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Abstract

As more and more instructors educators in the Art & Design Education
have become enthusiastic about the potential of 3D virtual worlds (3DVWs)
in learning and teaching, there is a need to consider the question of how to
identify creativity in the Art & Design classroom. By adopting a multimodal
view of social semiotics as an analytical approach, this paper explores the
sociocultural conception of creativity through the design processes in VWs. It
investigates how the multimodal elements of their materials and virtual
environments are taken to be new design works of individuals in their effort
of meaning-making. In addition, it also offers pedagogical viewpoints
involving the recognition of the agency of young design students. All these
steps demonstrate helpful to educators when developing a learner-centred
virtual environment to foster creativity in class.

Keywords: Creativity, 3D Virtual Worlds, Multimodality, Social Semiotics,
Meaning-making
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Art & Design Education. The ability How to recognize student creativity lgentifying
reativity in Art
is key to support students’ development as creative designers and &Desig:

) ; : . : E ion:

meaning-makers, and the value of creative thoughts and actions lies in Art & M‘fj‘,’g:;‘;';l

Design Education. The way that teachers conceptualize creativity is critical, Peaslijg\';.:’tfaciﬁces
in irtua

as our perceptions of creativity affect how we identify and appreciate  worlds
creativity in our students’ design work. Although the concept of creativity is

not easily defined because of its diversity in different domains and
perspectives, many contemporary educators and researchers have
accepted Vygotsky’s conception of everyday creativity (Vygotsky 1950,

2004). Central to this notion is that creativity is not privileged ability that a few
selected individuals have. Instead all people can exhibit acts of creativity
throughout their everyday activities in many different ways.

This perception of everyday creativity is crucial for Art & Design
Education. It helps art and design educators understand creativity as an
ability that is manifest in every student; it underscores the importance of
recognizing students’ processes of developing creativity in support of their
growth. In this paper, this paper introduce the concept of everyday
creativities in the sociocultural theory of communication and explored a case
of a novice 3D virtual world (3DVW) designer, who drew upon the multimodal
elements of the virtual environments in making of signs and meanings.

Multimodal Nature of Art & Design Education and 3D Virtual
Worlds

Before delving into exploring creativity through design practices in
3DVWs, this paper would firstly discuss the inherent linkage between Art &
Design Education and the VW technology.

The development of 3DVWs has been evolving for nearly 40 years since
the late 1970s, and the transition from text-based to graphic-based virtual
environments offer a wide range of user experiences. Schroeder (2006)
defined the technology as a computer-generated display that allows or
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compels the user (or users) to have a sense of being physically present in an
environment and being able to interact with other users.

There has been an increasing number of researchers and art educators
including art and design educators, who are becoming interested in the
potential and capabilities of Second Life® (SL), Active Worlds®(AW), and
Virtual Commons for Education and Research (VCER). These examples of
VWs are well received, for they allow users to create animated and
interactive virtual art and spaces in their artistic and creative expressions
(Doyle, 2010; Gaimster, 2008; Lester & Linden, 2009; Liao, 2014; Lu, 2010;
Salmon, 2009; Han, 2011; 2015a, 2015b; Stokrocki, 2014; Ward &
Sonneborn, 2011). According to Dickey (2003, 2005), the digital tools
provided by VWs afford distinctive pedagogical activities that engage
students with learning and creating 3D objects and spaces via interactive
functions.

Art & Design Education in the past has been focused on the interaction
between visual elements such as images, written texts, colors, textures,
shapes, and layouts since these visual elements refer to the graphic
illustrations for printed mass communication. Today, technological
innovations have extended the contemporary cultural forms such as
television and internet into more than one communicative mode of sight
including sound and voice, video, movement, gesture, and animated
graphics (Duncum, 2004). As a result, this extension of forms requires Art
& Design Education to expand its discipline to include both multimedia and
interactive design to develop young design learners’ interactive
communication skills as well as a comprehensive virtual environments
(Barnes, 2011).

Given the rapid shift in visual forms of communication, emerging VW
technology may be considered as an alternative learning platform to develop
communicative skills based on its multimodal affordances. In the following
sections, this paper will draw upon multimodal view of social semiotics when
faced by questions of how to recognize creativity through student.design
processes.
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Multimodal Social Semiotic Approach to Creativity Identifying
Creativity in Art
& Design
According to Kress (2013), education is a social process, in which  Education:
Multimodal
instructors  and learners interact as instances of communication. To foster  pesign Practices
and identify creativity of design learners in the virtual world, it requires an 5, 32 Vi@

applicable theory of communication in education. Nonetheless, the
traditional view of communications has emphasized on the assumption of
communicational relations where the sender constructs, encodes, and sends
the message while the receiver receives and decodes it (Kress & Bezemer,
2015). Based on the above assumption, contemporary theories of learning
are developed into a theory of meanings. It furthers that meaning arises
from a stable system and reproductive forms, processes, and actions
(Selandar, 2013). Consequently, lecture-centred and grades-dominated
learning predominates today’s art and design class (Dineen & Collins, 2005).
It pays excessive attention to repetition, memorization, and training of the
narrowly-defined skills and knowledge of the previous generations. This
“traditional” education not only exemplifies how the teacher’s authoritarian
and hierarchical power that can be seen as “the dominant social-pedagogic
relation” (Kress, 2013, p.120). It also hinders teachers from be aware of
students’ creative design processes as they emerge.

