Although it is important to note how platforms like YouTube and TikTok have influenced
the media ecology of tween and teen girls, including the participants in this study, I am not in a
position to sufficiently examine them here. I do, however, wish to consider girls’ media
engagement with visual-focused and especially video-based social media in relation to this late
modernity period in history, and the influence of neo-liberalism and a post-feminist sensibility.
As Giddens’ (1991) has claimed, all humans in late modernity are engaged in a constantly
evolving and never complete process of identity formation and this process is influenced by an
increasingly complex, intertextual, and reflexive media environment. Tween and teen girls are
very much engaged in this project, through both the consumption and creation of media.

Although the concepts of agency and resistance are central to girlhood studies (Gonick et al.,

225



2009, p. 5), scholars have also problematized what it means to have agency in a post-feminist
era. This includes a view of agency as associated with and complicated by the sexualization and
commercialization of girlhood (Bhana, 2005; Coulter, 2014; Harris, 2005; McRobbie, 1991).
Further, in this “after girl-power” period under neo-liberalism, they note how girls and women
have been “constructed as the ideal rational actors who have succeeded in re-inventing
themselves, adapting to shifting global market forces” (Gonick et al., 2009). McRobbie refers to
a “youthful female phallicism” or “post-feminist masquerade” that society expects of women
whereby they must “invest time and effort in the crafting of a self which ensures desirability” in
the heteronormative sense, while also performing masculinity because she has “won” equality
with men and must demonstrate this by adopting “male” behaviour (p. 84). Evidence of this is
visible amidst the range of content young women create on both YouTube and TikTok. Melanie
Kennedy (2020) calls attention to what she notes is the “insidious political and ideological work
in the construction of girlhood” in the media’s celebration of girlhood via girls’ participation on
TikTok. She revisits McRobbie and Garber’s (2006) exploration of girls’ ‘bedroom culture’ and
their activities at the time which were subversive yet considered relatively safe and private.
Currently, Kennedy notes how many girls’ bedrooms as well as other aspects of their lives are on
public display and exposed to surveillance and evaluation concerns. Further, drawing from
Johnston (2018)—who posits that girl media producers on YouTube can be said to demonstrate
that consuming and producing media are not mutually exclusive—I further suggest that TikTok,
with features like duets and stitch functionality (both facilitating response or remix videos posts)

built into the platform, further blurs these lines.

In the early days of the pandemic, I downloaded TikTok myself, and witnessed a platform

full of teens and young adults—and even adults—circumventing their boredom during stay-at-
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home measures with dance trends and other stunts. In the foreground, the creators were
predominantly White and normatively attractive. The literal background of these videos gave
further context as to who these folks were and their high economic status, as evidenced by their
expansive and aesthetic home environments. Unsurprisingly, a next generation (video-based
content speaking) of influencer has emerged on this app which includes teen girl Charlie
D’Amelio. The now 18-year-old is one of TikTok’s biggest stars and representative of, as
Kennedy notes, the “identity [that] continues the valorised heteronormative and conventionally
feminine subject of 21 century tween pop culture” (p. 1072). D’ Amelio is White, normatively
attractive, and from a wealthy conservative family. Meanwhile, noticeably absent on this
platform are the experiences of other girlhoods, including young black women and politically
active girls (Bellan, 2020; Lorenz et al., 2020). Nevertheless, I do see a broader range of content
on my feed of late, including content that reflects McRobbie’s post-feminist masquerade. The
platform has evolved considerably since the early days, with a wider range of content and
BIPOC, LGBTQ+, neurodivergent, people with disabilities, and less affluent creators. At the
same time, there is evidence that the algorithm continues to be biased towards creators like
D’Amelio (Biddle et al., 2020) and the platform is plagued with large amounts of hateful
comments on posts, non-experts giving advice, and even dangerous activities, the latter of which
often earns a TikTok generated disclaimer. This overview only scratches the surface of the
media ecology for today’s girl but does offer some sense of the overall influence on shaping
girls’ understandings of media. This includes a sense that these media platforms and their
creators and conventions represent this group’s primary means of learning about video-based

media storytelling. As sites of informal learning, these platforms further shape girls’
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understandings of what video content looks like, and subsequently influences their own
approaches to video storytelling.

I now return to Lange’s (2014) call for a focus on girls’ technical affiliations as central
research loci. She notes how girls’ media studies has tended to focus on girls’ media production
experiences and processes in relation to negotiating non-technical aspects of the self, such as
gender, class, and ethnicity. Once again, although I do not focus on girls’ technical skills
exclusively, they do factor into a more holistic examination, that also takes artistic and aesthetic
considerations into account for what comprises each girl’s video-storytelling persona, or her
“way with video” (Lange, 2015, p. 11). As Chapters 6-10 aimed to illustrate, the four girls who
participated in this study all had varying experiences and levels of engagement with video-based
social media creation. In my interviews, all indicated that they had made some form of video
content before, either in-school or for fun, but there was a sense that the content each had created
alone was minimal or at least did not inspire much discussion. And yet, in examining the results
of the girls’ Silent Story/Day In My Life videos—the first video-focused project in our
program—something interesting becomes apparent. I modelled this project after one I had used
in a previous study (Terzopoulos, 2017), adapting it for this study after observing a prevalent
TikTok trend being taken up by young women: a carefully curated, highly stylized, and un-
narrated, daily routine sequence of still images and/or video snippets, set to music. I note,
however, that I did not explicitly set up the activity as a “TikTok video project.” Reference to the
platform was made only in giving further context for the video’s duration requirements: a 1:00
total duration was the same as the maximum length of a TikTok video. In the span of a little less
than a week, three out of the four girls produced videos that bore a strong resemblance to each

other in terms of how the stories were organized and styled: the videos featured a rapid
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succession of relatively short video clips, akin to a fast-based photo slideshow. These were shots
of their lives as seen through their eyes, with the obligatory quick shot of the creator somewhere
in the middle and often filmed into a mirror. In contrast, Jeannie’s video involved fewer shots,

longer clips, and none that included her own image.

Kennedy (2020) suggests that the platform encourages the “spectacular mundanity” of
girls’ bedrooms and an “e-girl aesthetic” built around goofiness and relatability. I suggest that
may still be the case for some forms of content that girls create on the platform, perhaps even
that spectacularly mundane content was specific to the period of the first wave of pandemic
lockdowns. However, the daily routine video trend, at least the version produced by 20- and 30-
year-old women appearing on my customized feed, seems to represent a different e-girl aesthetic.
These creations contain artfully-composed and often minimalist shots of daily life that are
carefully curated, and their overall composition as well as content in the shots portray the life of
an it-girl, or “that girl” in TikTok vernacular. The impression is a life lived by someone
successful, organized, disciplined, well-rounded, but also indulgent. The majority of these videos
look uncannily similar, and, once again, the opulence of these videos suggests the relative
affluence of the creators taking up this trend. Kearney (2015) refers to the “sparkle” phenomenon
visible in media content featuring girls and how this is most apparent on girls’ bodies, “which are
commonly adorned with glittery makeup, clothing and accessories” (p. 263). I suggest that the
daily routine video trend is an extension of this same phenomenon, while girls take a temporary

break from making their bodies the main focus of video content.

Alexia’s, Ziggy’s, and Fernanda’s Silent Story/Day In My Life videos, although carefully

planned and curated and visibly inspired by TikTok, present more like regular snapshots of a day
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in their lives, akin to a class documentary-style of video storytelling. Mitchell (2008) refers to
youth technological productions as “identities-in-action,” likening the process of producing them
to identity processes in that they are “multifaceted and in flux, incorporating old and new
images” (p. 27). Although the focus of this study is not on the different ways in which tween and
teen girls identify, it is interesting to note that there is a clear effort on the part of all girls,
including Ziggy, to capture different aspects of themselves, as well as give a sense of the
composition of their days. Across the board, Alexia, Ziggy, and Fernanda’s videos feature their
virtual school lives as represented by myriad shots of their computer screens and schedules. But
they also choose to show their meals, their efforts to stay active, and their hobbies. Ziggy is the
only one to feature a quick shot with family members. She is also the only one to focus a fair bit
of her one-minute video on outfit changes. This latter theme also offers her the opportunity to

experiment with her key area of video storytelling interest: different types of transitions.

