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Introduction to the Course

Creative Writing 20 provides opportunities for
students to refine their creative writing skills and
abilities beyond those developed in the required
English language arts courses. This course
encourages students to see creative writing as a
unique way of thinking, and as a means of
constructing and conveying meaning.

Students in Creative Writing 20 are encouraged to
explore and develop their own ideas. They are also
encouraged to explore many different ways of
conveying meaning through writing, and to see how
methods and styles vary within cultures and time
periods. Through experiences in creative writing,
students are encouraged to see connections
between their own writing, the writing of others, and
the broader world around them.

Aim and Goals

The aim of the Saskatchewan English language arts
curriculum is to graduate articulate and literate
citizens who will become confident users of language
and versatile thinkers. Through the kindergarten to
grade 12 program, students develop the ability to
adapt language for [earning, for expressing ideas
with fluency and clarity, and for communicating
effectively with others. Creative Writing 20, with its
emphasis on the unique expression of ideas,
enables students fo progress toward this aim.

The general goals of the English language arts
curriculum from kindergarten to grade 12 are:

» o develop students’ language abilities as a
function of their thinking abilities

¢ to encourage enjoyment of and develop
proficiency in writing, reading, speaking,
listening, viewing, and representing

« to develop appreciation of, and responses to,
literature in all of its forms

» to promote personal growth and social
development through developing students’
knowledge and use of language, and their
understanding of the human condition.

Principles for Teaching
Creative Writing

The following principles and beliefs form a foundation
for teaching Creative Writing 20:

- 1. Students learn language through experiences
~with.language.

Creative Writing 20 is a “hands-on” course in which
students experience literary genres and various
types of language use through their own writing.
Students learn about language processes, elements,
and conventions as they read, write, and discuss
their own and others’ writing.

2. The focus of the crealive writing program
should be on Ideas and meaning.

The relevance of creative writing to students Is in the
exploration and unique expression of their own

ideas. ldeas can be expressed directly or indirectly
(e.g., through the use of imagery). They can

express the students’ opinion or point of view, pose a
question or paradox, or explore language or form. '
The point is, writing and other art forms are about
meaning, whether that meaning has to do with
narrative, daily life, imagination, or language itself.

3. Discussion about the structure of writing
genres and use of language should be on how
meaning is constructed or revealed, rather than
on rules or formulas.

There is no one method or formula for telling a story,
no one way to use creative language correctly, and
no rule that cannot be broken by a good writer. This
is not to say that creative writing or any other artistic
endeavour is a free-for-all of seli-expression, or that
a student can defend sloppy work by saying, “That's
just how | write”, Rather, the focus should be on
what the student has done to develop and support
meaning in his or her work.

Questions such as the following can be posed by the
teacher:

» How does your use of language contribute to our
understanding of the characters or of your ideas
about this subject?

s How does the structure of your piece support
your ideas or contribute to the reader's
understanding of the writing?




» What other pieces of writing do you know about
that are structured or written in this way? What
did you learn about writing from them?

4. Reading is essential to studenis’ development
as writers.

The connection between reading and writing cannot
be overstated. Literature provides students with the
language and tools to write. By examining the
writing of others, students see the wide range of
possibilities for creative and expressive language
use. By finding writers who inspire them, students
can come to understand their own reasons for
writing, their own sense of aesthetics, and the value
of writihg to humankind.

Note: If there is certain language or subject matter
that is not acceptable in a particular classroom, the
teacher and students can establish guidelines for
works brought to school.

Note: Teachers can do student writers a great
service by introducing them to writers and writing
from their own community and province. Through
such writing students learn that their own lives and
perspectives are worthy subject matter, that writers
live everywhere in the world, and that the place
where a writer lives has an impact on his or her
content and form. By meeting writers, students learn
that it is possible to become a writer as a career If .
they so choose, and are provided with the
opportunity to ask questions of a professional in thelr
field of interest.

5. Teachers musi provide latitude in allowing
students to choose their own writing models.

The study of literature in Creative Writing 20 must be
focused on the individual student, and the term
“literature” must be broadly defined to include forms
of particutar interest to high school students (e.g.,
song lyrics, comic books, independent “zines”,
speculative fiction, efc.). In this course, literature
needs to speak to and inspire individual students if it
is to help them understand and grow in their own
writing. Students must be seen as contemporary
writers with their own cultures, inspired by forms and
writing that may not appear in the canon with which
the teacher is familiar. The teacher can and should
act as a guide, leading students in new directions,
but the starting point must be established by the
student.

6. Teachers must be sensitive to the variety of
language use that exists within social and ethnic
cultures.

How language is used to support subject maiter and
meaning is both culturally determined and intensely
personal. Teachers and peers should remember
that a writer might be doing something with language
that makes perfect sense within a certain context.
Students shouid not be steered routinely toward a
homogenous use of language or method of
structuring a piece of writing.

7. Writing activities should be planned around
students’ interests and student-selected topics.

Student learning In creative writing is facilitated when
students have opportunities to-apply the elements of
language in meaningful situations, and when their
writing fulfils purposes which are determined by and
understood by them. It is crucial to students’
leaming that they be allowed to handle topics in their

- own way. The freedom to choose topics and explore

them in their own way greatly influences students’
attitudes toward writing.

When the teacher introduces pre-writing activities, he
or she must allow a degree of choice within a broad
frame. The teacher must be prepared for any
student to reject a topic completely after discussion,
if it is not about what the student would like to write.

8. Creative writing should be seen as a product
of the imagination.

The imagination is one of the most valuable gifts a
human being can have. The imagination aillows
people to create, to experience the joy and
satisfaction of invention, to predict and hypothesize,
and to empathize with others, When a person reads
a novel and believes in the characters in that novel, it
is because the writer has “imagined” the story into
existence in a way that allows the reader to do the
same.

When students create a piece of writing, they are
creating something that did not exist before—-they are
imagining it into existence. By using language for
creative writing, students make a representational
world for themselves and their readers. They learn




to understand the ability of language to stand for
experience, to endure limitations, and to reshape
familiar forms and elements into new relationships.

9, Creative writing should be seen as a “way of
knowing” about the world and humanity.

From the earliest of times, humankind has expressed
its way of knowing about the world through the arts.
Ancient legends, for example, document historical
events, provide explanations for natural occurrences,
and describe codes cf behaviour and the
consequences of breaking them.

The process of writing is a process of thinking. As
students write, they make comparisons, inferences,
and deductions. They discover relationships; they
ponder and reflect about the organization of words,
images, and thoughts. As students work their way
through an idea by writing, they explore points of
view, think about “what if", and synthesize their
thoughts about the world, humanity, language, and
personal aesthetics.

' 10. The organic nature of the writing process

must be recognized.

An organic process is one that evelves as it
progresses. Teachers and students must
understand that, although each individual will have a
different method for developing a piece of writing, the
meaning of a piece of writing is usually revealed
through the process of writing. Often a writer will
begin from a general idea, but will be unable to state
what the piece is about untii he or she has
completed several drafts. A story writer might, for
example, begin with a rough plot idea. When the
writer has a draft, he or she might ask, “What is this
story about?” (theme} and "How can | revise the .
story so that meaning is revealed through what the
characters say or do?" It is reassuring for students
to know that professional writers work this way.
Learning what they are writing about is all part of the
process; this knowledge is the cutcome of the work
they do on a piece of writing.

11. There should be an abundance of discussion
about writing in the creative writing classroom.,

Productive discussion about writing helps students
develop an awareness of the relevance and
importance of writing. it also provides an opportunity
for students to learn from the ideas of others and to
explore in more depth what they have read (e.g.,
through book talks and literature circles).

It is also important for students to discuss their own
and other students’ work. They can respond to one
another's work before, during, and after a piece of
writing is created. They can respond in small groups
and pairs. Productive discussion encourages
thinking and subsequent revision, and that is the
spirit in which it should take place.

12. The teacher should write along with studenits
in the classroom.

The participation of the teacher as a writer forms a
necessary part of a successful creative writing
program. The blank page should be just as much of
a challenge to the teacher as to the student. When
time permits, the teacher should participate in free
writing, journal writing, and drafting in order to model
writing activity. Periodically, the teacher should
submit a piece of writing which he or she is
struggling with, and get student responses to it,
similar to how the students are preparing their writing
for peer response and for teacher response.

Personal writing allows the teacher to gain insight
into the difficulties students might be having. The
teacher also gains a sense of the part played by
conscicus and unconscious processes in creative
writing. The teacher comes to recognize more fully
the nature of a personal response-—that it is unique
and represents the imagination of one individual.

Western Canadian Framework

The Common Curriculum Framework for English
Language Arts {(draft, 1998) was developed by the
Ministries of Alberta, British Columbta, Manitoba,

‘Saskatchewan, Northwest Territories, and Yukon

Territory in co-operation with teachers and other
educators from these provinces and territories. This
collaborative effort resulted in the identification of
common educational goals and student learning
outcomes designed to prepare students for present
and future language requirements. The Common
Curriculum Framework articulates a shared vision
and provides a basis for curriculum development in
the respective jurisdictions.

The process of developing common goals and
outcomes allowed those involved to explore
contemporary thought on specific language arts
areas and topics. Among these was the area of
personal or creative writing. As a result, recent
thinking about creative writing is embodied in the five
general outcomes that were derived for English
language arts. These are listed on the following
page.




Students will listen, speak, read, write, view, and
represent to:

explore thoughts, ideas, feelings, and
experiences

comprehend and respond personally and
critically to oral, print, and other media texts

manage ideas and information

enhance the clarity and artistry of
communication

celebrate and build community.




Core Curriculum Components and Initiatives







Common Essential Learnings

The Commaon Essentlal Learnings include
knowledge, skills, and attitudes to be developed
across the curriculum. In Saskatchewan, they have
beén organized in six areas: Communication,
Numeracy, Critical and Creative Thinking, Personal
and Social Values and Skills, Technological Literacy,
and Independent Learning. The incorporation of the
Common Essential Learnings into the English
language arts program helps students see the value
of language arts concepts in school and throughout
life.

Teachers can find many opportunities in Creative
Writing 20 for developing the Gommon Essential
Leamings in an authentic manner. The following
objectives are intended to enhance learning related
to creative writing knowledge and processes. When
planning for the incorporation of the Common
Essential Leainings in daily lessons, teachers should
refer to Understanding the Common Essential
Learnings: A Handbook for Teachers
(Saskatchewan Education, 1988) for more
information.

Communication

Students will

» use appropriate vocabulary when discussing
writing

» use language as a tool for learning and
communicating

+ listen, speak, read, write, view, and represent
with competence and confidence
extend their language repertolres
express their ideas in a variety of ways
accept that there are many different ways to
organize ideas and many possible answers or
explanations

» investigate, understand, and apply symbolic
meaning ‘ ‘

o develop the ability ta clarify their thinking and
communicate with others.

Critical and Creative Thinking

Students will:

« use language as an instrument of thought

» think reflectively, critically, and creatively

« analyze writing in order to deepen their
understanding of writing concepts

s generate and evaluate ideas, processes, and
products

explore alternatives and make and justify
decisions

experience and appreciate the compiexity of
creative thinking and planning

approach unfamiliar writing thoughtfully and
withhold judgement until they have enough
information to respond in an informed manner
reflect on how knowledge about world literature
is developed and how it changes over time
express personal viewpoints in unique ways
understand the barriers to critical and creative
thinking.

Technological Literacy

Students will:

use technology as a tool to facilitate their writing
and communication

explore how technology shapes and is shaped
by their lives, society, and the environment
explore how various forms of electronic media
affect the impact of the message

explore ways that technology has affected
writing and the writing process

recognize the inevitability of change due to
technological developments and changes in
society's norms and values.

Personal and Social Values and Skills

Students wilk:

increase self-awareness by reflecting on their
own writing

understand the importance of social
responsibility and personal integrity in the use of
language

explore themes, characters, and contlicts
through writing

build upon the ideas of others (e.g., ideas in
literature)

offer and accept constructive criticism
understand self and society more completely
empathize with others

respect cultural perspectives that differ from their
own :

respect the opinions and ideas of others.

Independent Learning

Students will:

develop knowledge, skills, and attitudes
necessary to become lifelong learners

use a variety of resources to assist their learning
set personal priorities -

plan, monitor, and evaluate their own learning




o discuss wiiting and literature encountered
outside of school in order to discover
relationships between it and in-class learning
experiences.

Numeracy

Students will:

» use mathematical vocabulary as appropriate

» understand the difference between quantitative
and qualitative data and comparisons

¢ develop an intuitive sense of measurement and
spatial concepts {through descriptive writing,
etc.)

« explore and use the concept of probability as
appropriate in creative writing (chance, risk,
likelihood, etc.)

» understand that divergent thinking often
precedes convergent thinking and the discovery
of solutions to problems.

Adaptive Dimension

The Adaptive Dimension is an essential part of all
instructional programs. It encourages teachers:

... to make adjustments in approved educational
programs to accommodate diversity in student
learning needs. It includes those practices the
teacher undertakes to make curricufum,
instruction, and the fearning environment
meaningful and appropriate for each student.

(The Adaptive Dimension in Core Curricufum,
- Saskatchewan Education, 1992)

The Adaptive Dimension addresses the importance
of providing alternatives for students’ learing and
evaluation in order to promote optimum success for
each student. Learning environments for students
can be made more accessible through adapting
settings, methods, or materials. 1t is important for
teachers to:

¢ identify students' strengths and needs and
continually monitor progress

e acocept, respect, and broaden the students’
abilities, learning styles, language abilities, and
interests

s increase curriculum relevance for students by
addressing their cultural backgrounds

¢ build background knowledge or experience for
students when it is lacking

e use a variety of instructional and assessment
strategies and procedures to accommodate
individual abilities and learning styles

» vary the manner in which students are reguired
to demonstrate their learning

» alter the pace of activities or lessons for students
who need it
vary the types of activities
vary resources

» provide program enrichment and/or extension
when it is needed ‘

« encourage students to participate in planning,
instruction, and evaluation
provide additiona! practice for students
provide options for students.

The Adaptive Dimension includes all practices
teachers employ to make learning meaningful and
appropriate for each student. Because the Adaptive
Dimension permeates all teaching practice, sound
protessional judgement becomes the critical factor In
successful learning experiences for students.

In the context of a language arts class, teachers
need to be particularly sensitive to English as a
Second Language (ESL) students and English as a
Second Dialect (ESD) students. Teachers should
consider the following guidelines for instruction and

- assessment:

« model respect for cultural and linguistic diversity
by encouraging students to share their
languages and cultures

+ identify, acknowledge, and respect differences in
verbal and nonverbal communication styles by
encouraging students to iearn and interact in
ways that are culturally familiar to them

s extend, if necessary, time for ESL and ESD

students to achieve the foundational and specific

learning objectives and provide extra support,
where possible

ensure that teacher talk is clear and concise

e provide a variety of resources in English and in
the students’ first languages

s encourage students to use visual dictionaries to
verify meanings or spellings of words

+ pair students with fluent English speaking
“buddies” for collaborative projects
provide English language audictapes

¢ when assessing students’ oral language
development, focus on conceptual
understanding before pronunciation

« model positive and motivational feedback to
develop self-confident, risk-taking language
users and learners

» give all students the opportunity to reflect on
their progress through self-assessment and
evaluation.
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Indian and Métis Content,
Perspectives, and Resources

Saskatchewan Education recognizes that the
Indian and Métis peoples of the province are
historically unique peoples, occupying a unigue
and rightful place in sociely today. Saskaichewan
Education recognizes that education programs
must meet the needs of Indian and Métis
students, and that changes fo existing programs .
are also necessary for the benefit of all students.

(Indian and Métis Education Policy from
Kindergarten to Grade Twelve, Saskatchewan
Education, 1985)

The Inclusion of Indian and Métis content,
perspectives, and resources promotes the
development of positive attitudes in all students
toward Indian and Métis peoples. Increasing an
awareness of one’s own culture and the cultures of
others develops students’ self-concepts, promotes
an appreciation of Canada’s cultural mosaic, and
supports universal human rights.

The inclusion of indian and Métis content,
perspectives, and resources in each curricular area
fosters meaningful and culturally relevant
- experiences for Indian and Métis students. Teachers
. working with Aboriginal students must recognize that
these students come from various cultural
backgrounds and social settings including northern,
rural, and urban areas. The language abilities of
Indian and Métis students range from fluency in an
Indian language, to degrees of bilingualism in an
Indian language and English, to fluency in English.
Teachers must understand and respect this diversity
and use a variety of teaching strategies to assist
students with English language development.
Teachers are encouraged to use a variety of
teaching strategies that build upon their Indian and
Métis students’ existing knowledge of language and
further extend their English language abilities.
Knowledge of cross-cultural education, language
acquisition theory, and second language teaching
strategies will assist teachers in meeting the needs
of Individual students. It is crucial to use a variety of
instructional, motivational, and assessment
approaches that are sensitive to the range of Indian
and Métis cultural values and ways of
communicating.

Indian and Métis students in Secondary Level
English language arts programs are in the process of
becoming young adults. All facets of their identities,

including their cultural identities, need to be
reinforced and extended in order for thermn to maintain
a positive sense of themselves, experience success
in school, and graduate as articulate and literate
citizens. Secondary Level Indlan and Métis studenis
continue to grapple with the complex factors at work
in identity formation--gender, family, religion, socio-
ecohomic factors, and the nature of one’s
membership in soclety and the global community.
The issues around identity for Indian and Métis
students can be further complicated by the negative
attitudes and perceptions they sometimes encounter
in society at large. This can result in a serious loss of

- gelf-esteem and motivation to succeed in school.

Teachers should recognize and counter these
negative effects on identity and self-concept through
anti-racist teaching strategies. Teachers should also
affirm all students’ cultural backgrounds and social
environments, and foster personally meaningful and
culturally identifiable experiences for Indian and
Métis students.

All Saskatchewan teachers must integrate accurate
and appropriate Indian and Métis content and

- perspectives in their English language arts program.

Teachers have a responsibility to choose rasources
carefully and teach all students to recognize and
discuss blas and stereotyping. Guidelines in Diverse
Voices: Selecting Equitable Resources for Indian
and Métis Education {(Saskatchewan Education,
1992) can assist teachers and students in selecting
resources and understanding forms of bias in
resources that inaccurately portray Indian and Métis
peoples. The document can help teachers plan
classroom experiences that will increase awareness
of such bias and develop students’ language and
critical thinking abilities. Suggested Indian and Métis
resources ars included in bibliographies developed

. by Saskatchewan Education.

It is important that the English language arts curricula
and classroom resources:

s reflect the legal, cultural, political, social,
economic, and regional diversity of Indian, inuit,
and Métis peoples ‘

»  concentrate on positive and accurate images of
Indian, Inuit, and Métis peoples

» reinforce and complement the beliefs and values
of Indian, Inuit, and Métis peoples

¢ include resources by Indian, Inuit, and Métis
authors and speakers whenever possible

¢ include historical and contemporary issues.
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Multicultural Content,
Perspectives, and Resources

A muiticultural perspective addresses the major
cultural groups in a country. Such a perspective
should permeate the English language arts program
through the reflection of all peoples’ experience.
Some guidelines for teachers follow.

« Students should be given opportunities to leam
about concepts {racism, for example) by
studying the real experiences of groups and
individuals. '

» The program should help students see historical

" events from a variety of perspectives. Students
should understand the social, economic, and
cultural history of people, not just military -
heralsm or campaigns.

+ The program should reflect an awareness of
stersotyping and generalization. it should
emphasize the differences between groups and
individuals. For example, many Acadians speak

- French but some do not. Many Aboriginal
people speak their language (e.g., Saulteaux)
but many do not. ‘

» The program should reflect an awareness that
class, gender, region, and religion all influence
individuals and that there is a fine line between
generalizing and stereotyping.

+ Teachers shouid choose resources that are
representative of diverse cultural backgrounds,
that are authentic, and that are free of cultural
bias.

Gender Equity

Expectations based primarily on gender can limit
students’ ability to develop to their fullest potential.
Therefore, it is the responsibility of schools to create
an educational environment free of gender bias.
While some stereotypical views have disappeared,
others remain and endeavours to provide
opportunities for all students must continue.

The following suggestions from Gender Equity: A
Framework for Practice {Saskatchewan Education,
1992) may help teachers in the creation of an
equitable learning environment.

Teachers should:

select resources that reflect the current and
evolving roles of women and men in society
have equally high expectations for both female
and male students

- gpend an equitable amount of time with all

students regardless of gender

allow equal opportunity for input and response
from fernale and male students

incorporate diverse groupings in the classroom
mode! gender-fair language in all interactions
discuss any gender-biased material with which
students may come in contact

seek a balance of maleffemale authors and
speakers throughout the course

acknowledge the accomplishments of women
and men.

Portrayal of Persons with
Disabilities

Portrayal of persons with disabilities in literature and
the mass media has been varied and often negative.
This has served to teach readers inappropriate
information and has engendered attitudes ranging
from feelings of pity or revulsion to expectations of
superhuman powers of intellect or insight. It is critical
that the language arts teacher use materials that
portray persons with disabilities realistically and fairly.

Wherever possible, ability rather than disability should
be stressed. Materials that imply that persons with
disabilities must be cared for or pitied should not be
used. Language of the materials should convey
respect for the individuality of persons with disabilities.
For example, “people with disabilities” or *has a
disability” should be used rather than “the less
fortunate”, “afflicted”, or "suffers from a disability”.

Heim (1994) suggests that when choaosing material for
use, it is important to be aware that iiterature and
media frequently portray people with disabilities in a
stereotypical way. When evaluating material for use in
the English language arts classroom, consider the
following:

Accurate and up-fo-date language and information
is used to describe the disability. 1n fiction, the best
approach is one where aspects of the disability are
revealed, not as the main focus of the book, but
through the unfolding of the story.

Stereotypes frequently found in media portrayals of
people with disabilities include: pitiable and
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pathetic, object of violence, a burden, and
incapable of fully participating in everyday life.
When using material that includes characters with
disabilities, the resource should provide an insight
into the feelings and thoughts of the character with
disabilities, rather than using the characters with
disabilities as literary archetypes to provoke certain
feelings and thoughts in the reader.

s Often a character with a disability is used as a
vehicle for the growth of another character who is
“normal”. The “normal” character gains sensitivity
or awareness because of his or her relationship
with the character with a disability. The character
with a disabllity does not grow or change. This
treatment is troubling because the character with a
disability is relegated to a passive role and is not
treated as a unique, whole individual.

Resource-based Learning

A resource-based curriculum encourages students

and teachers to use a variety of resources in their
learning and teaching. In the English language arts
program, it is important for teachers to:

« consider a wide range of graphic, visua!,
auditory, and human resources in their course
planning

s create a classroom environment rich in
resources

+ encourage students to read widely and listento a
variety of speakers

e model resource use by acting as a co-learner
with students and by using a wide range of
materials and rescurce people

s teach the skills of researching and locating
materials '

e encourage students to determine for themselves
the skills and resources they need to accomplish
a learning task

« incorporate resource-based assignments and
projects for students

+ collaborate with resource centre staff and other
teachers in planning and teaching units or
modules '

e encourage students to explore a variety of
sources, databases, and resource centres for
both information and enjoyment

s encourage students to draw upon appropriate
resources in their own communities.

Resource-based learning encourages students to
develop research and study skills in order to find,
analyze, and organize information from a variety of
sources. Students learn best when such lsarning

experiences are integrated into a meaningful context,
such as a particular assignment. Teachers can
assist students to develop these lifelong learning
skills by giving them opportunities to learn and apply
critical concepts, processes, and abilities.
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Course Content

This course focuses on writing as an art form. The
curriculum guide is designed to help teachers plan a
program that encourages students to develop
creative ideas and express them through writing in a
variety of forms and genres.

The four major gentes of creative writing featured in
this curriculum are poetry, short fiction, play writing,
and nonfiction. However, the teacher can and
should include additiona! forms if students are
interested. The Independent Project module offers
the opportunity for students to explore other forms
independently if they choose (e.g., radio drama).
This module also allows students to participate in
such varied experiences as studying with an author,
joining & writing group, or obtaining expetience with a
publishing company. - :

The content of Creative Writing 20 can be
summarized in the following way:

e The course must be based on the foundational
and specific learming objectives that have been
set for Creative Writing 20.

» In order to develop these objectives, the course
must focus on the language processes of
reading and writing, although students will also
be engaged in speaking and listening as they
discuss their own writing, their peers’ writing, and
reading selections.

¢ The course must include poetry, short fiction,
plays, and nonfiction. How the teacher
organizes the course is optional. (Two possible
options are explained in this guide.)

* The course must comprise 100 hours.

Developing a Complete- Program

Creative endeavours flow from an individual's
knowledge, experience, and cuitural background.
Because creative writing focuses on writing as an art
form, there are many connections between Creative
Writing 20 and Saskatchewan’s arts education
program. The arts education curriculum guides
describe what are referred to as the “three
components” of the program. These are designed to
ensure balance among creative activity, the study of
works of art, and critical response. These three
components apply o creative writing as well, in that
they encourage students and teachers to make

connectidns between literature, culture, and the
students’ own writing.

The three components of arts education as they
apply to Creative Writing 20 can be described as

follows:

Creative/Productive Component: This component
includes the exploration, development, and
expression of ideas through writing. The student will
learn where ideas come from, and how ideas can be
developed and transformed through exploration and
critical thinking. Reflection is an important part of the
process. Skill development is important also, as long
as it occurs within the context of the students’ ideas. -

Cultural/Historical Component: This component
deals with the role of literature in culture, the
development of literature throughout history and
various world cultures, and the factors that influence
writing and writers. In addition, it focuses on writing
in contemporary cultures, popular culture, and cross-
cultural studies. The intention of this component is to
deveiop in students an understanding that the arts
(including the literary arts) are an integral aspect of
living for all people.

Critical/Responsive Component: This component
encourages students to reflect on and respond
critically to published writing, their own writing, and
their peers’ writing. Through this component,
students become participants in the interactive
process between writer and audience. Students’
should be encouraged to avoid making quick
judgements of unfamiliar work and, instead, arrive at
informed personal interpretations. This component
encourages students to welcoms expetimentation
with writing, rather than judging new work against
traditional criteria.

By including the three components as described
above and not focusing just on craft, the teacher can
address the needs and backgrounds of each
student, and emphasize that the arts are relevant in
all cultures and societies.

Teacher Information

The curriculum guide includes a section entitled
“Teacher Information”. This section provides
background information for teachers on the following:

the creative process
the writing process
conferencing

authors in the schools
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writing poetry
writing short fiction
writing plays
writing nonfiction.

This section can be used by teachers for their own
information, but can also provide the content for mini-
lessons. However, it not intended that the material in
this section be taught routinely or sequentially to
students. Mini-lessons created from this section
should be based on student need.

Objectives

Teachers should select from the following list as
appropriate within their modules and lessons, taking
care to cover the objectives over the term. In
addition, teachers should add other appropriate
specific learning objectives as necessary for their
particular students. Student assessment and
evaluation should be based on the foundational and
specific learning objectives.

Foundationa! Objectives

Foundational objectives are broad objectives that ars
to be developed throughout & course. They cannot
be achieved through a single lesson, unit, or module.
Students, through a variety of developmental
learning experiences, will gradually grow toward the
achievernent of the foundational objectives.

The foundational objectives for Creative Writing 20
are as follows.

Students wilk:

» develop abilities to write creatively and
expressively

¢ practise the behaviours of committed creative
writers

« develop knowledge of creative writing and
appropriate vocabutary for discussing creative
writing

» recognize writing as a constructive, meaningful
process

« recognize reading as an active, constructive

" process

« practise the behaviours of effective, strategic
readers

 recognize the contribution of literature to cultures
and societies

¢ recognize that talk is an important tool for
communicating, thinking, and learning

» practise the behaviours of effective speakers

» speak fluently and confidently in a variety of
situations for a variety of purposes and audiences
¢ recognize listening as an active, constructive
process
practise the behaviours of effective listeners
listen effectively in a variety of situations fora
variety of purposes.

Specific Learning Objectives

Leaming objectives are specific objectives that can
be applied to a particular lesson or unit¥module. .
Specific learning objectives related to each
foundationa! objective are listed below. The teacher
should also develop additional learning objectives
that are a further breakdown of these, as they apply
to the activities selected.