More exactly, if the focus of education is only on measuring knowledge
transmission in the domain of the same field, it is unlikely that students can
come up with creative and innovative variations. In other words, we should
reject over simplified sender-receiver communication models to foster
creativity. Instead, we need to adopt a view that we consider students as the
key factor to ensure that there has been communication and learning taking
place in class. In this regard, the conception of multimodal social semiotics,
developed by Kress (2013), is relevant. This paper attempted to
understand the role of digital information and environments in educational
settings. In particular, Kress’ (2010) work Multimodality: A Social Semiotic
Approach to Comtemporary Communication offers a plausible account of the
audience as one key factor to ensure effective communication.
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More specifically, the traditional semiotics is premised on the hypothesis
that the relevant meanings are static in the texts themselves and are
independent from social contexts (Buckingham, 1993). This assumption
does not take semiotics as associated with creativity in education.
However, a mutimodal social semiotic pespective connects the meanings
pepole render to the social envrionments and interactions, which brings the
social as a driving force into the domain of meanings (Kress, 2010).
Therefore, Kress (2013) offers a different view that considers the role of
peope as meaning-makers in the process of meaning-making in
communicaiton. Education in this view is instances of communication. To
gain critical undersntaidng of how to identify and develop creativity in
students’ design practices in virtual environments, identification of students’
interests and motivations become paramount . Multimodality is therefofe built
on the assumption that “communication and representation always draw on
a muliplicity of modes, all of which have potential to contribute” to meaning-
making (Jewitt, 2009, p. 14). In this regard, multimodality can be seen as
analyatical approaches that are capable of examining communicaition and
representation in and across a range of semiotic modes such as language,
color, image, sound, spoken voice, movement, as well as 3D objects. From
this perspective, creativity is negotiated from the design processes which are
shaped by the meanings of various modes made by the creators in VWs.
Such an approach can afford an effective communication in Art & Design
Education, since the teacher allows students to demonstrate their creativity
via different modes. Whenever the teachers respond to students in the
process of meaning-making, it means that they support students’ creative
design processes .

Furthermore, the term Social Semiotic Multimodality deals with dual
focuses: “social semiotics” assumes that sign-meaning and
knowledge-making are effects of communication in social settings with
respect to affordances and constraints. "Multimodality” offers-an account of
modes as socially and culturally shaped resources for meaning-making-in a
particular community (Jewitt, 2015; Kress & Leeuwen, 2001). Pedagogically
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speaking, Social Semiotic Multimodality is a theoretical framework that 'éientti_fv_itnq o
reativity in
conceptualizes learning as sign-making, and a result of semiotic work by & Design

sign-makers (whether as learners, teachers or students, or irrespective of f,,‘f,‘,‘;:,‘f,‘;’;‘,
social status), who interact with socially and culturally constructed — Desion Practices
resources to produce signs. This conception is in alignment with Deleuze's  Worlds
(1994) view about learning: “to learn is indeed to constitute this space of an
encounter with signs, in which the distinctive points renew themselves in
each other, and repetition takes place while distinguishing itself "(p. 23).
From this perspective, learning as this paper understand it takes place when
there are signs and a response. As Kress (2013) suggests, “without
interaction-as-communication, there is no meaning-making, no learning, no
(change to) knowledge” (p. 122), hence no creative acts. If we take on this
multimodal view of meaning-making to understand 3DVWs as learning
environments for nurturing creativity, two pedagogically oriented
assumptions based on communications include: 1) as all signs in all modes
have meaning potentials which are present in and constitute 3DVWs, we
must be aware of individual modes and modal complex conjointly that
contribute to the meaning construction of design practices within virtual
environments; 2) since “all signs in modal complex can be taken up by
participants in an engagement as prompts” (Kress, 2010, p. 35), we must
explore how learners are motivated to select the multimodal resources of
VWs as prompts guided by their interests, which involves interactions that
interpret the prompts made by multimodal resources. This interpretive
interaction is what Kress & Bezemer (2015) describe as "transformative
engagement" in which members of a group constantly renew, remake, and
transform social virtual environments from the perspective of meaning. As
the transformative interpretation of the prompt enables communication to
constantly take place, transformative learning could be seen as acts of
creativity.

A rationale for adopting a communications theory of multimodal social
semiotics to learning and design practices in 3DVWs has been presented.
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To make it concrete, this paper will draw on a design practice conducted in
the virtual world of VCER (Virtual Commons for Education and Research) at
the University of British Columbia as a case study .