Informal Learning, Public Pedagogy, and Video-Based Social Media

At the start of the program, I had a sense that the four participants had limited or no
previous supported or formal educational experiences with video making. More specifically,
tween-aged Ziggy and Jeannie referenced video-making activities they did for fun but did not
indicate any opportunities to make videos in school. The teenaged participants, Fernanda and
Alexia, made reference to parody ads or political campaign videos for classes, which aligns with
curriculum mandated around media literacy, including production (as per Chapter 3). However,
in the latter cases, they did not appear inclined to give much detail about these projects and
referenced them in general or vague terms. Our conversations confirmed that none of the girls
had prior experience with any sort of extracurricular program or club around media production.

Yet in spite of this, and in tandem with the very limited instruction offered in the video-making
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program we engaged in together, all of the participants were able to produce videos, and in a
relatively limited period of time. In the case of the first video project, which I wish to return to
again now, they were able to produce content with no additional assistance required from me.

This means that they have learned how to make videos informally, and in a self-directed fashion.

Certainly, today’s youth, just like the adult population, turn to the Web and video-based
platforms like YouTube to be entertained, but also to learn. In our interviews, both Fernanda and
Jeannie mentioned going to YouTube in the past to learn from tutorials how to do different
things, like add graphics and titles in iMovie. Ziggy and Alexia did not specifically mention
accessing video-making tutorials but did note that they use the platform to learn things that
interest them. An interesting observation is that three out of four of the participants referred to
relying on phone-based apps for their video editing. Historically viewed as a highly technical,
specialized, and inaccessible craft profession, editing has arguably been demystified or
democratized by apps like those the participants mention, such as Kinemaster and Capcut. In all
cases, they are using apps that do not come with a cost and offer limited functionality: mostly the
ability to organize video clips in a preferred sequence and to add an overall music track, as well
as graphics like basic text and some simple static or animated images as overlays. If the
participants in this study are any indication, these apps also represent a self-directed means for
youth to be introduced to and “mess around” with this crucial part of the video production
process. All of the girls were able to produce several pieces of video content in the program, and
it is worth emphasizing once again that none of them had prior formal training or education
around video editing. As a result, it can be said that they have all developed a competency in this

regard through engaging in informal learning and by “doing” their own editing.
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Further, as Chapters 6—10 aimed to illustrate, a girl’s video-based social media platform of
preference, especially if she is a relative newcomer to video-production, has some influence on
her approach to crafting video stories. This was most evident in Ziggy and Alexia’s video-
storytelling personas and their engagement with TikTok and YouTube respectively. I suggested
this was evident in Alexia’s exploration of her own vlogger style, as inspired by the style of the
YouTube vloggers she watches. She also engages in meta-reflections as part of her vlogs,
commenting on their evolution and her efforts to pay more attention to different details of the
craft: she refers to vlogging conventions that do not surface in any of our discussions within the
video-making program. Ziggy’s heightened focus on transitions, borne out of her active use of
TikTok of late, is evident in her Silent Story/Day In My Life video, and comes up several times
in her interview with me. Transitions in the TikTok sense involve a combination of aesthetic and
technical mastery, and Ziggy’s desire to become good at using them can be said to further
motivate her current interest and her approach to video making. What this discussion of Alexia
and Ziggy’s experiences suggests is that YouTube and TikTok respectively function as sites for
informal learning with regards to the art and craft of each girl’s video making. Put another way,
even if they are not seeking out tutorial videos specifically, the act of engaging with these

platforms is a form of learning about video-based storytelling.

I return to the fact that three out of the four girls were able to produce Silent Story/Day In
My Life videos quickly, and that they reflect a similar overall composition or logic. In our
interviews, the three girls refer to the process of creating this project, including how they planned
what shots they would film, and the considerations involved when trying to capture a day in their
lives authentically. None seemed at a loss for what to feature in their videos. The sheer number

of these types of videos on TikTok, and the fact that the average user will sometimes spend hours
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scrolling through videos and may be exposed to dozens upon dozens of the same trend, suggests
that one can become familiar with the compositional aspects of the visual aesthetic and overall
storytelling conventions through repeated exposure. But what significant exposure to similar
types of videos cannot teach is technical proficiency. As I interviewed Alexia, Ziggy, and
Fernanda, they described a common experience in the challenge of fitting all of the clips they
wanted into the prescribed length of time. They also mentioned having issues getting shots that
looked as good as they wanted. Evidence of this can be seen in the prominence of computer
screen shots in their videos. Often, these clips were soft-focused or were quite shaky. Other areas
for improvement further reflect technical skills that are unlikely to be learned from watching
well-filmed videos, such as how to ensure shots are well-lit, and how to work with existing

lighting conditions to get the best possible shot.

What I wish to emphasize is the sheer number of young people on these platforms and how
they represent preferred sources of media content for many teens as well as tweens. Although it
is not possible to draw any wider conclusions with such a small sample of research participants,
it is interesting that a group of girls with no explicit prior instruction around video making
created videos that mimicked a popular TikTok trend in terms of some aspects of their
“craftedness” (Brushwood-Rose & Low, 2014). This speaks to the influence of such platforms
on understandings of video storytelling, and arguably most of all for tween and teen newcomers
to the art and craft. It demonstrates the need for further examination of YouTube and TikTok as
video storytelling public pedagogy for current generations of youth, including with regards to its
art and craft, through an emphasis on certain techniques, formats, and conventions on these
platforms. The droves of girls and women on these platforms as well as the scope of content they

create and share—ranging from “spectacularly mundane” to more polished and aspirational “that
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girl” to political and defiant—also positions them as highly influential sites of education and
learning about girlhood, and about the world and different societal issues as seen through the
eyes of girls and women (Sandlin et. al., 2010). Even the spectacularly mundane, which Alexia,
Fernanda, and Ziggy include hints of in their videos, reflect the public pedagogies of everyday

life (Luke, 2012).

Meeting (Marginalized) Girls Where They Are: Considerations for Extracurricular Video

Storytelling Programming

In this section, I bring together aspects thus far discussed in this chapter to consider various
directions for video storytelling programming for girls. I refer to Ito et al.’s (2012) connected
learning framework, as well as tenets of feminist media, to consider how to support youth
learning more equitably around video making and cultivating girls’ video storytelling practice
and community. I further reflect on how to specifically encourage and support marginalized and

racialized girls’ video storytelling.

Program Environments, Programming Formats, and Social Capital

Research exploring how young people are engaging with media notes that, although it is
common for today’s tween or teen to be hanging out with friends via technology, it is the more
affluent youth who are developing technological expertise, or who are what Ito and colleagues’
(2009/2019) refer to as “geeking out” with friends inside and outside of school (Jenkins et al.,
2009; Neuman & Celano, 2012). Although the four core participants in this research study
represented diverse ethnoracial backgrounds and ranged in age considerably (from 11-17), they
appeared to share one demographic variable in common: lower socioeconomic status. This is
supported by the fact that they all are members of the Centre, an organization that offers mostly

free programming as well as other resources for girls in a particular area of Toronto inhabited by
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marginalized populations. However, it is worth nothing that, as far as I know, there is no
screening process or exclusions for enrollment. While I note that age did not necessarily
correlate with video-making expertise, the overall level of skill and confidence demonstrated by
their video making and discussions about it reflected a quite a considerable range. The overall
level of competency and experience also contrasted considerably with that of previous research
participants I had worked with, who were mainly White middle school girls of high
socioeconomic status. The existing skill levels and confidence with videomaking that I observed
with the former group was, on the whole, more advanced and more uniform across participants
when compared with participants in this study. It suggests the high standard of education for
affluent girls in this country. Although media literacy is mandated curriculum, it does not
determine the level of video production (if any) that will comprise related activities and/or
assignments, nor the level of instruction or support educators are able to provide to students. For
example, in the case of the participants in my study, references were made to video-based school
projects but not any specific opportunities to focus on the art and craft of video making. It was
also curious to me that although Alexia seemed very keen to explore video making, she was a
couple of months away from graduating high school and had neither enrolled nor been inclined

to take any media arts elective, let alone one focused on video making.

