5. Conclusions and Implications for Further Research

Overview

This chapter functions to clarify the theoretical argument presented in the thesis. 1
begin by locating my view of English in the historical-philological model which
differs significantly to both Culturalist and Cultural Studies English. The ethical
practice (privileged by these prevailing models) is then historicised in a review of
two adjacent fields: i) changes to the TEE Syllabus documents from 1984 to the 2006
Course of Study, and ii) the theoretical shifts in media pedagogy since the 1960s.
Following this, I indicate three implications of the study for further research and
close with a recommendation for an alternative practice that addresses the

shortcomings of the documentary lesson as identified by the study.

5.1 The history of persistent practice and media pedagogy

In a 2003 episode of The Simpsons, Springfield Elementary School is the subject of a
documentary to be directed by the fictional character “Declan Desmond” (an
amalgamated send-up of documentary maker Nick Broomfield and, later in the
episode, Michael Moore). This character stands in front of the students and declares:
“When you think of documentaries, you probably think of the Maysles brothers or
Barbara Kopple” (Glazier, Gould, Greaney, Anderson & Moore, 2003). The students,
of course, stare blankly back at him. Desmond’s line and the students’ reaction are
humorous for reasons that of course shed light on the problem of teaching
documentary texts in the English classroom. Despite their significance in the field of
documentary production, Kopple and the Maysles would also be unknown to
students in the average Year 12 TEE English class in Western Australia because
teachers do not give historical-philological attention to the genre. I am of course not
about to advocate a return to Culturalist style examination questions: “Mention the
name (and approximate date of production) of one work by the following
documentary makers:- DA Pennybaker, John Grierson, Fred Wiseman, Errol Morris
etc,” although this kind of factual knowledge may in fact be a valid requirement for

serious study of documentary texts as cultural artefacts. I have two major concerns
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about the approach. Firstly, we have already seen that a Culturalist pedagogy seeks to
“save” students from popular texts rather than necessarily studying the historical
trends of a genre. Secondly, it seems likely that films such as these would be studied
in terms of the directors’ recurring ideas, issues and themes; Wiseman’s “questioning
of authority/institutions,” for instance. The current study indicates substantial areas
of contemporary English practice that require reconsideration on the grounds of
curriculum cohesiveness. At the same, time this research should not be
(mis)identified with either the backlash against Cultural Studies that accuses the
movement of “crimes both political and pedagogical” (Freesmith, 2006: 25), or with
defences of English-as-ideological-critique such as Sommer (2005). This study has

been an analysis of the phenomenon from a very different perspective.

I should also clarify that the purpose of this study has not been to belittle the popular
teaching practice of documentary texts itself; there certainly is important analysis to
be done from the perspective of Cultural Studies, however we should remember that
Cultural Studies (as a means of ethical problematisation) does not offer the humanist
promise of “completion” or of escape from ideology/government oppression. It just
happens that Cultural Studies has been taken up as the dominant mode of analysis in
the documentary lesson. One of the objectives of this study has been to highlight
these contradictions inherent in the influence of Cultural Studies on the documentary
lesson, while also indicating that the persistent practice of ethical instruction has
emphasised a single English objective at the expense of other fundamental
curriculum requirements. Importantly, the introduction of a new text type (for
example, documentaries) into the curriculum means that subject English merely
reconfigures itself in a new iteration to accommodate the change as a site of ethical

problematisation.

I am about to consider the historical curriculum developments that have had a kind of
gravitational influence on the modern documentary lesson; however it is worth
recalling a number of points before moving further. Firstly, we have seen that the
prevailing models of English are similar in form in that they function to implant a
moral technology in students that serves the governmental purpose of teaching them
to “think for themselves,” and to think “about” themselves as subjects of their own

conduct. Secondly, we should remember that the problem in continually supporting
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the view of emancipatory education is that this vision ignores an inherent

contradiction:

There is [...] a paradox in teaching independence of mind. If I as your teacher
tell you to think for yourself, you are caught in an impossible position. Think
for yourself, and you are still thinking as I tell you, in my terms. Think not as |

tell you, and you must decide not to think for yourself (Donald, 1993: 121).

In the English classroom, “teaching independence of mind” is often the goal, and
whenever a new text-type (or other curriculum innovation) appears, it seems this
humanist value is attached to the text-type. For example, when attempting to envelop
all domains of experience with literacy, Ray Misson asserts a series of values as
“self-evidently true,” beginning with the notion that: “We as individuals are created
— at least partially — through texts” (Misson, 2005: 40, emphasis mine). By
focusing on the ethical, however, English ignores its other two educational
objectives. Regardless of which model of English is invoked, we should remember
that since many human practices are not based on language or knowledge (Hunter,

1993: 128), then

nothing is gained by attempting to reduce the host of social technologies and
special procedures of the apparatus of literature to the single point of

consciousness, or to linguistic structure (Hunter, 1984: 425).

The current study has shown that Hunter’s general critique of subject English does in
fact apply to the documentary lesson, in which ethical instruction attempts to engage
students in a study of documentary texts that will positively affect them as
individuals. How then, do these contradictions within subject English so often (and
so effectively, in the case of media pedagogy) become invisible and naturalised? To
answer this, I wish to briefly review important changes in the Western Australian
TEE Syllabus from the vague introduction of the documentary text-type in 1984 to its
more solid status in 1990. These localised changes will then be supplemented with
general developments of media pedagogy in English education in Western society
since the 1960s, in order to comprehend the historical context in which this study

should be considered.
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By tracking the TEE Syllabus from 1984 to 1990, we see that the curriculum moves
from adopting a hybrid Culturalist-personalist perspective in the 1980s, to something
closer to post-structuralism in the early 1990s; however, throughout this succession
there is the constant emphasis of language as central, as well as a consistent balance
of rhetorical, aesthetic and ethical interests. The significance of the persistent
practice, therefore, is that it acts as a filter through which teachers interpret the
curriculum, as reflected in the interviews, sample teaching programs and curriculum
support materials examined in this study. To begin with, the 1984 Syllabus very
clearly values the humanist themes of “the individual” as well as the capabilities of

language:

In the teaching of English, more depends upon the personal qualities of the

individual teacher than in the teaching of most other subjects (SEA, 1984: 106).

The study of resources in this area [non-print media] should aim to develop an
awareness of the special qualities of the medium, but since this course concerns

itself with language, the concentration should be upon the language used (117).

We see reflected here both Culturalist and personalist ideas of freedom, individuality
and the “special qualities” of text, however we should also take note that the final
examination did not test students’ understandings of the non-print media studied.
Non-print media texts were included in the syllabus because they (including

documentaries) offered

frequent opportunities for the study of truth and falsehood in language, and
opportunities to learn to follow the line of an argument, to appreciate the
different strategies used in interviews, to recognize different ways of avoiding
issues, to distinguish between clear and muddled thinking and to be aware of

bias and appeals to emotion (114).

In other words, the non-print media offered rhetorical training, thus balancing out the
curriculum. The 1986 Syllabus introduces more specific objectives for non-print

media; covering aesthetic, ethical and rhetorical skills/understandings with such
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notions as “understanding[s] of the role of genre conventions,” “how media texts
relate to culture and social value system[s]” and “critical vocabulary appropriate to
describing media texts” (SEA, 1986: 153 — 154). Language is still central, however it
is infused with personalist-ethical characteristics in its definition on the Syllabus’

first page as

a means by which human beings communicate with one another, pass on
traditional values and generate a sense of self, [and therefore] is an essential

component of every culture (151).

As such, we can still identify traces of the ethical practice even though the document,
as a whole, maintains a balance across the three objectives of the curriculum. It
appears that these areas are expected to be treated discretely; for example, aesthetics:
“They [students] should be able to describe the defining characteristics of a genre”
(155), and ethics: “locate some of the unstated assumptions that underly both genre
and convention” (155). This separation is still evident in the General Aims of the
1987 Syllabus (SEA, 1987: 81) even though an explicitly Culturalist attitude
dominates the 1986 and 1987 documents in phrases such as: “It is essential for this
subject that students develop an awareness that some forms of language are richer
and better able to express humane values than others” (SEA, 1986: 151; SEA, 1987:
81). The late 80s’ Syllabuses also show how the centrality of the student also impacts

on the expectations of teachers and students:

Since this subject aims to help students develop their own powers of
discrimination and independence of judgement, teachers should give serious
and sympathetic attention to what students enjoy and value, using those
interests as the starting point from which to develop their skills and

understanding (SEA, 1986: 151; SEA, 1987: 81).

It is here that we see the origins of what becomes (in the interviews and teacher
programs) the principal aesthetic-ethical concern that “if we’re teaching them to be
critical viewers, it’s got to interest them and it’s got to have some sort of link to them
so that they can understand it from their context” (T2). As I have argued earlier, the

result of this emphasis on “relevance” is that aesthetics is consigned to the ethical in
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two ways: i) aesthetic interests become linked to conceptions of the students’
subjectivity as “passive/uncritical viewers”, and ii) aesthetics is only considered in
order to allow students to engage personally with the text so that the inevitable

ethical analysis can take place.

The 1990 Syllabus shows a number of significant changes to the overall aim(s) of the
subject as well as the position of documentaries within it. Language and its
relationship to culture and “the self” are still dominant, however there is an

interesting disciplinary statement that the course

is designed to meet the needs of students considering applying for tertiary
entrance at the end of Year 12. It emphasises the development of critical and

analytical thinking, such as is demanded in tertiary study (SEA, 1990: 119).

The significance of this is that the English teacher is no longer privileged in the same
way as in the 1984 Syllabus; instead, the English course, teacher and students are
recast in their institutionalised roles within the educational system. Additionally, 37
documentaries are listed as recommended texts and the documentary text-type itself
receives a dedicated section (121) that in fact remains exactly the same in every
Syllabus until the 2006 Course of Study. The implications of these changes for this
study are that in 1990 the Syllabus takes on a much more specific, rigid form with
respect to documentary study. It is no longer something that teachers can use “as
necessary” to ensure that students receive a “well-rounded” education. Instead, it
becomes an identifiable object of study, with recommended texts covering mostly
nature documentaries, historical issues and aspects of Australian culture (124 — 125).
Predictably, of course, the text-type is also recuperated as merely another opportunity
for ethical inquiry. Recall, for a moment, that in the Discussion of Research Question
Three, we saw how seemingly different student examination answers (from the 1995
— 2005 Good Answers guides) represented essentially the same ethical practice. It
would be short-sighted however, to simply suggest that teachers are interpreting the
Syllabus incorrectly. Because teachers are often acting in response to the decisions of
bureaucratic groups to which they are often minimally represented (Rhatigan, 2001:

40 — 41), I will now locate the historical emergence of this persistent practice
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throughout the theoretical positions of media pedagogy before documentaries even

entered the Western Australian curriculum.

Interestingly, documentary pedagogy receives barely a mention in an international
collection of a “wide and unique range of accounts of education about the media for
young people between the ages of 4 and 18” (Alvarado & Boyd-Barrett, 1992: 1).
This is perhaps unsurprising, documentary entered the Western Australian Syllabus
as a required text for study in 1990 and for practical purposes the pedagogy seems to
have relied upon materials in the adjacent field of film/TV study in general. It is
important to recall only three dedicated chapters on documentary study were found
in commonly available (not necessarily “popular”) English textbooks; and only one
interview participant mentioned using a textbook; the others described more or less a
similar “discussion and notemaking” approach as would be used for the study of a

feature film.

Although this is oversimplifying a very broad history, the study of media can be
understood as beginning with the recommendations of both the 1959 Crowther
Report and the 1963 Newsom Report that the mass media have powerful effects on
children, both negative and positive (Halloran & Jones, 1986/1992: 12). This
Culturalist position was further taken up by Robin Wood, who debated against the
formalist tendencies of Alan Lovell in the 1960s — 70s issues of Screen and Screen
Education (Cook, 1992: 155 — 158). The 1970s and 80s saw Althusserian approaches
to ideology employed by Film Studies, particularly in the psychoanalytic/feminist
work of Laura Mulvey (1975). Aspects of post-structuralism, reader-response and
intertextuality (through the 1980s — 90s) seem to be the most recent inclusions in
media study that have had an impact on mainstream English. The typical way these
developments have been integrated by English pedagogy can be seen in the

following range of comments:

[Flor many young people the mass media may well be the single most
influential environmental factor in their lives, barring the home itself [...] [W]e
have believed that the teaching of the cinema can be a powerful civilizing force

in itself (Kitses & Kaplan, 1974: 5)
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Knowledge of the mediated and constructed nature of the television message,
and of the ways in which pictures are used selectively, ought to be part of the
common stock of every person’s knowledge in a world where communication
at all levels is both increasingly visual and industrialised (Masterman,

1980/1992: 50).

Documentaries allow you to question things in the world because
documentaries do that. They question things but at the same time, I want them
[the students] to question the documentary and how it’s been constructed and

that sort of thing (T3).

Documentary is in a strange position here: a documentary text can be a cinematic
feature release (in which case, popular views of English are likely to concede that it
may be art), or a TV production (of which, Critical Literacy seems to be
automatically wary). Perhaps this is one of the reasons why the text type has been so
ignored in theoretical debate. These views also echo a key idea identified in the
Discussion, that theoretical shifts in Literary/Cultural Theory are incorporated into
subject English through a process by which the persistent practice simply draws on
them as ready-to-hand means of generating the ethical problematisation. Therefore,
each of these changes in media pedagogy has flavoured the contemporary
documentary lesson. What I am concerned with at the moment is how the subject
conveniently “forgets” the historical construction of its own discourse, with each
new theoretical iteration announcing its improved ability to civilise students. For
example, the 2006 Course of Study was viewed by (some) teachers as heralding a
new era of freedom, in which the loosening up of text-choice reflected the
curriculum becoming more “in tune” with the students’ interests. Still other teachers
criticised the “content-less” syllabus. Even without Hunter’s reminder of Stow’s
1850 invention of the playground as a place where children’s “true character and
dispositions are exhibited” (Stow, 1850 cited in Hunter, 1997: 319), or Dixon’s
1960s personalist pedagogy, we have evidence that both of these responsibilities had
previously been allocated to the subject. For instance, the 1986 TEE English Syllabus
encouraged the study of video clips such as Michael Jackson’s “Thriller” (SEA,
1986: 155). Additionally, the 1987 Syllabus informs us that English “must be seen as
a continuous process of growth from Year 1 to Year 12” (SEA, 1987: 81) which of
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course anticipates the Post-Compulsory Review by about a decade. In 1972, Shayer
criticised post-Dartmouth pedagogy by referring to “the ‘fallacy’ that English had
‘content’” (Christie, 1993: 98 — 99). Despite this case of “forgetting,” there are some
promising instances of theory that push towards a Foucauldian critique of the media
and media pedagogy (for example: Buckingham, 1991 and Luke, 1993) however the
implications of these theoretical viewpoints inevitably wrap themselves in ethical

problematisation:

[T]his implies that as teachers we need to understand more about what our
students already know before we start trying to teach them what we think they
ought to know. Yet it also points to the need for a more open, questioning style

of teaching (Buckingham, 1991: 30 — 31).

[A] study of televisual texts and audiences enables a study of how TV
structures family social patterns and hierarchies of control, how subjects
construct themselves in relation to TV content and schedules, how discourses

of the popular become discourses of ourselves (Luke, 1993: 176).

By now, we should of course recognise the familiar themes of “the pastoral
relationship” and “the self” in these accounts. Even in 1974, Cary Bazalgette
suggested that English teachers tended to ask students for moral-ethical responses to
films, rather than teaching how these responses have been influenced by the film
technique. On the surface, this seems strikingly similar to the neo-Foucauldian call
for the explicit instruction of reading/viewing practices, particularly when Bazalgette

suggests that

in many classrooms the response that is sought is not necessarily the students’
immediate emotional response, but one that is acceptable to the teacher, and
that is based on sets of definitions already offered by the teacher, for example,

“What does this film tell us about the war?” (1974/1992: 31)

This critique could certainly apply to much of the documentary pedagogy addressed
in the current study, however, Bazalgette closes with the remark that “They [the

students] are, in fact, being specifically trained not to articulate their own responses”
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(31). What we are seeing in the history of media pedagogy is that while clinging to a
kind of humanist conception of students as autonomous subjects, the ethical practice

is unavoidable.

5.2 Implications for future research

Throughout this analysis of the documentary lesson, it has been necessary to consider
a number of concerns in the pedagogy of other visual texts. Therefore, there are
implications for future research in these other areas of media text pedagogy (within
English); firstly, in order to further substantiate some of my speculations and
secondly, to broaden the current debate into these areas. One obvious topic that will
benefit from further research is the reluctance of English teachers to use textbooks.
In this study, only one participant referred to the use of a textbook when teaching
documentaries: it is of scholarly interest to determine if this is a feature of classroom
practice in other text areas. My speculations on this as a contingent requirement for
the pastoral relationship are necessarily interpretive, however further research may

confirm (or negate) this explanation.

The four teacher interviews have not been offered as representative of all English
teachers, although the interpretations align closely with my personal observations of
teaching practices in three (very) different school contexts, as well as the
governmental view of the philosophical tendencies of the popular views of the
subject itself. Further interviews may offer supporting evidence, or of course may

reveal examples of teachers who do not fit the patterns identified in this study.

The alternative practice that I am about to offer in Section 5.3 is based entirely on the
theoretical framework, and research conducted, for this study. It is beyond the scope
of the project to investigate how students might react to (and cope with) this
alternative practice, however this is an area that deserves to be investigated. From my
personal experience teaching a similar program on the topic of feature films
(specifically, the historical development of the Hollywood action film), students
seem capable of understanding this kind of teaching practice, but their retention of
the information suffers. ie: The students performed very well in the analysis of the

ideological component of the action film study, however they did not retain the
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“aesthetic/stylistic” analysis to the same degree. This is unsurprising, given what the
current study has revealed about the persistent practice in general. Had students been
exposed to a more balanced curriculum in the five years of secondary schooling
leading up to the action film study, they may have been more experienced in this
wider range of viewing practices. Students’ capacity to perform a wider range of
practices, of course, is one of the implications of a neo-Foucauldian model of

English.

5.3 Recommendation: an alternative documentary

pedagogy

This project has examined the ways in which the documentary lesson functions as a
particular technology of government within the apparatus of education. By its
dependence on an impossible conception of the student as autonomous, self-
constructing humanist subject, the persistent practice of English pedagogy attempts
to raise itself to a privileged position which it cannot, in fact, occupy. The effect of
this practice, in the documentary lesson and elsewhere, is that English cannot serve
its three curriculum objectives because it begins to focus exclusively on the ethical.
As we have seen, the aesthetic and rhetorical concerns become devices by which
students are manoeuvred toward ethical self-problematisation. This process results in
the ethical practice becoming naturalised for students and teachers; severely limiting
the study of texts. I now wish to close the study with a brief recommendation for an

alternative practice.

I pose this recommendation in a series of three theoretical assertions upon which an
alternative practice could be grounded. It is beyond the scope of this project to
provide a detailed teaching program (for example: a four week unit on documentary);
instead I have included a student task sheet in Appendix I that identifies the key texts
and concepts involved in what I am offering as a model, and two further summaries
of possible tasks. These are not designed to be delivered “as is” — they should be
read as templates or prototypes that can be added to, or modified, in order to become

appropriately complex for a particular group of students. For example, it would be
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possible to combine parts of the investigation task with a study of feature film in
order to develop a kind of intertextual focus between genres. My emphasis here is
simply in the conceptual construction of the teaching practice, rather than on the
specific texts or content to be covered. Doubtlessly, there are substitutes available for
almost all of the texts. I aim to highlight what historical-philological practice might
look like, in terms of addressing the “balanced curriculum.” This practice would treat
ethics, rhetoric and aesthetics as discrete areas in their own right. The key
implication of my study is that the pedagogy needs to change, and here I offer a
necessarily brief sketch of one way that this might be accomplished. The three

principles upon which this practice depends are:

e This practice addresses the language of the documentary;
e This practice is not organised around a central theme or issue;

e This practice sees viewing as productive.

In the first principle, I use language to refer primarily to the specific, historically
defined attributes of documentary production and reception. This involves factual
knowledge of the development of the form, for example an awareness of the
Lumieres’ Arrival of a Train (Arrivée d'un train a La Ciotat, L', 1895) and Flaherty’s
Nanook of the North (1922), as well as historical contingencies such as the enabling
effect that the miniaturisation of post-World War II location filming equipment had
on the emergence of the aesthetic style of cinema verité genre (Bordwell &
Thompson, 1997: 409; Bruzzi, 2000: 68 — 70; Cunningham, 2005: 211). The point of
this is to avoid the ahistorical tendencies of a structuralist (Althusserian) analysis of
codes which locates meaning “in” the text itself. Instead of assuming the text has an
essential meaning, or “essence” (Bennet, 1983: 7), this alternative practice considers
a particular documentary text within a network of other texts and discursive objects.
Significantly, this historically-grounded study of documentary aesthetics
accomplishes what Hunter terms a “description of texts — of their compositional
technologies and historical deployments” (Hunter, 1988a: 289). Such an analysis of
Triumph of the Will, for example, would look very different to those which rest on

the ethical consciousness of the students.
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I am conscious that the study of documentaries should not become a kind of
“introduction to university film study” or even a miniature version of university film
study. At the same time, of course, we should be aware of the decades of research by
Noél Carroll and David Bordwell in the academic field of film theory that offer much
to our studies in English. For example, Carroll’s criticisms of the limitations of
Cultural Studies-influenced Film Studies (Carroll, 1996: 276) add weight to the
argument that English ought to consider other options. Perhaps the foremost example
of how this first principle might affect the practice is in the way the program begins.
Unlike the lessons described by the interview participants, this task does not begin
with a comparison of feature films and documentaries. Instead, we begin with a
comparison of TV news and feature film documentaries, accepting Rosen’s
distinction that TV news is “live,” and therefore somehow closer to reality than a
feature documentary which appears to be about the “past” (Rosen, 1993: 59 — 60).
Additionally, the semiotic construction of the TV studio versus, for example,
Michael Moore’s shabby clothing and hand-held microphone, reveals significant

genre distinctions when compared to contemporary network newsrooms,

which are always at some point (usually openings and closings) shown in a
long shot that emphasizes the resources the network has committed to the news
department — not just in the number of subsidiary personnel supporting the
anchor and reporters, but in its technologies of news recording, gathering and

transmission (59).

The second principle refuses to organise the study around (or even focus on) a
central theme or issue. I recognise that documentary scholar Bill Nichols states that
documentaries typically deal with socially debateable issues (Nichols, 2001: 66 —
67), however this does not mean that the only way English should teach these texts is
by asking students to engage with the issues or personally reflect upon them. This
study has revealed that the dominant practice’s emphasis on issues is one of the
characteristic ways in which curriculum delivery is destabilised. The major objective
of the alternative pedagogy is to address this; we have also seen that feature film
pedagogy stresses the ethical at the expense of aesthetics and rhetoric, so by making
changes in the documentary lesson we can begin to influence the pedagogy of other

text areas. My choice to assemble the assessment task around the topic of
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“documentary and creativity” is deliberate for two reasons: i) it allows the task to
encompass some of the documentary texts mentioned during the research for this
study, and ii) it culminates in a detailed analysis of one director’s work, allowing for
aesthetic interest in the auteur theory as it applies to documentary film. Of course,
this kind of analysis may be read as privileging “the expression of the individual”
and as such this allows the program to investigate the value systems involved in the

auteur theory itself.

This third principle follows Moon’s (1994) conception of English as transmitting
localised skills and understandings, which may call for direct instructional methods.
Therefore, this practice teaches students how to produce aesthetic, rhetorical and
ethical readings of the documentary texts. The practice is earthed firmly in a
productive model of reading which views meaning as something which “is not a
thing that texts can have, but is something that can only be produced” (Bennett,
1983: 8). Reading (or viewing) as a productive practice means that meaning is
activated through following certain historically determined rules in which the reader
performs a specific meaning-making routine (Bordwell, 1989; Greenfield, 1983: 136
— 140), rather than recovering “origins — of the text, of the author, of an underlying
system or of her or his self or consciousness” (Mellor, 1992: 251 — 252). It should be
noticed that this means students can be instructed that reading/viewing simply entails
that “we have a practical familiarity with some practices of reading [and viewing]”
(King, 1984: 126 — 127), and that different interpretations come about because of
different historical contexts in which the “content” of the text is activated (Hunter,
1983: 230). This would enable, for instance, the teaching of a resistant reading of
Michael Moore — although I have not used his texts for this purpose in this case—
provided it is presented as an ethical practice that has certain boundaries and rules of
production. At the same time, however, there are options for the production of
intertextual readings (aesthetics), and a rhetorical analysis of the artistic/artificial

proof offered by a particular documentary (Nichols, 2001: 50 — 56).

I believe that the three sample student tasks in Appendix I follow these three
principles and, as such, offer the beginnings of a move towards a more stabilised
documentary pedagogy. Taken into account with the overall argument presented in

this thesis, the sample alternative teaching tasks aim to refocus some of the critical

122



attention in English theory and practice onto the non-print genre, beginning with

documentary text pedagogy.

Chapter summary

This chapter began by clarifying the theoretical position of the project as belonging
to neither Culturalist nor Cultural Studies models of English by identifying the
inadequacies of these models with respect to the teaching of documentary films. The
naturalisation of the ethical practice was then tracked through, firstly, the TEE
Syllabus documents from 1984 — 1990, and then through developments in media
pedagogy theory from the 1960s — 90s. I identified three implications for further
research; given the assumptions/interpretations relied upon for this study, as well as
the necessarily theoretical proposition for an alternative documentary pedagogy.
Finally, the chapter recommended three principles for an alternative practice that
focused on the language of documentary texts, distanced itself from “themes and
issues” based approaches, and invoked a productive model of reading/viewing

practices.
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Appendix I: Sample student tasks for alternative pedagogy

NB These tasks are designed for a Year 12 English 3B Course of Study class. The learning
context is “language and knowledge,” and students are assumed to be achieving between
Levels 5 and 8. Firstly, I provide a sample task sheet for an Investigation, and then a simple
list of possible Response tasks; the purpose is to demonstrate how the alternative pedagogy
could be applied to the different assessment types. The first task sheet is necessarily more
detailed here, for illustrative purposes here, than it would be if actually provided to students.

English 3B Investigation: Documentary & creativity

Student task: Investigate a range of documentary films that exhibit some of the different
stylistic choices available to filmmakers. Then write an essay in which you
persuasively argue for an historical appreciation of the aesthetic style of one
filmmaker.

In this task, we will view a range of documentaries from different historical periods in order to
examine some of the stylistic features of the genre. Our focus will be on the way that specific factors
can influence the style of particular documentaries, including; artistic intentions, the available
technology and the purpose of the text itself. The final assessment will require you to write a
persuasive essay in which you argue for the appreciation of one director’s style according to historical

facts, rather than simply what is known as the auteur theory.

Viewing and writing skills will be learned and assessed in this task.

Period 1 Period 2 Period 3 Period 4
Introduction to Common Common —_ >
documentary documentary styles: | documentary styles
history: continued:

Viewing extracts-
® Arrival of a Train Contrast Techniques of Sumrgarise the
(Lumigre & d(?curnentary form editing, selection and rhetor.lcal.
Lumigre, 1895) with TV arrangement: organisation used by
news/journalism artistic/entertainment | Moore in Roger &
® Nanook of the choices and Me in order to
Week 1 11\79052}1 (Flaherty, Cinema verite and persuasive intentions | persuade viewers to
) “documentary truth.” produce the meaning
® Deep Blue that “Roger” is
(Attenborough, Theory — the Viewing extract- unscrupulous. Add
2003) influence of location | Pumping Iron (Butler | one paragraph to
filming equipment & Fiore, 1977) — comment on your
Theory — Grierson’s | on form/style. entertaining attitude towards this
“creative treatment manipulation of kind of
of actuality” Compare Gimme editing manipulation, given
Shelter (Maysle & that the popular view
Maysle, 1970) with | Roger & Me (Moore, | of documentary is
the films viewed 1989) — persuasive that it is
previously. manipulation of objective/true.
editing
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Documentary and Director study: Director study —>
society: continued
Viewing extracts- Introduction to Viewing Mr Death. | Weekend
® Olympia Errol Morris homework:

(Riefenstahl,

1936) o Read an interview
o Triumph of the Viewing extracts- with Errgl Mgrrls.

Week 2 |  Will (Riefenstahl, Summarise his
1934). ® Fast, Cheap & ideas on
Out of Control documentary style,
Read (and identify (1997) with relevant
the rules used in) ® Mr Death (1999) quotes.
sample critiques: ® The Thin Blue
ethical' and Line (1988)
aesthetic’
Director study Theory — auteur Theory — Essay preparation
continued: theory and alternatives to the
documentary films auteur theory -discussing the
Closely examine question
extracts from Fast, Read textbook notes | Revisit the extracts | -rhetorical form
Cheap & Out of on auteur (Moon, from the three texts, | (selection and
Control, Mr Death | 2004: 11 — 14). in light of arrangement for
and The Thin Blue information about persuasive effect)
W Line to determine Using the the roles of the -review of relevant
eek 3 e . .
the specific framework/model production terminology
characteristics of provided, write designer,
the style. Consider: | three paragraphsto | cinematographer
persuade a reader and editor.’

-editing that Mr Death is the
-set design product of a film Write the essay
-cinematography auteur with a and hand in by
-interview staging distinctive style. (due date).

The question for the essay comes from the 2003 TEE English exam:

The power of a documentary film lies in its filmic style rather than its content.

Respond to this statement by referring to at least one documentary film.

Additional focus questions to assist you in preparing the essay:

Because of the popular view of documentaries as “objective,” what does this suggest about the
likely interpretations by viewers? How would a persuasive style be more (or less) powerful than
the documentary’s content?

Because Errol Morris’ style is so obviously unique, how might this influence the audience’s
attention, engagement or response?

Because the auteur theory values the “director as creator,” how might this influence the
audience’s response?

What other factors have influenced the style of Mr Death? (Eg: technology, cinematography,
viewer expectations of Morris’ film style. Think about how Morris’ trademark of including his
interview-voice only once in the film was an accident that came about during filming of The Thin
Blue Line and has since become a stylistic feature.)

! Ethical considerations: critiques the film based on the twin notions of “versions of reality” and
“viewer positioning”’; see Quin (2003: 83 — 94).

% Aesthetic appreciation: praises Riefenstahl’s artistic use of the documentary form.

3 Students will be taught about the stylistic contributions of Ted Bafaloukos (Production designer),
Bob Richardson (Cinematographer) and Karen Schmeer (Editor).
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Two further possible tasks

NB These tasks are not intended to be used in conjunction with the previous program. Their purpose is
to suggest how the alternative pedagogy might be used for tasks which are not dedicated documentary

investigations.

Two interpretations of Triumph of the Will: aesthetic & resistant.

Students are expected to learn the rules of performing both an aesthetic viewing (ie:
appreciating Riefenstahl’s use of the documentary form) and resistant viewing (ie: criticising
the film as propaganda). It would also be relevant to include attention to the historically-
socially constructed aspect of persuasiveness by viewing extracts of Frank Capra’s World
War Il Why We Fight propaganda, which “seems remarkably naive and overblown in its

treatment of patriotic virtue and democratic ideals” (Nichols, 2001: 109).

Readings & viewings for the task:

Triumph of the Will (Riefenstahl, 1935).

Why We Fight: The Nazis Strike (Capra, 1943).
“Viewing Practices” (Moon, 2004: 177 — 182).

Fiction film’s appropriation of documentary techniques.

Students are expected to learn how the techniques of documentaries can be utilised by fiction
films. The focus is on how some techniques can be appropriated as a means of tapping into a
code that activates viewers’ expectations of “realism.” The distinction between “reality” and
“realism” is a key component of this task. For example, The Blair Witch Project will be
examined in terms of its use of handheld shooting techniques, as well as the way its internet
marketing promoted it as a documentary in order to influence viewer expectations by

activating particular genre knowledge.
Viewings for the task:

® This is Spinal Tap (Reiner, 1984) e JFK (Stone, 1991)
® Blair Witch Project (Myrick & Sanchez, 1999) e Schindler’s List (Spielberg, 1993)
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Appendix II: Interview questions & clarifications

10.