Multimodal Design Practices as Learners’ Transformative
Engagement

From the perspective of communications, Kress & Bezemer (2015)
assume two kinds of the learning conditions. One involves communication
between two sign-makers: learners-as-sign-makers, who have been
addressed by teachers, instructors, curators or any organizations that have
been responsible for learning. The second involves a condition , where
learners have not been directly addressed by gatekeepers of knowledge, but
instead initiate and organize their own learning in the absence of such
communication.

Online multi-user VWs afford both instances of learning. In this paper, it
will explore transformative engagement as creative acts by dealing with the
second learning condition. The use of VWs for developing creativity in Art &
Design Education is a relatively new subject. Related research studies are
limited and their involvement in the intersection of multimodal social
semiotics is rare. As an art and design educator, this paper will use the first
multimodal design practice of a virtual Bauhaus school in VCER as a case
study. Translated into a social semiotic multimodal account of learning, this
investigation of multimodal design practice is to explore semiotic relations
between the created signs and the virtual environment, which contains
semiotic resources. Through this process, this paper aims to gain insights
into the rich semiotic resources afforded by VWs for potential sign-maker’s
transformative engagement, looking forward to creative and innovative
outcomes. '

' Video Source: https://youtu.be/VMYz9JUG64Q
Figure 1 Source: https://ubc_vcer/region/Multimodality%20Learning%20Center/89/155/35
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Figure 1 Le Corbusier Cité building in VCER

Figure 1 is a snapshot taken from one corner of the Bauhaus school that
is created in VCER. It is a virtual school designed for teaching students at
the post-secondary level of Art & Design Education. In he snapshot, several
three-dimensional elements exit including: three architectures, a hill, a
moving train on the railway, a guiding board, a public square and a blue sky,
all of which are a part of the visual arrangement of the school. From a
multimodal view of meaning-making, the snapshot depicts the creator's
multimodal design practice and processes, which can be interpreted as signs
of learning where creativity emerges from the learning as constantly
renewed signs (Kress & Bezemer, 2015). More specifically, in this case,
learning is achieved through the sign-maker's engagement with signs that
prompt transformation into an entirely novel virtual representation of the
modes documentary. As well, the snapshot informs the instructors how a
novice VW designer interprets the Bauhaus school from the real world. Prior
to constructing this virtual environment, the designer spent two weeks
seeking relevant information about Bauhaus school including its historical
development, significance in the field of Art & Design Education, the school’s
design philosophy and products, and leading Bauhaus teachers and
designers. Field notes and sketches were also made throughout the case
study. Back in VCER, with its distinct multimodal affordances, the designer
drew upon these multiple elements of the documentation to create the virtual
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Bauhaus school with animated and interactive components by “redesigning”
(Cope, Kalantzis, & New London Group, 2000) the assemblages of specific
images, colors, shapes, design motifs, and forms of media.

To attend social semiotic aspects, we need to consider the social and
semiotic conditions in which the Bauhaus school was created. By its account,
the intention of building a virtual school for teaching art and design reflects
the school builder’s professional position both as an artist and teacher in Art
& Design Education. This also uncovers the designer/sign-maker's interests
that are the sources of the specific semiotic repertoires. Communicationally
speaking, the school designer’s attempts to address entry-level learners of
Art & Design Education as the visitors who come to engage with the virtual
Bauhaus school, are also based on the assumption that learners need to
acquire fundamental art and design knowledge regarding shapes, colors, 3D
compositions, and so forth. With respect to semiotics, the “conceptually
ordered representation” (Kress & Van Leeuwen, 2006) of modes in this
virtual school setting can be taken as sign-complex guided and is organized
by the sign-maker’s interests; the materiality of the objects, environmental
setting, and specific genre are made evident by the degree of the
sign-maker’s interpretative engagement with the prompts by the modes
documentary of Bauhaus school.

The multimodal aspects of this theory attend to identifying the difference
of modes used and how they are used (i.e., their affordances). For example,
the Le Corbusier Cité building is a signature Bauhaus-style architecture. It
is at the centre of the snapshot to represent what the designer saw during
the research stage. Mondrian’s geometric abstract painting-a composition of
red, blue and yellow, which later on became an important subject taught in
the Bauhaus school-reflects neoclassicism and a utopian approach to design.
The color elements represent what the designer observed.; the animated
and interactive element of the moving train that is an old toy train of the
1920s when the Bauhaus school existed is another representative exemplar
of what the designer saw. The san-serif typography developed by Bauhaus
manifests the Bauhaus-style of a prevailing harmony between form ‘and
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function and a noticeable absence of ornamentation. These are written Igentifying
reativity in Art

elements that represent what the designer observed. The German &Desig:

background music of the 1920s represents an audio element that the ;‘:ﬁ;::::l

designer heard. By examining the multimodal design practice of i[:‘e:lijg\';iz':;tiws
Bauhaus school, we can understand the process of Inter-modal  worlds
changes/transductions that are related to entities/unities/elements
(Kress & Bezemer, 2015). Because the designer transformed the various
modal resources into different ones-from what seeing, hearing to the
script-based three-dimensional designs in VCER), these inter-modal
changes revealed degrees of creativity in the transformed and newly made
modes that would surely deliver meanings.