Based on the above as well as data from this small sample of participants in my own
research, racialized and other marginalized populations of girls are not even set up to effectively
start making videos, and therefore even less so to succeed at it. It leads me to also wonder how it
would ever occur to girls that a more dedicated video-making path was even an option for them.
This is where Ito and colleagues’ work on a connected learning framework is applicable. They

note that there is need to focus on “equity and collective outcomes, otherwise, there is a real risk
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that any approach to learning around technology becomes yet another way to reinforce the
advantage that privileged individuals already have” (Ito et al., 2012, p. 8). According to these
scholars, the key to increasing equitable educational futures is not technology but rather access to
social, cultural, and economic capital. They emphasize “support, invitations, and infrastructure
for connection”, and opportunities for young people to “become embedded in social networks
and communities of interest and expertise” to learn from each other as well as from adults (Ito et
al., 2012, p. 57). As explored earlier in this chapter, relationships and connection, as well as
feedback and support from the community, are of particular importance to this small group of
participants for their general learning, as well as in specific relation to video making. With
regards to marginalized girls and their wide-ranging skill levels and prior experiences of video
making, my own experience with this program further suggests the relevance of long-term
programs or clubs. This would allow facilitators to move away from a clearly defined
curriculum, such as the one I had to resort to, towards crafting a “complex alchemy of designed
and emergent elements in a process of experimentation and flux” (Ito et. al., 2012, p. 62). An
ongoing program would also leave ample room for organic social relationships to blossom and
for girls to gravitate towards each other in terms of topics of shared interest. These would
enhance the likelihood that participants would approach the rich social relationships described by
Ito and her colleagues that are critical to cultivating connected learning experiences and

environments.

The program environment that I aimed for in this study was influenced by the legacy of
community-based youth media models in the US. I aspired to cultivate and support a “geeking
out” experience and learning community. I admit that at times I was discouraged that this was

not possible, given the myriad constraints imposed by a compressed schedule and a necessarily
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virtual format, as well as by a group of participants who represented such a broad range of what I
would come to refer to as “video-storytelling personas.” Reframing this perspective, I have come
to recognize that a key factor, especially for girls with minimal prior experience, is to cultivate a
hang out-type space and bring together girls who share a common interest, in this case video
storytelling. Although these tweens and teens may have previously engaged in informal learning,
it was significant that none of them indicated having friends who share such an interest in video
making. Thus, a key emphasis of these programs should be relationship-building. Ito et al.’s
(2009/2019) modes or genres of participation further reflect a middle option, “messing around,”
which represents a self-directed curiosity and desire to experiment and learn more about media
production, yet not quite at the “geek” level of engagement and mastery. I suggest that programs
could explore an ethos along with their activities that merge in significant ways, and
opportunities for hanging out as well as messing around without any initial expectation of
“geeking out.” Put another way, for girls lacking cultural capital with regards to video making
and social capital more generally, both of which are impacted by low socioeconomic status or
class (Bourdieu, 1986), the important factor is to offer them community and a safe space to
explore an interest. Such spaces may lead to better chances of keeping up with this interest,
where technical mastery can be acquired later, once their enthusiasm is fostered and they become
more comfortable with the group and the video technology. And if there is a desire for earlier
mastery, this can also be supported to some extent. I recall Ziggy’s concerted efforts to learn as
much as possible in the time we spend together, which evolved into a series of one-on-one
support sessions from me during the program to support her specific level of competencies
around different technical aspects. I also recall Alexia’s request to keep in touch in case she

makes more videos. I am just one person who was fortunate enough to connect with and be
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temporarily in a position to support four girls with their video making. Before moving on, I note
that in the exit interviews, when I asked participants if they had any comments or other feedback
about the program, 3 out of 4 immediately responded that they wished it was longer. I concur—

we were only just getting warmed up.

Mobile Technology and Video-Making Project Design

As discussed earlier in this dissertation, mobile filmmaking has been positioned as having
democratizing potential (Berry & Schleser, 2014; Mitchell et al., 2016; Watson et al., 2016). The
earlier discussion around the ecology of youth’s media lives, and the evidence of participants’
obvious comfort levels when using their phones to film and edit videos, support a mobile phone-
based model of video-based storytelling programs for youth. However, there are some caveats
and challenges to this approach. Dahya and King (2018) conducted interviews with facilitators
running programs through a feminist-oriented youth community media program in the US. They
suggest media program facilitators need to work to eliminate the bias or hierarchy around types
of filmmaking equipment in order to create more equitable experiences that do not frame any
element as deficient or lacking. In my earlier work with youth, I admit that I privileged
professional equipment and felt that it would give legitimacy or a heightened prestige to the
program. At the time, I felt that bringing in iPads was a downgrade of sorts. I recall thinking:
What would be more empowering than having the girl students set up and record on a pro
camera? 1 now recognize this as partially projecting on my part, as I had felt more important and
legitimate the first few times that I handled a professional video camera. Based on my experience
running this program, which assumed participants’ use of mobile phones but also introduced
computer software-based editing software, I posit that professional equipment can and perhaps

should be put aside when working with new and emerging youth media creators.
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The focus can instead be placed on exploring the theoretical and non-technical
fundamentals of media storytelling (i.e., story development, framing/camera angles), which are
necessary foundational pieces of knowledge for an emerging video-maker. Although there are
nuanced stylistic differences (and durations) across different video formats/platforms, there are
always basic elements such as effective shot composition and story structure that transcend these
differences. I incorporated some of these fundamentals into my video-storytelling program. For
example, in the set up for the Profile Story video project, I introduced the idea of A-Roll and B-
Roll as a proven approach to working with a main storyline and supporting visuals or other
scenes that support the main narrative. At the end of the program, when I asked participants what
they had learned in the program that they had not known about before, they all referenced A-Roll
and B-Roll, and without being prompted elaborated on why it was significant that they learned
about this component, including that it was something that is used by professionals. In Ziggy’s
case, she also seamlessly integrated the term when she described her process of recording clips

of herself baking for her partner Jeannie.

Another consideration is the level of support required in working with professional video-
making equipment. As Jenson and colleagues (2015) note, video production programs in school
settings are resource-heavy, and often prohibitively so. I had anticipated minimizing these
challenges by having participants use their own smartphones. Although there is incredible value
in supporting learning around professional equipment, for beginner video storytellers, I suggest it
is more critical to support youth creators in developing a strong understanding of key storytelling
fundamentals. As such, it behooves any instructor of youth extracurricular programs, whether
focused on mobile technology or not, to carve out time for participants to explore content

creation on mobile devices. This also serves the added function of naturally shifting the framing
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of a video-making program to acknowledge the solo-broadcast and do-it-yourself culture that is a
fundamental part of the ecology of youth media. This way, programs can begin to bridge the gap
between where youth currently are and where they may want to go with their video storytelling

aspirations.