11.

12.

Can you briefly outline which classes you have taught documentary texts to
in recent years? (Probe if necessary: how recently have you taught
documentary texts to Year 12 TEE students?)

What are some of your preferred documentaries to teach? Why?

Are you able to describe a particularly successful experience in teaching
documentary film with secondary students? This might be any year group.
Suppose you are about to plan the teaching of a documentary text with Year
12 TEE English students. What would your first steps be?

When you are choosing a text for study, how often do you consider the
issues presented in the documentary?

What do you think are the key aspects that essay questions should ask about
documentary texts?

Is it possible for teachers to approach documentary texts the same way that
they approach a novel? How do you feel about this idea?

Do you have any personal criteria of content when choosing documentary
texts?

What are some of the common things you find students have trouble
understanding when you’re teaching documentary texts? Why do you think
these cause problems for students?

When you are choosing a text for study, how often do you consider the
techniques used by the documentary?

In what ways has your teaching of visual texts, including documentary,
changed over the years you have taught Year 11 or 12 English?

What are some of the aspects of documentary texts that you think students

respond to the most?
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13.

14.

15.

Some teachers like to structure their teaching programs according to a
theme that links different texts. What are your opinions about this approach
and how would documentary texts fit into a program like this?

How does the documentary text-type fit into your view of English as a
discipline?

Often, English teachers like to see themselves as being aligned with a
particular theoretical approach to literature and language. Are you able to

describe what your theoretical approach might be?
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Clarification of each interview question

For each question, the purpose is as follows:

1. Can you briefly outline which classes you have taught documentary texts to
in recent years? (Probe if necessary: how recently have you taught

documentary texts to Year 12 TEE students?)

This question is primarily a warm-up to focus the informant on the topic of

documentary texts, as well as to emphasise the Year 12 context.
2. What are some of your preferred documentaries to teach? Why?

Although this question further focuses the informant’s discussion to particular
documentary texts, I am also hoping to gather information that might reveal the

informant’s theoretical orientation toward texts.

3. Are you able to describe a particularly successful experience in teaching

documentary film with secondary students? This might be any year group.

The purpose of this question is to find out what the informant perceives to be a
successful teaching experience — their ideas of “success” may (or may not) be similar

to the learning outcomes of the Curriculum Framework.

4. Suppose you are about to plan the teaching of a documentary text with Year

12 TEE English students. What would your first steps be?
This question aims to reveal the informant’s key objectives in teaching the
documentary text type. It may provide interesting comparison to questions five and

ten.

5. When you are choosing a text for study, how often do you consider the issues

presented in the documentary?
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In this question I am trying to identify information that may help pinpoint the
informant’s views towards ethical-problematisation with respect to the kind of issues

that the informant considers important (if at all).

6. What do you think are the key aspects that essay questions should ask about

documentary texts?

This question serves to draw out the informant’s views towards the important aspects
of a documentary text, which may or may not reflect the outcomes of the Curriculum

Framework.

7. Is it possible for teachers to approach documentary texts the same way that

they approach a novel? How do you feel about this idea?

Because much visual text pedagogy explicitly argues that these text-types can be
taught in similar ways, this question asks informants to state how their position

compares to this concept.

8. Do you have any personal criteria of content when choosing documentary

texts?

This question is included for internal reliability purposes to compare informants

responses to questions two, five and ten.

9. What are some of the common things you find students have trouble
understanding when you’re teaching documentary texts? Why do you think

these cause problems for students?

With this question I am trying to get informants to feel comfortable discussing their
own beliefs about documentary texts by placing the responsibility on students. | am
hoping to draw out information about why the teachers believe certain aspects are

important and why they think students should understand these.
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10. When you are choosing a text for study, how often do you consider the

techniques used by the documentary?

This is another “extra question” to compare with questions two and five, however it
should also reveal information about the informant’s position on aesthetic cultivation

with respect to the documentary text form.

11. In what ways has your teaching of visual texts, including documentary,

changed over the years you have taught Year 11 or 12 English?

In this question I am hoping informants will provide concrete examples of teaching
practices that they consider successful and unsuccessful, as well as their theoretical
positions on the reasons for success/failure. Also, this information will contribute to
the internal reliability of interpreting informants’ views on which aspects of

documentary texts are important.

12. What are some of the aspects of documentary texts that you think students

respond to the most?

This question should allow further comparison of each informant’s beliefs about the
relative importance of different aspects of documentary texts, however the question
will also allow for informant evaluation of whether or not students are “responding
to” the same things that they believe are important. For example, an informant may

suggest that “unfortunately, students don’t respond to the techniques enough.”

13. Some teachers like to structure their teaching programs according to a theme
that links different texts. What are your opinions about this approach and how

would documentary texts fit into a program like this?

This question is seeking two possible kinds of information. The first kind relates to
the informant’s views on intertextuality (the ways that individual texts are linked to
many other texts). The second kind of information may reveal linking themes that are
congruent with ethical training or aesthetic cultivation. For example: a theme such as

“racism” may show the informant’s preference for ethical training.
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14. How does the documentary text-type fit into your view of English as a

discipline?

The primary purpose of this question is to allow informants to describe their view of
subject English with a concrete example. This question may also reveal the
additional information of whether or not the informant believes the text-type is valid

at all, and for what reasons.

15. Often, English teachers like to see themselves as being aligned with a
particular theoretical approach to literature and language. Are you able to

describe what your theoretical approach might be?

Supplementary to number 14, this question also allows informants to describe their
view of subject English, but in more detail. It will also suggest the extent to which
the informant identifies themselves with a particular view of English (eg:
Culturalist/Cultural Studies). The information from this question will provide
interesting comparison to the informant’s earlier statements that may (or may not)

match up to the theoretical position they believe they occupy.
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Appendix III: Information Letter to Participants and

Informed Consent Document

EDITH COWAN

(Name of participant)

I am currently studying a Master of Education (Research) degree course at Edith
Cowan University. My research involves a historical study of English teaching
practices, and some interviews with current, experienced English teachers. This
research has the approval of the Human Research Ethics Committee. The title of my
research project is: Learning the Documentary Lesson: Theory and Practice in
English.

The interview component of my research aims to describe the attitudes of English
teachers towards the teaching of documentary film. Participants have been selected
because they are experienced teachers of English and are currently (or have recently
been) teaching Year 12 TEE English.

The research project involves a detailed document study and short interviews with
four participants. If you decide to be a voluntary participant in this research, you will
be asked a series of interview questions (please see attached) about your approach
and attitudes towards teaching documentary film in the English classroom.
Additionally, I would like you to nominate and share with me a preferred teaching
resource for documentary film (for example, a worksheet, set of notes, or other
material). I will not collect this resource, but as part of the interview I will ask you to

“talk through” the way that you use the resource in the classroom.

The interview will take up to thirty minutes and will be tape recorded and
transcribed. Your name will be made anonymous, and you will not be identified in
either the interview transcript or the written paper. You will be free to withdraw from

the study at any time during the research process.
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Participants’ involvement is only required during the short interview stage and I am
the only person who will have access to the confidential material (audio recordings,
which will be destroyed following transcription, and the written transcripts
themselves). During the research process the data will be locked and stored at the

University.

As a participant, this research project offers you the opportunity to professionally

reflect on your own teaching practice. I hope you will find it a valuable experience.

Should you have any questions regarding the project feel free to contact myself
() o' (1< supervisor of the project, Dr Brian Moon (9370 6275). If
you have any concerns or complaints about the research project and wish to talk to an

independent person, you may contact:

Professor Mark W Hackling

Director: Research and Higher Degrees
School of Education

Edith Cowan University

100 Joondalup Drive

Joondalup WA 6027

T +61 8 6304 5170

F +61 8 6304 5850

If you are willing to participate in this project please sign the attached Informed

Consent Document and return it to me.

Yours sincerely

Stuart Bender

Student: Master of Education (Research)
Faculty of Community Services, Education and Social Sciences
School of Education

Edith Cowan University
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41 Bridle Drive
MAIDA VALE 6057
9262 777

0402 880 500

EDITH COWAN

| Learning The Documentary Lesson: Theory and practice in English

Student conducting project:

Stuart Bender

Faculty of Community Services,
Education and Social Sciences,
School of Education

Edith Cowan University

Tel:
Or:
Email:

University supervisor:

Dr Brian Moon

Senior Lecturer

Faculty of Community Services,
Education and Social Sciences
School of Education

Edith Cowan University

2 Bradford Street

MOUNT LAWLEY 6050

Tel: 9370 6275
Email: B.Moon@ecu.edu.au

By signing this document you are acknowledging that you are willing to become a
participant in this research project. This document acknowledges that you have:

e been provided with a copy of the Information Letter, explaining the research study

¢ read and understood the information provided

® been given the opportunity to ask questions and have had any questions answered to
your satisfaction

¢ been made aware that if you have any additional questions you can contact the
research team

¢ understood that participation in the research project will involve: an interview of up
to 30 minutes that will be recorded on audio-tape and transcribed for the purposes of
the research study

¢ understood that the information provided will be kept confidential, and that your
identity will not be disclosed

¢ understood that the information provided will only be used for the purposes of this
research project

e understood that you are free to withdraw from further participation at any time,
without explanation or penalty

e freely agreed to participate in the project

Signature:

Name of participant:

Date:
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Appendix IV: Interview transcripts and teacher programs

In this section I have included, in the form of an audit trail, particular data sources
used for the study that are difficult (or impossible) for a third party to obtain. In the
case of the original interviews for the study, I have included the entire transcript, and
in the case of the sample teacher programs I have simply included the pages to which
I refer. The Curriculum Council Examiner Reports are available online at the

following URL:

http://www.curriculum.wa.edu.au/pages/publication05.htm

*Interviewee: (T1)
*Interviewer: Stuart Bender (S)

S: So firstly, can you briefly outline which classes you’ve taught documentary
text to in recent years?

T1:  Well it’s part of the Year 12, or it was part of the Year 12 TEE syllabus,
because as you know now, we have a new syllabus with the course of study, alright.
So really what I’m talking about now is what we did last year and previous to that.
So I’ve taught Year 12s for as long as I can remember. So I’ve taught documentary
text in Year 12 for as long as the syllabus has been ... as long as it’s been a public
syllabus which has been at least 10 years. And I have occasionally looked at
documentary in Year 11 as well as part of the Year 11 ... well it’s not actually part of
the Year 11 TEE syllabus, but I look at it anyway, you know, when I think it’s
appropriate to get kids ready for what to expect in Year 12. So I’ve been teaching it
for years, in Year 12.

T1:  Okay. Sure. So ...
S: In Year 12 TEE.
T1:  So what are some of your preferred documentaries to teach?

S: Alright. It’s changed over the years, alright? I did ... I have done, and still do,
to some extent, documentaries that are called Nicaragua: No Pasaran, I’ve done
Camira Diary of Strike, okay, they are the two that I used to do early days and I still
use them occasionally because they’re so good to use. Recently, because you try to
do things that are more up to date and that the kids are more familiar with and
perhaps more in tune with. I’ve done things such as Columbine, Fahrenheit 9/11, I’ve
actually done ... okay, I’ve done one of the Cutting Edge series, it’s called Football
Hooligans. You know it at all, Stuart, that you remember it at all?

S: I’m not, but I know the series you’re talking about.
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TI1: Okay. So I’ve done that one as well. And have I mentioned MacLibel? Okay,
I’ve done MacLibel. And so they’re about ... they’re the common ones that I would
normally do. So that’s about six or seven for you.

S: Okay, so why would you choose these ones that you’ve sort of changed more
to recently, why would you use those ones?

T1:  Simply because the kids are more in tune with them. The kids know them and
perhaps they’re a bit more motivated to look at them a bit more closely. Also what I
try to do is I’ve tried to have a look at, say, some English and some American
documentaries and some Australian documentaries because I find them quite
different in style. Like you know, Columbine is very different to say MacLibel. So
I’1l do both and I'll point out the differences in style to the kids because Columbine’s
such a fast moving, so it 9/11, so fast moving. What’s the other one about the
MacDonalds, the guy who does the ...

S: Yeah, Supersize Me.

T1:  Supersize Me, I’ve done Supersize Me as well. So I like to choose
documenters from basically different countries because I find their styles are
different and expose the kids to different styles. So yeah, I do a lot of range. I tell you
what I do now as well. I don’t often, I don’t always do the whole documentary, I
choose bits and pieces. Like with Nicaragua: No Pasaran, I’ll do the beginning, the
fist 10 minutes and the last 10 minutes. And I'll cue it all beforehand so I'm not
sitting there for hours in the classroom trying to find it. So I know the exact numbers
and I’ve got them written down. The same goes for Camira Diary of a Strike. I will
just show the first 10 or 15 minutes of it to show kids that there are different ways in
which documentaries can be constructed and that the styles do vary. So I don’t
always do the whole thing. Sometimes I do, but not always.

S: Are you able to describe a particularly successful experience in teaching
documentary film with secondary students? This can be any Year group, it doesn’t
have to be Year 12 TEE.

T1:  To be honest with you, I find documentary ... I always find documentary ...
the kids are in tune with documentaries and they enjoy them, they look forward to it.
So usually when I’'m teaching documentary in Year 12 TEE, there’s never been an
occasion I don’t think where the kids have complained about it and not been
interested. I have found, say with Nicaragua: No Pasaran, there’s some music right
towards the end. And it’s very electronic music and it’s a very powerful scene right
towards the end. And I have actually, actually last year, I had kids say to me, where
can I get hold of that music and I’ve actually got the music on CD, alright, I’ve given
them the CDs and they’ve gone and actually made copies of their own. So they’ve
been so taken by it that they actually are looking for extra information off their own
backs, usually. So there’s not been one occasion where it sort of stood out as being
really tremendously successful, but I generally find the kids enjoy it. They enjoy the
non-print text really far more than they probably do the print text, I suppose because
they’re more exposed to non-print than they are to print texts. They’re more in tune
with it.
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S: Sure, okay. Is there perhaps a particular documentary text itself that you use
and you can remember it went particularly well or something?

T1:  To be honest with you, it depends on the class. They do ... like sometimes I
do Nicaragua: No Pasaran, and it wouldn’t work with the kids, and they laugh at the
music. And other time’s they’re really taken by it. So really it depends on the class.
So in general what I say is that kids enjoy documentary. No text really stands out
because the texts that we do are very popular usually. So if we’re looking at things
like MacLibel, or Columbine or 9/11 and so on, then they’re very popular, the kids
have often seen them beforehand anyway, which is no problem to me, I think that’s
an advantage. And so to answer your question I suppose nothing really stands out
because the kids are always ... not always, but generally enjoy it and ... but some
kids respond ... some classes respond better to some texts than others. And it’s hard
to predict, which is why sometimes I give the kids a choice. I say to them, look, we
can’t do them all, which would you prefer to do? And so basically I'll tell them
which ones are available and we’ll do a show of hands. And so I find that if I give
the kids the choice, it gives them a bit more say in what they’re doing and acts as a
way to motivate the two perhaps just a little more closely. Rather than me telling
them constantly what to do, they’re being given some choice as to what texts they’re
doing.

S: Suppose you’re about to plan the teaching of a documentary text with a Year
12 TEE English class, what would your first steps be?

T1:  Planning to teach it?
S: Yeah.

T1: I'd ask ... well, okay. I'd need to make sure they’ve got the texts that we
discussed previously, the one ... the Quinn text, so they’ve got that. I will say to
them even bore we even start, just to make sure that you’ve read that chapter before
we start. I don’t give the kids notes, copious notes like I used to simply because I
find the chapter in that text, and it’s the Quinn text, as good as I can provide them,
and since we make the kids buy it, really there’s no point in my copying it for them.
So all the information they really need as far as documentary and the syllabus is
concerned is in that chapter and they need to read it beforehand, and I tell them
beforehand to read it. The only other thing I’ll do beforehand is I'll say to them,
which ones would you like to do. It depends a bit also on what other texts we’ve
done in the course. And there’s another question later on that talks about theme,
because we often do gender issues and so on. So some of the texts I look at fit in
quite well with that sort of theme. So yeah, that’s as much as it gets really. The kids
also, because we do documentary later in the year, they’ve already done a feature
film where they ... let me just remind you that’s what they used to do in the old
syllabus because it’s changed of course now. But they used to do feature film
beforehand anyway, so ... and of course in Year 11 they used to do TV drama. So all
that stuff about film language they should all be familiar with, the types of shots, all
that stuff on use of the length of the shot, the colour and so on and so forth. They’re
all familiar with that sort of language which is also relevant for documentary. So
they’ve had a fair bit of preparation before they even get there.

146



S: When you’re choosing a text to study, how often do you consider the issues
that are presented in the documentary?

T1:  Quite a lot, quite often, because over the last few years we’ve had a general
theme running in our Year 12 TEE and it’s a gender theme. It’s really to do with men
rather than women, alright. The type of text we choose is reasonably important, but
it’s not the most important thing. But we do try to actually choose texts that will fit in
with the other texts that we’ve been using. For instance, as an exploratory text, we do
Biddulph’s Manhood. So we look at Manhood and then consequently some of the
documentaries we choose down the track hopefully will fit in with some of those
gender issues as well. And even Football Hooligans for instance because it’s dealing
with a very, almost cult like male sect of people who ... of Chelsea supporters,
Chelsea Football Club supporters, you can even look at that from a gender
perspective and ask the kids why are these guys behaving this way. So yeah, so in
looking at a theme, is something which is I think is a good thing to do because it
tends to tie the texts in together. And also gender I think is a good one to do because
the kids at the age of 16, 17 years old are also dealing with issues of masculinity and
femininity and their own gender issues and so they can tap into that and their
relationships with their parents, their brothers and their sisters and so on and all the
stereotypes of the things that are expected of them in terms of their behaviour. So it’s
a good thing to tap into because it’s part of their experience.

S: So is it something that you consciously think about when you’re preparing
texts that you’re going to choose?

T1:  Yeah, yeah it is. But the things is, we developed this Year 11 and Year 12
course seven years ago, even though it’s usually updated each year, and we’ve got all
the texts anyway. So basically we don’t think much about it any more now because
we’ve been doing the similar sorts of things really for quite a while. So we have all
the sets of books that we require for the kids and give them out. So yeah, so you
know, for instance, the short stories, we’ll do the Rhinoceros beetle which deals with
the gender issues, and As Paused to One to Fly, which deals with the same sort of
thing. So we’ve got all the text and so the texts really present the theme, to some
extent.

S: What do you think the key aspects that essay questions should ask about
documentary texts?

T1:  Okay. The key aspect, when you look at the syllabus, the syllabus looks at
documentary in terms of versions of reality. What the kids have got to understand,
this is what I explain to them very clearly, right up front, is that documentaries is not
fact. It’s not fiction either, but it’s not the fact, it’s not the truth as such. What it is, is
a version of the truth, or a version of reality. So that’s the key aspect, or that’s the
philosophical nature of the whole approach that we adopt and I think the syllabus
adopts that approach as well. So what we ask them to do is to do ... is to, when they
look at the documentary, is to say what is the version of reality that you’re getting
here, whose version is this, and how does he or she go about doing this. So they’re
the three things ... that’s the focus of the whole, of our whole approach. And so
that’s the key basically, you know, the kids have got to get out of their mind that just
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because it’s a documentary, it’s somehow the truth. It’s not. What it is, it’s a version
of someone’s truth. And that’s a very important thing for kids to learn. Actually it’s
not just documentary of course, it’s all texts, almost. And that’s the philosophical
approach that we adopt. And I think the syllabus approach is that ... it has that
approach and I think it’s a very good one.

S: Do you think it’s possible for teachers to approach documentary text the same
way that they approach teaching a novel? How do you feel about that idea?

T1:  Well, there are aspects of it that are the same. In a sense that they try to
influence you in certain way, texts and they present a particular version of the story,
or a particular version of reality. So in that sense you can approach them in the same
way. But obviously there are differences. There are generic differences between the
... difference between the texts. So the kids need to also understand what is it that
makes a novel a novel, what is it that makes a short story a short story, a feature
article, a feature article and so what are the characteristics of those things. And it’s
something else that we clearly define for the kids as we go along and teach all this
stuff. Every time we look at a new text, we discuss what the characteristics of those
texts are because yeah, I suppose because the characteristics of the text determine to
some extent what you can and can’t do. So anyway, so I don’t know if that answers
your question or not.

S: I’'m very interested in also what are the kids doing. So if we’re reading a
novel, we’re doing something while it’s in the process of reading it, and if we’re
watching a documentary while we’re watching it, we’re doing something. What are
you getting the kids to do with the similarity between both of those processes?

TI1: Okay, well the similarities would be what are the issues, and what ... and I
suppose the similarity would be what’s the version here? Who’s version is it and who
is this person. And I think it gets back to context as well. What is the context of the
author, okay, of ... and also perhaps the characters, alright? And what modern
context have we got as well? What’s your context and how does that influence your
interpretation of the actual story itself? So that’s the similarities between the
approach. So actually, like we ... that’s a similarity to it now, but I think no matter
what text that you look at, there are always things that you look at in class with kids.
So it’s context, I suppose, and it’s also what’s the version you’re getting here and
whose version is it? So they’re the, I suppose, they’re the things that we look at
which are similar between the different types of texts.

S: Yeah. And at a cognitive level, that’s what the kids are thinking about. What
about physically? What you’re actually doing?

T1:  What you’re actually doing? Well it depends on the sort of texts you’re
looking at. If you’re looking at documentaries which is what we’re talking about
right now, what I ... and my approach is ... well the kids often say look, can we see
the whole thing first? So some of them I'll say yes, some of them I'll say no because
there’s no point, ‘cause it’s too long, it’s too time consuming. So with some things
like Camira or Nicaragua: No Paseron, I’ll just actually show the beginning and the
end because I want to make a point. But with others, I'll show the whole thing and
then I’'ll get the kids to make notes, and I’ll put this on the board. I’ll get the kids to
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make notes on basically the fundamentals, the title, the director and things like
perhaps who the characters are and also what they think the issues are.

S: This is while it’s happening?

T1:  While ... yeah, that’s what I’'m hoping the kids will do. Okay? That’s that
sort of general note taking, you know. And I'll put that up on the board for them. But
then what we’ll do is we’ll go over a couple of scenes, right, in minute detail. And as
we are watching it, we’ll decide which scenes to look at, which scenes will be good
ones to look at. So often they’re obvious. They’re pivotal scenes or they’re scenes
that demonstrate an interesting device or an interesting technique of some sort. And
as we’re ... as I’'m going through it, I’ll make sure I’ve got the numbers so I can cue
them very quickly. And then we will spend probably three or four periods doing
nothing other than doing a transcript of that exact scene. And a transcript will be
information on obviously the dialogue, but also the type of shot that’s being used, the
length of the shot, the lighting, any juxtaposition of scenes and so on and so forth. So
anything that’s obvious that we need to point out. And as to how the actual
documentary work, or how that scene is actually constructed, how the director is
trying to make a particular effect, does that make sense?

S: Ah-hmm.
T1:  So that’s the approach that I adopt.
S: Sure, okay.

T1:  So I give the kids a choice. With the major documentaries, I will choose bits
and pieces of them myself to make a point. We’ll see the whole thing beforehand
usually because the kids get fed up with the thing being interrupted all the time, but
then we go back and we look at at least two scenes in detail, and that takes a long
time. Because I'm constantly using a pause button and the kids are writing copious
notes. Because that also becomes useful I their exam because I want them to be
actually quote, actual dialogue, actual shots as they’re trying to make a point.

S: I’'m curious, do you have any personal criteria of content when you’re
choosing documentary texts?

T1:  Notreally. It’s just that I ... this is a personal thing, I like the idea of doing ...
looking at men’s issues. I think that we’ve looked at women’s issues for a long
period of time and maybe it’s about time men look at their issues as well. So that’s
why I have chosen to do Biddulph’s Manhood, not that I think it’s the be all and end
all, ‘cause I think that the book has problems, but when I look at the short stories and
I look at the documentaries, I make a point of looking at the treatment of men. And I
think that’s a good thing to do because there aren’t many male English teachers, 1
don’t think. And maybe it’s about time that some of us did that. I'm being careful
about what I say here. [laughs]. Yeah, maybe it’s about time some of us did that and
say look, let’s focus on issues that men might face now. And I think the kids respond
to it, generally respond to it very well. And sometimes at the end of the year they’re
fed up and say we’re sick of this, but you can’t win ‘em all. So, you know. So, but I
think generally they respond quite well. And it’s quite a personal thing. And
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sometimes at the end of the year, the boys will open up a bit and they’ll talk about
the relationships they have with their fathers and with each other and the
expectations they have on them. And the girls will comment on it as well. And the
girls find it quite interesting also to this ... often they haven’t actually looked at the
issues that boys or men face, or fathers face. So that’s something that I just as a
personal thing, I like to do this with my classes. So that’s ...

S: Is there a reason why documentary texts, of all, would be relevant for that
kind of, I suppose that ... that line of teaching, that line of investigations?

T1: 1 think sometimes ... not necessarily. I think it’s somehow or other it lends
itself to it. I mean, depending on the documentary that you choose. I must admit
there’s another one I use which, I can’t quite think of the name of right now, it’s ... I
think it’s another Cutting Edge documentary that I use, and it deals with a men’s
group in Hobart. And the kids find it quite bizarre, the sorts of things that these
blokes get up to. And we talk about it and afterwards they’re not quite as alarmed,
once we’ve had a chance to talk about it, they’re not quite as alarmed as they first are
when they first see it. I wish I could remember the name of it. It’s ... I think it’s
Cutting Edge one again, and it’s ... it deals with ... it’s a postcode. And each week
they used to do a different post code. So this is Hobart whatever the postcode is. And
it’s just this little group of people living in a fairly isolated community and it’s the
men who get together in this community and they go through all these sort of rituals
and they have meetings and so on, you know. So what was the question again?

S: Just is there, or are there any personal criteria that you use when you’re
choosing documentary that you’re going to go with?

T1:  Well, okay. The criteria are that I think it’s got to interest me. It’s got to
interest the kids. It’s got to do what the syllabus once is trying to explain. There’s
probably lots of documentaries that you could choose to use that are okay to use, but
they’re not as good to use as some others. So I do think the choice is important. The
ones, the choice, the actual documentaries you choose to use are important because
some demonstrate the things you’re trying to teach more clearly than others. And I
think you have to tap into the kids’ interests. And I think you have to also hopefully
do something which you are enthusiastic about as well, because I think that rubs off
on the kids too. So they’re the criteria.

S: Sure. Okay.

TI1: Sorry, one other criteria. It needs to be fairly recent, I think, because ... it
used to be, anyway, the old syllabus, because I think the people who mark the TEE
get tired of doing the same ones all the time. So I think if you do something that’s a
little bit new and a little bit different, I think that’s also good in terms of the kids
answers and the TEE because I think the markers get tired of actually looking at and
doing the same texts year in and year out.

S: What are some of the common things you find students have trouble

understanding when you’re teaching documentaries, and why do you think those
particular things would cause problems for students?
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TI1: To be honest with you, I think the kids don’t’ have a lot of trouble with
documentary, usually. I think that once you point out what it is you’re trying to teach
them, they cotton on pretty quickly because they’ve probably seen a lot of TV that’s
in a lot of film, they’ve seen lots of documentaries and they’re in tune with it. The
find it a lot more trouble in fiction then they do with say with no-print. Suppose the
sorts of things that kids might find it difficult with, I mean the only concept would be
okay, what is ... what do we mean by a version of reality? Some of the kids who
aren’t as clever might find that difficult to get their head around, although I don’t
think it’s a particularly concept really. The other thing that we do ask the kids do,
also though, is about whether documentaries can be as entertaining as feature film.
So there’s another aspect that we talk about that’s entertainment, and whether
something can be both entertaining and informative at the same time. And what’s
more important. So the kids find it difficult to know what you mean by
entertainment, so you have to sort of explain that to them as well. And also the other
things that the kids do, I must admit, do find trouble with is the issue of context.
Some struggle with it because you can find information on the author, or the
directors, sometimes it’s hard to find it actually, but if you ... and they can sort of see
how that might be important, but they find it difficult to relate their own contexts
also, sometimes to the interpretation of a text. I don’t know why, but some of them
do struggle with it.

S: Okay. Can you tell me a bit more about that? Sort of, what you mean?

T1:  Well the problem is that I say to the kids, well, who are you, what are you?
Obviously if you’re looking at a text and it’s to do with gender issues, and you're a
16 year old boy, you’re going to look at it differently to what I’'m going to look at
because I'm over 50 years old. We’re going to have a different view of all of this. So
what do you think my view might be and how is it different to your view and why
are these views different? So that’s looking at their personal context. But see the kids
don’t have a lot of experience. The kids are only 16, so they don’t have a lot of
experience in ... they often though haven’t even questioned who or what am I? So
this is forcing them, I suppose, to start looking at questions like that which I suppose
is part of the syllabus, is getting them to think about themselves, think about the texts
and start asking those sorts of difficult questions. So some of them, I suppose to
struggle with that issue of context, and find it difficult to put that in writing in a way
that’s ... in a mature way. What can they say, I'm 16, I'm a teenager. So they find it
difficult to express that aspect of context in a fairly mature way. But they usually get
there by the end. If you talk with me, and I start talking about context in Year 11
with the kids, I deliberately talk about context, so I introduce them to at least the
term and what the concept is, so that when they get to Year 12, if I teach the same
kids again, they’ve already heard the term and so then they can start thinking
immediately about okay, alright, this is a text, how do I see this as differently from,
say, somebody else?

S: Can you think of any common things you end up writing as commentary on
kids’ essays to do with documentaries? Something that stands out at all?

T1:  Yes. Apart from all the actual stylistic things and grammatical type, spelling

type things, the kids often find it difficult to understand what the difference is
between say a version of reality and bias. And they’ll often say this particular
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documentary is biased. And I tell them they’re probably better off not using that term
bias at all, not to sue the word, because bias to me implies some sort of deliberate
manipulation. And quite often documentaries are not trying to deliberately
manipulate you in any way. What they’re ... all they’re doing is they’re trying to
show you a particular version of a story. And it doesn’t mean they’re trying to
directly manipulate you, they’re just trying ... they’re just showing you a version of
events. I don’t find the word “bias” very helpful when you’re talking about
documentaries. So I'll often say to the kids, don’t use that word. And they often do.
And I think it’s too easy to simply say something is biased, it’s just too easy. What
they really need to do is get beyond that and say, well, it might have a bias, what is
the bias however, what is the version you’re being presented with, whose version is
it, that’s the context part of it, and then how are you being presented with this
version, how are you being presented with that version. So that is something that I
have to drum into the kids, you know, that first of all documentaries are not the truth
as ... not a definitive truth on something. And secondly, they’re not either also
deliberately ... they’re not all propaganda, they’re not all trying to basically
manipulate you in some particular subversive manner. So they’re the things that I'm
trying to get across to the kids. And I often find myself commenting that on kid’s
work.

S: What about techniques? When you’re choosing text for study or when you’re
choosing a text, how often do you consider the techniques that are actually used by
that documentary?