As for the animated and interactive 3D objects and setting of the virtual
school, the designer assembled them with various images, texts, and music
to create a mediated environment for avatar-based social interactions, which
could be regarded as multimodal orchestrations of sign systems. For
instance, Figure 2 is an illustration of the visiting avatars sitting on the
animated moving train before taking a tour of the Le Corbusier Cité building;
Figure 3 depicts the time when they were watching a plug-in video about the

Bauhaus design philosophy; Figure 4 is the moment when an avatar was

triggering the background music to play.

Figure 2 Sitting the animated moving train in VCER
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Figure 3 Watching YouTube in VCER

Figure 4 Triggering the music in VCER

Figures 2 to 4 source:
https://ubc_vcer/region/Multimodality%20Learning%20Center/89/182/35

From a multimodal perspective of meaning-making, the three snapshots
expand the design practice by taking account of the semiotic relationship
between sign-complex and the virtual environment. For one thing, the
animated and interactive objects and settings are the clues to the designer's
interests in the virtual world application of participants’ potential
“re-enactment” as affordance (Kress & Bezemer, 2015, p.163). Also, the
interactive representations of a virtual Bauhaus not only bring--new
communicational possibilities that distinguish them from other design works
in the real world, but also shows how the rhetorical content could be
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continuously re-constructed through social interactions as creative. In a  Identifying
: o ; : : . Creativity in Art
social semiotic multimodal account, the avatar-based communication in @ & pesign
: : . Education:
computer-mediated environment offers us the opportunity to explore the o W0

individual's relationship with the semiotic objects and to examine the social aeigci':t':;ﬁces
practices constructed through interacting with the semiotic objects. To  worlds
capture the rhetorical content constituted through interaction, we could
observe responses from instructors and learners to what draws their
attention as prompts. Avatar participants’ gestures, gazes, facial expressions,

voice chats, and written texts (with others) are the re-enactment of activities

afforded by the virtual school. In terms of semiotics, these responses are the

signs made externally by avatar participant’s interpretative engagement with

these modes, transforming or transducing them into a new sign-complex.

Here too, as previously discussed, different modes bring different semiotic
resources for meaning-making with each mode drawing attention to what is
differently represented. Therefore, the different animated and interactive

modes differently shape and structure each avatar's engagement with the

world.

In short, from the analysis and description of the case of a multimodal
design practice, it is clear VWs provide a wide range of multimodal semiotic
resources for meaning-making. Through the lens of social semiotic
multimodality, creativity in virtual design practices is demonstrated as a
complex process in which the designer draws on the prompted prior social
and cultural experiences, events and materials. The motivated multiple
modes afforded by social virtual environments as sources of meanings, at
the same time, are creatively and imaginatively selected, interpreted,
redesigned, and transformed into new combinations in the modes being
assembled. This sociocultural perspective of communications on creativity
underpins Vygotsky's (1950/2004) idea of everyday creativities as a new
creative whole of transformation and recombination that consist of ideas,
concepts, experiences, images, and other socially formed elements.
However, it is worth noting that without the rich and indistinctive multimodal
semiotic resources provided by VWs, it is impossible to achieve and
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experience the embodied and interactive art expression associated with
intrapersonal and interpersonal understandings and knowledge. Therefore, if
incorporating such a technology in Art & Design Education, more creative
multimodal designs could be expected to emerge from students’ new ways
of perceiving, feeling and interpreting the world.

Multimodal Design Practices as the Recognition of Learners’
Agency

An increasing number of educators and researchers in various
disciplines have explored the great pedagogical potential of 3DVWs (Baker
et al. 2009; Barab, et al. 2001; Freitas & Veletsianos, 2010; Gaimster, 2008;
Han, 2015; Lu, 2013;  Salmon et al. 2010). Such a potential trend provides
a variety of explorative and playful learning activities that are capable of
developing students’ creativity in the design processes including: building
interactive 3D virtual objects and environments, playing different options for
changing appearances, outfits, shapes, and the viewing angles of avatars,
and using different communicative methods for interactions. From a
multimodal social semiotic perspective, it suggests pedagogical orientations
to creative acts in the multimodal design processes in VWSs. Again, because
the sign-maker addresses socially formed signs from the social aspects , the
semiotic effect from the agency and the identity of the sign-maker can be
identified (Kress, 2010).

