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A

- -The Process’ = . co

What Is Composition? Although it has been defined many different

Wways, composition is basically. the putting together of thoughts or

feelings in an intentional ordeg to convey a message to an audience.

.. " Originating from the Old French word “composer,” with “com”
meaning “together” 'and “poser” mehning “to place,” compg‘sitiop i

‘~the placing of ideas next to each othert Thede ideas are without

media. They take form after they originate in the mind of the sender.

This form may be print, as’in written compositién; sound, as in

musical or verbal ¢omposition; or visual, as in visual composition. .

The ‘important factor is not the medium, but the idea which one
wilthes to communicate. The effectivéness of the communication i
.. net solely dependent on the thedium jtself, but rather on how well
the sender uses a particular medium to put ideas together. In
teaching, the concentration is on the use of thé medium, usually
. print, and on how the student synthesizes ideas in an interitional

. order to communicate them to someone else.
A Without meaningful communication with each other, we live in
totaﬁs.dlation, unable to transfer knowledge from ‘one to another
« and, perhaps more importantly, unable to tell others how we feel.
Consequently, this act of composing is vitally infportant to all, not
% just the tollege-bound student or the scholars. It is the ability to
convey coimplex thoughts and emotions to others that differentiates
man from other animals. This ability is also aneed, adrive. Wheniit is

'tl"\warted,?ﬁe individual becomes frustrated and seeks-other .rheans '

.
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to communicate. Often tf\ese alternate ways are socially. and N
personally destructive, taking the/form of striking against the agent -

frustratlon the institution or individual,'who puts a person into .

e position of non-communication. hls is often seen in schools as
unsuccessful students are oft academically frustrated,
demonstrating their hostility either externally through disruptive .
actions or internally through withdrawal and passivity. School can be
a primary agent of this frustration because it demands constant

.students overcome this frustration. As teachers we can show stu-

communication from students, but allows very little freedomi in
choice of media for-the student to usein communication attempts.
Usually, the only medium cOnsideted worthy in academic sjtuations”

is print. If a student cannot cQmpose print meaningfully, he or sheis
unable to demonstrate understandings of the subject matter or to )
share feelings with teachers. The result is frustration.

. The major goal of teaching composition should be -to help

dents how to compose their. thoughts so 'that they-are able to demon- oV
strate their understandmgs to 6thers. Since we exist in an academic
society which values written composition above others, we also have
the realistic obligation of helping-students transfer their composing .
ability from whatever medium they, are succedsful with to print.-

It is a mistake to assume that because students are unsuccessfu‘}/\
in school they are una(ﬂ?g compoge. Theycan. Indeed, they dosoall
the time — outside of the classfoom. The teacher’s task is that of
showing students that they can also communicate inside the class-
room. Cpnsequently; the teacher’s rFsponSIblhty is multifold. The
students| have to gain some confidence in their own abilities and 4
know that they can be successful in the classroom. Then the teacher .
has to relate this success topther media, especially pn.nt In short, the
teacher has todealwithtompositiBnasa process first, and thenapply
it to a particular medium. By djalmg with the process ofcgmpognhon
rather than just the product,’the teacher cag use any medium for
instructional purposes to Mlustrate how 1deasian,be synthesized for
effective communicatidm.  * - "

- What Is the Composition Process? In ’enerdl we go through various *
steps when we compose. First, we have somethmg we* wan‘ ,
commumca"to sogeone else, our reactlon to some stimulu ,

-
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school this step is usually artificial in that it is imposed from withaut
by"the te@er Ideally, this should not be so, but we do live in a

a society in Which we often have to express oyrselves on a topic on

demand, especially in-school. Thus, the first step in *teaching
composition is to show 'students how to-explore a given topic for
relaed ideas, to help ‘students put their thoughts and feelings into
. words. Second, we experiment, Wetry a tentative’composition to see
what it looks like. At this pomt we are writing for our eyes only. This

nas to be done m?fvery nonthreatening way. It is difticult enough to
put bur thoughtsf together the first time without the threat of
evaluation imposed on top of that. Thd, we clanfy what we have
composed in a rough draft. During this stage we edu‘ delgting some
" statements, addmg others, clarifying, many. At this stage we are
‘'writing for someone other than ourselves. In many instances, this is
the last step However, in school where one is just learning the,
process,. there should be. some additional steps to complete the
instructional program. We should share our composition with,a
sample audience. Too often in school the student is isolated from the
“audience and is unawate of not communicating clearly. Durmg this
stage, the student should test the effect of the compdsntlon on an
audie ?«c erhaps the teacher, or even better, peers. Consequently,
the s aﬁ knows exactly where the communiction broke down.
-\ Then, we revise again, this time on the basts of what we fearned from
the sampIe sharing. We try to clarify~ those places where the
composition failed to communicate what we intended. Sixth, we,
submit t:zé composition fer fmal evaluation: In school this final
evaluatio is usuaﬂy the teacher; in life it is the entire audience for
which thq composition was‘intended. Fhe difference between this
step and the sharing with the sample audlence is thatat this p’omt the
composition stands by itself; the composer cannot intervene to
clarify\arid interpret for the audience. By this time the studgnt should
bé. confident that .the composition albne will succeed in-

demonstrating thoughts ‘and feelings. It should be. noted that

throughout these steps no reference was made directly to print. This
process surpasses any partlcular medium. On this assumption, "the
following ideds" focus on relating_ visual composition to written
composition. Y

»

e
*

A

»



. . ~
/ r ,Wh’y Use Visuals To -Teach Composition? First, students {are very
' familiar with visual media.-Not only have they spent much of ‘their
. waking life in front of telev(?i'on, but they are cAnstantly bombarded
\.-, ‘by visual messages outside of school. However, school provides an
artificial world in that there is relatively little visual stimulus and
an overabundange of print: This is fine for those students who' do
well in such arf atmosphere, but {5 is devastating for those who see
themselves partilly or tompletely alienated from this print world.

A

These students, on the other hand, often react favorably fp vistals.-
After initial hesita}ion, usually caused by their prior frustrations
, with print, these students relate well to visudl stimuli because they
Rave had many successful experiences with them in the past. The
teacher’s task at this point is to allow the students’ confidence from
experiences outside the school to come forth, inside the classroom.
Second, visuals give the class acommon experience to which all
the students can react. Clags discussions are usually based on some
experience the teacher assumes all the students'have had. Often this
: exp‘(riehc_e is a reading assignment or, 'in composition, a sample
written work or series of written exercisegs. However, those stu-
dents who will not or cannot relate to print have not participated in
this expgrience. Conseqpently, they are unable to share in the clas#
discussion of the concef;t and “fail” again. The use of visuals as the -
common experience helps overcome this problem since near‘y afl of
<he students can relate to this medium. They ar&able to do so both
because of theirffamiliarity with if and because it is less abstract than
J print. They can mmediately see the concept under discussiortand do
not have to translate from print to visual or deal with the concept on
a purelyprint level. Since the goal of the instruction is understanding
of the concept, removal of as many ba'rriers betweerrthe concept and
. the student is vital. Once the composing technique is understood,
then the teacher can help the student work with it in other media,
, especially print; constantly showing the relationships .amgng the )
. " media. ’ : .
' What Is the Relationship Between‘ﬁ'udfand Written Composition? When
we use visuals to teach concepts such as organization in composition,
a “ we eventually ask students to transfer their understanding of the
process in one medium, visual, to application in another medium,

. , . - . - /Wn
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.print. If such a transfer is possible, let alone productjve as a means of

instruction, the processes nmust he essentially’ the Same{fn bo"th
media. It may be beneficial to draw difect paraliels between vi€ualand.
verbal composition to illustragé the rﬁla'tlonshlp Botha smgle word
and a single picture are ambiguous; githertakenin isolation mlay have
a varlety*of meanings to an audience. “Freedom,” for example, holds-
one meaning for a prisoner and anotherforacollege Erofessdr' While
the first may want t.o~esc,ape from the prison walls'and have the right
to walk down a street, the other may see "freedom” as the right to
pubhsh what one wishes and teac.h as one sees fi}. Similarly, the
picture of a bird may “also be mterpreted/dlfferently by these two
individuals. The prisoner may see the bird as a symbol of freedom
while the professor may see it as'an object of .study. :

. To reduce the ambiguity the composer puts the word' oppleture
in context with other words or pictures, theteby imposing limits on
the range bf possib® interpretations. This step involves first
explorifig.the range of possible words or*pictures that ge with the
specific ane. Once the appropriate context is selected, the composer
haf to arrange it so that it communicates what is intended, In short,

- it composer goes through the compasing process with either the

L]

word or the picture in order to give it real meaning to an aydience.
“Freedom” ‘may result in a brief statement for academic prnvnle&
while the picture of the bird may be'part of a visual of an eagle sgaring
high above and beyond the towers of a prison wall. Both take on
meaning b8cause of the total compositiory the composer in both
instances works, through the same process of selection of an idea,
experlmentatlon clarification, re-composition, and delivery to an-
audience. In’both instances, someone has put ideas together to
communicate an idea c}l\a feeling to an audience.
T e -

Overview of Format . Y

One of the major issues In the teachmg of Written composntlon
revolves around the question of whether one sh\)x]d teacf\ various
types of writing, such as narratjonf, exposntlon analysis, etc!, or
present the student with different kinds of topics which call for the

e

various types of writing. The disadvantage with the first approach is ‘

-
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# that it tends to. break the  composition process down artnﬁcnally, |t
focuses too'much on the type of writing involved and not enough on
the overall processtof writing: By emphasizing,the type of writipg,
"’the teacher is tempted to igolate the different modes when, in fact,. ,
. there is considerable overlap among them. However, by reljing .

«solely on thetopic todictate the type of writing called for, the teacher,
often makes the tragic assumption that students can recognize ,

- naturally, what is required in_a compbsition situation. This is

P especmlly ev1dent when we ask students to analyze a piece of
literature.. Usually, when we ask thls question, we expect the
students to give ug a brief plot summary, chaMicter analysis,

. indication of the plcustrucfure (e g expos;tlon, ‘mounting conflict,
climax, denouement), statement of the theme, and an mdlcatlon of .
how the author uses the language to bring out the varioys elements.

We often find in the students’ work a-narrative recapitulation of the
" story: While e " ask for an ‘analytical essay, we receiwe a narration, *
-Why? One, reason may be that the student is unable to pick out the
various analytical elements. If thxs is the case, howe\fer, all of the
precedlgg classes explaining and discussing these elemen}s havebeen

wasted A more plausn\b‘le reasqn may be that the student ]ust does E

- not know how to write an analytlcal essay. He doesinot, know what
questions #0 deal with or how to state them in written form. =
In this book I attempt to reach a nfiddle ground by dealmg w1th
. the teaotung of written composition under three categones.

!

Iy

/Geheral (those aspects thch are pertinent to all writmg)

_» 7 “Narration (those aspects whlch rgsult in either a narration’
" c& piece of persogal/creative wrltmg)’ ) oL
Exposition (those aspects which ‘elp a writer explalrx‘m ldea
or analyze a process). . ,
o .- IR
In domg this | have expanded two modes of wrltmg, narration”
and exposition, to include other types where there is considerable
% overlap in composition techniques. Under each of these tﬁhree areas
" — general, narration,"and exposition — [ have attempted to describe
various visually-oriented activities-as  they fit in with the composi-
tion process called for by the various types of’ writing. M have sug-

¥ % ‘l' ' ¢ -'..




' _gested several activities to help students develop spesific skills and
thén suggested application of these skills in a compléte composition -
before movmﬁ to another set of skills. Thig continually allows the
student opportunities to apply the skills in full products rather than-

+ seeing thém just as isolated exercises. In doing this, howéver, lam
‘not presenting the teacher with a pully devefoped. composntlon
coutse. Rather, I am  attempting to explore the composition processes .

R

-

. involved and present some’ classroom activities which the teacher

"may use to help_his or her students become moré aware of the
processes. It is left up to the teacherto develop the course; but] hope .
these suggestians and explorations help with this development. In
the last section of the book I pdse a few suggestions about gradm%\ -
studénts’ effortsin composition. I feel these comments areimpGrtan
" as they separate gradmg from instruction. If a student is gr‘aded
* directly on the exercises used for instructional purposes, the stu-
dent will usually not take a risk and try new ideas Ovmethods of
expression. Rather,the stadent will be tempted to stay with the old, '\ v
the familiar ways of : stating ideas. However, as teachers of composi--
tion, wé want students to feel free to ex®riment with style ‘and _
ideas. Consequently, we should separate evaluation from insffuc-. C
tion, as suggested in the last sectioni. ’
The following actmtles (arg suggested 8 demonstrate how
teachers may:explare the:composition process with their sthidents.
" The activities are’amyriad of ideas to help them show students hgw
- to tompose their_thoughts and communicate them to others. I have
d the activitieg so that they follow the composin§ process
involved under three’ categories: general, narration, exposition.
Some of the actiyities are designed for full ¢lass work; others for
~ small groups; ‘and others for individual efforts. Some aPvities are -
“meant for short work efforts over sevéral days, otherg. for- full
periods of concentrated work. All are meant to be adaptgd by the
individual teacher to fit his or her own conceﬂ*of the~composnt|oh .
proce§s and his or her own classes: '
However, after students have worked with a particuylar skill, the . -
teacher should have them use that skill in a compléte €omposition
following the steps outlthed earlier: réaction to stimulus, experimen-. - .
"tation, writing a fough dr‘aft,'s‘haripg, revising, and submitting. "
. . .

.
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£ The comgosmon process involves several steps: percelvmg an
. idea, reacting to that idea, categorizing thou&hts about. the ideg, -
putting these }houghts into a sequence, and finally descnbmgt‘nese e
R thpughts to an audience: In this chapter, we will explore e'ach of these.
. :. stepsin terms of what they might require of the comp@Ser and how .
. *  the teac ight©organize some ‘experiences for the student to -
concentra\e t’the various stepe’ Bécause these steps also pertain to
oth narration and epr!mon they may be, treated again under those

o

e headmgs I - " ' . *
o * Percelvmg the Stimulus S R .otee ) -
) " Many theoretical dlssertatlon‘s and books have been written on .
"+ .« this complex topic of how we perceive the wortd, and what forces

mold our perceptions of botl\ physical realities, such as events and o
* . scefies, and inta gible states, such as personalities of other people
) First, there i I;n olsych thing as objective perception. ‘We cannot view" « ° ‘
= the world as/ﬁeparate from ourselves. Each one of us‘sees the world i
- ~a umquew both' physiologically and psychologlcally Our brains .
.. ' do’not regist everythmg that hits th,g retina of our eyes: The mind
selects,only’ those things which hold some meaning’ for us-and *”
- " Ineglects those\wHhich are ¢ither unimportant at the present time or’
' which are completely alien to’ past experienteg. Unless a conscious
, effort is made tor |tem|ze *everything in a room, a person’ probably - .
. ) percewe?very little of what is actually ere. Try it. Close youf eyes ;. '

. . , o - N
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N the same scene at the same time. . :

»

)
e -
y A

look around and®emize everything you seé. Those items which.you
. did not notice before were there, did strike your retina, but you did-
not perceive them. One of the first efforts in teaching composition
- shonld be to show students the individuality of their perceptions and )
_ ~ help them become mare aware of the world around them. *

) .t

. * T e . . .t

<. At the beginning of class have the students go to the
‘windpws and silently look out.*Aftet about two minutes (any
longer and they start getting giddy), ask them togoback totheir

- between the' various lists. After thede rep svight ask,

“why the differences exist even though gveryone was viewing
. R P

As a variation to this’ acti{/i'ty-y‘.o;u might have.students test and

:

o : e .
‘., compare fhe;g perceptions c’{f'the details in a picture. - Lo

. .

.each student to list everything he saw in the slide.. After they
" have finished’ this Jist, ask them to draw..a line undér thelast
word in the list. Flash the slide dn the screen again. Repeat the.
listing of what the students saw. Do this several times, th
leave the slide on the screen aggg go aver the list. First, have stu-
dents compare their lists with the slide, chécking fot érrors.and

Lo T\nissions. They should ‘make note of bu} should not, change
. eir .original lists. Divide the class into small groups, about -..

v threeto five in a groui: Have the students compare their lists .~.
with each othter, checking for differences, perhaps at different
, times the slide was flashed. Finally, Have thé®tudents discuss -
v, . some possible reasons-for the discrepangies amongtheir lists,
.« such as different interests

»

Our "perceptions depend on our previous experiencks, our .
+  present needs, and our future interests and goals. We perceive tEgse

» . . ‘ . L. ’/l.. .t
- . 4..'0 "‘ -

P ~ .

arid fist ei/erythini you saw i a section of the room. Then take a'gdbd - .

. . seats. Now have-them list everything they saw out the window .
. (without taking extra looks). After they have done this (about
: " five minutes)," place them in smal) groyps. ve them
" compare lists. Hav€ each group report bac s after
. ., about ten minutes, descritfing thie gi found *

|

" . * "~ Quickly flash a slide on the screen (about twgseconds). Ask

. different locatjons in“the room, etc.
g Thijs exercise could be t@peated agairia‘ém youswish to .help -
- students improve their perceptions. As'.they practice, they
‘ should become more adept at ‘quickly locating details in the -
< . rslides. e T, - ‘

.
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E things with which we are already partly familiar. In order for our
B . .« . - ®
: ininds to absorb a percépt, thér.q has to be some mental contextor - .
e/ * “set” into which tl\ifs;- percept can fit. If we do not. have this set, the’ .

* percept is lost. In short, we have te be looking for what we see. We
must have had some prior experience with the itemor a similar item

_ "'\?\ idfor'ft to tegister. In addition; if we afe going to maint4in the percept, .
| #» oritem, in our conscious minds, it has'to hold.some relation to our
' ; a,"reﬁt and future needs. It/has to be meaningful. When I read a e
. _,’ c, c sg’o_rts page, for example, I do nat remember the statishgs ‘wf the
S < ifidividual players; but only the team sfores and thekey evéntsof the  ~
,/J . . _ ] games discussed. The indjvidual records hold little interest for me.
’ . ST ~.On the other-hand, my brother-in-law has a gréat interest in_these ’
. statigtics and remembers them indefinitely. We both perceived the
- 4 ;  ‘same data But because of our differertt interests we remember
. T ~cflffereht aspects of that data. When a teacher walks into a foom, he

or she might notice conditions such as the amount of board space
available, chalk in the chalk tray, the presence of a screen, shades on
the windows, any machinery which might be there, the maobility of
.~ .the desks. On the other hand, when a student walks into the same* -
. rootn, he or she might take noteonly of where the students’ desks are-
. - inrelation to thesdoor and the teacher’s desk. All see the same room, .
. but each perceives it differently, depending on individual interests. -
4 . t e ;
T . Assign differem‘stﬁdents different roles — some may be ¢
N " teachers; others,tincipals, Tell each student to examine the
room from the point of view of the assigned role. After two or
K .. - thregminutes of looking, have the students sit and list what they
. saw’ Once the lists are completed, ask the students to get into
( small groups, one representative of each role being present’in -
each group. The-small groups should compare the various lists
e and discuss reasons for any ‘differences. t .

Perception is influenced both-by our internal state and by the

- . . environment surrounding the”objéct per'c':eived. When we view a -~
three-foot object next to a one-foot object, the first object will look
large- However, if we place that same object next to a twenty-foot
object, it will probably look small. The object has not changed, only its

W ° ' environment. The same is true in even m abs‘tract instances.

' Sp\mething that may be humorous in one situation, such as trippi.r\g, )

v

%

16

S by




( 14

Tk

over.a chajr,.may be tragic in another. This is also an important
concept for students to learn as it/presents another major influence

+on the way we petceive the world. In addition to situatfons which

may be funny or tragic, depend\&g&on circumstartces, those instances,
which have nfeaning in themselves, such as a photograph, can take-

on'adifferént meaning when placed in different environments, even -

A
when suppofedly separated from those other environments.