Other considerations involve the design of video-making projects for youth, the influence
of video-based social media platforms, and the ways in which these forms of storytelling depart
from media production industry standards. I noted the “individualized” approach to broadcasting
oneself that is seen widely across video-based social media platforms, that seems to position
video-making as a solo activity, and that emphasizes micro forms of storytelling. In our program,
I intentionally created one activity that was more in line with this ethos and one that approached
more of a collaborative, team-based model. Incidentally, collaborative approaches to video
making are often emphasized in feminist media practice (Berliner & Krabill, 2019). Given the
importance of relationships and connections for tween and teen girls, partner or group video-
making projects have particular value. Even the evidence from this research project’s small
group of participants illustrates the challenges they faced without the support of friends who
share their interest in video making. I suggest designing video-making programs that approach a
balance between different types of video projects. This will especially be the case if the goal for
these programs is to evolve into providing experiences that will support youth who are interested
in not just geeking out, but in potentially pursuing a further career path towards professional

television production or filmmaking.

In striving to support girls entering into videomaking with very different interests and past
experiences, including specific social media use, facilitators should strive not to explicitly

privilege or prioritize any one platform or form of storytelling, and instead position all of them as
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valid. In the case of these emerging video-makers, the focus should be on different ways to
explore their video storytelling creativity in community with other girls. I recall Alexia’s

response in her interview to what she would need to progress with her storytelling:

“Maybe like, instead of like dealing with myself, I could also help other people—get me to
film, because sometimes I have to put the phone down. And I really, there's no one else
with me—I guess it's just, um, I guess expanding a team?”

Her experiences with Fernanda represented a first step towards collaborating with someone
on an extracurricular video project. Unfortunately for Alexia, it would appear that Fernanda
might not have the level of interest or desire needed to learn the technical side of things to
support her peer in the ways that she needs to progress, including having someone else to film
beyond this program. I also think of Ziggy filming B-Roll of herself while baking her cupcakes:
the whole process resulted in lots of shaky point-of-view shots that looked alike. Having
someone to film her process would have improved the experience for her as well as the quality of
her B-Roll in leaps and bounds. In this influencer-driven and solo content creator era, it would
perhaps seem that young people default to filming by themselves. This speaks to the additional
value of a longer-running program for girls, as opposed to a brief intervention model or stand-
alone program for them: a community of like-minded peers who can take turns supporting each

other in different roles, in addition to advising, collaborating, and cheering each other on.

Additional Considerations for Marginalized and Racialized Girls’ Video Making

Safe and supportive extracurricular spaces are important for youth who are disadvantaged
based on their race, socioeconomic status, or other factors. Scholars aligned with critical and

anti-oppressive pedagogy note the repercussions of educational experiences where young
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people’s social capital and cultural lives are not framed as assets (Valenzuela, 2016) and how
“counterspaces” can re-humanize marginalized youth (Soep, 2016). Such spaces are sometimes
referred to as “third spaces” (Gutierrez, 2008) and are most impactful when “teachers and
students stop talking past each other or in opposition to each other and instead co-create a shared
discourse” (Soep, 2016, p. 299). This also aligns with several goals or principles of feminist
media, including a dedication to non-hierarchical relationships, as well as the creation of spaces
for multivocal and dialogic expressions (Woodward, 2019). As discussed in Chapter 5, although
I endeavoured to create as welcoming, equitable and safe a space as possible, I considered how
my ability to serve as a mentor for these girls was hindered by the fact that I was unable to fully
meet them where they were and more intimately related to them by virtue of my moving through
the world as a White female. For example, while I can understand how “[g]irls’ bodies are
continually exploited across digital media platforms” but cannot possibly understand how
“bodies of color, are inscribed with otherness, as strangers, as already and always out of place”
(Dahya & King, 2019, p. 35; see also Ahmed, 2000; Dahya & Jenson, 2015). Certainly, any
future initiative that plans to work with marginalized youth would be best untaken with BIPOC
mentors on board. This would be especially impactful for participants wishing to tell social-
justice oriented stories pertaining to issues facing their community. Had the program run longer,
my next planned activity was a short documentary film to further meet youth where they are,
while continuing my efforts to explore feminist media tenets in relation to girls’ storytelling. As
Woodward notes (2019), female-driven digital media projects are often animated by a pursuit of
social justice and a theoretical commitment to intersectionality. Similarly, in many youth
community media programs, especially ones supporting marginalized communities, there is a

clear social justice emphasis to the work and the framing of activities around awareness of issues
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and actions leading towards solutions and advocacy. At the same time, I reflect upon how
moments of doubt and discomfort were valuable in prompting reflexivity through ongoing
consideration of my positionality. As Kirsch (1999) notes, these moments can encourage
researchers to: “be more reflective, self critical, and sensitive in our interactions with
participants; they can guide us toward more thoughtful renderings of participants’ lives and

literacies” (p. xii).

Regardless of all the discussed ways this and other supported video-making opportunities
could be improved upon, at its core, our program was designed as a beginner experience. What I
did consider was the significance of encouraging students to use their own language “and in
ways that allow[] them to express love for themselves and the many places they came from”
(Filipiak & Miller, 2014, as cited in Soep, 2016, p. 297). It is therefore unsurprising that although
the participants in my study enjoyed aspects of the collaborative Profile Story experience, when I
asked them what their favourite project was in the study, the majority said the “Where I Am
From” audio and/or video poem. Recalling that all projects were intentionally designed as entry-
level or beginner explorations of video storytelling, the only one that asked participants to
consider their ethnocultural and racial background was the “Where I Am From” audio poem (see
Appendix D). At the same time, in the accompanying template provided to guide their writing
(see Appendix D), the prompts refer to childhood environments, family traditions, including
meals, and favourite memories, as opposed to explicitly asking, “What is your ethnicity or race?”
and “How does your ethnicity and/or race inform or show up in your life?” For two participants,
the activity was a catalyst to further exploration of this aspect of their identity: Alexia and Ziggy
produced poems that I interpreted as centering around or emphasizing specific details and

experiences related to their ethnoracial heritage. Notably, they were the only participants further
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motivated to extend their written poems into video pieces (keeping in mind this was not an
explicit activity I integrated into the program, but rather one that I hinted could be of interest to
them). On this note, and upon further consideration of identity in relation to intersectionality, I
also recognized that to some extent what participants chose to share with me or emphasize in
their work with regards to “who they are”’/their identity was impacted by the fact that I was a
White program facilitator and researcher. This was a marked distinction, in addition to my being
an adult with whom none had a prior relationship, between me and the participants. The program
design and approach to setting up activities (created prior to securing a participant pool of all
racialized/marginalized girls) did not explicitly emphasize ethnoracial identity, but rather what it
means to be a “tween or teen girl.” All of the video storytelling projects were designed to explore
participants’ lived experiences, striving for a balance between leaving room to explore aspects of
themselves, their lives, and interests, and putting some creative limitations or boundaries in place
to keep the projects reigned-in, given our limited time together. Certainly, the program’s lack of
explicit focus on “being a racialized girl,” as well as having a White program facilitator, must
have had some impact in terms of how much participants opted to focus or not focus on

ethnoracial identity in their projects, and in the data and our conversations more broadly.

“Snapshot” Summary

This chapter explored the primary and secondary research goals of this case study. It
maintained my efforts to centre the experiences of girl video-storytellers, this time by bringing
all four research participants’ experiences together. Considering participants’ collective data
further supported the aim of exploring how extracurricular video-storytelling opportunities can
be developed to effectively support diverse populations of girls. I presented and discussed

notable themes as they related to key ideas that intersect girlhood, youth informal/connected
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learning, and community-based media production education, as well as this study’s informing

concepts: feminist theory, feminist media, and public pedagogy.