T1:  All the time. All the time. It’s very important, because when you look at ...
what we try to do is to say to the kids, these are devices that are available to
documentary makers. These are the range of devices, okay. Let’s just see what
devices this person has used and also why have they chosen to use those devices?
What’s the reason? So I suppose what I’'m trying to do is to get them to be a little bit
more aware of how they are being influence? And also aware of how a particular
version is being presented. And I think that’s very important because I’'m just trying
to get them aware of the fact that when they are watching documentaries on TV, or
they go to the cinemas and they watch documentaries, that they need to know what is
the version they’re being presented with, who’s version is it, and also how ... ‘cause
I remember saying previously here, how is this version being presented? Because |
think that’s very important. So you’re talking about the type of shots being uses, the
use of music, the use of the juxtaposition of particular shots, the selection of
information, the selection of detail. Yeah, because the way in which something is
done is ... if they can understand that, they can understand to some extent the way in
which ... ’'m trying not to use the word “manipulated”, but they can understand how
they are being influenced. So it’s not just what is the person saying, it is also how are
they going about doing this? So if they can be aware of how they’re going, how
documentary makers go about trying to influence you in some way, they can become
more aware and more critical viewers. And that’s what we’re trying to do. So, see
quite often, you’ll get kids who are 16, or 15, 16, and they watch documentaries and
they immediately assume that’s the way it is. But that’s not always the way it is, and
that’s the point we’re trying to make. And we’re not saying that they’re being lied to.
What we’re saying is that’s just someone’s version of this event. And so how are
they presenting you with this version is also important. How are they trying to
influence you. So if they know how they’re being influence, then they can become
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more crucial and more aware viewers of documentary which is what I think is one of
the things we’re trying to do.

S: In what ways your teaching visual texts, including documentary, might have
changed over the years that you’ve taught Year 11 and 12 English? Did it change a
lot?

T1:  When I first stated, when it was first introduced in the course, in the syllabus
some years ago, probably about ten years ago, maybe longer, actually it’s probably
longer now, I really didn’t know that I was meant to be doing. And so I'd show some
documentaries in class and I was simply looking at the issues. It’s a simple as that.
Because I simply ... it was introduced into the syllabus and we were given
practically no guidelines as to what this was all about. And it wasn’t until I attended
a couple of in-service courses a year or two after the whole thing was introduced,
that it started to click with me and I started to understand what it was they were
really trying to get at. So it hasn’t changed a lot in the last 10 years or so, but it
change a lot in the first few years as I got a handle as a teacher on what they were
expecting me to do. And actually that’s a very interesting point, isn’t it, because
changes are made to the syllabus on a fairly regular basis and quite often I don’t
think we’re very well prepared for it. And we’re not well prepared for what it is they
are expecting us to really understand and what it is they’re expecting us to teach
these kids. So yeah, so it has changed, a lot.

S: So it’s changed from just focusing on issues to ...

T1:  Well I didn’t really even know. I mean, you read the syllabus and ... the
syllabus isn’t even all that explicit or clear about it. I don’t even think it mentions
things like versions of reality in the syllabus, I don’t think it does. And all that sort of
terminology came afterwards. And I remember actually clearly, it was War on
Grallier, that we heard of Warren, I attended a sort in-service with Ron Grallier and
he started talking about all this stuff and he actually chose Nicaragua: No Paseron
and Camira diaries and he showed us this and he took us through this and then the
whole thing started to make sense to me. And then I went away and I think I did a
much better job as a teacher after that, in teaching this stuff. Which is interesting,
isn’t it, because it just goes to show that while the calibre of the kids and their
parents and the cohort is important, so is the teacher. We need to know what’s going
on and keep up to date.

S: What are some of the aspects of documentary text you think students respond
to the most?

TI1: I think that, you know, obviously the controversial issues, or issues that
affect them. So obviously the MacDonald’s one and MacLibel and what’s the other
one that we mentioned?

S: Are you talking about Supersize Me?

T1:  Supersize Me, they really respond well to those sorts of documentaries

because they’re issues that affect them, and we’ve got a lot of kids working at
MacDonald’s at [my school]. And they’re things that ... they’re often ... weren’t
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even aware of until they’ve seen these sorts of documentaries. And so they respond
to the issues and documentaries that affect them personally, but also they respond to
documentaries that are fast moving and American style, if you want to put it that
way. And very entertaining. And while I don’t mind showing some of that, I also
make a point of showing different sorts of documentaries as well. But the kids, they
like to be entertained. And they like things that are fast moving because that’s what
they’re used to and they find it sometimes difficult to sit through a different type of
documentary like MacLibel, for instance, which is also quite long, which is a quite
slow movie. But that’s one of the reasons I some ... I hopefully ... at least show
parts of MacLibel because I want to show them that there are different sorts of
documentaries and that they are still very interesting, but they’ve got to make
perhaps a bit more of an effort.

S: Some teachers like to structure their teaching programmes according to a
theme that links different texts. What are your opinions about this approach and how
would a documentary fit in to that kind of programme?

T1:  Well as I’ve said, we’ve chosen the theme along gender issues and I choose
to actually look at male gender issues more than sort of female gender issues. And
some of the texts that we’ve chosen to use, we’ve bought sets of texts and we choose
... I choose texts anyway, like the short stories and even when I chose other novels,
like I’ve done say, for instance, Cloudstreet, I might look at Cloudstreet from a male
gender perspective. At least that’s not the whole thing, but at least I’ll look at that to
some extent. So yeah, I think themes are interesting for the kids to do, try and tie the
course together a little bit, and also of course from an intertextual viewpoint, the kids
can start making connections later on as well. Mind you, that’s not just was intertext
idea’s about, but at least it’s something that they can make links between different
texts and the subject matter and the way in which gender issues or issues can be
treated differently by different people and in different way. So we do look at a theme,
generally. But it’s not the be all and end all, but it is something that we do use to tie
the course together.

S: And how does documentary fit into that/

T1:  Well only in the sense that if you can look at documentaries that have a ...
that focus on mends issues for me, right, which I then ... I look at, I choose, then
they’ll fit in with other texts that we looked at. And it’s often very interesting
because when you look at, say for instance, some of the things that Biddulph has to
say in Manhood, and then you have a look at other documentaries later on, you can
well, you might be able to say things like well there you go, I mean, you thought a
[unclear] was ridiculous, but nevertheless here are these guys who are acting like this
in Football Hooligans, why are they like this? So you can sort of ... you can link
documentaries and film to some of the expository texts that the kids have studied
earlier in the year, and I think that’s quite a valuable thing to do. So yeah, so
basically we do use a theme.

S: How does the documentary text type fit into your view of English as a
discipline?

154



T1:  Well, I mean, when it was first introduced, I couldn’t really see it as being
part of the English course, but I’ve changed my mind now. I think it is an interesting
thing to do. It is a form of communication. It is something that the kids are exposed
to a lot when they watch the TV. And I don’t think it’s covered in the way we cover
it in any other part of the ... in any other quarters at the school, so I think it is a very
useful and an important part of the English course. I’ve got no trouble with teaching
it at all. The kids enjoy it and I think it’s a valuable thing to do. And someone should
do it and I think English teachers are probably best equipped to do this, to teach
documentary because I don’t think that others ... other subjects like say history, they
might show documentaries, but they don’t do them in the same way we do them. I
don’t think anyway. So we look at documentary from a different angle, if you want
to put it that way, and I think that it’s a very valuable thing to do because the kids
watch them a lot.

S: So what angle would that be?

T1:  We don’t just look at what the documentary has to say. Like for instance I
can imagine that in history they show the kids lots of documentaries on history of say
the World War I or World War II or whatever. They might look at the information
that they’re getting, but we don’t look at that so much. What we’re looking at is
things like ... and I think history actually use this approach as well, to some extent,
but what we do is we look at the version of the story and the context and we look at
the structure of the documentary itself, how is it constructed and how does it
contribute to the way in which the person who’s making the documentary is trying to
make meaning in some way. So that’s the approach that we use and I think it’s a very
useful thing to do.

S: I’'m curious about something you said at the beginning of that, was that in the
beginning you didn’t really see how it fit, but your mind has changed. I'm curious
what prompted the change.

T1:  Basically what prompted the change was getting a better understanding of
what they were trying to get at when they introduced it. I don’t think I was very well
prepared. I don’t think English teachers were very well prepared when the whole
thing was introduced right from the beginning and I feel a little about it actually
because I can remember those classes that I had and I was at a bit of a loss as to what
to do. But now that I’ve had a chance over the years to look at lots ... a variety of
documentaries very carefully, I can see how it fits in much better now, basically
because I’ve got a better idea of what they wanted from us in the first place. And I
think what they wanted from us was quite legitimate. I think it was quite a legitimate
thing to do, to look at documentary and look at feature film.

S: Sure. Often English teachers like to see themselves as being in line with a
particular theory or approach to literature and language. Are you able to describe
what your theoretical approach might be?

T1: I’m not exactly sure of it, okay, because I'm not really ... I suppose ... I have
... I was reading a text recently which talked about a post-structuralist approach and
it seemed to align with what we do right now. And I think what that means, I think I
could be wrong here, I think what it means is that there are versions of reality and
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there are versions of truth, but there’s not necessarily such a thing as the truth, and I
think that most post modernism I think is perhaps not a word that might ... some
people ... a label that some people might attach to it. And I find the whole debate
fairly interesting because can see where some people might say there is such a thing
as truth and you’re kidding yourself if there’s not. So I can see where they’re coming
from and I can also see where the other school of thought’s coming from in saying
there’s no such things as truth, there’s only versions of the truth. So there’s a tension
there, I think, between those two philosophies and I suppose, I don’t quite know
where I sit with those two issues because I think there are such things as truth, but
there’s also versions of truth at the same time. Maybe they’re both correct, but they
sit side by side. So I find that sort of philosophical debate fairly interesting, but I
don’t get into that with the kids. I think that would just confuse them.

S: How does that kind of debate fit in with, I suppose, your view of English as a
subject?
T1:  English as a subject to me, I would tend to say there are versions of truth,

there are versions of reality, it depends upon the context, the context of the person
who’s actually producing the text and your context. And I mean I agree with all that
sort of stuff, you know. But by the same token I don’t ... I think it’s too easy to
simply say that everything you are shown, is it just a version of the truth? There must
be some actual truths out there somewhere. For instance, if you want to get ... if you
want to discuss it any more depth, I mean, I think that there’s such a thing as right
and wrong, like I think it’s wrong to kill people or murder people. I think ... I mean
it’s an extreme example, so there is such a thing as right or wrong. I’'m not quite sure
whether the English people who support the other theory would say sometimes it’s
okay to kill people, sometimes it’s not. See what I mean? So I'm not quite ... I
haven’t quite worked that out yet.

S: So how does it, I suppose, relate to what you would actually be doing with
kids in English?
T1:  I'm careful about what I say. I don’t want to give the kids the impression that

there’s always a version of reality. And sometimes if the kids ... if I’ve got a small
class and they’re bright, I'll go the next step and I'll say, well you know, is there
such a thing as the truth, as a reality, is there such a thing? And I might short of
throw the question open to them and I might put it to you in exactly the way I’ve said
to you right now, I mean there is such a thing as right or wrong. We’re talking
morality here. And I just think with the bright kids, it might just ... I might expose
them to another way of thinking and might get them to question. But I'm careful. 1
don’t want to confuse them either. Because at the end of the day, also, the kids have
got to sit an exam, I’'m very conscious of that. ’'m conscious of what I’'m meant to
teach them and get through all the course and there’s a lot to be done in virtually
three terms, in 30 weeks. So I won’t ... [ don’t want to confuse them. And I basically
also want to teach them the course, look at all the texts very carefully, look at the
concepts and get them to pass that TEE exam as well as they can. So I don’t want to
confuse them too much. But sometimes if you’ve got some bright kids who I think
could handle it, I might just start talking about some of those other issues about what
is truth and what is reality and so on. So ... but it depends on the class.
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S: Sure.

T1:  Well the kids ... well this is the old syllabus, mind you, because the course of
study is ... things have changed, okay. So with the old course of study, with the text,
yes, the kids would buy that text. I think it’s called Text in Context, but you’d have
to check on that, it’s a Quinn text. I think you know the one. There’s two of them,
one for Year 11 and for Year 12. There’s a whole chapter in there on documentary
and quite frankly I can’t get at that. And because we get the kids to buy it, I say, read
it. What you need to know as far as documentary and as far as the syllabus is
concerned is in that chapter. So read that and become familiar with it. As far as the
film language and so on is concerned, I usually often just put it up on the board for
them. I start talking about such things as type of shots that are being used and the
effect of ... you know, we talk about camera distance, camera angle, camera
movement and we talk about lighting and music and sound effects and all the ... I
will put it up on the boar for them. But by the time they’ve got to year 12, they’re
pretty familiar with that by now because they’ve done it in TV drama in Year 11 and
they also have been exposed to it in feature film in Year 12 which we did earlier than
documentary. So they’re pretty used to all that sort of film language. So yeah, let’s
go back to the question, what was it?

S: Why is the Quinn book particularly useful?

T1: I think that n has been around for a long time. I think he’s very familiar ... in
Western Australia. I think he’s obviously ... I don’t ... he may even have written
part of the syllabus, you know, and I just think that what he’s ... and I think he’s
been part of the ETA and so on, and so I think that what is written in that chapter
really is what the kids need to know as far as documentary is concerned. So there’s
no point in my running off lots and lots of notes for them which is going to cost us
mega bucks in photocopying, so I just simply say right, you’ve bought the book, read
that chapter, it’s in there. And I don’t go through it with them, I just expect them to
actually read it. And so they have an idea about what documentary is and what the
issues are before, hopefully, and the good kids will do this, hopefully we even start
talking about documentary. And then what I'll do is I'll have a look at the syllabus
and I’ll say okay, this is what the syllabus expects you to do, and then I will ... and
then the other thing is what I do is I look at the questions and the things they have to
answer. So I always do this before I start a new section of the syllabus because it
gives them some focus and some direction. The questions that they need to answer
are things such as documentaries are versions of reality, discuss. That’s one. The
other question is that documentaries get closer to the truth than any other type of text,
discuss that. So that’s where that whole issue of what truth is. And thirdly, the other
issue is that ... to do with entertainment, that documentaries can be as entertaining as
feature films. Discuss that as well. So they’re the three things that we get the kids to
focus on in terms of their essays and so if they know what they’re expected to look
at, then it gives them some focus and direction as to when they’re looking at the
documentaries and reading their notes and things like that, or reading that chapter in
their book.

S: Okay, so you start off the study of documentary with say those few
questions?
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T1:  Yes.
S: Do you give them the cues, and then what happens?

T1:  Itell them before we start, read this chapter. Then I look at the syllabus and
say this is what the syllabus expects you to do, I read it out to them in class and say
this is what you are expected to do, although I must admit, in documentary, the
syllabus isn’t ... I don’t think is all that good. But anyway, nevertheless, I do that.
Then I will discuss with them ... I’ll say listen to me carefully, this is what this is
about, it’s about versions of reality and versions of truth and I explain that to them in
just five or 10 minutes. And I will tell that when we look at these next
documentaries, what they need to do is to look at what is the version, whose version
is it, how is the version being presented. Those three things. And then what I'll do is
I’ll look at the ... I think I mentioned we look at the ... okay, we looked at the
chapter of the book they should have read, we looked at the syllabus and I’ll discuss
with them what I expect them to be able to do, introduce them to the sort of
terminology. I might go over very quickly all the things to do with film language,
camera angles, lighting, music, sound effects, all that sort of stuff. And then I’ll look
at the questions. And I'll get them to highlight key words and things like that. And
having done that, then we start looking at the documentaries.

S: So does anything else happen with the questions? You sort of ...

T1:  Basically the questions, I’ll simply say, well okay, with the questions, there’s
three. This is the way we’ve constructed it. One will be an at home essay, alright, and
one will be in class. So we’ve given the kids to do ... to do a lot of research and work
at home and really look into it very carefully, but we also expect the kids to be able
to write an essay in class under pressure in 50 minutes. And what I’ll do is I’ll give
them a choice. I'll say which one do you want to do at home, which one do you want
to do in class? And so basically we do it by a show of hands, simple as that. So it is
three essays. So basically I ask them which one do you want to do at home out of the
three? And they’ll have a quick look at it and then they tell me, by democratic vote,
which one they want to do at home, and so that’s the one that they do at home. With
the other two, the in-class ones, I expect them to prepare notes for both of them,
alright, not just one. Because what I’ve done is I’ ve tried to actually ... the questions
are structured to cover the whole of the syllabus. So I don’t tell them which one
they’ll be doing in class, I'll say prepare them both. And when they have to come to
class and write the essay, I literally flick a coin and say right, one, heads, two, tails,
or whatever. So I expect them to prepare both. And also with the in-class ones, they
can bring in a page of notes. So the really good kids go to a lot of trouble, a lot of
trouble and prepare them very carefully. The kids who don’t work very hard, don’t
prepare them very carefully and often their results are reflected at the end of the year.
So that’s what I do. That’ show I approach it. And then what happens is we look at
the documentaries in class, as I say we usually look at ... we look at the whole
documentary first, I’ll ask them ... I’ll give them a focus. I'll say look at what the
issues are, and basically perhaps someone asks them what version of the story are
you getting here? And then we’ll go back over a couple of scenes in a lot more detail,
shot by shot, or second by second, basically. And that can take at least two or three
periods to do that as well, a whole week. And they take lots of notes, and they, in a
sense, do a transcript. And yeah, and they use that in their ... hopefully in their exam.
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So that’s just the approach. And at the end of the year, once we’ve done the whole
course, then we look at the whole intertexual question. I start trying to link the whole
thing together, link all the texts together. So yeah, so that’s what we do, it’s a big
thing to do.

S: Okay, great.

T1:  That’s how it’s done, how I do it, anyway.
End of recording

*Interviewee: (T2)
*Interviewer: Stuart Bender (S)

S: So firstly, can you briefly outline which classes you’ve taught documentary
text to in recent years?

T2:  Okay, so do you want me to start with Year 10 or do you want to know about
Year 11 and 12 specifically?

S: We might as well start with Year 10 if that’s a ... sort of a recent one as well.

T2:  Yeah, I'm just trying to think. Well, I guess it’s part of every class that you
teach, like there’s a component of documentary in every course that you run. So I’ve
done it with ... from vocational English and they’re pretty exciting instructional
documentaries, to Year 11 and 12 TE English and Year 10 general English as well.

S: What are some of your preferred documentary to teach and why?

T2:  Okay, well Bowling for Columbine is an obvious one because I’ve taught in
schools where the kids need obvious and so that ... I mean that one’s a fairly good
one in terms of the variety in it and the stuff that ... and it’s got so much support
stuff. So that’s one that’s really successful that I’ve taught but ah, I just have to think.
Oh, there’s the ones Kirk and Courtney and things, which are the prescribed ones,
and probably the only ones that I’ve taught are probably ones that were prescribed to
the school rather than going outside of that, so the obvious one’s Cane Toads,
Kangaroos, Kirk and Courtney, Bowling for Columbine.

S: Are you able to describe a particularly successful experience in teaching
documentary film with secondary students? This can be any year group. It doesn’t
have to be 12 TEE.

T2:  Well, Bowling for Columbine obviously and probably the best time that I
taught that was when it first came out, and it was pretty amazing when it first came
out. So it was a good one that you could go hey, look at this and look at what’s
happening and stuff. But there’s so much support with that, like so many articles and
things that it’s sensational enough to teach to kids that don’t understand the nature of
construction well. So I mean because I'm telling you about my experience being with
mostly lower end kids, it’s like it’s successful. So it’s successful in terms of the fact
that it is totally accessible to them.
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S: So is this lower end TEE kids or lower end Year 11, 12?

T2:  Lower end TEE but low socioeconomic, low ... just not really great kids with
cultural capital. Kids that don’t know a lot about anything and the reference is to
South Park and whatever else is a big hook-in for them, so yeah.

S: Sure.

T2:  Yeah.

S: So what was particularly successful about that ...
T2:  Okay.

S: ... class may be?

T2:  Well, because you could teach them how they were being totally constructed
by the ideas that were presented and the fact that kids don’t often understand. They
think of documentaries as real life, they think of them as factual and so that was an
easy one to show them how they were being constructed as audience to view the
ideas in a certain way.

S: Okay, and they basically got it?

T2:  Yeah, totally got it, yeah.

S: Great.
T2:  Yeah.
S: Suppose you’re about to plan teaching a documentary text with your 12 TE

English students, what would your first steps be?

T2:  Well, definitely just background information about documentaries if they
didn’t know about that, but talking about documentaries as narratives and talking
about the fact that they are constructed to present a certain view, they’re always
biased, they’re always from one particular stand-point and they’re not always factual,
like it is a version of reality, not the total of reality. So getting across that point and
getting them to look at it in terms of their construction and their narrative really so
that they ... they stop thinking about the fact that they’re looking at the real facts but
they’re looking at constructed facts.

S: Okay.
T2:  Okay.
S: So that first step is to introduce the concept?
T2:  Yeah.
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S: And then what about more sort of I guess the planning stage? So this is
you’re getting what worksheets ready, you’re getting ...

T2:  Yeah.

S: ... things ready ...

T2:  Yeah.

S: ... and then what happens?

T2:  Ah, so I’'m not sure what you’re asking me but I'll have a go.
S: Well, it’s ...

T2:  So you mean just the routine, the sequence of how to ...

S: Yeah, the routine of planning, okay I'm going to walk in and do ...
T2:  Okay.

S: ... whatever this documentary ...

T2:  Okay.

S: ... 1s. You probably ...

T2:  Okay, so certainly I would give them the background to documentaries,
background notes, teaching notes, whatever to documentaries that get them to look at
what they’re looking for and what to expect, and mostly I don’t assume that they
have the knowledge or the skills to do that. So you’d work with something fairly
simple as an example to start with. Get them to do retrieval charts to see how they’re
being positioned, who’s been ... what information’s been privileged and whose point
of view it’s from and those sorts of things before you would look at the one that
you’re critically trying to view.

S: Now when you’re choosing a text for studying, how often do you consider
the issues that are presented in the documentary?

T2:  Always, I think I probably ... it ... I think that that’s what I would base it on
really and mostly, the ones that will resonate with the kids probably, ones ... because
if we’re teaching them to be critical viewers, it's got to interest them and it’s got to
have some sort of link to them so that they can understand it from their context.

S: What do you think of the key aspects that essay questions should ask about a
documentary text?

T2:  Construction of reality, versions of reality, who’s privileged by them. I think

they’ve just got to look at why they’re watching it, who they’re intended for, who
they exclude, who’s marginalised, those sort of things because I think kids tend to

161



view them as fact and the reality rather than a version of events or a single
perspective reality.

S: Is it possible for teachers to approach documentary text the same way that
they might approach a novel? How do you feel about that idea?

T2: Yeah, I think it is because we talk about the construction of a novel, the
components of a novel, it's the same thing. Documentaries are constructed. You go
through the construction of them, the target audience, the context, the purpose, the ...
yeah, issues, themes. I don’t know.

S: So the con ... the overall concept ...
T2:  Yeah.
S: ... can be ...

T2:  Applied to documentaries as they are to novels.

S: Okay.
T2:  Yeah.
S: Do you have any personal criteria of content when you’re choosing a

documentary text?

T2:  Ithink we’re restricted by what we can show to kids. I think it’s really easy to
impose your own values on kids and I think you’ve got to be really careful about the
things that you choose to not be imposing your personal values on kids, and I think
it’s easy to do if you aren’t careful about what you’re choosing.

S: Okay. So when you are choosing, do you ... you consider that kind of a thing?

T2: Oh yeah, and I consider the audience I guess. I mean most of them, I want
them to get something out of it. I want it to be relatively accessible and obvious. |
don’t want to be overly explaining in order to totally influence. So it’s something that
they need to be able to draw information out of fairly readily rather than me
imposing knowledge on them.

S: What are some of the common things you find students have trouble
understanding when you’re teaching documentary text and why do you think these
might cause problems for students?

T2:  Okay, they think that black and white is news reel and history, and they’re
very swayed by that. So if they ... if there’s black and white footage, they see it is
absolute version of events and reality. They often think they’re boring with the ...
like the narrative voiceover is boring. So you’re fighting against that for a start and
they ... if ... they expect humour in things like it’s got to be blood or humour. Like if
it’s grossly bloody and gory, they’ll go yay and they’ll watch it or if it’s funny but
anything in between, they have trouble with.
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S: And that’s why they would have trouble with it because they’re ...

T2: 1It’s ... because each ... probably because they want to be entertained rather
than informed. So if they ... the documentaries they prefer are ones that entertain
them as well as inform them that are not just information.

S: How often do you consider the techniques that are used by the documentary?

T2: I’m not sure that that’s what [ would do first of all, go to look at it to look for
techniques. I probably would look at it more for content than techniques initially and
usually I would use the documentary to support something else that I was doing, or
to add to the knowledge but I probably, in the course of watching it, would alert kids
to techniques and that’s probably more about me than them because I do things in
such a hurry that often, I’ve only seen something quickly myself before I present it to
kids. So I'm kind of analysing it and talking it through with them because I would
often use it just to support something else.

S: Sure, okay and in what way has your teaching visual text, so including
documentaries, changed over the years that you’ve been teaching?

T2: 1 think that kids are visually a lot ... they’re critically aware visually before
they are to read something. So kids have viewed a range of everything and they think
they’re experts. So I think that more and more we’re taking them back to look at why
they’re looking at something rather than looking at something for information sake
or entertainment sake rather. So often, their eyes will glaze over when you say that
you’re going to show a viewing text because they’re I’ve already seen this or oh, that
was boring and so I think more and more we’re trying to sell why you look at things
and how you look at things rather than just looking at them for entertainment sake.

S: So is that a change that you personally made from say when you began
teaching Year 11 and 12?

T2:  Yeah probably but also documentaries are readily available. Not
documentaries, any film text. They’re readily available now. They were expensive
and hard to come by before. Now you can have anything from anywhere easily. It’s
not a big deal and there’s so much more availability of videos, DVDs and things in
classrooms. It’s not ... it’s easier to teach viewing texts now and also I mean kids
lock into that pretty well, so it’s become something you’ve got to do well in order for
them to get something out of it.

S: What are some of the aspects of documentary text that you think students
respond to the most?

T2:  1Ithink when they feel like they’re experts. Like if you can scaffold it enough
to get them to look at something critically, I think kids get great satisfaction out of
being able to draw extra information out themselves and they feel like experts, and I
think that’s really satisfying and I think they ... that success leads to other successes.
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S: So that’s not necessarily specific to documentary? That could be applied to
other texts as well?

T2:  Oh, it could be but yeah, it could be but I think documentaries are something
that you know, it’s there to see. They enjoy that and it’s something that they all do on
mass because they’re watching at the same time. It’s not like they’ve gone away and
read something and come back, it’s something they do on mass, they’re there at the
same time and they’re making the same discoveries at the same time.

S: Now some teachers like to structure their teaching programs according to a
theme that links different texts. What are your opinions about this approach and how
would documentary text fit into a program like this?

T2:  Ilove that approach but only if it’s working. Like I don’t think you can just
pull anything in together because it’s of the same genre and hope that that will work.
It doesn’t. It’s boring, it’s laborious, you just ... you're just dipping into an ocean if
you do that but if they specifically relate, like if you do a novel and I’ve just done
Dracula. So doing the novel of Dracula and then looking at different film texts and
documentaries and things surrounding that time is really successful in getting them to
get a wider picture of what they’re reading and then a greater understanding of the
issues and things that surround it, but not just for the sake of it. Like you don’t go
I’'m going to do horrors so therefore, we will look at everything horrible, like there’s
no point to it. As long as it’s got a sequence and it’s intertextual and you can make
references to it, I think it’s a good thing.

S: So it ... does that mean you’re talking about say studying documentary as a
documentary that happens to be related or we’re going to look at this documentary
because it’s supporting what we’ve already done?

T2:  Both.
S: Okay.

T2:  Both, because I mean there are some fantastic documentaries that support but
there are others that relate to the time that aren’t based on fiction. It’s supporting the
values and things of Victorian times or whatever in that specific example. It gives
them an overview of the history of that time and then underpinning to why the gothic
genre was explored through those things. So I’'m only using that because I’ve just
done it, and that’s ... and that’s a good example of that but yeah, I think it’s great for
underpinning information, particularly with kids like this that don’t have access to
that kind of cultural capital that some other kids do.

S: How does a documentary text type fit into your view of English as a
discipline?

T2:  Well, I think it’s just another ... it’s another text. It’s a really important ... it’s
a really important part of English. It’s ... you know, it has cross-curricular things too
but unless we understand how we’re constructed as an audience, we can never view
anything critically for anything else. So yeah, I think it's really important.
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S: Okay. Often English teachers like to see themselves as being aligned with a
particular theoretical approach to literature and language. Are you able to describe
what your theoretical approach might be?

T2: Fairly random, I think.
S: Okay.

T2: It just depends, so I don’t know. I probably change my views on things all the
time. I try not to be stuck in a prescriptive thing where I teach the same thing all the
time, try to access new things, new ideas, try to be relevant to what kids are needing
to know at that time. So probably in study, I ... there are certain things that I probably
prefer but that’s not for me to impose, [ don’t think. You’re kind of giving a broader
view, so things change and it’s not about so much as being right up to the minute.
You might discover something that you didn’t know about that was made in the ‘50s
or whatever. It’s just ... I think you need to be open to new ideas, open to learning
and open to exploring what’s better teaching practice.

S: Now what I'm interested in is if you can describe a particularly favourite
resource you like to use when you’re specifically doing documentary study with the
kids and I’ll probably ask you a few questions about you know, why you like to use
that kind of thing, what does it look like in a classroom ...

T2:  Yeah.

S: This is really more I guess the practical ...
T2:  Yeah.

S: ... stage.

T2:  Okay, like when I was doing Bowling for Columbine with some fairly
difficult kids, there’s lots and lots of material to support that. So there’s all those
gory things that came out in the magazines at the time, the pictures of the horrified
kids and then there’s people that have written books afterwards. Like there’s a couple
of really good books that construct people who were accused as heroes and talk
about the kids that did it and stuff, and so all of that is really well supported with the
Bowling for Columbine and Michael Moore’s megalomaniac style that involves
everyone and it’s also interesting to see how it’s dated fairly quickly and how ... it
would be interesting to see how he would change it and how our whole industry’s
been produced around that. So as a social experiment, it’s probably fairly good to
look at as well.

S: Okay, so you’ve got the documentary, you’ve got some newspaper articles,
some magazine feature articles and some books that are non-fiction?

T2:  Yeah, expository. The ink’s written by people who were accused at the time

as being accessories and then they’re come out to defend themselves publicly
through books probably.
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S: Okay, and so how do you use these? What do you actually with these in a
classroom?

T2:  Oh, what do I do with them? Well, we used Bowling for Columbine and the
book and I can tell you later what it’s called but it’s just gone out of my mind what
it’s called, and it’s written by the two boys, one of their friends that they sent away
on the morning. He saw them in the car park, he was friends with them and they told
him to leave before anything started. So he was implicated as being an accessory and
whether he was or wasn’t doesn’t really matter. It’s just interesting to read his text
and the way that that’s constructed to present himself as a hero and everything else,
and make money out of it or whatever. And then to use the actual footage and the ...
you know, the ... because by this time, a lot of kids hadn’t watched it too. It’s a bit
out of their range of what they would choose at the video store. So you can view it
critically from afar now with younger kids who don’t really know a lot about that,
and I’m trying to think. I’m not sure what else to tell you about that.

S: So you're ...

T2:  What the outcome ...

S: ... reading extracts from the books and they’re taking notes or you’'re ...

T2:  Yeah.

S: What kinds of things are the kids doing?

T2:  Well, the kids were critically analysing the book and the construction of the
character, how he’s constructed himself in a re-tell of the events and they’re using
the movie to support how other people are doing that and how everyone has a
different perspective but that this whole industry has basically been constructed. It’s
become a product that’s constructed around the ... that one day, that couple of hours
on one day.

S: So this is kind of like a, what a five-week thing? Thisis a ...

T2:  Five to eight weeks because it ... yeah, it’s fairly ... yeah, probably eight
weeks.

S: And it sounds like you’re describing assignments that they’re ...
T2:  Yeah.
S: ... talking about, these essay kind of things ...

T2:  Yeah, yeah, yeah, yeah.

S: Okay, and in preparation for the essay, what sort of things are you getting the
kids to do?
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T2:  Sorry, I'm not sure what you’re asking me here. Probably ... are you talking
about just teaching points like the sort of ...

S: More sort of when the kids are working ...
T2:  Yeah.
S: ... what are they working on?