<

pictures of different people in different situations, such as an old
‘woman, young couple talking quietly, men at war, young child

frolicking in a field, and a reftective young woman. Hold all but; *

the picture of the reflective young girl in your right hand, In
your léft hand hold the, picture of the girl. Dividg the class into

gmall groups of three to five each. M@v'mg from group to gg)ug\ _ -
e

show the members of each group twopictures, the picture of th

girlin your left hand and one of the otherpictures in your right
hand. As you display the picturesfor ane group hold them so the
other groups cannot seesthem. As you move from one group to
another, change the picture in your right harrd but keep the
picture of the girl in your left. By the end of the showing, each
group-sheuld have seen the picture of the reflectie girl in your
teft hatdand one of the other picturesin your righit hand. Asyou
show the pictures, ask each.group to list a number of words or
phrases to describe the girl in.your left hand (e.g., What is she like?
What is she thinking? How does she feel?). After each group has done
this, ask each group to write.its phrases on the board. Many of

* . o

This activity requires the use of about three to,five still .

-

. the phrases fr6m any one group will probably be different from , __.

those of the other groups. Ask groups to explagn why they chose

these phrasegsand compare the reasans cited. Many of the

chweices and tRe.reasons will reflect the influence of the pictures
+ in your right hand even thous groups were asked to.

describe just the girl. Follow this gxercise by asking the class for,

other examples of how their perteptions are influenced by the
- environment in which they see the object.

These activittes focuson the explbration of what perception is

. B4 4 <. .
and on how uniquely each of us views Qhe world. There is, however,
overlap in our perceptions. Otherwisel we would never be able to
share experiences with others. Studentd should realize this as well. It

is alsd important at this time to begin to ptress awareness of sensory -
experiences. In this regard the teacher sheuld corfcentrate on having

v -~
\
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students explore their perceptions with all of their senses, including

.» . smell, hearing, taste, touch, as well as sight. f
W2, NUse “smellies” to heighten students’ awareness of their
“\ sensk of smell. Take several opaque jats with lids (35mm film ,
‘- _canb work- well for this) and put things Jike cinnamon, cloves,
. < oo Vapak ryb, etc.inside and cover. Ask for vélunteers to participate
==+ ... § in the smelling experiment (four should be, enoughiin the
. e beginning;.others will come later). Have egch volunteer in turn

smell the contgnts of the jar with eyes closed, trying not to
« ‘identify it so much as trying to imagine what it smells like. Ask
T questions@iich as: ‘What does this.smell rémind you.of7. What cati-you
. yemember about the first time you ever Smelhd/]}How do you feel about this
smell? Does ituakg you feel comfortable? Sechre? Tense? Nauseous? Repeat
_ this with othé@Wvolunteers and then with other smiells. The.
" effortis to Have the students relate the sensation of smelling to
their imagery of previous experiences and feelings. This kind of -
, actiyity canbe conducted with;‘@;her sensoriieten\\s as well (“feel-
" jes,” tastes, spunds, etc.). ’ -

et 2

" After gtudents begin to use their sanse}nlore fully in perceiving

) ‘ _itgdividugli(ytpf-perceptiori, the teacher should move on to having the
R ;stud,énts look\for details in what they perceive.In pgrception’we first
" rvecognizeesomet‘h_irig because it fits a general concept we already

’ have in our minds. The hext step is to use the specific percepts to -
". . modify and expand the general coneepts. To do thi§ we have to take
~ careful note of the details of the specific things so that we use these

details to broaden.our perceptual experience.- '

¢ _..‘f LF '

objects. Move from -these’ easily discernible itefhs to more

difficult on¥s which-will require a good/eal of imagination to
’ : identify. These latter objects, should be more three-dimensional,
, such as balls, eysglasses, etc. Again, have students idéntify and
_ degeribe what ‘they ‘think théy see on the screen.

) . Once students are comfortable using their senses to percejve
A ) ahd describe “real” objects, thé teacher could move to using senses to

.
-

. ~ what s ‘gbipg dn ar6qnd them and after they begin to understand

Us?ng the overhead projector- helps students pick out °

ot ¢ " . general characteristics of objécts and then move tomore specific _
- = descriptions. Place simple two-dimensional objects like keys,
BN . paper.clips, scissors, etc., on the everhead projector and.show on -
.« % ¢~ " thgscreen. Have students identify and describe the various

-

-
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. plck out detail in representatlve items. When_ ‘we view the world
directly, like looking out the window or smellmg a roast cooking in

_the ovén, the individual senses are struck directly. However, when

T we look at a picture only our sight is used dirégtly. Yet, the appeal of
many pictures is not only to our vision; they alsg hold appeal for our '
. senses of touch, taste, hearing, and feeling-as well. For example, .
V. when looking at a good photograph of a runmihg brook, one can

almost “hear” the rushing water or “taste” the fresh, clean coolness. - '
In these cases our senses are used indirectly and in relation to the
. details we can discern with our eyes. We have to’ lmagme” theother
senses. This act of imagining sensory perceptions is pot confined to .
the.viewing of pictures, but it is always active, stimulated by many | i
different senses. For-example, sometimes we will smell something .
and then envision what it'looks like. As students become adep’t at
primary or direct perception, they should be guided in using théir | .
~  imaginations to more fully perceive things which strike only one  *
v sense directly. -

. .
J v
pox ¥ M

- - stplay &‘ptﬂﬂl'e*wh'mh'h -more thanone sense. ‘ .
" “Pictures of* bells ringing, pies cooking, “waterfalls, crowds:— "
T * ' screaming, etc: should help with this. As studemts examine this

< C picture, ask.them to list the sounds they “hear,” the things they

“smell” or "feel,” and what they can “taste.” After they have -
finished their lists, discuss the various senses imagined, concen- :
trating on one sense at a time. At this point you might also ask
students to cite details from the picture which helghten their
sensoryperceptlons other than sight.

Thus far, the students have been deviyjoping their abilities to
receive impressions from their environments; both directly and
indirectly. In addition, they have been dlscussmg some ‘of the
processes involved in this perception. Now it is time for themto , .

. begin, communicating their pércéptions to others, to brainstorm
about*their sensations. ' .

(3]

, Lo e -
Reacting to Stimulus™ . . .
Oftafkwe omit these steps in the composmg process because.we

-take it fo granted that stud?ts can go through them easﬂy These T .

v
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are‘stages that many writers go through almost utomatically. Once ¢
presented with a tapic, what does the composer do with it? He or she’ o .
explores it taking it and looking at it from maﬁy\ different angles
until something can be said about it. The more narrowly the topicis * '
defined in the beginning, the less room'for variation.Most composi-, *
tion topics, however, are very btoad. In fact, sometimes the very
‘broadness presents problems for many 8tudents. The parameters are
toa wide. What can on'e say about a topic as broad as”’Love”? Usually,
the teacher believes the student is receiving a favor when a general
. tofic is assigned in which there is a good deal of room for individual e
'mteriietation. This is true only when the student knows-how to -~ *
attackhguch a‘topic. Before we can be sure students have this knowl- -
"edge, we Should take them through the steps involved — brain- -
stofming, categorizing, and stating the main idea.
. * Brainstorming. The first move in the attack is to let one’s
*. imagination roam, to brainstorm. Given a topic, one hasto free-
associate, considering every possibility that comes tomind. This mdy
sound 6bvious to most, but many students attack a-problem in just
“the opposite manner.'Given the topic, they immediately try tofind
_the one aspect they, will use as the basis for thgir composition. They ’1
may not know how to brainstorm; they may be unwilling to take the |
time for it; or they are not given sufficient time for prainstorming. *

#Show a-picture to the class. Ask the students to call out any
1 . .y ideas that come to mind without ‘worrying about how they
» might follow those ideas or about how aksurd those idéas may 1
sound. As the,students call out their ideas, list them on the board -

or on an overhead projector. -

o S 5 L e

- Tategorizing. After exploring tlae many ways a topic may be
viewed, one must.edit those thoughts. At this point the student .
makes vAridus decisions as to which ideas to keep for further
considgfation; those to drop; and those which may be redundant or
suibordinate to others. ‘ .o . -

,..an‘e the students have nearly exhausted their ideas in the
revious activity, stop.them and ask which of the ideas listed
. thight go together and which might be dropped from the list. At

.. this point you might find some items more general than others,
¥P

.50 you can Jist a feW under one or two of the more all-
. . 4




\ eni‘.ompassmg ones. Throughout this activity and.at its conclu-
. . '"  sion ‘explain, the process so the students areTiade explicitly

*  gorizing thelr ideas for further development
!

h(_ .In "addition fo being abl.e to explore the ldeas a sinigle stimulus
' mlght bring forth, it igso important for students,to learn how’ to
draw relationships am‘ varjous stimuli and then brainstorm from. -
% . these.relatt nships. Not only are students-often required tp draw,
) - relationshipy amorig wvarious ideas in school, such as-betiveen a

. also+do” tf)ls eontinually outside -of s¢hool, such as determmm
" personality from what they see & person doing. The abllxty to draw
. relatonshiips s even more important in terms of the student’s total .
> reactlon‘to ‘schoql. For learning togmganlngfur the student hagto '
& < see, the rel'atxonshrp/s betweeh what is léarned in. the cl'assroom and
& hfe in th’e world-oufslde. -, \ N :

- . 37 "Bring in thge.d-{fﬁereﬁt ob)ects ‘such, as an old shoe a hat
T ‘and . an umbre']la Ask, your studegts what the - x‘el‘atlonsh'xp

\ ' +""among these thre¢-objects might be. List'the students’ ideas on

* the board oran oVerhéad.pro;ector as they cbfne forth. After the’
. » * tideas begm t6 dwind, ask'theclads’to desgrib h article in,
- detail mcluding the vafious functiossof thé a Afger they
..dp fHis, ¢k the studen{s if ‘theyshave any mores es ions

descrlbmg the componént détails the stidents seeymore

: f,.' " students’ drewy mlatlonsmps atnong the Ob]tCl'S and. bram-
) ‘e l- ‘Sxdrmed for ldéas v . « ‘ y "

Stahug the Main- ldea. So far weé have beén condentratmg on
among stim#i; Once the’ sfudemts are. able f6 do thlli, they are ready |

- related thought,s '[ﬁey hdve had prach& with this'i in the prevnops
activities, but they have not dealtwnth the problemof actually stating

., the maif idea: Rathersthey ha\/e.merel'y categonzed ideas and noted
" .., 'thatrsomewere subofdaﬁate to others. Tn this ste.p,-the task is dne of
. takmg several 1degs fmdn\g the: reIatlonshlps among them, and
T statmg the 1dea whlch ho.[gls them' all together S ¢

\"l , '
’. e o
.

raware of How to go about brainstorming a topic and cate- .

. v exp‘lormg 'topscs. cateﬁorlzmg ideas, arid se chmg out’ relatlonshlps :

+. fo-move to “the fext. S'fep expressimg-the main idea‘of a series of -

' . . . ?
. © . *

%

.

_ charatter’s actions ina novel an\ds the theme &f the novel but they "~

>,

" l. d "about th rela\tlonshlp imong the articles. (Sor‘r};ﬁ fter

‘argas £he objects have irt tommoh.) ‘Again,”explain how ‘the ™

.
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. ..Glue four or five pictures that deal witha specificidea (such . tj
. as sports] ori-part of a large piece’of constructiop’paper: A good “

deal of room should be left over after these pictures have been

mounted. Have the clags discuss the relationships among-these '

pictures and ‘come up with a topic which would include all the . - .

pictures on the poster. After students have arrived.at a topic, -
" give them magazines they can cut upAsk them to {md other -

pictutes which deal with.the same topic, cut them out, and glue *
. them on the postef. , L N

L] . ~

L3

In this exercise the teacher presents fhe pictures and makes sure .
there i$ a fairly obvious topic under which they might all fall. The
next step is to have the studerits go through the entire progess of
locating the main idea. ,

. ) - . .
. Gather a large number of small still pictures, about ten-per
. group of students. Divide the class’into small groups, about -
. - three to five per group, Ask the studenty to select from the
group pictures those wﬂ:h they feel belong together. Afterthey '
maké their selection, €irculate among the groups and ask each .
group why it‘sélected those particular’ pictures and what the
**  pictures havg in common. The main value of this actlvity comes  *
' from the discussion among the students“about which pictures | .
belong and which do not. . .. s .

i

1

e

“* An alteq\ate Jr’_follow-up activity could in,,yolv% the constructionof "\
an informal collage. ' . ' X .

»

e Bring ih some magazines which the students cantut up. Ask
them to cut out p%ctures which are related and paste them onva
piece of construction papef, making an informal collage. Once
the collage is completed, ask the students to assign titles to their
collages and explain the relationship between the title and the .
compfonent pictures. Dependifig ort th& classythis explanatidn

* might be more effettive if made to each other in:pairs or to the!

teacher privately, rather thﬁ‘in. front of the entire class. ‘-

The final step in this stage of the composing process is tobring it
all to bear on a culminating activity. This activity shouldirequire the
students "to go through the entire process to date: ,perceiving the . .
details in a specific stimulus, exploring the possible ideas, pyftingthe *
related ideas under a unifying theme, writing a rough draft, sharing
the work with others, 'revising the composition, and, finally,

*
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submitting it to the teacher. In this way the stydent is-applying the
- skills in a complete product. * . .
N ”: : ) .- ) . [} ‘-:

“~

Composﬂnon textbooks often deal extensively with this step in

the composing protess. However, ‘most of these texts presume that
the students already realize the importance of sequencing and that
they are ready to perform it wnth sentences. The exercisegare usually
carried , out “individually and often involve putting scrambled
sentemces into correct order: Not only does this assumé that the
students are meady to manipulate verbal statements, but also that
* there i$ a correct way to order the sentences. In composing ideas, the
act of sequencing ¢omes ‘from within the composer, not from out-
’Slde By teaching students that theré is a “corfrect” order for state:

ments, we may ‘be shortcircuiting the composition pfocess. Part of

the sequericing %ct involves tuming the ideas around inside one’s
mint apd seeing the relationships from withinr When students are
" presented with statements that can be sequenced in only one way,
¢ emg impose¢d from WIthout

' side: agent it i37advisable ta-let the student’ s sequence of
ideas stand for tfself, espeCIally In the early stages of working with
this. concept. In other words, after the student has manip®ated
pictures or objects into a ‘specificiorder, do not force the student to
defend the statement verbally. In fact, for many students it is
probably best not to force them even to trarislate this statement into
verbal“statements immediately. Let them feel Success and securlty
with their own perfprmance before putting them into ‘the more
difficult position of verbalizing these ideas. Obviously, this advice i

more appropriate for the more nonverbal students. Many others will -

probably wish to tell their sequences ta either their friends or tothe
teacher. In this regard it is often easier for the student to make the
trangition from a manipulation of ideas to verbalization of these ideas
by tellmg friends first, and then presenting them to the teacher or
the entire class. This is usually a more natural and less threateni
move for the ;student than immediately being requlred to prove
oneself’ in front of the entire class. .

. — P . . »
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. As stated earlier, one of the most important steps in:teachiné 3
* composition is that of discussidg the concept under consideration.
o The students should be _Qware of the importance of intentiona:g
: ordering their ideas in their communications to gthers. They sho '
\ realize that the meaning of the message depgnds on the sequence of
. the ideas involved.'Not only does the presence or absence of méaning
hinge on sequence, but also the meaning itself can be changed by
altering the sequence. . - T Y

i ' : Take a small number of slides (about six) that tell a short
© story (e.g., two boys fighting over a ball with one winning and,

. the other losing in the end) and show them to the class in order.
- First, ask the class to just look at the slides and see if there is any.

story there. Then, show thé slides again, asking the students to

» »  tell the story picture by picture. Now change the order of the
- slides and ask the class to tell you the story again. They may still

+  come up with a story, Qut it obviously will not be the same one.

N Discuss the reasons for the differences between the two stories;
. stressing the pdint that theideas were exactly the same; only the

order of presentation was different. -

e ..An-exercise like this one helps students seethe need forpaying
o attention to the ways they put their ideas together. When-seeing it’
_visually; it is more difficult for them to say, “Well, that'y what I
meant,” than with print because the diffetence is more obvious.
i When putting their ideas'down in} print, they sometimes have a
w2 general visualizatién of what the verbalstatements représent. Twor
- or three verbal stafements may represent the same visual idea. Since
the sentences represent the same thing, the order of the statements
may become unimportant to the wiiter. However, when confronted
with the visual statements.themselves, there is less overlap of ide#l§
_and, consequently, the importance of the order becomes more
apparent. ’
**  QOnce students have discussed the role sequence plays in the
composing process, they should be asked to practice sequencing
ideas. As in other steps, | suggest beginning with visual activities and
then working toward verbal ones. \

., -y 7
Take a series of small pictures and have students put them

¥ + '« - into sequence. Tell the students that after they sequence them, -

Tenas wnms



the pictures should either tell a story or explain a process,
depending on the pictures used. In lawer grades begin with
pictures which-have an obvious relationship and work towards
ﬁictures that “are independent stftements in themselves and

ave little surface connection with each other. If the pictures are

too obviously related, However, there will be a tendency for the”

students to look for the“correct” way to sequence theideas. The
pictures should have some overall theme in common, butthere
should also be a wide variety of ways they can be ordered.

One of the majorm difficulties students<have with sequencing
pictures is verbalizing the connections betwe{n the pictures. Often
students tend to describe just the individual pictures rather than
.compose’ a continuous narration or exposition. When the students
are ready to discuss what they have manipulated, it is oftgn easier to

begin with having the students just tell what the pictures say. -

However, ¢hen be sure to ask what happened between the pictures.
The tgc?\er'should ultimately focus on the space between the
picturds nearly as much as on the pictures themselves.

Once students have had practice with manipulating and
verbalizing visual narrations and exposigignsyyou might wish to.
have them go through-the process fro e beginning. You can
do this by having them actually take the pictures and then
seq@ence’ the processed photographs. If your students do not
have-access tocameras, you could have them select and sequence
pictures from magazines.

After students-have sequenced and verbalized pictures, they
might go through several other sequencing activities #®signed to
demonstrate the practical necessity of sequencing. This will give
them prattice with the process as they complete .the composition.

Y Hah students draw a map of the way they would come to
school if they had to walk. You may want to have a map of the
area available to help them with this activity. In order to make it
even more interesting, have them insert pictures or drawings of
important places, such as the drug store on the corner at which

‘they haveto turnright. Once the map is completed, the studénts’

ould make up a language experiénce story or write a narration
uying the map as the overalt background. This kind of follow-up
tivity would be valuable in that it would also gives/tudents

A
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practice sequencing events both chronologically and/or spatially,
depending on the kinds of transitions they use. For example, if
they indicate the.events by “first, second, and third,” they
sequence chronologically. On the. other hand, if they use ~

transitions such as “farther down the street,” they sequence
spatially. Depending on the maturity of thestudents, it might be

" appropriate todiscuss these distinctions with them. Finally, have
tlge students develop a full comiposition, going through the

process of rough draft, sharing, revision, and submitting. -

-
]

Have the students make time-lines of their lives. Take white
. drawing papér (about 6” by 714‘?) and tape several together so it

_ can be folded several tinfes at six-inch intervals. The ‘result
. should look like abellows. The title of the time-line, such as“My
Life,” and a picture or sketch of the student go in the first box.
The second box could have a drawing or a picture representing
the stydent’s first year in this world (or in schobdl, dependingon
the-grade level); then the third, fourth, and so on until the spaces
are completed. If they wish, students could use pictures from
-magaziries to representethese different phases. They should
leave room in each box towrite something later or draw a picture
representing respective periods of life. Then have each student
compose an autobiography, completing the composing process.

- In upper grades not all of the students need the extra work on
sequencing.-Yet, a good number do require some remedial work in *
this*area. Since they probably have been-exposed to the difficulty
many times before, they should approach the problem’ from a
different perspective. Perhaps they havé to see the pr5§len"n for:
themselves rather-than have someohe else point it out to them.