Furthermore, a review of the above discussion reveals the multimodal
design practice of Bauhaus school that reflects the novice VW designer’s
transformative engagement. This engagement illustrates how the designer
interacts with virtual environments, reflects the interests of the designer at
the particular moment, and indicates creativity with a constant renewal of
semiotic resources. Within this frame, the designer/sign-maker’s interests in
specific parts of the virtual world is at issue. All modes of the designer’s
semiotic practice shows how the prompts have been shaped with the focus
of attention. As well, “In a social-semiotic take on communication and
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representation, all signs are metaphor, newly made” (Kress, 2010, p. 55). In  Identifying
Creativity in Art
this sense, The representations of Bauhaus School design are the &Designy

metaphors of the designer semiotic work in the engagement with the ;‘l‘]‘l‘;ﬂ;’;

prompts of the virtual environment, embodying distinct interests at the Peigc_':t’aclﬁm
in ircua

particular moment of the making of signs/sign-complex. Worlds

At its core, the primary educational purpose of dealing with the interests
of the sign-maker is to identify and shape young design learners’ capacities
into a reasonable alignment with their sense of agency and interests in
exploring and designing in VWSs. This identification and shaping efforts can
play a crucial role in spotting out design learners’ creative acts as they
emerge, in taking all the signs they made seriously, and to be supportive of
their creative processes. Girsimsek (2014) uses multimodal social semiotic
frameworks to analyze how the co-creation and co-design practices in the
virtual world to generate meaning potentials. Similarly, we can also adopt
this framework to examine all the signs that design learners make in VWs.
To be more specific, the learner's multimodal designs are the new semiotic
combinations and extensions that are inspired by virtual world technology.
All the gestures, written and verbal languages, music, images, and
appearances of avatars are the signs and sign-complex that are newly made
and motivated in the combination of forms and meanings based upon
learner’s interests. In this sense, through a close examination of a
documentary of the motivated signs and sign-complex, it is possible to reveal
the degree of the learner's engagement and to illustrate what they have
learned from their experiences in the virtual environment. This pedagogical
approach enables the design learner’s interests to be transparent in his/her
design processes and practices, which allows for the recognition of the
learner’s agency in VW education and beyond. Thus, adopting a multimodal
social semiotic perspective could be regarded as the “apt metric for
assessment/evaluation” (Kress, 2010, p. 182). When the design learners’
capabilities are required, the design learners can produce new
representational formulations with sufficient new meanings. It also helps.to
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identify digital products as a way of how professionals produce design
products in both virtual and real worlds.

Limitations

Even though multimodal social semiotics offers a fresh perspective to
identify and shape creativity in digital educational environments, some
critics hold that the concept of multimodality is “a kind of linguistic
imperialism that imports and imposes linguistic terms on everything” (Jewitt,
2015, p.265). This seems to make the multimodal analysis a narrower
linguistic-grounded analytical approach. However, a multimodal view of
social semiotic is premised on the assumption that the meanings of signs are
made by people’s selections and configuration of modes in particular
moments and a specific social context (Jewitt, 2009). As a result, this theory
is capable of dealing with a range of multimodal semiotic systems that
people have to investigate meanings.

Conclusion

In identifying art and design learners’ creative trajectory of multimodal
designs in 3DVWSs, a multimodal view of social semiotics provides a dual
focus t: 1) on the multimodal elements of VWs as semiotic resources used in
reproducing newly formed signs and sign systems; and 2) on the agency of
design learners/sign-makers in social virtual environments. Both focuses
play a significant role in explaining how 3DVWs can be seen as nurturing
environments for developing students’ creativity and applying 3DVWs in Art
& Design Education in terms of aims, processes, and evaluations.

We can observe and analyze how design students, guided by their
interests, embody themselves to make real engagements with multimodal
resources of VWs mediated through avatars. We can also understand how
this engagement can be interpreted as an embodied social practice
associated with the student’s identity, interaction, transformation, -and
materialization of ideas, values, concepts, experiences, and imaginations
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when faced by a newly combined multimodal design product. Walsh (2007)
argues that the combination of multiple semiotic modes to create new forms
of meaning that is inherently creative. Therefore, through a multimodality
social semiotic lens, 3DVWs are capable of providing more engaging
multimodal design opportunities, helping recognition of students’ agency,
which can be seen as a student-centred learning extension that traditional
Art & Design Education does not afford. When we conceive creativity as
meaning-making, externally emerging from on-going processes of
transformative engagement with the learning environment, teachers and
students can have a role to play in tapping into the creative potential of
3DVWs.
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SR © BTSRRI SRR ERRA AR
B  WEEIER AN - AR TR AR HREGG  —ronsmyn
SHEEI - BTERRAER A A EE  NARMER RGO ey e
AR B R AT 2 - AL A2 MRS 2% SR » Rt
RS BB TR RN 8 A5 Vygotsky HRHE % Al
4 (Vygotsky, 1950, 2004) « i (B 2L LA » A VB LB
IGE S © RELRCHI » T A BT AZE e » DL RERIRI /5 AR A -
S L B 2 T B S B AT 2% - Sl B B T
VERBAE - A B ROTE A b ST R - SR AOA
RO ST TSR0 - A SCH A SR it
T » MR — (= e B (3DVW ) ZrEHT A IR % ke
BERBTE - AR -