T2:  Oh, what are they working on? Well, they’re looking at the ... initially, like
comparing the three sets of different text that surround that, so three different
expository things. There’s newspaper clippings, there’s the novel and then there’s the
film as well, and how it sets up three very different versions of events and the writing
style of each, the presentation of each and how it privileges some and excludes
others, and just the whole manipulation by the media to get you to accept a certain
view.

S: Okay.

End of recording

*Interviewee: (T3)
*Interviewer: Stuart Bender (S)

S: Can you briefly outline which classes you’ve taught documentary text to in
recent years?

T3:  Year 12 TE English.

S: So how recently have you actually taught documentary texts?
T3: The last three or four years, that’s it.

S: What are some of your preferred documentaries to teach?

T3: I’ve used a documentary, it’s an Australian one called Mohammed and Juliet
and I’ve also used The Thin Blue Line and Kirk and Courtney. And the reason that I
like using Mohammed and Juliet is because firstly, it's an Australian text and the
curriculum council does require you to use a certain percentage of Australian texts. It
deals with some pretty good issues like justice in justice truth, things like that and
also race and the power of the government, and it’s just a really straight-forward sort
of documentary where the techniques are really obvious. So it’s a good one to start
off with, so I quite often start off with that one, just to teach concepts like symbolism
and the use of how visual techniques have been used in the documentary, because a
lot of students aren’t really that familiar with documentaries so it’s a good one to
start off with before you go onto the more complex and longer documentaries.

S: So why would you like to teach them about The Thin Blue Line? You know,
what ... you would may be move onto that one?
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T3:  Yeah, The Thin Blue Line is a lot more experimental with techniques I
suppose. So that’s why I always start off with one that’s a lot easier just to get them
familiar with documentary texts before we move onto the more complex ones. The
Thin Blue Line, I probably choose that not only because of the techniques and the
structure of the actual documentary but also because it deals with things like
government corruption or police corruption, I should say, truth, justice in the
American system especially and that does work well because we quite often do that
text after we’ve done Dead Man Walking. So the students are quite familiar with
those issues within America already.

S: This is Dead Man Walking, the non-fiction?
T3:  The non-fiction expository text, yeah.

S: Are you able to describe a particularly successful experience in teaching
documentary film with secondary students? This could be any year but it doesn’t
have to be Year 12 TEE.

T3:  Okay. I would say that an activity that I did in class that worked quite well,
the documentary was just small group work where each group had to focus on a
particular part of the documentary, like a particular type of technique and how it was
being used in the documentary, and they had to share findings with the rest of the
class. I mean it sounds pretty simple but it worked effectively because it enabled
them to focus on a particular part, become an expert on a particular part of the
documentary and by sharing that, it was a way that students in the whole class were
able to create like a retrieval chart and listen to what the findings of the other groups
were and the knowledge of the other students and the expertise of the other students,
and use that information in their own notes and also for their second viewing of the
documentary.

S: Okay. So which year group was this?
T3:  Year 12 TEE English.
S: Okay, and what was the documentary?

T3: I think the documentary for that one would’ve been The Thin Blue Line. I
can’t remember specifically but I think it was because I felt that they needed to do an
activity like that for that particular documentary because it was quite a complex one.
There was a lot of techniques being used in the documentary and I felt that the best
way for them to be able to take in those techniques was to do the small group activity
where they were focusing on one main one each while viewing it and then sharing
those findings.

S: So this was particularly successful because you’d done say the same
documentary before with a different year group or a different class and you hadn’t

done that method ...

T3:  Absolutely.
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S: ... and it hadn’t worked as well?

T3:  Yeah, it hadn’t worked. I realised that the documentary was too difficult for
them from the year before, that it was just too complex and I actually thought about
not teaching that documentary at all, but I thought no, I’ll give it another go because
it’s such a great documentary and there’s a lot that it has to offer in terms of its
structure and that sort of thing, and I thought well may be, it would work if I did the
small group activity so that way, they only had to focus on one technique and then
use other people in the class to help them to get used to and get them to know about
the other techniques.

S: Okay. Why was that successful that way? How did that ... how do you feel
like you knew it was more successful?

T3: 1 suppose it was because through their note making, I was able to see that
they had more notes. Especially in the second viewing, they were ... they sort of
looked more confident while they were viewing as if they knew what they were now
looking for because they had heard it from other students, and also in terms of the
actual written essays, the way that they wrote about the documentary was they were a
lot more confident then the year group before.

S: So suppose you were about to plan to teach a particular documentary text
with Year 12 English students, what would your first steps be?

T3:  Okay, I suppose I would firstly select a documentary appropriate for the
actual class. If I had a really weak TE class, then I might decide well, I’'m just not
going to do The Thin Blue Line. It’s just not going to work even with small group
activity. One that relates to the interest perhaps if I know the class quite well,
something that I know will engage that particular type of class. So yeah, I'll firstly
select the documentary that I think ... and I’ll plan it ahead of time as well.

S: Would this be something that’s happening early in the year or later on in the
year if it was up to you, not a school decision? If it was up to you?

T3:  Well, in the programs that I’ve been using, documentaries have always been
in the ... around towards the end of the year and that’s fine with me. So I would start
thinking about what documentary quite early in the year based on getting to know
how they approach the other texts that we’ve been reading or viewing. And also |
would revise techniques, different filming techniques because obviously, we would
have already studied feature film earlier in the year and yes, some of the techniques
are similar but some of them are different in documentaries. So we would discuss
similarities and differences between documentary text and other media texts, just so
they get an idea of the genre and they’re a little bit more confident with the genre
before we actually start viewing that sort of thing. So we might do something like I
suppose a then diagram looking at the differences and similarities between
documentary and feature film.

S: Now what about issues? When you’re choosing a text to study, how often do
you consider the issues that are presented in the documentary?
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T3: 1 quite often do. I don’t think it’s absolutely necessary but I do because 1
think the issues that a documentary text deals with can make the difference between
whether the class engages with the text or not. So I think it’s the issues but also not
only the issues but the text deals with like how the documentary text deals with those
issues and presents those issues. In TE English, it’s really, really important, I think
it’s probably one of the most important things that students engage with the text and
they reactions and things like that to the text. They need to be able to have that sort
of response so that they can engage with not only the text but then later on, the
question in relation to that text. So that’s why I probably see issues as being quite
important because it’s all about how the students will engage with the issues and the
actual text itself.

S: What do you actually mean by engage? So you mean ...

T3: 1 suppose reaction ...

S: ... how they respond to that ...

T3: ... they just have reactions to it so they might be angry about something that’s

said in the documentary or they might ... you know, and you see it when they’re
watching documentary, you see the reaction just going ooh, err and they’re like
they’re just really angry or they’re concerned about something or they just ... usually
because the personalities within the documentary, they’re values and attitudes oppose
or challenge their own, and that’s what TE is all about. It’s about them responding to
the values and attitudes and the beliefs of other people. So if you can get a good
documentary that does that, then they’re going to engage with it for those purposes, 1
think.

S: Do you have particular kinds of issues that you’d like to focus on when
you’re choosing?

T3:  Justice and truth, how the government ... I’ve looked at things like
government power and how the government can conceal the truth, and how a lot of
injustice occurs because of that. I find that students react quite well to those sorts of
things, so yeah, looking at those sorts of things. Like they all have different beliefs in
terms of political issues that are occurring, especially in Australia at the moment. So
yeah, I usually use stuff like that.

S: What do you think are the key aspects that essay questions should ask about
documentary texts?

T3: I think that it’s good to focus on the way techniques are working to establish
a particular viewpoint and possibly even how the viewer has responded to that
viewpoint. So looking at how ideologies I suppose in documentary are working, the
ideologies of different cultures or different groups of people and how the ... how
those ideologies challenge or confirm the ideologies or the beliefs or the values and
attitudes of the audience members.

S: Okay. Can you may be give me like a specific example of ...
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T3:  Of an essay question?

S: Not so much an essay question but say the ideologies that you’re talking
about, just sort of to clarify ...

T3:  Okay.
S: ... what you mean by that.
T3:  Idon’t know how well I’'m going to explain this but basically in Mohammed

and Juliet, it looks a lot at government corruption and how they’re hiding the truth
and that sort of thing, and then there’s ... you’ve got the small time lawyers, they’re
not big time lawyers, they’re just small time lawyers that have taken on this
particular case and they’re fighting for truth, they’re fighting for the government to
reveal information and the government’s basically saying we don’t have the
documents you want. We don’t have the information you’re looking for. We don’t
have any proof or evidence that any of this happened. There’s a lot of denial. There’s
a lot of like people in the government who are quite high up in the government
saying things like I didn’t know that any of this was happening. So they’re basically
you know, it’s quite obvious that they’re concealing the truth and lying and that sort
of thing. So I'm looking at the ideologies of the lawyer, the group of lawyers and
also the documentary maker herself and how she is basically fighting ... they are
fighting for the truth, they’re fighting for some sense of justice. And it’s all in
relation to an immigrant who died while in custody in Port Hedland in a detention
centre, and the government’s basically trying to hide documents and things like that,
and ... about violence that was occurring and that sort of thing. So basically, it’s
looking at the ideologies of the documentary maker and the people that are trying to
find some sense of truth in justice, their ideologies as opposed to the government and
their focus being trying to protect the integrity of the government and trying to
protect themselves and that sort of thing.

S: Okay. So you mentioned there, you mentioned issues, truth, power,
corruption which you mentioned before and the ideologies that are sort of competing
around those particular issues. So with that mind, kids are armed with that, you
would want essay questions to focus on what so that they could talk about those
things?

T3: Yeah, yeah.

S: What would you like the essay question to focus on? Not necessarily what
they are ...

T3:  Okay.

S: ... but what would you like to see?

T3: I suppose the essay questions would be something along the lines of discuss
how a text has been constructed to filter a particular viewpoint or display ... or how a
text has challenged your beliefs or something along those lines.
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S: Okay. So describe how a text has challenged your belief, why would that
allow kids to talk about those issues and ideologies you were talking about just a
moment ago?

T3: Oh well, because that’s something that we would’ve focused on in class, so
they would obviously or hopefully use those focus points that we’ve done in our note
making to then say well okay, I’ve looked at this in my notes, I’ve looked at these
issues. How can I use these issues in my responses? Choose the issues and my
understanding of how these issues were constructed within the text to answer this
particular type of question.

S: Is it possible for teachers to approach documentary texts the same way that
they approach a novel? How do you feel about this idea?

T3:  Okay. I think that you might use similar teaching strategies. So for example,
you might use groups, more group work when you’re teaching novel and teaching
documentary but I think that different text types should be approached independently
but at the same time, even though I think that they should be approached
independently because all different genres have used different techniques and that
sort of thing. So a novel is very different to a documentary because there’s different
techniques being used obviously. I think that it can be very effective at the same time
to compare and contrast different text types, looking at how they’re similar or
different in terms of how they’re constructed, why are they different, what is the
impact of them being different, that sort of stuff.

S: Is that sort of based on perhaps similar topics or just it doesn’t matter?

T3:  No. I would look at it, I wouldn’t compare contrasts in relation to issues. |
would look at more to do with how those issues are constructed or presented, so what
techniques are used. So for example, if you’re looking at a novel which is obviously
it’s a print text as opposed to a non-print, you look at how an argument is constructed
in the novel ... or sorry, I should say in the expository text Dead Man Walking. So
you’ll be looking at expository texts, you’d look at the techniques they used, slightly
use of secondary text, statistics, use of imagery through descriptive writing like
through adjectives, adverbs that sort of thing. So you’d look at those techniques and
how the writer is using those techniques to construct a particular viewpoint or
presents it, and values and attitudes as opposed to a documentary maker who’s using
a lot of visual symbolism, juxtaposition, the use of voice over, that sort of thing. So
language might come into it a little bit as well because obviously the voice over
person’s going to be using language but basically, that’s what you’d discuss. You’d
go how are they similar, how are they different?

S: So in terms of if you were ... if you’re teaching a novel, you’re getting kids to
do certain activities and if you’re teaching a documentary while the documentary’s
going again, you’d do certain activities. Are those activities in any way similar or are
they completely different?

T3: I suppose they are similar because I quite often just have some form of note
making strategy sheets, some sort of sheet where they’re retrieving information and
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organising that in a certain way, so it’s similar in that way. And I suppose it’s similar
in terms of the way that they’re actually working because when they’re watching
documentary, they have this sheet in front of them and they’re processing that
information, putting that information into the retrieval chart whereas I suppose when
they’re writing notes on a novel, it’s very similar because they have the novel in
front of them and they’re doing the same thing. And then of course, you’ve got the
group work that you can do in relation to those notes and that sort of thing. So I
suppose it is very similar, yeah.

S: And what kind of information would they be looking for though?

T3:  The information would be very different though because the note making
sheets would not be similar in any way. The information on the documentary they’d
be looking for would be focused on techniques, so they might have a chart in front of
them that’s a brainstorm of different techniques, like symbolic codes, audio codes,
technique codes etcetera and they need to find examples of those particular types of
techniques and how those techniques have been used to construct meanings and that
sort of thing. The only similarity that a novel retrieval chart might have is that it
would may be look at different techniques and how those techniques are being used.
So it wouldn’t look at technical codes obviously. It would look at things like
imagery, symbolism, adverbs, adjectives so the use of diction, the use of sentence
structure so there’s different techniques that are focused on. So they’re different in
terms of the type of techniques but they’re similar at the same time because they are
both focusing on techniques and how those techniques are being used.

S: Okay, and that’s sort of during the reading of the novel or the viewing of the
film ...

T3: Mm.

S: ... afterwards so there’ll be activities that will come after you’ve actually

experienced the text. Is there any similarity with what would go on there?

T3: Yeah, there is because again, we focus on similar things like ideologies,
arguments, values, attitudes, those sorts of things. So the content is very similar as
well, how you’re positioned, what’s your response, how do you think other people in
your class or in your society might respond to these based on their cultural beliefs
and that sort of thing. So yeah, it is all very similar but it’s just focusing on different
techniques and how those texts are different in terms of their techniques and how
they’re doing those things.

S: Okay. Do you have any personal criteria of content when choosing
documentary texts?

T3:  Yeah. This is probably similar to something that I’ve mentioned before is I
like to look at texts that deal with issues in a way that I think students are going to

engage with the text, yeah.

S: So is that a personal thing or ...
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T3: I think so, probably and also like I feel that I have to have engaged with it as
well. I think that if a teacher really enjoys, is quite passionate about a particular text,
that can make the difference between the text being taught well or not. If you can
quite often ... and I've found this ... I have actually found this that if you’re
passionate about a text that the way that you talk about it and discuss it with the
class, they take that on. So for example, when I was talking about Mohammed and
Juliet and the issues with justice and injustice and government corruption, I was
saying it in a very sort of emotional way, talking about it, saying these are the issues.
What do you think about this? I can’t believe this has happened, blah, blah, blah.
They were all focused, they were all listening because I was talking about it in a
passionate sort of way. Similar thing with Kirk and Courtney whereas I was looking
at the whole idea of truth and freedom of speech, and the idea that Courtney Love
was hiding a lot of information about Kirk’s death and then she goes ... and at the
end of the documentary, she is a guest speaker at a Freedom of Speech in the press
conference, so the irony there was like really, really obvious. So I was just like
because the end of this text, the first viewing that we had in class, it was actually the
first time I’d actually seen it as well and I sort of reacted quite emotionally to it going
oh my God, I can’t believe it and I sort of paused it and I said what’s going on here?
Can you believe this is happening? Why is this so bizarre? And the kids, because I
was reacting to it, they were reacting to it and discussing it and that sort of thing. So I
think that if the teacher reacts well to it and is passionate about the text and the issues
within it, then that can overlay onto the kids.

S: And by passionate, you mean that in a fairly wide sense?

T3:  Yeah, like you have some sort of a response to it. You’re angry about it or
you just want to talk about it in some sort of way and give your opinion or whatever.

S: And so when you mean it, is that the documentary, the issues, the people in
it?

T3:  The issues and the people in it, and the values and attitudes that they present
and that sort of thing. Yeah, all of it, everything.

S: Okay. What are some of the common things you find students have trouble
understanding when you’re teaching documentary texts and why do you think these
cause problems for students?

T3:  Okay, for some reason they don’t always remember to talk about techniques.
Even though you spend so much time talking about it in class, you give them sheets
that focus on retrieving information on techniques and how they have been used.
When it comes to essay writing and especially in exams, and I suppose it’s because
they’re in pressured situations, they will write about the documentary, they will write
about the issues, they’ll write about all those sorts of things, the values, attitudes and
that sort of stuff but they won’t talk about techniques. They won’t have any actual
evidence in relation to techniques within that response. That ... they’re sort of being
... over the years, they’ve been getting over that because you’re just really into them
and you say I do not want you to write an essay without techniques. You need to
show me evidence, talk about how the text is constructing those ideas or those
responses from you or whatever, so that’s been a problem. Also in terms of
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identifying the specific values and attitudes of personalities, they find that difficult. I
think that the reason they have that problem is probably because they’re vocabulary
isn’t that good. So they can probably ... they probably know what the values and
attitudes of the personalities are but they can’t label it. They can’t say well, he’s
honourable or loyal or whatever, because they just don’t have the vocabulary to be
able to express that. That’s what I’ve noticed a little bit over the years. So quite
often, I will find that I have to be quite explicit with it themselves and try and help
them with that, and say you know what are his attitudes, how can we label? Yes, he’s
like this but how can we label that? How can we write that and express that in an
essay? And generally, I think that they have a lack of confidence in discussing
documentary text as opposed to feature film because they’re just not used to
watching documentaries. It’s something that they wouldn’t sit down and watch or go
to the cinema to watch. They like the sort of escapism type stuff, like Bond and
feature films and that sort of thing.

S: What about techniques? When you’re choosing texts for study, how often do
you consider the techniques used by the documentary? So this is when choosing.

T3: Yeah, quite often. I mean when I ... the reason I chose Mohammed and Juliet
was because the techniques in terms of the visual techniques were quite obvious for
students and it was a short documentary compared to others. It was only about ... I
think it must’ve gone for may be half an hour, 45 minutes may be and the techniques
in terms of the editing and the way the techniques were being used were really, really
obvious. There was a lot of juxtaposition so for example, there was a scene where
they’re talking about this immigrant that’s been put into this detention centre and he
didn’t do anything wrong and he was there was quite a length of time. They had this
repetition of these scenes where there’s ... it’s a shot of the detention centre and
you’ve got the bars and the barbed wire fence, and then you’ve got ... within that
shot, you’ve got the bird and the bird on the barbed wire fence and quite often the
birds go flying off and you’ve got the clouds in the sky in the background. So there’s
that whole idea of those ideologies behind there in relation to should this person who
hasn’t done anything wrong be detained? This person should be free like the bird,
that sort of thing. So it’s just really obvious sort of stuff like that. So you can sort of
teach those concepts, you know why have they chosen this particular shot? Why
have they got the bird? Why have they got the bars? Why is it in a detention centre?
Why have they got the sky in the background as well as the detention centre in the
background? That sort of thing. So really obvious stuff like that so you can look and
discuss with the kids how those techniques are being used to present certain values,
attitudes and that sort of thing. It’s not just representing freedom and that sort of
thing. It’s actually presenting specific ideologies and those attitudes of the people
within the documentary, such as the lawyers and the documentary maker and the
government officials and that sort of thing.

S: Okay.

T3:  Yeah, so when I'm choosing a documentary text, especially the first one, I
always make sure that the techniques are really obvious for the kids so that they can
... s0 it’s basically something that they can look at quite easily. It’s quite accessible
for them and then depending on the class again, I might then look at something like
The Thin Blue Line where the structure is very absurd I guess and chaotic and a bit
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more difficult and challenging for them to discuss but then I might just look at
something like Kirk and Courtney where it’s just like okay, let’s look at how the
choice of interview is being used and what are the implications of those particular
types of people being interviewed in relation to the issues and that sort of thing. So
yeah, I’ll quite often look at techniques. I think it’s important because depending on
the class, it can actually determine whether they get it or not, and whether they pass
in the end. I mean that’s what we want so.

S: I'm interested in what ways your teaching of visual text, including
documentary, might’ve changed over the years that you've taught Year 11 or 12
English?

T3: 1 suppose I've probably become a little bit more passionate about the
documentaries that I teach and that’s been reflected in my teaching. So for example,
because I'm being exposed to these issues myself because I'm teaching the
documentary, I'll do a little bit more research or I’ll see those issues being presented
in other texts that I read or view and through my own knowledge, that is being
reflected in the classroom in terms of the way that I talk and discuss and question the
students about particular issues and that sort of thing, especially if there’s issues such
as you know, detainees in detention centres. I mean a documentary that we were
looking at is probably about four or five years old but the issues are very current
because we quite often in the media hear things about detainees and immigrants and
boat people and that sort of thing coming into the country and the way the
government’s talking about them and the way the public feel about those issues and
that sort of thing. So over through time, because of my own knowledge and
understandings and opinions and that sort of thing, that’s helped me in the classroom,
especially in terms of how they engage with the text I think. Yeah, so there’s that. I
was going to say something else but I can’t remember what I was going to say.

S: Okay.
T3: Yeah, sorry.

S: That’s okay. But does it seem like the main thing is that you’ve become more
passionate about the particular documentaries?

T3:  Yeah, yeah. The issues and also like how they’re constructed I suppose,
because you over the years when you’re teaching the same documentary, you notice
small things and so you can discuss those additional things with the kids.

S: Are you talking about the same documentary or just ...
T3:  Yeah.
S: ... documentary text as a genre?

T3:  The same documentary. So for example, if I'm teaching The Thin Blue Line
one year, when I go back to watch it the next year, I might notice additional things
and go oh, great, I can discuss that. I didn’t notice that last time. So for me, it’s like a
learning process as well and then that is relayed onto them. Although that does

176



create, [ suppose that shows a difficulty or a weakness I suppose in terms of teaching
documentary because I have engaged with the text at that level over a number of
years but these kids, they only have a number of weeks. So to get them to engage
with the text at the same level as me within a few weeks is such a difficult thing. You
know, you can even say it’s impossible. So I suppose that’s why I see it as important,
see that as an important thing because if I can engage, if 1 can share my
understandings, my knowledge, my passion about a particular documentary that I’ve
acquired over a number of years and hopefully that can help those students when
they’re looking at the documentary just in you know, four or five weeks. So that’s
why I think that’s an important thing.

S: Okay. What are some of the aspects of documentary texts in general? What
are some of the aspects of documentary text do you think students respond to the
most?

T3: It really depends on how you teach it, I think. If you focus on particular
things then that’s sort of pointing them in a particular direction for them to focus on
certain things. So the teacher can make the difference there but I suppose they focus
themselves a lot on what they think about the people in the documentary, especially
based on their appearances in the documentary and how they talk and what they say.
Yeah, they seem to be preoccupied more on the people in the documentary than say
visual scenery and things like that, and how that’s working and I suppose that’s
because they interact with one another all the time, every day and they’ve always got
opinions about what other people around them say. So when someone in a
documentary who’s talking and saying something, they’ll react to it. They will
respond to it. They’re not going to necessarily respond to a scene and go oh, I can’t
believe that they use that framing in that particular way, you know. They’re just not
going to respond to that. They will respond to what someone says in a documentary.
So yeah, it’s usually the values and the attitudes of a particular personality within a
documentary. So for example, a government official talking about oh, you know, as
far as I know the documents were there and like you know, and they just sort of ...
they go oh, look at his body language. It’s so obvious he’s lying and that sort of
thing. So they respond to the people and the way that they’re behaving and speaking
and that sort of thing. That’s probably what they’re best at, it’s probably what their
strengths are, I think.

S: Is that the engagement that you’re looking for?

T3:  It’s probably the start of the engagement that I’'m looking for. It’s something
and I’ll use that I suppose to increase their understanding of texts. I'll go okay,
you’ve had a great response to him just there, now let’s look at your response to that
person. Let’s look at the symbolic codes and you know, you’ve got his body
language which is a symbolic code. Look at what he’s wearing. Let’s look at what’s
in the background. Okay, so there’s an Australian flag in the background. Oh my
God, that government is supposed to be representing Australia. His values and
attitudes oppose mine. He’s challenging my own values and attitudes as an
Australian. How can that government official be up there representing Australia
when he’s lying? You know, that sort of thing. So it’s taking it a little bit further.

S: And then how do the kids seem to respond to that?
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T3:  Yeah, quite good. As long as you’ve done the initial sort of consultation with
the kids where you’ve looked at techniques and you’ve revised techniques then as
long as they can put it altogether because they’ve revised techniques and how
techniques work and that sort of thing, then it should be okay and also I think it’s
important if you have some sort of retrieval chart that allows them to connect that
information quite well and put it together. I quite often, not just use the retrieval
charts but then I'll say okay, I'm going to give you a sort of a bit of a focus question
here that’s going to ask you to use that information in your chart to write some
paragraphs. So they’re basically I suppose putting that together, they’re taking the
next step in terms of they’ve looked at the documentary, they’ve got the information
in terms of techniques and how those techniques are working. Now let’s write about
it as practice so that you’ve got that practice before you write an essay. So they’re
expressing it in words and that sort of thing, because I think that they need to do that
before they go onto write an essay, before they’re assessed because it’s one thing to
have the information in a chart form in notes but putting it into sentences and
expressing it is totally a different thing. So yeah, I’ll have those steps there for them
to do to discuss it and that sort of thing, yeah.

S: Now some teachers like to structure their teaching programs according to a
theme that links different texts. What are your opinions about this approach and how
would documentary text fit into a program like that?

T3:  Ihave done that before. I do do that but I don’t think that it’s necessary in any
way. Students often get bored if you’re continuing with the same theme or issue all
the time, and I have noticed that over the years. You know, why are we always doing
justice? We know that people are ... you know, that there’s systems out there that are
unjust and that sort of thing. They do get bored with that, especially if you do say a
feature film, an expository text and a documentary that deals with those issues. They
like to see different things and I mean that’s why they liked Kirk and Courtney
because it was something different. It was looking at the music industry and cover
ups in the music industry rather than just with government. In TE English, you do
have intertextual questions but the intertextual questions aren’t necessarily about you
know, similarities and differences with themes and issues and connection things and
issues, and that sort of thing. It’s about how you’ve ... your understanding of one
technique used in one text has enabled you to make sense of how that technique’s
been used in another text. So in that way, I think that choosing documentaries based
on themes and issues and that sort of thing is just ... it’s not really necessary in terms
of linking themes and issues with other texts. I think it would be more important to
choose may be two documentaries that use similar techniques. So let’s look at how
this technique’s been used in this particular documentary in detail and you take them
through it step-by-step in detail, and then get them to use their understanding of how
that technique’s been used in those documentaries for their note making and
understanding in the second one. And then if you want to look at an intertextual type
question, you say okay, how has your understanding of what we discussed in the first
documentary in terms of techniques and how they’re being used, how has that helped
you to understand how those techniques have been used in the second one? So I think
it’s probably better to look at the text in terms of techniques rather than choosing
them ... choosing to link them in terms of themes and issues. But at the same time,
sometimes it can be effective to link text in terms of themes and issues because if

178



they have a really good background understanding about a particular issue and
theme, say from Dead Man Walking, they can then use that knowledge and
understanding for their discussion of a similar text, say The Thin Blue Line or
something where they’re looking at government corruption ... not government
corruption, police corruption and things like that, so they can use their understanding
of the first text for their understanding of the second one. But it's just as important
not to overdo it, you know because they’re just going to get totally bored and then
you might even get a question in the exam that just isn’t really appropriate for the
particular issues that you’ve focused on, you never know. So you need to ... the idea
is to broaden their reading, not to narrow it down just on a few issues and that sort of
thing, so you need to think about a variety.

S: On that idea of broadening their reading, why is that a goal or something?

T3:  Well, because especially in Year 12 TE English, this is their last year in
school so it’s basically, it’s not all about the exam. I mean yes, it is because it’s all
about getting them through the exam but it’s also about exposing them to something
in their last year at being in school ... at being at school, so that exposes them to stuff
that they may never expose themselves to later on. If you can expose them to certain
things like even just getting them to watch documentaries, I think is an important
thing because they may never have seen documentaries and there are occasionally
kids that come up to Year 12 and they just haven’t seen any documentaries, and I
mean the last couple of years has been fantastic for documentary film makers.
There’s been some excellent documentaries that have been released in the cinema
that these kids wouldn’t even think about going to the cinema to watch a
documentary, but if you can expose them to some good documentaries and say you
know, they’re just as entertaining and enlightening as feature film, then they may
consider watching a documentary later on, especially if they have something like
Foxtel where they do show documentaries on different channels and that sort of
thing. But it’s also improving their literacy I suppose, their understanding of different
media texts and how they work, so it’s empowering them in that way but just even
exposing them to issues to do with society, issues that they may have never have
been confronted with before because they just don’t watch the news or they don’t
read the paper and that sort of thing. So it’s basically, I see Year 12 as not only about
getting them through that exam to help them to get into the uni course that they want
to get into. It’s not just about that. I mean that is the priority obviously but it’s also
about I think it’s a last year attempt to expose them to things that they haven’t been
exposed to, issues, texts because I mean if they can suddenly enjoy a particular text
type then they might continue looking at those texts later on, or they might ... the
news might be on and there might be a news program on I don’t know, detainees in
Port Hedland or something and go look, they might suddenly show interest in that. I
mean they might not. It could backfire but at least they are exposed to that and yeah,
just things like that, just exposing the stuff that they wouldn’t necessary be exposed
to previously. That’s how I see it.

S: How does the documentary text type fit into your view of English as a
discipline?

T3:  Okay. I see English as being about literacy and understanding the world
around you and how texts reflect those worlds. Students, I think, they need to have

179



the literacy and the capability to question everything around them because they’re
exposed to text all the time. I mean we know that. They’re exposed to media text and
even writing, you know advertisements and things like that. They need to have 1
think the capability, the understanding, the literacy to question everything. To
question things like representations, representations of power, ideologies that are
underpinning or underlying in particular texts. And they need to be able to question
you know, information that’s provided to us in the media and the power that’s behind
that information that’s in the media and they need to be able to question it. You
know, like why are we seeing this in that particular way? What political agendas are
underpinning here? That sort of thing. A lot of students, they assume that there is
such thing of freedom of speech for example. They think that ... and freedom of
information. They believe that the news is there for the purpose of giving us
information, exposing all the news and information that’s out there. They don’t ...
they would never consider ... | mean there may be some students and I could be
wrong here but they, in my opinion, would never consider that there’s a whole heap
of news out there that we never see. It’s filtered, it’s hidden and there are certain
people who have power in society to be able to stop that news from getting to us, and
they would never, in my opinion, think about that. They would never consider that.
Especially in relation to not just government power, because governments ... I think
ultimately students see governments as being the most powerful entity in Australia or
in any economy or country. They don’t consider that there are other groups of people
or entities that have power to filter information in the news and determine whether
we are given the information in the news. So for example, they wouldn’t consider
that corporations have more power than governments. So they wouldn’t ever
consider that you know, oh there’s this really fantastic, amazing news story about
how this drug has been used in a particular society and how it’s been passed onto all
these people through milk or whatever, so all these people have been exposed to this
cancer-causing drug but we don’t hear about it because of corporate power. So they
would never consider that what we’re seeing on the television is only part of what’s
out there. So I think it’s important for not only students to be able to have the literacy
and the capability to question what we see but also to question what we don’t see,
and to realise that there are those huge gaps out there in every way, yeah.

S: So how does documentary fit into, if that’s the image?