For this activity the student willneed several st picturés, a
. tape recorder, and paper and pei. Have thé student sequence the
pictures so that they tell a story or explain a process and then
record the stoty on tape. The student should now write the
story. As the taped story is played back, -heve the student
compare it both with thewisual sequence and with the written
version. Any differences between the tape recording and the
written version should be mtarked. Throughout the plaz'back _
-session, have the student note differences among the différent
versions and decide on which are the better sequence ofideas.In

i

.

this way many students are ablg torecognize the problem them- -




/

. with both the image and the word.

elves and fxgure out| the better approaches without th
valuatlon y the teacher. They wdrk through the process™.
lisually, verbally, and i wrltmg, and then revnew what they
va done themselves, ‘ . \ )

ntnl now most of the instruction has concentraéd on the
skeletbn of the composition. The thoughts have been gathered, °
edited, categorized, placed under general themes, and sequenced to
convey the message to someone else. Now it is time to help ¢ students
embellish these ideas with appropriate description. -

< *,

" DESCRIPTION . N

In any mode of composition in any medium, the final task is that
of expanding and refining the skeleton to make it commumcate the
message as effectively as possible. For example, when makmg aprint

- of a photograph, the composer crops or edits out extranéous.™

- material, highlights other aspects, and, in some cases even adds detail

_through techniques such as superimposure. The filmmaker begins _

with a story line, visually, verbally, or both, and then changes it
continually in the development of the final composlhon In written -
composition, the primary unit of communication is words. Conse- ,.
quently, the teacher’s efforts might ultimately be directed toward
facilitating the students’ use of words to describe thoughts or
impressions. .

An essential part of this act, however, is the realization of the
rel\tlonshlp between the words and that which they stand for, the
image they represent. Too often teachers focus onlyon the words, as

though'they were eentities in themselves. In doing so, the fact that .

words are representations of images, either pictures or processes, is
overlooked. In order to help students see the (ungtlon of words and

) ,the relationship between words and the concepts they represent, the
! focus of instruction shguld be on illustrating this relationship, rather

than on learning words in isolation. The student should work back

. and forth from the concept or image to the words:. The aim,
* ' therefore, is to help the students describe the thoughts, emotions, or \

images they envision. To achieve this aim the student has tp work
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. Actwmes such as'the follong are dgsigned to he,lp studeats
explore the relationship-betwéen words and'i images and, especxal‘ly/

——tvfacﬂmtetherr usrofwordstoeﬁxlam their rmgjnfngs Aswith
- _ other steps in the process, the activities are srequenced to'allow for

-

* - discussion of the composing act, through a seneﬁ,,of actjvities of
increasing . dlfflcuh’y and frnally ppl‘y the prmcxﬁes valved to
. written composmon . o

Show a slide ofga person or action on the screen and-ask
- students to call out words or phrases, not sentences, which they |
feel describe it. As they call out these wqxdé"yhst themon the
i chalkgboard or on the overhead projector. % u may have to -
N prompt them with questions s such as, What kinf look is that? What
" do you think this persongs like? Once the’ studeﬁfs have finished
calling out words, m
and the slide by askmg questlons such as, In what way is he cute?
. - Atthe same time tmatq expand their vocabulary 1‘}relat|on tothe
« slide by asking fo then words that rmght d¢cribe the slide -
better, asking questions such as, Can you. think of unother word for
~éute? You may want to use a thesaurus or dlctlonary for this. The
attempt is noOt to arrive at the” correct” description, but rather to .
explore the maiy words one can use to degcribe the image. You
“should use more thaf one slide as some will be more motivating
thgn others. .Alsp, the more they practiee with it, the more
{ able agld productive the exerglse ) :

The previous activity . stresses the group, scussnon of the
relatioriship. between words and images. This Rirld of discussion s -
necessary to help students  Jearn from each other and to explore the
process in a nohthreafemng way. Durmg these discussions the class
tone should be one of sharing ideas rather than, seeing what you
know.” The following activity is meant for more mdwxdual work and
may be used as an “in passmg activity,” one WhlGh students cando
when they have some free time and would h‘ke&b try. Since the valué
of such an activity comes from discussion al:xi"ut6 the words and --
pictures, it §s probably best if the students w0rk in palrs or small

groups . ;F’ 3 B @

i

" Use a flannel board or magnetic p er (s€¥ Appenﬁlx to
’ mqke a descriptiop ¢hart. On“the left side of the chart place
descriptive pictures (e'g., pretty girl, messy room, athlete, et.).
On the other side of the chart, or in a box underneath, pla ace

T . -
[ 4 4
N »

. H

. PN

.o 7Y I . .

the relationship bgtweén the words, < .
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-y sevedgf-descnptlve words that can be attached to the chart Have & -
.. the students work in pairs or small groups to select dppropriate
words for the pictures and place these words next tothespecific:
pictures. By using the flannel @pard or magnetic paper, the
R pictures can be changed ently and the vdcaburarr list " - .
f . increased steadily.

\

R effo;t to ddscribe amimage td someone élse. * @

PO For this activity you-will need three similar hut shghtly .
g dlfferent slides, a slide prp;ector, and a screen. Have one student
stand with back tg the sczeen’ while the rest of the class views .
- one of thé three s&sfand ries to describe the slide as accurately &
as possible. It is important that no one except you has seen the
" other two slides. After, tige class has described the slide on the .
screen to the student, turn the projector off and have the
student turn around. Now mix this slide in With the’other two. -
- . Ask the student whose back was furned to select the slide which
"~ theclassdescribed fram thethre? slides as.you show them on the
screen. If he or she is unable to pick it out, discussthow the class -
mlght have described the picture more accurately and repeat the, »
‘ exercise with three more slides. You could extend this actwnty C g o
* by having students bring in pictures and lead the activity )
themselves S 4 S

- With these'_activities the'teacher notonly he)l'ps students«develop - >
. their description skills, but also provides opportunities to increase
powers of perception and develop abilities to select relevagt details
from images. The mext type of activity involves having the students .
describe a mose abstract image o an audienhce. .

. Have one student leave the room. While gone, have another .

- -student draw “an object bn the chalk board or on the overhead

projector. Have the student return to the room but,not look at -
- «the'object drawn. The returning student should sit at 'adesk with x

. - back to the object and be prepared to draw the object on a piece of
. paper. Now, Lave the class describe the object.to the student, .
* - whowill replicate it while the classds explainingiit. Comparethls , ':

drawing with the original. Jf “there are major discrepanciés

- * between the two drawings, dlscuss how the class mlght have : ) ’
) helped with their descrlptlons Repg.at thls exercise several

. ‘ ~ - .
. . T . ¥
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times, perhaps with increasingly complica‘ed objects.-You m'ight
also vary it by having the returning student draw the object on
“the board with the class describing the process of creating the
okfect rather than the outline.

* Thus far in this step, we have had studénts work with iqdividuaL
words and with putting wals in context to describe images. Now*
the students should translate the visual and the verbal to print.

Have the students select’a picture and write a description of
that pictare. Place all the pictures in a pile and have the students
. trade compositiong. Now, have the class try to match the
‘7 _ appropriate pictures with the compositions. Once the matching
is completed, either by those’ with the compositions if the
description was effecttve or by the original writer if it was not,
have the-students work in pairs to:discuss how the written. -
composition might be. altered to more accurately or vividly
describe the picture. o L
As a follow-up exercisetathe descriptionof the object, have
each student draw an object and then describe it in writing on a
separate piece of paper. Put all the drawings in a pile (unnamed,
of course) and have the students grade compositions. Now have

the class match compositions and drawings. After the match-

ings, have students work in pairs to discuss how the composi-
_tions might be-altered to more accuratZ% describe the object.

This activity can be slightly changed to helpwith describing
a process by having the students first draw the object and then
explain in writing how someone else could drawthesameé object.
Now have the students trade compositions and attempt to

- follow the directions and draw the object. Once the drawings are

’ completed, have the students compare their drawings with the

. originals and discuss any discrepancies with the original com-
peser. ' . ]

The sequence of activities degcribedd in this chapter is ‘not
unilateral. One gpes not go sthight through these steps without
‘detours or reggéssions. In composing, one operates at many different
levels or stages simultaneously and interchangeably. The activities
have beerr presented sequentially here to help the student realize
that there is a composing process and to help put the writing actinto
“perspective. Too often the student sees the process’as a series of

-
-
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isolated exercises leading to a final grade. Consequently, the student _
should be asked periodically to write a complete composition,
demonstrating that one skill does build on another in the effort to
convey ideas and feelings to others. :

An addition,.students come to
experiences and abilities, and
* already been internalized } ome. However, it will not intellectually
harm even these*students to review the compopent steps, especially
if the teacher gears the spekific activity to their experiential 4nd

e class with a wide variety of

academic-backgrounds. On the other hand, it might senouX affect #

students' who have not internalized the process if it is taken for
granted that-they do understand it when, indeed, they do not.
One alternative to this problem of teaching concepts undérstood
by some But not by other? has beento separate the students into
groups. This can be deme, but I would suggest that the teacher do this
within the class itself and only forthe small group or individudlwork.
One of the main, objectives of the full classydiscussions is to have
students of different experiential and academic backgrounds share
their ideas with each other. If they are-$eparated, not only does the
class miss this sharing, but the system also impose&quality labels on
the groups and the activities. In effect, it says that the hgst students

work with print while the poor students work with visuals. This is -

wrong. The main goal of/all'of the dctivities in thig text is to
demonstrate that the composing process applies to many different
media and that understandmg the:preeesg in one medium is just as
valuable as understanding it in another. The 2 steps }:lez’n'hvﬁnated in
wntten composition only because this is necessafy for academic
success since print is the major medium of communlcation in schools.
" The next’two chapters examine two common areas of composi-
tion: 'narration and exposition. Although many of the activities in
those chapters are similar tosome in-this chapter, they are geared for
more specific objectives. While. the aim of this ‘shapter is to help
_stude?\ts explore the entire composing process, the following: chap-
ters help students compose, for specnf:c purposes in speuflc modes.

f‘

<

any of the steps described have .
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) »  €&s Por some reason many' students are confused by the ternt
»narration.” My brother-in-law, for example, was given an assign-
¢ - ment in his college composition course to'write a narration. Before he
- % couldeven begif, he had to figure out what was meant by narration.
o * His confusioh is not uniqye. I believe it stems fromapreviousteacher® °
‘ ‘ making the process more complicated than it is. Teachers sometimes
do this by placing too mugh emphasis on the terms and on elaborate
definitions of these terms. The emphasis in these situationsis onthe
- term rather than on the process. On.the other hand, the same
confusion tan result when there i no distincfion made between
- ’ . diff;{ent kinds of writing. Teachers, therefore, should indicate that
there are different kinds bf writing, such as narration and exposition, ' i
but they should avoid building a mystique around the terms, making -
/ them more esoteric and complicated than they really are. - .
Basically, a narration is a story and theaim of narrative writing is
to tell a story. As in any domposing process, the composer has to

LT 'S

. -
. * move through several steps in order to relate the story. While mafy .
. i students go through these stepsintuitively, some do noj even know -
’ where to begin. Since the initial steps, such as pércéption and
C xbraginsstorminag, have been dealt with previously, I will not dwell at §
- length on specific ‘activities fo® them but rather suggest*thit you

_review these sections with your students before beginning narra-

1 T . e .
\ . 11ve» composition. ’
[ad - hd ) N . ?
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"In writing a narrative it is espec1ally important throughout-the
.4 Process to be ‘aware of sensory perceptions and one’s emotional .
reactions to these perceptions. Consequently, you should probably
have your students go through some of these exercises agaj
* . expanding their percgptions and exploring their feelings and
memories about those perceptions. You might, for é&xample, have fthe
students do the “smellies” activity, but this time concentrategpn the
stary behind the memory of the smell and the feelmgs it brings to
mind. Thegoal is to stithulate the.imagination, to recallan emotional
state and the events surrounding that state.
From heré you can concentrate on narration — the act of

" on the process involved i in achieving the final product rather thanon
: the product itself. By workmg with the process rather than’just the
product, we can again use a variety of medla throughout the

exploratlon .

Although many I?achers use visuals when teaching narration,
they-do so only in a limited way. A teagheroften uses visuals during

" the instruction of narrative composition only to.stimulate writing.
" This very limited use overlooks the fact that pictures can also be
composed to tell a story. If fhe teacher realizes that vnsuals, like
words, can be composed into a narration, it seems logical that thlS'
medium can also be used to explore the process mvolved in
composing 4 naryation. For example, the teacher can use pactures to
discuss plot elopment just as validly gs words since narrations in
both media contain a beginningy, middle, and end. In short I am
suggesting that the teacher make a far more extensivequse of the
_ visual medium tohelp students learn how to compose astory. Instead

o

should also use visuals to actually teach the elements o®he story.

- concentrates on a visual a’ppx?‘s to examining the composing
process, I am well aware that there are many other approaches te
teaching composition. No single avenue or approach is complete in

+ itself for all students thg,bgver avenuea rﬁ%l‘:r chooses, itshould
, be supplemen\ted by others where appropriate. For example, ‘when
examining narrative techniques, such as character, it would also be

w
pmt

~

storytelling. As-ih the previous chapter, the focus in this'one will be |

of using pictures just to motivate writing the story,gthe teacher’

At this point, however, I should note that althcugh this téxt.

.
. -
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an excellent idea to read passaggs from literature to demonstrate
~ how professional writer&o it. I might add a_word of caution,
however. When exemplifying ‘processes with illustrations from
. literature, the teacher may run the risk of discouraging some
students who have very little confidence in their &bilities when
c0nfronted.with' prir{t. ‘When ilftistrating processes; the teacher
shotld be §ure that examples are provided, not'standards or norms =
bx which the stydents should judge their qwn efforts. Thetask, then,
is to bring as many examples of the narrative process together as
possible s that each student will be able to understand atleastone. It
is important tqQ .;em“e}‘ﬁ\bét»that each student has a unique way of
] learning. Although there may 'be considerable overlap among some
_ " of the learning thodes, no single method will be appropriate for allof
the'students all of the time. «
-, This chapter explores the narrative process, beginning with
© ‘seeing relationships among seemingly unrelated ideas; establishes a -
basic outline for the narration; and then builds upon that o;:ir;e,/ .
« expanding the'base statements to relate thestory in detail. Alt
." ot every aspect of narration is cqvered, the more eSsentﬁ#ﬁrative

v

" elements, are discussed: plot, -characterization, dialogue, and

.figura'tive language. At the end of the chapter, somé additional

4 exercises are included, to stimulate narrative writingzand to allow
. ‘students to work on various component. skills individually:

Seeing Relationships. In the film Why Man Creates, the speaker states

', that an essential part of thewseative process is looking 3t one thing

and seeing another.” In‘order to do this one has to be able tolet the
mind wafider 4o explore possible relationships among a continual .
bombardment of ‘different perceptions. Although this concept was
disctissed in the preceding chapter,] feel itis important enoughtofé- |
introduce here. Storytelling is more'than just recounting a series of '
events. It is oftert creating a relationship between events or ideas
where none previously existed. This is not a skill thaf comes
Qaturally. It has to be developed and practiced. - N
[

W
'

¢ v

Take any two large still pictures. Ask the class to describe
what is happening in each picture. Thiz" may also include a
. description’of each pieture. Now ask the students to make upa
story using both pictures. This story should be composed bythe

~ -
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entire class verbilly. The aim is'just to give them practice in
_relating the two pictures. If they have-difficulty drawing the
relationship, you might have to go back to the descriptions of the’
specific elements and help them drawthe connections. Repeat
this activity with other pairs of pictures. A good follow-up to this

would be to.take one-picture and have the class

. .

make up a story
about something not in the picture. :

The ‘attempt hére is to help the students first percgjve con-
nections and then verbalize what they perceive. To do this, the class
atmdspheréshoutd be one of free exploration. Often, the wilder the
relationship, the more effective the motivatioff’ If the clas¢ has

diffieulty making up a full story, concentrate on one event, exploring

the potential avenues it may take. After the class has begun to draw
connections betweeén two pictures, you are ready to move on'to a
slightly more involved activity. B

Display’.a large 'number of unrelated photographs or -

pictures around the room or on the floor. Aslesome students’
(preferably volunteers) to select picturessfrom the display. Each
student should select one picture tc tell a story about. Then ask
the students to starithn the front of the room and tell a single
story as a group, each using his or her own picture as the point of .
focus but following the story line from the preceding picture. In
short, they will be telling one story with each picture providing
some input to the total plot, But tell them not to finish the story.
Before the story begins, tell the class that at the end of the

group’s story one additional person will be selected from the -

audience to choose one more pictiire to conclude the story.

If the story fails, discuss teasons why it failed. Failure
usually occurs because: the storytellers did not establish a
setting, or initiate aconflict or because each storyteller merely
described his or her own picture and did not relate it to the
preceding one. After discussiop, ask fof other volynteers to go

througl the same procedure.

This activity actually accomplishes several goals at pnce. First, it
helps set an informal tone in the classroom as all the students are free ~
" to say what they wish about their picture since there is no “correct” .

[T . N .
story. Once the ‘initial self-consciousness of the students is over-
come, the activity provides a source of pleasurable sharing and
exylorationiﬁecond, thisactivity helps the studenhts see and verbalize-

.
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relationships into-a story context “Not only does this promote quick .
g thinking and impromptu speaking; but it also develops other skills, = -
sgh as Kstening for relevant details as well a5 main fdeas’ and use of .
transitiohs to draw the connections between the preceding picture

and the student’s. Although these activities involve development of .

« . any -skills and conceéty;, the main objectives are to enable the -
. . ‘. g?:‘:ients to see re'latignships and, especiglly, to promote a class ]
atmosphere of ewploratior and sharing of ideas.  ~ .
/o ' . . ‘ PEEE -~ . )
r - -Framework | .. * B )
. ™ Before discussing the various techniqyes arid elements of nar-
: ration, it is important that thestudents see the general framework of, .

a narrative. This is recessary if they aresto understand where all.of
the smaller components, such as setting, fit. The following activities

" demonstrate two methods of approaéﬁh&g narratives. The first ~ .
Eoﬁcéntratgs-on a single event and views it-chronologically.

Show the class 1 slide of some action (e.g., a fight). Ask the
. students to jot down words or phrases (not sentences) that
- reflect their thoughts about what rhight have happened ten
* . minutes previous to this picture.. Give them about five minutes®
' to do this, then ask them to leave some space and draw a line o
separate this list from the next., Then ask the students to jot
down words or phrases that reflect their thoughts about what is
. . happening in the picture now. Again, give them about five ..
minutes and ask them todraw anpther line. Then ask the class to
jot down words or phrises tiat reflect their thoughts about
what might happen ted minutes after the picture was taken’
Give them five minttessto do this, then an additional two or
three minutes to add to the other lists. Once the students have
had time to complete their lists, ask them to share what they
have in each section with thealass. After the sharing, discuss the
procedure used to organize thoughts about the picture. That is,
discuss this procedure as apefsible way tb approach a narrative
topic chronologically.

')
I

In the f{,st activity the student was asked to lobk at one eventin

' terms of what happened before, during, and after. In the following
' activity the student is asked to look at three general'story elements
and describe various events in the short stofy bringing these

*
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elements into focus. Although the sequencing of the events may be
chronological,'the emphasﬁ;ls not on time,.but rather on the.story
elemerits. While ther&are any terms that can be used to describe
theplot structureof a story, t the concept can be simply seen as events
that take place as the main character attempts to overcome various
obstacles in efforts to’ achieve some goal. While this oversimplification
of plot structure may not be adequate for a fully developed narration,

,lt does provnde an adequate easnly understood skeleton £&Euture
exercises. ' .
~ . . ¢ C‘ ! B

- On one page illustrate the main character, the goal,-and the
major obstacle to be overcome. Make a slide of this illustration.
Now make slides of illustrations of the events that take place as
*the main character strives to achieve this goal. Show the first
slide to the class.and briefly discuss the role of each of the
elements in the story. (For example, “In a short story there is
N usually a main character who is trying to achieve a certain goal.
However, this goa} is difficult to reach because of some obstacle
_in the way: The story revolves around the events that occur
while-the maih character struggles to sirpass the obstacles and
-~ win thegoal.”) After this brief introduction, show the slides

reyresenting' the events, discussing ‘each event with thé class.