SRSt A E N =B R ER TN ERAE

TEGE BT 3DVW G+ E BRI RREZ AT » A et am Bl Bl aka
BE K VW B 2 HATERR 1 -

H 1970 F(URHEAE - 3SDVW E BB 40 4 - BHRERBE SO g S
B 5+ 38 {18 B 45 A2 th A7 2R3 2 B E 1B & A8 Be - fR#R Schroeder
(2008) - [ #HERH S — AR R - ES i B BRI e & (B &)
A — TSR ERR - [FIREE s HAth (i F 7 A& -

BORBZS W 725 FI8E TIEE (RISEMEE mrsnIBm ) ZRGHa R 5
— AE® (SL) -~ Active Worlds® (AW ) & Bt 72 kit i (VCER) %
BRI NIFIDIRE o 12 SR HEER BT 2 At LUBE SZ 800 » @ DR F 5 F =& v LATE
HohglEEI BRI A 8 U B ir s 2o - EITBYITELAI{ERE (Doyle, 2010;
Gaimster, 2008;Lester & Linden, 2009; Liao, 2014; Lu, 2010; Salmon,
2009;Han, 2011; 2015a, 2015b; Stokrocki, 2014; Ward & Sonneborn,
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B E& & H B IhReR G | B4 2B EEE - M AE =8 2= P Bl 22 ] -

W BTG E —E RN R 2R Fla e BE
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FEEMEMS - ARBEEE BEEE s E B AR R - B4R
REPR IR B - #E 2 - WM MERLIEAR ST R LR B R B i
o tHECH - M /AR A R - EER A R R BB BB A3 - RECRAR AL LAY
i EEER R F D AT - 8 NG TATIE Kress (2013) $2HIf) 2 &I &1
RS - ASGARIR B E IR RET R E P EIAE - Kress
(2010) HIZAHERE - B {HBAUM GITRERME BT - BERRHERER
TR — RRA RN -

SEEEMIAR - (AT BERAIRTIRRE - MR E h T
A HENLIE &5 2/ (Buckingham, 1993) o i ffERakll AR AT 5 E2 B &
B HHIAIE TR IEAE—HE - (B2 » S &FFIR BT i AR T = At
SR e BB S e - it &E IR E )5 A B R 1 (Kress,
2010)  [KI - Kress (2013) #&H—{E-TFEIFI#IE - & A HBEEERE#

( meaning-maker ) HJA T - HERERE ZEMSEHEE - IR - #
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HEHAZ R AT AR A AE RN /T 1 (Jewitt, 2009, p. 14) o _Pzﬁjfj}_;iﬁ_r?%
It B FEE S AT ik Tﬁi?ﬁ%@ﬁ%}ﬂ%iﬁzW%UZF‘?E’J%&‘EE@E e L
B B A EEE S - F - - B AR EF LK = EEY)
- (CEEAERE 7(‘)ﬁ%ﬁﬁéﬂf’?%ﬁﬁ%@ﬁ%@%ﬁfﬁﬁjﬁkﬁ’] &t
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AR A — R B E - AEGEE B S Fr 2 E R 3R -
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JERE » EFFoRE [ E B - B4 T - 40 Kress (2013) Fis » T%
BB EE) > A ERENE IR EEE ) WENE (F98{E) J(p. 122) »
AR R L - (IR L KRS RBEA L TS - 1 3DVW 1S5 EA|
BHUEEIRET » T ] LABEET R LIS 8 S R B B % - 1) AT
XHUFFSRIE 3DVW EHhEFA RG] » FRTLE— RN Lo 1E i R bt
RETEH o E A EREERE R B A (modal complex) - 2) Hf
A R & PR SR rT # 2 B AR E A #8717 1 (Kress, 2010, p.
35) » A LZHERET R AT AR B A B - 4 VW R R RE R R
Rt B EP R SRR AL B HAT I~ BB R - SRS
#ite Kress & Bezemer (2015) Fralft MiE{r X228 | ( transformative
engagement) - {EiE @R - FEHEK B EEREMAE > FHEEY - 58
O B A S e PR R o BRIREE AL X2 F2 (transformative interpretation )
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ERMRERSFIIA (gatekeepers of knowledge ) HIRZRNZ @ fETCEHRZ
HAEERETT - B EREAHME CHRE -

# B N VW [RIRHE (S TR E i - ASCRRE S — B R DURER
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BREE 2 FRIRIFFSRBAGR o ASGRELE EE(HEfE - 5R7E VW RIS ERTE
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\ BHAE - hitos:/fyoutu.be/VMYZ9JUG64Q
1 BRI ¢ https://ubc _vcer/region/Multimodality%20L earning% 20Center/89/155/35
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MHERRE R EEEREE SR - EEMEREIREEBEEN - BRIERETHES
FOPES, » DU TERIJELERT B AIEE T - R R B FEERE+ - i THER
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- RE R HE T =CHH & (Cope, Kalantzis, & New London Group, 2000) -