Specific learning objectives for Creative Writing 20
include the following:

Writing

» Develop their abilities to write creatively and
expressively
*  use writing to explore unique personal
. perspectives
use writing to explore ideas in a new way
manipulate language for poetic and aesthetic
purposes
use language as a vehicle for thought
write to express understanding
write to achieve unity
write to engage a reader’s interest

¢ Practise the behaviours of committed creative
writers

® understand that the process of writing is a
process of finding the internal truth of subject
matter, rather than recording exiernal details
keep a journal of ideas, reflections, and notes
on writing
explore personal unique creative processes
apply knowledge of literature and literary
traditions to writing
engage in a process of creative problem
solving ‘
see the development of a piece of writing as
organic and incremental
understand the importance of revision and
understand that revision involves seseing a
piece of writing a new way
confer with peers and teachers
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« Develop knowledge of creative writing and * relate understanding of literary works fo life

appropriate vocabulary for discussing experiences and personal writing
creatlve writing
understand and write from various points of Speaking
view
understand and use literary devices » Recognize that talk is an important tool for
° explore connections belween language use, communlcatmg, thinking, and learning
theme, and meaning speak to clarify and extend thinking
® understand the unique characteristics of * speak to express understanding
poetry, fiction, plays, and nonfiction * speak to share thoughts, opinions, and feelings
° leamn appropriate conventions that apply to a * speak to build relationships and a sense of
variety of writing genres including poetry, community
fiction, plays, and nonfiction
° experiment with a variety of writing genres « Practise the behaviours of effective speakers
- including poetry, fiction, plays, and nonfiction * recognize and adjust verbal and nonverbal
elements in keeping with purpose, audience
« Recognize writing as a constructive, needs, and individua! cultural and linguistic
rneamngful process : background
recognize the value of what is known as the
writing process » Speak fluently and confidently in a variety of
® use the writing process to organize thoughts situations for a variety of purposes and
and explore ideas through writing audiences
° use appropriate pre-writing strategies ° practise the roles of group members including:
* develop ideas into draft form chairing, participating, moderating and reporting
* revise by adding, deleting, rearranging, or * prepare a reading of a personal composition
expressing the idea in a different way '
° edit, proofread, and present writing ~Listening
Reading + Recognize listening as an active, constructive
: process
* Recognize reading as an active, constructive * recognize listening as an active process which
process requires listeners to:
° read for pleasure ° anticipate a message and set a purpose
* read critically * atiend
° read to find meaning and interpret ® seek and check understanding by making
connections, and by making and confirming
» Practice the behaviours of effective, strategic predictions and inferences
readers ° interpret and summarize
attempt to understand an author’s purpose * @valuate and analyze
and intentions '
* recognize patterns of organization and » Practise the behaviours of effective listeners
structures recognize factors that interfere with effective
° recognize various literary uses of language listening, including personal biases
* withhold judgement of literary works until "~ ° be sensitive to ideas and purpose when
adequate information is obtained to arrive at listening
an informed personal interpretation ° provide appropriate feedback
° demonstrate an open-minded attitude toward ° respond personally, critically, creatively, and
new and unfamiliar work ' empathetically
+ Recognize the contiibution of literature to » Listen effectively in a variety of situations for a
ultures and societies variety of purposes
read works from a variety of cultures and time ° listen for personal pleasure and aesthetic
periods, both historical and contemporary : satistaction
* interpret meanings within appropriate * listen to: understand and leamn, analyze and
cantexts evaluate, empathize and make connections with
others
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assess the overall effectivensss of group
discussions, readings, and interviews

Representing and Viewing
Representing and viewing are included as language

processes, along with the traditional language
processes of speaking, listening, reading, and writing.

Representing and viewing broaden the ways in which -

students can understand and communicate their
learning.

While the emphasis in language arts is on
representing thoughts, ideas, and feslings in written
or spoken forms, students also might use visual,
dramatic, and multimedia formats to support their
written and spoken messages. When appropriate,
students should be given opportunities to
communicate and respond through a variety of
formats including print (e.g., charts, graphs, tables),
visual {e.g., diagrams, photos, advertisements), drama
{e.g., tableauy, improvisations, role playing,
storytelling, readers theatre), and multimedia (e.g.,
recordings, films, videos, television).

Students also comprehend thoughts, ideas, and
feelings by viewing. When appropriate, stucdents
should be given opportunities to view a variety of
formats including visual (e.g., photos, graphs,

~ cartoons), drama (e.g., tableaux, improvisations, live
theatre), and multimedia {e.g., videos, television, CD-
ROM). As students read and listen, they encounter
visual messages which require response,
interpretation, and critical assessment. The interaction
between the viewer and the text varies because of
students’ prior knowledge and cultural perspectives.

By accommodating a variety of learning styles,
representing and viewing help students achieve the
English language arts objectives. incorporating
representing and viewing into language experiences
encourages students to explore and expand the depth
of their understandings. Representing and viewing
also expand the ways in which students can
communicate their ideas. '

Methods of Organizing the
Course

The teacher does not necessarily have to organize
the course according to the four writing genres. Two
options for organizing the course are outlined in the
section entitled “Module Overviews and Suggested
Activities”. The outline of each option includes a
“starter list” of suggested pre-writing strategies.

The two possible options for organizing Creative
Writing 20 described in this guide are as follows:

Option A: Organizing ‘by Context

Module 1: Introduction

Module 2: The World Around Us
Module 3: Poputar Culture
Module 4: Imagination

Module 5: Differing Perspectives
Module 8: Independent Project

(Teachers choosing this option could work with the
thematic contexts provided or develop their own
according to student interests. The challenge of
choosing this option will be to keep the contexts
broad enough that individual student ideas can
develop and grow within them.)

Option B: Organizing by Writing Genre

Module 1: Introduction

Module 2: Writing Poetry
Module 3: Writing Short Fiction
Modute 4; Writing Plays
Module 5: Writing Nonfiction
Module 6: Independent Project

(The challenge of choosing this option wili be to keep
the course focused on the students’ ideas and
creative processes. The teacher should not allow
craft to take precedence or form to determine
content.)

Module Content

The following should guide the teacher in planning
the modules for Creative Writing 20:

¢ All modules should be based on the foundational
and specific leamning objectives outlined on
pages 18-20 of this guide.

s The emphasis in the modules should be on
student writing.

¢ Necessary content about writing should be
taught through mini-lessons, student
presentations, or discussion.

« Necessary content should be taught within the
context of the student’'s own projects, and as the
students need the information.
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« References to published fiterature and writers
should be frequent.

o Discussion about the creative process, students’
writing, writing issues, and the role of literature in
society should be continuous.

s Activities should be focused on ideas and getting
started with a writing project, unless a need for
another type of writing exercise is expressed by
a student or group of students.

e Students should spend a significant amount of
time learning about what inspires them to write
and exploring sources for their own writing. This
is true even if the course is organized according
to writing genre (Option B).

s Students should experience ali four writing
genres covered by this course, even if the
course is organized according to context (Option
A) rather than writing genre.

Daily Scheduling

Daily scheduling wilt depend, of course, on the
students and teacher, Where one teacher and class
might require a fairly tight structure, another might
function best in a less structured manner. ltis
important that some flexibility be maintained so that
the teacher can respond to student needs and
progress. In addition, the teacher should build in
some mechanism for allowing for varying rates of
progress, as some students will write very quickly
and wish to work on many projects at once, while
others will work more slowly and methodically
according to their personal style.

Two examples of five-day schedules follow. These
are intended to be “case study” examples, rather
than prescribed schedules.

Five-day Schedule: Example 1
Day One

» 20 minutes - Small group reading and study of
literary models from classroom anthologies,
teacher collections, or student choices.

« 10 minutes - Teacher explanation of and/or
whole ciass discussion of a pre-writing strategy
or activity to explore topic ideas.

« 15 minutes - Some students try new pre-writing
strategy or free write in thelr idea notebooks.
Others (identified by teacher in previous lesson)
participate In a mini-lesson.

o 15 minutes - Small group peer conferencing
and/or discussion of topic choices, of {free writing
activities, or of work-in-progress. Atthe same
time, some students participate in scheduled
teacher-student conferences.

Day Two

e 10 minutes - Teacher presentation of a particular

component of the genre or context being studied
(mini-lesson).

e A0 minutes - Drafting (student writing, teacher
writing). Teacher-student informal or scheduled
conferences. :

« 10 minutes - Question time. Students ask
questions about problems or writing issues.
Whole class discussion in response.

' Day Three

s Guest author, field trip, library visit, research
and/or writing time. Informal teacher-student
conferences.

Day Four
+ Repeat day two.
Day Five

s Extension, reinforcement, enrichmeant, or

culminating activities such as the following:

° oral presentations (e.g., author's circle, oral
reading, readers theatre)

°  formatting writing for classroom publications,
the school newspaper

°  planning or presenting a dramatic

- performance in connection with the writing

accomplished

°  making audio recordings of creative writing
combined with music

°  putting up bulletin board displays of creative
writing

°  preparing illustrations (e.g., drawings,
photographs) to accompany creative writing.

OR
s Peerconferences. Four students per group.

Each student leads the group for fifteen minutes
of reading/discussion of her or his work.
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Five-day Schedule: Example 2
Day One

e 20-40 minutes - Small group or whole class
reading and study of literary models, with time
included for silent or oral reading, written or oral
responses, and group discussion,

¢ In the time remaining - Teacher presents a mini-
lesson on a pre-writing strategy. Students
record this strategy in their notebooks and begin
to generate ideas for their own writing topics.

Day Two

» 40 minutes - Students work on pre-writing
activities. Some students who have selected
their topic confer/discuss with peers regarding
their topic choices and plans. Others free write,
allowing their ideas to flow'in a non-stop, natural
manner.

» 20 minutes - Teacher presentation of a mini-
lesson on some aspect of the module context or
writing genre. Students record notes in a
separate section of their notebooks.

Day Three

s 45 minutes - Individual student writing and
teacher writing (free writing, first drafts, or
successive drafts). Teacher conducts some
informal conferences.

s 15 minutes - Scheduled teacher-student
conferencing and/or peer conferencing, as
needed. :

Day Four

« 10 minutes - Teacher presents a mini-lesson on
a pre-writing strategy or activity. Students
record ideas in their notebooks.

+ 50 minutes - Scheduled peer conferencing and
teacher-student conferencing. These
conferences may be for work-in-progress, for
revising, for editing, or for proofreading,
depending on individual student writing progress
and length of piece(s}. Students not ready for
conferencing continue with their writing.

Day Five

e 60 minutes - Student writing, revising, editing,
polishing. Those students who have finished
pleces work on extension, reinforcement, or
informal or formal publishing activities (e.g.,
preparing writing for bulletin board displays or for
publication in the school newsletter). They might
also choose to try another pre-writing strategy.

The two five-day schedules presented above are
samples only. Teachers of Creative Writing 20 may
construct their own timetables in order to address the
needs of their particular students. However, the
following should be included in ail weekly plans:

+ various appropriate components of the writing
process (pre-writing, drafting, revising, editing,
presenting)

o other writing activities such as free writing and
joumal writing

+ whole class and/or smali group discussion of
writing and literary models

« mini-lessons on components of writing genre,
craft, and thematic contexts
time for student reflection
time for peer and/or teacher conferencing.

Classroom Environment

it is essential that student writers work in an
atmosphere that inspires confidence, knowing that
they can take risks without fear of criticism or
ridicule. Teachers should understand that all honest
creative endeavour involves risk-taking, especially
for adolescents with developing self-concepts. Many
students will find their voices in an atmosphere
where risk-taking is encouraged and respected.

Teachers must insist that students behave
respectfully toward one another. At the beginning of
the term teacher and students together could decide
on classroom rules and procedures for giving
feedback; these could be posted and revised as
necessary. '

During discussion periods students exchange ideas,
consult one another, and share their writing. The
sound of constructive conversation is healthy during
these times. However, some classroom time should
be set aside as quiet time, to enable students to
reflect, deliberate, and concentrate. The classroom
environment should be predictable and consistent.

Although conferencing is a part of the wiiting
process, teachers shouid be aware that some
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students benefit more than others from group
discussion of their work. Teachers should help
students determine their preferences for receiving
feedback and accommodate them as much as
possible. Some students will benefit from working
with one partner with whom they have good rapport.
Others will benefit most from teacher-student
conferences.

it is a challenge for teachers to make all personalities
feel at home in a group environment, especially
when creative endeavours are often solitary and
intensely personal. However, if teachers promote an
atmosphere of respect for individual differences, the
creative writing program can be a productive one for
most student writers.
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Assessment and Evaluation
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Purpose

The purposes of assessment and evaluation include
the foliowing:

« tofacilitate and measure growth and progress in
particular courses

e to gauge students’ growth, development, and
progress against stated iearning objectives

« to inform students and parents/caregivers about
the objectives of the program and student '
progress toward meeting them

» to provide education administrators and others

. with information regarding the effectiveness of

programs.

Definition of Terms

Assessment: Collecting information on the
progress of students’ learning using a variety of
procedures {e.g., checklists, formal tests,
inventories, self-assessment, creative writing
portfolios).

Evaluation: Making judgements on the basis of the
information collected.

Grading: Assigning a mark based on the
information gathered from assessment instruments.

Reporting: Conveying the results to students,
parents/caregivers, and administrators.

Principles of Student
Evaluation ‘

Given that the most important function of evaluation
is the promotion of learning, the following ptinciples
should be reflected in the assessment and
evaluation of students.

1. Assessment and evaluation reflect the stated
learning objectives and are integrated with
instruction.

Assessment must be part of the planning process
rather than an after-thought. Instruments teachers
use must be appropriate and complementary to the
instructional strategies used and to the objectives
being developed.

2. Assessment and evaluation are confinuous
and purposefdl.

Frequent monitoring of learning allows the program
to be responsive to the needs of the students.
Assessment and evaluation should be continuous
and should not occur only at report card time.
Continuous assessment allows teachers to
determine individual student needs and to adjust
instruction as appropriate.

3. Evaluation expectations should be
communicated clearly at the beginning of the
course, module, and learning experience.

Students and parents should be informed of the
objectives of the program, the means of assessment,
and the criteria to be met.. Where possible,
evaluation expectations should be developed in
consultation with students. Teachers also must -
maintain communication with parents concerning
student progress.

4. Assessment and evaluation must be fair and
equitable.

Assessment and evaluation must be sensitive to
cultura!, linguistic, and community situations as well

- as to individual student needs and learning styles.

Where possible, students shouid be provided with a
variety of ways to demonstrate their learning.
Students want to know where they stand and yet
each responds differently to evaluation. Some
students will regard a critical commentas a
challenge that spurs them on to better work, while
others are discouraged by criticism. As much as
possible, these considerations need to be balanced
against maintaining common, appropriate standards.
Assessment and evaluation should be constructive
for each student.

5. Assessment and evaluation should be
balanced and comprehensive.

Assessment and evaluation should be varied and
balanced. For example, consideration should be
given to:

s Teacher/peer/seli-evaluation; Teacher-created
assignments, tests, and ohservation criteria
provide important evaluation information. in
addition, peer evaluation can provide many
opportunities for extending learning and for
increasing student confidence and involvement

~ In the learning process. Seli-monitoring and
assessment allow students to become aware of
their own learning and to enhance .
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« Content/process/product: Content, process, and
product each play a role in assessment and
evaluation. Students must know what they are
required to learn (i.e., content), how they are
expected to learn (l.e., process), and what
evidence they will be required to produce as a
result of that understanding (i.e., product). Itis
particularly important in Creative Writing 20 that
the final product not be the only means of
assessing student progress. Teachers must
also observe students’ struggles with creative
problem solving, their willingness to take risks
and try new things, their attitude toward revision,
their insights gained from reading and ‘
discussion, and their application of criticai and
reflective thinking.

Diagnostic, Formative, and
Summative Evaluation

Diagnostic evaluation should be done informally and
continuously. It is used to assess the strengths and

needs of students and to make program adaptations.
It is used for diagnosis rather than grading.

Formative evaluation should be conducted
continuously throughout the course. It is used to
improve instruction and learning and to keep both
students and teachers aware of the course
objectives and the students’ progress in meeting
those objectives. The results of formative evaluation
are analyzed and used to focus the efforts of the
teacher and students.

Summative evaluation occurs at the end of a unit of
leaming--e.g., the end of a module, chapter, or
semester. Results can provide information about the
effectiveness of instruction and the effectiveness of a
program. The results of summative evaluation
should form only a portion of the data used to
determine students’ grades. An appropriate balance
of formative and summative evaluation should be
used. ' :

A Suggested Evaluation
Procedure

Teachers may consider the following suggested
evaluation procedure.

Step 1: Determine what content, processes, and
products will be emphasized in the course and in
specific modules. Review the foundational

objectives for the course and the specific learning
objectives to be developed.

Step 2: Determine what strategies will be used to
assess the content, processes, ar.d preducts. Many
assessment strategies can and should be used.
Continuous assessment is essential. The following
fist of strategies is by no means complete:

checklists

anecdotal notes

portfolios

written assignments
self-assessments

peer assessments
teacher-constructed assessments
tests

interviews

conferences

reading logs

response journals

writing journals or notebooks.

Step 3: Consider how the objectives, expectations,
and assessmant and evaluation strategies will be
shared with students, parents, and administrators.

Step 4: Decide how the various assessments will be
translated into a grade. Remember that continuous
assessments should be included, and that grades
should not be based on a unit- or module-end
assessment only.

Basing Evaluation on Various
Writing Activities

Although evaluation of creative activity can be a
challenge for teachers, there are many concrete
indicators of student progress. Teachers can assess
the following in order to make evaluative
judgements:

s idea notebooks
response journals (student responses to their
own writing, their peers’ writing, and literature
selections)

o writing folders which contain all notes and drafts
of a particular writing project

» porifolios (criteria for what to include to be
determined by students and teacher)

¢ conference records (peer conferences and
student-teacher conferences)

+ self-evaluation records.
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Teachers might come up with a breakdown of what
percentage they will assign to each of a variety of
activities in order to arrive at an evaluation.
Evaluations might vary, depending on how extensive
they are intended to be. Two examples follow:

Project Evaiuation
Writing Folder 385%
Final Version 35%
idea Notebook 5%
Response Journal 5%
Teacher Conference  10%
Self-assessment 10%

(Note: The writing folder includes all notes, drafts,
assessments, etc. related to a writing project.)

Module-end Evaluation

Portfolio 60%
Idea Notebook 10%
Response Journal 10%
Peer Assessment 10%
Self-assessment 10%

(Note: The portfolio is a collection of writing,
selected by the student according to criteria.)

Writing Folder Assessment

Writing folders contain all notes and drafts
concerning a particular writing project. Writing
folders should be considered a significant indicator of
student growth, as they contain records of the
student's process and problem-solving attempts. The
folders contain:

« pre-writing ideas recorded by students (both
. their own and teacher-introduced ones)

o pre-writing/pre-drafting exercises done by
students as they develop ways to plan their
pieces

« student free writing entries, through which they
explore cantent possibilities before they begin
thelr first drafts
first drafts, successive drafts, revisions
completed pieces, some of which will be
selected by the students to go into their
portfolios.

Teachers can assess writing folders on a continious
basis and at the end of a writing project.

ldea Notebook Assessment

idea notebaoks or journals are notebooks,
scrapbooks, or sections in a binder that are kept
especially for students to record notes, ideas, and
insights for their own writing. Students might aiso
paste such things as photographs, pictures, and
newspaper clippings, and include briet explanations
of why these things caught their attention. Students
can keep track of any ideas that interest them, even
if they do not know at the time how they might be
used in a writing project. They should record in their
notebooks at least three or four times per week. The
left-hand page should be left blank so that students
can add their own reflections on the entries at a later
date, or so they can solicit peer or teacher response
to their entries.

Of course, privacy is an issue when students keep
any kind of journal. Students should have the option
of removing pages they do not wish others to see
when it comes time to assess idea notebooks. fa
student has several private entries, the teacher might
arrange a conference or ask the student to do a self-
assessment as an alternative {0 peer or teacher

assessment.

Idea notebooks should be assessed on a regular |
basis. The teacher could proceed in the following
way:

« Week One: Each student chooses two entries to
read aloud or explain to ancther class member.
The listener responds orally to the first one and
writes out a response to the second one.

o Week Two: The same procedure takes place.

¢+  Woeek Three: Students hand in their notebooks,
having chosen four entries they would like the
teacher to read. The teacher skims each
notebook for completion of entries, reads each of
the identified pieces, and responds to two of
them.

To keep track of weekly journal entries and their
completion, the teacher might use a chart similar to
the one included in the sample assessment forms
beginning on page 31. Students might be asked to
attach such a chart to the inside front covers of their
idea notebooks.
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Response Journal Assessment

Response journals contain student reflections on
reading selections, peer conferences, and
discussions about writing in the classroom. A
‘response journal might be a separate notebook, or it
might be a separate section in a notebook or binder.
The response journal is one way 1o encourage
students to see the important connections between
writing and reading, and the importance of
discussing other people's ideas about writing. The
response journal can be seen as the student’s
introduction to the field of eriticism.

Students can record in their response journals in the
following ways:

+ on their own time, in response to their personal
reading selections

s as a class assignment, after discussion of some
aspect of writing

* in response o teacher-assigned reading (e.g.,
an article on some aspect of writing)

» . in response to book talks or literature circle
activities
in response to reviews of books they have read
in response to peer or teacher conferences
about their own writing.

Teachers can assess student response journals in
the same ways they assess idea notebooks. They
can also be handed in to be assessed by the teacher
according to criteria established by the teacher
and/or students at the beginning of the course. A
sample assessment form for response journals is
included in the sample assessment forms on the
following pages.

Portfolio Assessment

The portfolio is different from the writing folder in that
it is compiled especially for the purposes of
assessment and/or discussion with parents or
‘administrators. For example, at the end of a module
on poetry writing, the teacher could ask students to
put together a portfolio containing the following:

+ iwo notebook entries which could becomie ideas
for poems

s two response journal entties on poems selected

"by the student

» one first draft of a poem

s one second draft

» one final draft, polished and ready to be
published or displayed :

e one peer assessment of a first draft poem written
by another student. .

The following is another example:

¢ include two entries from your idea journal that
best illustrate the kind of insights you have about
the world around you :

» include a first draft poem that best illustrates the
kind of ideas for poems that are most meaningful
to you

¢ include a first draft and revised draft that best
show your understanding of revision (i.e., seeing
something in a new way)

¢ include a final draft of & poem that is as good
and polished as you can make it.

The teacher can provide cover sheets for each work
included in the portfolio. An example follows in the

~ Sample Assessment Forms section. The portfolio

might also have a table of contents, listing each item
in order, and stating the date sach was completed.
The following is an example of how marks for a
portfolio might be distributed:

Originality of ideas ' 10
Control of language 10
Organization and structure to convey meaning 10
Mechanics ' 10
Attempt at trying something new 10

Total 50

Note: Evaluation at the end of the term or semester
does not necessarily have to be in the form of
numbers, percentages, or letier grades alone. Some
schools and teachers may prefer the evaluation to be
accompanied by comments concerning the student's
growth and progress, especially in an area such as
craative writing that is so focused on the individual,

Sample Assessment Forms

The following pages include several checklists and
anecdotal recordkeeping forms. These are samples
only and are intended to provide initial ideas for
assessment.

Teachers should pay special attention to the form
“Sample Checklist or Rating Scale for Assessing
Creative Processes”. Although process is
sometimes difficult to assess, this form provides
teachers with criteria they may consider.
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Sample Creative Writing Assessment

Student's Name:

Date:

Writing Assignment:

Learning Objective

Progress Toward Meeting Objective

s Uses writing to explore-ideas in a new way

Comment on where the student was at the beginning of
the course:

s Uses the writing process

Comment on where the student was at the beginning of
the course:

» Confers with peers and teachers

Comment on where the student was at the beginning of
the course:
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Sample Checklist or Rating Scale for Assessing Creative Processes
This form may be used to assess several students on one date, or one student on different dates.

Names or dates

The student:

Contributes to discussion and brainstorming activities.

Contributes ideas to group discussion of themes, writing genres, or
concepts.

Extends ideas about the theme, writing genre, or concept in a new
direction.

Transfers ideas or knowledge gained from class discussion into
personal work.

Explores several ideas or directions in pre-writing activities.

Takes risks by exploring something new to him/her.

Makes connections between own writing and literary selections.

Shows intersst and excitement about own writing project.

Shows commitment to the experience of creating.

Challenges self at all stages of the writing process.

Understands the importance of revision.

Describes what did or did not work in drafts and/or final product
{through discussion, conference, or response journal).

|dentities what he/she would like to do differently in next draft or
project.

Can describe what writing projects mean to him/her (personal
relevance).

Shows concentration.

Discusses why choices were made.

Works independently.

Confers appropriately with peers and teacher.

Chooses work to be shared through publication, oral reading, or
display.

Comments:
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Sample Response Journal Assessment

This form can be used to assess students’ journal responses to their own writing, to others’ writing, to discussion
about writing, and to literary selections.

Student's Name:

Evaluation Period: From To

Number of Responses:

Scale:
1 = weak 4 = good
2 =falr 5 = strong

3 = acceptable

Responses to reading, wtiting, and discussion are recorded in journal reguiarly.
Regularly Often Sometimes Rarely Never

Responses are full and complete.

12345

Responses demonstrate:

» close careful reading/listening
12345

» personal connections made with written material or discussion content
12345

» reflection on significant issues, themes, or concerns
12345

« willingness to respond to a range of styles and forms of writing
128345

s insightful reading/listening
12345

What has been learned from responding has been applied to subsequent writing.
12345

Comments:
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Sample Chart for Checking Off Notebook or Journal Entries

Writer's Name:

Daily Journal Entries

Week

Date of Entries

1

Signature of Reader

2

3

10

11

12

13

14

15

16

17

18

19

20
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Sample Student Record of Conferencing

Student’'s Name: Date:

Type of Conference:

Name(s) of Conference Partner(s):

Subject of Conference:

Conference Goal:

How the Conference Helped:

What | Liked/Disliked about the Conference:

Suggestions for Future Conferencing:

Additional Comments:




Sample Teacher Record of Conferencing

Student’s Name:

Date:

Conference Topic:

Introductory Remarks:

Student’s Strengths:

New Strengths Portrayed:

Areas Needing improvement:

Goals for Meeting Student's Needs

o Action to be Taken by Student

«  Ways Teacher Can Help

Other Notes:
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Sample Self-assessment: Form One

This form is general in nature and could be used any time during the term.

Name: Date:

General remarks regarding my creative writing (e.g., genres and topics presently working on):

Things | do well:

Areas where | have shown recent improvement:

Areas needing further work:

My goal for my creative writing this term:

Steps | will take to attain my goal:

Literary works | might study to help me solve problems | am encountering:

How | will know when my goal is achieved:

QOthers concerns or comments:
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Sample Self-assessment: Form Two

This form can be uged to accompany writing folder or portfolio assessment. The questions are designed to relate
to a specific writing project. :

Name: Date:

What was the main idea you were trying to express?

What methods did you use to explore and develop your idea during the pre-writing stage of the writing process?

Did you take a risk by trying something new in this piece of writing? Explain.

What were some unexpscted problems you encountered while you were working on this piece of writing?

How did you try to solve these problems?

What was the most interesting thing you did in this writing project?

What have you learned from this project?

What have you read that might be connected in some way to what ybu were trying to do? Explain.

How might this writing project develop into something else, or be connected to your next project?
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Sample Anecdotal Recordkeeping Form

Student’'s Name:

Date

Learning Objectives

Comments

General Comments:
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Sample Portfolio Assessment: Form One

Student’s Name:

Date:

Type of Assessment: Continous End of Project End of Module End of Term

Rating Scale: Excellent - 1, Very Good - 2, Good - 3, Fair - 2, Poor - 1

Criteria

Rating

Comments

Student selected appropriate
material,

Portfolio showed evidence of
student’s understanding of
project/module/course objectives.

Portfolio showed evidence of
student's pride in own work and
commitment to writing
projects/experiences.

Portfolio showed evidence that
student completed assignments.

Portfolio showed evidence of
student's understanding of the
process of developing and
grganizing ideas.

Other comments:
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Sample Portfolio Assessment: Form Two

Note: This form could be attached to each writing selection in a porticlio.

Name: ) Date:

Genre: . Title:

Student Comments:

| chose this piece because

| would especially like you to notice

My plan was

This piece of work shows

Next time, | might

Other comments:
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The Creative Process

It is important for teachers to distinguish between the
creative process and the writing process. The
writing process describes the phases of a writing
_project that all students are expacted to complete,
from pre-writing through to publishing or display.