. Now have each student draw or.locate pictures to represent the

three elements for their own story (charactér, goal, and
. obstacle). Once they have likmtrated}(hese elements, have them
. discuss the story with friends. Aftef the dlscTi‘ssmn have each
student list from seven to ten eyents in the main character’s
- attempts to overcome the obstacle and achieve the goal. This will

- givefeéach student a simple plot to use for future development,
V)

" The aim of these typesof exercisesis tohave the student explore

two approaches to composing a narration: The first actiuity involves

looking ata single event and .describing per.s'pnal reactions togit
_chronologically: In the secondxactivity the .student looks at three
“simple elements of the story apd describes the events that tie these

elements together. Both activities provnde a framework and general
understanding of narration so that the” student will have some
context into which ‘some of the more specific aspects of narrative
composmg can fit. These activities also give_ the student a way to
approach a narrative topic.

t
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Sequencg e
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..~ Asin any,@wﬁé‘cgmposer'has the basicidea fora
story, the fext task is that of putting the ideas in order. For some
- students this is difficult These students often realize what they
meant to say after someone has pointed out the confusion caused by
the poor sequencing, but they seem unable to put the events in the
‘ order they want when’they initially write the story. The following
. exercises are designed to lead these students through. the -entire . -

- sequencing process, moving from the sequencing of visuals, through

\ verbalizing®this sequence, and culminating in a writing agtivity.. ..
Although sequencing exercises are found in the preceding chapter,

‘ these exercises concentrate on sequernicing events and are, therefore,
especially appropriate for narrative writing. The first exercise
imvolves working with a nonverbal story with'an obvious order. The
aim is to make the studentaware of the contept of sequencing events

by concentrating on that-step in the procés-:-z wit}P/ut wc‘)rrying about

any other factors at the same time.

- :
- Make an overhead transparency of a carteon ‘strip,
! preferably nonverbal. Cut up tﬁis transparency so that each
block of the strip is isolated from the rest. You may wish to use
acetate pens to color the strip to fprovide interest but'it is
o unnecessary for the learning of the skill. Randomly place the
strip on an overhead-projector and ask the class what the correot
order, should be. As they call out suggestions, move the ‘-
. . individual blocks around until the order theydictate is shown on
the screen. Now have the class tell the story. This activity could
- e be supplemented by having individual students find or draw
\&‘ ‘ their own cartoons; transfer them to acetate; cut them up; and

. have other students sequence them and relate the story.

- -

Initially, activities should involve class discussions of the con-
cept. After the discussion the students should be encouraged to
* supplement ‘their*work through small group. or individual efforts
‘ with similar activities.- This gives students an opportunit;LtcLshaLe_;;:A—é
ideas before working alene. . . T '
Another difficulty encountered by many students when work- "

ing with visuals is that of transferring the concept from one medium
to another. In the first sequencing activity, the students worked with
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visual{'and then transferred that sequence to a verbal medium as . v,
they told the sequence. The-next type of exercise supplements this in
that specific attention is paid to this process of translating a visual
. sequence to a verbal one and finally to a print sequence.; g ,

-

+ . Using a narrative filmstfip without captions, such as those
accompanied by a record or tape, have the sgpdents tell the story
- as they watchvthe visual translation on the screen. After they.
. have had an opportunity to tell the story as a class, have them
' work in small groups or individually and write captions for each
of the frames. You might have to demonstraté the writing of ,
captions with the first few frames of the strip and then have the '
class supply captions for the remaining ones. '

Both of these activities involve working with a story that has
already been determined by someone else. The goals of the activities
. are twofold. First, the students shoy,ld realize that gne of the stepsin -
_composing a narratign is the séquencing of events. Second, the
students should begin to see the relationship between visual, verbal, *
and print sequences — each bejng a translation of the preceding one. »
* Following this the students should initiate the events themselves,
visualize them, and then verbalize them to other students. In short,
" they should apply the narrative process as they have worked with it v
so far and then write a story, going through the various steps in the
.. . composing process. . . :

Have students collaborate on a story and drawsor cut out
: pictures to illustrate it. They should mount these pictures so
that they could be placed on a flannel or magnefic board (sée -
. Appendix), Give the students time to (a) make up the story =~ =
- together, jotting down the sequence of events; (b) discuss.the
pictures that should go along with the story; and {c) rehearse the
! presentation. The story should not be very complicated. It
" should have one basic setting and few characters. After the
students have finished their ﬁrﬂeparation, have them present the
- story to the class. One student reads the story while the other
* “manipulates the characters. If you do not have the materials-for a .
- flannel or magnetic board available or you feel yoys students :
[ + would resent doing this actiffity, you could have them present
- the story-as a series of still pictures instead of actually
maneuvering the figures. The important part of thig activity is
that students work together to create and sequence a story and

[}
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s then present a v,is'ual-ve.rbal presentation of the events to the
class. ' o

the class. However, there may be some students who will need
reinforcerrier_\t of this &ill periodically. Consequently, it might be a
;_ood idea to have some activity which would. allow sfudents .to
Yeview sequencing on their own whenever they or the teacher feels it

is necessary.
. P .

center where the student who needs extra work on a skill can

. ind an activity to help. Place several pictures randgmly in‘a box
’ atthe interést center. Each picfure should have a hole punched in
| the top. Also at the interest'center place a board with 10 to 15

ooks and a tape recorder with tape (cassette would be the
easiest). Whenever reinforcement on sequencing is neegi‘ed, the

. student should select pictures from the box and place them on

the hooks on the board. Then the student should verbalize the

story into the tape recorder. The pictures and the tape should be

. : left intact until someorie else, such as the teacher or another
< student, has listened to the story. A'variation of this would be to

’ have the student write the events of the story after recording
- them and then compare the sequenceGf events as, stated
- -visually, verbally;and in writing.”

~—

. . Algh'ough‘no single method of ordering events fits all narrative
* - sjtuations, all narrations have a beginning, middle, and'end. One way

‘to introduce a general discussidn on these’parts of a narration is to
y discuss them in relation to a television dramg, such ag”The FBI” or
the old “Perry Maspn.” The action which takes plage just prior to the
first commercial is the beginning. What functions are served-by the
. beginning7First, it strives to convince the audience tossit through the
first commercia!l and stay with the program. In sl'gt, its major

$ ’
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An activity like this should ‘help review narrative sequence for ‘

Set aside a sectdon-of the classroom to establish an interest

Activities like those presented in this section should enable the
i studet to construct the basic framework for a narration. Once able
to do- this, the student should be ready to develop the various
Vs components of the narration: the beginning, middle; and end.
S ‘ . v
¢ - o
- Beginning, Middle and End. "




purpose is to interest its audience. Second, it introdaces the major
elements of thevnarrative, such as théﬁnqin characters, the setting,
and the situation or conflict. Third, i provides background for the
rest of the story When a student composes a narratgon, the
beginning should accomplish the same ends. . .

_ Beginnifig. One consideration in beginning the narration.is !

. movement. How is the composey going to bring the major events inta
focus? The specific characters and their plight can be introduced
immediately apd then related to the warld around them. Or the
compose can‘&gm wjth the overall environment and zero in g# the \$'
individuals with whom the story is concerned. Should the story go
from spefific to general or from general to specific? Neither direction
is alwaysfcorrect for every situation. The aim of the activities suchas A’
the one that follows should be to discuss the effect.of movement on

. the audience and under what cu’cumstances one direction is more

.
->

. appropnate than the cther. ¥ T
X
* Show several slldes whith demonstrate movement, in a '~
specific direction (e.g., a picture of a crowded beach, a family on ) ’
that beach, twbd boys playing, and one of the two boys). Show -7

".them in  one order and then the reverse. Ask the class which . . %
“direcgion is, more effective. There will probably be some .
"disagreement. Do-not try to arrive at the correct order, but
rather diScuss why one group prefers one direction and the rest
the other. Try to gear the discussion toward the purpose of the
authqr, such as télling one boy’s story or telling a story about the
whole family, with the boy as a point of focus. A good follow-up’ )
4p this discussion would be to have the students find, draw, or .

® creat .
During the discussions of these concepts, it isimportant that the ’
teacher remember that although one direction may pe preferred over

another, there is-no “right” answer. The directi depends on the

effect the author is trying to creatg on the audience. The composer

may, for example, be trying to surprise the audience by beginning

with a very specific, private scene and then suddenly reveal that it is ,
taking place in the middle of a crowd. The goal is to have the studént -

g - . _
. A e
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P consider the alternatives and then make a choice rather than select =~ .
' ) ane direction because he or she is unaware another exists. -

While the movement dr directionsof events in the beginning
brings the audience’s-attention to fodus on the story, the setting
accomplishes the second objective of the beginning by giving the B
audience the necebsary batkground. Activities like the following .
should be arranged to introduce students to this concept through
. ” « various learning stages: visua) toverbal to print. The goal,of eachiis to

help the student realize the role setting_plays in a narrative and to

give practice establishing a setting. -

Make a large poster depicting a scehe and display it in easy
- reach of the students. Gather a large number of small pictyres '
(abou\ﬁ),):and place them randemly in a pite on‘a table nedrthe v
ster. Mave students select pictures they feel belong in the . e
poster scefje. Have-them put fhese pictures o ‘the poster with—
- - paper clips, tacks, or-tape. Ask why these- pictures were
appropriate for this scene. LT " @

a

A variation ‘f this activity would be to have two faoqters, »
each representing a diffefent scene, andthen follow the same.
procedure. This would give the students a thoice and your

. . question might be why some pictures were more appropriate for
I scene A than scene B. In ®ither case the discussion sRould
~ revolve around the relationship between the small pictures and. -

~the scene. o o -

Adtivities like the preceding should focus on physical sgtting and " -
the kinds of activitiés or people that belong with that enviranment.
.Once the students have discussed the physical setting, it would be
_ valuable to extend that discussion to include tyxe or gvood fosteret®
by that setting. y -
’ ‘ Using a $lide or large picture of a physical setting, suckfasa
- . »- dark street, conduct a discussion an how the studentswould feel ,
‘ _if they were placed there. Expand that discussion to inclade what ¢
. ‘events they thinkalight Sake place. As follow to this
discussion, students dould dray, locate, ot take pi¥furegebhich -
- ’ " they feel convey a definite tone; They could discuss this tone N
' ' with.other students in small groups. -

B

L ] - .

.,  Afterthe students Have discussed the idea of setting and th¢ role ~
. it plays %henarr?%ve, it is tixfte for ¢hem to translate their yisual
. PYARN ‘ ) ’
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. and verbal ideas into print. For many this is easy, but for som I
transmon has to be very obvious. _ - - . , ' ‘

.

»

I ) B A

v Show aslideof a settmg to the entire class. As the sfdenits-

. - examine the scene, have -them call out. wards or phrases they:
would use to describe it. Write their- comments on the chalk’
board or on an overhead transparency. Once they have finished

-, calling out words or phrases; focus their attention on thelistand

' * havethem choose thase which tiey feel are most appropriate for

. this slide. Yot could place#a limit on the number OF phrases
allowed m the final list, foréifig them to be- selective: If .
appropriate to this class, have them explain their choices. This

. activity could be enhanced by-letting the students use dic- ~

woild be to have studeptyw
. ‘plciure and list modjfying

in small grotps to select a

' ‘ tionaries or thesauruses. One way to follow up this discussion - . '

s or phrases for’its

Activities hke this help the student translate verbal 1deas,d1rec y
info.specifie words. Those like the following one are desngned to
the studgat work with entire sentences and paragraphs$. Th at
' this stag®™s.to show the student how {g expand descriptions he'
'setting. At this pomt in the. instrudMofi” of composition, sonve .
teachers feel it is ne¢essary, to take time out to discuss parts of speech,
espec% ad)ectwes,.adverbs, or modifiéfs. However, this is ineffec- ~
tive for many students, especially for those wheaasd the knowledge
most. Usually these students have been exposed to parts,of speegh”’
for several years and atill do not, understand-the terms and will
iprobab!yf.be equally,fi’ustrated/‘if con’ﬁ’onted with them again, In
“Rdditien; this'kind of activity‘takes time away frem the real job of --

. using printed wgtds to specify thoughts. It is the use of words that s

* important; not’theé labels one mlght hang on that particular use. In .
order ta focus attentlon on “the use itself, the teacher s‘i\ould work

directly with how a composer can use rﬁ ifiers to clanfy and spacnfy
2

ideas. ~
‘v} ‘ Show a shde of a setting to the entire class and ask studq\ts '

-

eithef to write or,dictate a description of tMit setting. Once you

"+ Kave the descnptlye agraph, delete some ‘of the modifiers

or leaye spaces w é*)dlflers might be inserted. Put this
‘paragragh on an overhead transparency and ask each stqdent to

! - writg on a plece of paper words for the blark quges After

» » & ® - g,
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‘ %s skill Activities like the fellowing one are meant ta be made -

. ;‘. | Bulk of the'gfory. On most one-hour

hl ’ !
A . - -5

" students have had anopﬁortu;ity to do this, ask them tocall out

.the words they wrote, blank by blank, and list them in'the

appropriate spa%on the ‘transparency. Discuss the various ~ "\
h

words in terts offlarifying the description’and making it more

- specific. After thd discussion, show another slide and ask the
students to write descriptive paragraphs of it, paying particular
attention to words suich as those used in the class discussion.
When you fead these paragraphs, indicate places (blanks) wherg .
the students could have'jn_serte‘d' ye words to clarify the ° .

)/ _ setting. ° , - .

As with sequencing, some students will need reinforcemegt on

C “available to the stulents throughout their work on beginning a

w ‘ * wnaYrative. This gives them an opportunity to'experimenf With the

. id?s on their own, without any obligation or pressure.

* ' Using a flanngl, magnietic, ‘or bulletip board create a scene

. for the begirining of a story. On the board place a few pictures .

.., that deicribe a little of the setting (e.g., Fictures of an office o
« builling). Neir the d place a-box of pictures or several

" magazines which nts cécut up, materials for hanging

rictures on the'board, ir ’

a tape recorder and tape. At th e
eisure the stydents sh#lild go to the area (perhaps an intere
center). and find more pictures to hang on the setting. As'they
hang more,pictures, they could record the description_of their *
‘pictute in relation tothe entire setting. It wolld probably bebest -
ipf\fhey listened to'the previous repegding and began wKeredthe -
. other M off. When the pictire is comiplete, play back the tape to
see how the setting has dgveloped This board could pe kept’
*+.  activé throyghout the dis€ussions of narrationrbuildip§ toward! » " -
;o a complete story’ whi¢h would eventuglly be visualjfed on the " - ./
poard and_secogled on tage. e T o7 .
bo uovﬁ \f\aie. ' o ‘.".a' I
Middle. Durling the middle of anafration thé cdmposer‘buil&\ef{ .
{ri‘s'iqn,prg‘ami;lie middle -

uring this time ”

.
-

.
H

»

x-  occurs between the first and fourth cdmmercials

,- the Rero hras several:fights with the vi ain, gets i;\volvgd withthe ‘. °%,
girl, makes.a few statements ak:oufiif‘ein general, and seems doomed P
.- to failure. The same format applies to'many other narrations as well. t e

. In'this section it is important that the composer provide the audience' .
with enough informatidn sothey can follow the sequence of events. 3 °

B
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T(gelﬁ studerits with this step, the teacher could review some of the
sequencing exercises, if necessary, and discuss various ways the
events could be ordered. During these exercises; however, it is
important to concentrate on the~conn'ec_tions between events.

* Have a smallg¥up of students sequence approximately fi%l

slides into a story. Show the slides on the screengrelating the

. story as each slide appears. After the students hgv&nished the

- story, go back over® the story and concentrate oh the space

between the slides. List the transitions on the chalk board and

: discuss alternatives with the class. Depending oh the class, you

may wish to discuss the type of connection specific transitions

make (e.g., “since” assumes a caugal relationship between the
events). . - <

In addition *to placing the evenf§ in order, the middle of a

narration also explains or interprets jme events for the audience. As

* in the beginning, carefyl selection oﬁzgrds is necessary to ensure the
audience’s understanding of what is going on in the story.

~ Using a cartoon or an action picture as a motivator, create a

. language experience story with tfe class. As the class tells the
story reviflying around the cartgbn or picture, write it down on
the chalk board, newsprint, erfon an overhead transparency.
*  After the story is finished, read it over with the class. Now takea
_passage which illustrates an impo¥tant event in thdniddle of th#

story rewrite it, leaving blan here you feel the story

.. could be more descriptive or accurate) For example, the word

- “tripped” illustrates action better than “went” in the phrase

’ . ”went into the room. Put this second transparengygon the
overhead and ask the students to fill in the blanks. &ey call

out words, list them in the blanks and then discuss which words -

& are fost appropriate and why. Fill in all the blanks and reread

*~__*. with the class. As in'an earlier exefcise, ask the students to write

“" "™ _their own description of an event and go over it, concentrating

“on the words used or that could be used to clarify what is

» . 'happening. Béfore they write this paragraph, however, it might

be a good idea to review the types of words that portray action by

listing them on the board as they are given by the class and
expan\d by you.

'« [End. Theend of a narraljon brings the events to a conclusion. In
the television program this usually occurs’just prior to and following

) . 45
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the fourth commercial."lust before the fourth commercial the fero ‘
_ odefeats the adversary in a climactic event, bringing the main conflict
toa close. But a few loose ends still hang and comments have to be
s ‘made about the overall significance of the story. These questions are _
SH ) mesolved just after the fourth commercjal when‘the herotomes back
, to answer all the questions abaut the solution of the crime.and to tell
the audience that the villain never had a chance because criminal life
) is wrong. The endings of mos® narrations accomplish the same
.- .. results. They bring the events to a conclusion, méke a statement
" about the insights to be gained by the story, apd leave the audience
. with most of its questions answered. The first effortin exerciges like
the following one is to have the students realize the importance of®
the ending to a narration and the functions it serves. . .

Make an overhead transparency of a cartoon and cut out the
final frame. Show the cartoon to the entire class and have them
“tell the story. Hopefully, they will gét to the end and realize that

something is missing.'Instead of immediately askingghem to
.- ", supply the missing evemts, ask them what additional ffarma-
. tion they want (such as a conclusion, a skatement, etc.). Aftera

‘ . brief discussion, ask the class to makgup'an ending. Onte they °
-~ do this, the activity is complete, but oft¥n they want to compare.
their enfing:with the original, so you might want to shqw the
. final frame. If you do show the final frame, however, do not
".indicate that it is th¥"torrect” conclusion, but rather just one
" ending. The same activity can be done with a narrative l!ilm_strip
+or a short movi€of 2stoTy by showing all but thelast few.frames

4 " orseconds i 3e ;ng the class tg provide an ending.

All of these,q;ﬁvities'ghould b‘e-followed by having the students .
write endings té other cartoens, filmstrips, or films. After they haye
;writtg endings, they shotd share them with other students in small.
, grodps. If the dlass s matur?’\qugg% the teacher could have the
.. students.evaluate th&en&in‘gs. The critdria for judging should not be
) mechanical®0rrectness, but whether of not gte functions of an,
T endhﬁg are fﬁl\filfe'd, such as giving a'concluding event or answering .
. , ‘questipn’s raised earlier in‘tife stogy, %, EEN
T At this pointit would be wofthwhile to review the entire process
.- . todetg, Hawing begun with specificinitial skills, worked tthugh the
‘d_e\ielogn'xent of a framework for a narrative, and then examined each
A . .




of the narratives, the composer should put it all together again béfore
looking at some specific elements of narration. A review activity such
as the following one is important so the students c®ntinually realize

w the examination of the parts fits in with the whofeprocess. They

been and where they are going:

Indicate to the class that this discussion will review all that

has been covered so far in composing a narration. Take any two

pictures which may provide a basic conflict for a story. Display
them in*front of the class and then lead the group through the
comportent steps in constructing a narrative composition. Begin
by asking the students to describe each of the picturgs, bath in
terms of setting.and action. List some of their ideas on the board.

 Then ask the c%ass to describe the relationship between the two
pictures, focasing attention on thepossible conflict. At this point
you should have enough to build the entire narration.

. ﬁrc_)cess with appropriate questions. For example, compose the
asic skeletoneby asking questions such as: What happened ten

. - N® develop the story by leading the class through the

. ‘minutes before the picture was taken? What is happening in the picture? What

happened ten minutes after the picture was taken? Record the students’
responses on the board. Then go back and develop each section
of the narration.First, compose the beginning with questions,
such as: Where is the story taking place? When does it happen? Wheg

* - involved? Again list their ideas on the board. Now develop the

middle of the story by asking what happened in the story and

'—-' listing the events in order on the board. Finally, move to the

conclusion with questions such as: What happened at the' end? Does
this mean anythingto anyone else besides these characters? Again, list the
:comments on the board. Once all the ideas have been expressed
and summarizedon the board, have the students write their own’
versions of the story. They should+be allowed to use ideas from
the board, but they should not be restricted to that if they wish

to fqllow another path.
“ .