T3:  Because quite often, documentaries expose those gaps and expose us to the
idea that there can be those gaps in the media and what we see in the information
we’re given and provided with. For example, a really obvious one is The Corporation
where they expose the power of corporations over government and that sort of thing.
There was also another documentary recently that was on ... I think it was on SBS
where it was looking at the idea that they have probably already found a cure to
cancer and yet will never ... we will never find out that there’s a cure for cancer
because the people who have control of that cure are corporations, not the
government because the government isn’t giving any funding into cancer research.
So the corporations are making their money, their billions of dollars through
treatment of cancer but they will never make money through the cure of cancer. So
this documentary is exposing that idea that okay, this may be the case for cancer but
it could also be the case for AIDS. We will never get a cure to AIDS and this is why.
So it’s sort of exposing these ideas of different power relations in society and how
corporations have a lot of power especially over the government because kids, they
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assume that governments are the power entities in the world and they’re not, and
they’re victim to that. And I think that documentaries like those documentaries can
expose kids to make them question what ... the world basically, everything around
them. I mean to expose an idea to a kid, to a Year 12 student, we will never get cure
to cancer and we will never get a cure to AIDS. I mean this is what this documentary
was saying, and to them, you know students, I mean especially students who know
someone who’s dying of cancer, that is a huge thing. So it starts to bring up
questions, well why will we never get a cure to AIDS or cancer? And it’s because
simply that information is being filtered by corporations. So documentaries like The
Corporation, documentaries like that can sort of expose those gaps and power
relations in society. Also I think that just the way that the documentaries are
constructed themselves enables us to sort of question things like the power, like the
power of the documentary maker because of course, documentaries are really a text
themselves. So okay, yes this documentary is exposing certain truths or ideas to us
but shouldn’t we be questioning the way that’s presented to us as well, because
obviously that film maker has their own political agendas. So it goes two ways. |
mean yeah.

S: Often English teachers like to see themselves as being aligned with a
particular theoretical approach to literature and language. Are you able to describe
what your theoretical approach might be?

T3: I suppose engaging students to think about language, to think about the
documentary and just to respond to it, like as I’ve been discussing. I basically want
reactions from them, so reactions like how does this text enlighten you? How does it
make you think about things that you perhaps didn’t think about before? How is it
exposing you to emotions of anger? Is it making you upset? Why is it making you
upset? How is it challenging your values and your attitudes? How is it challenging
how you thought the world was before? That sort of thing. So making them think
about themselves, about the world, their relationship with the world, power relations
that exist, the power of corporations, governments, you know all that sort of stuff.
Making them just ... just enabling them to be exposed to things that they weren’t
exposed to before and then questioning those, and discussing those, and giving them
the ability to look at how those documentaries are working, and questioning how
those documentaries are working, and that sort of thing, yeah. So basically,
empowering them I think is what my main role is, empowering them to question
everything in the world. Documentaries allow you to question things in the world
because documentaries do that. They question things but at the same time, I want
them to question the documentary and how it’s been constructed and that sort of
thing. Yeah, so to me, it’s probably my theoretical approach is about empowerment, I
suppose.

[Tape pauses]

Okay, to start with go through media codes with them so all the different swap codes
so techniques that are used in documentary film and I just discuss how it’s used, how
different techniques are used in documentaries and things like that, and once they get
the ideas in terms of how techniques are used in documentary film and how it’s
different to how they’re used in feature film or television or whatever, or how it’s
similar, I give them a media codes checklist and basically, we watch the
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documentary. This is one that I used for Mohammed and Juliet, the documentary and
I just get them to write notes on the symbolic and audio technical codes that are
actually used in the documentary. I also add some, so there are some boxes that
aren’t included on here, so I get them to add like on the back, I get them to write
voice over narration and interview questions and answers, and that sort of thing as
well, and they just basically do a list of techniques. I also tell them to talk about if
they can while they’re taking notes to also write some notes on how it’s been used,
like why that technique’s been used, like what’s the effect of it?

S: So is this something that they do when they watch the documentary the first
time?

T3: Mm, first and second.
S: Okay.

T3:  First and second time. So usually after the first ... it depends on the group,
how good the group is but usually after the first time they’ve watched it, they don’t
have much information down here and I noticed that. So what I do is I discuss what
they’ve come with and/or I get them to write what they’ve come up with on the
board, and I go through what they’ve come up with and I say this isn’t good enough,
you need to do this, you need add this, you need to talk about these sorts of things
because this is not going to help you to construct any arguments, it’s not going to
benefit you when you get to the assignment in any way. There’s not enough detail
here. So I go through what they’re lacking, what they’ve done well and what they’re
lacking so that in the second viewing, they are writing more detail down in that.

S: What kinds of things would you be expecting them to focus on may be,
because you’ve got about 16 or 20 kind of categories here? Are there any of them
that you’d want to focus on?

T3:  Yeah, it depends on the documentary because some of the techniques might
not be as relevant to a certain documentary as it is to others. So I'll discuss specific
examples in the documentary that we were watching and saying these are the things
that you need to be looking for. What was the interviewer wearing? What was the
interviewee wearing? What was in the background? What sort of setting were they
in? Why did they have that setting? How was those objects around them associated
with that person? What did they say during that interview? What was their facial
expressions and body language and tone of voice like and what does that indicate to
us? Those sorts of things. You know, what were the opening themes of and what
techniques were used? What was the framing like? What objects and settings do we
have in the beginning and what sort of values or ideas are being presented within that
setting and through that juxtaposition or whatever technique it happens to be? So I'll
talk them through examples based on the specific documentary to give them ideas of
what they need to be looking for.

S: Okay.
T3:  Okay, and then what they do later on is they transfer that information to this

second sheet where basically, we’re focusing on different meanings, so it’s an
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argument, issue, idea or a question that’s actually raised in the documentary. So this
one for example, it looks at Australian government corruption and the fact that
they’re hiding information and suppressing information, and that sort of thing.

S: Which this is an issue raised in this specific documentary?

T3:  That’s an issue in this specific documentary, and then what I do is I tell them
to then look at the techniques that they’ve written down. What techniques have you
written down that presents this issue, constructs this issue? So what examples of
interviews and dialogue, voice over narration have you got in your notes that
indicates or presents to us or constructs this particular issue? So they’ll transfer those
swap codes there and then they follow it through on the chart. They look at what
values and attitudes are presented through those techniques and through that issue.
They look at how the viewer’s being positioned to respond to the people with the
places and the events described based on those techniques and they look at their own
personal response based on their own ideologies and that sort of thing.

S: Okay. So hang on, this is ... it’s something that they’ve taken notes on the
media codes?

T3:  Yes.
S: Then you give them this and say go for it?

T3: I don’t really say go for it. I talk them through it very sort of carefully
because if I just give it to them, they won’t know what to do. I start off just with the
first column and again, it depends on the group, okay. If it’s a group that I’ve done
this sort of stuff with before, I might just say go for it but it’s not usual. I focus on
the first one and I’ll talk them through it and for example, I’ve here an example of
the technique used to present the issue of human rights. So I’ll go through examples
of what they need to be writing down in here and I’'ll get them to focus just on that
first column to begin with. And I’ll go around and make sure that they get it and
they’re writing it in and they’re filling it in okay, and they know what they’re doing
and I’ll make sure that they’ve done that column properly before they go onto the
next column which they’re actually looking at the values and attitudes of the
producers of the documentary or the people presented in the documentary through
those examples.

S: Okay, and then the next two columns?

T3:  And how the viewer’s been positioned here. So they’re basically following it
through based on the techniques being used.

S: Right.
T3:  Okay, so they’re using their knowledge of the technique in terms of yes, it

constructs that idea but it does more than construct that idea. It presents it in values
and attitudes, positions viewers and that sort of thing.
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S: Okay. Can you go in a bit more detail about the positioning and then also the
last column on personal social context?

T3:  Okay. Well, the second last column is looking at how viewers are positioned
to respond to the people, places and events. Basically looking at do we sympathise
for certain people in that particular interview or in that particular scene? Based on the
voice over narration, do we sympathise for the person being described and the
experiences they’ve gone through? Do we reject other people so for example,
positioned to reject the government bodies in particular parts of the actual
documentary? So basically how the techniques are being used to position us to reject
or sympathise with certain people, make us think about places in different ways. So
for example, this documentary makes us think about Australia differently because we
all assume that Australia is a place where the government does not try and hide
information, they’re not as corrupt as they actually are, and this is sort of opening up
that whole idea of government corruption and the fact that human rights have been
violated and that sort of thing. So basically, how you’re positioned to respond to the
events and the experiences described and that sort of thing.

S: Okay.

T3:  Okay. The last column is looking at how the text challenges or confirms your
own experiences or beliefs and ideas about society and culture, or the way society is
or the way the country is and the way things happen. So based on your own
experiences, how do you respond to this? So you might be able to relate to it quite
well because you may be for example, an immigrant who has had relatives or close
friends or even yourself has experienced being actually put into a detention centre, or
something like that. So therefore, this would ... obviously, you’d be pretty connected
to the issues that are being presented within the actual documentary. It may challenge
your ideas, so a lot of these students are isolated from reality. They don’t really
watch sort of the current affairs and stuff like that, so a documentary like that like to
us, yes we know that governments are corrupt and they hide information and lie and
all that sort of thing. We know that because we watch the news but these kids don’t.
So it’s looking at how this text perhaps challenges their initial ideas and beliefs about
the government is someone that you can trust. Well, no, they’re not. That sort of
thing. So it’s just sort of looking at how it challenges their knowledge and
experiences and values and that sort of thing. And also like their preconceived ideas
about society and culture and other societies. So this documentary for example, uses
a juxtaposition of where the main person Mohammed came from, which was Syria,
and it looks at the conditions that he came from and his desperation to escape from
the conditions in Syria, and then it juxtaposes that with the conditions of Australia
and they’re actually shown to be pretty much the same. So that’s really quite
confronting for students to see that the conditions that Mohammed was living in, in
Australia was basically very similar to the conditions that he was living in a first
world country. Okay?

S: Okay, so following that then, write an essay or?

T3:  Yeah, from this, they’ve basically got the information all in there, like each of
these parts here, so each because the information is obviously divided into different
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issues and ideas but that can form like one or two paragraphs right there using that
information.

End of recording

*Interviewee: (T4)
*Interviewer: Stuart Bender (S)

S: Could you briefly outline which classes have taught documentary text to you
in recent years?

T4:  Right, okay. Well obviously Year 12 TEE, Year 11 with a two way course,
and I’ve also done documentary with senior English 12 and Vocational English as
well.

S: Okay. And how recently is this?

T4: Well this year it was Year 12 TEE and also the Year 11 2A, and I did a
documentary with my Vocational 12s last year.

S: What are some of your preferred documentaries to teach, and perhaps why?

T4:  Okay. Well, I like to teach Errol Morris, I like his stuff very much, including
the Thin Blue Line. I like Nick Broomfield’s stuff, Kurt and Courtney. I’ve worked
with a documentary called Mohammed and Juliet by a young documentary film
maker, Sophie MacNeill. And I’ll probably go into why ... do you want me to go
into why now?

S: Yes, that’d be good.

T4:  And Startup.com I’ve used and things like Supersize Me. And probably I'll
start with the Sophie MacNeill one. The reason I chose her was because she was a
very young documentary film maker. I think she’s about 19, I think she’s about 18 or
19 when she first made this documentary. And so it’s very easy for the kids to see the
style of documentary that she uses, the kind of techniques that she uses because it’s
very text book and it’s very ... it’s very obvious, I suppose, in terms of ... because
obviously being young, being an amateur, I suppose, you can see her interviewing
techniques are a little bit unpolished, so she doesn’t have that artifice, I suppose is
what I'm saying. So for a young class of students, they can sort of access it and also
knowing that she’s quite similar to their age groups, quite appealing. Kurt and
Courtney, I like Broomfield’s style, because he has that self-reflexive style, I
suppose, where he’s on the journey and particularly good with young teenagers
because it’s got that sort of rawness to it. Although the irony of it is, it is pure
artifice. And so I like his. And also his subjects are normally quite interesting. Errol
Morris, obviously very quirky, very much you can identify the trade marks of his
styles, or style. Startup.com I like because again it’s raw, it’s spontaneous, it’s
happening as the action goes on, nobody’s designed it, there’s no structure, there’s
no narrative, it’s just as the action happens, the person’s just rolling a very small
camera, or it just happens to be in the room. Supersize Me obviously because of the
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content, very topical, something that teenagers would relate to and obviously the
character of ... I’ve forgotten his name now. But anyway, the guy who made it, he’s
obviously a very interesting man that young people can relate to.

S: Okay, thank you.

T4:  And I have used one about women in Pakistan. But I’ll probably talk about
that a bit later because it relates to why I stopped using it.

S: Are you able to describe a particularly successful experience of teaching
documentary text, and this could be any Year group. It doesn’t have to be Year 12
TEE.

T4:  Oh, okay. I would say probably a couple of years ago I had a very able class
who were quite self-motivated, and I felt that it worked very well because they were
able to not just access the information of all the documentaries that we looked at, but
they were able to do their own viewing of text and bring that into their discussion.
And I believe that was very much to do with them as a cohort. They were actually a
very strong body of students who were motivated and interested. And to me that was
a successful class because in their essays, it wasn’t just the documentaries that we
had studied in class. They were also, as I said before, viewing other text and bringing
that into their discussion. Whereas I found that particularly this year’s class, although
it was successful in that they could recall a lot of the information we studied in class,
I didn’t feel it was a successful because they weren’t drawing on their own research
as much. If that makes sense?

S: Okay. Yes it does. In terms of the successful ones that has helped motivated
students, can you recall much about what transpired in class?

T4: There was a lot more discussion, a lot of debate. Again, I used a similar
method to, I suppose, what I always do which is where I'm looking at a range of
documentaries and we’re analysing them because they’re from all different styles. I
don’t think ... I suppose to get back to the beginning of what I’m talking about here
is ... like for instance, the students I had this year I found to be very ... they wanted
me to spoon feed them all the time and okay, just give us the stuff so we can learn it
so we can do the exam. Whereas I found that this other class I considered to be very
successful, weren’t doing the same kind of learning, and I don’t know whether that
was before ... because they had their Year 11 English experience was better in that
they were more versed in film analysis, documentary analysis, so therefore they were
further down the track than the ones ... yeah, I can’t really attribute it.

S: Sure. I'm interested in a point you mentioned which is that there was more
discussion and debate.

T4:  Yes.
S: That’s something that you were driving, they were driving? How did that take
place.
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T4:  Well I was driving it. I always drive it. Because I suppose, I'm a reactive
teacher in the sense that I will go with what’s happening in the classroom. And that’s
what drives my lessons, very much, and I will respond to their needs and their level
of knowledge. And so therefore probably what I found this year was the level of
knowledge I found to be quite inadequate, so I was constantly having to fill up those
gaps. So I found I was having to do a lot more stand up teacher talk. Whereas with
my other class, I didn’t have to do that quite so much because their knowledge was
already there, and so therefore they had the words, they had the language, the
expertise, yeah, to be able to discuss, to be able to go into that kind of discussion.
And also to be able to investigate the underlying value systems and ideologies that
operate within documentaries. So they could actually take part in that kind of
discussion. Whereas I found this year, they couldn’t do it to the same extent.

S: So what ... did you recall the documentary that you looked at with that last
one?

T4:  With that last one, yeah. I managed to do a lot more, obviously. I managed to
do the Sophie MacNeill one. I did the Startup.com one, and Errol Morris. I think
there might have been another one that I did, but I can’t totally recall, but yeah, they
seemed to have a lot more ownership over the actual class time than I feel the ones
did this time where I seem to be standing up, sort of just blah, blah at them.

S: Suppose you’re about to plan the teaching for documentary text with the Year
12 TEE English students. What would your first steps be?

T4:  Okay. Well the very first steps would be, in any kind of thing that I teach, is
always to ascertain their knowledge of what they already know, to gain an idea of
what I need to target and work on. So what I always do in a situation like that is
brainstorming, getting them into groups, getting them to talk about, okay, what do
you know about documentary, what do you consider are the ... just tell me ... blurt
out everything you know about documentary, brainstorming it or discussing with
each other and then we put it onto the board. And then I have a sense of where
they’re coming from. And then what I do with that is with the kids, I generally ... we
try to sort of categorise it, put it into categories, so we separate it up into genre,
film’s language I suppose, issues. Okay, so you’re talking about a film has to have ...
a documentary, for a documentary to be a documentary it has to be about something
meaty like euthanasia, okay, so that’ll go under topics, that’ll go under issues.
Somebody else will talk about music or camera movements, so that will go under
style. So we’re sort of categorising, so I'm building up that sort of range there. So I
suppose what we’re doing there is I’'m getting to know what they know about
documentary, whether ... and very much concentrating on that very first think of
film language, let’s make sure that we know what film language, let’s make sure we
can use what terminology we’re going to use to discuss the films. And then probably
the next lesson, we then start looking at ideology and social structure and the whole
idea of what’s the difference between a feature film and a documentary? What do
you think is the difference? Do you think there’s a different purpose? Do you think
there’s a different audience? Why is the genre different? And that would then enable
me to start them thinking an investigation about ideologies, social value systems, that
sort of thing.
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S: And at what point would you start to think about the actual text you’re going
to use?

T4:  I'd probably ... yeah, third lesson, yeah. Yes, with Year 12, I suppose what
I'm doing is finding ... accessing their information and then giving them the
language and the vocab to start to talk about it. And then we start to look at them.

S: Okay. Thanks. What about issues? When you’re choosing a text to study,
how often do you consider the issues that presented in the documentary?

T4: Now that’s interesting, because I think when I first started teaching, I was
very issues ... | would go for an issue first. So I would choose something that had a
very specific issue. Like for instance the one I was talking about was a film made by
a woman called Olga Frankie about women in Pakistan and it was all about the social
inequities that were obviously being put upon them. And so yes, [ was very issues
oriented. And then I found that that detracted from ... the kids got very distracted
from the actual film style itself, so it because more looking at narrative and
characters. It became more like a written text kind of situation. So I changed and
found that I chose good film makers, people who had specific style, there was a
specific filmic language that we could identify, like ... and then the issues would
come out of that. Because there’s always issues and things. So then later on, I would
say, that I probably wasn’t looking so much at the issues.

S: Was it a conscious change?

T4:  Yes, quite definitely because I found that students were just talking to me in
their essays and in the class discussion in the same way that they would about a book
and I felt I need to get them to concentrate more on the film language.

S: Okay. What do you think are the key aspects that essay questions should ask
about documentary texts?

T4: 1 think they should link techniques with a persuasive element of film, the
impact that it has on the audience, the emotive effect, the persuasive effect, the way
that it’s trying to establish its viewpoint or its argument and I think the questions
need very much to encourage the students to say how was I persuaded? Not to such
an extent where they’re actually labelling things like talk about the structure, talk
about the special effects, talk about the non-verbal impact. But it should link all those
things and obviously in terms of targeting what argument is coming across, what sort
of social ideologies are probably being perpetuated within that or through that
argument. So the social context as well would need to be a part of the question. So
social context, ideology, techniques, impact on the audience, all those things.

S: Is it possible for teachers to approach documentary texts the same way that
they approach a novel?

T4: No.

S: How do you feel about that idea?
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T4: 1 feel very strongly that it’s not, definitely not, because obviously there are
some documentaries ... I mean in terms of narrative, no, you can’t, it would just be
too limiting.

S: Because?

T4:  Because it’s a visual and an aural text and it impacts upon you in a non ...
what’s the word ... for words ... you’re not necessarily looking at the language or
the words, the spoken words or the written words, you’re looking at the impact that it
has on you unconsciously, I suppose, in terms of things like music, editing, graphics,
all these sort of subliminal aspects of film that obviously you wouldn’t talk about in a
novel.

S: Do you have any personal criteria of content when choosing documentary
texts?

T4:  Okay. My criteria is for a clearly identifiable style where there’s definite
techniques, definite trade mark, and also I would be looking for something where the
kids, students can actually research that film maker as well so that that film maker
would have a body of work that they can access, that they can actually watch
themselves at home, they can actually research and be able to link it up with the
watching of the film. Because I’ve tried one-off films in the past, I’ve just sort of
pulled off the television, and it’s a bit limiting. I mean, they can use them as a
reference point, as a secondary text, but not as a primary text. So I tend to choose
people like Errol Morris because he’s got very definite, identifiable style that the kids
can talk about, particularly with something like the Thin Blue Line where he’s using
the interratrom and he does the rashamon effect with all the multiple perspectives
rolling into one, which obviously is a form of ... it’s his form of narrative. There’s a
lot of repetition. There’s some definite trade marks that the kids can identify, there
are, | can see that, his use of light when he uses the flashing lights. Broomfield, I
chose him because he has got a very definite presence as a narrator within his film.
He’s very much somebody who’s with the film, going on the journey, self-reflexive,
talking to the camera. So that they’re very specific things that the students can pick
out. And I will also look for films that are very different so that they can then
contrast and look at the different styles.

S: So that’s all kind of, I suppose, criteria for what the kids are going to get out
of it. And I’'m also interested in just, sort of, your personal reaction or personal
response or personal feelings towards a particular text. Does that come in to it when
you’re choosing a film?

T4:  Yes. Yes, I suppose ... yeah, there has to be a certain intellectual element
within it. Broomfield, I like him because there’s that irony too, there’s that twist.
And obviously the more intelligent kids can get what he’s doing. The less intelligent
ones will just take him at face value so there’s that ... something that has a clever
style to it, something that has a passion to it, I suppose, and a belief. Like for instance
the Sophie MacNeill, that was a very passionate documentary. It’s something as a
subject about refugees that she was totally ... believed in, and that passion came
across very strongly in the documentary and it had a very emotive impact on you. So
I chose that one for that. And Morris is just very clever, very interesting, quirky, and
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the fact that he focuses on the different types of people. He doesn’t go for
mainstream, he goes for the marginalised groups and comes in at things from a
different angle. So I suppose I go for documentaries that are less obvious. Is that
what you mean?

S: What do you mean by less obvious, specifically?

T4: I suppose documentaries I think that have different levels and different layers
that can be unpacked and that aren’t trite and formulaic.

S: Is that because when you’re watching something yourself, independent of
teaching, is that what you’re looking for?

T4:  Yes. Yes, I get very frustrated with things that preach at me and that are just
... you know, you can access the meaning and you just feel like you’re being
manipulated in a very formulaic kind of way. I like things that sort of send you off on
a bit of an intellectual quest.

S: What are some of the common things you find students have trouble
understanding when you’re teaching documentary text?

T4:  Okay. Well I think with all films, they have a problem with interpreting film
language. I find that they tend to be passive viewers. They tend to look at film as
something that’s purely for entertainment and probably don’t ... they have difficulty
switching into that mode of let’s analyse this. And so really just getting them to
concentrate initially on let’s interpret this, let’s investigate this, let’s analyse this,
let’s take it apart, let’s deconstruct it. There’s that initial reluctance, I think, there.
Being able to identify an argument I think if often quite difficult for them. They want
to take something at face value, where in fact what you’re saying, there’s actually
irony being used here, he’s actually subverting society’s values here. So obviously
irony and satire is something that’s quite difficult I think for young students to
access. And as I was saying before, trying to identify an underlying argument instead
of just going for the very obvious, that’s sort of staring them in the face. And so
those are the more subtle, rhetorical features. And I think also a lack of
understanding of ... possibly a lack of interest possibly, and apathy about what’s
going on in the world because a lot of documentary film makers are motivated by a
deep need to expose some sort of truth, some sort of ... yeah, create an awareness
about what’s going on in the world. And for some students who are that way inclined
themselves, and that’s fine, but there are some who are just very apathetic, not really
have a great knowledge of what’s going on in the world, so may not see a variety of
perspectives.

S: Okay. Just taking the point you mentioned about students have difficulty
identifying arguments, have you any idea why that might cause problems for
students?

T4: In Year 12 TEE, obviously it would be difficult for them to answer the essay

questions. So what they could do is they could be identifying the impact, okay, I’'m
feeling this, this is having this effect upon me, I can see how it’s having it. But then
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saying, well why, what is this person’s argument, why are they making you feel this
way?

S: And what do you think might be getting in the way of them actually being
able to identify that?

T4: Well as I said before, I think lack of knowledge of the world, lack of
understanding of a range of perspectives and arguments. Possibly a lack of ability in
debating and looking at alternative perspectives, and a lack of ... yeah, a lack of
knowledge I think, seeing those different arguments, being aware of those different
arguments.

S: Now when you’re choosing a text for study, how often do you consider the
techniques when you choose a documentary?

T4:  Always, always. That’s a very significant part when I choose a documentary.
I look for the techniques, I look for the style.

S: So it’s one of the first things you look for, or it’s just sort of part of a list of
things that you go in for?

T4:  If they don’t have interesting style or techniques, then I won’t bother to use it.
So it’s part of a list, but it’s very high up on the list. It’s a very strong priority.

S: Why is it ranked that highly?

T4:  Because I believe that’s a very significant part of documentary film analysis,
otherwise you may as well just be looking at a book or a short story. That’s what ...
you need to look at the skill of documentary film making, that ability to entertain,
inform, I suppose inspire, through certain techniques, the subtle techniques of subtly
influencing people I suppose through emotional impact which that kind of genre is
able to do that maybe a written text couldn’t.

S: Sure, okay. I'm sort of curious about what you mean specifically by
interesting techniques.

T4:  Okay. Well I suppose using music, special effects, editing, the way that
certain shots are juxtaposed with other shots, that symbolic level of creation.

S: In what ways is your teaching of visual text, including documentary, changed
over the years that you’ve taught Year 11 or 12 English?

T4:  As I said before, I’ve gone very much from an issue sort of narrative based
approach to a more visual, stylistic way where I’m looking at the documentary as a

specific genre in itself.

S: Okay. And that’s ... this can also include sort of visual text, it can include
feature film, maybe advertising, that sort of thing. Has there been a shift overall?
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T4:  Yes, I would definitely say so. Looking at text, at face value, I suppose,
looking at it symbolically, looking at it subliminally, looking at it ... at semiotics, as
the sign systems really, rather than trying to find a narrative within it.

S: What’s prompted those changes?

T4: 1 suppose feedback from the students. Also, yeah, I mean I wasn’t brought up
in a visual age, so also my own knowledge, my own reading of texts, visual texts, my
own interest, my own exposure to different documentary film makers, films,
professional development things I’ve read, things I’ve gone to, new courses of study
where viewing is a very specific, separate strand.

S: Has there been any sort of change in, I suppose, actual classroom practice? So
what you’re doing when you’re in the room with the kids and you’ve got the TV
there and you’re doing a non-print text, has there been a change in what you’re doing
at all?

T4: 1 suppose I spend more time looking at individual ... getting the kids to look
at individual frames and looking at the relationship between the frames. You know,
let’s have a listen to this music, let’s have a look at that particular camera angle, this
particular shot, this particular special effect. So I suppose it’s become more fine
tuned, it’s become more detailed, more texturally detailed than it was before when
maybe I looked at it more as a narrative. I probably looked at it more as a structural
piece, like a whole piece, let’s look at the beginning, the ending, the climax, the
conflicts, the goodies, the baddies, the issues, yeah, looking more at it as a piece of
film, the film language.

S: Now what are some of the aspects of documentary text that you think the
students respond to the most?

T4: Music, action, fast pace, clear sense of good and bad, sort of the villain, the
hero, subjects that are clearly characterised, subjects from their own world. So that’s
why Broomfield I think is very, very persuasive because they see people like
Courtney Love and Kurt Cobain and they’re obviously of their genre, that era, they
can relate to them. These people are often quite shocking, quite unusual, quite
extreme. And again, they just love the music, the fast pace, the kind of hand held jerk
of the camera, the sense of going on a journey, all of that, those sorts of techniques I
think. I think, I mean looking back on it, the Thin Blue Line, I don’t know whether I
will use it again because ... I mean, I have to cut some of it out when I show it to
them because it’s very slow and it’s very atmospheric. And I think some of them get
a bit bored with that.

S: And that gets in the way of their analysis and study of it?

T4: It does a little, because there are some points where the interviews get ... go
very ... go on quite long and you often ... they can’t work out why that person has
been selected to talk and a relationship between that person and the action and also
because he uses so much silence and the lack of narrative intrusion, he’s not
interpreting for them and he’s not directing them or guiding them through the film ...
and they often forget ... I mean I find I do that, I need to give it to them a bit, and
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you sort of think well that is sort of taking away from the truth of that style. But yes,
I suppose the more popular kind of documentaries, the Morgan Spurlock Supersize
Me, where it’s all ... it’s lots of graphics, very fast editing, juxtaposition, music,
shocking, things like him vomiting and it’s just very ... all of that sort of stuff they
seem to love.

S: Now, some teachers like to structure their teacher programmes according to a
theme that links different texts. What are your opinions about this approach and how
a documentary text fits into a programme like that?

T4:  Right, okay. I think when I first started out, I was very much into the
thematic, but I’'m not any more. I don’t intentionally choose texts for, as I said, for
their thematic purpose or their structure, or their issues or anything. I actually find
that once we actually start to look into the documentary, that you’ll find common
themes, you’ll find common issues because obviously when they go in to the exam, it
helps them if they’ve got common themes and common issues that they can link.
Once you’ve actually ... when you’re in the study of the text, you will find that there
are certain themes that you can link up with other texts. So I wouldn’t say theme
first, text later. I would say, yeah, we could then think okay, what does this have in
common with the film we’ve just studied? What does this have in common with the
book? Because that helps them with their revision and also when they go into the
non-print part of the exam, they’re frequently asked to compare a feature film to a
documentary, so it would help if there’s some connection.

S: Now how does the documentary text type fit into your view of English as a
discipline?

T4:  Ithink it’s essential. I think it’s really good. Okay. I suppose that comes back
to that sort of old argument of is English about exposing truths in society? And I
think documentary is very much about that, it’s very much individuals wanting to
express a certain truth, a certain belief that they have, through different versions of
reality, that they are exposing, challenging, identifying, persuading people towards.
And it’s often a very passionate kind of text form that people go in to because
something stimulated them, that they want to express maybe the ... if you like,
provide a voice for people who can’t speak for themselves which obviously Sophie
MacNeill was doing with the refugees, and Olga ... I can’t remember her name now,
was doing with the women in Pakistan. And to an extent, Morris was doing with that
whole idea of truth and justice. So I think it’s a really, really essential part of the
English curriculum, a very essential part of the viewing section of the English
curriculum.

S: Often English teachers like to see themselves as being aligned with a
particular theoretical approach to literature and language. Are you able to describe
what your theoretical approach might be?

T4:  Yes, I suppose. | mean, I came from a very traditional background in England
where literature was everything and you were told what to think about literature. And
I remember going to ... because I repeated, went back to evening classes because I
left school very young. And I remember going along to this working men’s college in
London and this professor, this guy, was just ... he’d worked at Cambridge
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University and he was carrying on about Shakespeare and I sort of put my hand up
and said, does that mean that there’s nothing new that we can say about literature?
And he just looked at me and laughed. And I suppose at that point I sort of felt very
frustrated by that very traditional approach of well this is what Elliot was saying, this
is what Shakespeare was saying, this is what Austen was saying, and you just
regurgitate that and write that down in your essays. But then I went to Murdoch Uni
which is very, very political and we learned all the theories, Marxist theory,
structuralist theories, psychoanalytical theory, all of them, and we were just applying
all these theories to these books and I found that very limiting as well. Very
frustrated with it to an extent. I enjoyed the game playing. It was great fun to sort of
ply these theories and play these games, particularly the psychoanalytical one,
getting right into Jung’s theories and applying them to books and Freud and all that
sort of stuff. So I suppose what has come out of it for me, from both of those things,
has made me ... my theoretical approach is I’ve taking something from both and I
look at the texts as very important in that it’s the use of language within a text and
it’s how a write uses language and the skill of a write to use language. And so in
order for you to appreciate that, or a student to appreciate that, they have to have an
understanding of how language functions, the structure of language, words,
vocabulary, clever syntax, clever sentence structure, just what constitutes beautiful
prose, and prose that can sort of transcend and can inspire and can take you places.
You know, prose that people are still quoting, that people will quote Orwell, they’ll
quote Shakespeare, they’ll quote Austen, Swift, people like that, the great masters,
the canon I suppose. Although I hate the elitist side of it, I can see why these people
are quoted because they are beautiful writers, they have the most fantastic facility
with prose which is something that we’re losing. And then when you compare that
with what’s happening today with a lot of formulaic writers who are basically being
plot driven and aren’t particularly skilful prose writers, I feel it’s important for an
English teacher to teach students the ability to identify and appreciate and see what
good prose is. But at the same time, I think it’s also good to see power relations in
texts where you can identify oppression, you can identify social disempowerment, all
that sort of stuff. But I tend to think that Year 12 students are a bit young for that
because I know when I was at university, I mean I was a mature age student having
fun with all these theories, but I really don’t think I would have been able to do it as
a 17 year old. So I have to say that my theoretical approach to literature is I don’t like
teaching them Marxist theory, feminist theory, psychoanalytical theory, post colonial
theory. So I won’t teach it to them as a theory, but I will talk about it in terms of
value systems and I tend to come in from a historical perspective where I would ...
my ideal would be to link it with history and look at different historical times and
maybe the social values that are coming through there and the impression of certain
people, but not be looking at it as a theory as such. Does that make sense?