The creative process, on the other hand, is much
more elusive. It describes the process that artists
engage in when they are creating something that did
not previously exist. The creative process involves
the student in decision making about content, genre,
form, structure, language, thems, craft, and imagery.
The end result is the creation of something new that
has its own meaning.

The point at which various decisions are made will
be different for each student and, possibly, for each
project. Some students will make a decision {about
form, for example) at the pre-writing stage and
adhere to that decision. Another student might make
a similar decision at the pre-writing stage and then
change his or her mind several times during revision.
Some decisions cannot be made until certain truths
about the work become evident to the student. The
process, then, is an organic process, and one that is
unique to individual artists and students. It describes
the complex interaction between the student and the
work-in-progress.

Gertrude Stein said the following about writing:

% think of the writing in terms of discovery, which is
to say that creation must take place between the pen
and the paper, not before in a thought or afterwards
in a recasting” (Preston, 1935).

Tips for Teaching the Creative
" Process -

Because the creative process is organic, there is no
one way to engage in the creative process and there
are no fixed sequential steps that can be taught to
students. However, the teacher can assist and
reassure students in the following ways:

¢ Make students familiar with the creative
processes of various writers and other
~ arlists.

Read students anecdotes from biographies or
books on writers and their work. Post quotations
on the bulletin board. Invite authors to the
classroom. Create an entire display on creative
process or have students do it. Ask each

student to find a quotation or story about the
creative process of a different writer or other
artist. Discuss the anecdotes in small groups or
as a whole class.

Draw connections for individual students
between the way you see them working and
the way a particular writer works.

Professional writers often say that becoming a
writer Is, in part, a matter of learning about their
own process. Writers do not automatically know
what works best for them or how they discover

. meaning in their own work. Teachers can helpa

student by pointing out observations they have
made about how the student works. Teachers
can validate a student’s process by telling the
student about writers who work in similar ways
and directing him/her to excerpts from
biographies or articles on writing.

Routinely ask students questions about their
work and the decisions they are making.

Many students are not aware that writing
creatively involves constant reflection and ‘
decision making. Often, students do not realize
that they are making decisions as they work. By
asking provocative questions, teachers can draw
students’ attention to the decisions they are
making, and let them know that reflection and
decision making are expectations.

Encourage students to think about process
when they are writing in their response
Journals. '

Use a science analogy to help students
understand the value of keeping a journal: when
scientists create something new, they keep
notes and records so they will know what they
did and how they did it. When students reflect
on their own work, they are thinking about both
what they write and how they do it. Thinking
about the process will help them build on what
they have done and grow in their creative
abilities. Encourage them to see that keeping a
response journal is a means of learning about
their own process.

Encourage students to take risks and see the
value of failures and lucky accidents.

The term “taking risks” refers to trying something
new that might or might not work. Because
creative writing is often personal and because it
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is eventually shared with a reader, writers (even

professionals) are sometimes nervous about
attempting new things. However, if writers and
other artists do not take risks, they do not grow
in their abilities to say something in a new way,
or to discover new things about human nature or
artistic expression.

[t is not necessary for everything the student
tries to work. In fact, it is sometimes the failures
from which the most can be learned. Remind
students that advancements in science and the
arts often come about by accident. Encourage
them to see the value of accidental discoveries,
and to veer in a new direction in the middle of &

project if they choose. Taking risks and making

decisions about what works and what does not,
and which “accidents” are of value, are important
pars of the creative process.

Reassure students of the value of individual
differences.

Individual differences and perceptions are the

““hast friends” of the creative artist. Art works are

unique, autonomous expressions and they are
50 because of the individual differences among
the artists who create themn. We all have our
own experiences with the world, with culture,
and with the arts {including literature). We all
have our own unique ways at looking at
something. It is individual perceptions that have
given the world centuries of arts expressions.

Assess and evaluate students’ engagement
in the creative process,

Teachers can design their own instruments for
assessing student progress in this area. A
sample form containing several criteria is
included in the Assessment and Evaluation
section of this guide. It is important to assess

the students’ engagement in the creative

process in order to determine the quality of the
students’ creative experience. The product
alone will not suffice as an indicator, especially if
the students were taking a risk and trying
something that might not have worked out in the
end. Assessing the students' engagement in the
creative process lets students know that it is an
essential part of the program. [t also aliows

"teachers to assess several different kinds of

projects using the same criteria.

'The Role of Individual Perceptions

in the Creative Process

There are two major factors that influence a writer
engaged in a creative process: the writer's
perceptions of the real world, and the writer's
experience with literature and language. The first
provides content; the second provides the means or
tools for constructing a new piece of writing.

The student’s perceptions of the real worid and the
student's experience with literature are both unique
to that student and must be respected by teachers
and other students. The following are examples of
factors that influence the individual student’s
perception of the world:

urban, rural, and northern perspectives

various cultural perspectives

perspectives based on gender

perspectives based on spirituality

travel experiences

knowledge of current affairs

knowledge of world cultures

perspectives based on areas of knowledge such
as science or philosophy.

The following are examples of factors that determine
a student's experience with literature and language:

» reading experiences In a variety of forms (e.g.,
poetry, short fiction, plays, nonfiction)

« _reading experiences in various sub-genres (e.g.,
mysteries, romance, science fiction) '

» experiences with oral traditions

¢ knowledge of pertiods of literature {(e.g., Victorian,
modem, post modern)

¢ knowledge of world literature and the literary
traditions of various cuitures

+ knowledge of literary criticism.

The teacher can guide students to expand their
knowledge of both the world and literature by
directing them to resources that might be of interest,
providing experiences such as field trips and guest
speakers, encouraging students to value their own
perceptions and experiences, encouraging
discussion in the classroom, and encouraging
students to use experiences in other content areas
as sources for their writing.

The Writing Process

The writing process describes the phasés of a
writing project with which all students are expected
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to become familiar. The purpose of incorporating the
writing process in a formal way into language arts
programs is to encourage students to adopt certain
behaviours that will make their writing better and
more camplete. The writing process encourages
students to see writing as something that develops
through exploration, research, consultation, revision,
editing, and publishing or sharing their work with
others.

The writing process includes the following phases:

* pre-writing

s drafting

s revision

» editing and proofreading
» publishing.

Note: Conferencing and discussion are important at
all phases of the writing process. Fifteen minutes is
an appropriate amount of time for peer conferencing
sessions. Students can use this time for discussion
of ideas, topic choice, free writing, and drafts, as
appropriate. More detailed information on peer
conferencing and student-teacher conferencing is
provided, beginning on page 54 of this section of the
guide.

Pre-writing

Pre-writing includes all the activities a writer goes
through before writing actually begins. Some pre-
writing might include activities to stimulate students’
thinking, such as completing webs or concept maps.
Selecting a topic, conducting research, and
notetaking or journal writing are also pre-writing
activities.

Writing Topics and Pre-writing
Strategies

The pre-writing strategies provided in this guide can
be presented by the teacher to encourage students
to explore ideas and begin writing. Each pre-writing
strategy should be explained thoroughly by the
teacher and presented along with examples.
Students should write each idea down in their
notebooks or journals, to be filed away for use at
some later date. A few students may wish to try the
strategies out immediately, but these strategies
should not be treated as assignments to be done by
everyone at the same time. They are for students’
future reference, to be used as needed. Pre-writing

strategies help students discover facts, clarify
impressions, and use their imaginations.

The following are general types of pre-writing
strategies. (Specific strategies are presented in the
section entitled “Module Cverviews and Suggested
Activities”.} ‘

« Brainstormed Lists. This is a method of
generating a large number of ideas for writing.
Students write down whatever ideas come to
mind, no matter how simple or strange their
ideas may be. Superficial observations usually
head the list, but as students continue to write,
interesting ideas begin to appear. Brainstorming
should result in a list of enough useful ideas that
students can discard those which are not useful.
Brainstorming can be done at any time and the
resulting list used tater for creative writing
projects. A list created by the class might be
posted for reference.

s Lists Under Topics. Students can compose
their own lists that might help them to decide on
themes in the future: favourite things, things that
make them angry, important events that have
taken place in their lives, things to save or things
to throw away, fears, hopes, dreams, regrets,
wishes, superstitions, loyalties, or questions.
They might list things they do not want for their
birthdays, or things they did not do over the
holidays. They can also construct word lists
(e.g., lists of warm words, cold words, rough
words, smooth words}.

o Places. Students may be encouraged to recall
_places that they remember from childhood:

places that scared them or fascinated them, or
places that amused them. They can also
develop lists of places that spark their
imaginations for some reasons: baseball parks,
haunted houses, scientific laboratories, beauty
shops, etc. Then, on their own time, they might
arrange to visit one of these places to take notes
and record images and ideas to be used later for
writing. Students can also collect pictures of
places that spark their imaginations and keep
them in their idea notebooks.

s« Memories. Students may recall memories of
events and experiences from childhood, and
recreate the perceptions, feelings, and
associations linked with those memories.

* Pictures. Pictures are useful sources for ideas:
magazine pictures, photographs, slides,
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paintings, and computer generated images. Film
can also be used to inspire ideas for creative
writing. Students can “put themselves” into the
picture and imagine what they might expetience
from a particular vantage point, or they can
describe what they see from the outside looking
in. They can also create narrative from a picture

by imagining what happened before the picture
was taken and what will happen next.

+ Image Clusters. Students might find it useful to
create image clusters as a pre-writing strategy.
An example follows, using the topic “Hockey
Game” and the five senses as categories.

Sample Image Cluster

- rolling helmets from an

- blankets tucked around
shoulders

- warm woolly mittens
on hands

- numbness of red cheeks

- hard cold bleachers Todch

- buttery popcorn

- hamburgers sizzling on the grill

- steaming hot coffee

- sweaty odour from the players’ box

Persona Activities. It is possible for students to
use their imaginations in unique ways by

_adopting the persona of something or someone
else. They can imagine they are a different
person, a country, an animal, or the wind. In
their minds, they can follow a butterfly, a bicycle,
or a five-dollar bill. They might try writing from a
variety of points of view (e.g., "becoming”

“ colours, foods, furniture, tools, or musical
instruments).

ilegal body check
- referees in biack and white
- uniformed bodies flying by
- red light flashing a goal

- hot dogs with relish and mustard
- golden salty french fries
- creamy hot chocolate

- - chewing gum gone stale

A

Ho ckey Taste
Game

e

Sound

- referee’s whistle
. = swish of skates
- screams of fans
- "crack” of the puck hitting the boards

e Dreams. Both day dreams and night dreams
can be sources for pre-writing activities. Day
dreams can be used constructively by student
writers when they day dream themselves into a
celebrity’s lifestyle ar someone else's shoes, for
example. Students might also imagine “what if’
{e.g., what if | had a million dollars or what if |
were a world leader). Night dreams might
become topic sources if students are
encouraged to remember their dreams (writing
them down in a notebook kept by their bed), or
to “borrow” dreams by asking friends or relatives
about their dreams. Students may decide to use
dreams as allegories or symbols in their writing.
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+ Research. Research can generate a great deal
of useful material for writing. When students
have thought of something that interests them,
they can research the topic to find out about it.
For example, if the topic is an old stone house,
the student can trace its history in the local
archives. If the topic is an animal, plant, or
historical figure, research can be done by visiting
the library or using the Internet. if the subject is
a living person, the student can contact that
person and request an interview, or the student
might scan newspapers or local history books to
get information about the town or community
where the person originated. Familiarity with
topics is necessary if students wish to write well
about them. [n addition, their research might
spark a completely different idea.

¢ First-hand Experience. This is one of the very

_best sources of writing topics. Students can be

encouraged to observe events directly and write
“down their impressions and interpretations.

ldea Notebooks or Journals

An idea notebock or journal should be kept for the
purpose of recording anything that might be useful
later on for creative writing projects. The notebook
or journal might be a bound pad, a steno pad, a
spiral notebook, or a loose leaf binder.

Students might also want to carry an-additional, very
small notebook with them at all times because topic
ideas will not always occur to the student in school -
time. f students keep their notebooks with them and
write in them often, these books will become filled
with the raw material for creative writing.

In their idea notebooks, students may record such
things as images, phrases, thoughts, story lines,
experiences, encounters, or emotions. The foliowing
are additional suggestions which students may be
given for their idea notebooks:

« record descriptions and details of your
observations (people, places, events, etc.)

« ' record interesting conversations overheard (e.g.,
dinner table conversations, conversations
overheard on buses)

« record accounts of your own and other's
reactions to situations, events, news stories, etc.

« record ideas for plots that come from everyday
experiences (your own and those of others)

» record multi-sensory images (tastes, smells,
sounds, etc.)

« clip and paste newspaper or magazine articles,
photos, etc.

Free Writing

Free writing is spontaneous writing that may or may
not be connected to a particular writing project.
Fifteen minutes is a suggested period of time for free
writing. During this time students might try out a pre-
writing strategy presented by the teacher, develop a
topic previously explored, or create a first draft. This
should be a quiet writing time.

During free writing, it is important that students write
down all that comes to mind. They should write far
the full amount of time without going back and
rewriting or making corrections. In this way, they will
explore their thoughts and moods without trying to be
too correct too soon. They will become comfortable
with writing as a constant practice.

Some of the writing students produce during this
time will not be useful to them later. Free writing
helps students to understand that not all writing they
do is equally good, and not all writing must be kept.
Writers must learn to discard. By the end of a writing
project, they may have a different focus or angle on
the topic or even a whole new topic, and keeping
earlier words and phrases might ruin the final
product.

On the other hand, during free writing students will

~ often come up with ideas and phrases that lead them
- in an imaginative new direction. Because students

are not focusing on a product, they take risks in free
writing without realizing it. This can result in the
discovery of something new--perhaps a new idea,
skill, or insight.

Drafting

Creative writing requires blocks of time and students
must be able to rely on specific planned time periods
for their writing. Therefore, when students begin
drafting a piece of writing, teachers should plan
classes so that students have the time to work
intensively on their drafts. '

The important thing to remember about the first draft
is that it is an opportunity to begin exploring the idea
in a formal way; that is, to begin structuring the idea
by taking it beyond notes, diagrams, and journal
entries. After students have completed their pre-
writing and/or first draft stages, their writing will begin
to take shape. They will begin to organize their
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thoughts. They will also begin to consider their
intended meanings.

individual Differences in Working Style

The drafting phase of the wtiting process refers,
primanly, to the first draft. However, the writing
process is not always cut and dried, and it is
sometimes difficult to tell when the first draft ends
and the second draft begins. In addition, some
students will write a first draft slowly and carefully,
while other students will write very quickly. There is
no one correct way to write a first draft. Teachers
should observe students’ ways of working and try to
decide when it is best to intervene with suggestions.
They should encourage students to get to the end
and to complete the first draft.

Some students will revise canstantly, even while they
are writing a first draft. As soon as they have a few
paragraphs or stanzas on paper, they will get an idea
for how to make the work better, and will begin
again. Although a certain amount of this is fine,
some students are such perfectionists that it is
difficult for them to go on if they know something is
wrong with the piece. These students need to leam
that all first drafts are flawed. They can be
encouraged to move on by being told that things will
happen in the writing as they complete the first draft
that will help them revise the beginning. Their writing
will actually be better if they complete the piece and
then revise in earnest.

Other students will write a complete first draft and
immediately want to start something new. These
_students are good at getting to the end of a first draft,
but are impatient with the whole process of revision.
Of course, these students need to understand that
revision is an expectation, and that their writing
cannot reach its full potential without revision.
However, teachers should realize that there are
students who will learn by writing many different first
drafts. Teachers should not limit these students’
imaginations by farcing them to write a ptece over
and over again if they have lost intsrest in that piece.

Teachers can deal with these different types of
students by establishing minimum requirements
regarding number of pieces that must be revised,
edited, and proofread. In addition, the teacher could
establish further requirements for individual students
based on their preferred ways of working.

Teacher Writing Time

The teacher should also write and become as
Involved as the students are in the world of
language. When students are writing, the teacher
should try to find ten minutes to write along with
them. For the remaining student writing time, the
teacher may wish to schedule individual student-
teacher writing conferences, or to conduct informal
conferences by conversing with students about their
writing in & more informal manner.

Writing Folders

All writing drafts should be kept not on1y while the
writing Is being developed, but also after it is
completed. These drafis are valuable to the student
as a collection of thoughts, writing projects, and
sources for new directions. They are valuable to
parents, as they provide the gualitative information
that a mark cannot provide. They are valuable to the
teacher as a means of lcoking back over the
semester's work to observe development, find
reasons for problems, and assess progress.

Students should keep all notes and drafts for a
writing project in a writing folder. They should date .
thelr drafts. Students might keep another folder for
pre-writing activities, some of which might not
develop into writing projects.

Note: .Remember that the writing folder is different
from the portfolio. The portfolio is a collection of
writing assembled according to specific criteria, for
the purpose of assessment and/or display. Students
will assemble their portfolios from the work they have
kept in their writing folders. For miore information on
pottfolios, see the Assessment and Evaluation
section of this curriculum guide.

Revising

Revising is a process of deciding what should be
changed, expanded upon, deleted, added, or
retained. Revising also includes editing and
proofreading. Editing, although it occurs at a later
stage of the revision process, still invalves revising
for structure, sentences, and words to make the
work clearer. Proofreading involves revising for
style, spelling, and mechanics, so that the
presentation of the work is clean and correct. Editing
and revising are not mutually exclusive, and can
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occur a littte at a time as the writer becomes more
sure of a certain section of the project.

Methods of Revising

Writing is not a linear process; it is an organic one,
where one thing affects another and ideas develop
as the writing is in progress. Revision, then, can
take many forms. The following are examples:

e One writer might make “successive sketches” of
the same picture; the first sketches are very
rough and vague, and each one gets clearer,

-more detailed, more accurate, and better
organized.

s Anocther writer might get half way through a
work, change his or her mind about the
beginning, start over, write the ending, back up
and change the middle, and so on.

+ Some writers prefer to focus on one section of a
piece at a time, going over that section again
and again until they are happy with it, then
moving on to another.

Other writers will:

o write alternate versions of the same piece from
different points of view, then choose their
preference

». take their central themes in several different
directions, then work with the direction that most

"appeals to them

e write different scenes for the same characters,
then choose those scenes which are most
promising. '

‘There is no one correct way to rewrite, not s there a
correct number of drafts that a writer should expect
to complete. Each piece is different and as students
become more experienced, they will begin to
recognize their own preferred methods of revising.

As students work through their various drafts, a
theme will gradually emerge. Their writing will take
on a shape It did not have in the beginning. There Is
no “short cut” to this process. Often an original draft
seems wonderful at the time, and then further writing
produces an extension of it. The original draft serves
as a stepping stone to the second draft.

Students are finished revision when the elements of
their pieces all fit together and generally “feel right”,
When their pieces do what they want them 1o, even
though there stilt may be some rough edges, they
can move on to editing.

Some suggestions for revising appear on the next
page.

Editing and Proofreading

Students should be reminded that editing and
proofreading are aspects of the revision process.
However, they are undertaken by most writers after
significant revision has already taken place. When
students edit, they should pay attention to things like
rhythm, pacing, word choice, accuracy, and
sentence and paragraph structure, depending on the
genre of the piece. A piece that needs no more
major revision may still require minor editing to
ensure that:

every word used is the correct one

the rhythm of the sentences or phrases is
correct for the piece

there are no gaps that need to be bridged
there are no extraneous words, sentences, or
paragraphs.

Proofreading is essentially a technical task.
Proofreading is a final check to make certain that
everything in a writer's piece is complete and correct.
[t includes checking speliing, punctuation, grammar,
usage, capitalization, page set-up, and spacing.

Students and teachers may find editing guidelines in
several writers' reference texts listed in the
bibliography for this course. Recommended
handbooks and dictionaries useful for proofreading
are also listed.

Both peer conferencing and student-teacher
conferencing will, at certain times, be focused on
editing and proofreading. For the purposes of editing
or proofreading, students may wish to conduct
conferences with their peers in pairs as well as ina
larger group.

‘Many students’ pieces will be revised for the

classroom audience only. However, some of each
student’s writing will be published for a wider
audience. Publication is an incentive for students to
polish their work by editing and proofreading. If
students are preparing their pieces for publishing,
they will want these pieces to be correct in every
detail.

For published material, the teacher will probably wish
to assume the final editing and proofreading
responsibility. All writers who publish have editors--
people who give the writing a final read and look at it
in a more detached way. Students must become
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aware that receiving additional comments from an problems the writer may not have been able to
editor does not necessarily reflect on their own recognize because of his or her closeness to the
editing abilities. Editors are simply able to isolate material.

Suggested Revision Guidelines for Student Writers

“Try focusing on your major concems first (e.g., central plot, theme, image, metaphor, or character). After

you have these working, look at slightly less important concerns (e.g., pacing, secondary images).

Resist the urge to “polish” because, at this point, it can distract from your piede's more important problems,
(it could atso be meaningiess, because you could decide to rewrite what has just been polished.)

Let your writing take the direction it wants, New ideas and images may appear as you revise. - Look at each
on an individual basis; if it feels right, be willing to use it, even if it means abandoning your original intention
or plan. ’

Do not be upset if your piece seems awkward at first. This is cornmon for first drafts. Anything you write
can be changed. As you rewrite, your piece will steadily take shape.

it is not uncommon for writers to like the draft of their project when they first complete it, and then be
hypercritica! of it the next day. Do not get discouraged. You will fike it again once you get involved in the
revision process.

Before you begin a new draft, or after you have made some changes, read aloud what you have done so
far, listening closely to the words and absorbing them. This sometimes helps you to notice things you.might

" have missed previously. ‘

One of the most important aspects of the revision process is cutting or getting rid of all the things you do not
need. You may decide to eliminate words or phrases, entire scenes, stanzas/sections, or anything in
between. Although deciding what and when to cut is difficult at first, all writers come to realize that cutting is
often essential in order to make a work better. The following might help you decide when cutting is
necessary: '

°  Gut anything which unintentionally repeats what you already said, which does not support your piece, or
which does the piece more harm than good. (Remember that some repetition is intenttoral; if
something is repeated for a reason, do not cut it.}

°  [f you are uncertain about whether to leave something in or take it out, read the passage aloud twice,
once with it in, and once without it. This should help you decide. If you are still unsure, ask a trusted
peer what he or she thinks about the passage in question.

°  Cutting words and phrases should not result in changed meaning, unless that is what you intend. For
example, you might reduce a very detailed paragraph to a sentence or two, shorten a long description
to a few important details, or combine two or three phrases into one, and still retain the original
meaning.

> QOnee in a while, something that you have written may seem particularly good, but it does not fit into

your piece. When this happens, you should cut it. However, you should save it in your writet's
notebook for use at some other time.

Throughout the entire revision process, it is helpful to continue to ask: What do | wantto say? Whatdo |
want to have happen in this piece? Why did | choose this topic? What is it about this piece that interests

. me? If you find yourself unable to continue, return to your notebook or journal and look through it carefully.

You will probably find something that will get you writing again.

if, after all your best efforts, a piece simply does not work for you, put it away for a while. Be sure to save’
everything you have written, as you might get an idea for how to make it work.
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Publishing

Pubiishing, for educational purposes, means making
public and sharing with others. Students might post
their work on a bulletin board, present their work
orally, publish in a school or comrnunity newspaper,
publish in a student anthology, or perhaps enter their
work in writing or speaking contests. It is essential
that students select their best work for publication or
sharing, as the selection process encourages them
to discriminate and develop criteria for judgement.

Teachers might establish a regular time in the
schedule for students to prepare their work for
publication or sharing. Activities might include:

« prepatring for and arranging displays on walls
and bulletin boards

» submitting writing to the school newsletter
performing at school assemblies
putting up community dispiays in store fronts or
in local libraries

s sharing creative writing in an author’s circle

» petforming a student-written scene or dialogue

“for readers theatre or as street theatre

making and showing a videotape

e having a creative writing fair

sharing creative writing with senior citizens or

hospital patients

framing writing for display

making a wall-sized mural or a billboard display

decorating a T-shirt

then displaying it.

Formal publication can be exciting and gratifying for
students, although it should not become the focus of
the program. A student creative writing booklet or
magazine can often be desk-top published right at
the school. Students can enter their own pieces,
design the look of the booklet and the cover, and
create illustrations. :

Formal Publication

Formal publication can happen in many ways. Local

and provincial magazines and newspapers will
sometimes feature student creative writing, as will a
number of literary publications. Some province-wide
publications like Windscript (Saskatchewan Writers’
Guild), Goiden Taffy (Saskatchewan Teachers of
English Language Arts), and Young Saskatchewan
Writers (Saskatchewan Reading Councll) are
specially designed for student creative writing.

Note: If students express interest in exploting the
open magazine market, they must understand that
acceptance or rejection is not a valid measurement
of the quality of their work. There are many more
submissions to a magazine than can possibly be
published, and the editor's final decision is based on
his or her personal preference. Some magazines
recelve 500 submissions for every six published, and
even professional writers receive many rejections
from magazines. In most cases, the classroom
creative writing booklet is the best publication project
for students. The open market can be discouraging
at a time when students need to be encouraged to
write and leamn.

translating student writing into ancther language, -

Note: Some students may be refuctant to put their
work on display. Although they should be
encouraged to display their best work, their requests
for privacy should be respected. Writing can be very
personal and students might not want to share it with
other students or teachers outside of the classroom.

Contests

Some students may be interested in submitting to
writing contests, although contests can also be
discouraging because very few people win them. No
student should ever be forced to enter a contest, and
teachers should make sure students understand that
entering contests is not the main reason for writing,
and that writing is not a competitive endeavour. That
said, contest deadlines do act as an incentive for
some students to complete and polish their work.
Sometimes entry in a contest includes a subscription
to a literary magazine.

Preparaﬁon of Manuscripts

When students decide to display their writing or
submit it to contests, editors, publishers, or the
teacher, the appearance of their manuscripts is
important. Students should present their
manuscripts on white bond paper, double spacing
their lines and leaving a two-centimetre margin on
the sides and bottom. Pages should be numbered
and the author's name should appear in a header or
footer on every page. The author's name, address,
telephone number, and/or e-mail address should
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appear in the top left-hand corer of the first page.
The title of the story, in bold or capital letters, should
be centred on the first page. [f the student is
preparing poetry, each poem shouid be puton a
separate page.

_ If students choose to send work to magazines or
contests, they should prepare a very brief cover
letter (a few lines will do). Editors prefer to receive
unstapled manuscripts. They also want stamped
self-addressed envelopes for the return of the
manuscripts. Student writers can expect to wait from
several weeks to two months for a reply. They need
to be reminded never to take rejection as a reflection
of their abilities as writers.

Conferencing

Conferencing, both peer and student-teacher, is an
essential component of the creative writing program.
it is useful for student writers to receive feedback on
all stages of their works-in-progress. However, peer
conferences can be destructive rather than
constructive if they are not handled well. Students
must learn how to present their work for feedback
and how to give constructive feedback. It is the
teacher’s responsibility to observe peer conferencing
sessions and intervene if they are not progressing in
a constructive manner. The teacher should prepare
mini-lessons, as appropriate, to ensure that students
are learning and practising the skills of peer
conferencing.

Not all students are alike in their need for peer
comments. Nor are they alike in the ways they will
find comments useful. Some students prefer to meet
in small groups, while others prefer one on one
conferences. Some students will be best served by
teacher conferences. Although students should
experience all types of conferences throughout the
course, the teacher should attempt to determine
student preferences and help students arrange the -
types of conferences that will be most useful to them.

Peer Conferences

The benefits of peer conferencing are as follows:

+ Students have the opportunity to share their
enthusiasm for writing with other students who
have the same interest,

» Students show increased motivation to write.

s Students write for a real audience.

e Students receive prompts and varied feedback,
from several different responders.

¢ Students learn to be more discriminating writers
by:
° reading what others have writien
°  picking up ideas from other writers
o developing standards through discussion
of a variety of writing selections.

« Students learn to consider audience when they
see themselves as mediators between their
subjects and their readers.

« Students read the writing of others in order to
comment usefully, thus gaining valuable practice
in critica! reading for a real purpose.

As a rule, a group of three or four is a good size for
peer conferencing. Each member of the group can
read aloud portions of what he or she has written (or
the entire piece, if it is short enough) and receive
feedback offered by the other group members.
Members of each group may want to have

- photocopies of the materials ahead of time so they

can prepare. The teacher may wish to join a group
as well, with his or her topic choices, free writing, or
first drafts.