~a With an activity such as this the teacher works through ‘the
process visually, verbally, and in print with the students, giving each
an oppdrtunity to understand what is going on through each of the
three media, Then the teacher asks ‘the students to work back |
. through the discussion and demonstrate their understandings in

- should always see where they are now in relation towhere they have

&
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prlnt Th:s feedback from the students should indicate to the teacher”
who need$ more work in what area and at what level. Some of the
students may have to be given another opportunity to demonstrate |,
understandmg by giving the teacher either a verbal or a vistal
narration of the same story. The problem may be that of translating:
the ideas from one medium to another rather than not being able to
use the component steps. Ifthe problem is one of transference, then
the teacher’s efforts should be directed toward helping the student
. make the transition from one medium to another instead of
reviewing the initial concept again. If, on the other hand, it is lack of
understanding, theinstruction should be aimed at understanding the
<oncept and then at transferring it from one medium to another. -
For. some classes instruction in narrative composition will
termindte here. For others, however, it is important that the -
ptudents learn how to work with narration in more depth so’ that
they can compose more than just a superficial story. Inorder to reach
" this greater understanding of narration, ¢at least a few major-
elements must be considered. The next section of this chapter
concentrates on the development of character and the use of dialogue B
®,d figurative language in the narrative composltwn

\

. Ty
Narrative Elements ¢ %7 )

As with t‘he discussion of other aspects of the narrative process,
the focus here will ‘primarily be on how these elements are.
demonstrated in various media and how the teacher can use these
media, especially visuals, both to instruct and to motivate students.

~ Again, the assumption behind most of the activities is that if students
internalize the concept by.working with it in a visual medium, they
_can more easily relate it to print than if they were forced to memoxize
"the process only in print. Akhough the exercises are presented as’
_independent activities, the teacher should reinforce use of the -,
composing process by having students work through the process-
after each set of activittes,

Characterization. Since students know more about themselves
than they do about others, this would be a logical placé to start with
characterization. Sometimes, howéver, students are reluctant to talk

’ »

-
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or write about themselves as it may reveal tob much to the audience.
As much as students claim to be hohest and open with each other,
there is-till a deep need to preserve one’s privacy. Many students live
behind-a mask of what they think is the ideal personality. Conse-
quently, it is often difficult for these: students to talk about
themselvés. When asked to do so, they become very self-conscious
and sometimes defensive. What is needed is some way toenable them
to look at themselves more ob;erilvely so that they can tap this
wealth of information without becoming too self-conscious about it.

Pictures offer this possibility. An example will help illustrate
this. Ann was a third grade student who had nevet written more
than a few words at a time in school. In addition, she seldom
participated in class discussions and when she did, it was with great
reluctance and self-consciousness. Her teacher gave the folfowing
assignment to the class:

would like you all to go home and either get or take several

. photographs of your life outside of school. These. mayke

pictures' of your family, your neighborhood, your friends, or
your home. Bring these plctures into class on Monday.

When Ann brought her pictures in, the teacher was pleasantly
surprised. Ann had gone beyond the assignment and had put the
pictures into a little booklet. On each page was a picture of one of her
friends and underneath each picture she had written a very bqef
description of the pi¢ture. In addition to actually writing something
" for class, Ann also began to participate actively in class discussions.

I am not saying that this happens only with pictures or for evedy
student who works with pictures.  am suggesting that sométimes a
student i IS able to objectify and discu nal thoughts when he or
she can use. a picture as a foil. In effect, the\student is talking about
the picture rather tharr about the self. Once- arrier is surpassed,
the constructive activity often'continues as long as it is received with
encouragement. Exercises like the following ane byild on the belief
that if a student can demonstrate feelings and ideas with visuals, he
or she-will be more willing fo share with others.

Have each student look through magazines for pictu'res
which are self-descriping. These pictures should reflect what the

L4
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student enjoys doing outside of schgol and thekind of person the.,
student think;l;;g: 51;18 is (i.e., ho“i-;thel student thinfks heorshe .
appears_to ot The student should’also'look for pictures
which portray the kind of person he or she would like to'be in the { 1
futdre, both in terms of occupation as well as personality. After \
each sthdent has located and cut out’these pictures, have the
class make visual pillows (see Appendix) of themselves. On one
side of the pillow the student should place those pictures which
L 3 _reflect the present and on the-other side those which reflect the
future. Although one logical follow-up to this activity is to have
each student discuss their pillow with the class, I would suggest
#  theydo thisonlyona volun!agy basis. On the other hand, it is -

_ important for them to share their creations with each other. .
One way to do this is to hang the pillows-around the room, e
possibly from the ceiling or from lights, so that they can see their

- own-and others’ on display. .

" The teacher also can make a visual pillow and explain it to the
class. Fhis would not only motivate others to share théir pillows but
could also proyide an opportunity to begin discussion of characterifa- -
tion, with the teacher using the pictures to share his or Ker own'
character description. In such a discussion the teacher should raise

' points‘sqch~as seletting action or interesting pictures to describe ¢
- specific aspects of the character. If interest permits, the teacher could
also indicate that this is one of the ways acomposer reveals character
— through¥actions and through physical description, of ‘relevant
. features. After this discussion the class c6uld locate pictures to
) describe characters other than themselves. . o

In exercises lik® those just described?the students work initially  *

T . witht visual media and then translate the idea by verbalizing what
. "+ they have done visually. Once they feel comfortable with these
media, the teacher should-help them transfer what they see and say
. to print. The following activities demonstrate ways to accomplish
this. - o -

Have each student draw an imaginary amimal. Affer
_ drawing the animal, have thé student write a degcription of the
animal on a separate piece of paper. Thé students should not put .
their names on either the paper or the picture. After the ,
descriptions have been written, post the pictures around the
classroom. Collect all the descriptions and hand them out

-~
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randomly to the class, then ask each student to locate the picture
the description fits. '

» .

Tn exercises Tike this the evaluation of the character desctiption”

is realistic.and prompt. The stGd®m¢ knows a-tlescription has been
successfully.communicated to the audience if the reader locates the
right picture. If not, there are some area that need improvement. If
the two students could discuss where the confusion arose in the
composition, perhaps it can be alleviated.
The following activity brings the students tagether as agroup to
. 'discuss phe process of characterization and then asks them to practice
the process individually.

Show a‘series of slides depicting different people, As each
slide i€ shown, ask the class what the person is like. List their
commentson theboard oron an overhead transparency. When a
student st@tes what the personis like, ask for specificelements in

the picture that give this idea (e.g., a wide smile might indicate a -

happy person while a deep frown might show the person as a
grouch). Be sure to include some slides showing two people so
‘that the class ‘can also discuss how actions also help depict
* character. On another section of the board or transparency keep
track of the ways character is portrayed in the slides. After the
final slide, reyiew the charagteristics and the methods used to
portray these characteristics (such as -physical description,
setting, actions toward otHer people, others’ actions ¢@ward the
character, etc.). Fthally, show one or twe m slides of
characters and ask each student to describe one of thecharacters
. inwriting, using sorre of the techniques discussed in class. In the
N written description, the student should not just say that ‘the
character is nean, but rather also should describe a situation’or
physical attributes that convey such an impression. -

Dialogue Exercises like the two just given help the student
“describe the personality and.physical attributes of a character. The
next activity aims at helping the st?dent get inside a character and
describe feelings and perqeptior;;TR)m the character’s point of view.
This type of activity asks students to empathize with the character
and imagine what they would feel like if théy were in his shoes. For
this,reasonrit is often valuable to use pictures of people or situations
with which the students can readily empathize.

- P
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. Show slides of a person laughing, crying, getting angry, etc.

" Ask students to imagine they are the person in the pictureand to

describe what they feel like, what they see, hear, smell, and taste.
Discuss the feelings and sensations with the class by’emphasiz-
ing the feelings shown ifi the picture (citing evidence from the
picture), and then move to feelings and sensations from the
character’s point of $ew. This activity could be followed up by
showing the students another gharacter slide and having them

. wrijte a view of the world from the character’s point of view.

. Another way of treatirig the same concept involves having
the students role-play the character in the slide. After the class
discussion of the character, ask for volunteers to take the part of
the character and aét out an impromptu scene. While the
volunteers are acting out the scene, other members of the class
could take notes for a script. After the acting,“have the actors
work with the writers in small groups to perfect the script which
depicts the charactér’s pggsonality. They could .then put on a
shost skit based onthis script. :

Throughout the characterization discussions and activities, the

teh/a(her should demonstrate how a tomposer defines and ¢larifies the
aracters through physical description, agtion, and dialogue.

Diglogue. Scriptwriting is obviously a perfect introduction to

writing dialogue. Howeyer, it may be too far removed from the story
forthat for some students to see how dialogue operates within the
framework of narration. One way to introduce narrative dialogue is
. with cartoons. )

>

Make a transparency of a cartoon with the words in the
balloons blocked out. As you show this transparency on- the
screen, ask the students to fill in the balloons with appropriate
words. After the balloons have been filled in, ask the class why

this dialogue is appropriate for this action. In a discussion of the -
relationship between dialogue and action, you may wish to -

demonstrate how words«an either reinforce what the character
is doing or can‘contratlict the action, depending on the author’s
intention. This: could be followed up by giving the students
comic strips with the words omitted and ask them to work in
small grotips to supply the missing words.

In activities like thege the actions of the $eople irr the picture

indicate what t_he"dialogue is. The task for the students is to first read

—
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the 'pi ture, determining what the dialogue should be according to
the setting and descriptions of the characters, and second toimagine
the  appropriate dialogue. After the students have had an opportunity
to work with dialogue by itself, they should practice putting it in

context with the rest of the narration. .
7

Show shdes of people in verbal situations, such as two
people shouting at'each other. As the class examines the various’
slides, have the students make u appropr:ate dialogue to be

* included in a written account of wﬁat is going on in the picture.

After the class has had an opportunity to discuss the various

« -ideas, have each student choose a slide or another picture and
write a narratlve about the scene including dialogue.

Scriptwriting is an excellent way to familfarize students with
dialogue, as was demonstrated in a previous exercise. In addition,
scriptwriting forms a good bridge between verbalization of an idea
and the print translation of that idea. One way to encourage_this
activity is through role-playmg and wrltmg down the dialogue as it
comes forth. Another way is to write a scrlpt for a film or fllmstrlp

Using a filmstrip which depicts two or more characters,
have students assume the roles of the various people involved.
" Give the students time to create, write, and rehearse their lines.
After they have prepared their lines, show the filmstrip to
class and have the actors give the dlalogue for each frame. If the
actors are too self-conscious to recite in front of the class, they
could record the dialogue on tape to accompany the filmstrip.
This activity may be extended by having the actors revlse the
dlalogue and play it for another class.

Thfs type of act|v1ty provndes a fairly easy entrance into role-
playing for those’ who are too self-conscious to actually perform in
frork of the class. First, it allowg the very shy to use a tape recorder
and thereby stay completely offstage Second, the attention of the
class is focused primarily on the scteen, not on the actors. Inthis way
* the students can perform,.but still remain in the background, a far
IE‘s thréatening position than totally in front of the class.

" As students. develop ability to use dialogue in scripts and in
written narration, they will begin to see how dialogue can be used to

elp define a character, to explam or promote action, or to make an
L2 .
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insightful point to the audience. Since these are theimportant under-
standings, | would suggest that the teacher not be 6verly concerned -
" with the punctuation of dialogue until the students have become
secure in their understandings of the functions of dialogue in
" narration. The punctuation of dialogue is a mechanical act which
should not interfere with the learning.of the concept itself. If it is
stressed too early, the student may/@ome too wary of this aspect
and decide not to use dialogue at all. The teacher should encourage
uge of dialogue first and then help the student learn the mechanical
aspects later. . re
Figurative Language. Nearly all composifion in which two ideas can
be juxtaposed involves figurative language. Films, for example, use
figurative language constantly as the filmmaker compares characters
and actions with other things to defineand clarify them throughtthe
" analogy. For example, the technique of moving quickly froma picture
of two lovers kissing to one of a fire roaring in the fireplace has
_ become-an overused visual metaphor comparing the passion of the
lovers with the blazing heat of the fire. Indeed, the filmmaker often
—has ‘2 ‘more difficult task than the writer because the audience is
usually.more familiar with visual metaphors than with print, having
been exposed to them more often. Because we are so attuned to the .
visual medium and because the picture often leaves more of an
impression on our minds, visual metaphors quickly becomeoutdated.
However, this medium does provide an excellent vehicle for the
students’ exploration'of figurative language.
& One way. to involve students in narrative writing is to show
" them that our language can be fin if one is willing to experiment
with it. In fact, such experimentation is important.if the compoger
hopes to have a narration effectively portraya character oraction.In
- addition to illustgating action and character by dialogue and
description, the composer also defines them by comparisons,
through figurative language. Homer, l‘.ff)r example, compares
~Odysseus’ driving the stake\ into the Cyclops’ eye with >

__ "One who with &n auger bores
A great ship timber. Those below him
_+ Twist it by thongs on titf\er side,
And still it ever turns inceasing.” . \

-
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“Not only is this a print metaphor, it is a vivid Visualmetaphor as wel
The power of this analogy comes by the reader’s visualizing the
“turning of the stake. In fact, some have argued that nearly al]
metaphors aré primarily ~isual. If this is so, then the most
appropriate place to initiate discussion of figurative language would
be with - visuals and comparisons between verbal idioms and
. vi§ualizati6n f these phrases. '
Begin|this activity very briefly by examining a few visually
i - %bsurd phrases, e.g., the teacher bit his head off. First, have the class
iscuss the idiomatic:meaning of the phrases, citing specific
— xamples f when they have heard the phrase used. After the
- class has discussed the verbal or idiomati¢ meanifig of the
- ;phrase, shdw them a picture of what it means literally. Now have
ithe students find their own phrases or selectones from a list you
- |have prepared, and visualize them either with mobiles, plctures,
'or drawings: . . -

s

. o. )ects, not b tweerrentlre ob)ects These specnf:c aspects have to be

- &

' details of t companson in context with the ongmal item. This i is
A tfue of all khree media: visual, verbal, ard print. If the audiefice
4cq|lr'mpt associate one item with the other with regard to some
relevant detail, the comparison is absurd. For example, when amanis
c¢mpared with a lion, the audience can associate the strength of the
t\fvo and, tl;xerefore, see the analogy. On the other hand, when eyes

are compared to boxes, the relevant details are either absent or so

\

©

0;‘.

iscure that the audience will probably not comprehend the~

_ comparison. Students showd learn to look for, relevant details in
. analogies” , v '
Select two pictares which can form an analogy, such as a

man and a lign, and show them to the clas’s. Begin the discussjon,

L
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- for example, by saying, 1}? was like a lion. Discuss variouseways a
man can be Jike a lion (picking out relevant details). Show two
more pictures, keeping the orientation of the analogy the same
(i.e., the man on the leff and the lion on the right). Ask the gtudents to
state the analogy. Use another example, sucRls, The house was a
service station. Discus$ the ways a house_can be like a service
station, pointing out relevant details suclt as both provide fuel.
(This example is purposely farfetched toencourage students to
experiment freely.) After repeating the exgrcia a few times, ask
the students to find visualgxamples of th%ei@wn and_gave them-

show and discuss these analogies in sma

roups.
~ Visual analogies can also be de{nonstrie,d by showing“one(
ﬁicture inside another. For example, drdw! a lange picture of a

s

eart. In the middle of the heart place a piece of white paper, .
about 12” by 15”. On this white paper flash; lides of other items =

such as a roaring furnace oran ice cube.iIn effect, the visua
metaphor is saying, His heart was an ice cube. Wit this demonstra-

%ion the visual analogy is more direct than With thé previous .

ictivity, but the ensuing discussions should be the same.

4 Y . . . ) z . ' . . * . «
Working with visufl media when teachifig Tigurative languagé.

accomplishes more than one objective. First, jt ovides an oppor-

tunity to expand the students” imaginations, to help them actively

search for analogies as they. observe life around them. Second, using
visuals makes experimenting with language’f 11, even for thosewho
do not like print. Hopefully, this enjoyment ard sense of experimen-
tation will carry over to their writing. Third, it shows students that
figurative language is not just the memorization of terms such as
etaphor and simile, but fither it is at the cofe of vivid communica-
tion in all media. For this reason, I feel thef terms themselves are

unnecessary at.this point. The teacher should introd®ce terms only
.. after the students have become confident jn/she use-of the concept.-

Otherwise, they may present an artificial obstacle to understanding
the use of figurative language. ) 3

R ;

Review ~ , A

"

. - ¢ ¢ ’
The following are samples of activities a teacher can use to '_elp .

the students review the narrative process. The first actiyity is a‘;‘on—
going one which provides an opportunity for students to work on

’
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" their own to de\;'elc‘)p ski

which continue to ﬁ:oubl‘e them even-after
the cla’ssascﬁfsions d follow-ﬁg activities. The secbndexgmpﬁﬁes
those which fmgve/-to give the students -an .oppcn?tunity to
d_emonétx’ate"-th'ei_r inderstandings of the narrative process. -

. N ‘Q

-t

place a large number of ‘pictures in a file box. For each picture ,
- have a series'of questions pertaining toithat pictute.agd aimed at
b ,developirig one.skill. Eor example; on the back of a picture of a -
person you might have characterization questions, e.g., What d6¥%
_ this person look like? What is he doing? Wha? might he be saying? What is his
. - personality like? For a picture depicting an action scene yowmight .
« have plot questions, e.g., What happened ten minutes before thepicture
. was taken? What was happening when the picture was takeri? What happened
1l after the picture was taken? ’

P

¢enter such as this g'ives students the facilities and
portunffiesgo reinforc& those concepts ﬁteeac‘her has discussed
in class. In addition to all th?sb-itfe*ms mentioned ip this and previous'-
exercises for the interest feng¢r, such as recorger, boxes of still

', pigtyres, and storysboard, ‘it should also have thaterials the students =

can use to_pwhke theig own programs, such as extra slides, old
magazines, scissors, tape, paste, and canstruction paper.

While the interest center allows for cpntinuégs"review,,t&
following. activity is more striWtured in"order to be sure that th€ °

" students actually.can‘tie ajl the Jearning§ fogetherina concqent\rated
" review. . BRI v o .

.  After students have betome familiar with the -basic
" elements of a-short narration (setting, plot, chafacter), show a
¢ series of stides which encompass most of these elements. As each
slide is shown, ask the students where they would use it in a

" Story (i.e., what narrative element does the slidesreflect?). There
may be differgnces of opinion, about many of the slides. Tlfis is
good; as it is the discussion of the concept that is valuable, not a

. right answer. Select one #llde from the series and develop itinto
" aparagraph dealing with one aspect of the story, sich as setting.

Ont the next day give students-a list of introductory’
sentences,  such as; The first half. of the day passed without

- incident. Show the slides' from the previous day and’ask sfu-..

. .dents to ma.tch sentenggs‘vyith slides (e.g:, a picture of'a school

- : P ] ' . . v,
 In a section bf the classroom, such as an interest center, °

.
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'\ ] ' hallway with the senteg’e above). Have the st idgrus work in "y
small groups discussjng how they wouldydevelop this introdu-
tory sentence and slide. * e

. & n _ . P ;o .
. - Finally, the students could eith g\#eir discussgion
: = ) story wiﬂ%:the introductory slide and senfence into a written . .
narration or they could make up a slide story. If some choose the °
latter, have then select ten slides from # gandom'grqup of 15.  *+
. After they select these slides, have them sequence the slidesinto "¢
. . astory line and write the narration for the story to.accompany

- - the slides. - ] L o

PR
2 . <

The slide stbry is especiaﬂfa‘;propriaté_for students who have | .-
"~ considerable difficulty with writing. Not only does it provide, a
: review of the process, but-it also gives'them the opportunity to
".‘apﬁ;pdu;e something which they canlegitimately share with the rest of.
- theclass.’ . o - ' - g
An ahterrtive to- this kind' of review and demonstration of ..,
understaridings would be to have ‘the ¢lass keep the skeleton. = -
. . frameworks they constructed at the beginning of the instruction on
) : - narrative <ompogition and cofitinually develop the stories as they -
\ [ miove through the process. This alternative -has the advantage-of - .
constantly demonstrating where each of the. elements fits in the'-
overall narrative. Also, thfé’gives the students a chance tq im-
mediately apply each exercise toward an overallgoal as they can use - . -

the ideas discussed in the exercises t8 improve their basic stories. ’,
' L i '

E
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: - Starters for the Teacher S . : .