A A8 R B R s i B A A AR A B it BEAFARAR L » fE R aT
F1 0 B PR PR B AR AT B ﬁ@%@]w@’fﬁ%ﬁﬁ%fm%?%fméﬁi BT HEm
(EZES 7y » [Pt BREETE AR BOE & I BERAR 7 - 18 LL BB 2 s i
FHRE BHEIIRIE o (EEEOLAZE » B BIEETE L LA B i Bl aE 4
B EE GRS ERE% - SRS ﬁ%ﬁ%ﬁ;ﬁ%’zﬂ&ﬁ%ﬁL
R~ @5~ = BRI S 5 T A A B B A T o IEFTIRE AR S
18 IR B SR RN B 2 HE - P 8 J(Kress & Van Leeuwen, 2006) *;%
X AIRE—EAREE - I B R RB A REGE & r BB AHARTC B YRRy
Vg ~ BREE R EFERER (genre ) SUMLHTRATHREIE E H S EIE HT B
FegktR iR itH 4~ (prompts ) KRR -

B BRI % SRR A B R YRR U 2 IR R DU s I A 7 A (e
FRARREMEME ) o (1A o MR AT Bl Ik v 2 B S U L R R B - 2R
(IR R ﬁi‘%"“‘f%ﬁﬁﬁnﬁ‘a&z;ﬁﬁﬁ HEE % (Mondrian ) {5
HHRBEEAL ~ 8 - & = OHBIEE - RS ERIEELE TR
&%tﬁ%ﬁﬁﬂﬁf%%ﬂ%&%f@&%@% o RS TT BRI AT ERIBIER.O15 ;
B K T B R A E T 8 1920 Eﬁﬂ*&é’]ﬁ%ﬁﬁkﬁﬁéﬁi@
EHTER R R B FEREA » AREGETE AT RS — B - S HTELEH
san-serif R I B RE 3R B A 61 A - th?“IJi?HﬁI% EdfilE i3
BB TR AR AT S R o T = B2 1920 FUERH4E
REBETEIERIVEEE TR - TEta L EIEHT R 2 EREERE T B R IF - PR
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LIt B B8 (entities ) /688 (unities ) /TR HBARIERER AL/ (EE IR
(Kress & Bezemer, 2015) - [N f5asat& MR RGE 5 - K S EIREE T8
ANRIFIENR (AT R VCER =R 2ekEEt) - @SR
BB B R UE TP AT - DR ERE

FEPHE R H B # BB = RIS R REHE AR & & iE R
& ~ SORBEELE - BIGE H —{F AT BERE e Bt 22 BRI A RS - ] LR Tt
TAfH % WRRET (E AR o Ba0 - 6 2 BmiiEas el b B Ea i e -
BB LT AR 2B fiK ¢ (8] 3 RAER & IEEEE — S i s et
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E LR R R A T 18 =IRIE F IR 7 3% B #ng - ﬁn‘?‘f%ﬁ
m,JﬁfﬁfﬁiﬁFﬁB’Jf‘f?féFéﬁM%ﬁ])\nﬂﬁ oo B EJJEE,\E@U%#E(;“‘

ﬁ‘f&“ﬁ% LERS G R R 2B () T EHr#71E (re-enactment ) BZﬁbfﬂ li
(Kress & Bezemer, 2015, p.163) - [t} » Jﬁ?@@(iﬁﬁﬁ*xmﬁibfﬁf/%?@i— ’
PMER A BIFSE A B B 1 G HEM RS — RS E T RE - FRF LB B8
ARG L A2 AL B - WRHE EAT A BIRAIR o Eit GTTsR e EERGR
s B BRI AR R 0 B R R SRR e R A BRI
Z EIIRAGR > Wik 0L LB 2 $e P g i A & B o 45 AR R B A g R
EREAE - e LIRS fe 8 BB H AR R B A S B - [ e B
(IF34 - B ~ RIF - EEE R BE AT - &S 1F H R AR R L ATE
B o (EFFIREE A EARE » 1L B2 G 2 Bl E 3 1 B U B (0 9
FEOR > RIS SRR B (R ST IRFRREE & - WIRTAM - REE AR
BEBRENAEMSRER > MAERERXE R EE SRR ENERAS - |’
I ANE R By B A B B A 7 SRR S LR 0 B (e R i
FrAI2 AR o

fli5 2 » 1EIEEZ R T R BINI AHT BELRRE > FRMTAT I3
VW R $2 {5 i 2 SRAERT 5 R U R SR R O BE R o 1Tt & T B A8 2 i e
KE  EEERETERE P IAE  AG e MG EFI A &E it
B A ER ~ BRI R EHERTE - [ - it B ERE R EEH
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B~ EraG TR AT IR & o et e LEE AT S - Vygotsky
(1950/2004) 'y H & Bl M & (5 12 32 2t 1 48 B =6 L 7 72 SO 7 B R B e AR
> e aie - e - 8 - REMHEM @2 TR - Nl [@EfREE
fIRe » FiRA VW R8s HEER BRI HEATREIR - B rReZE 2
HEBRIE 3 B P9 By N TR B AR ARSI B B L B XA 3« AL -
FAM R 8 Rl A ZE T B A H B R WA - AR A AT HUIRAD ~ AR
BRI - EEEARIERS HERET -