Some students may find it useful, at least at times, to
exchange their writing with one partner only. This
could be true of students who prefer not ta share
their writing in groups, students who are writing
about something very personal, or students who are
writing in & style to which it is difficult for other
students to respond. Even in a healthy classroom
environment, some students will be protective of
their writing, and their desire for privacy should be
respected. :

This is not to say that all students should not learn to
give appropriate feedback to others when asked.
The teacher should monitor peer conferencing
sessions and help students make the choices that
are best for them, and that will best help them grow
in their writing abilities.

Tips for Successful Peer Conferences

) Cbnduct mini-lessons on appropriate
conference behaviour and skills.

Students must be supportive of each other and
may need instruction in developing the
necessary group interaction skills, such as
contributing, listening to the contributions of
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others, responding to other members’
contributions, encouraging quieter members to
speak, and practising self-discipline. Students
may also need help from the teacher in
developing the vocabulary to express the
responses they have.

Estabiish conferencing guidelines with the
students.

These are “rules of conduct” for peer
conferences. They should apply to both the
student writer and the peer responders. These
can be developed by the class and the teacher,
and can be revised as necessary. Paost them so
they can be referred to easily.

Establish that the leader of the discussion
should be the student whose writing is being
discussed.

This places the student writer in control of the
conference. He or she can have specific
questions for the responders or ask for general
feedback. The writer should see the session as
a working session for his or her benefit, and try,

_as the chairperson, to keep the conference on
track so that valuable information is gained.
the teacher sensas problems, he or she should
step in and model the behaviours of a good
leadet. '

Encourage students to recognize the
developmental process of the peer
conference.

Students generally experience four stages of
peer response: sharing, summarizing,
responding, and helping. It is useful for students
to understand what type of response they want
or are getting fram the group.

At the sharing stage, students support each
other's efforts as writers. Hence, the first

- sessions of peer response might simply consist
of members sharing several pieces of writing, if
that is the only stage with which they are
comfortable.

Summarizing can occur when the writer feels
confident that group trust has been established.
Members of the group retell in their own words
the content of the writing being discussed, so the
-writer can determine if the writing is clear to
others.

When students respond, they talk seriously
about the ideas at hand, and how well the
writer's format serves these ideas. Grroup
members discuss their reactions openly and
freely. From the reactions of the group, the
student writer learns that writing is serious
communication that constructs meaning.

Helping is the final stage. Student writers are
generally ready to help themselves as a result of
the discussions which have taken place. Also,
writers are often ready for some unobtrusive
comments regarding writing conventions, word
combinations, alternative approaches, or
elaboration. In later conferences which focus on
editing and proofreading, group members may
help with things like spelling, usage, and
punctuation.

Guidelines for Peer Conferences

Students should be provided with some written
guidelines regarding their roles. Guidelines similar to
the ones on the next page may be given as handouts
or displayed in the classroom.

Note: A peer conference should never be seen as a
session of group or committee writing. Changes are
always in the hands of the writer, and the writer is
free to reject all suggestions if he or she chooses.
The assumption should always be that the writer is
the expert on the writing selection under discussion,
Peers are there to respond only.
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Student Guides to Peer Conferencing

Conferencing Guidelines for Writers
Do not make apologies or explanations concerning your writing (e.g.,  did not have much time).

Never tell your readers how you want them to respond. When you know how your audience has perceived

your writing, then you might ask them how they think a different audience might respond.

Do ask specific questions if you know on what it is that you need feedback. For example, you might ask the
group’s opinion on whether you should cut a section or leave it. '

Pay attention to what responders have to say and think about what might be behind it. Although what they say
may be wrong in your mind, it still might point out a problem you should take seriously.

Listen openly to responses and take them in, but do not be made helipless by what is said. Remember that
you are in charge of your own writing and you will decide for yourself what to do next with your piece.

Remember that responders are giving feedback on a piece of your writing, not on you as a person.
Remember that, even if your writing is based on personal experience, you are asking responders to react to

the writing, not the experience or your feelings about it.

Conferencing Guidelines for Responders

" Focus on the writer's work. Stay on task.

Point out and comment on ideas, words, and phrases which move you in some way or seem to have fots of
energy.

React to the writing only, giving specific responses to.specific parts. Do not make personal comments or ask
personal questions about something you think might be based on the writer's real experience. tf the writer
wants to tell you about it, he or she will. Even so, the purpose of the peer conference is to focus on the

writing.

Be sure to give an accurate account of what you understand the writer to be saying.

itis not neceséaly to evaluate. Writers will gain advice and guidance through the interaction between you and
their words. :

Avoid telling other group members how to fee! and never quarrel with someone else’s reaction.

Try to understand other people’s perceptions, rather than staying locked into your own impressions. (There

“will always be some words or passages that you will not perceive as others do.}

Show appreciation for a writer's work, ask about its contents, describe what you like about it, and refrain from
making negative judgements.

Help writers to clarify their intentions for the work, but remember that it is not appropriate for you to try to
“rewrite” someone else’s work. The writer is the expert on each piece of writing.
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Student-teacher Conferencing

Student-teacher conferencing is also essential. In
some cases, student-teacher conferences can be
more useful than peer conferencing sessions,
depending on the student. Teachers should hold
regular conferences with all students and make
judgements about which students need more of their
time. In addition, teachers should regularly talk
informally with students as they are working.

The teacher might begin the conference by asking,
“How is it going?” or “How can | help you?”. Itis
important that teachers ask questions which are non-
directive, non-evaluative, and non-leading, so that
students will leam to evaluate their own writing. The
teacher might ask directly, “What would you like to
accomplish in today's conference?” or “What, in
particular, would you like to talk about?”. When

~ discussion begins, it is extremely important for the
teacher to be positive, and to communicate to the
writer that something in his or her draft is worth
saying. As the conference progresses, the teacher
should continue to ask broad questions that invite
response. Typical inquiries might be, “What idea are
you developing?" or “How do you feel about the
beginning?”.

Students must feel that the teacher is interested in
what they have to say, and the teacher should never
imply that he or she has a greater knowledge about
the topic than the student possesses. As with peer
conferences, the student should be considered the
expert on the piece of writing under discussion.
When students are led to discover their own
strengths, they become aware that revision does not
mean starting ali over again.

Authors in the Schools

As additional enrichment, ieachers should make
arrangements for published authors to visit their
classrooms and spend time with their students.
Visiting writers wili sometimes conduct workshops,
chair discussions, answer questions, or read from
their own works. Authors may be available for
several weeks in a semester, for one week, for a few
days, or for a few hours. Students will benefit from
seeing “real live” authors at work, and from hearing
them read and talk about their writing, Having

professional writers in the schoois will help to create

a generation of students who appreciate
contemporary writing. It will also help to make
students sensitive to their common experiences and
the relationship of those experiences to language.

The presence of a professional writer in the
classroom should stimulate students’ imaginations
through the sharing of creative discovery. Teachers
who are interested in having professional writers visit
their classrooms should contact the Saskatchewan
Writers’ Guild for further information and assistance.
Their web site address is: hitp://www.skwriter.com/.

Students will also benefit from attending readings
and workshops by authors. These are sometimes
sponsored by libraries, community organizations,
arts councils, bookstores, or publishers,

Note: The remainder of this Teacher information
section includes information on the four writing
genres of poetry, short fiction, plays, and nonfiction.
It s not intended that the content provided be
taught routinely to all students. Rather it is
provided as background for the teacher, to be taught
as needed in the form of mini-lessons. Mini-lessons
or presentations might be made to the whole class
(e.g., a brief lecture on point of view) or to small
groups of students (e.g., a brief discussion on
precise adjective choice with four students working
on poems). Students might also take charge of this
type of content by presenting to each other.

Writing Poetry

_ The Poetry Dictionary defines a poem as:

a text or verbal composition, often written lines,
whose language is compressed and resonant
and which conveys an experience or an emotion;
or simply an aesthetically pleasing arrangement
of words (Drury, 1985, p. 204). '

Poets throughout the centuries have tried to define
what poetry Is to them, and have never been totally
satisfied with their own definitions. Poetry has
changed and evolved throughout the centuries and
will continue to do so as ideas about language
change, and as writers explore the potential of
language to express ideas in new ways. Margaret
Atwood discusses the evolving nature of poetry
when she says, “Poetry is a form of human speech
and it is used to express, among other things,
sentiments that the writer considers appropriate to
the occasion” (Atwood, 1882, p. Xxx).

Edgar Allen Poe said that poetry for him was a
passion. Emily Dickinson said poetry could make

her body so cold no fire could warm her. Robert
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Frost said poetry begins in delight and ends in
wisdom. Sometimes, you cannot get poetry out of
your mind. Poetry has the power to excite, anger,
comfort, or calm its readers (Berbrich, 1877).

Poetry as a genre takes many forms and sometimes
it is difficult to explain what makes a piece of writing
poetry. However, poetry has certain qualities that
can be articulated. Some of these qualities include
its compression of statement, its rhythm, its use of
sound, and its unique attention to line length and
spacing (although prose poems may be in the form
of paragraphs).

As an introduction to poetry writing, students could
find & wide variety of “definitions” of poetry, and
either present these definitions or display them in
some way. They might also find and present a wide
variety of types of poems, showing differences in
form and in the use of rhythm and images. They
may want to record their own definition of poetry in
their journals, then compare it with their
understanding after they have experienced poetry
writing.

Reading and Discussing Poetry

. There is no single collection of poetry that will

provide an adequate variety of poems suitable for
the study of poetry models. A wide range of poetry
from many different anthologies should be available
for reading, listening to, and discussing. Different

- poems will appeal to different students.

Saskatchewan and Canadian poetry should be
included in the discussion whenever possible.

The discussion of poetry should usually take place in
small groups, using a type of reader response.
Students should understand that any one poem may
be interpreted in a variety of ways, depending on the
reader's background experience, perception of
language, and world view. The meaning of a poem
evolves from the Interplay between reader and text.
Students will explore meanings for themselves as
they become discriminating readers of poetry. They
should record individual reflections and responses in
their response journals.

Through discussion, students can help each other
appreciate words, phrases, images, and scenes.
They can discuss and respond to questions such as:
What meanings do others see in this poem? Are
there things | have overlooked? What makes this
poem particularly appealing, challenging, or
memorable?

Some students will gain writing ideas from the poetry
that is studied: from the poetry’s subject matter, the
imagery, the tone, or even a specific poetic line.
Even when students do not get their creative writing
ideas from the study of poetry, poetry study still
provides them with a valuable sense of what poetry
is, what it looks like and sounds like, and what
techniques are available to them for their own poetry
writing. '

Types of Poetry

It is not necessary that students in Creative Writing
20 try out many different types of poems. The
important thing about the students’ poetry is that it
reflect their own ideas and interests. As a type of
poetry is determined by content, it follows that not all
types will be appropriate for the students’ ideas. The
following are the types most likely to interest
students.

Lyric Poetry

Most students will want to write and study lyric
poetry. Lyric poetry expresses imagination and
emotion. It focuses on individual ideas and
experience, and can be written in many different
forms, including free verse. (Most contemporary
poetry is written in free verse.)

Narrative Poetry

Narrative poetry tells a story using exposition, and
often a combination of narration and dialogue. The
story may be factual, imagined, humorous, or
serious. It may be set in the past, present, or future.

Students who decide to write narrative poetry may
use almost any type of format, as long as they have
a scene, character(s), and a plot or a sequence of
events. Sources of narrative poetry may be personal
experience, history, the newspaper, the imagination,

. or a combination of these. Although poetry is not

used as often as prose for storytelling today,
students should be aware that storytelling was one of
the original purposes of poetry.

Prose Poetry -

Prose poetry is poetry that appears in paragraph
form. A prose poem focuses on a singular idea or
image, rather than on a narrative or series of events
that result in some kind of change--as in a postcard
story, which is a form of very short story that looks
like a prose poem. (In fact, the lines between such
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forms as prose poems and posteard stories can be
very blurry.)

Found Poetry

Students with an interest in popular culture and
social issues might be interested in found poetry.
Found poems are those which are created from
existing material. The author's role is one of
identifying the poem and its meaning, rather than of
creating it. Poets interested in this idea can find
poetry in such unlikely sources as the newspaper,
restaurant menus, and graffiti. The poet's interest is
in the language and its meaning in a social context.

Dramatic Poetry

Dramatic poetry is poetry written for performance,
and might incorporate the dramatic elements of
action and dialogue. Poetry written in the speaker's
diction also fall into this category (e.g., a
monologue). Although dramatic poetry is similar to
dramatic monologues or dialogues in plays, a
dramatic poem is meant to stand alone and is not
dependent on a larger work for its meaning.

Note: Teachers and students should remember that
the study of poetry is essential to the writing of
poetry. Although students may draw their content
from their own experiences, it is the world of -
literature that provides them with form and the tools
of the trade.

study art, photography

listen to music

read poems

read fairy tales or children’s literature

talk to senior citizens

imagine different scenarios

reflect on human relationships

recall childhood memories

adopt a point of view other than their own
create an imaginary listener for their poetry (e.g.,
someone dead, someone famous)

« observe the world around them.

Topics which students choose to explore through
poetry may be as varied as the following: cities,
nature, schools (e.g., teams, report cards),
discoveries, disasters (e.g., storms, accidents), other
-people, hobbies, fantasies, events (e.9., rodeos,
races, garage sales), sports, history (e.g., the Gulf
War, the first motorized vehicle}, places, the
weather, food, health (e.g., the dentist, an incurable
disease), animals, holidays, the night, colours,
family, job experiences, entertainment {e.g.,
television, rock concerts, the movies), or everyday
objects,

Suggestions for student writing topics must always
remain suggestions. Teachers need to be good
listeners and must be careful not to impose writing
ideas that are not the students’ own. However,
teachers can help students get started by presenting
pre-writing activities. (Suggestions appear in the
section entitled “Module Overviews and Suggested
Activities".)

Getting Started: Ideas for Student
Writing

Poetry comes from our daily thoughts, experiences,
and emotions, and from the writer's involvement with
the subject matter. Ideas and topic choices, then,
are endless. Students should be encouraged to
write about topics in which they have an interest. To
spark that interest or to develop it further, students
may become involved in various activities. They
might:

» explore their immediate surroundings
investigate the thoughts, dreams, or customs of
others

« ask questions (e.g., about family history, local
news, past evenis)

= |garn about news events
read magazines
recall travel experiences

I should be encouraged to record all ideas in their

Note: Teachers should remember that these idea-
generating exerclses are to be used sparingly, as
determined by student need. Students must be free
to write about their own topics. Many students will
come up with their own ideas for writing. They

notebooks for possible use at a later date.

e o e

Beginning to Write

Modern poetry can be just about anything. It is often
difficult to tell the difference between a prose poem,
for example, and a very short story (sometimes
‘called a postcard story). However, poets tend fo
have a very specific focus and a passion for
language. Students should come to understand that
a poem, like other art works, is an entity in itself,

59



more than simply the sum of its elements. A poemis -

a unique expression of a thought, emotion, or idea.

Although conternperary poetry is difficult to define,
beginning poetry writers might pay special attention
to the following:

focus
words
images
thythm
form.

” & o » &

Focus

Most poems have a very specific focus: a central
image, a specific emotion, an epiphany, a revelation,
an ironic twist, etc. Itis a great challenge to take an
idea, find the essence in that idea, and then express
it using just the right words. :

Students will often start with an idea that is too broad
and difficult to capture. They will need to spend time
tearning how to focus their idea and exploring what
about the idea is especially important to them.
Through understanding the focus, they will be able to
make other decisions that will alfow them to
construct and revise their poem.

Sometimes students need to be reminded that
writing is an organic process. Their focus might not
become clear to them until they have explored the
larger idea through writing. Through the act of trying
to capture an idea in words, the focus might emerge.
It is then up to the writer to recognize it and explore it
further.

The following can help students focus an idea:

journal writing
free writing
concept webbing

“writing first drafts ‘
discussing ideas and drafts with peers or the
teacher.

Words

All writers pay attention to word selection. However,
because of the condensed nature and specific focus
of poetry, word choice is a primary concern for most
poets.

Student writers must learn to choose their words
carefully. The foliowing are some reasons for this.

« No two words have exactly the same meaning.
A word either means what you want it to, or it
does not. Running is different from jogging; a
huge pizza is bigger than a large one; a gaunt
wolf is more desperate or pitiable than a thin
one.

« Words have a variety of connotations in addition
to their denotation. Connotations inciude the
public and private associations we have with a

"word {e.g., home as opposed to house).
Connotations are extremely important to the poet
because they express feelings and attitudes in
addition to meaning determined by definition.

« Different words look different on the page.
Shriek somehow looks mare piercing than yell.
- Stumble look ke a harder fall than trip. The look
of a word is particularly relevant in poetry, which
has a visual effect on the page.

o Ditferent words have different rhythms. A writer
might select a word for its sound, or how it fits
into a phrase, or for the number of syllables it
has and how it contributes to the rhythm.

Images

Poems are full of images and it is often an image that
is the essence of a poem, or that captures its
meaning. Student writers should be encouraged to
concentrate on the freshness of images and on
capturing meaning through the use of imagistic
language.

Images can be expressed through vivid description.
They can also be captured by similes or metaphors,
which are both comparisons--the first linking two
images specifically with “like” or “as”, and the second
implying a relationship. Symbols are also a means
of expressing an image.

Similes are more than simple comparisons. In most
similes, the area of simitarity is considerably
narrower than the area of difference. The effect of
the simile depends on how well it can make the
reader see the new relationship. A simile must bring
together terms that ordinary experience suggests are
unlike. No simile by itself ever seems truly poetic;
however, it delights and surprises the reader in the
context of the poem.

While a simile connects two dissimilar things by
focusing on special similar qualities, a metaphor
connects two things directly by focusing on the basic
essence of each. A metaphor is more than a
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substitution of one thing for another; it is the
expression of the unique connections between
things. In using & metaphor, a writer shifts from an
explicit to an implied comparison. !t is a shift from a
statement which is literally true to one that is literally
untrue but is figuratively effective.

A symbol is any detail--an object, action, or state--
which has a range of meaning beyond itself. When
an image works on a literal level and on an abstract
level at the same time, it is a symbol. Often, the poet
uses repetition of the symbalic image as a means of
drawing it to the reader's attention. However, care
must be taken not to make the symbol appear
contrived; the symbolic reference is not effective if it
seems forced. Also, when symbols are used
deliberately in creative writing, they should not be
puzzles to assemble or clues to hunt down. They
should naturally complement the effect of the piece.

Rhythm

Rhythm refers to a pattern created by words,
phrases, pauses, and punctuation. Patterns can be
regular, irregular, or random. Rhythm can be both
visual (how the words look on the page) and aural
{how they sound).

Decisions regarding rhythm include:

e choosing words for their sound in addition to
their meaning
making choices about line breaks
considering pauses
considering beat and emphasis

- making decisions about punctuation
matching the poem’s pace to its tone
matching the pace to meaning
using devices such as repetition
warking with the natural ebb and flow of the
language.

e 8 8 & & & & ¢

Making students aware of different kinds of rhythm in
poetry can result in their conscious efforts to control
rhythm in their own poems. Listening to the natural
sound of the language and using it to advantage is
often the most effective way to control rhythm.

Form

Al postry distinguishes itself through the specific
format in which it is written. Many types of poetry
are categorized according to the format used by the
poet. In addition, some poems take a certain form
on the page or form a kind of picture that relates
somehow fo the content.

For student writers, the most important concepts
related to form are the following:

» form and content are connected
form contributes to the meaning of the poem
in most cases, the content of a poem determines
its form.

Students can be made aware of the estabiished
formulas that exist for certain types of poems (e.g.,
cinquains, diamantes, tankas, senrus, rengas,
haikus, limericks, sestinas, ballads, and odes).
Occasionally, students will enjoy writing postry with a
specific formuta in mind (e.g., such as a sonnet).

Formula poems should not take up too much of the
students’ time as the form of the poem then

-becomes the content and the students are not

challenged to find form for their own ideas. (In rare
cases, a student might develop a legitimate concern
with a certain form, exploring the connection
between that form and the expression of
contemporary ideas.)

Most contemporary poetry is written in free verse. In
free verse, the lines of poetry are not measured or
counted for accents, syllables, or rhyme. Lines in
free verse may be short, long, or variable. Free
verse usually uses vivid images and sound patterns;
it uses the characteristics of poetic language (e.g., -
figures of speech, sensory imagery, attention to
detail).

Note: Although some students might be interested
in writing rhyming poetry, they should be reminded
that the effort in creating rhyming poetry goes into
making the rhyme work rather than finding the best
form for the idea. However, if a student is especially
interested in rhyming or in a type of rhyming poetry
such as cowboy poetry, he or she should be
encouraged to study different rhyming forms and

| purposes, perhaps in an independent project.

Rhyme should never be a requirement for student
poetry. In most cases students should be
discouraged from trying to force rhyme onto their
ideas.

Meaning in Poetry

The meaning of a poem is the experience it
expresses. That experience may include: a
statement of emotion, an understanding of human
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character, a story the poem has to tell, a description,
an amagzing image, an epiphany, or some
combination of these things. Meaning consists of
much more than just the poem’s central theme or
message. Meaning is connected to how the poem
makes the reader feel or think. For example, it may
evoke thoughtfulness, puzzlement, laughter,
surprise, joy, despair, anger, fear, or exhilaration.

Most importantly, writers of postry must remember
that no poem has a fixed meaning. Just as the act of
writing is an interaction between the writer and the
work-in-progress, reading is an interaction between
the reader and the finished work. The experience of
reading and the meaning will vary with each reader.

Students must be encouraged to value their own
ideas, and to consider all the things that contribute to
meaning in their work. As they write a poem, they
are exploring a unique way of expressing their ideas,
thoughts, and feelings. The writer is the person who
controls how these are presented through decisions
about word choice, images, form, and tone.

Tone

Tone in poetry Is the term used for the writer's
attitude toward his or her subject, audience, or self.
It is the emotional meaning of the poem and is an
important part of the total meaning. Readers will not
completely understand a poem unless they have a
sense of what the tone is (e.g., sarcastic, carefree,
happy, angry, reverent, excited, or calm). Almost all
the other elements in a poem help to indicate its tone
(e.q., imagery, figurative language, rhythm, and
form). Recognition of tone, on the reader's part,
requires increasing familiarity with word
connotations, alertness to nuances of language, an
careful study. .

The best method by which writers can practise
incorporating a particular tone into their poetry is to
have readers read the poetry, then discuss it among
themselves and with the writer. The writer will then
become aware of reader interpretation of her or his
work, and will be able to assess how successfully the
desired tone was incorporated into the poem.

Théme

The theme is a kind of unifying force which keeps the

poem from “going off in different directions”. The
theme of a poem is not its subject, but rather its
central idea, which may be stated directly or
indirectly. Often, the theme in postry is some type of
comment on the human condition. The theme is

often an outgrowth of the subject--the poet's
comment on the subject.

Revising First Drafts

Basic questions writers might ask themselves, after
they have completed their first drafts, include the
following: :

Is the focus clear?
Does the poem explore or shed light on my idea
or question?

e Are the images, descriptions, etc. interesting and
convincing? :
Are all the words exactly the right ones?
Does the poem display originality?

s - Does the poem have the impact [ hoped it
would?

o Am | satisfied with the rhythms when | read the
poern aloud?

« s the poem punctuated in a way that contributes
to the rhythm?
Are the lines broken in the right places?
Is the form effective?
Does the form reflect the subject matter or
content? .

s Is the structure appropriate, and does it allow for

meaning to be revealed as | wish it to be?

Is the theme focused?
Have | created the best possible ending or last
line for my poem?

Note: Beginning writers often write poefry as an
outpouring of feelings. Although it is perfectly normal
for teenagers to want to explore their feelings
through writing, they should be reminded that one of
the purposes of literary writing is aesthetic. Even
when exploring very personal subject matter, they
should be encouraged to think about such literary
concerns as structure and language. They should
also be encouraged to think about how their personal
experience has meaning in the larger context of
human experience.

Writing Short Fiction

Fiction is a mixture of experience and invention. |t is
a story that is not true, told in prose form. Haowever,
it is a reflection or representation of reality and it
generally refiects the life expetiences of the writer in
some way, although not necessarily directly.
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Every story operates within its own set of
assumptions and expectations regarding what can or
cannot happen. The following are some forms of
fiction that students might explore:

e Myths are narratives that reflect deep human
“concemns and try to explain natural, spiritual, or
social phenomena. Myths can be ancient or
modern.

» Fables and parables are allegorical stories.
They tell about one thing, but are really talking
about something else.

e Tales are basic stories written first and foremost
to entertain an audience and produce some kind
of reaction in the audience--iaughter, tears,
anger, etc.

« Mimetic stories are modern stories that imitate
real life. Characters are realistic and are guided

e by events and ideas we have come to accept as .

possible or probable in our daily lives.

» Fabulous stories are those which provide a
premise that readers are asked to accept. A
pattern of realism then operates in accordance
with that accepted premise. Science fiction is an
example.

» Dream fiction creates its own pattern, as dreams
do. Dream fiction deals with the unconscious or
"the sublime. i is not realistic fiction.

e Metafiction is a term used to describe fiction
that comments, within the work, on itself or on
literature.

Getting Started: Ideas for Student
Writing

Experience is probably the most relied upon raw
material for fiction--experience that is transformed to
create an illusion of reality. Student writers wili rety
heavily on their journals or idea books for subject
matter. They will continue to add to their bank of
ideas by constantly observing, reading, researching,
brainstorming, and recording.

Note: Although the content of fiction comes from
experience, the form the fiction takes will be
determined by the students’ knowledge of literary
forms. Students should be reminded that, when they
draw on real life, they do not need o retell something

‘{exactly as it happened. They can use the emotions

and events in a new way. They can transform
experiences into myths or metafictional stories, for
example. It is important that they understand that
fiction is a representation of life; it is not an imitation.

“Relationships” is a common theme in short fiction
and one that students ofien choose to explore.
Relationships (family, friends, dating) is an

. appropriate theme because of the human emotions

and conflicts present in most relationships. The
writer can often draw upon personal experiences and
change them into something related, but different, for
short story purposes,

“Memories” is another theme students like to
explore. Questions a writer needs to ask, when
recalling experiences or incidents, are: What
happened? What was there about the experience
which makes it unique and meaningful? What is the
human truth or meaning that can come from
exploring this incident?

Other sources for fiction include:

+ observations

» photographs

e newspaper stories

¢« objects

+ anecdotes

« stories told to you by someone else.

As a work of fiction develops, the original inspiration
{(a memory, for example) takes on a life of its own.
Fiction writers often say that the story becomes so
alive for them, they cannot remember what actually
happened and what they have fictionalized.
However, although the final story might contain very
few of the facts related to the writer's experience, it
may still capture the essence of a particular memory
or event. That, in fact, is the goal: to find the
essential truth in human experiencs,; to make
meaning out of experience through fiction.
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Note: The process of writing a story is one of
imaging it into existence. If the writer believes in the
intarnal truths in the story, whether or not itis a
realistic story, the reader will also be able to imagine
the story to life.

Beginning to Write

There are many types of contemporary short story.
They range in length from short postcard stories to
novella-length long stories. They range in style from
very realistic to compietely fabulist. Whatever the
type of story the students are interested in, the
following are elements they should consider when
drafting their stories: ‘

character
plot
structure
point of view
setting.

Character

" Character is the most important element in short
-story writing. Character is what brings significance
1o plot and meaning to the story. The fiction writer
needs to learn how to create characters whe
respond, not necessarily realistically but believably,
within the world of the particular story.

The writer's purposes regarding characterization are:
o To create convincing characters.

This does not mean that writers take people they
know and put these people into their stories. It
does mean that they imagine characters to life,

. so that they seem like real people.

¢ To make the reader care about what happens
to these characters.

if the writer is successful at “getting inside” the
character being created, the reader wilt feel what
the characters feel and recognize them as
having unique human characteristics.

s To maintain consistency in characterization.

When fictional personalities have been
characterized, they should act in & manner

consistent with that characterization {unless their
inconsistent behaviour is part of the story).

s To connect something of great importance to
the main character, to the story’s ouicome.

in good stories, the characters are shown
through the action, and the action is controlled
through the characters. In this way, the plot,
characters, and story ending are connected.