- 3

Very often all a student needs to stimulate creative expression is,
-a gdhtle push, an incentive to prodyce somethiglfOnce given the .
*, right ™ stimulus and the right atmosphefe, the ffudents fréquently -
©_ surprise peers and téachers alike with their abilities — abilities which
were always there but untapped. Several books and articles have

.« . gted innumerable ways to motjvate students to write. However, |
’ feel the most impaertant ingredients i motivating students are a = . ,
. " relaxed. classroom mood and an enthusiastic, imaginative teacher. ,
o " The following activitiés ardby no means exhaustive. In fact, they dre

R inclluded_ esfpecial!y for the teacher rather than the student. These

>3




_,activities are meant only to stimulate the teacher to think of other
, activities for particular’students. In this attempt, the Activities do
" represefit @range of visual approaches in addition to those already
iven that will hopefully spark the imagination of the teacher.

.. e Make a paper movie. At the beginning of this activity,
. condugt a discussion with the entire clasg and arrive at p theme

), * for a class mevie. If the class ig too large, you may wish to use

- - smalt groups (about five to a group). Once the theme is decided,
discuss some possible scenes in this movie. Then have everyone

: in the group draw and color a picture representing the various
* scenes. Sequefice the pictures and pasfe them on a long sheet of
paper and make a rollef movie (see Appendix). Once the movie is

. ready to'roll, have students narrate each picture as part.of the
d story. ' s .
o e Have students makg a filmstrip acgompaniedtby a taped

~- have students workinp ceeate a shortstory anddraw it on
' " thé filmstrip using acet ens. After they finish the drawing,

< have them record the story on tape. Then they can present it to
Q. the class. . . R

' . = . e.A'variagion of this would be to have the students make a
’ slide-tape show by drawing qn acetate and then cutting it to fitin
slide frames. This activity has the advantage over the filmstripin
that the slides can be rearranged after production. A slide-tape
y show can also be created by having students select a few slidié
_from a group; sequence them using an overhead projector,as a
viewing screen; narrate the story; and present it to the class.

e Have the students make string paintings-{see Appendix)

 been created, have the stislents make up stories about those
Y. | ,! images. Some elefimentary school students have even written
. cinquains to accompany the string painting.

. \OThi activity requires two classes, preferably at different

students in the class. The slides should be aof gome action. the
» student thinks-is characteristic. Send the slid¢s to #he second
. * class. The teacher in the second class then shoW®the slides to
- students and asks each student to write a description, biqg-
s . raphy (hypothetical, of course), or short story about ope of the

,r

. -

narration. After the film has been prepared (see Appendix), -

and color innthe outlines to form imaies. Once the‘images have -

‘schools. The teacher in the first class takes slides of individual

" students depicted on aslide. The compositions are then returned -




y - , .
to the students jn the first class. These students then reply to the
r " individual writers in the second class via letters. The corre-
. spondgnce can be carried on indefinitely. Usually, -a few stu-
_ . 7 dentswill keepit awhile, but most will probably stop after a few \
© letters. : ‘ . o

_fs W . ® Have students make three-diménsional creatures out of

- papetf scraps, ‘'small-objects,  anything available for their use,

"« Display the:creatures on a bulletin bqard or table. Instead of

. + asking themo describe what the creature looks like, have them
- ) make up a story about it; putting it into a complete narration. -

@ Have studénts make inkblots by creasing a piece of paper
in the middle, dropping black ink or paint'on one half, and folding
it over and rubbing it; smear the ink or paint on both sides of
- the crease. After the ink or paint i?”dry, have the students

describe what they imagine and create a story about it. ,

- , ¢ Have each studgxt take a piece of white paper and cut a |
N _hole in it. After the hole is cut, have students exchange p;re_rs
, . with their neighbors. Now have each student draw and color a

picture incorporating the hole in‘the final image. Then have the
students Write a story about the image fhey have created.

The activities operate on three. basic ‘a'swmptions not then
observed by teachers. The first is that people need timeto think while,
they are creating and composing. This confemplation time, however_

-

. oo shotild not be th unt of time granted by the assignment, Think
. it over tonight a nd be ready to wotk on it tomprrow. Most

teachers realize atf':'durjng this time very little meéntal effort is
-expended-toward the compositiont by many students. On th¥ ather -
hand, the activities like those just described allow the ,cdmposer
opportunity to thinKdbout the creation and final compositidhn.while:
._ *. working on it; formylating the.image. - vk +’ ‘
' - The®eécond assumption is that one of the most difficult steps in
composing a-narrative work is the first, the beginning. By first stepl
/ ’ do not mean the ggimulus itsglf. This is someone else’s move, nothe
-student’s. TRe first real stépisthe one which thestudent takes, his or
¢ Her reaction to the stimulus: This is the ong_th‘t initiates commit-
ment to the work. However, if it is perceived as a difficult one, the
. student may not take it. Consequently, the initial step in these
. " activities is a very mechanical one, such as cutting a hole or dropping

60
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some ink. This is one which the students can takesasily, without too

- ,mu‘ﬂi mental strain or tension. The hope is-‘that this small
_. commitment to the work will serve as a spark which will kirdle a

smalt—flame of imagination as the student fans |t durmg the
contemplation time. T ©o <
Finally, all of the activities developmg varlous composing skills,”

. are most effective when the student is given the-opportumty toapply -
immediately in a complete work. Thi lication involves “

@:Z‘:\g the, student follow the composipg”process: reacting to a
" stimulus, experimenting withideas and words, writing a roygh draft,
‘sharing the draft with others, revising the draft, and submlttmg the

fmal draft to the teacher for reaction. .
 n v - [} -
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) Y 4_ - -
Exposition ~ < S
. ‘ ot 3

. - - 2' . M “‘ ‘ ~
‘ T e . .
- . -
. «. '
“Write a short essay on grading.” “"Explain-how to fide 2

t Ann Sexton’s’ poem,
ts revolve around topics
explanation of the

snowmobile.” "Write a composition
‘Old.” ” The majority of composition
like these. Each one ‘calls for sqme i

cdmposer’s idea. In fact, except in a few English classes; the only kind -

.of composition required of students in school is expository. Because

many students do not knpw how to write in this mdde, they-are .

unaBle to demonstrate their understandings and, consequently, have
difficulty in- many, of their-classes. . ’ St
~ Written composition, howevll, is not the only medium that
allows for expositian.;Most of ‘our convérsation, especially in aca-
demic settings, js also expository since we are usually attempting to
explain our thoughts and defend our jdeas. Some teachers assume
this is a natural ability. It may be so.cutside of schoal, but in school4t
seems some students lose this natural ability te explain. It could be
that these students just do not have enough information to say
anything about the topic. On the other hand, in some cases it also
could be that the students know what they want to say butjystcan’t
put it into’ words. Perhaps they should begirv at a Hifferent
composition level, with visuals, I¥ they cannot put it into words,
" maybe they can-put i into pictures.” ., -
As in the preceding chapter, I'sfrongl.y suggest that the teacher
use a variety of media ta help-studerits explore the composing
process. For each of the expBsitdry topics tovered here, other texts

-




offer many excellent suggestions on using literaturevand print
exercises to acljieve the same-ends, helging students better explain
their thoughts ko an audience. I believea’cambination of approaches
i ents better than afly single’one alone. The'teacher . ‘.
e all avenues and present a smorgasbord of idea$ to
. ghudents’so edch may find the most suitable learning style. This~ -~ .
" smorgasbord, however, should not be haphazard; rather, it should be
. a sequenced series of explorations into the composition process with
' each step building on the preceding one. WitHin each step the teacher
] should sequence the exercises'to allow studengs towork through the
various instructional modes: 'sensory, verbal,-and print. | .
Most of the exposi")n in. English and language arts classes
requires the student Yo take a position-and défend it; explain how
/ something is done; or analyze a piece of literature. For this reason [
. have limited discussion of exposition to the general expository
_ pattern, the argumentativ*ssa_y, the process essay, and the
‘. analytical essay. -

~

Expository Pattern )
The overall composing process for exposition parallels that out-_ ..
* . dined previously. First, the composer reacts to a stimulus, exploring .
"~ *“the topic, free-a8sociating or *brainstorming to ekicit many« )
: ,ramification’ of the topic. Second, the composer experiments with B
.. words and 1déas. Third, a rough draft s writtep, narrowing the topic .. -
. . to focus on thqse points which are‘thgmost im'portam and which can \
be'developed most fully. Some students have difficulty with this step
«because they feelghey have toinclude everything in theiressay# and, - \
therefore, end-up with a list of undevelopéd, inconsequential ideas. '
During this stage the writer also arranges the points ir a specific |
-+ order, trying to establish some pfogression through the composifion.,
_and describes or prayides suppart for each of these points. Fourth,
, the writer sharés the work with someone else, examining ‘the
‘effectiveness of thg%p-rgument or description. After sharing, the
. writer revises the coniposition on_the basis of the suggestions. .
) Finally, the writer submits the completed composition to the in- '
« tended audience - ‘ K
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Show the class a p;cture and brainstorm all’ideai\at :

. come to mind. As thestudents call out their ideas, list them on

. . the chalk board or amemhead transparency. Once they are listed,

$ ask the clags which ideas can be the most fully developed. List
these on another section of the board or transparency. Divide .

R W theclass into small groups (from three to five per group) andask °,
- each group to put the second list of ideas into a specific order.
oo After the groups haxe doﬁe- this (about five minutes), list each
group’s ordered list on the board and ask the, respective groups {
- to explain why they selected’ that particular erder. J

Now, have the students work in small groups again to
provide support for each of the points. For-this part of the
activity you can either have each group list supporting ideas for
each major idea, or you can divide the major ideas for only one

* idea apiece. After they have finished, have them share their lists *
with the whole class. . . :

.. -
Once this stage is reached, the composer is ready toputtheideas
T ! into the exposition pattern. Generally, this pattern includes an
. . introduction, a development, and a conclusion, which js comparable -«
- to the beginning, middle, and enédiscussed in “Narration.” -
_+ < Introduction. As in narrativé composition, the function of the
s~ beginning of an exposition is to get thereaderintoit. The beginnings
e of both serve to interest the audience, provide necessary backgfound
inforndation, and indicate what will probably develop throughout the
- rest of the composition. This applies to expogition.'in‘ny medium. In
_ a photo-essay, for example, the composer uses the’first’ picture to
. catch the attention of the viewer and state a th&sis. Because of the
“nature of the medium, a photo-essay usually arouses interest by '
. "showinga vivid example of the thesis. it may, howewer, alsouse seme
of the techniques used in written exposition, such as an allusion to .
som“ething which the. audience will accept as authority, such as a
*quotation; or even give a brgi f anecdote reflecting the thesis. Sincg
the following activities a?e’iilt upon the assumption that the two
media are similat, we should ixamirfe the ways the two use these -~
. ihtroductory tethniques. : \ - . '
The first technique, providing a dr’gmatic’illustrationﬂ the,
thesis, is actually more appropriate for visual than print media. With
‘ | visual exposition the composer accomplishes tl{is.djiectly, but with .
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print the image must be re-created in the reader’s mind. Ope picture
of the following situation would suffice to introduce the thesis that
teaching is a difficult profession: “The students were all wandering
around the room, paying little attention to the teacher. Books were
_ cast haphazardly on thgfloor. The teacher tried in vain to reclaim

ll v

attenhon ,

~

The second technique, providing authority, is more often found
in print thdn in visual expositions. All the,writer does is quote froma
respected source. The purposeof this technique may.vary. Some may
use a quotation or allusion to expand the meaning of the exposition.
For Q(ample a referencé to Noah and the Great Flood immediately
_ draws an analogy between what ohe has to say and the lmphcatlons
" of the Great Flood. #& visual exposntlon can also refer to/mote
authoritative'or universal statenients. Forexample, in a visual essay
on the financial crisis of the 1970’s the composer may begin with a
plctura from the Great Depression showing the despalr on Wall
_ Street. In a photo-essay exploring the use of feminine wiles, the
" cpmposer may begin with the classic visual deplctm‘the mystery of -
woman, the Mona Lisa. Although the form is different, the
_technique is the same. Both media, in their #wn manner, allude to

- other statements to lerd their essays authority,

oy -

The third technique, illustrating the thesis throqgh a short
anecdote, is sometimes used in both media;but more often in print.
In some photo—essays howeyggy the composer may use the first few
pictures to relate how an individual is affected by the financial crisis
and the&“&%e exposition on the crisis. All three of these
techniques are often used to introduce éxpository compositions by
(a) arousing interest in the topic ancﬁb statmg the thesis of the

s£88ay. . . .

Show an action slide and ask the lass to describe what they
see. After most of the comments have been made, ask them for
possible thesis statements (i.e., What idea is the pholographenlrymg to
introduc ?these on the board For each thesis statement ask
the stud®nts what elements of ‘the slide.point to that specific

thesis. Now ask the students to verbalize tha tintroduction(e.g.,
. “The town was completely destroyed. l-tuses wegedemolished;

cars overturned; stores gestroyed. Hutricanes can cause con-
“siderable damage to coastal towns.”). Write these statements on

’
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the board or transparency. Hopefully, ‘the class ¢ present a
cample of ways of stating/the introduction for the same thesis. Jf
they do, have them selyct one to develop as a class. Put thés\
choice-on the board and work on it with the class, making it as
graphic as possible and end it with the thesis statement, After.
this the class-could repeat the activity, but this-time in small
'ﬁroups. Once they. have developed the introduction verbally,
ave them put it in writing and share it with the entire class.

- This type of activity can be repeated for’ each type of
introduction. For example, to demonstrate reference to authori- -
ty you might use pictures of #famous situations or “classic’
Ehotographs or paintings, such as “Migrant Mother” or “Mona

isa.”’ " S

Activities such as these involve several principles. First, they
involve the whole class in dis@@ssion of the copcept).»Sgcond, theylead
the class through the concept step by step. Third, they give the .
studehts an opportunity to discuss and ‘ork with the concept in
small groupé, promoting ‘more informa discussion from more
students. Finally; they show students how they can apply, the-concept
in different media, transferring their ideas’from one to the other.
The next activity demonstrates how the expository process is used
by many outside of school, giving wider application’ of the process
than just writing:in school.” ! s

+
e

Select a magazine advertisement which uses a quotation,
question, o anecdote to-manipulate an audience and showitto™
the class. (See Appendix for photocopying.) Ask studentstolist
details front the slide. Then have them translate the message of s

' the slidgefhto a paragraph incorp,(%rating both the lure (the
. quotation, question, or anecdote) and.the thesis statement (buy'

the product and you will be happy)

. . . . -

In addition;to arousing interest and stating the thesis, the

‘expository introduction sometimes gives clues about how the

» composer will develop the thesis. In print expositionsthe structural

clues often take the formof an ordered listing of the subtopics 89 be

covered. In visual expositions such clues are more indirectin a&e -
«order may not be so evident. However, the important elements are

-often contained in the first picture. For example, if planning to,,
compare two factions in afi argument, such as police versus-ioters,

’
N
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the composer will probably include both in the initial picture and then
ded with each faction throughout the rest of the essay. Students
should learn how to provide clues for'their audlences since these
clues give the audience a preview of what follows and an mdlcglon of
what.to look for in each section of the essay. This orientation is
important as it gives coherence to the overall work, putting each

comppnent-n pefspective for the audience.
' =™

" Place two pictures side by side and display them in front of

the class. These pictures should reflect comparable items, such

as a farmhouse and F office building. Ask theclass in what ways

-are theitems in the pictures alike. Then ask for differences. List
the comments. This gives the class the raw ideas. Now have
- them edit and sequence the ideas. Then go bick to the pictures
and ask the class td verbalize what they ses, including some of
the ideas they wolld use to follow these pittures. As they
verbalize this opening statement, write it on the board. Then,
develop it with the class inserting structural clues where
appropriate. A good follow-up to this activity ‘would be to
present two more pictures and ask the students to write an
introductory paragraph based on them in small groups.

In sum, the ‘in‘troc‘iuction of the expqsition serves several
functions. First, it areuses sufficient interest inthe audience so that
they will continue with the rest™of the composition. Second,

provides a thesis statement so that the audience is lmmedlately :

aware of thef(oplc of the exposition: Third, it may provide clues as to
how the composer will develop this thesis so the audience can

anticipate the overall structure of the co®position. Once the stageis

set, the composer is ready to develop the rgst of the exposition.
Development. After introducing a topic, the composer then has to

. develop it, presenting arguments to prove the thesis, explaining a

process, or analyzing a work. Obviously, the first step in this stage is
to sequence the major points the composer plans to work with in the
essay. If structural clues have been provided in the introduction, this
step has already been taken. For each idea, moreover, the composer
has to provide adequate support. Many students tend to leave the
main ideas alone assuming.that they are self-evident and acknowl-
edged by all. They evident to the composer, but they are
usually not so for th®#udience. Brvstormmg activities such as




v . * .
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those presented earlier might help students find supporting id,gaﬂgs~ for% ’

the nrore general topics. During these activities, however, the
teacher should be careful that the students do not just list paraltel
thoughts; but, instead, focys on ideas that are subordinate to the
maih ones. ' . .
Once information and supporting details have been gathered,
-tHe—student is ready to put it into an appropriate form for an-
. audience. Sometimes this step is taken for gtanted, but actually this
is the heart of the composing process. Up to this point all the student |-
has been gathering is raw data. Now the student has to compose it.
Instead of just listing main and supporting ideas, the composer puts
them into context, demonstrating the relationship among all of
them. If the composer fails to do this, not only is the audience bored
But their .understanding of the me"ssage,is' hampered. Without
appropriate transitions and relationship clues, the audience is forc
either to ignore the relationships or to construct their ow. Ineither n
case the final perception of the message may not be yhat the °
composer intended. Consequently, the  teacher" shoul! provide
opportunities for students to eXamine. main, ideas for. suppor
tails, lofbk for relationships among the main and supportingg
and also use agpropriate transitions and clues to convey

-

rfelationshjps to the audience.* x -

Construct a visyal exposition comparing or contrasting two -
ideas, such as city life versus suburban life. In the first picture
_you should have elements of both ideas, such as a suburban
village and a city skyline. Show the picture or slide to the class
and discuss the kind of exposition this prepares tN audiencefor
and what the main ideas might be. Tgen show the rest of the °
\ . visual exposition without comment. Repeat the showing asking -
‘students’to verbalize ideas presented by the respective pictufiin,
~List some of the ideas on the board. Discuss the relationships ~w
among the pictures, concentrating gn how you express the
relationship verbally. For example, #/student might say, "While
the city has large buildings and wall to wall concrete, the village
has no big buildings, but has rolling hills and forests.” After you
have discussed the slides, review the ways the students have
- indieated relationships, with words such as while, both, the one,
the other. Ask the cgss to list other words they could use to tie
the ideas together and record them orv the bodrd. After theclass

- ‘

. , ?

.
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: has had an Qpportumty to drswss the exposltlon, ask them to
write a composition based on. the slides: Have them use the
words on the board and the class discussion as they wish? A good
follow-up would be to have students work:in small groups to
compose a visual éssay, either with slides or as a filmstrip. After
they complete the yisual composition, they ¢ould either make a
tape to accompany it or write captlons#for the andmdual,
pictures.

.. ‘ e "\

An activity such as this provides the student with an example of
Aow -one may: proceed with an exposition comparing or contrasting
two ideas. It provites a concrete example and a commot experience
to work from, and also offers input froffother people for additional -
ideas. This type of acti?fity also gives the students verbal tools, such .
as transitions, which they can use in their worﬁ In constructing the - -
initial visual essay, the teacher should not werry about making it too
perfect. It is the dlscusglon of the essay that is important; if there are
. some flaws in the comparisoh, perhaps more discuésion” will be
generated. Finally, this kind of acfivity should give the student an’

opportunity to put the-ideas discussed into practice m;medlatel‘y/ o~

while the discussion is still fresh in mind. . s
. Part of the purpose of-the transitions is to provide movement -
throughout the composition. This movément should enable the

, audience to put theideasinto perspectlve with the surrounding ones.