S: It does, yeah.

T4:  So I believe in teaching literature, and I think it’s absolutely essential that
students are exposed to literature of a range, and I think you need to have the old
masters with the new. And I think literature can also encompass things like the new
text types, you know, there’s a lot of new novels now that are made up of things like
the emails, letters, sort of interpolated sort of texts. Because they have very strong
relationship, but I think they have to be taught the range, there has to be a range I
think. But I think good writing, I think still has to be able to create images in a
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reader’s head, it has to be able to transcend, it has to be able to take you somewhere.
I’'m sort of going off the track there a bit.

S: No, you’re drawing a broad picture of what your approach is. Are you able to
just nut down and say look, this is it, this is a theoretical approach that I align myself
with, or what you’re sort of saying earlier was that you’ve taken bits from this and
bits from this.

T4:  Yes. Well I suppose I tend to think ... I'm always moving on, I suppose. I
always see myself as a teacher that ... I never teach anything the same, really. I try to
bring freshness to it. I suppose that’s my big motto. And I always try to learn
something. I always think well if I’'m learning, then they’re learning. So I'm always
open to things. But at the same time, I suppose my theoretical approach would be I’'m
a traditionalist in that I will work with students using things like grammar and syntax
and I think that’s very important. I think it’s very important to teach them the
fundamentals like vocabulary, correct terminology, but not ... but to also be able to
investigate the social context within text and the social ideologies that are operating
within texts. But I do think that in today’s Year 12 course, I think it’s very hard for
students of 17 years of age to grasp an awful lot of what they’re being asked to grasp,
particularly in Lit. I think it’s far too difficult for them to understand some of the
political nuances that are coming through in some of these theories, because I mean I
found them hard when I was at university. And so what ends up happening if you’re
not careful I think is you end up thinking oh well, I’ve got to get these kids through
an exam at the end of the year, so I’m just going to give it to them because there’s no
other way that they’re going to be able to get all of this information because it
presupposes an incredible amount of knowledge that they don’t have.

S: Wouldn’t mind just being able to have a chat about what you actually do.

T4:  Right. Okay, well I tend to ... as I said before, 'm very ... I tend to work out
what the individual class is like, because each class is completely different. So I'll
spend quite a lot of time in my first couple of lessons with them trying to draw out of
them what they know, what their information is, and work from there and then
diagnose and then design my programme according to them as an individual class,
which obviously is a much harder thing because it means I’m having to think on my
feet there a lot more. But I tend do a lot of chart making, but get them to do it. So
we’ll put up the headings on the board and then I'll just give them A3 paper and pens
and say right, okay, use those headings, and draw up your chart. So they might
decide to do lines like this, and across and then do their note-making accordingly
when they’re watching the film.

S: Okay. So let’s go with that. The documentary is playing?
T4:  Yes.

S: And the kids have got A3 paper and you’ve said, here’s the headings, you
figure out how you’re going to do notes.

T4:  Well, basically ... I’ll do one up on the board, so we’ll have film language,
written codes, this one ... symbolic, written, audio, technical. And I’ll have drawn a
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line around ... down this side and of course they’re taking notes here and then
they’re making their interpretations on that side. So what they’re doing is they’re
taking notes on what they can see in terms of what clothing people are wearing, the
colours, the setting, the objects, the body language, the performance, looking at the
written codes, looking at what kind of audio codes there are, and then what they’re
noticing in terms of the technical codes. And then I'll stop them at intervals, we’ll
discuss it. I’ll say okay, can somebody give me some example of the symbolic, we’ll
discuss it and we’ll say okay, what was your interpretation of that, what would you
understand, is there a stereotype attached to that, what is this saying about him, what
interpretation can we have? He’s wearing ... he’s got tats, he’s got leathers, you
know, so we would assume ... the connotations of that would be that maybe he’s
belongs to a sub-culture of bikie or something like that. So negative connotations are
attached to this character who is all in black, that sort of thing.

S: Okay. So you’re pausing the documentary and doing these kind of
discussions?

T4:  Well what you would do is we’d watch it all the way through first, as an
entirety thing. And then go back to ... I'd select specific scenes, maybe at the
beginning, maybe at the end, maybe at certain points. Or I might even say to them
what scenes did you consider to be the most significant? Which ones shall we go
back to? And then we go back to them. And quite frequently, depending on the level
of knowledge they have, if they seem to be very ... their knowledge doesn’t seem to
be so good, I’ll do an example. I’ll take a particular scene and I'll go through an
analysis of it with them, a detailed analysis in terms of symbolic written audio
technical as a model to show them what they need to do, and then get them to choose
another scene and then they’ll take the notes and work through it and talk about it in
a group of, say, four and then come back to the class and we’ll talk about it and then
we’ll board it with the details. I might do it or I might get somebody up there to do it.
And then the interpretation. And then take that interpretation to look at why is he
doing this? Why does he want to ... why has he characterised these people in this
particular way and those people in this particular way? Are there any kind of
connotations attached to the fact that this person is viewed in an office with books
behind them and that person is viewed out in the open with lots of leaves and grass
and trees and that sort of thing. And that’ll form part of the discussion.

S: So these are questions that you are asking the kids? And how do these
questions come about?

T4:  TI'm asking them, as a response to what they’re telling me, they’re identifying
what they’re seeing. And then I’'m saying, well, why do you think that is? What does
that mean? And then getting them to answer back.

S: Okay. So that happens, that’s maybe a period of a week or so.

T4: Yes.

S: What happens after that?
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T4: 1 generally get them to do some research for homework on that particular film
maker, have some notes on that. I’ll get them to do some ... while that’s happening,
I'll get them to do some independent research so that they’re researching the
documentary film maker, they’re also hopefully looking at other documentaries at
home. And then we come back. We generally have, by that stage, we’ve generally
got an oral that we have to do with 12 TEE, so I’ll be getting them to work towards
the oral presentation which might be something like take a particular scene from the
documentary and analyse it, or ... talk about how that particular documentary film
relates to certain issues. And so I'll be helping them work, they’ll be working on
their own or working in groups on that and I'll be going up and working with them
individually. And then by the time that’s finished ... so I mean obviously what’s
happening is that I’ll have done that with that one film, and then they’ve gone to the
oral with that one film, and then after that we’ll be looking at a couple of others in
that kind of detail.

End of recording.
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861

Carine Senior High School English Course 2B

Programme Term Two - Three

Time/Week Key Concept Delivery ideas Assessments Due
S
Representations Study the ways in which narrative structures, 1. Oral Production (S & L)
2B Discern and discuss the themes (the characters, and understanding of audience Tutorial on representations in
Term 2 ideas and views of human contribute to reader response. two or more texts.
9-11 experience) in the texts they read and | ¢ Examine the use of narrative point of view in
continued understand the influence of audience positioning the reader in relation to the * 2. Written Production (R, Week 2
Term 3 on language and genre. characters and events depicted, and the effects | W) Term 3
1-2 of context on interpretation. In class response on
Novel e Narrative and generic conventions development of a common
Short Stories Select written genre appropriate for a variety of | theme in two or more texts
Autobiography tasks writing in appropriate genre.
Viewer Positioning Study the ways in which filmic codes work to | * 3. Response (V)
Develop awareness of key strategies | encourage acceptance or rejection of In class essay discussing key
effective in positioning viewer and e Social values of the film/documentary | Strategies effective in
3-6 critical thinking regarding values and compared to those of the viewer positioning you to r.espond to Week 5
attitudes of film in comparison to o Preferred and dominant readings one or more issues in at least
audience. one text.
. ) ) (comment on values)
Film In addition to which closely examine
Documentary e Genre, film language including technical
codes.
Audience Study the choice of language in texts in relationto | * 4. Response (W, V) Week 8
Read and view a range of target audience values. Write an invited and resistant
7-10 advertisements (print and non-print). | ¢ Explore the use of symbolism, connotation and reading of an advertisement and

Develop students’ abilities to discern
messages, images and values with
reference to the target audiences.

Advertising
TV Drama
Current Affairs

emotive  language (including  scientific

language used for emotive purposes).

e (ritically question the way advertisements
create and reflect stereotypes, values and
attitudes, representations

e Investigate historical advertisements

explain which you prefer.

5. Oral Production (S & L)

Speech for specific audience on

the role of non-print texts in
modern society.

‘(1 "dd) gz asuno) ysysuy j00ysg ysig 101uas 2uriv) “(9007) "SHSD



De Grauw, J. (2006a). Things are not what they seem? (p. 38 — 39).

HO 6: FILM STUDY - Part 2

4 Unit 3A Language and Subjectivity:
THINGS ARE NOT JUST WHAT THEY SEEM

¢ COMPLETE Qu. 1-3 for the film/s you have studied. Either use the generic
questions or the specific questions, as directed by your teacher.
« THEN answer the remaining film questions, 4-7.

ACTIVITY: Generic Film Questions

1. What terms are used to describe the characters and their differing situations? How
are they represented?

2. Examine the values and attitudes represented as those of each of the different
groups in the movie. What conclusions can you draw about the relationship between
groups, language and attitudes?

3. How has the film’s producer represented the different subjective viewpoints?

ACTIVITY: Hotel Rwanda

1. What terms do the Hutus use for the Tutsis? Why? From what you have learned
about Sociology, what is happening here? Why?

2. Examine the values and attitudes represented as those of each of the different racial
groups in the movie — the Hutus, Tutsis, the Belgian hotel owners, the Belgian army
unit, the UN. What conclusions can you draw about the relationship between groups,
language and attitudes? (You might like to compare and contrast this with the
Australian intervention in the Solomon Islands in 2006.)

3. How is the hotel manager used by the film’s producer to represent all these
different subjective viewpoints?

ACTIVITY: Spitfire Grill

1. What terms are used to describe a former jail inmate? How is she represented by
some in the town? (Who? Why?) There is another outsider in the town. Who? How is
he viewed by various characters? Why? What language is used in this case?

2. Examine the values and attitudes represented by the husband and nephew of the
other two women represented. What conclusions can you draw about the relationship
between groups, language and attitudes?

3. Despite the death of the main character, three outsiders (the original and the new
owner of The Spitfire Grill and the original owner’s son) are included at the end. How
is this inclusion represented?

ACTIVITY: In Good Company

1. What terms are used to describe an older and a younger man in this work situation?
How is each represented by the other? What language is used in each case?

2. Examine the values and attitudes represented by the four main characters
represented in the film. What conclusions can you draw about the relationship
between groups, language and attitudes?

3. How does the film make use of film language to comment does the film make about
age-groups, attitudes and values? (What comment?)
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ACTIVITY: A Waliz through the Hills

1. What terms are used to describe the children as well as old Tom and their differing
situations? How are the children and the old man represented?

2. Examine the values and attitudes represented by the main characters or groups of
characters (the children, the hotel keepers, Tom, the Nyoongahs, the police, the
politicians) represented in the film. What conclusions can you draw about the
relationship between groups, language and attitudes?

3. How does the film make use of film language to comment these characters and/ot
groups’ attitudes and values? (What comment?)

ACTIVITY: Witness

1. How do the Amish treat outsiders? Why? From what you have learned about
Sociology, what is happening here? Why?

2. Examine the values and attitudes represented as those of each of the different
groups in the movie — the Amish, the townspeople, the police, John — as a
representative of the outside world. What conclusions can you draw?

3. How are John, the young widow and the boy used by the film’s producer to
represent all these different subjective viewpoints?

ACTIVITY: Educating Rita

1. Rita wants a change. She recognises that education is the way to move from one
social group to another. What expectations does her husband have of her? How does
he express these? How does Frank view her at first? How are these attitudes expressed
in language (and/or action)? What conclusions can you draw?

2. Rita values language. How? Why?

3. Rita does change. What does frank think of the change? What does she think? How
has language been important in this process?

General Film Questions (Answer with reference to one or more films)

4. Keeping in mind what you have just learned about film technique, describe how
one film represents subjective viewpoints. What do you see? What don’t you see?
Why?

5. How are identities expressed, constructed, represented and critiqued through film
language? (NB This is an in-depth question.)

6. Examine the relationships between people’s sense of identity and the way in which
they themselves use language, view themselves, other people and the world in which
they live.

7. Interpret, analyse and critique the relationship between, on the one hand, particular
choice of text and use of language (film as well as verbal) and, on the other hand,
conceptions of identity.
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De Grauw, J. (2006b). Unit 2A Language and action: Changing the world (p. 2)

Unit 2A Language and Action:
CHANGING THE WORLD

Unit Rationale: This unit was actually planned before the London bombing.
However, this major event highlights the need to think about positive and constructive
ways of dealing with perceived major problems. Hope brings change for the better.
Despair gives rise to destruction and fear.

‘Unit Core: Students are to negotiate and select a major international issue and how
it affects people. The unit will address how people have brought change in the past, or
could now bring change in the present, together with the impact of that change on all
parties involved. The choice of topics could include:

Solutions
Issues
Poverty Sir Bob Geldof - Live 8
Trade injustice e People power to demand justice
e Political powerlessness ¢ Guerrilla warfare — Mandela and the
® Occupation by another nation ANC
e Political control by another race or e People power — mass gatherings
group Poland, Philippines, etc.
¢ Civil disobedience (Gandhi)
e Passive resistance (Martin Luther
King)
e Terrorism
Globalisation Protest
cf McLibel
Exposure
Supersize me
Slavery e Law change in the UK — William
® British Empire Wilberforce
e USA e Civil War (USA 0 Abraham Lincoln)
e Asiatoday
¢ Climate change e Scientific research
¢ Global warming ¢ Governmental negotiation
e Hole in the Ozone layer
Resources: e Researching alternative supply
e Water
e Oil
Pollution e Recycling
e Limiting harmful emissions

Research into the chosen issue needs to address:
e Situation
e Action
¢ Qutcome
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NSHS. (2007). Unit 3A Language & ldentity 2007. (p. 4)
Student Task Sheet: Unit 3A

ORAL PRODUCTION
Overview
OUTCOMES TO BE ASSESSED:
Part B Outcome 1: Listening and Speaking

Analyse one scene from a ESSENTIAL CONTENT - Unit 3A
Viewing text studied in class Conventions

and present that analysis in a Contextual understandings
. Processes and strategies
tutorial for the class.

LEARNING CONTEXT
Personal
Cultural

How long will you need? Due date:
Four weeks Term 1, Week 8

Process:
3. Discuss the protocols associated with tutorials
4. Students will select a key scene from the documentary and prepare an analysis of
that scene.
5. Analysis should focus on:
e Ideology
¢ Identification of visual language codes and conventions (SWAT)
e Discussion of the effect of the use of the above. Consider:
- nuances of meaning
- use of connotation and/or symbolism
- positioning of audience
- representation of social groups
- values and beliefs
¢ The importance of this scene to the development of the documentary’s
thesis.
6. Prepare a handout for the class. Organise own notes - plan tutorial sequence.
7. Conduct a recorded tutorial.

What needs to be in your folio for assessment?

Comprehensive notes on the documentary

Prepared tutorial materials: handout for class and notes used

STUDENTS MUST KEEP THIS RECEIPT AS PROOF OF SUBMISSION

Task: Oral Production Student: Date:

Teacher: Lavan Wright Received by:
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PSHS. (2007). 3B Scheme of Assessment.

PADBURY

SENIOR HIGH SCHOOL

Padbury Senior High School

English
Scheme of Assessment
SEMESTER ONE 2007

Department of
Education
and Training

Teacher: Mrs W Cody
¢ Afick (v) indicates where evidence of outcomes can be demonstrated
¢ An asterisk (*) indicates possibility of additional supporting evidence
¢ Final dates for submission are subject fo change, with advance notice and by
negotiation.
Outcomes
ENGLISH 3A
FINAL DATE . 1 2 3 4
TASKS FOR Language and Identity o 9 o | o
. . e [= £ = c o
SUBMISSION Identity of race, ethnicity and Tsg| 3 3 £
nationality R 2 2 =
Portfolio of written responses to representations
RESPONSE TASK o . of race, ethnicity or nationality in literary print
ne piece . -
(a) approximatel texts and non-print texts. Responses to be in
(Comprehensio PP varied forms such as: v v v
y every 2
n and e report
. . weeks.
interpretation) e essay
® journal entry
Investigate representations of race, ethnicity or
nationality in a range of print and non-print texts.
INVESTIGATION From Findings to be presented in one of the following
TASK beginning of | forms: v * * *
(Researching Week 8 ¢ PowerPoint presentation
and presenting) Term 1 e Tutorial discussion
o formal speech
e other (confirm with teacher)
The exam will consist of three sections, one on
RESPONSE TASK Viewing, one on Reading and one on Writing.
(b) Week 7 Term v v v
SEMESTER 1 2
EXAM
Written text based on study of identity, race,
ethnicity and nationality.
WRITTEN Week 2T Suggested forms:
PRODUCTION ee 5 erm |« short story v
TASK e drama script
e novel chapter
* newspaper article
Oral presentation on a theme relating to study of
From race, ethnicity or nationality.
ORAL beginning of Suggested forms:
PARTICIPATION/ \?Veekg e dramatic performance of scene v
PRODUCTION ¢ reading and interpretation of a
Term 2
scene/sonnet efc
e panel discussion on a key aspect
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Curriculum Council of Western Australia. (2006b). Sample WACE paper. WA:

Curriculum Council. (pp. 8).

ENGLISH & SAMPLE WACE EXAM PAPER
SECTION TWO: READING OUTCOME

Inn this section you will be assessed on your achievements in relation Lo

Qutcome 3

. your interpretation of the conventions of wiitfen texts

* your criical awareness of the ways language varies according 10 context and how
lanzuage affects the way you view yourself and vour world

. vour use of a repertoire of processes and strategies when reflecting on the way language
works

[nstructions

In this section thers is OMNE question. This question has TWO parts. Complete BOTH parts of
the gquestion, which are related fo the text given on the page opposite

Adlow approsumaltely 60 minutes for this seetion. 11 suggested that you divide your time
according to the following table:

Planning and preparation 10 minutes
Wreitng: part (ib and part {u} 45 minutes
Checking work 3 minutes
Total 60 minutes

-1

{1} What arguments ars presentad m this essay? Whalt evidence is presanted 1o
support these arguments? How might readers be posioned 1o respond to the
arguments and evidence presented in the texi?

[Suggesied fenerh: S words |

{11)  Explan how your eontext and vour knowledge of other texts andfor wader social

issues shape vour interpretation of this text

fSnggested fengeh: 206 wondsf

SEE NEXT PAGE
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Appendix V: Summary of Level II codes and original

coding of the transcripts

Teacher 1 (T1)

Documentary texts: Bowling for Columbine
Fahrenheit 9/11
McLibel
Supersize Me
Nicaragua No Pasaran
TV Doc’s: Cutting Edge (Series)

Aesthetic concerns:

Different styles, different ways documentaries can be constructed, they respond to
fast-moving “American” style but they need to know about different styles, students
are familiar with “types of shot” etc (film language) from Year 11 study — but kids
need to understand the differences of  genres, distinction  of
entertainment/information, students need to understand that doco’s can be
entertaining (ie: not just informative).

Rhetorical concerns:

We identify scenes that are pivotal or demonstrate an interesting device [these scenes
are often obvious], we focus on how the director is trying to create a particular effect
through techniques (juxtaposition, music, length of shots etc), how does the structure
of the documentary itself used by the filmmaker to construct meaning?; the concept
of “version of reality” is difficult for students to understand; it’s not deliberate
manipulation it’s just a version;

Ethical concerns:

Try to do things that are “up to date” so the kids are “in tune” [engaged with the
issues] with them; the importance of syllabus definition of “versions of reality,”
students must identify “whose version is this [in the doco]?”, we choose
documentaries that will fit in with the issues we’re looking with other texts; we ask
the students: “Why are these people behaving this way?”’; kids are dealing with the
same issues at their age — it’s part of their experience; students have got to learn that
documentary is not about “the truth” — it’s someone’s version of the truth; how has
your context influenced your interpretation?; it’s useful to focus on “men’s issues”
because we’ve focused so much on “female issues” and at the end of the year
sometimes the boys open up about their own issues, and girls haven’t looked at these
issues so they find it interesting; documentaries lend themselves to this — depending
on the one that you choose; often struggle to relate their own context to the
interpretation of documentary, I ask them to consider their personal context (eg:
you’re a 16 year old and I’'m in my 50s, how are our contexts different and how will
that affect our response?); this gets them to ask questions about themselves (“who am
17”’) which the syllabus seems to be getting at; if they’re aware of how they’re
influenced, they can become more critical viewers — which is what we trying to
achieve; when doco’s were first introduced I didn’t know what to do so I just looked
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at issues; students respond well to documentaries with issues that affect them
personally (eg: McLibel/Supersize Me); doco’s may support an issue from a text you
studied earlier in the year; we don’t just try to “comprehend” the doco, we analyse
the version of reality and its construction; with a bright class I might explore
questions about “truth” and “right and wrong;” one of the questions that is relevant to
the syllabus is whether or not doco’s get close[r] to the truth.

Teacher 2 (T2)

Documentary texts: Bowling For Columbine

Aesthetic concerns:

I mostly assume students don’t know about the background of the “documentary
film” genre; students often think doco’s are boring and you have to fight against that
unless it’s gross/bloody or really funny; students prefer doco’s that entertain them;
you can’t just link anything together just because it’s the same genre/theme.

Rhetorical concerns:

Columbine is good because there’s so much material that helps show kids how it’s
been constructed; you can teach them how they’re being constructed because they
don’t often understand this; we want them to realise they’re looking at “constructed
facts”; I alert students to techniques while watching it (I prepare things in a hurry);
retrieval charts help them see how they’re being positioned through the construction;
[as an example of how easily they get positioned by the construction], they think
B&W footage is news-reel/history; give them information about how documentaries
are not always factual (version of reality);

Ethical concerns:

Columbine worked because the kids didn’t have much “cultural capital” and so they
understood the reference to South Park; demonstrate how to critically analyse a
simple documentary before looking at the actual one that they’re to analyse; always
think about issues, particularly ones that resonate with kids because they have to
have some link to it from their context in order to critically view; important to look at
why they’re watching the doco, and what’s involved in the particular version of
reality (who’s privileged); teachers must be careful not to impose their own values on
the students; I don’t want a text that’s so hard I have to explain what’s going on —
that might influence their response; documentary can be used to support other texts —
to “fill in the context”, especially for kids who don’t have much cultural capital;
Columbine is good because it is slightly out of their context now so it’s easy to view
it critically; Columbine is good because there’s so much information with it that it’s
easy to see how it’s been constructed to present a version of reality; students will
often “glaze over” a text, so we’re “taking them back to look at why they’re looking
at something”; they feel like experts if they can look at the construction of something
critically; doco genre is helpful at teaching students about construction, so they can
view other things critically.
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Teacher 3 (T3)

Documentary texts: Mohammed and Juliet
The Thin Blue Line
Kurt and Courtney

Aesthetic concerns:

Because students aren’t familiar with doco conventions, start with a simple one
(Mohammed and Juliet) to teach symbolism and other visual techniques; discuss
similarities/differences between doco’s and other media texts; if the class is “good” I
might look at something with a challenging structure (The Thin Blue Line); students
are mostly “preoccupied” with the people rather than other visual elements; students
won’t independently notice aspects of framing;

Rhetorical concerns:

I use Mohammed and Juliet because the techniques are obvious, I always do this for
the first documentary; The Thin Blue Line has lots of techniques, so I split the class
into groups which each took notes on one technique while viewing the documentary;
before starting, we revise film techniques (because students have studied feature film
earlier) and some of these are relevant to doco’s; I look at how issues are
constructed/presented through the documentary’s techniques, I ask students to find
this in their notes on techniques from viewing, and to identify how the techniques
present issues rather than just “an idea”; you might compare a documentary’s
persuasive techniques (visual symbolism, juxtaposition, voice-over) with an
expository text’s use and ask how they’re similar/different; during the viewing of the
documentary students would identify techniques (SWAT codes) and identify how
they have been used to construct meanings; in essays students often don’t remember
to talk about techniques, so I emphasise that they need to write about techniques;
What are the implications of the juxtaposition of Mohammed’s country of origin
with the detention centre to suggest they’re essentially the same conditions; if you
“consult” with students about what techniques are used (before viewing) then they
will be able to identify them as long as they can put them together (ie: it’s up to them
to put it together); it would be important to choose two documentaries that use the
same techniques; I encourage students to write down the effect of the technique
while note-taking, or example: “What was the interviewer wearing?”’; teacher has to
point out elements (for example: “There’s an Australian flag in the background of
that shot”); I explain the different codes (SWAT) used by documentaries in general,
and how they are used in general, then the students watch the documentary and take
notes on these codes.

Ethical concerns:

I like to choose texts that deal with issues in a way students will engage with them;
the teacher’s passion can make a difference also: when I was talking about
Mohammed and Juliet and the issues with justice and injustice and government
corruption, I was saying it in a very sort of emotional way, talking about it, saying
these are the issues. What do you think about this? I can’t believe this has happened,
blah, blah, blah. They were all focused, they were all listening because I was talking
about it in a passionate sort of way; students have a lack of familiarity with doco’s
because they wouldn’t watch them normally, and therefore they have a lack of
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confidence in discussing doco’s; the study of doco’s exposes them to a genre they
wouldn’t ordinarily watch, and they might use this knowledge later on when they
watch doco’s; Mohammed and Juliet deals with “good issues” like justice, truth,
race, power of government; apart from techniques, The Thin Blue Line deals with
issues like government corruption, police corruption, truth, justice in the American
system — these link with the expository text Dead Man Walking, which we have
already studied; if I know the interests of the class I might choose a documentary that
relates to their interests; the issue can make the difference of whether or not the class
engages with the text — engagement is very important in TEE English, engagement
with the text and the question and this is why I think issues are important because
students will engage with the issues; engagement means response, such as anger or
concern about something presented in the doco; I ask the students what are the
implications of the particular interview subjects chosen by the filmmaker, for
example: “Based on the voice-over do we sympathise with this person?”’; TEE is all
about students responding to values and attitudes; students react well to issues such
as how the government can conceal the truth and students all have different beliefs
about current political issues in Australia; when studying Mohammed and Juliet I
look at how they are fighting for truth and the government is covering up the truth,
and I look at the different ideologies of the different groups presented in the doco;
essay questions should focus on how a text has been constructed to present only one
point of view, or how it has challenged your (the students’) beliefs; students should
use the issues to respond to questions; the content (of studying documentaries and
novels) is very similar as well, how you’re positioned, what’s your response, how do
you think other people in your class or in your society might respond to these based
on their cultural beliefs and that sort of thing; I pause the tape when something that
challenges my values and ask students “What’s going on here? Can you believe
this?”; students find it difficult to identify specific values/attitudes; because 1 get
interested in the issues of the documentary we’re studying, I’ll read more about the
issue and use this information when discussing the text and asking students questions
about it; students react mostly to the people in the documentary, for example if it’s
obvious that an interview subject is lying and this challenges their values/attitudes
they will respond to it; after students respond initially to the personalities
(interviewees) I'll take it further by questioning whether that person should be
representing a certain group — for instance if they’re lying and they should be
representing “my” values and attitudes; sometimes it can be effective to link texts by
issue (or theme) because students can use their knowledge of the issue from one text
to help them understand the other text; the study of doco’s is important because it
exposes them to issues they might not ordinarily think about, and later in life they
might show interest in these kinds of issues; English is about empowering students to
question everything about texts — for example, to question the representations they
see in the news because these are filtered and controlled by governments and
corporations for specific interests, and students would never consider this
themselves; doco’s are important because they often expose the gaps in the way truth
is represented in the mass media — but also we need to get students to consider how
the doco itself has represented the information (“it goes two ways”); after students
have a reaction to the text, I want to make “them think about themselves, about the
world, their relationship with the world, power relations that exist, the power of
corporations, governments, you know all that sort of stuff. Making them just ... just
enabling them to be exposed to things that they weren’t exposed to before and then
questioning those, and discussing those [...] questioning how those documentaries
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are working”; in the note-making stage students record their responses to the issues
and the way they’re presented, for example if they’re personally connected to the
issue because it’s about detainees in an immigration camp and the student is a
migrant; (continues to talk about the importance of the issues of government
corruption that are revealed in Mohammed and Juliet, even while ostensibly talking
about the note-making process students go thru: eg, “a lot of these students are
isolated from reality. [...] We know that because we watch the news but these kids
don’t. So it’s looking at how this text perhaps challenges their initial ideas and
beliefs about the government is someone that you can trust. Well, no, they’re not.
That sort of thing.”)

Teacher 4 (T4)

Documentary texts: Mohammed and Juliet
Kurt and Courtney
The Thin Blue Line
Supersize Me

Aesthetic concerns:

Mohammed and Juliet uses very easy/obvious techniques (because the filmmaker
was young); Broomfield’s style is self-reflexive and raw (teenagers enjoy it); Errol
Morris’ style is very obvious and quirky; Startup.com has a raw style and structure; I
look at a range of doco’s and analyse the different styles; if the class doesn’t have the
“language of film” then I need to do more stand-up teacher talk to “fill in the gaps”;
get students to brainstorm (to the class board) what they know about documentary
film language; ask students to consider the differences between doco and other film
genres; now I choose doco’s where the filmmaker has an obvious style (we can have
success identifying the techniques); students can view other doco’s by the same
filmmaker (at home) and compare different styles of the different filmmakers looked
at in class; doco’s have “subliminal” elements that students have to identify the effect
of (eg: music); I won’t choose a documentary that doesn’t have an interesting style or
use of techniques — I don’t focus on issues anymore, but I used to; now I focus on the
text as a genre; the study [that I get students to do] has become more textually
detailed, after various PD and self-learning; if I choose more intelligent doco’s then
the more intelligent students will get something more out of it (eg: Broomfield);
[Students respond most to documentaries with] action, fast pace, clear sense of good
and bad, sort of the villain, the hero, subjects that are clearly characterised, subjects
from their own world — they enjoy Kurt and Courtney & SuperSize Me for this
reason, and they don’t always enjoy The Thin Blue Line;

Rhetorical concerns:

Essay questions should expect students to articulare sow the rhetorical features of the
text have persuaded them to accept the argument, although not to the extent where
they have to label the rhetorical elements; students have difficulty identifying the
underlying argument and the subtle rhetorical techniques such as “irony” and satire
that present these arguments; it’s important to be able to analyse these aspects of the
genre; students need to be able to identify the argument presented so they can
analyse why the text is making them respond in some particular way; The Thin Blue
Line often presents problems for students to understand/comprehend what’s going on
because the rhetorical elements are not used directly — they don’t guide the viewer
directly; after my demonstration of notetaking SWAT codes on one scene, students
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take notes on the SWAT codes while viewing the doco, and I pause it occasionally
and ask for examples of different codes and for the student’s interpretation of these
codes; then I start asking them why the filmmaker has tried to create that particular
interpretation.