Methods of Characterization

-~ Characters can be pdrtrayed directly or indirectly.

When using the direct method of characterization,
the writer tells the reader what sort of person the
character is, through description. The author informs

“the reader through exposition or analysis, or has

someone else in the story tell the reader what a
character is like.

Students attempting to use physical description to
define their characters (e.g., describing speech
idiomns, movements, or physical atiributes) should be
aware that such description can result in a character
stereotype. A good story Is more concerned with
what the character says and does, and how these
things affect the outcome of the story. Although
some stories do contain physical descriptions, some
stories with very sirong characterization contain no
or very little physical description of the characters,

Using the indirect method of characterization, the
writer provides the readers with information, but
allows them to draw their own conclusions regarding
characterization. Of course, the writer selects the
information to be presented, so is still very much in
control of the story. Indirect characterization may be
accomplished through:

+ Setting: The character may either fit
comfortably into the sefting or be an “outsider”
for some reason. The resuiting perspectives will
be very different.

¢ Actlon: What a person does in a story reveals
" character and affects the outcome of the plot.
The meaning of a story is often revealed by the
choices a character makes. ‘

+ Symbol: Some writers use detalls and objects
in a symbolic way to indicate what Tom Wolfe
refers to as a character's “life status"--how a
character views his or her position in the world.
Such details might include brand names,
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_ descriptio'ns of homes and furnishing, and
entertainment cholces.

e Dialogue: What a person says reveals much
about his or her character. Good dialogue is
more than simply conversation. !t reveals the
internal truths of a character. :

e Thoughts: Looking into a person’s mind and
listening to that person's thoughts gives readers
a picture of what a character is like. Inner
conflict can be revealed through thoughts, and
the contradictions of a character become clear to
the reader if the character thinks one thing and
says or does another.

Note: Some books on writing encourage students
routinely to write character sketches that describe
how their characters walk, talk, dress, etc. Students
should understand that these details can be
superficial and might not get at the character's inner
self. :

Dialogue

One of the most important purposes that dialogue
has in realistic fiction is to reveal character. Writers
must make every effort to have the fictional people
they create speak “in character”; that is, in a manner
that reflects what the character believes and how he
or she usually behaves.

Dialogue in a short story must have a purpose other

than simply representing conversation. However, to
be convincing, dialogue must give the illusion of real
“alk” within the context of the particular fictional
world the writer is creating. The characters ina
futuristic science fiction story might not talk the way
the students talk, but they must still be convincing in
the world of that story. The dialogue in A Clockwork
Orange Is a good example of this.

It is important for students to understand the
meaning of the word “sub-text”. in fiction, as in life,
people often do not say exactly what they mean.

The difference is that, in fiction, the text and sub-text
of dialogue are carefuily controlied by-the writer.
Tension can be increased in a story if the reader
knows what the character wants to say, or is trying to
say, or should say; the reader anticipates the
character’s dialogue and might or might not be
rewarded.

A first step in learning to write dialogue is learning to
listen and analyze all the various ways and reasons
that people talk:

to talk someone into something
to gain information
to exchange ideas
to “test the water”
to make scmeone feel at ease
to threaten someone

~ to think out loud.

Students should be encouraged to listen to many
different conversations, read many examples of
dialogue in stories, and analyze purposes of
conwersation and what is achieved through talk.

Dialogue can also be “poetry” in a story. 1f a writer
captures the rhythms and nuances of the way people
speak, there can be a fremendous amount of
pleasure for the reader in simply enjoying the
dialogue of the characters. This is nota concern for
all writers, but to some writers dialogue can be
musical.

Some students will find that dialogue is very
important to them in writing their stories. Other
students will incorporate very little dialogue, There is
no rule concerning how much dialogue makes a
good story. It aif depends on the writer's style.
Encourage students to analyze their own purpose for
including dialogue and to understand what is

. accomplished in the story through dialogue. Their

dialogue must have a purpose that is related to
characterization, action, plot, or poetic language
(aesthetic purpose). Dialogue must add to the story
in some way.

Plot

Plot is that part of fiction that keeps the story in
motion. Plot is what happens in a story. ltis a
sequence of cause and effect events.

1t is important to distinguish between plot and
meaning. Plot is one level of the story and meaning
is another. For example, the plot of a story can
follow a character’s journey from one side of the
country to the other on roller blades; the meaning of
the story is something else again and is found in
thematic concerns: the conflicts between human
frailty and strength, for example.

Some stories are heavily plot-dependent, while
others are “quieter” and less dependent on plot. A
mystery story, for example, is usually heavily
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dependent on plot for its success, and will often
contain a complex series of cause and effect events
(one thing leads to another). A Raymond Carver
story, on the other hand, often has very little plot and
is still successiul as a short story.

Forward Movement in a Story

The book Elements of Fiction (Scholes & Sullivan,
1988) suggests that the following are relevant when
examining plot in fiction:

s Beginning and Ending. Movement in some
stories can be determined by looking at how
things are different at the end from what they
were at the beglhning.

+ Changes in major characters. Changes to the
characters based on what happens to them and
_how they react {plot) can reveal the meaning of
the story.

« Stages in the Changes. Characters do not
change all of a sudden. There is usually a
progression in a story that culminates in some
kind of change.

« Obstacles. There are always slements working
. against changes in the story. These might be
circumstances, other characters, the past, etc.
They can be real or psychological.

e Various lines of action. Some complex stories
have more than one plot that may or may not
intersect. However, one line of action may shed
light on another for the reader.

» . Characters or events that seem to make no
contribution. Sometimes there is an element in
the story that is not invoived in the plot at ali, but
does contribute to the meaning of the story.

Structure

Structure refers to the story's organization and is
different from plot. Structure determines how the
story is organized, and how meaning is revealed to
or constructed by the reader. The following are a
few examples of structures:

» Chronological. The events in the story are told
as they happen, in time.

« Rising action. The story is structured around
the cause and effect events of the plot, with the
highest tension coming near the end (climax).

o Flashback. The writer begins at the climax or
some important point in the story other than the
beginning. The writer then flashes back to the
past and provides details of the events leading
up to the point at which the story began.

o Non-linear. Events or sections of the stary
appear in a circular or dream-like way and add
up to something only after the reader has
assimilated them all,

The structure of a story should be determined by the
needs of the story. It is difficult, for example, to
impose a rising action structure on a story that does
not have a cause and effect type of plot. On the
other hand, it would be difficult to write a suspenseful
mystery story using a non-linear structure--the
reader would have no idea what was happening.

Structure in story writing is a difficult concept and
one that beginning writers often confuse with plot.
The best way for students to learn about structure is
to read, compare, and discuss many stories with a
variety of structures. Discussion should focus on:

what the structure of the story is
how the structure relates to the plot

« why the structurs is appropriate tor the story
being told

» how the story’s meaning is either revealed or
constructed by the reader through the story
structure.

Meaning

Meaning and structure are closely connected.
Where a writer places certain events, lines of
dialogue, symbols, images, or introspections wil
determine how the reader finds meaning in the story.
The following are examples:

s Look at a line of dialogue such as, “| wanted a
different life”. Where that line of dialogue is
placed, and in what context, will determine the
importance a reader attaches to it. It can be
banal, or it can be revelatory, depending on
where the writer places t.

« Imagine that a story contains the images of a
white table cloth, a large white bird in flight, and
a white wedding dress. These images and the
associations the reader makes with them are
obviously important to the meaning of the story.
However, if they are all presented in one
paragraph near the beginning of the story, they
will be overbearing and lacking context. The
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writer must place them carefully in the story so
that meaning is gradually constructed through
the images and their appearance.

Note: Students should understand that it is not just
what happens in a story that allows the reader to
construct meaning. How the meaningful aspects of
the story are presented (or how the story is
structured) determines what the reader makes of
them.

Theme

Theme and meaning are closely connected, aithough
theme is usually something a reader thinks about
more than a writer. Most writers do not set out to
write a story about a certain thete, although a
student might say, “l want to write a story about
justice” or “l want to write a poem about love™.
Although this is fine as a starting point, students
should be encouraged to focus on their story and its
characters rather than the theme itself, when they
begin developing their story. During revision they

* can think about what the story is saying in terms of
theme and whether they need fo give the thematic
ideas more focus.

Short story writers strive to bring some element of
human existence alive. When they do this with
conviction, theme naturally arises out of what they
have written. Readers, then, state the
generalizations for themselves.

Point of View

" Point of view refers to who tells or narrates the story.
In some stories, the narrator or storyteller is the
writer, but usually the narrator tells the story on
behalf of the writer, even if the story is told in the first
person. (The “I” character in a first person story
does not have to be the writer.}

Note: Point of view is one of the most important:
decisions a writer makes because it determines how
much the reader is allowed to know, to what extent
the reader can “see inside” the characters, and
through whose consciousness the story is told.

The following describes the four most common
points of view: :

First Person Point of View

In the first person point of view, the narrator is a
character in the story and speaks from a first-
person perspective. (E.g., “l awoke one morning
to find the front door wide open and most of my
possessions gone, even the dog. |immediately
fell into despair, because the dog was my only
companion.”) The narrator can be either a main
character or the person teliing the story of the
main character. The important thing to
remember about first person point of view is that
the story is told through the consciousness of
one person, so whatever that person thinks
determines how the story is told. The main
advantage of the first person point of view is the
sense of reality and immediacy it provides. Aiso,
if the reader believes in the first person narrator,
he or she will believe in the story. The
disadvantage is that the reader can have only
the information the narrator has. The narrator
cannot see what happens behind closed doors.

Third Person Limited Point of View

Using this paint of view, the writer tells the story
in the third person, but from the viewpoint of one
character in the story. (E.g., “Larry awoke one
moming to find the front door wide open and
most of his possessions gone, even the dog. He
immediately fell into despair, because the dog
was his only companion.”} The events of the
story are seen through the eyes of, and
understood through the mind of, that one
character. The writer reveals no knowledge of
what other characters are thinking, feeling, and
doing, except through what the chosen '
character-narrator can observe or infer. The
character telling the story might be either a
participant or an observer. The reader can have
only the information or knowledge the narrator
has.

Omniscient Point of View

in the omniscient point of view, the story is told
using the third person, but the writer can go into
the minds of whatever characters he or she
chooses. (E.g.,“Larry awoke one morning to
find the front door open and most of his
possessions gone, even the dog. He
immediately fell into despair because the dog
was his only companion. The dog, however,
was having the time of his life, chasing a rabbit
and thinking about rabbit stew”.) The writer's
knowledge is unlimited. She or he can tell
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readers what two, three, or all the characters are
thinking and feeling. The reader can have

“whatever information the writer wants him or her
to have. The omniscient point of view is

~ extremely flexible, but must be used very
carefully. if the story’s viewpoint is continually
shifting from character to character, the total
unity of the piece could be destroyed.

e Objective Point of View

In this point of view, the narrator can comment
only on what can be seen or heard. He or she
cannot enter any character's mind. (E.g., “Larry
awoke one morning to find the front door wide
open and most of his possessions gone, even
the dog. Larry picked up the dog's empty dish.
Then he sat on the porch with his head in his
hands.”) The reader sees the characters in
action and hears what they say but can only infer

_what they think or feel, or what their personalities
are like. The advantages of the objective point
of view are that it allows for a great deal of action
and speed in a story, and it aliows readers to
make their own interpretations.

Some novelists mix point of view, writing one section
in the first person, for example, and another section
in the third. Most short story writers stick to one
point of view for the duration of a story (although, of
course, there are exceptions).

Tense

‘Although tense might appear to be a mechanical
concern, It is connected to point of view and can be
extremely important to a story. When students
decide on point of view, they will also have to decide
on tense. They might write a story in one tense, and
then change their minds and experiment with

another. When they have decided, they should take .

care to be consistent. Inconsistency intenseisa
common mistake made by beginning writers.

Most stories are written in either the past tense or
the present tense. The present tense has the
advantage of being immediate; the reader's
knowledge grows at the same time as the
characters’ knowledge. Past tense has the
advantage of distance. The narrator can have an
introspection that comes with time having passed.

Setting

A writer chooses a particular setting for the short
story, not because of the need to be realistically

accurate, but because of what it will accomplish for
the story. Setting is used for a variety of purposes.

» The setting can reveal the main character's
relationship to the place where he or she is in the
story--whether he or she is connected to the
setting, at home in it, an outsider, a guest, etc.

o A setting that is vivid increases the credibility of
character and action. If the reader accepts the
setting as real, that reader is more likely to
accept the characters who live there, and their
behaviour, as real. (This applies to fabulist
settings as well as realistic settings.)

» The setting of a story often has a direct
connection to the story’s meaning. For example,
‘a desctiption of a house can indicate an overall
feeling of loneliness and isolation--a feeling
which can be connected to character and theme.
Hence, a reader who accepts the particular
meaning which a setting may have is also
accepting the writer’s intent.

« - The setting can be used to create mood and
atmosphere, if these are important to the story.

¢ Sometimes, the setting will hold keys to
understanding the main character(s) or the
supporting character(s). Where a person lives is
often very much a part of who that person is.

Note: Students shouid remember that all fictional
settings {even though they give the iliusion of reality)
are imaginary. Their job as writers is to imagine the
setting to fife, whether it is a real setting or an
imaginary one,

Revising First Drafts

It is not possible to come up with a list of revision
questions that will apply to all stories. The criteria for
one story might not apply to another. There are, -
however, some general questions that apply to most
stories. When the student has looked at the general
questions, he or she can make a checklist of relevant
specific questions that can be put to peer
responders.

Some general questions that a student can ask
about a story are as follows:

e What was the original inspiration for the story?
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Has that changed? If so, how?

What is my intention for the story now?

Does it fulfil my intention? :

Are all of the parts of the story that | have

included necessary?

Are any important parts or ideas missing?

Is the story interesting? -

Does the story say something about human

experience that | believe?

¢ Have | created a world for the story that my
readers will believe?

e Are my characters and their dilemmas

“interesting?
s s there movement of some kind in my story,
_gither from beginning to end, or within

characters?

s Are the stages of movement logical and
believable?

o What is the effect of the point of view | have
chosen?

Is it the right.point of view for the story?
Is the tense the right one for the story?

¢ What narrative elements do | handle well in the

_story (dialogue, introspection, action, description,

exposition)?

s Which ones shouid | look at again?

e What is the most successful thing in the writing
of the story?

e What is the least?

Writing Plays

A play is a complex art form that is concermned with
the representation of people in time and space, their
actions, and the consequences of their actions.
Actions and consequences are extremely important
in most plays.

Play writing is similar to fiction writing in some ways:
both depend on character and forward movement. A
play is also similar to postry writing in its attention to
unity and language. The major difference is that a
play must be dramatic in some way; that is, the
forward movement must be connected to “dramatic
action”, The writer controls the forward movement
through the characters, what they say and do, and
the consequences, rather than relying on other
means such as exposition.

A play is a dramatic production that begins with
tension, usually arising from an initial dramatic
question. One way of looking at this is to ask: Who
is the main character of the play? What does that
character want most in the context and time frame of
the play? What and who are stopping the character
from getting what he or she wants? Although this is

too simplistic to work for all plays, it is usetul for
beginning writers and helps them understand the
concept of dramatic action.

In & very short play (five or ten minutes) the tension
might build to one main conflict {physical, moral, or
psychological). In a longer piay, tension builds in a
series of conflicts (sometimes called rising and falling
action). Insome plays the conflicts might be
physical; in most plays, they are internal and
psychological. The latter are the most interesting
because they often indicate the play's concern with
“the human condition”.

In this class, teachers and students should separate
writing and performance. Students should
concentrate on learning to write dramatic characters
and dialogue. Although performance aspects cannot
be completely separated from the writing, students
need not concentrate on elements such as sets and
lighting. Stage directions need only be minimal--
whatever directions help the reader to understand
the play, whatever actions help the reader
understand the words a character says. This frees
students to concentrate on dialogue, which is the

‘most important element in a play. In most plays, it is

the dialogue that contains the dramatic action, not
the stage directions.

The success of a play depends largely on the
interaction between the audience and the play.
Playwrights usually “workshop” their plays before
they are produced. These workshops involve actors
and are opportunities for the playwright to see how
his or her words c¢an be interpreted, how the
dramatic action unfolds, and how the words sound.
Workshops are not the same as rehearsals for a
performance and, unless the piay is at a later stage
of development, do not include physical movement
and blocking. Actors usually read the play seated at
a table, especially if the play is at an early stage. In
this class, peer conferencing can be in the form of
workshops, when appropriate. Students can read
each other's plays aloud, as actors.

A play is a very difficult thing for students to write, in
part because it is such a complex form, and in part
because most students have seen and read a limited
number of plays. The concepts of dramatic action
and dramatic dialogue are unfamiliar, and students
will have to learn that dialogue in a play can never be
static and must move the play forward in some way.
The recommendation, then, is for students in this
course to concentrate on scenes and very short

“plays. In most cases, the end result should not be a

formal performance of the play for an audience.
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However, a staged reading of the play couid take
place in the classroom at the publishing or
presentation phase of the writing process. A staged
reading is a reading done by actors with scripts. -
They may read seated at a table or standing with
scripts on music stands. Sometimes a staged
reading is presented with minimal movement of
characters. If the students wish, a small invited
audience could be present {e.g., principal, parents,
other students).

Note: In some cases a student might write a play
that is ready for full performance in the schoo!
environment. The student might work on an
independent study project with a drama teacher and
drama students. That is preferable to the whole
creative writing class spending time on performance
elements. Most students will benefit more from time
spent on the words and language of their plays. '
Those students who are especially interested in play
writing should be encouraged to take drama as an
elective, in order to learn more about performance.

Getting Started: Ideas for Student
Writing '

Plays generally begin with a situation, some kind of
conflict or struggte, and forward movement toward
an outcome or conclusion. Plays can arise out of a
writer's own experience, just like stories do. The
challenge for the student Is to learn the meaning of
dramatic dialogue and dramatic action in order that
they can transiate their experiences into something
* that is uniquely drama, rather than fiction or poetry.

The following are some sources of ideas for student
plays:

Situations. A character finds himself or herself:
¢ intoo deep
in a potentially embarrassing situation
in an outrageous or bizarre situation
wanting to make things right
knowing something he or she would rather not
know
s stranded in some way
s wariting something that Is difficult to attain.

Dilemmas. A character finds himself or herself:
¢ with secret information

+ caught between two people

» being forced to take sides

» having to choose between what is good for the
" individual and what is good for the group
¢ having to give up something in order to get
something else.

Historical Storles. Students might choose to write
about:

» alocal hero

an historical event in the community

sorething fictional set in another time

a courageous act

any historical figure or event.

» @&

Adaptations. Siudents could adapt:

s their own short stories '

« their own narrative poems

+ myths, fables, legends

e scenes from Shakespearean piays, set in
modern times or another era (e.g., the muslcal
West Side Story is a re-telling of the Romeo and
Juliet story, set in New York in the 1950s).

Parodies. Students could write parodies of:
+ TVshows

e ‘movies :

« famous plays or novels.

What If. Students could ask “what if” about any

situation or characters:

» what if you met a person who looked exactly like
you

o what if a completely responsible person woke up
one day and decided to be irresponsible for
twelve hours

« what if you decided to give away every material
thing you owned.

Beginning to Write

Students should begin by writing very short plays
that are complete in themselves or scenes that might
become part of longer plays. A scene is a section of
a play in which something happens that moves the
play forward. A scene has its own structure and
often has its own conflict and rising action. A scene
can be thought of as a wave, with its own crest and
denouement. Uniess a student is especially
interested in play writing, there is no need for
students to write more than scenes or very short
plays in this course.

Students can begin by writing short scenes with the
‘goal of understanding the following concepts:

s characters
¢ stasis
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* actions and consequences

e dialogue
e whatif, .
Characters

Students often make the mistake of thinking that a
character is a person with distinctive quirks. We
often say about a person who amuses us, “He's a
real character”. Students need to understand that, in
drama, any character can be interesting if the writer
gives that character an interesting dilemma. A
character in drama does not have to have distinctive
physical characteristics or a unique way of dressing
in order to be an individual, Dramatic characters are
distinguished by what they say-and do, and what
choices they make.

Students can begin to understand character in
drama by thinking about characters from plays they
know {Romeo and Juliet or King Lear, for example).
It is not Romeo and Juliet's external characteristics
that are essential fo the play. It is their situation,
their internal conflicts, and the choices they make
that create a moving and interesting play. Inthe
case of King Lear, what matters is that a well-
meaning decision made by Lear leads to dire and
tragic consequences. Of course actors create a
physical presence in their characters, but to the
writer, the internal essence of the character is more
important. Understanding this frees students to
place characters very much like themselves or the
people around them in challenging situations.

Playwrights rely on action and dialogue to reveal
character (thatis, what characters do and say in
response to situations created by the writer).
Character and action are inseparable; it is the
character's personality, morality, past experiences,
and world view that determine how the character will
react in given situations or toward other characters.

Throughout the course of a play, major characters
undergo significant changes. This does not mean
their personalities should change. After all,
personalities need to be consistent to be believable.
However, it does mean that there may be changes in
attitude or in fortune, or that the audience comes to
view the characters in a different light.

Characteristics are not something the writer “lays on”
the characters. That is why it is inadvisable for
students to create character sketches or lists of
personality traits for their characters. The danger in
doing this is that the characters will not be genuine,
but will be constructed as stereotypes. If students

know the characters they want to write about, they
should go ahead and write, and aflow the depth of
the characters to emerge in the writing, through the
engagement of the writer's imagination, and what the
characters do and say in certain situations created
by the writer.

Stasis

“Stasis” is a word that might be useful to students in
trying to decide what they might write about. Ina
play, stasis refers to the balance that exists at the
beginning of a play, at various points during the play,
and at the end of the play. Students can examine
the state of stasis at the beginning of their plays and
how the forward movement bagins when the balance
is upset by something. For example, in the play
Hamlet, Gertrude has remarried after the death of
her husband, Hamlet's father, and life appears to be
back to normal. Then the ghost of Hamlet’s father
appears and Hamlet decides to avenge his father's
death. if Hamlet did not make the decision to
avenge his father's death, life would go on and there
would be no play. However, Hamlet makes the
decision and takes action. The stasis is upset and
the play begins to move forward.

There may be several different points of stasis in a
play, where balance is achieved and then upset
again by a new obstacle or conflict, or by a new
development in a character’s thinking. 1t is useful for
students to compare the beginnings and endings of
their plays and scenes by looking at how the state of

~stasis has changed.

Actions and Consequences

It is essential that student playwrights understand
that “action” defined by action verbs (running,
jumping, fighting, eating, etc.) is different from the
concept of dramatic action. Dramatic action in a play
cannot be separated from the play's characters.
Dramatic action refers to the forward movement of
the play, and this Is usually achieved through what
the characters say and do, and the consequences.

Hamlet and Macbeth, with which students may be
familiar, are good plays for discussing actions and
consequences. For example, in the first scene of
Hamiet, the ghost of Hamlet's dead father is seen by
Hamlet's friend Horatio. Horatio decides to tsl!
Hamlet about the ghost. As a consequence, Hamiet
decides to try to speak to his father's ghost. Asa
consequence of that, Hamlet decides his father was
murdered; he acts to avenge his father's death, and
s0 on. The entire play can be looked at a series of
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actions and consequences, moving toward an
ending. :

Saskatchewan writer Connie Gault's play The Soft
Eclipse is an exarple of a modern play that,
although “quiet” in terms of subject matier {no sword
fights or wars on stage), is full of dramatic action.
The play begins on a hot day in a small prairie town.
The town gossip, ina, leamns that the long-absent
husband of Mrs. McMillan has just died. The
decision is made to keep this news from Mrs.
McMillan, and the rest of the play is built on the
consequences and complications that result from
that deciston. _

Dialogue

Dialogue in drama strives to move the play forward
in some way. The dialogue can contribute to the
dramatic action of the play or can reflect inner
conflicts.

Dramatic dialogue is dialogue where one character
speaks to “act” in some way upon another: to force
the character being spoken to into some kind of
action that will move the first character closer to what
he or she wants in the context of the play. The
simplest way to think of dramatic dialogue is as
dialogue that has a specific purpose related to
action,

In everyday life, one person in an elevator might say
to another, “Nice day”. There is no real purpose
other than to make small talk. The first person is not
trying to get the second person to do anything that
will have a particular consequence. On the other
hand, in a play a person would have a reason for
saying, “Nice day”. The following is an example: It
“is early spring. A woman suspects something is
buried in her garden, but she is afraid to dig and find
out herself. She wants the gardener to do it, but she
is afraid to tell him what she suspects in case she is
wrong. It is not quite late enough in the spring for
gardening, but she tries to hurry the gardener along.
She says, “Nice day”, as a hint that he should dig the
garden.

Sometimes a characters reason for speaking might
be related to inner conflict. The following is an
example: A character is trying to maks a decision
about something that could have important
conseguences. The character is at a bus stop,
mumnbling to herself, weighing the pros and cons of
various alternatives. Another character is standing
next to her, waiting for the bus. He tries to make
small talk by saying, "Nice day”. The first character

does not hear him and continues mumbling to
herself. Finally, she makes a decision and says to
herself, “Yes, that's it’. Then she sees the man
standing next to her and says, “Nice day’. The sub-
text of what she says is, “l know what to do. I'm
back in the world".

The important thing for students to understand is that
all dialogue in & play has & purpose within the
context of that play. The biggest mistake beginning
writers of dialogue meke is having characters
exchange lines that do not move the play forward in
some way.

What If

“What if" is at the root of all play writing. Students
can ask themselves “what if" at any point in their
notes or draft writing and examine a multitude of
consequences. “What if” can help them see the
many directions their play could go and the many -
actions their characters could take.

Asking “what if" is one of the pleasures of play
writing, as it can open the students’ ideas up fo a
range of imaginative possibilities. The important
thing is that students look at the answers to their
“what if" questioning in terms of consequences--if
this happens, then this might happen as a result, and
so on. Whatever they decide, it should move the
play forward in some way.

Sample Scenario

The following Is a scenario describing how a student
might begin writing a piay.

The student records in her notebook a description of
a humorous conversation she overheard in the
grocety store: A man and his wife were arguing
about whether to buy Christmas oranges. The man
insisted that he was allergic to the smell and could
not have them in the house. The wife said it was all
in his head. She said she looks forward to
Christmas oranges ali year and why should she not
have some when his problem is all in his head.

The student begins by thinkihg about stasis: Thers
are no oranges in the house. Everything is fine.

The student now thinks about the question, Who is
the main character? She decides it is the wife. What
does the wife want in the scene? The student

decides the wife wants to prove to the man that his

“allergy” is all in his head. What is standing in the
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way of the wife getting what she wants? The student
decides it is the man’s stubbornness and his refusal
to.change his mind, even after the wife proves he is
not allergic to the smell of oranges.

The student now has the inforrhation she needs to
write a scene or a very short play from her notes.

" Her dialogue will be dramatic dialogue because her

characters have a purpose for speaking that is
related to action (e.g., the main character's purpase--
to trick her husband into admitting he is not allergic
to the smell of oranges; the husband’s purpose--to
keep from admitting that he was wrong).

The student begins the play with the man alone in
the house reading a newspaper. The wife comes in
with groceries. The audience sees her hide a bag of
oranges. The husband does not see her. The wife
busies herself in the kitchen and then says, “Do you
smell anything?”.

Now the student asks, “What if ...?". What if the man
says yes, he smells oranges? What if he says no,
he cannot smell anything? What if he says no, but
then develops strange allergy symptoms? What if he
dies in his sleep that night and the wife thinks it was
her oranges that killed him? What if he finds the
oranges where she hid them and decides to play
some kind of trick on her?

The student will probably not know how the play or
scene is going to end until she has worked on it for a
while. When she has decided what it is about (e.g.,
revenge), then she can start working toward a
meaningful ending. If the student is workingona -
scene that is to be part of a bigger play, she should
concentrate on moving one idea forward from the
beginning to the end of the scene (e.g., a scene in
which the wife convinces the husband, even though
he is suspicious, that there are no oranges in the
house).

Note: Somne students might be interested in writing
radio dramas, either in this module or in the
Independent Project module. The basic elements for
radio drama are the same as for stage plays. The
challenge is for students fo make the characters and
setting clear for the listening audience.