In order to allow this, the composer should continually review a little
of what came before and indicate what will follow In short, the
composer should look back a-nd move ahead.

Before students can express this movement in writing they have
to be able to work with it conceptually. Often, teachers give
additional print exercises to those -students who- have difficulty

-~ organizing their ideas into a logical pattern and then feel frustrated

over a lack of improvement. Perhaps some of these stydents neéd to
work on a different instructional level. Exercrsves such as the
following allow individual students or entire classes to explore the.
concept or organization through the three media: visual, verbal and

4

" Take aseries of plctureg of the classroom, including people,’
activities, objects (e. 8- chalk 5awrd, teacher’s desk,.door, ceiling,

a

*
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* lights, etc.). Have one group of students organize the ficturedin
«order of importance (i, most important to them or to the
teacher). Have a second group organize the pictures spatially
(e.g., moving from left to right from where they are located).
Have each group display the pictures; describe what their.
assignment was; and explain the relationship among the

* pictures. Now have the entire class discuss.words they could use
to move from one picture to the other. As the class calls out the

- words, list them on ‘thg‘iboard under either of two headings:
importance or spatial. Asa follow-up activity you could have the
entire class ta? or locate pictures; organiz% jemn; discuss them

in pairs or smgll groups; and then/write an exposition based on

tha organizational pattern. .

 As the students begin to vk with movement and transition
ithin the composition, they shquld/concentrate both onj/infroduc-
_tory and concluding transitions. Often, the writer anticipites the
next\paragraph wijth a clue in the/ inal sentence of the preceding

pa{{'A‘g,rapb : . ., [ P

_ Using slides such as thos ysed for demonstrating sequence
in the setond chapter, review the structure of the paragraph,
emphasizing the movemeni within the paragraph from one
picture to the next. After the sfudents have completed the story,
show the last slide and a Miyted bug different slide and ask
questions such as, Which is the bélieg slide to end the story! There will
probably be disagreement, but ultimately you sho able to
arrive at a compromise such as, Slide A is better to gnd'the story
» Ycompletely, and slide B is better if wt plan to egntinue with
. another paragraph because it introduces a new ejpment. |

I suggest working with an exercise in which thefstdents have
%2d some previous experience for two reasons. First, it demonstrates
some continuity between the study of narration and the study of
exposition, The: processes are similar even tough some of- ﬂ'\g
techniques may vary. Secodnd, it allows the students to concentrate
on just the ending since they have ajready dealt with the story. This
focus of attention is good becduse it allows students to understand
one skill rather than struggliog with several at once, whichiould be
confusing. “ . . L. '

Activities like these not’enly allow the student to practice the
skill, but afso give the teacherthe opportunity to discover where the

-




“;student has a oblem Once th1s ls known, ‘the teacher can design -
additional exe*tses that Jead fromgahe student’s area &swc‘cess -
. toward improving dther areas. For example, if one can se nce Well
. visually but has dlfflculty 'verbalizing these orgamzatnonal patterns,
exercises which allow use of the skill vjsually first and then vetbally
-shoﬁld "help mere than just additional print exefcises. Y
Conclusigh. . The conclusion #f the+ expbsition should tie
everyiing together TES is usua])’y done either by restating t]he (
thesis or summarizing the mam,arguments Although this is a qurly /
“simple step, many students fail td feke it deaye the audi
- hanging. Before practicing dl’e[ nt ways of /con;dludmg th
° f pqsntbry paragraph”lt would be a ood ’rdea to c}émdnst#ate the neeé
r‘xate endly&, & N KA

) : /- .

Shov«/an e‘xPc/sltory fxlh{strip, such as thOSe oféen used in .
story classes; but stop it before the end. Ask ‘the class if ®
anythmg is missing. Hopefully, they will state that thé’fnlmstmp
does ngt end, thdt they n¢gd more mformatlon or a summary., °
This ¢ \hld also be done with a slide’ presentation- or with still
/pictured. Once the students realize something is missing, you
ceuld discuss the kinds of endings that woufd be appropriate for 4.
that CXPOSlthR ‘After this brief discussion, ask the students to
create wvarious endings for the fllmstrlp“ cuss these con-
clusions bogh’ip terms of what types they represent, such as,
, restatement:of ™esis or shmmaﬁnd ia terms.of words used e
- e.g., n sum, finally, in conclusion. .- ,i . :

As a follqw-up to‘he class dlscussloh of the a;twnty, the
. students could work in smal groips with other fllmstrlps
. without gndings,- p?owdmg themﬂjth enhmgs by drawing on
- the filmstrip (see Appendix) .and" glvmg written or spoken
captions for a class ,Fresen.tatlon I X
P , -

} %
terest and to state thethesns,x/el'opment to éxpRain the main pomts,

and conclusion to.either restd the thesns or to summarize the main
|deas, applies to most expositions. Wlthlﬂ thlspat n, however, are

. some variations} dependmg. the type of .expdsition req{ured The .
most common types afe these three: argumEntatlon, process, and

3 - ‘ -
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~" interest and provides background for later arguments, but also states

ATGN. -

/ . D

' ge of the. argumfntative essay is to convince the
audience/of a’particular point of view.” As with other types' of
expositign, th{é a:'ﬁ;xmentative essay can be}' broken down into three

the int

c

oducfion,-.the development, and the conclusion. In
7% . (1 . ’
{iction” the composer not only arouses the audience <

-

a posifion on the argument. Throughout the development of the
essay,/the composer provides‘suppo ense of a position. In-the

. conclusion, tHe composer usually restatep this position, with sqmé_pf
' the'sltron'ger arguments reiterated to provide a findl thriist. A brief

discussior of e4ch follows. D ’ »

T T@roduclion. The main difference between the infroduction in an
argumentative essay and that in other expositions is'the st.abgem‘ent of
thesis as a stand on an isswe or as a particular point of view. As .
students work.with this concept, they should not only practice taking
different points of view on topics, but theyshould also learn how to
demonstrate their points 6f view to their audiences. The first'stepin
working with point of view is learning how to establish a point of

_ ‘view on atopic.Itisafalse assumption tobelieve thatall students feel

strongly about certain issues, such as dress codegor «\i)rugs:Although
many might have opinions proor con, many others either do not care
about the issue or do not wish ta commit themselves to one side or |
the othemBefore we can expect students.to dévelop an dment ’
a given topic, we should first help them learn how to tmr
. ' %l;ov,v’ a slide of a controversy, such as ariot between police
* and riofers. Have the entjré class discuss only what s happening,
ot hot why it is happening. Npw divide the tlass into smaﬁ groups
. and have each group take one side of thecontroversy.e.g., some '
“could be policapand others could be riotecs. Have eachrgr
-, . develop arguments to prove their side is right in the contro-
_ versy..Have each graup present its argument to the ciass. If .

other groups wish to get involved during the presentation, it
may be more beneficial to let them argue, keeping note me-

T

R ,ﬁ ‘ of the statements made. After the discusSign, repeat so ;he
s s. "

- statements and discuss their validity ®if the cla

" This kind of activity stresses loq'kirt at the Jssue from a
_particular point of view. The studént should learnww to becorhe

P
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invalved irf the issue without feeling fmmediately cofgerned with it. : '
This not only helps with dévelopingan argumentativ@gssay, but it v

~ might aime help thecpmposerunae stand other sides of issties. These
activities could be followed up with individual work on issug\ and, .
eventually, by taking a stand o an issue ’vﬁth ‘which oRe is'very ’
concerned. Throughout theé discyssion stages{\o’f these activities, the

. teacher should continually ‘help students realize how the various “0
points of view are indicated, first verbally and then in writing. This .

- can be done by reviewing the discussions, repeating the main points -
and the ways students expressed themselves. After the verbal

~review” the teacher should show students how it mightlook in"‘print.
_ Then, the stydents should go through the process individually.
Development and Conclusion. The overall organization of the S P
argumentative €%5ay varies considerably, depending on the par-
* ticular topic Under consideration. After examining each of the main
points for the essay, the student hag to decide on the order of
“presentation. In some essays the student-will elect to order ideas by N /
. level of importance. In others, hgwever, an inductive or deductive .
app;o§:h may be elected. Students should practice both so that they

can mike a decision later @n the basts of knowing which is more .

appropriate-fortheir argument rather than .becaus'e they only know

»one way- to proceed. . - S N .

Have students locate or tal%ﬁctur;s that{a) state the thesis °
¢ . of their arguntent and,(b) support the argumenit. To work with ~
the inducttve approach, have themsplace the, pictures ina \
.+ Sequence that provides many examples of the argument. and
;u?minateé‘ in the thesis statement. After ‘they have sequenced
the pictures, have »them verbalize the exposition. Take ene
- example qr provide one of your'own todiscuss at lengthwiththe ,* -
edtireiclass‘. Discuss the inMividual pictures, the total sequence,
« . "the movement from beginning to end, and the transition words K
used to connect the pictures. Repeat the approach for the .
.deductive method by havingtlre students sequence the pictures
beginning with tl'*thesis statement and concluding"with the. -
examples. o7 T . Y

'Whicheyer organizational, ptern was elected, the student
shouldde sure to have a ¢oncludjng statement which restates the’
position and major arguments. USany, this takes the form'of eithen

. - -
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. . 'a restatement of the’posi’tiﬁa summary of the major arguments

e supportmwosmon' If th dents have éach developed at least

) one visual essay, they should be able td locate a concluding picture.

..~ After they find these final'pictures, the teacher should digauss the

7 function 'of the concluslon by using a good example from the class or

. one from another Youfce. Again, the teacher should ve(bally review

< ° the méin points of; the argumentative essay, ﬂlustratmg them w1th
., onegood visua} .
o After studentp have ‘worked through the three stages of the
Y argument;tlve éssay visually and verbally, they should be able to
translate one of their essays intp print. When this is complgted, they
! should share the written ‘€ssays with peers to'discover where their
. reasoning may be unglear or where they have not considered some
' other arguments. As with other copositipns, thﬁ’ext step is to
reyise accordmg to the sample comments from”theif peers and
submit the essay fbr final evaluation by an audrence If somestudents
have dlfhculty translating their*visual and verbal essays into print,
perhaps they should work on thesé and com a fmlshed essay at

e

V.
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o .. the visual-verbal level and work ongthe franslation to print latgr A

good slide-tape presentatron Qr film is at least as persuaswe asa

written essay. ~ . - « ‘ 1 .
. . ) ‘ .
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" If students are having difficulty with sequencmg, they may find '
it easier t.obegm with the process essay since the organization of
ideas in this klndﬁf exposmon is usually very logical and natural. All
A -~ one has to dois descnbe.how gomethmg is done from.béginning t

. end Although this sounds snmple, many stud?ﬂtsstlll haye difficulty

when asked. toiexplain a process either in ertmg@' verbally. They
can perform the action easnly,ocﬂen without thmkmg about it very-
much; but, when they have t6"describe the proceduregp someone

else, they confuse the order. When trying to explain how to perform |

an act, one first has to visualize that act and then reliveit. While re-,
y " living .it," the stqdent attempts to descrlbe it to an audience. The
. difficulty is *hot with the orlgmal performance‘ but with the
) v1suahzat|on of that perfornrance: In accordance with a.strong
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o premise of this book —that the teacsﬁﬂ" begin with the studtat’s

strengths and then use those strengths td improve weaker areas —1
</ believe the place to start for these students is with the original act.”

. *' Divide the class into small groups for this activity. Have e
—~ each member of each group demonstrate a proces’s for the other
+ members.of the group. Tﬂis demonstration could be:actual, if ’
« . appropriate, or ‘dramatized ‘with or without props. As one ?

stydent performs the act, the other members of.the group take .
. nates individually. At the end of each performance the viewers

read their notices to the performer, ‘who checks -them for

accuricy -and completeness. Then.the performer takes their

[ 2
- ' notes and outlines the steps for performing that act. - \
" X .

. For those students who have considérable difficulty recalling the
_ steps'in the prosess, the teacher could have them work in groups and
_ » either draw or take pictures®to illistrate the eiplanation.’ This
% .. infermediate step accomplishes several goals. First, it helps the -
- student gpractice, visualizing the process by focusing 'attenﬁ'o.n .
e diréct]y on that stage. Second, it facilitates the wgilng orverbalizing -
" . » of the process by giving the student pictures to,dse not only while
translating the actinto worgs, bitalsoduring the presentation to the - -
" audience. Third, this kind of presentation is usually well receiyed by
, .an,,audi°ence and, consequently, the student legitimately experjences
- accomglishing sc;me‘hing worthwhile in school, The student, then, :
- has 2 secure basd fgm which to operate at@ienext stage. ‘ . ..
_ Once the students feebcomfortable verbalizipg and writing their b
. process coinpositidns‘, the teachet should, help thgm -improve by -
. 1 refining the, beginning, development, and. ending. As Jwith all .
- -expgsitions, the beginning sheuld immediately baif the audienceinto ™~
..., reading of listening to the-rest of the.composition. In the procass . Co
- f'ﬁz‘t&mpmjﬁop';tbgstqdmt_’ 1ould also state the nature of the act and, ,
! ‘possibly, why one might \sh to perform it.- The teacher.can usé
many ef the methods pteviodsly described to help the students with
_ + the beginning, stich as using a dlide of a completed model to introduge

. a pro'c'ess composition on builJing a mﬁéelz~ L j .
. . r ' ‘

‘ - N . . ) * ! B
. . “Although-students have alreadygydrked on the steps involved in q—"
*. a specitic process, they have not concenttated on transitjons which

v help the audience mdve fromone stepto anoth®r. Many sﬁdentq use '
° . [ \ ! .», . . . . . ] Coa .
" ) B i . . o . 5
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tMansitions easily; others, however, do not. For/these students
the teacher may find it helpfyl to examine transitions directly, listing
common ones on the board and discussing how they help the

- audiénce make the connections from one step to another.

,

. Divide the class in half. While one half turns away from the
4 chalk board, the .othé&¢ hal® should watch you draw an
‘ abstract object on the board. After you finish drawing the object,
have the observerstopy it on paper. Then érase it from the board
and have the class work in groups of three, each group having at
least one observer and one nonobserver. The 8bgerver should
- describe how the objéect was drawn; the nonobserver should
attempt to re-create-it; and the third member should ‘take
* accurate notes on what the observer says. After the vérbal
s gescription, have the students’in each group compare the two
drawings and review the written notes, paying partielilar
atténtion to the transitions used. Thenﬁlfave each group share
.. the process essay with the entire ¢tlass. As each group reads its
‘essay, list the transitions on the board. After all have shared
their essays, geview the transitions used and discuss "alter-

. natives: . .

- . 3 -

The end of the process Qompositi;)n'shouid reflect the finished

discussion by using a picture of the gompleted act, such as a fnodel. Of

and i,ntrocj‘ce. i |
The process composition is .v'aluabre both for its focus on

the most imfnediate relevance for students as they are constantly

schoolgln additiori, the process coMposition can be easily evaluated

by others attempting to™follow the directions given. Because of the

immediacy and realism of the feedback, the student i$ more apt to

. catch errgys than'with most other mddes of composition. This canbe

true, howevgr, bnly if Yhe teacher has the students move back'and
forth among Asehsory-p’erformahce, verbal, and print stages.’

act or state the importance of the act. Again, the teachet can initiate .

course, the discussion would differ fromtthe introductory onein that -
the phrases would summ®ize and conclude rathet than maotivate.

nce, and for its direct application. Perhaps the most universal,

of the students is, How is this going to help me outside of the

classroom? On a strictly prac{ical level, the process compqsitio:?as :
tl

asked to explain how they per?ﬁp:n act to awdiences.butside of -

: . g - .. : s




therary Analysis*

Perhaps the most neglected yet requnred. exposition in Engllsh
compdsition‘is the written analysis of proge and poetfy. Many
teachers ask students to respond to a literary work and then correct
their response, instead of first giving the students an 4pproach to
‘responding. Often, when a teacher reads a student’s paper and finds

. it incomprehensible, tire teacher feels the student does riot under-
stand the literature. A&ually, the student may have an understand-
ing of the literature, but just cannot expresy the understanding in'
* writing. Smce this book i¢ on composition, I will emphasize an
approach to teachmg the process of writing an analysis of a'liferary,
work. Because of the complexity of teaching literary techniques and
interpreting those techniques, 1 will n‘empt to deal with
teachmg literary appreciation in this text, but will focus on the
communication of this apprecnatm{\ in print.

The first step in aliterary analysis is to briefly summarize what

. happened in the story, novel, or poem. This step is often’neglected by
) students in their rush to get at the hidden meaning. However, as in

_other expositians, the audience needs so®background informati
. before, dealing with the thesis In this type of composition, the
background information is what haﬁpened in the @ork. This
summary. of the plo&ould be superficial and objective, the purpose
being just to glve necessary information to the audience. -

d
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each student to writé it in one paragraph. After they have
swritten their paragraphssshow the film or slides again and ask

. the students to compare what they.wrote with what they saw °

the second.time. Then they can revise and share thelr com-
. positions with peers for feedback.

L}

waisual presentation$, thgy should attempt to translate their reporting
_siflls to hterary presentations, such as short stories. I suggest

’ bogmnmg with' wsual stories to focus attention on the.process of
wntfng a short report of the plot rather than on tle. maerial itself. |
Smce most studénts feel confiderit about their observat:ozs of v15ual

presentatloﬁs. they usually do not feel threatened whe asked to:

) e \‘ i .'

s

. Show the class a nonve l film or slide show &nd ask them
to state what happened fter they have'verb®ized it, ask

After students have had practice reporting events observed in

-
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describe what happened In a film or slide show. However, when
asked to do the same thing with a short story, many of these students
_panic and find they are unable to do the assignment. The teacher’s
task, then, is on*.&f first showing the students how to writea short
plot summary; second, giving them confidence in their abilities to
ite this'kind of statement; and third, Relping them translate both
the knowledge and the confidence to literary works. In order to ease
_ the transition from visual to print media, the literary gxamples
should not be too difficult. The student should not be hindered by the .
additional barrier of a difficult work to analyze. While teaching the @
process of composifig a literary analysis, the teacher should progress -
_ from the least difficulf to the most abstract and should not even
present extremely difficult works until the studenthas mastered the
process. Otherwise, the student will be frustratéd by the work and
forsake the process. If this occurs, the teacheér’s goals for the student
are defeated. o . ’ B .
While soine-students omit the plot, summary stage in their
.analyses, many others dwell on it too long. When teachers ask for an
. essay on what the author meant in thé work, sometimes the students
_ submit only a plot summary. They never move'to the second level of
analysis: stating what the author meant. One reason for this may be
“that the students do not realize the distinction between what
happened and what the author meant. In order to help them
understand the difference, the teacher should discuss the sggond
level of analysis with the class and compare it directly with the first.
While in the first level of analysis, the contposer objectively reports
what hapgened; in the second level, the composer- discusves an
. interpretation of what the author might mean. Initially, this opinion . .
.is baseg on the reader’s emotional and sensory reactiorrto thelftera
work. Often.it is :an"terpretation of the author’s tone or attitug

toward what happened. ‘ - - e

Show a nonverbal film in which the filmmaker displays an
obvious point of view" Befomihowing the §lm, ask the studernte
in

to look for what happened inthe film and their feelings about
what happened. After the film have the class briefly report what
happened. Then ask them how they felt about the action.Qit:l:/
they give their answers, ask them if they think the author ¢
the same way. Discuss possible clues in the film indicating why -

¢ ) . ,
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. -the author might feel this way;4e0. Write some of the better
clues down on the board to be\;&ater to develop this part of
the alglysus S -

Once able to. interpret the theme of a work the student has to
learn how to support an interpretation. As with most expositions,
the composer has to-support generalizations with evidence.In this
case the evidence takes the form of examples and clues from the
literary text. After" formmg the initial interpretation, the student
should attempt to test it by applying it throughout theliterary work
If theinterpretation is correct, the events and statements in the work

will support it. If it isincorrect, they will contradict it. However, most

students find that some parts of the work support their-inter-
pretations while others contradict it=¥hey have to learn to mlify
their theses so that all the pieces fit. Then, they are ready to defertd
their arguments by demonstrating how their interpretations can be

applied " throughout the work, citiig specnflc, key examples as’

. evidence.