Ethical concerns:

A good class can discus/investigate the underlying value systems (and ideologies)
operating within the doco, when brainstorming with the students we might say “for a
documentary to be a documentary it has to be about something meaty like
euthanasia, okay, so that’ll go under topics, that’ll go under issues” and this would
allow them to start an investigation about ideologies and social value systems; when
I first started teaching, I was very issues ... I would go for an issue first. So I would
choose something that had a very specific issue — but this distracted from the film
style and it became more like looking at a “written text”, focusing on narrative and
characters; there are always issues anyway (and students can find these to be helpful
in linking more than one text in their essays/exam) — this was a problem because
students were just writing about issues in their essays; questions need to link the
rhetorical argument with the values/ideologies being presented in the argument;
Mohammed and Juliet has a strong emotional impact because she’s passionate about
the topic; I get frustrated with doco’s (and other texts) that aren’t intelligent and
don’t have “layers of meaning”; students tend to be “passive viewers” and have
difficulty activating the “analysis” mode; doco’s often expose the truth about what’s
going on in the world; is English about exposing truths in society? Doco’s certainly
do that; many students have a lack of understanding (apathy?) about what’s going on
in the world; students have a lack of knowledge of the world, lack of understanding
of a range of perspectives and arguments. Possibly a lack of ability in debating and
looking at alternative perspectives; it’s good for students to be able to identify
oppression/power-relations in texts, but sometimes they’re a bit young for that, so if I
teach it I won’t teach it as a “theory” but just as “value systems” that we can analyse
in the text; students are a bit young for some of the political ideas they’re being
asked to grasp in the theory of the course; students can relate to Kurt and Courtney
because the students know the [musical] genre; individuals [filmmakers] wanting to
express a certain truth, a certain belief that they have, through different versions of
reality, that they are exposing, challenging, identifying, persuading people towards.
And it’s often a very passionate kind of text form that people go in to because
something stimulated them, that they want to express — this is why doco’s are an
important part of the curriculum;
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CODING OF INTERVIEW TRANSCRIPTS

Teacher 1

Level I Codes Question Level II Codes

Aesthetic references

I’ve tried to have a look at, say, some English and some American documentaries and some Australian 2 Documentary texts: Bowling for Columbine

documentaries because I find them quite different in style. Like you know, Columbine is very different to say Fahrenheit 9/11

MacLibel. So I'll do both and I'll point out the differences in style to the kids because Columbine’s such a fast McLibel

moving, so it 9/11, so fast moving. Supersize Me

Nicaragua No Pasaran

Supersize Me, I’ve done Supersize Me as well. So I like to choose documenters from basically different 2 TV Doc’s: Cutting Edge

countries because I find their styles are different and expose the kids to different styles. (Series)

I will just show the first 10 or 15 minutes of it to show kids that there are different ways in which documentaries 2 Different styles, different ways documentaries

can be constructed and that the styles do vary. can be constructed, they respond to fast-moving
“American” style but they need to know about

Simply because the kids are more in tune with them. 2 different styles, students are familiar with “types
of shot” etc (film language) from Year 11 study

I always find documentary ... the kids are in tune with documentaries and they enjoy them, they look forward to 3 —but kids need to understand the differences of

it. genres, distinction of entertainment/information,
students need to understand that doco’s can be

I have found, say with Nicaragua: No Pasaran, there’s some music right towards the end. And it’s very electronic 3 entertaining (ie: not just informative).

music and it’s a very powerful scene right towards the end.

But they used to do feature film beforehand anyway, so ... and of course in Year 11 they used to do TV drama. 4

So all that stuff about film language they should all be familiar with, the types of shots, all that stuff on use of the

length of the shot, the colour and so on and so forth.

But obviously there are differences. There are generic differences between the ... difference between the texts. 7

So the kids need to also understand what is it that makes a novel a novel, what is it that makes a short story a

short story, a feature article, a feature article and so what are the characteristics of those things.

The other thing that we do ask the kids do, also though, is about whether documentaries can be as entertaining as 9

feature film. So there’s another aspect that we talk about that’s entertainment, and whether something can be
both entertaining and informative at the same time. And what’s more important.
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they respond to documentaries that are fast moving and American style, if you want to put it that way. And very
entertaining. And while I don’t mind showing some of that, I also make a point of showing different sorts of
documentaries as well. But the kids, they like to be entertained. And they like things that are fast moving
because that’s what they’re used to and they find it sometimes difficult to sit through a different type of
documentary like MacLibel, for instance, which is also quite long, which is a quite slow movie. But that’s one of
the reasons I some ... I hopefully ... at least show parts of MacLibel because I want to show them that there are
different sorts of documentaries and that they are still very interesting, but they’ ve got to make perhaps a bit
more of an effort.

And thirdly, [talking about the Quinn book] the other issue is that ... to do with entertainment, that
documentaries can be as entertaining as feature films. Discuss that as well.
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Rhetorical references

And as we are watching it, we’ll decide which scenes to look at, which scenes will be good ones to look at. So
often they’re obvious. They’re pivotal scenes or they’re scenes that demonstrate an interesting device or an
interesting technique of some sort.

And a transcript will be information on obviously the dialogue, but also the type of shot that’s being used, the
length of the shot, the lighting, any juxtaposition of scenes and so on and so forth. So anything that’s obvious
that we need to point out. And as to how the actual documentary work, or how that scene is actually constructed,
how the director is trying to make a particular effect, does that make sense?

the kids often find it difficult to understand what the difference is between say a version of reality and bias.

...why have they chosen to use those devices? What’s the reason? So I suppose what I'm trying to do is to get
them to be a little bit more aware of how they are being influence? And also aware of how a particular version is
being presented.

So you’re talking about the type of shots being uses, the use of music, the use of the juxtaposition of particular
shots, the selection of information, the selection of detail. Yeah, because the way in which something is done is
... if they can understand that, they can understand to some extent the way in which ... I'm trying not to use the
word “manipulated”, but they can understand how they are being influenced. So it’s not just what is the person
saying, it is also how are they going about doing this?

...these are devices that are available to documentary makers. These are the range of devices, okay. Let’s just see
what devices this person has used...

we look at the structure of the documentary itself, how is it constructed and how does it contribute to the way in
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We identify scenes that are pivotal or
demonstrate an interesting device [these scenes
are often obvious], we focus on how the director
is trying to create a particular effect through
techniques (juxtaposition, music, length of shots
etc), how does the structure of the documentary
itself used by the filmmaker to construct
meaning?; the concept of “version of reality” is
difficult for students to understand; it’s not
deliberate manipulation it’s just a version;
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which the person who’s making the documentary is trying to make meaning in some way.

So read that and become familiar with it. As far as the film language and so on is concerned, I usually often just Resources

put it up on the board for them. I start talking about such things as type of shots that are being used and the effect | discussion

of ... you know, we talk about camera distance, camera angle, camera movement and we talk about lighting and

music and sound effects and all the ... I will put it up on the boar for them. But by the time they’ve got to year

12, they’re pretty familiar with that by now because they’ve done it in TV drama in Year 11 and they also have

been exposed to it in feature film in Year 12 which we did earlier than documentary.

Ethical references

Recently, because you try to do things that are more up to date and that the kids are more familiar with and 2 Try to do things that are “up to date” so the kids

perhaps more in tune with. are “in tune” [engaged with the issues] with
them; the importance of syllabus definition of

[Choosing texts because of issues.] Quite a lot, quite often, because over the last few years we’ve had a general 5 “versions of reality,” students must identify

theme running in our Year 12 TEE and it’s a gender theme. It’s really to do with men rather than women, alright. “whose version is this [in the doco]?”, we

The type of text we choose is reasonably important, but it’s not the most important thing. choose documentaries that will fit in with the
issues we’re looking with other texts; we ask the

So we look at Manhood and then consequently some of the documentaries we choose down the track hopefully 5 students: “Why are these people behaving this

will fit in with some of those gender issues as well. And even Football Hooligans for instance because it’s way?”; kids are dealing with the same issues at

dealing with a very, almost cult like male sect of people who ... of Chelsea supporters, Chelsea Football Club their age — it’s part of their experience; students

supporters, you can even look at that from a gender perspective and ask the kids why are these guys behaving have got to learn that documentary is not about

this way. “the truth” — it’s someone’s version of the truth;
how has your context influenced your

And also gender I think is a good one to do because the kids at the age of 16, 17 years old are also dealing with 5 interpretation?; it’s useful to focus on “men’s

issues of masculinity and femininity and their own gender issues and so they can tap into that and their issues” because we’ve focused so much on

relationships with their parents, their brothers and their sisters and so on and all the stereotypes of the things that “female issues” and at the end of the year

are expected of them in terms of their behaviour. So it’s a good thing to tap into because it’s part of their sometimes the boys open up about their own

experience. issues, and girls haven’t looked at these issues
so they find it interesting; documentaries lend

when they look at the documentary, is to say what is the version of reality that you’re getting here, whose 6 themselves to this — depending on the one that

version is this, and how does he or she go about doing this. So they’re the three things ... that’s the focus of the you choose; often struggle to relate their own

whole, of our whole approach. And so that’s the key basically, you know, the kids have got to get out of their context to the interpretation of documentary, I

mind that just because it’s a documentary, it’s somehow the truth. It’s not. What it is, it’s a version of someone’s ask them to consider their personal context (eg:

truth. And that’s a very important thing for kids to learn. you’re a 16 year old and I'm in my 50s, how are
our contexts different and how will that affect

the syllabus looks at documentary in terms of versions of reality. What the kids have got to understand, this is 6 our response?); this gets them to ask questions

what I explain to them very clearly, right up front, is that documentaries is not fact. It’s not fiction either, but it’s
not the fact, it’s not the truth as such. What it is, is a version of the truth, or a version of reality.

about themselves (“who am 1?””) which the
syllabus seems to be getting at; if they’re aware
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Who’s version is it and who is this person. And I think it gets back to context as well. What is the context of the
author, okay, of ... and also perhaps the characters, alright?

Okay, well the similarities would be what are the issues, and what ... and I suppose the similarity would be
what’s the version here?

What’s your context and how does that influence your interpretation of the actual story itself?

I like the idea of doing ... looking at men’s issues. I think that we’ve looked at women’s issues for a long period
of time and maybe it’s about time men look at their issues as well.

And I think that’s a good thing to do because there aren’t many male English teachers, I don’t think. And maybe
it’s about time that some of us did that. I'm being careful about what I say here. [laughs]. Yeah, maybe it’s about
time some of us did that and say look, let’s focus on issues that men might face now.

And sometimes at the end of the year, the boys will open up a bit and they’ll talk about the relationships they
have with their fathers and with each other and the expectations they have on them. And the girls will comment
on it as well. And the girls find it quite interesting also to this ... often they haven’t actually looked at the issues
that boys or men face, or fathers face.

I think it’s somehow or other it lends itself to it. I mean, depending on the documentary that you choose.

I think it’s another Cutting Edge documentary that I use, and it deals with a men’s group in Hobart. And the kids
find it quite bizarre, the sorts of things that these blokes get up to. And we talk about it and afterwards they’re
not quite as alarmed, once we’ve had a chance to talk about it, they’re not quite as alarmed as they first are when
they first see it.

Suppose the sorts of things that kids might find it difficult with, I mean the only concept would be okay, what is
... what do we mean by a version of reality? Some of the kids who aren’t as clever might find that difficult to get
their head around...

and they can sort of see how that might be important, but they find it difficult to relate their own contexts also,
sometimes to the interpretation of a text. I don’t know why, but some of them do struggle with it.

Well the problem is that I say to the kids, well, who are you, what are you? Obviously if you’re looking at a text
and it’s to do with gender issues, and you’re a 16 year old boy, you’re going to look at it differently to what I'm
going to look at because I’'m over 50 years old. We’re going to have a different view of all of this. So what do
you think my view might be and how is it different to your view and why are these views different? So that’s
looking at their personal context.

of how they’re influenced, they can become
more critical viewers — which is what we trying
to achieve; when doco’s were first introduced I
didn’t know what to do so I just looked at issues
students respond well to documentaries with
issues that affect them personally (eg:
McLibel/Supersize Me); doco’s may support an
issue from a text you studied earlier in the year;
we don’t just try to “comprehend” the doco, we
analyse the version of reality and its
construction; with a bright class I might explore
questions about “truth” and “right and wrong;”
one of the questions that is relevant to the
syllabus is whether or not doco’s get close|[r] to
the truth.
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The kids are only 16, so they don’t have a lot of experience in ... they often though haven’t even questioned who
or what am I? So this is forcing them, I suppose, to start looking at questions like that which I suppose is part of
the syllabus, is getting them to think about themselves, think about the texts and start asking those sorts of
difficult questions.

And quite often documentaries are not trying to deliberately manipulate you in any way. What they’re ... all
they’re doing is they’re trying to show you a particular version of a story. And it doesn’t mean they’re trying to
directly manipulate you, they’re just trying ... they’re just showing you a version of events.

What they really need to do is get beyond that and say, well, it might have a bias, what is the bias however, what
is the version you’re being presented with, whose version is it, that’s the context part of it, and then how are you
being presented with this version, how are you being presented with that version.

So if they know how they’re being influence, then they can become more crucial and more aware viewers of
documentary which is what I think is one of the things we’re trying to do.

When I first stated, when it was first introduced in the course [...] I really didn’t know that I was meant to be
doing. And so I'd show some documentaries in class and I was simply looking at the issues. It’s a simple as that.

I think that, you know, obviously the controversial issues, or issues that affect them. So obviously the
MacDonald’s one and MacLibel and what’s the other one that we mentioned?

Supersize Me, they really respond well to those sorts of documentaries because they’re issues that affect them,
and we’ve got a lot of kids working at MacDonald’s at Thornlie Senior High School. And they’re things that ...
they’re often ... weren’t even aware of until they’ve seen these sorts of documentaries. And so they respond to
the issues and documentaries that affect them personally...

Well only in the sense that if you can look at documentaries that have a [...] Ichoose, then they’ll fit in with
other texts that we looked at. And it’s often very interesting because when you look at, say for instance, some of
the things that Biddulph has to say in Manhood, and then you have a look at other documentaries later on, you
can well, you might be able to say things like well there you go, I mean, you thought a [unclear] was ridiculous,
but nevertheless here are these guys who are acting like this in Football Hooligans, why are they like this?

We don’t just look at what the documentary has to say. [...] What we’re looking at is things like [...] at the
version of the story and the context

if I’ve got a small class and they’re bright, I'll go the next step and I’ll say, well you know, is there such a thing
as the truth, as a reality, is there such a thing? And I might short of throw the question open to them and I might
put it to you in exactly the way I’ve said to you right now, I mean there is such a thing as right or wrong. We’re
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talking morality here. And I just think with the bright kids, it might just ... I might expose them to another way
of thinking and might get them to question.

The questions that they need to answer are things such as documentaries are versions of reality, discuss. That’s Resource

one. The other question is that documentaries get closer to the truth than any other type of text, discuss that. So discussion

that’s where that whole issue of what truth is.

Teacher 2

Level I Codes Question Level II Codes

Aesthetic references

I would give them the background to documentaries, background notes, teaching notes, whatever to 4 Documentary texts: Bowling For Columbine

documentaries that get them to look at what they’re looking for and what to expect, and mostly I don’t assume

that they have the knowledge or the skills to do that. I mostly assume students don’t know about the
background of the “documentary film” genre;

They often think they’re boring with the ... like the narrative voiceover is boring. So you’re fighting against that 9 students often think doco’s are boring and you

for a start and they ... if ... they expect humour in things like it’s got to be blood or humour. Like if it’s grossly have to fight against that unless it’s gross/bloody

bloody and gory, they’ll go yay and they’ll watch it or if it’s funny but anything in between, they have trouble or really funny; students prefer doco’s that

with. entertain them; you can’t just link anything
together just because it’s the same genre/theme.

the documentaries they prefer are ones that entertain them as well as inform them that are not just information. 9

I love that approach but only if it’s working. Like I don’t think you can just pull anything in together because it’s 13

of the same genre and hope that that will work.

Like you don’t go I'm going to do horrors so therefore, we will look at everything horrible, like there’s no point 13

to it.

Rhetorical references

But there’s so much support with that [Bowling For Columbine], like so many articles and things that it’s 3 Columbine is good because there’s so much

sensational enough to teach to kids that don’t understand the nature of construction well. material that helps show kids how it’s been
constructed; you can teach them how they’re

Well, because you could teach them how they were being constructed by the ideas that were presented and the 3 being constructed because they don’t often

fact that kids don’t often understand. understand this; we want them to realise they’re
looking at “constructed facts”; I alert students to

They think of documentaries as real life, they think of them as factual and so that was an easy one to show them 3 techniques while watching it (I prepare things in
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how they were being constructed as audience to view the ideas in a certain way.

a hurry); retrieval charts help them see how
they’re being positioned through the

So getting across that point [documentaries are always biased] and getting them to look at it in terms of their 4 construction; [as an example of how easily they

construction and their narrative really so that they ... they stop thinking about the fact that they’re looking at the get positioned by the construction], they think

real facts but they’re looking at constructed facts. B&W footage is news-reel/history; give them
information about how documentaries are not

Get them to do retrieval charts to see how they’re being positioned, 4 always factual (version of reality);

Well, definitely just background information about documentaries if they didn’t know about that, but talking 4

about documentaries as narratives and talking about the fact that they are constructed to present a certain view,

they’re always biased, they’re always from one particular stand-point and they’re not always factual, like it is a

version of reality, not the total of reality.

Okay, they think that black and white is news reel and history, and they’re very swayed by that. So if they ... if 9

there’s black and white footage, they see it is absolute version of events and reality.

in the course of watching it, would alert kids to techniques and that’s probably more about me than them because 10

I do things in such a hurry that often, I’ve only seen something quickly myself before I present it to kids

Ethical references

Lower end TEE but low socioeconomic, low ... just not really great kids with cultural capital. Kids that don’t 2 Columbine worked because the kids didn’t have

know a lot about anything and the reference is to South Park and whatever else is a big hook-in for them, so yeah much “cultural capital” and so they understood
the reference to South Park; demonstrate how to

what information’s been privileged and whose point of view it’s from and those sorts of things before you would 4 critically analyse a simple documentary before

look at the one that you’re critically trying to view. looking at the actual one that they’re to analyse;
always think about issues, particularly ones that

[How often do you think about issues?] Always, I think I probably ... it ... I think that that’s what I would base it 5 resonate with kids because they have to have

on really and mostly, the ones that will resonate with the kids probably, ones ... because if we’re teaching them some link to it from their context in order to

to be critical viewers, it's got to interest them and it’s got to have some sort of link to them so that they can critically view; important to look at why they’re

understand it from their context. watching the doco, and what’s involved in the
particular version of reality (who’s privileged);

Construction of reality, versions of reality, who’s privileged by them. I think they’ve just got to look at why 6 teachers must be careful not to impose their own

they’re watching it, who they’re intended for, who they exclude, who’s marginalised, those sort of things values on the students; I don’t want a text that’s

because I think kids tend to view them as fact and the reality rather than a version of events or a single so hard I have to explain what’s going on — that

perspective reality. might influence their response; documentary can
be used to support other texts — to “fill in the

I think it’s really easy to impose your own values on kids and I think you’ve got to be really careful about the 8 context”, especially for kids who don’t have
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things that you choose to not be imposing your personal values on kids, and I think it’s easy to do if you aren’t
careful about what you’re choosing.

I don’t want to be overly explaining in order to influence. So it’s something that they need to be able to draw
information out of fairly readily rather than me imposing knowledge on them.

So I think that more and more we’re taking them back to look at why they’re looking at something rather than
looking at something for information sake or entertainment sake rather. So often, their eyes will glaze over when
you say that you’re going to show a viewing text because they’re I've already seen this or oh, that was boring
and so I think more and more we’re trying to sell why you look at things and how you look at things rather than
just looking at them for entertainment sake.

Like if you can scaffold it enough to get them to look at something critically, I think kids get great satisfaction
out of being able to draw extra information out themselves and they feel like experts, and I think that’s really
satisfying and I think they ... that success leads to other successes.

It’s supporting the values and things of Victorian times or whatever in that specific example. It gives them an
overview of the history of that time and then underpinning to why the gothic genre was explored through those
things. [...] I think it’s great for underpinning information, particularly with kids like this that don’t have access
to that kind of cultural capital that some other kids do.

[Documentary is]... it’s a really important part of English. It’s ... you know, it has cross-curricular things too but
unless we understand how we construct it as an audience, we can never view anything critically for anything
else. So yeah, I think it's really important.

It’s just interesting to read his text and the way that that’s constructed to present himself as a hero and everything
else, and make money out of it or whatever. And then to use the actual footage and the ... you know, the ...
because by this time, a lot of kids hadn’t watched it too. It’s a bit out of their range of what they would choose at
the video store. So you can view it critically from afar now with younger kids who don’t really know a lot about
that, and I'm trying to think.

There’s newspaper clippings, there’s the novel and then there’s the film as well, and how it sets up three very
different versions of events and the writing style of each, the presentation of each and how it privileges some and
excludes others, and just the whole manipulation by the media to get you to accept a certain view.
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much cultural capital; Columbine is good
because it is slightly out of their context now so
it’s easy to view it critically; Columbine is good
because there’s so much information with it that
it’s easy to see how it’s been constructed to
present a version of reality; students will often
“glaze over” a text, so we’re “taking them back
to look at why they’re looking at something”;
they feel like experts if they can look at the
construction of something critically; doco genre
is helpful at teaching students about
construction, so they can view other things
critically.
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Teacher 3

Level I Codes Question Level II Codes

Aesthetic references

so I quite often start off with that one [Mohammed and Juliet], just to teach concepts like symbolism and the use 2 Documentary texts: Mohammed and Juliet

of how visual techniques have been used in the documentary, because a lot of students aren’t really that familiar The Thin Blue Line

with documentaries Kurt and Courtney

So we would discuss similarities and differences between documentary text and other media texts, just so they 4

get an idea of the genre and they’re a little bit more confident with the genre before we actually start viewing that Because students aren’t familiar with doco

sort of thing. So we might do something like I suppose a Venn diagram looking at the differences and conventions, start with a simple one

similarities between documentary and feature film. (Mohammed and Juliet) to teach symbolism and
other visual techniques; discuss

depending on the class again, I might then look at something like The Thin Blue Line where the structure is very 10 similarities/differences between doco’s and

absurd I guess and chaotic and a bit more difficult and challenging for them to discuss other media texts; if the class is “good” I might
look at something with a challenging structure

Yeah, they seem to be preoccupied more on the people in the documentary than say visual scenery and things 12 (The Thin Blue Line); students are mostly

like that, and how that’s working “preoccupied” with the people rather than other
visual elements; students won’t independently

They’re not going to necessarily respond to a scene and go oh, I can’t believe that they use that framing in that 12 notice aspects of framing;

particular way, you know. They’re just not going to respond to that.

so that exposes them to stuff that they may never expose themselves to later on. If you can expose them to 13

certain things like even just getting them to watch documentaries, I think is an important thing because they may

never have seen documentaries and there are occasionally kids that come up to Year 12 and they just haven’t

seen any documentaries, and I mean the last couple of years has been fantastic for documentary film makers.

There’s been some excellent documentaries that have been released in the cinema that these kids wouldn’t even

think about going to the cinema to watch a documentary, but if you can expose them to some good

documentaries and say you know, they’re just as entertaining and enlightening as feature film, then they may

consider watching a documentary later on, especially if they have something like Foxtel where they do show

documentaries on different channels and that sort of thing.

Rhetorical references

[Mohammed and Juliet] it’s just a really straight-forward sort of documentary where the techniques are really 2 I use Mohammed and Juliet because the

obvious.

techniques are obvious, I always do this for the
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the documentary was just small group work where each group had to focus on a particular part of the
documentary, like a particular type of technique and how it was being used in the documentary [...] There was a
lot of techniques being used in the documentary and I felt that the best way for them to be able to take in those
techniques was to do the small group activity where they were focusing on one main one each while viewing it
and then sharing those findings.

I would revise techniques, different filming techniques because obviously, we would have already studied
feature film earlier in the year and yes, some of the techniques are similar but some of them are different in
documentaries.

I would look at more to do with how those issues are constructed or presented

So you’ll be looking at expository texts, you’d look at the techniques they used, slightly use of secondary text,
statistics, use of imagery through descriptive writing like through adjectives, adverbs that sort of thing. So you’d
look at those techniques and how the writer is using those techniques to construct a particular viewpoint or
presents it, and values and attitudes as opposed to a documentary maker who’s using a lot of visual symbolism,
juxtaposition, the use of voice over, that sort of thing. So language might come into it a little bit as well because
obviously the voice over person’s going to be using language but basically, that’s what you’d discuss. You’d go
how are they similar, how are they different?

The information on the documentary they’d be looking for would be focused on techniques, so they might have a
chart in front of them that’s a brainstorm of different techniques, like symbolic codes, audio codes, technique
codes etcetera and they need to find examples of those particular types of techniques and how those techniques
have been used to construct meanings and that sort of thing.

Okay, for some reason they don’t always remember to talk about techniques. Even though you spend so much
time talking about it in class, you give them sheets that focus on retrieving information on techniques and how
they have been used [...] stuff but they won’t talk about techniques. They won’t have any actual evidence in
relation to techniques within that response. [...] I do not want you to write an essay without techniques. You
need to show me evidence, talk about how the text is constructing those ideas or those responses from you or
whatever

There was a lot of juxtaposition so for example, there was a scene where they’re talking about this immigrant
that’s been put into this detention centre and he didn’t do anything wrong and he was there was quite a length of
time. They had this repetition of these scenes where there’s ... it’s a shot of the detention centre and you’ve got
the bars and the barbed wire fence, and then you’ve got ... within that shot, you’ve got the bird and the bird on
the barbed wire fence and quite often the birds go flying off and you’ ve got the clouds in the sky in the
background. [...] So really obvious stuff like that so you can look and discuss with the kids how those
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first documentary; The Thin Blue Line has lots
of techniques, so I split the class into groups
which each took notes on one technique while
viewing the documentary; before starting, we
revise film techniques (because students have
studied feature film earlier) and some of these
are relevant to doco’s; I look at how issues are
constructed/presented through the
documentary’s techniques, I ask students to find
this in their notes on techniques from viewing,
and to identify how the techniques present issues
rather than just “an idea”; you might compare a
documentary’s persuasive techniques (visual
symbolism, juxtaposition, voice-over) with an
expository text’s use and ask how they’re
similar/different; during the viewing of the
documentary students would identify techniques
(SWAT codes) and identify how they have been
used to construct meanings; in essays students
often don’t remember to talk about techniques,
so I emphasise that they need to write about
techniques; What are the implications of the
juxtaposition of Mohammed’s country of origin
with the detention centre to suggest they’re
essentially the same conditions; if you “consult”
with students about what techniques are used
(before viewing) then they will be able to
identify them as long as they can put them
together (ie: it’s up to them to put it together); it
would be important to choose two
documentaries that use the same techniques; I
encourage students to write down the effect of
the technique while note-taking, or example:
“What was the interviewer wearing?”’; teacher
has to point out elements (for example: “There’s
an Australian flag in the background of that
shot”); I explain the different codes (SWAT)
used by documentaries in general, and how they
are used in general, then the students watch the
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techniques are being used to present certain values, attitudes and that sort of thing.

when I’m choosing a documentary text, especially the first one, I always make sure that the techniques are really
obvious for the kids so that they can ... so it’s basically something that they can look at quite easily.

let’s look at how the choice of interview is being used and what are the implications of those particular types of
people being interviewed in relation to the issues and that sort of thing.

As long as you’ve done the initial sort of consultation with the kids where you’ve looked at techniques and
you’ve revised techniques then as long as they can put it altogether because they’ve revised techniques and how
techniques work and that sort of thing, then it should be okay and also I think it’s important if you have some
sort of retrieval chart that allows them to connect that information quite well and put it together.

Let’s look at the symbolic codes and you know, you’ve got his body language which is a symbolic code. Look at
what he’s wearing. Let’s look at what’s in the background. Okay, so there’s an Australian flag in the
background.

It’s about how you’ve ... your understanding of one technique used in one text has enabled you to make sense of
how that technique’s been used in another text. [...] I think it would be more important to choose may be two
documentaries that use similar techniques. So let’s look at how this technique’s been used in this particular
documentary in detail and you take them through it step-by-step in detail, and then get them to use their
understanding of how that technique’s been used in those documentaries for their note making and understanding
in the second one.

I also tell them to talk about if they can while they’re taking notes to also write some notes on how it’s been
used, like why that technique’s been used, like what’s the effect of it?

What was the interviewer wearing? What was the interviewee wearing? What was in the background? What sort
of setting were they in? Why did they have that setting? How was those objects around them associated with that
person? What did they say during that interview? What was there facial expressions and body language and tone
of voice like and what does that indicate to us? Those sorts of things. You know, what were the opening themes
of and what techniques were used? What was the framing like? What objects and settings do we have in the
beginning and what sort of values or ideas are being presented within that setting and through that juxtaposition
or whatever technique it happens to be?

What techniques have you written down that presents this issue, constructs this issue? So what examples of
interviews and dialogue, voice over narration have you got in your notes that indicates or presents to us or
constructs this particular issue?
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documentary and take notes on these codes.
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so they’re using their knowledge of the technique in terms of yes, it constructs that idea but it does more than | Resources

construct that idea. It presents it in values and attitudes, positions viewers and that sort of thing. discussion

So this documentary for example, uses a juxtaposition of where the main person Mohammed came from, which Resources

was Syria, and it looks at the conditions that he came from and his desperation to escape from the conditions in discussion

Syria, and then it juxtaposes that with the conditions of Australia and they’re actually shown to be pretty much

the same.

Okay, to start with go through media codes with them so all the different SWAT codes so techniques that are Resources

used in documentary film and I just discuss how it’s used, how different techniques are used in documentaries discussion

and things like that, and once they get the ideas in terms of how techniques are used in documentary film and

how it’s different to how they’re used in feature film or television or whatever, or how it’s similar, I give them a

media codes checklist and basically, we watch the documentary

Ethical references

It [Mohammed and Juliet] deals with some pretty good issues like justice in justice truth, things like that and also 2 I like to choose texts that deal with issues in a

race and the power of the government way students will engage with them; the
teacher’s passion can make a difference also:

The Thin Blue Line, I probably choose that not only because of the techniques and the structure of the actual 2 when I was talking about Mohammed and Juliet

documentary but also because it deals with things like government corruption or police corruption, I should say, and the issues with justice and injustice and

truth, justice in the American system especially and that does work well because we quite often do that text after government corruption, I was saying it in a very

we’ve done Dead Man Walking. So the students are quite familiar with those issues within America already. sort of emotional way, talking about it, saying
these are the issues. What do you think about

[When choosing a documentary text.] One that relates to the interest perhaps if I know the class quite well, 4 this? I can’t believe this has happened, blah,

something that I know will engage that particular type of class. blah, blah. They were all focused, they were all
listening because I was talking about it in a

I think the issues that a documentary text deals with can make the difference between whether the class engages 5 passionate sort of way; students have a lack of

with the text or not. [...] how the documentary text deals with those issues and presents those issues. In TE familiarity with doco’s because they wouldn’t

English, it’s really, really important, I think it’s probably one of the most important things that students engage watch them normally, and therefore they have a

with the text and they reactions and things like that to the text. [...] they can engage with not only the text but lack of confidence in discussing doco’s; the

then later on, the question in relation to that text. So that’s why I probably see issues as being quite important study of doco’s exposes them to a genre they

because it’s all about how the students will engage with the issues and the actual text itself. wouldn’t ordinarily watch, and they might use
this knowledge later on when they watch doco’s;

[Response is...] I suppose reaction ... they might be angry about something that’s said in the documentary [...] 5 Mohammed and Juliet deals with “good issues”

or they’re concerned about something [...] that’s what TE is all about. It’s about them responding to the values like justice, truth, race, power of government;

and attitudes and the beliefs of other people. apart from techniques, The Thin Blue Line deals
with issues like government corruption, police

Justice and truth, how the government ... I’ve looked at things like government power and how the government 5 corruption, truth, justice in the American system

can conceal the truth, and how a lot of injustice occurs because of that. I find that students react quite well to

— these link with the expository text Dead Man
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those sorts of things, so yeah, looking at those sorts of things. Like they all have different beliefs in terms of
political issues that are occurring, especially in Australia at the moment.