Film scripts, on the other hand, are very different
from stage plays because much of the story in film is
told using visuals. Students with an interest in
writing for film might choose to explore their interest

1in an independent project. They might focus on the

role of text and dialogue In film.
_ o

The Dramatic Plot

A dramatic plot begins with a concept. A concept
can be described In a complete sentence or two.
(E.g., A prince decides to avenge his father's
murder. He becomes so obsessed with his mission
that he brings about the downfall of his whole family.)
The basic unit of plot development is the scene,
although not all plays are written in scenes. Some
plays comprise only one scene. Other plays
comprise many short scenes. Scenes can change
without any characters leaving the stage.

Dramatic Questions

The dramatic question is what “hooks” the
audience’s attention before the theme or story line
bacomes clear. Examples of dramatic questions are:
Who did this? What is happening? Will she
succeed? Will he find out what we know? Most
plays move from one dramatic question to another
so the audience wonders about both immediate and
fina! outcomes.

Dramatic Action

Dramatic action is the very core of a play. It does
not refer simply to actors moving around on stage. It
is a want, a need, a desire, or an objective pursued
by the major character(s). Dramatic action must be:

o Clear. The playwright must set down clear
action through the dialogue.

+ Strong. A character must know what he or she
wants or the audience will lose interest.

+ Incorpotated into the dialogue itself, In most
cases, playwrights do not depend on stage
directions for providing the action needed.
(There are certainly plays where actions without
dialogue have symbolic or other significance.-
However, it is important for students to focus on
learning to write dramatic dialogue, rather than
relying on physical movement to move their play
forward.)

There are several types of recurring action in plays:

« discovery action, where the main interest is to
find something out

« persuasive action, where a character wants to
get someone to do something

« goal action, where a character can want
something either concrete (e.9., money) or
abstract (e.g., power)
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« revenge action, where a character has a strong
_desire to get even with someone
« escape action, where someone needs to get
away
« testing action, where a character finds out
‘something about someone (e.g., can that
someone be trusted?)
» getting acquainted action, where a character is
trying to get to know someone else
« choice action, where a character must decide
_between two major actions in the play.

The above list does not state all of the possible major
actions, but it does provide the most common ones.
Playwrights see drama as action and try to create
strong “action” objectives for the characters in their

plays.
Pace

Pace is especially important in a play. Pacing can be
thought of in the same way one thinks of thythm in
music. There is no one pace that is correct for all
plays. Obviously, mystery plays or thrillers have a
faster pace than quieter character-based dramas.
Some scenes call for a slower pace so the audience
can take in information or enjoy the beauty of the
language. The important thing is for the pace to be
well thought out, varied, and in keeping with the
content of the play.

Conflict

Conflict is what gives drama its energy. Many plays
have a network of related conflicts connected to their
characters’ wants, needs, and internal questioning.
All plays will have a major conflict which will fikely
consist of a struggle between the protagonist and
antagonist. Full length plays of more than one act
generally include sub-plots involving secondary
characters who strengthen, echo, or contrast the
conflict(s) in the main plot.

Inner Conflict

Inner conflict, often the most interesting of conflicts,
refers to characters struggling with themselves.
Characters may be torn between love and hate, or
between courage and fear. They also may be tom
between two ethica! positions or attracted to two
different people. Revealing what goes on in the mind
of a character by using only dialogue and action can
be quite a challenge. Writers might try giving the
.character with inner conflict a personal friend or
confidant who is not central to the action--someone
in whom that character can confide. Often,

characters reveal inner conflicts through action that
is out of the ordinary for them. Some writers
successfully use a monologue spoken by the
character to reveal his or her inner conflict, either
directly or ironicalty.

Conilict is sometimes the result of an individual being
at odds with society. Society as a whole can be the
play’s antagonist. Of course, different writers will
present different views of society. Writers who are
interested in this kind of conflict must be careful not
to sermonize or their play will become too didactic.

Ohstacles

Many playwrights view conflict as a form of obstacle
to the action--an obstacle being an obstruction or
hindrance standing in the way of someone getting
what she or he wants. This obstacle could be an
idea, a deadline, a person, a law, a natural disaster,
or a condition such as illness or poverty. Whatever
the specific obstacle is, it is something that
characters strive to overcome, whether or not they
are successful.

Obstacles may be located sither outside or inside a
character. Examples of external obstacles are: a
locked door, an antagonistic relative, & weapon, a
deadline, a vicious dog or a bully, a disease, ot fear
of public ridicule. Examples of internal obstacles
include psychological obstacles (e.g., a confiict of
loyalties) and flaws in characters (e.g., greed or
vanity). '

Action comes up against obstacles in plays, thus
creating dramatic tension. Often a character must
face both internal and external obstacles.

Structure in Drama

A discussion of structure in drama is similar to a
discussion of structure in fiction. Structure refers to
the play’s organization and is not to be confused with
plot. Structure determines how the play is
organized, how unity and balance are achieved, and
how meaning is revealed to or constructed by the
reader. Playwrights carefully structure their plays in
accordance with their subject matter, so that
emoctional truths will emerge at the right moments.

The structure of a play should be determined by its
needs. The best way for students to learn about
structure is to see, read, and discuss a variety of
plays, including very short plays. Discussion should
focus on:
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what the structure of the play is
how the structure relates to the plot
-whether the structure is linear or non-linear
“whether the structure gives a sense of balance
how the play is structured in scenes or acts
whether the scenes are clearly broken out in the
play or whether the play’s scenes are *hidden” in
the action of the play ,
» why the structure is appropriate for the particular
play
» how the play’s meaning is either revealed or
constructed by the reader through the play
structure.

Symbols and lhages

Symbolism in plays can be effective if the symbols
are used well and delicately to construct meaning.
Symbolism can appear in the language of the play or
in the visual aspects of the play (set, props,
costumes, lighting). Recurrent images (either real or
in figurative language) are also important for
constructing meaning. Images do not have the direct
meaning that symbols do, but they help the audience
build meaning through the associations they have
with the images. :

Design

There may be some aspects of the set, costumes, or
lighting that are necessary to understanding the text
or structure of the play. If a writer sees these things
as being essential to meaning, he or she should
include them in the script. However, the writer
should be aware that creative designers can come
up with wonderful ways of complementing text
through design and the script should not restrict
them unnecessarily.

Revising First Drafts

Basic questions writers might ask themselves when

-revising their plays include the following:

Are the characters interesting and convincing?
Is the dialogue effective?
-Does the script display originality?
Does the play have the dramatic impact it
should? Are the dramatic questions strong
enough to hold audience interest?
« Has the plot come together effectively (cause
and effect, actions and consequences)?
e Are changes or epiphanies experienced by the
characters logical? Are they the result of the
play's dramatic action?

« s the structure appropriate and does it allow for
meaning to be revealed as | wish it to be?

» Might an audience be able to construct meaning
in a satisfying way?

s Are the themes well developed, and will they
reach or challenge the audience in some way?

e Have [ created the best possible ending for my

play?
Writing Nonfiction

People sometimes assume that nonfiction writing
exists only to provide information and is not intended
to be read for pleasure. However, this is not
necessarily true. Nonfiction writers can adapt many
strategies and techniques to make the subject matter
interesting for the reader, but still maintain the
integrity of the subject matter.

The term “literary nonfiction” refers more to styles of
research and writing than to any one sub-genre of
nonfiction or journalistic writing. A biography can be
literary, as can a feature article, a history book, or a
human-interest story. It is the writer's unique style,
research methods, and use of language that make a
piece of writing creative or literary.

Literary nonfiction writers often include their own
perspectives and interpretations, working under the
assumption that presenting facts free of

interpretation or perspective may very well be
impossible, and that their interpretation is one to add
to many others. The body of work and variety of
interpretations, perspectives, and points of view work
together to build a history or to uncover the truth.

For this course, literary nonfiction can be identified
by the following characteristics.

+ The work refiects the writer's desire to involve
the reader. _

e The work makes use of varicus techniques
commonly used by fiction writers, poets, and

. playwrights.

¢ The work reflects the writer's aesthetic and
literary intentions.

¢ The work reflects the writer's concern for
accuracy, truth, and ethical behaviour in dealing
with real people and evenis,

Brief History of Literary Nonfiction

Nonfiction writing that is literary has, of course, been
in existence for centuries. However, the use of the
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term literary nonfiction to describe a particular type of
journalism or reporting is relatively recent. :

- “New journalism” was a term that was used when

critics and writers became aware of a new style of
journalism in the 1960s. In his book The New
Journalism, Tom Wolfe describes a trend, whereby
nonfiction writers adopted the techniques of realist
novelists to bring power to their stories (Wolfe, 1972,
p. 31). He cites the four following techniques as the
ones that brought about significant changes in
nonfiction writing:

« Scene-by-scene construction.

Wiiters told their stories by moving from scene to
scene rather than reporting only historical facts.
They sought to bring the people involved to life
for the reader, so the reader could experience
the human context of the story.

« Use of dialogue.

The primary way of creating character was the
inclusion of dialogue. Wolfe says that realistic
dialogue involves the reader more than any other
device and that dialogue defines character more
quickly than any other means.

« Usé of third person point of view.

Scenes were presented to the reader through
the eyes of a particular character, so that
readers could feel as though they were inside
that character's mind and could understand his
or her actions and emotions. This technique
meant that the journalist had to do exhaustive,
first-hand research.

» The recording of everyday details.

Wolfe says that the details of everyday life were
once considered irrelevant in journalism, but that
the writers of so-called new journalism
understoad that these details could be symbolic
and contribute to social understanding.

“ According to Wolfe, the recording of such details
as habits, customs, attitudes, clothing, and food
contributes to an understanding of a person’s

“life status” or beliefs about his or her position in
the world.

Since the 1970s, nonfiction writing has undergone
further changes and the term “new journalism” is no
longer current. In addition, the criteria that define
creative or literary nonfiction writing have changed,

and the inclusion of fictional writing techniques is
now only one of several defining criteria.

In her book The Art of Fact, Barbara Lounsberry
(1990) lists the following as the characteristics of
literary nonfiction:

s Documentabie subject matter chosen from
the real world rather than the writer’s
imagination.

Anything in the natural world is subject matter for
the literary nonfiction writer. The following are

examples:
-2 the lives of individuals (e.g., one person’s
struggle) -
°  human institutions (e.g., government)
- gultural groups (e.g., country music fans)
°  events {e.g., current events)
-]

the natural werld (e.g., environmental
stories).

» Exhaustive research.

In order to bring the fuli world of the stories alive,
the writer must conduct extensive research and
be able to verify every detail.

« The scene.

Lounsberry says that the scene is a necessary
element in making a story “artful”. Instead of
reporting on a story, the writer of literary

" nonfiction recasts the story so that it has life and
depth.

« Fine writing and literary prose style.

Writing cannot be literary without attention to
language. Literary writers must be in complete
control of their use of language, whatever their
prose preferences are. Lounsberry says that “...
polished language reveals that the goal all along
has been literature” (p. xv).

In his book, The Literary Journalists (1384), Norman
Sims contends that the change In journalism came
about as writers began to see private lives rather
than dominant institutions as sources of information.
He says that literary journalists saw the need to
immerse themselves in complex subjects in order to
establish their own perspective and authority, so that
they could do more than simply report the facts as
presented to them,
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Sims gives the following as characteristics of literary
journalism:

*» Immersion.

Literary journalists invest a great deal of time
and effort learning about their subject. They
usually begin with an emotional connection to
_the subject, and then immerse themselves in
learning everything they can about the world of
the subject and the people invalved.

« Structure,

Literary nonfiction writers believe the same about
structure that fiction writers do: structure
contributes to meaning. Therefore, structure is
not simply linear. It is carefully controlled by the
writer and is unique to each project. Where a
portion of the story is placed, and what it is
placed next to, will profoundly affect the meaning
the reader constructs as he or she is engaged
with the story.

» Accuracy.

The ethical commitment to accuracy has not
changed with the advent of literary journalism. If
a writer wishes to adopt a voice of authority on a
subject, then he or she must be knowledgeable
and present accurate information. Dialogue, for
example, cannot be invented. If real people
speak, then the dialogue must be direct
quotation.

+ Voice.

Sims says there is no one voice that defines
contemporary literary journalism. One writer
might use a first person voice, where he or she
is very much a part of the story. Another might
remove himself or herself from the story and
concentrate on the subject’s own reality. The
commonality is that all literary journalists

. consider voice a factor in what they do and
struggle to find the right voice for their story.

+ Responsibility.

Literary nonfiction writers, who often immerse
themselves in people’s lives and develop
personal refationships with their subjects, must
recognize that they have a responsibility to
.themselves and their subjects when the writing
becomes public. Aithough there are no easy
answers regarding what is ethical to make

public, writers do have a responsibility to let their
subjects know what they are doing in their
research and why. Because of the subjectivity of
much literary journalism, responsibility, purpose,
and consequences are things the literary
journalist considers.

Getting Started: Ideas and
Research

Several of the above listed characteristics of literary
journalism have implications for students and their
choice of topics or subject matter. Because writers
of literary journalism must establish a voice of
authority, they must know their subject intimately.
For example, if & writer is interested in the subject of
casinos and casino gambling, it would be advisable
for him or her to spend a great deal of time in
casinos getting to know people who gamble, talking
1o people who work In casinos, talking to addiction
counsellors, etc. Through this immersion
experience, the writer would be able to set the scene
for the reader, present characters through accurate
dialogue and detailed descriptions, and present a
story with a voice of authority.

Students are not in a position to do this with many
stories that might interest them. They should choose
their topics with an understanding of what literary
nonfiction is and with consideration given to what
they will be able to do in terms of research. They

~ can ask themselves:

What is my personal Interest in this topic?

s Wil | have the time to research this topic
adequately? '

e How can 1 narrow the topic so that ! can be
successful in my research?

+ How can | do first-hand research on this topic?

e Wil | have access to the people | need to talk to
in order to explore the topic fully?

+ Will! be able to spend time in the physical
setting so ! can accurately set the scene for my
readers?

o How can | experience “immersion” so that | can
explore my topic fully?

s  Will | have access to other resources | might

" need (e.g., archival material}?

The following are examples of stories that students
could conceivably explore:

Day-in-a-life stories:
e senior citizens' home
¢ hospital
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« humane society
¢ nurse’s office in a school
« varipus ocelpations

Personal storles:

e biographical accounts

» autobiographical accounts
e childhood memories

+ eye-witness accounts

-Day-by-day accounts:

» sports team or individual getting ready for
tournament or competition
politician preparing for an election
person training a dog

e person learning a new language or Braille

Historical stories in the community:

« history of & particular building in the student’s
own community ‘

« history of settlement in the community

« history of a community leader's career

« history of a particular church in the community

Issue stories in the community:

+ handicap access

s care of elderly

» night hunting

o access to language immersion programs (e.g.,
French, Cree). :

The important thing is for students to evaluate
whether they will be able to do the research
necessary. They must be able to establish a voice of
authority on their topic, and represent accurately the
people involved. They must understand that they will
not just be presenting facts from print or media
resources.

Documentation

Students should understand that they must maintain
high ethical standards in their treatment of their
subjects and in their methods of documenting
research. Even if they will not be including footnotes
or references in their final product (e.g., in some
informal essays), they should still keep track of all
information gathered from interviews or other
sources. They should be able to explain where they
got all facts or quotations that are presented in their
writing.

in many literary nonfiction pieces, it is appropriate to
include references to sources of information.
Howevet, this can be problematic; when a piece of
writing is intended to flow as a story in the reader’s

mind, references in the text can interrupt the flow.
One solution is to include “Author’'s Notes” at the
end. Notes can be presented by page in & way that
does not interrupt the flow of the writing. The
following is an example:

Author’'s Notes
Page 1

« This information is from an article In
the Leader Post, Aug. 1, 1957, A2.

Page 2

e Mr. Smith told me this in an interview
" in his home on Sept. 30 of this year.

+ The deécription of the wreck was
derived from a photograph shown to
me by Mr. Smith,

As with all forms of nonfiction writing, all information
taken from other print or media sources should be
referenced, either in the text or in footnotes. Direct
quotations from published sources should always be

" referenced, as should the ideas or theories of others

(known as “intellectual property”). Some literary
nonfiction pieces include a combination of traditional
referencing and author's notes.

Beginning to Write
Students will find useful many of the techniques of

fiction and other literary writing. A brief discussion of
the most relevant follows: :

s sefting

s character

+ language

» structure

o point of view.
Setting

The connection between place and the people who
live or work in a place is of prime importance in
nonfiction. The reader can be engaged by a vivid
depiction of a setting. Even more imporiant, the
setting can contribute to an understanding of the
subject. For example, if the topic is a day-in-the-life -
of a factory worker, the reader will need to be able to
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“see” the factory floor in order to understand what
the workers do.

Setting can be used to establish atmosphere. For
example, a description of carpets with cigarette
burns and food stains could estabiish an atmosphere
of seediness and decay. The description of the gym
during a basketball game could establish an
atmosphere of tension and excitement.

Settings and objects can also have symbolic
meaning. For example, a writer might perceive the
sterile environment of a hospital operating room as

. symbolic of dehumanization. Symbolism can refer to
common symbols with which most people will
associate the same meaning (e.g., hospital white
with sterility). Symbols can also have more personal
meaning for the writer (e.g., a single light bulb can
become a symbol for hope).

If the writer believes that the details of a setting are
relevant for his or her story, then they should be
included. Their social or symbolic meaning will
become relevant to the reader if they are well-
describad and piaced in an appropriate context.

Charad_ter

The relevance of nonfiction is usually in its human
interest. The writer of nonfiction uses the devices of
fiction in order to bring people to life for the reader.
Students should strive to:

» be convincing in their portrayal of people
» make the reader care about the people in their
stories
« maintain consistency of characterization
_connect something of importance to the people
involved.

The writer can simply tell the reader what a character
is like and what goes on in the character's mind.

The writer can also use indirect methods to establish
character. The following (from the Fiction Writing
section of this guide) is a useful summary for
nonfiction writers.

Indirect characterization may be accomplished
through:

s Setting: The character may either fit
comfortably into the setting or be an “outsider”
for some reason. The resulting perspectives will
be very different.

« Action: What a person does in a story reveals
character and affects the outcome of the plot.
The meaning of a story is often revealed by the
choices a character makes.

« Symbol: Some writers use details and aobjects
in & symbolic way to indicate what Tom Wolfe
refers to as a character's “iife status”--how a
character views his or her position in the world.
Such details might include brand names,
descriptions of homes and furnishing,
entertainment choices, etc.

-« Dialogue: What a person says reveals much

about his or her character. Good dialogue is
" more than simply conversation. It reveals the
internal truths of a character.

»  Thoughts: Looking into a person’s mind and
listening to that person’s thoughts gives readers
a picture of what a character is like. Inner
" conflict can be revealed through thoughts, and
the contradictions of a character become clear to
the reader if the character thinks one thing and
says or does another.

Dialogue Is very usefulto the nonfiction writer,
although it is not a necessary element, just asitis
not a necessary element in fiction. Dialogue in
nonfiction can be used to:

¢ portray personalities
provide information
give & real sense of how people talk in their
everyday lives

s provide social context

¢ create tension.

If the student writer agrees with Tom Wolfe that the
details of a person's everyday life are a window to
understanding the person and his or her social
context, then they should be included. The student
might think about:

clothing

food preferences
mode of transportation
TV viewing hablts
attitudes

religion.

The student should understand that these details are
only worth including if they contribute to meaning in
the story. A character's physical characteristics or
possessions do not have fo be described, just as
they are not routinely included in fiction writing.
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Note: Students should be reminded that if they
attribute dialogue to real people, they must take it
from their research notes and tapes so that they
quote people accurately. if they do not, they are
writing fiction. In the case of historical figures,
writers sometimes “recreate” dialogue as a type of
dramatic enactment. If students do this, they should
make it clear to their readers that the dialogue is
fictionalized.

Language

Language should be given the same care and
attention in nonfiction as in any other literary
endeavour. The writer is an artist and language is
her or his medium. .

There is no one language that is “literary”. However,
students should:

« uss language for a purpose and in a way that
contributes to their story (poetic language, terse
language, dense language, etc.)

"« strive to develop a personal style in their use of

“language
» be aware of literary devices that might help them
tell their story {e.g., metaphor, images, symbols)
use description as approptiate to their story
polish their writing with the utmost of care,
examining every word for meaning and
correctness, and eliminating unnecessary words
« read and discuss literary nonfiction, paying
attention to the different ways writers use
“language. '

Structure

How a story is structured contributes io the meaning
a reader will take away from it. Structure refers to
how the story is put together by the writer, and the
order in which information is presented. Structure is

“the means by which the writer controls the story.

Stritcture can be:

+ chronological
s anecdotal

+« non-linear

s plotted.

Students will probably complete their research first

and then decide on the best structure. For example,
a student might decide to spend an entire week-end
in a nursing home to conduct research for a story on

the elderly in the community. While interviewing
many residents, the student might hear one story
that symbolizes the experience. The student could
decide to structure the writing in a way that builds
toward the important story told by the resident.

It is possible that a writer might decide on a structure
first and then base his or her research on the
structure. For example, a student might decide to
spend an eight-hour shift with a 811 emergency.
operator. The student might decide beforehand that
he or she will record whatever is happening on the
hour, as a kind of journal entry.

Students deciding on their story structure ahead of
time should remain open to the possibility that,
during their research, they will discover something
that might lead them to change their minds about
how to tell the story.

Point of View

A decision about point of view is essential in
nonfiction. The writer does not have o tell the story
as an anonymous researcher. The writer has, in
fact, all the options of the fiction writer. The decision
of which point of view to use will affect the way the
story is told and the type of insight the reader will
have into the characters and story. The most
comrhon points of view in literary nonfiction are first
person (with the author as the first person narrator)
and the third person (either limited or omniscient,
depending on the subject matter and the scope of
the story).

Note: For more information on point of view, see
Wiiting Short Fiction in the Teacher Information
section of this guide (pages 67-68).

Types of Nonfiction

Obviously, students will not have the time or
experience to produce long works of nonfiction. The
product or type of nonfiction writing should be in
keeping with the research students were able to do.
Short articies will be most appropriate,

Feature Articles

The following are examples of feature articles that
might be appropriate for students:

« stories related to popular culture
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sports stories

behind the scenes stories
natural environment stories
travel stories

historical stories

stories about issues or problems.

Literary feature articles can take many forms. They
can be introspective, information-related, anecdotal,
humorous, or satirical. What makes them literary Is
the writer's attention to literary concerns, and the
writer's presentation from his or her own perspective

rather than from a perspective that comes from
another source.

Persona! Essays

The personal essay is a first person, informal essay
about something of great importance to the writer.
The purpose of the essay is two-fold: to help the
writer sort out his or her feelings or ideas, and to
have the reader experience the process along with
the writer. The personal essay is intimate and often
revealing of the writer’s innermost thoughts and
feelings. However, personal essays need not be
serious, They can also be satirical, ironic, or
outrageously funny.

Note: Beginning writers can easily fall into the trap of
using the personal essay as a kind of catharsis.
Although it is perfectly normal for teenagers to want
to explore their feelings through writing, they should
be reminded that one of the purposes of literary
writing is aesthetic. Even when exploring very
personal subject matter, they should be encouraged
to think about such literary concerns as structure and
tanguage. They should also be encouraged to think
about how their personai experience has meaning in
the larger context of human experience.

e there are many literary techniques available o

them

« they should carefully examine setting and social
context

« they do not have to structure their biography
chronologically

+ they might structure their biography around one
event or story that is symbolic or particularly
representative of the subject

« their biography should be a search for meaning
in the larger context of human experience.

Autobiographies

An autobiography is an account of a character's life
written by herself or himself. Writers do not have to
be old to write an autobiography. it is possible for
students to create unique and meaningful
autobiographies if they give thought to literary and
aesthetic concerns. Autobiographies do not have to
be serious. They can be a humorous look at oneself.

As with all literary writing, if the student chooses to
work on an autobiography it should have a clear
focus. A literary autobiography is more than a
chronological account. That said, the student might
come up with a truly unique way fo tell his or her own
story, making use of:

baby books and photo albums

Interviews with family members for matetial
regarding early years

personal musings

memories.

Note: The autobiography should never be a reguired
assignment. Not all students will want o write about

themselves and a siudent's privacy should always be
respected in writing classes. :

Biographies

A biography is the true story of the life of a real and
particular person. Although students will not have
time to create a full biography of someone, they
might spend enough time with a living person or do
enough research on an historical figure that they are
able to do an accurate biographical éssay or article.

If students choose to do a biography they should
remember that:

Revising the First Draft

Basic questions writers might ask themselves, after
they have completed their first drafts of nonfiction
writing, include the following:

« Dol have a personal connection or interest in
this idea?

« Was my research complete enough that | was
able to establish an authoritative voice?

¢ If not, what more could | do?
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What did | discover in the process of doing my
research? Is that discovery reflected in the
story?

"Have | documented or kept track of all my

research sources, quotations, etc.?

Have | been ethical in my treatment of real
people and events?

Dces the story have a focus?

is my story convincing?

Have | set the scene for the reader somehow?
Is the reader able to get a picture of the context
in which this story happens or this person lives?
Have | thought about structure and order in my
telling of the story?

Do | have a reason for choosing the structure |
have chosen?

Is it an appropriate structure for constructing
meaning in the story? '

Have | used dialogue in the story?

If s0, have | made good use of dialogue?

If not, should | consider adding dialogue?

What literary devices have | used?

Are the literary devices appropriate? Do they do
the job | want them to?

What is it that makes my piece “literary™?
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Options

Teachers have the option of organizing the course
according to either context or writing genre. Option
A (Context) offers the advantage of encouraging
students to see all writing as having connections to
the world around them and to their own individual
perspectives. Option B (Writing Genre) offers the
advantage of providing significant background inall
four writing genres. However, the difference
between the two should be minimised and should not
be seen as a difference in content. All students
should expiore contexts and ideas, and all students
should experience all four writing genres, no matter
how the course is organized.

Module Content

The following should guide the teacher in planning
the modules for Creative Writing 20: '

» Al modules should be based on the foundational
and learning objectives outlined on pages 18-20
of this gulde.

s The emphasis in the modules should be on
student writing.

« Necessary content about writing should be
taught through mini-lessons, student
presentations, or discussion.

« Necessary content should be taught within the

_context of the students’ own projects and as the
students need the information.

» References to published fiterature and writers
should be frequent.

« Discussion about the creative process, students’
writing, writing issues, and the role of literature in
society should be continuous.

« Activities should be focused on ideas and getting
started with a writing project, unless a need for

- another type of writing exercise is expressed by
a student or group of students.

» Students shouid spend a significant amount of
time learning about what inspires them to write
and exploring sources for their own writing. This
is true even If the course is organized according
to writing genre (Option B).

» Students should experience all four writing .
genres covered by this course, even if the

_course is organized according to context (Option
A) rather than writing genre.

Objectives

The foundational objectives provided on page 18 of
this guide apply to all modules. Specific learning

objectives from pages 18-20 should be selected by
the teacher, as appropriate. Selection will vary from
classroom to classroom and even from student to
student. The teacher should cover all learning
objectives over the duration of the course.

Mini-lessons

It is not intended that the content in the Teacher
Information section of this guide be taught routinely
to all students. Rather, it is provided as background
for the teacher, to be taught as needed in the form of
mini-lessons. Mini-lessons or presentations might be
mads to the whole class (e.g., & brief lecture on point
of view) or to small groups of students (e.g., & brief
discussion on precise adjective choicé with four
students working on poems). Students might also
take charge of this type of content by presenting to
each other. Each student might become the “class
expert” on one concept ot topic.

incorporating Literature

it is essential that students understand the
connection between reading and writing. At the
beginning of the term, teachers and students
together should generate and post a list of materials
they have read in English language arts classes and
on their own. These works can then be referred to in
general discussion when examples are required to
illustrate concepts.

Teachers could also institute “book takks” as a
regular part of classroom routine. Atsome point
during the term, each student could present to the
rest of the class a literary work that he or she
believes is connected in some way to his or her own
writing (style, subject matter, geographical location,
characters, etc.).

In their writing folders and portfolios, students should
be expected to include notes about literature they
have read on their own time: what they have learned -
about writing from the work, what inspires them
about the work, what is unigue about the writer's
style, ete.