Across all participants’ data, I noted numerous references to opportunities to cultivate
relationships and experience connection. Interestingly, although all participants demonstrated a
keen interest in video storytelling albeit in different ways, I was left with a sense, at times, that
the opportunity to be in community with a supportive and intimately-sized group of girls
superseded or was more significant than being in the company of peers and a mentor who shared
an interest in video storytelling specifically. It was important to acknowledge how the pandemic
had impacted young people’s lives during this time with an abrupt shift to virtual school in most
cases in addition to social distancing and stay-at-home protocols. In an effort to exercise
reflectivity throughout the research process, I considered how this context may have contributed
to a heightened awareness of—and potentially also an increased importance placed on—
community and relationships; I further noted how this certainly was the case for me. At the same
time, participants’ collective data also pointed to the role of both peer and adult mentor feedback
and support with regards to their video storytelling interests. In all cases, this program and
research study appeared to be the first time that these participants were directly supported with
their video storytelling and in community with other video storytellers; it was especially notable
to me that each of the participants made a concerted effort to connect with and request support
from me. This prompted me to further reflect upon how, in this current media ecology driven by
solo-authored content and social media, generative feedback and opportunities to collaborate on

video projects are seemingly few and far between for girl media makers.
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These reflections also prompted me to widen my lens and to reflect upon the wider media
culture that tween and teen girls are experiencing and engaging in. I noted the rapidly increasing
significance of TikTok in addition to YouTube for girls. I also discussed the added complexity of
this neo-liberal and post-feminist age which, briefly, involves an amplification of problematic
ideals around girlhood while also opening up opportunities for feminist-oriented critique
amongst creators. | further suggested that digital and social media platforms can be considered
forms or sites of public pedagogy: beyond “educating” us about the world, they are redefining
the aesthetics of and how youth understand and learn about video storytelling as an art and craft.

I then turned towards specific consideration of the needs of marginalized and racialized girls.

Finally, it was notable that all of the participants seemed to have had limited opportunities
to learn about and be supported with their video storytelling in school or through extracurricular
programs. I returned to Ito et al.’s connected learning framework and their discussion of how
opportunities to cultivate social and cultural capital can address youth digital inequities. I
suggested that this small study points to how extracurricular and girl-focused programs can be
especially relevant for marginalized and racialized girls who will otherwise encounter limited
opportunities to build the necessary social and cultural capital to even consider a future path as
video storytellers. As part of this discussion, I commented on how mobile devices can support
exploring core video storytelling processes and theory that I argue is more important in
supporting and cultivating a tween or teen girl’s initial interest in video storytelling—more so
than access to professional-grade equipment. Building programming that “meets youth where
they are” can further help support a media ecology that comprises both solo “YouTuber”-type
content and collaborative professional media industry-type productions. Regardless, Canada is in

dire need of community-based programming that the US has a legacy with; this would provide
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girls invaluable space, I argued to bring together their desire for relationship and connection with
the opportunity to collaborate with peers and mentors who share their interest in video
storytelling. I conclude by reiterating that marginalized and racialized girls in particular need
safer, community-based spaces through which to explore their interests and the value of
culturally-responsive activities that explore and honour their ethnoracial backgrounds and lived

experiences.
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Chapter Twelve: Conclusion

I entered into this research with the aim of better understanding the experiences of
Canadian tween and teen girls who take up extracurricular video making as an area of interest. I
also wanted to consider how extracurricular media-making opportunities can effectively support
diverse populations of girls. In the introduction, I presented my motivations behind this work,
including exploring how my own life experiences and identity informed my interest in this topic
and approach to the research. This included emphasizing how this research aimed to both centre
girls’ stories and experiences and contemplate ways to address the lack of gender parity in the
media industry via a pilot video-making program/intervention for girls. Chapter 2 provided a
discussion of this study’s theoretical underpinnings: it was informed by the wider project of
feminism and further situated in relation to key ideas associated with several “branches” of
feminist thought, including intersectional, post-structuralist, postfeminist, and STS perspectives.
I also discussed the influence of public pedagogy and feminist media pedagogy tenets and
principles on the project. A review of the relevant literature spanned two chapters. Chapter 3
focused on a discussion of media education, experiences, and learning, beginning with media
literacy curriculum in school-based contexts. It then moved into a focus on extracurricular and
community-based programs, which included a discussion of the relevance of participatory video
and digital storytelling theory and practice, as well as the documentary content genre, for youth-
engaged media creation and research. The discussion then turned to scholarship focusing on
informal youth digital cultures, highlighting concepts and frameworks that significantly
influenced my research: technical identities and mediated dispositions (Lange, 2014),
genres/modes of participation with media and technology (Ito et. al., 2009/2019), and a

framework for connected learning (Ito et. al., 2012). This section concluded by noting the limited
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availability of insights into the media learning and making experiences of tweens and teens
living in Canada. Chapter 4 began by presenting a brief overview of the literature, along with
some key considerations and developments in the area of girlhood and girls’ studies. It moved
into a more focused discussion of girls’ media studies, before homing in on the limited
scholarship that focuses on girls’ media making and video making specifically, noting how Mary
Celeste Kearney’s book Girls Make Media (2006) played a significant role in motivating my
research. The chapter also drew attention to the limited amount of research that utilizes an
intersectional approach or lens, especially about marginalized populations of girls. It also called
attention to the need for and scarcity of scholarship that focuses on the experiences of girls’
living in Canada and explored girls’ media making in Canadian contexts. It concluded by

emphasizing the importance of engaging in research for, with and by girls.

Chapter 5 focused on the design of the research study, including additional context and
considerations, beginning by noting how it was centered around a girls’ video-making program,
then followed by a discussion of the necessary adaptations made to the project due to the
pandemic. Next, it gave an overview of the research site and participants, before moving into a
positionality statement with a focus on working with marginalized and racialized girls, ethical
considerations, and further information on the video-making program and activities. Chapter 6
turned to the study’s methodology. It outlined the qualitative, case study methodology I applied,
which incorporated elements of arts-based research and further described the range of
participant- and researcher-generated data I collected/generated, with some insights into my
approach. I then moved into outlining my approach to analysis, which focused on open and
thematic coding. This section expands on the evolving nature of my process at this stage; this

involved coding participants’ interviews and vlogs and looking for common themes as well as a
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more holistic and fluid process that focused on immersing myself in each participant’s collective
data. Next, I crafted a persona that encompassed several overarching themes relating to her
video-making experiences and approaches. As a feminist-informed study that aimed to centre
and communicate more deeply about girls’ lives and experiences, each Chapter from 7—10
focused on one of the four participants and described her unique video-making story and
journey. Finally, Chapter 11 explored several themes that I identified across the girls’ collective
data in relation to several of the key concepts that informed this study. It also considered the
wider media environment or ecology amidst which these girls are making media and concluded
with recommendations for girl-specific video-making programs as well as considerations for

marginalized populations of girls.