So looking at how ideologies I suppose in documentary are working, the ideologies of different cultures or
different groups of people and how the ... how those ideologies challenge or confirm the ideologies or the beliefs
or the values and attitudes of the audience members.

in Mohammed and Juliet, it looks a lot at government corruption and how they’re hiding the truth and that sort of
thing [...] they’re fighting for truth, they’re fighting for the government to reveal information [...] There’s a lot
of denial. [...] it’s quite obvious that they’re concealing the truth and lying and that sort of thing. So I'm looking
at the ideologies of the lawyer, the group of lawyers and also the documentary maker herself and how she is
basically fighting ... they are fighting for the truth, they’re fighting for some sense of justice.

I suppose the essay questions would be something along the lines of discuss how a text has been constructed to
filter a particular viewpoint or display ... or how a text has challenged your beliefs or something along those
lines.

I’ve looked at these issues. How can I use these issues in my responses? Choose the issues and my understanding
of how these issues were constructed within the text to answer this particular type of question.

we focus on similar things like ideologies, arguments, values, attitudes, those sorts of things. So the content is
very similar as well, how you’re positioned, what’s your response, how do you think other people in your class
or in your society might respond to these based on their cultural beliefs and that sort of thing.

I like to look at texts that deal with issues in a way that I think students are going to engage with the text

So for example, when I was talking about Mohammed and Juliet and the issues with justice and injustice and
government corruption, I was saying it in a very sort of emotional way, talking about it, saying these are the
issues. What do you think about this? I can’t believe this has happened, blah, blah, blah. They were all focused,
they were all listening because I was talking about it in a passionate sort of way. Similar thing with Kirk and
Courtney whereas I was looking at the whole idea of truth and freedom of speech [...] it was actually the first
time I'd actually seen it as well and I sort of reacted quite emotionally to it going oh my God, I can’t believe it
and I sort of paused it and I said what’s going on here? Can you believe this is happening? Why is this so
bizarre? [...] So I think that if the teacher reacts well to it and is passionate about the text and the issues within
it, then that can overlay onto the kids.

have some sort of a response to it. You’re angry about it or you just want to talk about it in some sort of way and
give your opinion or whatever.

Walking, which we have already studied; if I
know the interests of the class I might choose a
documentary that relates to their interests; the
issue can make the difference of whether or not
the class engages with the text — engagement is
very important in TEE English, engagement
with the text and the question and this is why I
think issues are important because students will
engage with the issues; engagement means
response, such as anger or concern about
something presented in the doco; I ask the
students what are the implications of the
particular interview subjects chosen by the
filmmaker, for example: “Based on the voice-
over do we sympathise with this person?”’; TEE
is all about students responding to values and
attitudes; students react well to issues such as
how the government can conceal the truth and
students all have different beliefs about current
political issues in Australia; when studying
Mohammed and Juliet I look at how they are
fighting for truth and the government is covering
up the truth, and I look at the different
ideologies of the different groups presented in
the doco; essay questions should focus on how a
text has been constructed to present only one
point of view, or how it has challenged your (the
students’) beliefs; students should use the issues
to respond to questions; the content (of studying
documentaries and novels) is very similar as
well, how you’re positioned, what’s your
response, how do you think other people in your
class or in your society might respond to these
based on their cultural beliefs and that sort of
thing; I pause the tape when something that
challenges my values and ask students “What’s
going on here? Can you believe this?”; students
find it difficult to identify specific
values/attitudes; because I get interested in the
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And generally, I think that they have a lack of confidence in discussing documentary text as opposed to feature
film because they’re just not used to watching documentaries. It’s something that they wouldn’t sit down and
watch or go to the cinema to watch. They like the sort of escapism type stuff, like Bond and feature films and
that sort of thing.

Also in terms of identifying the specific values and attitudes of personalities, they find that difficult.

It’s actually presenting specific ideologies and those attitudes of the people within the documentary, such as the
lawyers and the documentary maker and the government officials and that sort of thing.

I’ve probably become a little bit more passionate about the documentaries that I teach and that’s been reflected
in my teaching. So for example, because I'm being exposed to these issues myself because I'm teaching the
documentary, I’ll do a little bit more research or I'll see those issues being presented in other texts that I read or
view and through my own knowledge, that is being reflected in the classroom in terms of the way that I talk and
discuss and question the students about particular issues and that sort of thing, especially if there’s issues such as
you know, detainees in detention centres. I mean a documentary that we were looking at is probably about four
or five years old but the issues are very current because we quite often in the media hear things about detainees
and immigrants and boat people and that sort of thing coming into the country

So the teacher can make the difference there but I suppose they focus themselves a lot on what they think about
the people in the documentary, especially based on their appearances in the documentary and how they talk and
what they say.

I suppose that’s [students’ focus on personalities of the people in documentaries] because they interact with one
another all the time, every day and they’ve always got opinions about what other people around them say. So
when someone in a documentary who’s talking and saying something, they’ll react to it. They will respond to it.

it’s usually the values and the attitudes of a particular personality [...] It’s so obvious he’s lying and that sort of
thing. So they respond to the people and the way that they’re behaving and speaking and that sort of thing.

It’s probably the start of the engagement that I'm looking for. It’s something and I'll use that I suppose to
increase their understanding of texts. I'll go okay, you’ve had a great response to him just there, now let’s look at
your response to that person. [...] Oh my God, that government is supposed to be representing Australia. His
values and attitudes oppose mine. He’s challenging my own values and attitudes as an Australian. How can that
government official be up there representing Australia when he’s lying? You know, that sort of thing. So it’s
taking it a little bit further.

But at the same time, sometimes it can be effective to link text in terms of themes and issues because if they have
a really good background understanding about a particular issue and theme, say from Dead Man Walking, they
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issues of the documentary we’re studying, I’11
read more about the issue and use this
information when discussing the text and asking
students questions about it; students react mostly
to the people in the documentary, for example if
it’s obvious that an interview subject is lying
and this challenges their values/attitudes they
will respond to it; after students respond initially
to the personalities (interviewees) I'1l take it
further by questioning whether that person
should be representing a certain group — for
instance if they’re lying and they should be
representing “my” values and attitudes;
sometimes it can be effective to link texts by
issue (or theme) because students can use their
knowledge of the issue from one text to help
them understand the other text; the study of
doco’s is important because it exposes them to
issues they might not ordinarily think about, and
later in life they might show interest in these
kinds of issues; English is about empowering
students to question everything about texts — for
example, to question the representations they see
in the news because these are filtered and
controlled by governments and corporations for
specific interests, and students would never
consider this themselves; doco’s are important
because they often expose the gaps in the way
truth is represented in the mass media — but also
we need to get students to consider how the
doco itself has represented the information (“it
goes two ways”); after students have a reaction
to the text, I want to make “them think about
themselves, about the world, their relationship
with the world, power relations that exist, the
power of corporations, governments, you know
all that sort of stuff. Making them just ... just
enabling them to be exposed to things that they
weren’t exposed to before and then questioning
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can then use that knowledge and understanding for their discussion of a similar text, say The Thin Blue Line or
something where they’re looking at government corruption ... not government corruption, police corruption and
things like that, so they can use their understanding of the first text for their understanding of the second one.

so it’s empowering them in that way but just even exposing them to issues to do with society, issues that they
may have never have been confronted with before because they just don’t watch the news or they don’t read the
paper and that sort of thing. [...] it’s a last year attempt to expose them to things that they haven’t been exposed
to, issues, texts because I mean if they can suddenly enjoy a particular text type then they might continue looking
at those texts later on, or they might ... the news might be on and there might be a news program on I don’t
know, detainees in Port Hedland or something and go look, they might suddenly show interest in that.

Students, I think, they need to have the literacy and the capability to question everything around them because
they’re exposed to text all the time. I mean we know that. They’re exposed to media text and even writing, you
know advertisements and things like that. They need to have I think the capability, the understanding, the
literacy to question everything. To question things like representations, representations of power, ideologies that
are underpinning or underlying in particular texts. And they need to be able to question you know, information
that’s provided to us in the media and the power that’s behind that information that’s in the media and they need
to be able to question it. You know, like why are we seeing this in that particular way? What political agendas
are underpinning here? [...] They believe that the news is there for the purpose of giving us information,
exposing all the news and information that’s out there. They don’t ... they would never consider ... [ mean there
may be some students and I could be wrong here but they, in my opinion, would never consider that there’s a
whole heap of news out there that we never see. It’s filtered, it’s hidden and there are certain people who have
power in society to be able to stop that news from getting to us, and they would never, in my opinion, think
about that. They would never consider that. Especially in relation to not just government power, because
governments ... I think ultimately students see governments as being the most powerful entity in Australia or in
any economy or country. They don’t consider that there are other groups of people or entities that have power to
filter information in the news and determine whether we are given the information in the news. [...]
corporations have more power than governments. So they wouldn’t ever consider that you know, oh there’s this
really fantastic, amazing news story about how this drug has been used in a particular society and how it’s been
passed onto all these people through milk or whatever, so all these people have been exposed to this cancer-
causing drug but we don’t hear about it because of corporate power.

Because quite often, documentaries expose those gaps and expose us to the idea that there can be those gaps in
the media and what we see in the information we’re given and provided with. For example, a really obvious one
is The Corporation where they expose the power of corporations over government and that sort of thing. There
was also another documentary recently that was on ... I think it was on SBS where it was looking at the idea that
they have probably already found a cure to cancer and yet will never ... we will never find out that there’s a cure
for cancer because the people who have control of that cure are corporations, not the government because the
government isn’t giving any funding into cancer research. [...] So this documentary is exposing that idea that
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those, and discussing those [...] questioning
how those documentaries are working”; in the
note-making stage students record their
responses to the issues and the way they’re
presented, for example if they’re personally
connected to the issue because it’s about
detainees in an immigration camp and the
student is a migrant; (continues to talk about the
importance of the issues of government
corruption that are revealed in Mohammed and
Juliet, even while ostensibly talking about the
note-making process students go thru: eg, “a lot
of these students are isolated from reality. [...]
We know that because we watch the news but
these kids don’t. So it’s looking at how this text
perhaps challenges their initial ideas and beliefs
about the government is someone that you can
trust. Well, no, they’re not. That sort of thing.”)
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okay, this may be the case for cancer but it could also be the case for AIDS. We will never get a cure to AIDS
and this is why. So it’s sort of exposing these ideas of different power relations in society and how corporations
have a lot of power especially over the government because kids, they assume that governments are the power
entities in the world and they’re not, and they’re victim to that. And I think that documentaries like those
documentaries can expose kids to make them question what ... the world basically, everything around them. I
mean to expose an idea to a kid, to a Year 12 student, we will never get cure to cancer and we will never get a
cure to AIDS. I mean this is what this documentary was saying, and to them, you know students, I mean
especially students who know someone who’s dying of cancer, that is a huge thing. [...] Also I think that just
the way that the documentaries are constructed themselves enables us to sort of question things like the power,
like the power of the documentary maker because of course, documentaries are really a text themselves. So okay,
yes this documentary is exposing certain truths or ideas to us but shouldn’t we be questioning the way that’s
presented to us as well, because obviously that film maker has their own political agendas. So it goes two ways.

Based on the voice over narration, do we sympathise for the person being described and the experiences they’ve
gone through?

I basically want reactions from them, so reactions like how does this text enlighten you? How does it make you
think about things that you perhaps didn’t think about before? How is it exposing you to emotions of anger? Is it
making you upset? Why is it making you upset? How is it challenging your values and your attitudes? How is it
challenging how you thought the world was before? That sort of thing. So making them think about themselves,
about the world, their relationship with the world, power relations that exist, the power of corporations,
governments, you know all that sort of stuff. Making them just ... just enabling them to be exposed to things that
they weren’t exposed to before and then questioning those, and discussing those [...] questioning how those
documentaries are working, and that sort of thing, yeah. So basically, empowering them I think is what my main
role is, empowering them to question everything in the world. Documentaries allow you to question things in the
world because documentaries do that. They question things but at the same time, I want them to question the
documentary and how it’s been constructed and that sort of thing. Yeah, so to me, it’s probably my theoretical
approach is about empowerment, I suppose.

Okay, and then what they do later on is they transfer that information to this second sheet where basically, we’re
focusing on different meanings, so it’s an argument, issue, idea or a question that’s actually raised in the
documentary. So this one for example, it looks at Australian government corruption and the fact that they’re
hiding information and suppressing information, and that sort of thing.

They look at how the viewer’s being positioned to respond to the people with the places and the events described
based on those techniques and they look at their own personal response based on their own ideologies and that

sort of thing.

So for example, this documentary makes us think about Australia differently because we all assume that
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Australia is a place where the government does not try and hide information, they’re not as corrupt as they
actually are, and this is sort of opening up that whole idea of government corruption and the fact that human
rights have been violated and that sort of thing. So basically, how you’re positioned to respond to the events and
the experiences described and that sort of thing.

The last column is looking at how the text challenges or confirms your own experiences or beliefs and ideas
about society and culture, or the way society is or the way the country is and the way things happen. So based on
your own experiences, how do you respond to this? So you might be able to relate to it quite well because you
may be for example, an immigrant who has had relatives or close friends or even yourself has experienced being
actually put into a detention centre, or something like that. So therefore, this would ... obviously, you’d be pretty
connected to the issues that are being presented within the actual documentary. It may challenge your ideas, so a
lot of these students are isolated from reality. [...] We know that because we watch the news but these kids
don’t. So it’s looking at how this text perhaps challenges their initial ideas and beliefs about the government is
someone that you can trust. Well, no, they’re not. That sort of thing. So it’s just sort of looking at how it
challenges their knowledge and experiences and values and that sort of thing. And also like their preconceived
ideas about society and culture and other societies. [...] So that’s really quite confronting for students to see that
the conditions that Mohammed was living in, in Australia was basically very similar to the conditions that he
was living in a first world country.

discussion
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Teacher 4

Level I Codes

Question

Level IT Codes

Aesthetic references

The reason I chose her [Sophie MacNeill’s documentary, Mohammed and Juliet] was because she was a very
young documentary film maker. I think she’s about 19, I think she’s about 18 or 19 when she first made this
documentary. And so it’s very easy for the kids to see the style of documentary that she uses, the kind of
techniques that she uses because it’s very text book and it’s very ... it’s very obvious, I suppose, in terms of ...
because obviously being young, being an amateur, I suppose, you can see her interviewing techniques are a little
bit unpolished, so she doesn’t have that artifice, I suppose is what I'm saying. [...] Kurt and Courtney, I like
Broomfield’s style, because he has that self-reflexive style, I suppose, where he’s on the journey and particularly
good with young teenagers because it’s got that sort of rawness to it. Although the irony of it is, it is pure artifice.
And so I like his. And also his subjects are normally quite interesting. Errol Morris, obviously very quirky, very
much you can identify the trade marks of his styles, or style. Startup.com I like because again it’s raw, it’s
spontaneous, it’s happening as the action goes on, nobody’s designed it, there’s no structure, there’s no narrative,

Documentary texts: Mohammed and Juliet
Kurt and Courtney
The Thin Blue Line
Supersize Me

Mohammed and Juliet uses very easy/obvious
techniques (because the filmmaker was young);
Broomfield’s style is self-reflexive and raw
(teenagers enjoy it); Errol Morris’ style is very
obvious and quirky; Startup.com has a raw style
and structure; I look at a range of doco’s and
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it’s just as the action happens, the person’s just rolling a very small camera, or it just happens to be in the room.

Again, [ used a similar method to, I suppose, what I always do which is where I’m looking at a range of
documentaries and we’re analysing them because they’re from all different styles.

what I found this year was the level of knowledge I found to be quite inadequate, so I was constantly having to fill
up those gaps. So I found I was having to do a lot more stand up teacher talk. Whereas with my other class, I didn’t
have to do that quite so much because their knowledge was already there, and so therefore they had the words, they
had the language,

So what I always do in a situation like that is brainstorming, getting them into groups, getting them to talk about,
okay, what do you know about documentary, what do you consider are the ... just tell me ... blurt out everything
you know about documentary, brainstorming it or discussing with each other and then we put it onto the board.
[...] we try to sort of categorise it, put it into categories, so we separate it up into genre, film’s language I suppose,
issues. [...] Somebody else will talk about music or camera movements, so that will go under style. [...] and very
much concentrating on that very first think of film language, let’s make sure that we know what film language,
let’s make sure we can use what terminology we’re going to use to discuss the films. [...] and the whole idea of
what’s the difference between a feature film and a documentary? What do you think is the difference? Do you
think there’s a different purpose? Do you think there’s a different audience? Why is the genre different?

So I changed and found that I chose good film makers, people who had specific style, there was a specific filmic
language that we could identify

My criteria is for a clearly identifiable style where there’s definite techniques, definite trade mark, and also I would
be looking for something where the kids, students can actually research that film maker as well so that that film
maker would have a body of work that they can access, that they can actually watch themselves at home, they can
actually research and be able to link it up with the watching of the film. [...] So I tend to choose people like Errol
Morris because he’s got very definite, identifiable style that the kids can talk about, particularly with something
like the Thin Blue Line where he’s using the interratrom and he does the rashamon effect with all the multiple
perspectives rolling into one, which obviously is a form of ... it’s his form of narrative. There’s a lot of repetition.
There’s some definite trade marks that the kids can identify, there are, I can see that, his use of light when he uses
the flashing lights. Broomfield, I chose him because he has got a very definite presence as a narrator within his
film. He’s very much somebody who’s with the film, going on the journey, self-reflexive, talking to the camera. So
that they’re very specific things that the students can pick out. And I will also look for films that are very different
so that they can then contrast and look at the different styles.

there has to be a certain intellectual element within it. Broomfield, I like him because there’s that irony too, there’s
that twist. And obviously the more intelligent kids can get what he’s doing.

analyse the different styles; if the class doesn’t
have the “language of film” then I need to do
more stand-up teacher talk to “fill in the gaps”;
get students to brainstorm (to the class board)
what they know about documentary film
language; ask students to consider the
differences between doco and other film genres;
now I choose doco’s where the filmmaker has an
obvious style (we can have success identifying
the techniques); students can view other doco’s
by the same filmmaker (at home) and compare
different styles of the different filmmakers
looked at in class; doco’s have “subliminal”
elements that students have to identify the effect
of (eg: music); I won’t choose a documentary
that doesn’t have an interesting style or use of
techniques — I don’t focus on issues anymore,
but I used to; now I focus on the text as a genre;
the study [that I get students to do] has become
more textually detailed, after various PD and
self-learning; if I choose more intelligent doco’s
then the more intelligent students will get
something more out of it (eg: Broomfield);
[Students respond most to documentaries with]
action, fast pace, clear sense of good and bad,
sort of the villain, the hero, subjects that are
clearly characterised, subjects from their own
world — they enjoy Kurt and Courtney &
SuperSize Me for this reason, and they don’t
always enjoy The Thin Blue Line;
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That’s a very significant part when I choose a documentary. I look for the techniques, I look for the style. [...] If
they don’t have interesting style or techniques, then I won’t bother to use it. So it’s part of a list, but it’s very high
up on the list. It’s a very strong priority.

Well I suppose using music, special effects, editing, the way that certain shots are juxtaposed with other shots, that
symbolic level of creation. [...] I’ve gone very much from an issue sort of narrative based approach to a more
visual, stylistic way where I’'m looking at the documentary as a specific genre in itself.

I wasn’t brought up in a visual age, so also my own knowledge, my own reading of texts, visual texts, my own
interest, my own exposure to different documentary film makers, films, professional development things I’ ve read,
things I’ve gone to, new courses of study where viewing is a very specific, separate strand. [...] You know, let’s
have a listen to this music, let’s have a look at that particular camera angle, this particular shot, this particular
special effect. So I suppose it’s become more fine tuned, it’s become more detailed, more texturally detailed than it
was before when maybe I looked at it more as a narrative.

[Students respond most to documentaries with] action, fast pace, clear sense of good and bad, sort of the villain, the
hero, subjects that are clearly characterised, subjects from their own world.

And again [with Kurt and Courtney], they just love the music, the fast pace, the kind of hand held jerk of the
camera, the sense of going on a journey, all of that, those sorts of techniques I think. I think, I mean looking back
on it, the Thin Blue Line, I don’t know whether I will use it again because ... I mean, I have to cut some of it out
when I show it to them because it’s very slow and it’s very atmospheric. And I think some of them get a bit bored
with that.

I suppose the more popular kind of documentaries, the Morgan Spurlock Supersize Me, where it’s all ... it’s lots of
graphics, very fast editing, juxtaposition, music, shocking, things like him vomiting and it’s just very ... all of that
sort of stuff they seem to love.

I’1l do one up on the board, so we’ll have film language, written codes, this one ... symbolic, written, audio,
technical.

I'll get them to do some independent research so that they’re researching the documentary film maker, they’re also
hopefully looking at other documentaries at home.

10

10

11

12

12

12

Resources
discussion

Resources
discussion

Rhetorical references
I felt I need to get them to concentrate more on the film language.

you’re not necessarily looking at the language or the words, the spoken words or the written words, you’re looking

Essay questions should expect students to
articulare how the rhetorical features of the text
have persuaded them to accept the argument,
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at the impact that it has on you unconsciously, I suppose, in terms of things like music, editing, graphics, all these
sort of subliminal aspects of film that obviously you wouldn’t talk about in a novel.

I think they [essay questions] should link techniques with a persuasive element of film, the impact that it has on the
audience, the emotive effect, the persuasive effect, the way that it’s trying to establish its viewpoint or its argument
and I think the questions need very much to encourage the students to say how was I persuaded? Not to such an
extent where they’re actually labelling things like talk about the structure, talk about the special effects, talk about
the non-verbal impact. But it should link all those things and obviously in terms of targeting what argument is
coming across

I suppose [I choose] documentaries I think that have different levels and different layers that can be unpacked and
that aren’t trite and formulaic. [...] I get very frustrated with things that preach at me and that are just ... you
know, you can access the meaning and you just feel like you’re being manipulated in a very formulaic kind of way.
I like things that sort of send you off on a bit of an intellectual quest.

Being able to identify an argument I think if often quite difficult for them. They want to take something at face
value, where in fact what you’re saying, there’s actually irony being used here, he’s actually subverting society’s
values here. So obviously irony and satire is something that’s quite difficult I think for young students to access.
And as I was saying before, trying to identify an underlying argument instead of just going for the very obvious,
that’s sort of staring them in the face. And so those are the more subtle, rhetorical features.

[If students can’t identify the argument, then they can explain how they have responded emotionally] But then
saying, well why, what is this person’s argument, why are they making you feel this way?

I believe that’s a very significant part of documentary film analysis, otherwise you may as well just be looking at a
book or a short story. That’s what ... you need to look at the skill of documentary film making, that ability to
entertain, inform, I suppose inspire, through certain techniques, the subtle techniques of subtly influencing people I
suppose through emotional impact which that kind of genre is able to do that maybe a written text couldn’t.

[T have to cut out bits of The Thin Blue Line, and that’s a problem because] there are some points where the
interviews get ... go very ... go on quite long and you often ... they can’t work out why that person has been
selected to talk and a relationship between that person and the action and also because he uses so much silence and
the lack of narrative intrusion, he’s not interpreting for them and he’s not directing them or guiding them through
the film ... and they often forget ... I mean I find I do that, I need to give it to them a bit, and you sort of think well
that is sort of taking away from the truth of that style.

So what they’re doing is they’re taking notes on what they can see in terms of what clothing people are wearing,
the colours, the setting, the objects, the body language, the performance, looking at the written codes, looking at
what kind of audio codes there are, and then what they’re noticing in terms of the technical codes. And then I'll

10

12

Resources
discussion

although not to the extent where they have to
label the rhetorical elements; students have
difficulty identifying the underlying argument
and the subtle rhetorical techniques such as
“irony” and satire that present these arguments;
it’s important to be able to analyse these aspects
of the genre; students need to be able to identify
the argument presented so they can analyse why
the text is making them respond in some
particular way; The Thin Blue Line often
presents problems for students to
understand/comprehend what’s going on
because the rhetorical elements are not used
directly — they don’t guide the viewer directly;
after my demonstration of notetaking SWAT
codes on one scene, students take notes on the
SWAT codes while viewing the doco, and I
pause it occasionally and ask for examples of
different codes and for the student’s
interpretation of these codes; then I start asking
them why the filmmaker has tried to create that
particular interpretation.
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stop them at intervals, we’ll discuss it. I'll say okay, can somebody give me some example of the symbolic, we’ll
discuss it and we’ll say okay, what was your interpretation of that, what would you understand, is there a
stereotype attached to that, what is this saying about him, what interpretation can we have? He’s wearing ... he’s
got tats, he’s got leathers, you know, so we would assume ... the connotations of that would be that maybe he’s
belongs to a sub-culture of bikie or something like that.

I'll take a particular scene and I'll go through an analysis of it with them, a detailed analysis in terms of symbolic | Resources

written audio technical as a model to show them what they need to do, and then get them to choose another scene | discussion

and then they’1l take the notes and work through it and talk about it in a group of, say, four and then come back to

the class and we’ll talk about it and then we’ll board it with the details. I might do it or I might get somebody up

there to do it. And then the interpretation. And then take that interpretation to look at why is he doing this? Why

does he want to ... why has he characterised these people in this particular way and those people in this particular

way? Are there any kind of connotations attached to the fact that this person is viewed in an office with books

behind them and that person is viewed out in the open with lots of leaves and grass and trees and that sort of thing.

Ethical references
A good class can discus/investigate the

[With a different class, when the students had more knowledge] to be able to go into that kind of discussion. And 3 underlying value systems (and ideologies)

also to be able to investigate the underlying value systems and ideologies that operate within documentaries. operating within the doco, when brainstorming
with the students we might say “for a

Okay, so you’re talking about a film has to have ... a documentary, for a documentary to be a documentary it has 4 documentary to be a documentary it has to be

to be about something meaty like euthanasia, okay, so that’ll go under topics, that’ll go under issues. [...] And about something meaty like euthanasia, okay, so

that[discussing the difference between documentary and other visual texts] would then enable me to start them that’1l go under topics, that’ll go under issues”

thinking an investigation about ideologies, social value systems, that sort of thing. and this would allow them to start an
investigation about ideologies and social value

when I first started teaching, I was very issues ... I would go for an issue first. So I would choose something that 5 systems; when I first started teaching, I was very

had a very specific issue. Like for instance the one I was talking about was a film made by a woman called Olga issues ... I would go for an issue first. So |

Frankie about women in Pakistan and it was all about the social inequities that were obviously being put upon would choose something that had a very specific

them. And so yes, I was very issues oriented. And then I found that that detracted from ... the kids got very issue — but this distracted from the film style and

distracted from the actual film style itself, so it because more looking at narrative and characters. It became more it became more like looking at a “written text”,

like a written text kind of situation. [...] then the issues would come out of that [looking at good filmmakers]. focusing on narrative and characters; there are

Because there’s always issues and things. So then later on, I would say, that I probably wasn’t looking so much at always issues anyway (and students can find

the issues. these to be helpful in linking more than one text
in their essays/exam) — this was a problem

students were just talking to me in their essays and in the class discussion in the same way that they would about a S because students were just writing about issues

book in their essays; questions need to link the
rhetorical argument with the values/ideologies

But it should link all those things and obviously in terms of targeting what argument is coming across, what sort of 6 being presented in the argument; Mohammed
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social ideologies are probably being perpetuated within that or through that argument. So the social context as well
would need to be a part of the question. So social context, ideology

Like for instance the Sophie MacNeill, that was a very passionate documentary. It’s something as a subject about
refugees that she was ... believed in, and that passion came across very strongly in the documentary and it had a
very emotive impact on you.

[Students also have a] lack of understanding of ... possibly a lack of interest possibly, and apathy about what’s
going on in the world because a lot of documentary film makers are motivated by a deep need to expose some sort
of truth, some sort of ... yeah, create an awareness about what’s going on in the world. And for some students who
are that way inclined themselves, and that’s fine, but there are some who are just very apathetic, not really have a
great knowledge of what’s going on in the world, so may not see a variety of perspectives.

In Year 12 TEE, [if the students can’t identify the argument of a documentary] obviously it would be difficult for
them to answer the essay questions. So what they could do is they could be identifying the impact, okay, I'm
feeling this, this is having this effect upon me, I can see how it’s having it.

they [students] have a problem with interpreting film language. I find that they tend to be passive viewers. They
tend to look at film as something that’s purely for entertainment and probably don’t ... they have difficulty
switching into that mode of let’s analyse this.

I think lack of knowledge of the world, lack of understanding of a range of perspectives and arguments. Possibly a
lack of ability in debating and looking at alternative perspectives,

Broomfield I think is very, very persuasive because they see people like Courtney Love and Kurt Cobain and
they’re obviously of their genre, that era, they can relate to them.

[I don’t look for themes/issues anymore because] I actually find that once we actually start to look into the
documentary, that you’ll find common themes, you’ll find common issues because obviously when they go in to
the exam, it helps them if they’ve got common themes and common issues that they can link.

I suppose that [the place of documentary in English as a discipline] comes back to that sort of old argument of is
English about exposing truths in society? And I think documentary is very much about that, it’s very much
individuals wanting to express a certain truth, a certain belief that they have, through different versions of reality,
that they are exposing, challenging, identifying, persuading people towards. And it’s often a very passionate kind
of text form that people go in to because something stimulated them, that they want to express maybe the ... if you
like, provide a voice for people who can’t speak for themselves which obviously Sophie MacNeill was doing with
the refugees, and Olga ... I can’t remember her name now, was doing with the women in Pakistan. And to an
extent, Morris was doing with that whole idea of truth and justice. So I think it’s a really, really essential part of the
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and Juliet has a strong emotional impact because
she’s passionate about the topic; I get frustrated
with doco’s (and other texts) that aren’t
intelligent and don’t have “layers of meaning”;
students tend to be “passive viewers” and have
difficulty activating the “analysis” mode; doco’s
often expose the truth about what’s going on in
the world; is English about exposing truths in
society? Doco’s certainly do that; many students
have a lack of understanding (apathy?) about
what’s going on in the world; students have a
lack of knowledge of the world, lack of
understanding of a range of perspectives and
arguments. Possibly a lack of ability in debating
and looking at alternative perspectives; it’s good
for students to be able to identify
oppression/power-relations in texts, but
sometimes they’re a bit young for that, so if |
teach it I won’t teach it as a “theory” but just as
“value systems” that we can analyse in the text;
students are a bit young for some of the political
ideas they’re being asked to grasp in the theory
of the course; students can relate to Kurt and
Courtney because the students know the
[musical] genre; individuals [filmmakers]
wanting to express a certain truth, a certain
belief that they have, through different versions
of reality, that they are exposing, challenging,
identifying, persuading people towards. And it’s
often a very passionate kind of text form that
people go in to because something stimulated
them, that they want to express — this is why
doco’s are an important part of the curriculum;
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English curriculum, a very essential part of the viewing section of the English curriculum.

I think it’s also good to see power relations in texts where you can identify oppression, you can identify social
disempowerment, all that sort of stuff. But I tend to think that Year 12 students are a bit young for that because I
know when I was at university, I mean I was a mature age student having fun with all these theories, but I really
don’t think I would have been able to do it as a 17 year old. [...] SoI won’t teach it to them as a theory, but I will
talk about it in terms of value systems and I tend to come in from a historical perspective where I would ... my
ideal would be to link it with history and look at different historical times and maybe the social values that are
coming through there and the impression of certain people, but not be looking at it as a theory as such.

[As well as teacher grammar] to also be able to investigate the social context within text and the social ideologies
that are operating within texts. But I do think that in today’s Year 12 course, I think it’s very hard for students of
17 years of age to grasp an awful lot of what they’re being asked to grasp, particularly in Lit. I think it’s far too
difficult for them to understand some of the political nuances that are coming through in some of these theories,
because I mean I found them hard when I was at university.

[Note sheets] they’re taking notes here and then they’re making their interpretations on that side. [...] So negative
connotations are attached to this character who is all in black, that sort of thing.

talk about how that particular documentary film relates to certain issues.
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