Discussion on Writing

Discussion on writing should be continuous in the
creative writing classroom. It should occur formally,
initiated by the teacher according to need. It should
also be encouraged among students. The following
are examples of appropriate discussion topics:

« where specific writers get their ideas
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» how to learn to be a writer
the creative process
how different writers have different writing
processes
how style is influenced by what a writer has read
how style is influenced by subject matter
what kind of writing is currently being published

_in literary magazines
e similarities between writing and other art form
e censorship issues. :

Activities

The activities suggested in the following section are
pre-writing strategies. They are intended to help the
students find ideas to write about that are interesting
and meaningful to them. For Option A, the pre-
writing strategies are based on the suggested
module contexts. For Option B, the pre-writing
strategies are based on the writing genres.

Pre-writing strategies are useful only as practice and
for generating ideas. When students have found
something that interests them, they should work
through the idea in their own way and proceed
through the stages of the writing process. As the
teacher introduces new strategies, students who are
already working on something else can note the
strategies in their idea notebooks, for future
reference.

Writing Exercises

Sometimes a different kind of writing exercise will be
required: one that is aimed at teaching a certain
writing concept (e.g., retell a story from a newspaper
clipping in the first person and then in the third
person, in order to understand the difference in point
-of view). These exercises should be designed by the
teacher in response to student need and follow a
mini-lesson. They can be used with the whole class,
small groups of students with a similar need, or
individual students.

Writing exercises should be used judiciously and
only as needed. They should not take up too much
class time. Hf they do, students will not have the time
they need to explore their own writing ideas.

The following is an example of a writing exercise
designed to teach or reinforce a specific concept.

» The following plot summary c¢an be used to
explore point of view:

The story is about a teenager who sees a hit
and run accident in which someone is
gravely injured. He/she goes to the police
but cannot give them any information about
the driver of the car. He/she begins to
suspect that he/she is being folfowed by
someane, and that it is the driver of the car.

°  Write the events of the above paragraph in
* the first person from the point of view of the
teenager.

°  Write the events in the third person from the
point of view of the teenager.

°  Write the events in an omniscient point of
view, exploring the consciousness of both
the teenager who thinks he/she is being
followed and the person in the car, who

. might or might.not be innocent.

Ideas and Genres

Whichever option the teacher chooses for organizing
the modules, students should experience all four
genres covered by this course and spend a
significant amount of time exploring ideas. The
difference betwean Option A and Option B is
conceptual and is one of focus. The goal is the
same: for students to learn about their own
processes and sources for ideas through the writing
genres.
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Option A: Organizing the Course by Context

This option provides the opportunity for students to choose their own writing genres in order to explore broader
contexts. The commonality among the students, then, is the context rather than the writing genre; one student
might choose to explore an idea through poetry while another might explore the same idea through nonfiction.

Through Option A, students practise selecting the writing genre that best ex
introductory module in Option A provides background in the four writing genres.

presses their own ideas. The

The topics given for Modules 2 to 5 are suggestions only. Teachers can develop other contexts or topics that
might inspire their students and offer the opportunity for discussion on where ideas came from for writing.

Module 1:
Introduction

The purpose of Module 1 is as
follows:

“le tointroduce students to the

creative process

« to clarify the connections
between literary traditions,

‘reading, and writing

e to review the stages of the
writing process

+ to review the basics of

. conferencing

« tointroduce students to the
basic vocabulary and
concepts for writing poetry,
short fiction, plays, and

Module 2: The World
Around us T

The purpose of Module 2 is to
encourage students to see that
writers are often inspired to write
by the world around them.
Student writing could be inspired
by such subjects as nature,
friends, family, and rural, urban,

1and northern environments.

Module 3: Popular

|Culture

The purpose of Module 3 is to
encourage students to examine
the world of mass culture as a
source of ideas. Student writing
could be inspired by stich
subjects as advertising, mass
production, the information
highway, and mass media.

" nonfiction.
Module 4: Module 5: Differing
|Imagination Perspectives

The purpose of Module 4 is to
encourage students to see that
thelr own unique imaginations
are valuable sources for ideas.
The imagination can lead
students in any direction, from
fantasy to science fiction to well-
imagined realism. The
imagination is the writer's means
of bringing an idea “to life”
through the various writing
genres.

The purpose of Module 5is to
encourage students to see that
every work of art is completed
from a certain perspective and
that each writer's background,
beliefs, and experiences
contribute to his or her
perspective. The module will
encourage students to learn
about their own perspectives
through writing and to recognize
that individual perspectives

- | differ.

Module 6:
Independent: Project

Module 6 provides an
opportunity for students to work
on a project of their own
choosing. The focus should be
on selection of subject matter

| and writing genre that is

important to the individual

-| student, so students can begin

to learn what especially interests
them about writing. They might
also plan a project in which they
work with a writer or another
person involved with writing.
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Module 1: Introduction

The purpose of Module 1 is as follows:

s tointroduce students to the creative process
to clarify the connections between literary
traditions, reading, and writing
to review the stages of the writing process
to review the basics of conferencing
to introduce students to the basic vocabulary
and concepts for writing poetry, short fiction,
plays, and nonfiction.

Suggested Activities
The following are examples of the types of activities

that can be used to introduce students to the
Creative Writing 20 course.

Note: The activities provided in these module
descriptions should be viewed as a “starter list” only.
Teachers should add other activities they are familiar
with or that they find in teacher resources listed in
the bibliography.

The activities or pre-writing strategies are intended to
add to the students’ understanding of concepts and
to inspire them to develop their own ideas. When

‘I students are inspired by one of the activities, they
should continue and take the idea in any direction
that interests them, working through the phases of
the writing process.

s Introduce the course and procedures: modules,
genres, expectations, journals, portfolios, book
talks, assessment and evaluation, etc.

» Discuss the following: The creative process is
an organic one and is unique to individual artists
and students. It describes the complex
interaction between the writer and the work-in-
process.

s Discuss the following: “... think of the writing in
_terms of discovery, which is to say that creation
must take place between the pen and the paper,
not before in a thought or afterwards in a
recasting.” (Gertrude Stein)

« Create a display of quotations on creativity or the
creative process. Ask each student to contribute
a quotation, including the writer's name and an
approximate date.

Have small groups of students research and
present a brief study of what one writer (of the
group’s choosing) has to say about creativity or
the creative process.

Create a list of literary works that most of the
students have read. These can be works
studied in previous English language arts
classes or from the students’ own reading.
Include poetry, fiction, plays, and nonfiction.
Post the list for reference throughout the course,

Have students do a first draft of any piecea of
writing that interests them. ltcanbe newora
piece of writing on which they have already

- worked. Have the students go through the steps

of the writing process with this piece of writing.
For this project only, assign dates for the
completion of the phases, so that students go
through the phases together. For this
assignment only, the focus is on the writing
process, rather than the writing itse!f. (If
students are particularly interested in this
particular writing project, they can continue
working on it beyond this series of lessons.} -

Review peer and teacher conferencing with the
students. Practise, using the above writing
project. Establish peer conferencing guidelines
and post them. Although students will engage in
various types of conferencing throughout the

- gourse, ask them to be aware of their personal

preferences for conferencing: student-teacher,
student-peer, or small group.

1ntroduce poetry to students by:
discussing what postry is, especially
contemporary poetry

°  studying various exampies (some brought by
students)

° presenting poetry concepts in mini-lessons
(e.g., line breaks, rhythm)

° discussing what it is that makes a person
choose to write a poem from an idea, rather
than a short story or a play

°  writing and discussing poems.

Introduce short fiction to students by:

° discussing what short fiction is, especially
contemporary short fiction

°  studying various examples (some brought by
students)

° presenting short fiction concepts in mini-
lessons (e.g., point of view, structure)
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°  discussing what it is that makes a person
choose to write a short story from an idea,
rather than a poem or a play

°  discussing the similarities and differences
between short fiction and novels in terms of
idea, scope, and structure

.°  writing and discussing short stories.

!ntroduce play writing to students by:
discussing what plays are, especaally
contemporary plays

- © discussing various types of contemporary
plays (full length dramas, one act plays,
“fringe” plays, street theatre, etc.)

°  studying various examples (some brought by
students)

°  presenting play writing concepts in mini-
lessons {(e.g., dramatic dialogue, dramatic
action)

°  discussing what it is that makes a person
choose to write a play from an idea, rather
than a short story or a poem

°  writing and discussing short plays or scenes.

- Introduce literary nonfiction to students by:

°  discussing what nonfiction is, especially
contemporary literary nonfiction

°  studying various examples (some brought by
students)

° presenting nonfiction concepts in mini-

" lessons (e.9., research sources,
incorporating dialogue}

° discussing what it is that makes a person
choose to write literary nonfiction from an
idea rather than fiction or more traditional
journalism

°  writing and discussing literary nonfiction.

Have each student select one piece of writing
that interests him or her, from any writing genre.
Ask the students to consider what the original
source idea for the plece might have been (e.g.,

" nature, a memory, human emotions, a dream,
history, something from a book or movie, an idea
from a specialized area such as physics or
philosophy). As a class, create a large concept
web of the various sources of ideas for writing.
Students can incorporate ideas from the writing

pieces they selected and add other ideas as the

concept web progresses. The teacher might
transfer the concept web onto letter-sized paper
~and copy it for each student’s own reference.

Module 2: The World Around Us

The purpose of Module 2 is to encourage students to
see that writers are often inspired to write by the

world around them. Student writing could be inspired
by such subjects as nature, friends, family, and rural,
urban, and northern environments. ‘

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own guestions to ask
peers or the teacher. (Other relevant questions
specific to genre can be found in the Teacher
Information section of this guide.)

s What are the different ways people ¢an be
inspired by the world around them?
e About what aspects of the world around you are
- you especially interested in writing?
s |s there a particular tone you like o take when
writing about the world around you?
« What writers do you like who are inspired by the
" world around them?
« - How is some aspect of the world around you
reflected in this selection of your writing?
« Does it say what you intend it to say? If not,
where does the problem lie?
¢ What are the strengths of this writing?
e How could this writing lead to other writing
projects?

Suggested Pre-writing Strategies

The following are suggestions for pre-writing
strategies to get students started on writing projects
that are inspired by the world around them.

o Have each student bring to school a small
manufactured object from home ( e.q., a dinner
fork, a wrench, a nail, a sock). Display the
objects Have students:
free write about one or more objects

©  come up with five descriptive words for an
object and then incorporate them in a poem

°  write a monologue from the point of view of
the object

°  c¢hoose any two objects and write a
paragraph that makes reference to both of
them.
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Have each student bring to schoo! an object from

“nature (6.g., a rock, a pine cone, dried plants).

Dlsplay the objects. Have students:
free write about one or more objects

°  come up with five descriptive words for an
object and then incorporate them in a poem

° free write on personal associations with
nature _

° jmagine and describe in writing the natural
setting from which one of the objects might
have come.

Have each student bring a photograph to school.
The photo can be of a person, an animal,a -
scene, a building--anything. Have students write
a paragraph, a poem, or some dialogue about
the photo. Next, have students imagine that
another character of their own invention is in the

| above photo. They should think about:

where the person is

°  what he or she is doing

°  what happened just before the photo was
taken

e what will happen next.

Have students write again about the photo with
the new character in it. Students might then try
combining their two pieces of writing in some
way.

Have students think of some place that is
meaningful to them or has been in the past, and
have them free write about that place.

Have students look for “symbols” in the
community--fiags, logos, emblems, signs, etc.
Have students write about one community

“symbol in several different ways, such as:

°  in a sentimental way
° in an ironic way

° in a descriptive way
° - satirically

°  humorously.

Have each student bring.a newspaper article to

“school that tells a story or describes a sequence

of events. Have students write one of the

followmg
a narrative poem '

° aseries of diary entries from one person’s
point of view

° & passage of dialogue between two people

° descriptions of the people in the article

°  an*“update” article that would be written in a
month's time.

» Invite a local historian to the classroom, or go on

a field trip to a local archive or museum. Explore

community history by listening to stories; looking

at old newspapers, local history books, and

photographs; examining artifacts; and reading

old letters or other such archival material. In

response to these expetiences, have students:

free write

describe a setting they learned about

retell an anecdote

write a story set in the past

write a poem about a person or event they

learned about

°  write something in which an artifact features
prominently ‘

°  write something based on an oId letter

° create a series of letters between two people
they learned about

®  write a dramatic monclogue for a person
they learned about.

¢ o O 0

» Have students write about something meaningful
that happened to them: getting stranded ina
blizzard, winning or losing a big game,
witnessing an accident, etc.

e Have students write a series of diary entries
(hourly, daily, or weekly) about something that
happened to them: getting ready for a big game
or tournament, getting lost in a strange city,
shopping for a pair of shoes. It can be serious,
humorous, satirical, ete.

» Have students write a eulogy for 2 car, a pet, an
old pair of jeans or runners, efc.

« Bring an exotic fruit or vegetable to school that
most students will not have eaten or with which
they will not be very familiar. Have everyone in
the class try it and then write & poem,
description, story, etc. in response.

s Have students make note of a conversation they
overhear somewhere in the community (in the
grocery store, in a video rental store, on a bus, in
the post office, etc.). Have them recreate the
conversation in the form of dialogue.

s Have students describe what they think is the
most interesting spot in their community.

Module 3: Popular Culture

The purpose of Module 3 is to encourage students to
examine the world of mass culture as a source of
ideas. Student writing could be inspired by such
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subjects as advertising, mass production, the
information highway, and mass media.

Questions for Consideration in .
Discussions, Peer Conferences, or
Stu_dent-Teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might

adapt them to gather response from peers or the
teacher. The questions are suggestions only.

Students might have their own questions to ask
peers or the teacher. (Other relevant questions
specific to genre can be found in the Teacher
Information section of this guide.)

What are the various ways artists are inspired by
or are influenced by popular or mass culture?

What interests you in particular about poputar or

mass culture?

" Do you see it as a good thing or a bad thing?

How is your perspective on popular or mass
culture reflected in this writing?

What tone have you taken to express your ideas

in this writing?
s it the best tone for expressing your ideas in
this piece of writing?

What are the strengths of this piece of writing?

in what ways might you explore the effects of -
popular or mass culture further?

| Suggested Pre-writing Strategies

The following are suggestions for pre-writing

strategies to get students started on writing projects

that explore some aspect of popular culture.

Discuss the meaning of the terms “mass culture”
“and “popular culture”, Compile a list of all the
things students think might be vehicles for mass
culture {e.g., television, music videos,
advertising, the Internet).

Have small groups discuss statements such as
the following and then present summaries of
their discussion to the rest of the class. The

‘purpose is to have students explore the meaning

of popular culture.

(-]

Music videos are valid as an art form.
Advertising reflects the values of mass
culture.

Popular culture can affect society in
significant ways (e.g.;, through fashion
trends). '
Television has an impact on the values of
society.

°  Popular culture is visible all around us.
°  Poputar culture reflects conformist attitudes.

Have each student explore the effect of popular
culture on society and on themselves by
choosing one aspect of popular culture that
interests them and creating a concept web or
mind map. Display the concept webs as
references for the whole class.

Have students do five minutes of free writing on’
each of three different broad aspects of popular
culture (e.g., fashion, advertising, movies). After
they have completed their.free writing, ask them
to narrow down each of the three topics (e.g.,
wedding dresses, car ads, Brad Pitt). Have
them free write on the narrower topics.

Have each student choose & product to be
advertised and then make a list of words
describing the product. Create a poem in the
form of an advertising poster.

Have each student “borrow” a line from a
favourite song or movie (e.g., “Make my day”).
Create a piece of writing around it.

Read and study a variety of print
advertisements. Have each student choose one
and turn it into a piece of writing, incorporating
the words from the advertisement, but also
adding their own words or ideas in response to
the advertisement--making fun of it, embellishing -
it, etc.

Have each student select a place that is in some

way a gathering place for large numbers of

people (e.g., a sports arena, a shopping mall, a

movie theatre). Have them write a paragraph

describing the place or its atmosphere when it is

full of people. Next, give students a list of "what

if” statements. The following are examples:

°  What if a space ship landed?

°  Whatif a lion escaped from the zoo?

°  What if a tornado was sighted?

®  What if a gang of bikers pulled up and
parked?

Ask students to write a paragraph in response to
the “what if” statement. Then, ask them to
combine their two paragraphs in some way orto
use the information in the two paragraphs ina
new way (e.g., in a poem).

Have students write a short description of the
plot of a music video with which they are famifiar,
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focusing on cause and effect. (Because one
thing happens, something else happens, and so
on.) Then, have them change the plot by
introducing a new element (e.g., a new
character, a new plot detal, a shift in time).

Have each student write a “news flash"™-some
news item that would interrupt regutar radio or
television programming. Then, have them use
their news flash in a piece of writing.

Have students write about some familiar ritual of
popular or mass culture {e.g., a wedding).

Have students research writing on the internet.
(The Saskatchewan Writers Guild’s high school
magazine Windscript is available on the Internet,
for example.) What effect might the Internet
have on writing? The writing iisel{? The
independence of writers? The inclusion of
photographs and graphics? Have the students
create some writing for the school's web site.

Have students write five minutes of “stream of
consciousness” writing as if they were a familiar
character from a TV show, movie, or book.

Have students bring headlines from tabloid
papers to school. List as many headlines.as .
possible. Have students free write in response

- to one or more of the headiines.

Have students write dialogue between two
people featured in a tabloid headline or between
two people featured in any newspaper article.

Conduci a mini-lesson on the art movement
called “pop art”. Discuss how pop artists often
take images from mass cuiture and create

- something new with them. Find a reproduction

of a famous person from art history, such as the
Mona Lisa. Have students begin a piece of
writing (any genre) in response to the art work.

Have students write a dramatic scene between
any two characters from art history (not
necessarily from the same period).

Have students write a dramatic scene between
characters from two different movies or
television shows.

As a class, list topics for nonfiction articles on
various aspects of popular or mass culture.
Have each student choose one or more topics
and imagine an innovative way to research and

write the article. Have them write in their
notebooks what they would write about and how.

Module 4: Imaginatidn

The purpose of Module 4 is to encourage students to
see that their own unique imaginations are valuable
sources for ideas. The imagination can lead
students in any direction, from fantasy to science
fiction to weli-imagined realism. The imagination is
the writers means of bringing an idea *to life”
through the various writing genres.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions
specific to genre can be found in the Teacher
Information section of this guide.)

¢ How is the term “imagination” relevant for this
particular piece of your writing?

e What have you tried to do to bring the writing to
life for the reader? . ‘

« What is unique about the way the writing is
imagined?
What are the particular strengths in the writing?
How has theme or meaning been created
through your imagination?

¢ How can ideas be reflected through imagination?

» Inwhat places is the writing “well imagined” ?

¢ In what places does the writing seem to be
struggling? '

Suggested Pre-writing Strategies

The following are suggestions for pre-writing
strategies to get students started on writing projects
that focus on imagination.

s Discuss with students the breadth of the topic
“imagination”. Imagination is the essence of
creative endeavour. Many students will think
that imagination refers to such writing as science
fiction or fantasy. Make sure they understand
that imagination also applies to realism. As
writers, they imagine something to life for
themselves and for the reader, no matter in what
kind of writing they are engaged.
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Have students imagine and list all possible uses
for an everyday object (e.g., a brick, an egg
beater, a toothpick, a paper plate).

Have students record unusual sounds on tape,
Then, have them write words that go with or
describe their sounds. Use the sounds and

-words in a poem or to create atmosphere in a
passage of fiction.

Create a series of “what if” poems: What if |
could be a character in my favourite book or
movie? What if | lived in Australia? What if |
were & rhinoceros? .

Have students create an imaginary landscape
(e.g., Earth at the time of the dinosaurs, an
imaginary planet, an undiscovered ecosystem).
Have them describe thelr landscape, then use
their description in a poem or a piece of fiction,
or set a dramatic scene there,

Have students imagine themselves as another
character (e.g., from a book or movie, from
history, from a famous painting). Have them, as
- that character, give a public lecture on a topic .
such as:
°  the efficiency/inefficiency of public transit or
the postal system
Canadian unity
contemporary music
contemporary fashion )
Canadian versus American football
the pleasures of fishing or wilderness
camping.

o o o a o

Tell students about the musical Sunday in the
Park with George and explain how it was created
from a famous painting by Georges Seurat
(people in the painting come to life). View a
reproduction of the painting or scenes from the
video. Have students find a painting with several
people in it and imagine what they would say or
“do if they came to life. Have them write .
dialogue, poems, or paragraphs.

Have students imagine that they are ingide a
common object. Have them make up and
describe an imaginary landscape inside that
object.

Have students imagine a “what if” situation. For
" example, what if you were walking in a park and
you saw someone handing out hundred dollar
bills to everyone who passed by, without saying
a word. Three people come along as you watch.

Have students imagine answers to questions

such as the following:

°  Why is the person handing out money?

@ What does he or she look like?

°  Where does the money come from?

° Do you take the money?

°  What does each of the other three people
do?

°  What does the person with the money do

* whenitis all gone?

°  What are the consequences of taking or not
taking the money?

Have students find two things:

- ° gz plece of writing that they like and that they

feel has been “brought alive” by the writer
°  anewspaper article that describes a series
of events.

Have students work in pairs to decide what their
two writers have done to bring the writing alive.
Next, have students reteli the newspaper
narrative using whatever technique they think
their selected writer has used.

Have students think of something that really
happened to them. Have them write a personal
essay about the event or incident, incorporating
technigues of fiction to bring the writing alive
{e.g., dialogue).

_Have students think of something that really

happened to them. Have them add a fictitious
character or incident that did not really happen.

Have students bring books of fables and fairy
tales to school, or get some from the library.
Have sach student select one fairy tale or fable
and retell it as though It were happening in
modem times or a modern setting. (They could
also use a well-known fairy tale and work from
mematy.)

Have students imagine themselves in another

time (e.g., historical or futuristic, on Earth, on

another planet or space station). Have them

describe one or more of the following:

° the setting :

¢ how people live

°  plants and animals

° travel and vehicles

°  the nature of community and inter-
community relations

¢ government

° ceremonies (such as marriages or honouring
ceremonies).
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Module 5: Differing Perspectives

The purpose of Module 5 is to encourage students to
see that every work of art is completed from a certain
perspective and that each writet's background,
beliefs, and experiences contribute to his or her

perspective. The module will encourage students to

tearn about their own perspectives through writing
and to recognize that individual perspectives differ.

Note: Caution should be exercised in this module o
ensure that students do not get the Impression that
writers should be able.to write authentically from
many different perspectives. A writer can write well
anly from a perspective that is understood.
(However, that is not to say thata writer can write
only from his or her own perspective. Many writers
do write convincingly from a perspective that is not
their own.)

Students should also understand that perspectives
are individual: not all women writers share the same
perspective, for example; not all Aboriginal writers
share the same perspective. An individual writer's

| perspective (tncludmg the student’s) is unique and

will result in unique ideas and pomts of view.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions
specific to genre can be found in the Teacher
Information section of this guide.)

« s the piece written from a particular point of
view? If so, what or whose?

+ Is the voice convincing? If not, what could help
you be more convincing?
How does perspective influence the writing?

+ What is unique about your perspective in this
writing?

+ What in the writing gives clues about your unique
way of looking at the subject matter?

» How is your perspective evident in the theme?
Is the piece saying what you, the writer, want it
to say?

« Does the piece reflect what you, the writer, truly
believe?

Suggested Pre-writing Strategies

» Read aloud two or three poems or examine
reproductions of two or three paintings that are
connected by theme in some way, but are by
different artists. Discuss the differences in
perspective. Discuss the factors that might
influence perspective (e.g., culture, génder, time
period, education, experience, geography). Asa
group, arrive at a broad definition of perspective.

e Divide the class into two groups. Tell one group
that its members believe the sun revolves
around the Earth. Tell the other group that its
members believe the Earth revolves around the
sun. Ask each student to write a brief poem (4
or 5 lines) called “The Sun”, keeping in mind his
or her group's particular belief. Read some of
the poems out loud. Discuss how the differing
perspectives affected the poems.

e Have each student write a description of himself
or herself through a friend’s eyes. Then have
each student write a monologue for his or her

“friend that tells a story about himself or herself.

« Have students choose a point of View or a
vantage point and describe a setting as seen
from there {e.g., from a rooftop). Then, have
them change vantage point and write another
description {e.g., from a basement window).

« Read aloud a version of the city mouse, country
mouse story. Ask students to retell the story ina
- different way (e.g., as a murder mystery, as a
futuristic space story).

+ Have students write five sentences, a poem, ora

sequence of dialogue about:
a time when they were insensitive to another

°  atime when they stubbornly rejected
another person's point of view

¢ gatime when someone refused to see their
point of view

°  atime when they were forced to see
something from someone else's point of
view

° an argument they had when two very
different points of view were expressed

° g historical or political incident that reflected
two very different points of view.

(Their writing can be either fictional or

nonfictional.)
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Describe a place by making up clues to the
identity of the inhabitants (e.g., the furniture,
objects, pictures). Have students work in pairs
and exchange their descriptions. Then, have
them write a poem or paragraph about the
people who five in this place, or dialogue
between two people in this place.

Have students imagine a particular animal,
_perhaps a large dog. Ask students to free write
or create poems or paragraphs from the
followmg perspectives:
the perspective of a person whao is terrified of
dogs
°  the perspective of a person who takes in
stray dogs and tries to find homes for them
° the perspective of a person who has never
before seen a dog
° the perspective of a space traveller who is
studying everything about the planet Earth.
Or, have them write something from the point of
view of the dog encountering each of the above
people.

Have students imagine three characters who are

strangers to one ancther. (They might get these

characters by randomly selecting them from a

page of a newspaper or by flipping through

magazines.) . Have them write brief descriptions

of who their characters are. Then, randomly

assign students a situation, such as the

fol[owmg
their three characters are seated togsther at
a football game where a fight has broken out
between fans for the opposing teams

°  their three characters are seated together at
a ballet where the lead has just fallen and
injured his or her ankle

°  their three characters are in line at a bank
that is being robbed

°  their three characters are seated together on
an aeroplane and the captain has just
announced they are hav:nl “mechanical
difficulties”,

. Have students write one of the following:

°  some dialogue among the three characters

°  the private thoughts of each of the three
characters

° a description of the action that each of the
three characters takes

°  adiary entry at the end of the day for each of
the three characters.

. Have students find an article in the newspaper or
a magazine that is about a controversial issue

{e.g., Canadian unity, free trade, the Young
Offenders Act). Have them write a “letter to the
editor” or a monologue from a point of view that
is ot their own.

» Have students write a poem from the point of
view of a historical figure thai interests them.

s Have students write some dialogue between two
historical figures from different time periods on
the topic “The Future”. Their writing can be
serious or humorous; this will depend on the
figures they choose and how they choose to
portray them. .

Module 6: Independent Project

Module 6 provides an opportunity for students to
work on a project of their own choosing. The focus
should be on selection of subject matter and writing
genre that is important to the individual student, so
students can begin to learn what especially interests
them about writing. They might also plan a project in
which they work with a writer or another person
involved with writing.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the -
teacher. The questions are suggestions only..
Students might have their own questions to ask
peers or the teacher. (Other relevant questions
specific to genre can be found in the Teacher
Information section of this guide.)

s What are the strengths of this writing?

How is your unique perspective reflected in the
writing?

+ What is a particular challenge for you in this
project?

« How might you see the writing in a new way
during revision, so that you are not simply editing
the first draft?

» Might any writing exercises be designed to help
the student writer with problems he or she is
having with this project?

s Arethere any literature selections that might
inspire the student or help to resolve some
difficutties with the writing?

* What are the particular challenges of the genre
chosen?
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15 it the best writing genre for this particular
idea?

In what new directions might this writing project
lead?

Guidelines for Independent Projects

Students can select a project inspired by any of
the previous modules or from an entirely new

- source.

Students can select one of the four genres
covered in this course or they can select
something different (e.g., a television or film
script, a small magazine or “zine” format,

comic book). :
Students should outline the amount of time they
will spend on the project and set timelines and
check points for themseives.

Student and teacher should agree on how much
in-class time will spent on the project and how
that time will be used.

Students should decide on the type of feedback
and conferencing that will most help them, and
identify the individuals or group with whom they
would iike to consult. They might consult with an
appropriate person outside of the school, with
the teacher's approval {a writer or editor in the
community, for example).

Students should keep some kind of journal or
record of their experience and progress. The
purpose of this is to help them become familiar
with their own creative process and writing
habits.

Student and teacher should identify some
literature selections and critical articles or
reviews that might help or inspire the student, or
increase his or her repertoire with language.
Student and teacher should decide how and

_when the project will be assessed and evaluated.