Reflections on... Feminist media storytelling

As I write this conclusion, I have been taking breaks and scrolling through my TikTok
“For Your Page”, which, thanks to the algorithm, has continued to feed me more and more
feminist-oriented content. For the time being, and at this point in both this dissertation and the
pandemic, I would prefer to stay on this “side” of TikTok. I have now peeked into the other side,
via stitched videos critiquing numerous pieces of content from sexist and misogynist male users.
Just today, I watched a video by a millennial woman creator whose account focuses on analyzing
pop culture content. She had previously critiqued Ridley Scott’s decision to privilege male
perspectives in his recent film about sexual assault. This feels significant as I referenced Scott’s
Thelma and Louise in the introduction as one of the most impactful films ever for me. And why
wasn’t a woman brought on to direct? 1 haven’t seen the film, but I learn that a woman wrote the
screenplay. On the one hand, this is a win, on the other, the story as it is visually represented on

the screen for audiences is filtered through the male gaze (as the TikTok creator I mention above
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is critiquing). The video I came across was actually a response, sparked by a comment left by a
man on her initial review of the film: “Oh god. You are so exhausting.” It is wonderful to see
creators bring their perspectives (and often ones entirely ignored or misrepresented or
stereotyped in mass media content) and take up important issues on a platform like TikTok and
have their content reach millions of users. As I scrolled through the endless comments on both
video from users who appeared to mainly be men, I noticed that in many cases the creator
attempted to respond and clarify her position. I also noted how, for the most part, this effort to
engage in meaningful dialogue was in vain. I cringe at the labour involved in this often
seemingly-fruitless endeavour of democratic dialogue, to open up, as Paolo Freire described in
his Pedagogy of Hope (1992/2014), “the thinking of others” (p. 110). There are days where it
feels like being a woman in this society means forever feeling like you are on a hamster wheel or
screaming off a cliff into the abyss, muffled by the voices of angry trolls and folks oblivious to
the machinations of the Patriarchy. I cannot imagine how much more of a struggle it is for girls,
and even more so for girls and women of colour or who are otherwise marginalized. In times like
these, the inspirational words of Freire serve as a reminder: “there is no change without dreams,
as there is no dream without hope” (p. 81). In the interest of a hopeful spin, prior to TikTok,
user-generated videos such as the one critiquing the male gaze in cinema were not instantly
pushed out to hundreds of thousands or even millions of users. And there are more creators
where she came from, aiming to provide a more balanced media environment via representation
and discourse. This might only represent a ripple, but a ripple nevertheless towards more diverse
perspectives in media content. What needs to happen is for enough ripples to be broadcast
simultaneously and across so many different parts of education and industry as to be impossible

to be ignored or shouted down.
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The individual ripple that I continue to advocate for is creating supportive spaces and
supported experiences for girls to explore their media storytelling ideas and receive technical
skills training to further develop their video-making confidence. No—this will not eradicate
systemic barriers. No—this cannot prompt a universal shift away from the plague that is the
Patriarchy. What it can do, however, is cultivate communities around filmmaking for young girls
(and extend this to other marginalized groups), to support the next generation of storytellers. It
would seem that we are long overdue to create a robust network of such spaces and yet—with
mobile video technology becoming more and more accessible, and the relative success of apps
such as TikTok in cultivating a video-oriented public square—one might say that the time has

never been more ideal to support a paradigm shift regarding media storytelling.

Reflections on... Youth digital storytelling and healing amidst a pandemic

The old adage that “the only thing constant is change” might be a fitting summary to my
overall path to conducting this research and writing about it. When I was finalizing my field site
and setting up my fieldwork in its original iteration in early March of 2020, there was no way of
knowing that so much of what I considered to be routine, constant, and/or relatively predictable
about my life would shift so drastically. As I now proceed to conclude this dissertation in this
last chapter, I remark upon how, in the end, every part of my research was impacted in some way
by an ongoing, global crisis, and I struggle to reconcile that my research is a product of and will
forever be inextricably linked to this difficult time. Feelings of gratitude, loneliness, pride, grief,
and even guilt that have continuously intermingled throughout this journey have become further
intertwined as of late. I also experience the occasional flicker of what I can only describe as a
sense of dissonance or strangeness as I work towards concluding this research, while we are still

far from reaching any sense of an end to the pandemic. At the same time, we have only just
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begun to grapple with the social effects of the pandemic, and initial research exploring its impact
on children, education, and well-being is emerging. This prompts me to consider what I have
gleaned from this study, and what these findings point to in terms of future directions for
exploring and supporting girls’ video making. It also prompts me to contemplate the enormous
societal task ahead in terms of supporting healing, in all contexts of the word, of our
communities, and where/how extracurricular programming and media-making opportunities for

youth may support what will ultimately need to be a multi-faceted next phase/strategy.

Conducting a study about tween and teen girls during a pandemic prompts a further
question: are the girls ok? Common Sense Media, an American non-profit organization focusing
on youth digital well-being via technology and entertainment reviews for parents and educators
as well as research, sought to explore this question. The organization produced a series of sheets
in March 2021 (the one-year anniversary of the start of the pandemic) in the US to explore how
young people aged 14-22 were using digital media to manage their mental health, following up
on a similar study in 2018. The fact sheets note that 39% of female youth reported mild to
moderate depression symptoms, up from 30%, while 37% of Black youth and 44% of female
Hispanic/Latinx youth reported symptoms of moderate or severe depression. Further, social
media was noted as being either “very” or “somewhat” important in terms of girls expressing
themselves creatively (66% of respondents indicated this), surpassed only by garnering
inspiration from others (74% of respondents). For Black youth, social media was very or
somewhat important in terms of expressing themselves creatively (71%), followed by inspiration
from others at 70%; for Hispanic/Latinx youth it was a close tie in terms of how important social

media vs others was in inspiring them to express themselves creatively.
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The interrelationships between socialization, entertainment, and digital media are evident
for this generation of youth. Common Sense Media released another report at the end of 2021
that examined tween and teen media activities in April and May of 2021. They surveyed over
1300 young people aged 8-18 to gain a sense of the role of media in kids’ lives during the
pandemic. One of their questions focused on whether kids had created content with a digital
device. Slightly more than half had engaged in activities that included shooting and editing
movies and making dance videos on TikTok, with girls slightly more likely than boys to do so, at
24% compared to only 14%. The study further divided responses based on race/ethnicity, with
28% of Black and 17% of Hispanic/Latino youth saying they had created digital content
compared with 18% of White youth. What is also interesting is that when they segmented the
data based on household income, the lower, middle- and high-income groups were virtually
identical, lending credence to the idea discussed earlier of the democratizing potential of mobile
technology for video making. This data does not indicate what type of devices youth had access
to and were creating with, nor does it further segment the data to identify what BIPOC girls are
creating. However, it is clear that digital creation has been an outlet for many American youth,

and the story is likely very similar for young people living in Canada.

One might assume that a significant number of young people turned to media making as a
temporary way to keep themselves entertained. Follow-up studies would assist in determining
whether youth will continue to be actively engaged in making digital media content in the years,
ahead and whether the pandemic was responsible for an increase in digital storytelling for youth
and by youth in the years to come. In the meantime, I note the potential for adult-initiated
interventions and initiatives around youth digital media creation, to support youth well-being and

healing in their peer groups and communities. I discussed the connections between arts-based
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research, community digital storytelling, and creative arts therapy in the methods chapter. The
writings of bell hooks’ (2009) are applicable here once again, including how she notes that even
if they do not share similar circumstances, many groups experience a deep alienation, despair,
uncertainty, and a loss of grounding, and this shared sensibility can support empathy-building
efforts. Joe Lambert (2013) remarks upon his experiences facilitating workshops using the digital

storytelling model he developed:

We do not pretend to have license to function as therapeutic facilitators. The material that
explains and markets our work does not suggest that this environment should be formally
approached as a healing process. But it would be inconceivable, incomprehensible, and

irresponsible if we did not recognize the emotional and spiritual consequence of this work.

(p- 83)

Everyone has been impacted by the pandemic, including the participants in my study.
During a session, I ask them if they are in school or not and their responses are all over the map.
Jeannie told us: “I actually just got home because a kid on my bus got Co-Vid and I'm getting a
test tomorrow, but I'm usually at school.” Out of the group, Fernanda appeared to be thinking or
at least speaking the most about the pandemic explicitly. In the entrance questionnaire, she
mentioned an interest in exploring the stories of teen life during this time. Although different
iterations of her Profile Story video covered her childhood, cultural heritage, and current life, her
final video project was entitled “Fernanda Teen Life During COVID.” When I asked in the
interview whether she had any ideas for future video projects, she responded that she has been
wondering how other teenagers are doing and that life hadn’t been easy for her lately, and it

would be great to see more stories of different teenagers living through the pandemic. This
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reflects the aforementioned relevance of research exploring how girls have been doing in this
time. I recall wishing I had been in a position to continue the intervention to explore the project

she describes.