EB AR BB BB AT

R 2K B & I IV B E LIFE FIH s E G EER 3DVW ()58 K ¥
ELE T - (Baker et al. 2009; Barab, et al. 2001; Freitas & Veletsianos, 2010;
Gaimster, 2008; Han, 2015; Lu, 2013;Salmon et al., 2010) & f&EE T #2407
RETEERR MR BB ) » B R4 fraE aE R IRE » GBI RiEST
& AL = 2 MR R AR ~ BN FLE RSO R B U - 22
%~ GBS A - WA ANEIR LB 7 AR o S IERET S TR A S
Z 0 ERFBEBEEEN VW SRERGHEREPIIRIEITE) - A > B
TAFFRELE E B2 K Bt & & 1 (it & @R 5% - DRI w] DU 1
EE IREBI MBS S A IRFHRBUR (Kress, 2010) o

BEA » EETEmEET - RIS ET R S AR REERE T R O VW R
N LA S - (M S B IHERE T & B R IR A AL 77 20~ RO HHEE &
HHRFS RE IR 2 BGE - HE HFrHE S AT TSR & IR P SRR - (EHESR
AT TR G S R T R R B S BB B o BT AR
FrE PR N B RS AR 77 0 o ARt » Tt & fFaRidE
BB - A RS BLE IR TSR ) (Kress, 2010, p. 55) Kt F
RT DA » B IS Hr B P B AR A U SR AR A T B R R N4~ LB 2 R Pt
AERIFFIRECR » BEEERET & BRI AT IR A BUFE E T BURE 21 1 B fife Bl

B b BRI EOE E BN £ B B R HER S RS T E 1Y
Re /] EERESIFF ST REEN I LA PRFR FIERET VW (BN - 37t it
NS TIE » BT TR 2 E E 5 LRI TE) - LEHGEEE E
EHIRRE R - A—E& Rt MR ERE - Gursimsek (2014) (R1ZAHHTE
it R ARER AN » LU iR SRR T S e 0 15 R B R B 5 (R 383 1 BB e AR IR SR T
2 o (AR » FRMth A] DU G BRI ka2 & 1 (VW LS e

InJAE16.1ONTAEC 2018



The International Journal of Arts Education

RIS - SEETI - S0 &% B RSB R RH B 2, 2oy
HIQBULH - TG T4 BHESHEE - 5%  DENEREI SO BER  —snssen
ZHRENEAG N (motivated ) FIMSRETIHAS » HAMBES TS B o
TR - U B8 AR B B AR e e A 088 -

LB IREE 5 (B BRI » X 2RIt I o R P 50 (S8R - 278

BRI R BRSSPI AR B R S o » 32

BT REELE VW BB R RS M - (R - % st @75

BRER AT —FE TS ORI/ | (Kress, 2010, p. 182) o {FBEsREE
BEEBRAEN R BEERUEHESEA R EENERL A
(formulations ) - [FIFFt A B BB 7 5 > AR ELE A - B VE B 4t

RO B R g, -

"R

Bt 9N 2 RS RE & P R ERRE S0 LA B AT L A A Y B T B B R P
AR HREAER - SHEEMEMSR M —EESwRER » I kES
EMrAR R AIAE — YY) b ) (Jewitt, 2015, p.265) o 12 {13825 1RE T8 L —
FaRRNG: ~ B8 S EBIEE AT T o (B2 > 2 G G RARE R ATIR R - /4
PR ER ABER E R 2SR E it G B T S 3 R A e
(Jewitt, 2009)  [RIIL » 1E 2= HilaR 8 P> AT FH 28 A R 125 i 26 P RE R st

AEsm

TEHRRB B T B H7E 3DVW . Hhi) 5 IRERL A BIREARAS - - 2 sif
LG RPER AR AR, - 1) FEAG VW S HRRE TR R - DI
HOEBHURPREATERA: W E 2) SRR PR B s & 1Eit & i b
SErRHIREBDTE - ST {8 S BET T SRR AR fa] SDVW . RES A5 s A2 Al
HIFESE - MK 3DVW SEREBITERE BRI - BT TR -

TP AT DU ER A 347 3% A AR B A A0l 7E L BES 8L. T  BEIR A O
HIRFE - SEBERET SRS 28 VW {2 RRER - [RS8 w4 e 7 ]
TR G 2 ARRERR A AR IR - 2 T 2 BER R AL R B 1 & 3 3R] L
By - - DURARRE  (BE - B0 - ROBRELAE B B L R B At
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