Student and teacher should decide if and how
the project will be published, displayed, or
shared with other students.
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Option B: Organizing the Course by Writing Genre

This option provides the opportunity for students to explore in some depth the four writing genres of poetry, short

fiction, play writing, and nonfiction. The commonality among the students, then, is the writing genre; for example,
all students will work on poetry writing at the same time. Through Option B, students learn how their ideas can be
expressed in the four writing genres. The introductory module in Option B provides background on ideas and

sources for writing.

Module 1:
Introduction

The purpose of Module 1 is as
follows:

¢ tointroduce students to the
_creative process
¢ to clarify the connections
between literary traditions,
reading, and writing
+ to review the stages of the
writing process
» 1o review the basics of
conferencing .
» tointroduce students to the
_basic vocabulary and
concepts for writing poetry,
short fiction, plays, and
nonfiction. '

Module 2: Writing

Poetry

Modute 2 introduces students to
postry writing. The module
encourages students to discuss
poetry, learn about the elements
of contemporary poetry, and
express their own ideas through
various types of poetry.

Module 3: Writing
Fiction

Module 3 introduces, students to
fiction writing, especially short
fiction. The module encourages
students to discuss fiction, learn
about the elements of
contemporary fiction, and
express their own ideas through
various types of fiction.

Module 4: Writing
Plays

Module 4 intreduces students to
1 play writing. The module
gncourages students to discuss
plays, learn about some
elements of play writing, and
express their own ideas through
scenes and short plays.

Module 5: Writing
Nonfiction

Module 5 introduces students to
writing nonfiction. The module
encourages students to learn
what makes a work of nonfiction
a plece of creative writing. They
will also discuss literary
nonfiction and its development,
read nonfiction, and express
their own ideas through
nonfiction.

Module 6:
Independent Project

Module 6 provides an
opportunity for students to work
on a project of their own
choosing. The focus should be
on selection of subject matter
and writing gentre that is
important to the Individual
student, so students can begin
to learn what especially interests
them about writing. They might
also pian a project in which they
work with a writer or ancther
person involved with writing.
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Module 1: Introduction
The purpose of Module 1 is as follows:

to introduce students to the creative process
to clarify the connections between literary
traditions, reading, and writing

» to review the stages of the writing process
to review the basics of conferencing
to introduce students to the basic vocabulary
and concepts for writing poetry, short fiction,
plays, and nonfiction.

Suggested Activities
The following are examples of the types of activities

that ean be used to introduce students to the
Creative Writing 20 course.

Note: The activities provided in these module
descriptions should be viewed as a “starter list” only.
Teachers should add other activities they are familiar
with or that they find in teacher resources listed in
the bibliography.

The activities or pre-writing strategies are intended to
add to the students’ understanding of conicepts and
to inspire them to develop their own ideas. When
students are inspired by one of the activities, they
should continue and take the idea in any direction
that interests thern, working through the phases of
the writing process.

« Introduce the course and procedures: modules,
genres, expectations, journals, portfolios, book
talks, assessment and evaluation, etc.

o Discuss the following: The creative process is
an organic one, and is unique to individual artists
and students. it describes the complex
interaction between the writer and the work-in-
process.

« Discuss the following: “... think of the writing in
terms of discovety, which is to say that creation
must take place between the pen and the paper,
not before in a thought or afterwards ina
recasting.” (Gertrude Stein)

+ Create a display of quotations on creativity or the
creative process. Ask each student to contribute
a quotation, including the writer's name and an
approximate date.

Have small groups of students research and
present a brief study of what one writer (of the
group's choosing) has to say about creativity or
the creative process.

Create a list of literary works that mest of the
students have read. These can be works
studied in previous English language arts
classes or from the students’ own reading.
Include poetry, fiction, plays, and nonfiction.
Post the list for reference throughout the course.

Have students do & first draft of any piece of
writing that interests them. ltcanbe newora
piece of writing on which they have already
worked. Have the students go through the steps
of the writing process with this piece of writing.
For this project only, assign dates for the
completion of the phases, so that students go
through the phases together. For this
assignment only, the focus is on the writing
process, rather than the writing itself. (If
students are particularly interested in this
particular writing project, they can continue
working on it beyond this series of lessons.)

Review peer and teacher conferencing with the
students. Practise, using the above writing
project. Establish peer conferencing guidelines
and post them. Although students will engage in
various types of conferencing throughout the
course, ask them to be aware of their personal
preferences for conferencing: student-teacher,
student-peer, or small group.

Have each student select one piece of writing
that interests him or her, from any writing genre.
Ask the students to consider what the original
source idea for the piece might have been (e.g.,
nature, a memory, human emotions, a dream,
history, something from a book or movie, an idea
from a specialized area such as physics or

‘philosophy). As a class, create a large concept

web of the various sources of ideas for writing.
Students can incorporate ideas from the writing
pieces they selected and add cther ideas as the
concept web progresses. The teacher might
transfer the concept web onto letter-sized paper
and copy it for each student’s own reference,

Select one source of inspiration from the concept

web (e.g., nature}. As a class, do an in-depth

study that includes exploration of the following:

¢ how that source has inspired writers in
different time periods and different cultures

°  how it is refiected in different writing genres

98



°  how it is reflected in popular or mass cuiture
(e.g., comic books or movies)

°  varying tones and styles expressed or
developed by individual writers

°  connections with other art forms (e.g., visual
art, dance, music)

° - critical writing or reviews that analyze or
shed light on the topic.

Module 2: Writing Poetry

Module 2 introduces students to poetry writing. The
module encourages students to discuss poetry, learn
about the elements of contemporary poetry, and
express their own ideas through various types of

poetry.

Questions for Consideration in
~ Discussions, Peer Conferences, or
Student-teacher Conferences

Thess questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own gquestions to ask
peers or the teacher. (Other relevant questions for
revision of each genre can be found in the Teacher
Information section of this guide.)

s Whatis the essence of this poem?
Are the words chosen exactly the right ones?
Is this the kind of poem that requires the very
minimum of words or can it incorporate longer,
more complex words patterns?
Does the rhythm of the poem work?
How does the poem reflect your own particular
ideas about language?

« How does the order of the words or thoughts in
the poem help to clarify or reveal the meaning?

« How does your poem reflect your unique “take”
on the subject matter?

¢ What are the strengths of your poetry?

Suggested Pre-writing Strategies

. Introduce poetry to students by:
discussing what poetry is, especially
contemporary poetry
°  studying various examples (some brought by
students)
°  presenting poetry concepts in mini-iessons
{e.g., line breaks, rhythm)

°  discussing what it is that makes a person
choose to write a poem from an idea, rather
than a short story or a play.

Have students ook at or perceive something in
real life as though it were a “picture” ora
photograph. Have them capture that picture in
words.

Have students think about the sound of words

they like. Have them select one and write a

poem about why they like the sound of that word.

Have students find a short poem that they like
and analyze it for the foliowing:
the subject matter
® the kind of words and language used
°  whether the writer is a presence in the poem
or is at a distance.

Then, have students write their own short poem
in the style of the original. They might do this
with several different poems to experience
writing in different styles and about different
subject matter.

In small groups, have students select an article
in the newspaper that somehow connects to the
word “justice” or the word “injustice”. Have the
group create a “tableau” in response to the
article. Then, have each student capture the
essence of the tableau in words.

Have students quickly look around, inside or out.
Ask them to seize upon something that leaps fo
the eye {e.g., a flower, atruck, a dog). Have
them write ten descriptors of it. Or, have
students write ten one-sentence “lies” about it.
Lies are extremely useful to the poet, since
before you can tell a lie, you must know what the
truth is. Sometimes, truths that were previously
hidden will suddenly be discovered.

Have students write a poem with one of the
fo!lowmg conditions:

usmg only adjectives

using no adjectives

using only sentence fragments

using no verbs

with no punctuation

without line breaks

using only words starting with consonants
using only words starting with vowels
etc.

o o o -] ] o o -]
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Have students find a short article in the
newspaper. Ask them to eliminate as many

-words as possible and stilf retain the essence of

the story. They do not need to worry about
sentences or paragraphs, and they car break
the lines wherever they want for clarity.

Have students mix the senses in unusual ways

by responding to questions such as:
What colour is the number seven?
°©  What does red sound fike?

.®  What colour is surprise, or sleap, or winning,

or pain?

How does purple taste?

Which is louder, a smile or a frown?
Which is rougher, yellow or pink?

Which is quicker, green or black?

Which is friendlier, a point or a line?

How is laughter like peanut butter?
Is'mud softer than midnight?

What takes more space, a pickle or a giggle?
What weighs more, a scream or a sack of
potatoes?

Have students try one of the following:

°  golour their family or their town

describe the smell of success

describe the fragrance of a piece of music
tell about green feelings or pink feelings
describe the feel of touching the night.
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Have students define an abstract idea in
concrete terms {concepts such as happiness,
war, hate, beauty, family, friendship, pride,
jealousy, or anger).

Have students define events or ohjects in
abstract terms (things like mice, bicycles,

-tornadoes, blizzards, floods, Chinooks,

merrnalds, ghosts).

Music can be a source of inspiration for poetry.

Have students free write while listening to music.

Afterward, ask them fo reflect on how the words
and images related to the type of music to which
they listenad.

- Have students record five or six unusual sounds

on tape. Then, have them exchange tapes with
a partner and write about what they “see” on
each other's tapes.

Have students create character studies in poem
form, by using old family photographs.

e Have students create a series of “what if”
poems. (E.g., Whatif | could be a character in
my favourite book ot movie? What if | ived in
Austraiia?)

s Have students begin a poem with a word
randomly selected in a dictionary, letting their
imaginations take cver.

+ Have students select famous quotations or
idiomatic expressions as a place from WhICh to
start writing.

s Have students create an argumentor g
conversation in poem form, featuring any two
- people (e.g., storekeeper-customer, son-father,
pedestrian-motorist).

a Have students write poems in response to their
own drawings or sketches.

» Have students write poems in response to
paintings, sculptures, or other images in art
history books.

¢ Have students turn a fable, fairy tale, or proverb
into a poem,

» Have students find descriptions of events,
collections of words, or unusual ideas in daily
newspapers, catalogues, cereal boxes, bumper
stickers, novels, textbooks, comic books, letters,
essays, or recipes. Then, have thern recreate
the words as “found poetry”.

+ Have students write a 'pdem to teli a familiar
story (a narrative poem).

* Have students work in pairs, with each member
of the pair selecting about six words at random
from a book. Each partner could then create a
poem using all of the other pariner's words.

¢ Have students write a poem in which they
compare activity in the same location but at
different times {e.g., a& certain street at 8:00 am
Monday as compared with 1:00 pm Sunday; an
arena before, then during, a big game).

Module 3: Writing Fiction

Module 3 introduces students to fiction writing,
especially short fiction. The module encourages
students to discuss fiction, learn about the slements
of contemporary fiction, and express their own ideas
through various types of fiction.




Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These guestions might be asked of the student writer
for the purpose of reflaction, or the student might
adapt them to gather respanse from peers or the
teacher. The questions are suggestions oniy.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions for
revision of each genre can be found in the Teacher
Information section of this guide.)

What is this story about?
What type of language have you chosen (poetic,
- sparse, everyday, descriptive) and is it
consistent throughout?
+ s the type of language appropriate for the
subject matter, characters, setting?
» Does the story unfold in a way that is interesting,
intriguing, or satisfying for the reader?
« s the story convincing and is it well-imagined? If
so, why? If not, what might be the reason?
e Does the structure of the story allow the meaning
- of the story to be revealed or come clear at an
appropriate time for the reader?
¢ How does the story reflect your unique “take” on
the subject matter?
e What are the strengths of your fiction writing?

Suggested Pre-writing Activities

¢ Introduce short fiction to students by:
°  discussing what short fiction is, especially
contemporary short fiction

°  studying various examples (some brought by
students) ‘

°  presenting short fiction concepts in mini-
fessons (e.g., point of view, structure)

* discussing what it is that makes a person
choose to write a short story from an idea,
rather than a poem or a play

°  discussing the similarities and differences
between short fiction and novels in terms of
idea, scope, and structure.

+ Have students write five sentences about:

¢ atime when it paid off to be stubborn

° atime when they either lost or found
confidence in themselves

° what they see when they look out the window

'° being tense, and what makes them feel that
way

° g time when they felt they were insensitive to
another person

© what it is that distracts them and keeps them
from concentrating.

Have students describe a place that always
gives them some particular feeling (e.g., their
grandparents’ house, the library, a cabin, a
park).

As a class, go to some location nearby (e.g., a
football field, a cafeteria, a playground). Ask
each student to write a full description of the
place without looking at what others are writing.
When back in the classroom, compare the
different detailed descriptions fo illustrate the
variety of ways in which the same se‘mng may be
described.

Ask students to choose a point of view or
vantage point and describe a setting as seen
from there (e.g., from an open window, from the
air, through the eyes of their pet).

Ask students to describe the most interesting
street corner they know.

Have students describe a place where someone
they know works (e.g., an office, a shop, a
hospital, a garage, a trapper's cabin).

Have students describe a place by making up
clues to the identity of the inhabitants (e.g., the
kind of furniture they have, the cbjects on their
tables or walls). Have students pair up and
exchange descriptions with their partner. Then,
have them write about the type of people who
live in the place which their partner described.

Have students imagine that they are inside a
common object. Have them make up an
imaginary landscape inside this thing (e.g., a
light bulb, & computer, a clothes dryer).

"Have students write five minutes of “stream of

consciousness” writing as If they were:

~® gcharacter from a TV show, movie, or book

the manager of a convenience store
a postal carrier

a day care worker after a hard day

a person on his or her 100th birthday
a sports figure

a super hero.

o o 0 o O ©°O

Ask students to imagine a “what i’ situation. For
example, “what if” they were standing in line at a
bank and a suspicious character walked in
holding something under his or her coat. This
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person walks around the bank in a suspicious
manner and seems to be checking out the
security system. Have students imagine five
different characters in the line at the bank and
wrtte a paragraph about:
why each is in the bank
°  what each is thinking about while standing in
line
°  what each does when he or she notices the
suspicious character
°  what the consequences are of what each
character does.

Have students write a dialogue between two
people that characterizes them both, without
referring directly to either character’s personality
traits.

Have students write a dialogue between two
people that charactetizes someone who is not
present, without actually describing the person’s
character directly.

Have students select a character they have
already imagined for possible use in a short
story, and write a brief dialogue between that
‘character and another person under each of the
followmg conditions:
one is trying fo convince the othertogoto a
movie
°  one is trying not to let slip a piece of
information that he or she has that might
affect the other
°  one is trying to tell the other something but
cannot get it out
°  the two are driving to the weddingofa -
mutual friend, who used to go out with one of
them,

Have students write opening paragraphs that
contain some sort of “narrative hook” for these
two possible short stories:
A middle-aged career woman dies suddenly,
leaving unfinished business. She is given
one day of grace to come back and settle
things.
° A vyoung man decides to fake his own death
and move to a distant country.

From magazines, have each student sefect a
photograph that contains people. Ask them to
look at the photograph and assign it a one-
sentence theme. Ask them to describe, in
“writing, the setting and the peopls. Then, ask
them to put & plot in motion by presenting one of
the characters with a choice, having the

character make a choice, and then imagining
what the consequences are.

Have the students picture, in their minds, a
rowboat tied to a dock. Ask them to imagine a
person, who gets into the rowboat and rows it
out into the lake. When the person gets to the
middle of the iake, does he or she:
o get the oars inside, let the boat drift, and
" read a book, lose track of time, get caught in
a storm, etc.? '

° meet other people out there who are fishing,
diving for a sunken wreck, planning a
robbery, etc.?

@ drop the boat's anchor and go for a swim,
explore the opposite shore, lose the boat,
efe.?

°  become surprised by a gust of wind and lose
an oar, drift to an unknown place, get
rescued by a stranger, etc.?

Describing physical action presents a unique
challenge. Students might try some activities
like the ones which follow:

°  Describe a young child eating.

@ Write a description of a person doing a sport
well.

°  Describe a particular animal or bird running,
jumping, flying, etc.

°  Describe someone at work (e.g., a
mechanic, a postal carrier, a dental
hygienist, a dog trainer).

°  Write about the movement of a crowd of
people.

Bring a collection of everyday objects to school
and display them on a table. Have each student
select two seemingly unrelated objects and write
something that includes both of them. Ask them
to think about how the presence of one affects
the meaning of the other (e.g., apple and knife,
pillow and knife, CD and knife).

Have students write about something changing:

° awheat field ripening or being harvested

° g person changing his or her mind

®  the sky changing colour

° aperson changing hlS or her image or style

of dress

a person putting on a dlsgwse

° a person becoming angry

° a school gym becoming an emergency
shelter during a blizzard or a summer storm.

o

Have students think about the meaning of the
word "atmosphere” and how atmosphere can be




created. Ask them to create atmosphere in

describing one or more of the following

situations:

° ajazz club where a young musician is about
to play his or her first professional gig

® the grounds where a powwow is about to
begin

° g stadium where a famous rock musician is
about to come on stage for a concert

s  a small concert hall where a string quartet is
about to play

°  a parade route where a marching band is
about to pass on Canada Day

° an old apartment block after midnight

where the sounds of a single instrument can -

be heard (e.g., guitar, trumpet, drum).

s Ask students to find an article in the newspaper
“that tells of a series of events (narrative). Have
students retell the story as a “parody” of a
cenrtain type of fiction: a mystery, a western, a
romance. They might fell the same story several
different times, as a different type of fiction.

Module 4: Writing Plays

Module 4 introduces students to play writing. The
module encourages students to discuss plays, learn
about some elements of play writing, and express
their own ideas through scenes and short plays.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions for
revision of each genre can be found in the Teacher
Information section of this guide.)

« What is this scene or play about?
[s the type of language consistent and
~ appropriate for the subject matter, characters,
situation (poetic, sparse, everyday, heightened)?
s Is the dialogue dramatic rather than
conversational; that is, does it push the
characters to action {internal or external)?
« Does the play or scene unfold in a way that is
" interesting, intriguing, satisfying, or challenging
for the reader?

s Are the characters convincing and well-
imagined? If so, what have you, the writer, done
successfully? if not, what might be the reason?

+ Does the structure of the play or scene aliow the
meaning to be revealiea or come clear at an
appropriate time for the reader?

» How does your scene or play reflect your unique
“take” on the subject matter?

o What are the strengths of your dramatic writing?

Suggested Pre-writing Activities

) lntroduce play writing to students by:
discussing what plays are, especially
contemporary plays

o discussing various types of contemporary
plays (full length dramas, one act plays,
“fringe” plays, street theatre, etc.)

°  studying various examples (some brought by
students)

°  presenting play writing concepts in mini-
lessons (e.g., dramatic dialogue, dramatic
action)

° discussing what it is that makes a person
choose to write a play from an idea, rather
than a short story or a poem.

« Ask each student to write two or three “what if"
statements and throw them all in a shoe box.
(E.g., what if a black limousine pulled up and the
Queen gotout?) Next, ask each student to find
four different characters in magazine ads or
pictures, and throw them in a different shoe box.
Next, ask each student to find two pictures of a
place {e.g., a natural setting, an airport lounge,
an office). Throw them in another shoe box.
Now, ask students to chaose randomly two
characters, a setting, and a “what if” statement

and write some dialogue.

s Ask students to change a short story, fable, fairy
tale, or myth into a short play.

¢ Ask students to take the main idea of a narrative
poem and write it in play form.

« Ask students to write an episode of a weekly
television series as a short play. This can be an
episode they have seen or one they make up.

s Have students imagine themselves at a social
gathering with a famous movie or TV star. They
want to speak to the famous person, but they do
not want to appear uncool or act like a “groupie”.
Write a monologue in which they think out loud
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about how they will contrive to speak to the
famous person.

« Have students imagine themselves as one of a
number of hostages being held by a terrorist
group. What do all the people involved say?

« Have students write a conversation they have
overheard and then extend it.

¢ Explore the meaning of the word “sub-text”.

Have students write a conversation between two

people, where they do not say directly what they

mean. The following are examples:

®  One person wants o ask the otherto goto a
movie but is shy. They talk about the
weather.

o A student is trying to tell his or her parents
about a bad mark on an exam. They talk
about the dog.

o Two friends have applied for the same job.
They are both trying to find out if the other
got called for an interview without actually
asking. They talk about music on the radio.

« Have students create a conversation in which
two people are talking: one has a secret and the
other is trying to find out what it is.

» Have students invent a detective and a villain,
and write a typical conversation between them, .
showing their styles or ways of speaking.

s Have students write dialogue between one
person who is furious and another person who is
trying to calm the first person down.

¢ Have students take a scene from any
' Shakespeare play and rewrite it, setting it in
modern times.

+ Have students work in small groups. Provide
enough newspapers so that everyone in the
group has a copy. Have each group pick a news
story from the paper and writs it as dialogue
(e.g., a bank robbery, a trial, a car accident, a
human interest story).

+ Explore the meaning of the term “dramatic
action”. Have students write dialogue in which a
character must make a choice and the choice
has conseguences.

s Have students write a monologue for a character
in a one-person play. The character is telling the
_audience a story that is particularly revealing.

The story is:

°  ghout a dream that caused the character to
rethink something

°  about something that happened when the
character was a child

°  about a time when the character was really
embarrassed

°  about something that changed the
character's life

° about a decision that ended up being the
Wrong one.’

Module 5: Writing Nonfiction

Module 5 introduces students to writing nonfiction.
The module encourages students to learn what
makes a work of nonfiction a piece of creative
writing. They will also discuss literary nonfiction and
its development, read literary nonfiction, and express
their own ideas through nonfiction.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions for
revision of each genre can be found in the Teacher
Information section of this guide.)

What is the subject matter?
What technigues have you used to make the
story interesting or bring it alive for the reader?

» I you used fictional techniques (e.g., dialogus),
can the reader trust you to have told the story
accurately, and with Integrity and respect for the
people involved?

s Does the story unfold in a way that is interesting,

- intriguing, or satisfying for the reader?

e Is the story convincing? If so, why? If not, what
might be the reason?

« Does the structure of the story allow the meaning
of the story to be revealed or come clear at an
appropriate time for the reader?

« How does this writing reflect your unique “ake”
on the subject matter?

s What are the strengths of your nonfiction writing?
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Suggested Pre-writing Strategies » Have students describe a setting they believe
could be symbolic of something that happens in

that setting. Their description should incorporate
symbolism (e.g., the symbolism in rows and

Note: If students show an interest in extending these rows of identical work stations in a factory).

pre-writing strategies into major projects, they should
consider how they will conduct research that will
enable them to have real insights into their subjects.
This is especially important with nonfiction because
the writer's personal perspective is an important part
of the writing.

+ Have students describe something that takes
place over time using a diary type of format (e.g.,
preparing for an election, getting ready for an

introduce nonfiction to students by:

@ discussing what nonfiction is, especially
contemporary literary nonfiction

°  gtudying various examples (some brought by
students) ‘

°  presenting nonfiction concepts in mini-
lessons {e.g., research methods,
incorporating dialogue)

° discussing what it is that makes a person
choose to write nonfiction from an idea
rather than fiction or mare traditional
journalism.

Have students look at an object from a totally
different angle than usual (e.g., sideways, upside
down, in an extraordinary light).

 Have studenis write about an incident or event,
looking at it from an unusual angle (e.g., the
school bus breaking down from the point of view
of the tow-truck driver, a school basketball game
from the point of view of a person who lives
across the street from the schoal).

Have students find a newspaper article that
describes an event or occurrence. Have

" students write the story as though it were fiction, :

" shaping it with a beginning, middle, and end, but
at the same time not changing the facts of the
story.

Have students think of an issue in their own
community and write a personal perspective on
that issue. ‘

'Have students find an article in the local
newspaper or a local history book that is
historical in nature. Have them visit the setting if
possible and then write a description of the
setting that will help bring the real event to life for
the reader.

important sports event, training a dog, learning to
drive). :

Have students interview someone who interests
them and find an unique way to describe the

. results of the interview (other than the usual

question and answer method). = -

- Have students imagine a topic they would like to

jearn about by immersing themselves in the topic
and the lives of the people invelved. Have them
write an imaginary project proposal for a
potential publisher. In their proposal, they
should explain what they will be deoing and why.
They should also explain their personal interest
in the topic and why they are the right person to
write this story.

Have students find an article in the newspaper
about something momentous that happened to
someone. Ask them to pretend the incident
happened to them {e.g., getting stranded
overnight in a blizzard, saving someone from a
fire). Write a “personal essay” on what the
incident meant to them and how it might change
their lives.

Have students think of something similar to the
above that really happened to them. Have them
write five different beginning paragraphs that
couid lead to different ways of telling the story.

Have students write the story of something that
really happened to them using one of the
fotlowing for literary effect:

°  symbolism

®  repetition

° suspense.

Ask students to think of some aspect of human
nature that they could “poke fun at", the way
Stephen Leacock did.

Have students think of a frustrating occurrence
from everyday life (e.g., locking the keys in the

car, dealing with voice messages when you are
trying to call a business). Have themwrite a
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humorous anecdcte that shows the extreme way
human beings sometimes respond to minor
aggravations.

» Have students choose a real historical figure and
research to find out rore about the person, his
or her contribution, and the times he or she fived
in. Ask students to:

°  write diary or journal entries for the figure
they have selected

°  write a personal essay as that figure

°  “interview” the person and then write up the
interview in an interesting way’

.°  write an article on the person and his or her
particular contribution, using some of the
techniques of fiction writing but still capturing
what really happened.

» Have students interview someone in the
community who was/is involved in an historical
or human interest event (&.9., a veteran, an
athlete, an elder, a local hero). Have students

- write a human interest article on that person,
making special effort to bring the story to life for
the readers using some of the techniques of
fiction. The foliowing are examples:

°  recreating dialogue between the person and
another person involved, based on
quotations from the person interviewed

°  using a story structure that you might use to
tell a fiction story (e.g., with some kind of
rising action and a climax)

°  using descriptive language to set the scene
or create an atmosphere for the reader

*  telling the story in the first person so that you
can record your own responses as you learn
the details.

+ Have students plan their own autobiography,’
thinking about what the tone and focus might be
-Have them write the introductory section.

Module 6: Independent Project

Module 6 provides an opportunity for students to
work on projects of their own choosing. The focus
should be on selection of subject matter and writing
genre that is important to the individual student, so
students can begin to learn what especially interests
them about writing. They might also plan a project in
which they work with a writer or another person
involved with writing.

Questions for Consideration in
Discussions, Peer Conferences, or
Student-teacher Conferences

These questions might be asked of the student writer
for the purpose of reflection, or the student might
adapt them to gather response from peers or the
teacher. The questions are suggestions only.
Students might have their own questions to ask
peers or the teacher. (Other relevant questions for
revision of each genre can be found in the Teacher
information section of this guide.)

¢« What are the strengths of this writing?

« How is your unique perspective reflected in the
writing?

«  What is a particular challenge for yout in this
project?

« How might you see the writing in a new way
during revision, so that you are not simply editing
the first draft?

« Might any writing exercises be designed to help
the student writer with problems he or she is
having with this project?

s Are there any literature selections that might
inspire the student or help to resolve some
difficulties with the writing? -

+ What are the particular challenges of the genre

chosen?

s Isit the best writing genre for this pamcular
idea?

s inwhat new directions might this writing project
lead?

Guidelines for Independent Projects

¢ Students can select a project inspired by any of
the previous modules or from an entirely new
source.

Students can select one of the four genres
covered in this course or they can select
something different (e.g., a television or film
script, a small magazine or “zine” format, a
comic book).

« Students should outline the amount of time they
will spend on the project and set timelines and
check points for themselves.

¢ Student and teacher should agree on how much
In-class time wili spent on the project and how

~ that time will be used.

¢ Students should decide on the type of feedback
and conferencing that will most help them, and
identify the individuals or group with whom they
would fike to consult. They might consult with an
appropriate person outside of the school, with
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the teacher's approval (a writer or editor in the
community, for example).
Students should keep some kind of journal or
record of their experience and progress, The
purpose of this is to help them become familiar
with their own creative process and writing
" habits. ,
Student and teacher should identify some
literature selections and critical articles or
reviews that might help or inspire the student, or
- increase his or her repertoire with language.
Student and teacher should decide how and

when the project will be assessed and evaluated.

Student and teacher should decide if and how
the project will be published, displayed, or
shared with other students.
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