Reflections on... Amplifying Girls’ Media-Making Programs/Interventions and Research
Increased attention to research and research involving intervention work is direly needed if
we are going to not only understand the diverse experiences of girls who are interested and
engaging in media making, but if we wish to take steps towards initiatives that truly support
them. There is also a pressing need for research that produces deeper, more nuanced
understandings of how girls of colour are barred from taking up video making. This is
challenging work. Work with youth populations and especially work that strives to be inclusive,
equitable, and participatory, is not only labour-intensive, but it also takes time to develop
processes and practices (Dahya & King, 2018; Fine, 2009; Jenson et al., 2014). This project, and
my intentional inclusion of insights into my process, recognizes the complexity of this work. It
also hopes to share knowledge with educators, researchers, activists, and media and/or other arts-
based practitioners interested in the common goal of advancing opportunities for girls and
women in media, both behind-the-scenes and on-screen. As I have mentioned throughout this
work, having a social justice orientation from the outset, it was important to me to undertake
some form of action-oriented, practice-based intervention as part of my research design. As a
researcher who plans to continue this type of work in the years ahead, I am now able to build

upon my experiences and subsequent reflections in a generative way.

If we are going to tip the scale and create momentum for girls to produce media stories (for

audiences), media storytelling programs in extracurricular contexts cannot be positioned as nice-
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to-haves, but rather as essential learning. Unfortunately, there continues to be a real problem in
Canada around lack of precedence and infrastructure for non-profit arts-based organizations
(Campbell, 2013, 2019). We are at a further disadvantage without programs such as US-based
Youth Radio or PBS Student Reporting Labs which often help to unite researchers interested in
advancing the interests of youth. There is some legacy of opportunities carved out for girls’
media making via long-term ethnographic undertakings, such as Jennifer Jenson’s work on the
multi-year “Smarter Than She Looks” study, and other larger-scale studies that exist because of
crucial research personnel and funding support. Clearly, this is not a tenable, long-term solution.
While I find myself unable to suggest alternatives at this time, I remain steadfast to the idea that,
in the meantime, it is critical to continue seeking out opportunities to unite researchers and media
practitioners (and existing community-based organizations), in order to pool resources and
access populations of interested girls. Equally critical is the need to engage in research that
involves interventions and fieldwork, so that we can cultivate more nuanced understandings of
experiences, barriers, and opportunities, which then in turn assist researchers and educators in
informing experiences that meet youth where they are. In this way, we can at least inch forward

towards change.

Final Words: “Goodness” and Messages to the Participants

This research was produced under incredibly challenging circumstances and my concerted
effort to maintain hope in the midst of it all. In her description of a narrative portraiture

methodology, Lawrence Lightfoot (2016) notes its emphasis on “goodness’:

And by that I don’t mean that it tries to idealize or romanticize human experience or social

reality, but rather, that it is a counterpoint to so much of social science inquiry that has
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traditionally been preoccupied with pathology, with searching out what is wrong and trying

to remedy the wrongs... (p. 19)

In the spirit of goodness, I would like to reflect one last time on the digital storytelling-
inclined participants without whom this research would not have been possible. I offer a brief
note to each girl, framed as a “hope,” drawing from what she shared with me and what I
observed in our time together, should she choose to continue to explore her ideas and storytelling
approach through the creation of video content. Before doing so, I want to emphasize that I
frame these suggestions through the lens of my experience as a media storyteller, life
experiences, and the ways in which I look at and walk through the world. They are intended as a
way to communicate my gratitude for their participation and my support of their video-making
interests:

Alexia,

I hope that you continue to explore different media as artistic expressions and/or outlets for
your ideas and thoughts, whether just for you or for others to enjoy. In our brief time connecting
during this project, I was so excited to witness your efforts to create content that reflects who you
are as a person but also as a media storyteller: your projects capture a thoughtfulness mixed with
an optimism and at times even a playfulness that is inspiring. Even if a YouTube channel seems
like too big of an undertaking (especially as you head into a brand-new adventure in university!),
vlogging or creating other media for yourself might become your way of not only honouring
your life’s journey but of processing and reflecting on your experiences along the way. One way
to continue with your media storytelling is to find (or create!) a club that brings more girls
together to collaborate and support each other, including by taking turns doing each other’s

camera-work. Maybe video storytelling will be the piece that unites your interests and goals with
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what I observed to be a strong desire to care for and help others and allow you to reach other

young people in other exciting ways!

Ziggy,

I hope that you keep on making videos with the same level of creativity and enthusiasm
that I had the chance to witness during this program. You have a creative spirit and a strong
video storytelling eye. That, combined with how much effort you put into the details and wanting
to make things look good on camera and in editing, will take you far! Since you are already a
strong creative writer, [’d encourage you to spend some time planning out and getting creative
with B-Roll to support your videos. And remember: always try to bring in lots of light, even if
you want to create or show a “nighttime” or “dark™ scene. That’s something that helps make the
footage you film on your phone that much clearer. I really hope you consider enrolling in media
production or media arts courses when you get to high school, so you can be surrounded by
others who share your passion and who can also support your many ideas for videos. Even
though you’ve already shown you can do it all, it will be so exciting for you to back from being
the camera-person and just focus on being the ‘on-screen baker’, while someone who shares your

passion for video making does the filming!

Fernanda,

I hope that you continue to explore your clear passion for performance and keep seeking
out opportunities to gain more experience both on the stage as well as on the screen. Your energy
and entrepreneurial spirit are already converging in how you think about and use social media,
and it’s exciting to imagine where further efforts to experiment and create will lead you. Finding

a collaborator, especially someone who is passionate about video editing, might support you well
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and allow you to focus on characters, scenes, and sets. Perhaps you will consider exploring
stage/screen directing as well at some point in your journey: not only would this give you a
unique perspective and be an asset to you as an actor, but your confidence, energy, and artistic
eye would lend themselves well to steering and shaping the entire vision and having a say in all
of the elements of a media story! It could begin with starting to tell, through interviews, the true

stories of diverse populations of teenage girls.

Jeannie,

I hope that you keep on drawing and dreaming up intriguing and exciting fantasy worlds
and storylines. I can see the vision that you have for the kinds of stories you want to create and,
in our short time working and learning together, it’s clear you have the imagination and
determination to keep honing your craft. Learning more about animation techniques and
software, when you’re ready, can help get you closer to that vision. I know that working on
graphic novels can be a very solo process, but I hope that you will consider also looking for a
program—maybe once you get to high school if not sooner—that explores animation techniques
and tools but also supports you in your learning. An important part of the media storytelling
process is testing out your ideas and workshopping them in safe spaces with others who share
your passion: this will not only help to make your stories that much stronger but feel that

amazing feeling when you’ve ‘finished’ making something.

A final note to all of the participants: I hope that you find ways to share back and/or pay it
forward with what you’ve learned in our time together and... if you enjoy video storytelling,
please don’t stop! We need more of your stories in our world! And thank you so very much for

sharing your stories with me.
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Appendix A

Participant “Entrance” Questionnaire

What is your first name?
What do you want to learn or specific skills you want develop?
What are some topics you are interested in that you may want to make videos about?

What are some YouTube (or Instagram or TikTok) channels or creators that you watch
and like? (If you don't know, please write "I don't know")

What are some TV shows (they can be on TV or Netflix/other streaming platforms) do
you like?

What are some apps or programs do you use to create media (this can be video editing,
graphics, social media, etc.)

What mobile device(s) will you be using for your digital storytelling tasks? Write the
brand (and model/name if you know it)

Do you have any questions for me or things that you are unsure or unclear about? If so,
write them below:
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Appendix B

Instructions for Participant Vlogs

"EXPLORING MEDIA-MAKING &
m\ STORYTELLING FOR/WITH/BY

L
- CANADIAN GIRLS”

Instructions for Vlogs:

You are being asked to record yourself sharing your thoughts over the next
month as you participate in the Digital Storytelling Workshop. These viogs will
help the Researcher better understand your experiences.

*If you and your parents consented, some short clips may be used in the
research report and/or presentations.

You will be recording a minimum of 3 and a maximum of 5 vlogs. Each vlog
should be about 2-3 minutes leng but you can record a bit more (up to 5 minutes)
if you wish.

It is recommended that you record a vleg once a week, either after a Friday
warkshop or after you have completed an activity/task assigned in the
workshops so you have something to talk about.

Before Recording:

Take a few minutes to think about the week's workshop sessions
and activities and what you learned and felt You can take jot
notes to organize your thoughts if it helps,

Try to find a space and time to record that is as quiet and
distraction-free as possible,

During Recording:

Film your mini-vlog ‘horizontally’ (holding the phone the way you
would make a video call or a Tiktok). Try to keep the camera as
still as possible. Do your best to speak naturally rather than
reading a paragraph you've prepared out loud.

*you can watch my sample vlog if youre unsure

The vlogs do not need to be perfect or polished, Don't worry if you
lose your train of thought or stumble.. You don't have to start over
and can always press pause and pick up where you left off.

Start each vlog by saying what the date is and/or what the last
session you had was. Next. talk about some or all of the following:

20 200

.

what you have enjoyed so farfare enjoying about the program
any interesting moments or experiences so far

something that you learned for the first time and/or found
really interesting (and whyl!)

any questiong or concerns you have

anything you didn't like or didn't find useful or helpful (and
whyD

what you are still hoping to learn or explore

anything else that you think might be helpful or interesting to
sharel!

.

.

Don't forget to uplead your video to vour private Dropbox
folder and message me in the chat if you have any issues!

Thanks so much for your contributions!
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Appendix C
Exit Interview/Post-Video Storytelling Program Guiding Questions for Participants
Before this program, have you learned about video making or digital storytelling in school or
other programs?
Have you been asked to make videos for any school projects? Tell me about them.

Have you worked with a partner or in a group to make a video before? If so, what was that
experience like?

Have you taken and media courses at school?

What are some of the other ways you’ve used other media (for example: podcasts or blogs) for
school assignments?

Have you made videos outside of school or for fun?
If yes, let’s talk about some of these videos: what were they about and who was involved?
Do you remember what the first video you ever made was? What was it about?

Are there other ways you create on digital media outside of school, like with Instagram, online
blogging, artmaking, etc.? Tell me about what else you create.

Before this workshop, what were some of the ways that you have learned more about how to
make videos?

What do you feel are your strengths as a video-maker?
What are skills you feel you still need to work on?

Do you think it’s important for girls to create videos or other types of stories or content for other
girls? Why/why not?

What are your favourite TV shows? What about favourite YouTubers or TikTokers?
What kinds of videos do you like to watch?

Why did you want to participate in this program?

Have you done other digital storytelling programs? If so, how did this one compare?

Have you done other online workshops? If so, how did this one compare?
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What was it like to be in a group with such a mix of ages? Have you had this kind of experience
with mixed age groups before?

What was it like to be part of a girls-only group who shared an interest in digital storytelling?

What did you like most about the overall workshop (things we did in the sessions/format, etc.)?
Least? (something you didn’t like as much)

Do you feel like you had a chance to get to know the other participants better? Why/why not?
Was this important to you or not so much?

We worked on 3 projects... Which was your favourite and why? Least favourite?
Tell me a bit about the “Day In My Life” video. Had you made anything like this before?
Tell me a bit about the process of making it.

What did you learn?

What did you think of the final product/video?

What was it like to work on the I am from poem?

Tell me about your process of making it.

What did you think of the final product?

What was it like to share the poem with one of the other participants?

What was it like to work on the interview profile?

How did you and your partner work together?

What was the planning process like?

What was the filming process like?

What were the challenges you had?

What did you like about the final product?

Is there anything you’d do differently next time?

What kind of support or learning do you think you still need to take your video making to the
next level/get better at it?
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Do you think that having a community for support for digital storytelling is important for girls?
Why/why not?

What did you learn about digital storytelling in this program?

Did you learn any new skills or develop ones you had even more?

Did you learn anything from the other participants?

What would you like to learn more about or skills you’d like to develop in a future workshop?
What ideas/projects (topics for videos) are in your creative mind right now?

What was the most challenging part of this experience for you?

What was the highlight or favourite moment of this experience?
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Appendix D

Audio Poem Activity Instructions and Brainstorming/Writing Template

"EXPLORING MEDIA-MAKING & [HSe
<. STORYTELLING FOR/WITH/BY
. *’Q} CANADIAN GIRLS”

"Where | Am From" Audio Poem Activity

The goal of this activity is to understand the role of audio/sound in digital
storytelling. It is also a chance to honour and tell your own story in an audio
poem format!

1. This activity is inspired by a poem written by George Ella Lyon. Start by
reading, listening, and/or watching a video version of it here.

2. Next, brainstorm on your own or ask a friend or family member to help
you discuss your life. Take jot notes/make a list of some/all of the
following:

- Where you grew up and/or where you live now

- The people in your family

- Family sayings/expressions, nicknames for you and family
members (pets, too!)

- Favourite games or activities that you shared, celebrations, and
religious traditions, too

Some more things to consider:

- Favourite memories and 'big moments' in your life
- What is your 'happy place'?

- What memories or '‘big moments' come to mind?

3. Download/make a copy of the poem template document here and use
your notes to fill it out. You do not have to use the template, and you can
add and delete lines from it as you wish!

Tip: Try to use descriptions where you can. How can you use your different
senses (sight, smell, hearing, touch/feel, taste) to bring your poem to life?
For example: "l am from a front yard with a tree" can become “l am from
the giant old oak in the yard that turns golden in Fall”.

Stumped or not sure you're on the right track? Watch this! And
remember: there is no right or wrong way to describe your memories and
write your poem!

4. Pick your level for the next step:

LEVEL1:

Find a quiet place to record indoors. Using a voice notes app on your cell
phone or tablet, record yourself reading your poem out loud. Try to read it
with feeling as if you are telling us a story! When you are finished, upload
your poem to your private Digital Storytelling GoogleDrive folder.

LEVEL 2:

Complete level 1. Then, import your audio file into WeVideo, and choose
the 'podcast' option. Add sound effects and/or an instrumental track to
your piece using effects from these sources. When you are finished, export
your project and upload it to your private Digital Storytelling
GoogleDrive folder.

If you have any questions, please email or message me in our Team
chat and I'll help you out over the weekend or during the week!

Happy creating!
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| AM FROM POEM - Brainstorming/Writing Template

| am from the (something that describes a memory of your home or
childhood).
| am from the (plant, flower, or some other memorable item, toy,

keepsake in your yard/neighbourhood/garage/room),

I am from (family tradition) and (family trait),
from (name of family member) and (another family name)
and (family name).

| am from the (family tradition/nickname/trait) and

(another one).

From (something you were told as a child) and
(another one).

| am from (religion, or lack of it, or other family tradition).

I'm from (place of birth/family ancestry), (two

food items representing your family/culture).

From the (time when l/we) (specific family story about a
specific person), when l/we (another family/individual
moment or memory that shaped you (another detail about

another family member/individual moment that shaped you).

| am from (location of family pictures, mementos,

and what these mean to you).

Adapted from Montgomery & Jetter, 2016: https://global.umn.edu/icc/documents/I Am_From Faculty Guide.pdf
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