In the concluding etatements in a llterary analysis, the student
should . reiterate the interpretation of the. author’s theme and,
‘ possnbfy, the. worth of the work to the student as an’individual. The
opening of the conclusion is srq\llar to tHk ini other expositions. The
closing of the conclusion, however, is differenin that a new idea is
introduced: the composer’s opinion of the universality or worth of
the work. It is-at this poirit that the composer leaves the objective
perch and passes jiigment on the literary effort. It isimportant that
the student realize the difference between interpretation of the work
and evaluation of the work as it affects thaindividual. Liking or not
" liking a stcfy should not interfere with rep@tting what happened or
interpreting the author’s point of view. This ]udgment ‘should be
reserved for the end and should be stated as a value ]udgment rather
than as'an ob]ectlve analysis of the work. . .

Instruction in these steps in writing a literary analysis can take

N (
many forms. One way would be to introduce each step and explore it
indiidually and. then pull them all into context at the end with a
review of the entire proeess. A second way would be to use one work
to stimulate verbalizing the ideas.and follow it all the way through
_the process. The following activity can be us#ed in either mqthod.

14 .
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‘ Using a short narrative film, explore or review t tire
@rocess with the students. Show the film once, asking the
students -to pote what happens in the narration. After this
showing, ask them to report the events. Asthey give the report,
write it on an overhead transparency. Refine this paragraph
with the ehiss and save it until later. Now, show the film agaifi, -
asking students to note what the author feant. After the film
ask for the various opinions. As the students give themylist the
interpretations.on the board. Atter you have a good number .™
listed, ask the-class to select the most promising for testing and .
- possible development. Take these interpretations and ask the .
clags to see if they fit in the film and, if they do, jot down
* supporting examples from the film. Show the filma third time.
After this showing, a5k students which interpretations fit best. -
This should eliminate all but two or three. Select one and |
- develop it by supporting it with examples given by the class. As
~—————the class develops it verbally, write their comments on another
- . overhead transparency. After they have finishea their verbal
_ development, refine the written development with them,
& “oncentrating on thesupporting details in'the analysis. Now ask

RN

“ ., them for a concluding paragraph, concentrating on the sum-

L . tnarizing of the thesis or interpretation, or on the value of the
‘ theme of the work to the students. . |
, : . |
" As in the other explorations of the process.of writing, the |

teacher should begin instruction with nonthreatening materials,
such as films or some short stories. Using these materials the teacher
can direct the students th.roug%the process by asking them to
respond verbally and in writing td specific questions, for example,

v What happened? What did the author mean? What are examples
from the work? Instruction in the process should begin with a full
class exploration, perhaps with a short film. This would ensure that

{ « the experience is common to all the students. After demonstrating

y how students can work through the process, the teacher should have
students work in small groups or pairs, practicing the process with
- ample opportunity for interaction during their work. Finally, each |
ent should attempt to follow the process independently. After
_students are comfortable with the process #f writing a literary o
- afalysis, they should be able to work with more sophisticated
terials than those used to teach the process of writin the analysis.
TRen, they can concentrate on the techniques of a:ﬁ/sis.

/s
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 The activities presented thraughout this text represerit compo-
nent skills in writing compositions. The effectiveness of the activity
is deferntined by the amount of transfer the student is able to make

£ e - .
~from the exercise to writing a complete composition. Consequently,

-~

the teacher should have students incorporate -the skill under

consideration in a full compositioh as often a$ possible. During this "

incorpogation stﬂder{ts should follow the general composing process:

Reacgng toa stlmulus verbalizing thoughts and feelings a}out

a specxflc stimulus .

Experimenting: trying new ways to translate these thoughts
and feelings into print, playing with words

Writing a rough draft: putting the words into a total com-

munication to someone else, concentrating on the ideas and style .

anthe mechanics-and neatness e

Sharmg with others: testing “the effectwene?s of the com+
munication and exploring alternative methods of presentation

*Revising the work: rewrifing the compos:t:on, incorporating
suggestions and ideas gleaned.from the sharing experience

Submitting the composition: giving the finished product to the
fmal audience for reaction, . -

2 » ‘
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CHAPTER 5 .
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Grading B L

.
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Usually, when we mark a student for composition, we have the

student write several compositions over the course of the unit, grade

¢achone, and assign an average of all the grades. This approach poses

several problems. First, it confuses instruction with evaluation.

While we are asking students to try new techniques and different

ideas in their compositions, we are also telling them that they will be

graded on the effegtiveness of the composition. Althotgh this may

insurémost will do the work, it will deter all but the most sectire from
: i B bl - . ”

experimenting. On the contrary, most will follow the “safe” road,

using techniques and style they have found successful in the.past.

: ‘Secand, this approach to grading assurfls- that all the com-

positions are equal since an avefage can-only be used when all-

numbers have the same value. Indeed, _Ehe oppbsitg' is the case. Some
topics will interest some stdents moré than others at different
times. On some days, ' student may not- feel like .writing and,
consequently, may not put forth a maXimum effort. In addition, the
teacher may have a-betber attitude while grading one paper one time
than anothet a later‘time. All of these factors and many more

invalidate the averag® since some B’s are higher or lower than-other

- B’s depending on the time, conditions, and stimuli used.

D
e

Finally, the grading of each composition often detracts from the” ~ . .

Tearning experience. When a teacher returns a paper wi Qth a
grade and a commeéy, the stéident usually looks at thqRrade And,
) P A * g * .‘ ‘_ : , PN
- L *
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gives cursory glances at .t‘h; comment. In ‘short, the student is
influenced primarily by the grade, not by the detailed reaction of the

. teacher. Even more ?trlmental to learning is the subsequent

~

inclination to write only tg improve a grade, rather than fo write a
better comnosrtlof\ However, if we do not grade every composrtron,»

how. can we mark students? -

Ultlmately, most teachers have te assign grades to students.
Offe way to do this is to give three marks over the course of the
composition unit: one for improvement, one fpr effort, and one for
quality. lmprovement should be based on a pre- post s;tuatlon with
thestimulus and dlrectlons keing the same for each testmg period.

_ This may bea one-period writing assignment or, even better,.a two-

period dssignment in which the student can “write a rough draft
ring the first peéridd and a Final draft durmgthe second. Even if it

. takes two days; it would be better to allow the stdent to follow the:

' composing process voluntarity than to force the student to submit a

first draft for evaluatidn. The pre-test ‘should be given prior to

instruction in’ composition and ‘the post-test given at the end of -

instruction. To determme the grade for improvement,- -the teacher

A should examine each student’s pre- and post;tests together. If the.

post-test issuperiox to the pre- -test, the studenthas lmproved If not,

“the student ‘may not have improved. .

Effort may be evalyated very easily by maintaining a folder for

each student throughout the composxtlon unit. Since all the student’s
_ work is contained in ‘that folder, the effort is réadily demonstrated If

the folder is,empty, the student las put forth little effort. If it ig Full,
the student should prosably receive an A fbt effort, especially if all
the work is of acceptable quality. Smce papers dre easily misplaced, |
suggest the teacher -keep the folder in school atall times and have the
student place all work there when completed. ~

Quality is" usually. the most dlffu;ult area to evaluate. Often, -
. teachers take th% student’ sgost recent composition and determine

. the student’s ability on the basis of the quahty of that work. This is

'Y
not fair to all students. Thefist stimulus may have been fascinati
to some, and bormg to others; some students may have been in the’

" prime of health and enthusiasm While others were ill and dis=; ..
mterested Rather; it would Be more gurate to allow the st‘udentto :
i%

r
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submit the best éffort over the course of the unit as evidence of
quality. In addition, I would give students the opportunity toYevise
their works.once more before submission to be sure I had the very
beststhey could offer. - - oo '
o~ Evaluation of,quality poses an’additiongd problem. What is
E quality? Sometimes, we confuse quality, With neatnesy. and .
mechanical correctness because it is easier to grade, these aspects
fhan some nebulous area like style. One Way to examine quality is to -
establish the aspects of quality for each type gf writin These
aspects or criteria should be developed with the students at the .
- beginning of the unit. For example, when working with narration,
the teacher could give the students a short story to read and then
: discuss the criteria they would use to evaluate it. Ultimately, the -
técher should try to draw from them® criteria such as interest,
«character, depiction, conflict or plot deyelopment, word choice, &
. sentence structure, and usage. The criteria should réflect those-
< . aspects of narration which the teacher plans to examine most closély
~  with the students during the unit. Once the criteria are’specified,
. teacher and students can, tvaluate sample narrations written by
- others dgging the unit, rating them on the basis of thes® criteriz By
; °  the end @the unit, evaluation of quality, should be” easier for -
‘ everyone concerned since all are familiarwith criteriaand procedure.
y Oncethe teacher has all three grades (improvemenit, effort, ande
quality), the final mark should not be just an average of the three.
Rather,phe teachek should weigh-the separate grades in'respect to
. age and ability of the studentand the purpose of the instruction. For -
R ’ example, with the insecure, seventbh%rade student, I would place
d

.
o Pl

~—

.. _greater value on improvement and effort {han on quality; while for
= the confident writer'at the gamg grade level, or a student in twelfth g
R grade, | might place more emphasis on quality. The finabmark should,
. be a humane suBfective' evaluation of the individual student in "
K re‘lftion_to the purpose of the particular composition pngr;?.r -
’ Grading is' necessary in ourpgesent system.If wergfuse t ade>
students in tomposition at-all, they will either value this work very
. littleor they will be ultimately penalized as someone will probably (
e ‘. ask for a grade. Grading on the basis of pre-post improvement,
effort, and&u alit&eems to be fair since it does give a reflection of the

y N
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_student’s ability and interest witho"ut turning each composition into
a test, at best an anx.iet‘y-produ‘cing sitpationi for all but the most
’successful and-confident students. <o S
- With a- hymar‘e evaluation system’ and a logical instructional

é students as well as thelr attitudes toward writing. While not ‘every

) student will actually en;oy writing,” at, least they should feel
* tomfortable with the task; and know Row to &roduce t'helr most
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procedure based on the composing pracess using a variety of media, "
’
teachers should be able to improve both the composing abilities of,

- effective c8mmunication. N
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. ‘ Filmstrips ) » N . .
.- Visual Pillows- o ‘ | ~
. Overhead T\ganspurencé@ '
. . ARoller Movie R . SRR
e » -~ . RN
[ L . . o . . . v
R 2 ‘.‘St/rmé Pq{ntzngs 4 P .
PR C M?'grietic, and Flarinel Boards .o 7 B
. : \ . e - ? - ' .
I . - . ? ‘. y N . : . “‘
. Slides. S o
. T Basically all you need to make slides is;ﬁde film, such 55_ Kodachrome, -
- Agfachrome, EktacMf®me, &c. then take "the picture just as you
v would with print film. This ‘appligg to 35Smm single-lens-reflex;
e - (S.LR:)xqmeras and instamatics.” However, a few suggestions about -
o _ - photocopying might be in qrder in case yopwish to copy. pictures
. " . - from books, magazines, other pictures, etc., and project as slides-
. S DN ) e
: - s, . Y
) Materials e . . .
. 1. Ideally, )"ou should have a photocopying stand, bhétolqmps, a‘
35mm (S.L.R.) cgmera, and slidgfilm. If your lamps use tungsten S
< . 4 ‘ T :
. . , - . En . A .
v . ..
. . S ) , N
' , N - ’ . . * . » 4‘

A single-leng-seflex cameras gine which allows youto view thecbject through thelensof the

> camera You see what you get Fhe instamatic camera has a rang‘eilpder Yot view the Qbiect 4
Jthrough an aperture differeng ffom the lensi The closer you get to the object, the greater the
discrepangy between wﬂ':t you'sed and what<you get . .

.




light bulbs, like those in your home, you w\l}}eed tuhgsten slide » ‘
film, such as Kodak Ektachrome EHB. - ;

+2. If all you have is a 35mm S.L.R. camera, you can hold it in yoar
- . hand and take the slide of the picture in natural light, providing™
i the picture js not too smgll Remember, 'the poorer the light and:
; smaller the picture, the steadier the camera has to be. 7

. ) 3. If you do not have a 35mm S.L:R: camera, you can use the Kodak . v
) "'Ektagr#’uc Visualmaker, which is designed to. make photocppy-
.ing as'easy as taking a picture with.an instamatic camera’ For . #
« idformation.on this, see your local camera dealer or write Eastman - ]
Kodak,- 343 State Street, Rochester ‘New York 14608. - : 2
n Techmques B / SIS . T ¢
With stand, lamps, and 3smm %3 L R. camerag

"1. Lay picture, book, magazin®, etc. flat on the copy stand If it will
. e not lie flat, place a piece of clean window glass on top of it.

* 2. Attach camera to stand and adjust untitPicture is in focus. You . - Ny

may have to use exténsion tubes or a macro lens if the picture is

too small. Extension #ibes are rings Whlch are placed betweenthe: * -

- lens and the camera. The larger the ring, the closer youta®getto - .
youmobject. A macro lens is a special close-up lens which erabléa™ —-

_you.to take pictures of very small ‘objects. With these attach- -

- et Wt — s s @ =

“méhts you can plTTocopy a postage stamp. " . - ]
) Adjust llghtmg’ightmg can be regulated several ways: ¢
(a) by adjusting the light source; - P IR .
(b) by adjusting the size of the lens opening (F-stop) — — Melower ]
e the number (e.g.,2.8), the greater the opening, consequently -
the greater the amount of'light; and . ’ v
(({) by regulati theo.shutter speed — the slower the speed,-the / |
' greater the%ta‘l mount of light. To de;ermme the amOuntoE
> light necessagy,fuseeither. 4 light meter or the light meter in .
the camera, if there is one. When adjusting the photolamps, bq v
sure to keep the angle of reflections lqs th/m 459, otherwnsen
you may have a glare in the slide. -
| * Nober Be $ure to take ‘the film speed ( ASA) into accq,mt
., / : when ad;ustmg lighting. | . fo ;

Ry
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. 4. When you get your-slides back from the proc’egso:ey/?/ might find -
' J\at some of thepictures you copied do not fill theslide. You can -
oyercome this by-using one of the two followmg methods:
(a) When you take.the original copy, use four wide (4”) strips of
heavy black paper to proyide black borders around the picture.
. {bY After you have the slide processed, tak’. masking tape and put, .

ae

. it over the unwanted areas of- the sh e - .
7Lt 5 If you wish to photocopy slides ard you do not have actess S tra;
o . slide-copier, you can use a'35mm S.L.R. camiera, a slide projector, )
! i and a screen. In this case, project the slide on the scmeen, adjust
aq. camera for focus and lighting, and take the copy. T il o
. Note: Use tungsten film and a tripod or put the cameraona
© ‘\f)i[surface because you will probably have to shoot at a slow ., .

Lo spsed You can also take pictures of films:and TV programs the
% same’ way. This technique is pértlcularfy good if you wish to .

juxtapose two slides. In this instance use two projeetors at the -

same time and then take the topy. .

ve . ¥ < ) . . 3 .. \ K v -‘/
. . \j . -
. N - A . » .
6§ . . M 5 . , 4 . .

... #  Filmstrips | L .- ‘

. There are two kinds of f‘nstrlps you can make for classroom use’ - .

e a) photocopied or direct gictures and b) hand- prod.uced In genetal, if
— - you are interested in the first type, I-would & suggest you use sltdes
o o mstead - ,' e
» : VT a . O .
’ . ’ Pholotﬂpud or direct picgum A ' . . .
1L It you have a 5mgle -frame camera, “just foltow the procedures =
i v described under “Slides” and instruct the film processor not to
4.  mount the slides and to leave the rollintact’ jggst be'syre the top of
+  the'pictureis always at the right side of the camera dost cameras, .,
! however, are dogple frame and W\ll requlre a ﬁllg’l\ﬂly d'nore
w3 elaborate procedure. , - | /!

S L2 lf you have, 35mmS'L. .4 cam&a, you VKl“haVCtO use aframe for
- , ~the pxctur?s at you end!up thh'tWo plctu-res perframe *\fte&

. T .
.
. .
. .
.




« ycm ‘make_the’ frame, follow the procedures outlined in Shdes
‘ . but’dse. the frame .and two pictures per copy. Instruct the hlm
- . processbr not to mount the slides and 0 leave the roll intact.
ote: Be sure to sequence all your pictures before shooting.
You tarnot cha-ge the sequence afterwards}Also, take gpecial -
o care with the orientation of the pictures withig the franye (top and
K bottor). You probably do not want any to pear sideways in the
ot mxddle of apresentatlon '

- - ' ~
—

— Haﬁdprodured .- ‘

. Y ‘

“
H

\Wedure is very easy, but also tlme-consun!ung You can buy
kits -for producmg filmstrips by hand, but sometimes the cost is
“prohibitive. 5 .

A vety mexpenslve alternative is to use an outdated or
1peffeétlve ‘comhercial filmstrip; ‘bleach f}'and write or'draw on it

. using acetate pens; acrylic paint, or In ia ink. The steps are ‘as
. follows: * . e s e . .

a .
PN

‘1. Ll'aﬁke the commercial filmstrip and mark off the framés ona plece

of white paper. ¢ =,

» * 2. Putthe stripinajar w1th about 17to 2" of bleach cover; and shake
ufftil the strip-looks clean >

I3

5

- 3 Rlnse‘ ‘emulsion and bleachoff If-strip is not dear, repeat process
(you can probably reuse the bleach).” : .

4. Tape 'the white paper with frames marked o8 it on a- working
., » table, Tape the filmstrip over 1t}0ypu can see where the frames .
‘ire. - ) ' :

. 5. Using acetate or 5B

pens, draw your pictures or write your
‘words on the film “Be cateful wnth the orientation. o -
A~ Note: Try to fill eath frame sinfe the projected 1mage will -
o show a'Iqt of white, otherwise. Yo can even.provide a' coléﬁ L
/,, backgrou col‘oring the other. élde of, the strip if )wu vf/lsh. - |-
o H
., . b ':3\ , _— . .
*A good source for mozge conblote fdeml for boar shidesaand ffl%ump‘s 1s Erodmng Slides a .
Filmitrips. Emm kodak iH T | . . v :
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.Although these may seem very “gimmicky,” they often do motivate .
_ student work, and they.do offeran extradimension not avaJla-ble w1th |

" rthe other’ vnsuals 4 . , h
- ‘y' . B - ‘
Malmals ' oo ' ' ¢ -

"
‘Clear contact, paper, scissors, straw, and pieces, of paper, such as
plctures, poems, compositions, etc.

.

-

R Prowdure ‘
/ 1. 'Iake two equal sized pieces of paper. » ‘ ) ‘

2.-Lay one piece of paper ort the clear contict paper and measure for
. cutting Allow at'least a one-mch border around the piece of

b -
v

E ‘ papet. R . ,
L. 3 Usfng thls meast:lrement, cut two pieces ‘of contact paper - ¥ ¢
' - 4 Peel backing ofE coritact pap‘&\r and lay contact paper shcky sxde _—
. _up on table. I . ot
L 5. Plate one piece of paper (picture sldedov;:)'fﬁ' "rﬁlb'dleof cOntact ‘
- paper. s . - .

’ : o
* ~“ 6. Place straw ofwone cornd af contagt paper so that the straw .

— P

“extends oVer the plece of ;?aper and over the table. *

¥

T . 7.'Repeat process (except for straw) with other. sheet of contact
paper. . R . . N "

( Place second sheet ‘of contact paper directly on top of first so >

that both sticky sld/es touch. Ly -

9 Make the contact firm all around the;‘g‘;gcés of paper & ex pt ‘

. ' whelze the straw protrudes R
1 ! N ' K

" 10, Hotding the”plllow on both gides of the straw, b w into st¥aw
< uatll the “piw” is completely blown'up. (You m ght evenw n}
e 'a-httle, extra to co‘rppensate for loss when stra rs rergoved )

NS § § Qu:ckly pull straw out and seal the hole. Ptllow can be blownjup

i » agam by pee]mg tontact paper apart/and remsertmg straw S
. . e ‘ . . n ‘. ¢




L Overhead Transp’arﬁmes

. There are many ways of pfoducing’overhead transparemarymg ’
from using acetate pens or grease pencils and markmg them directly
, by hand, to using the diazo progess or a copying machine. Allof these "~ |
" * methods .have been fully.‘described 'in any good «audiovisual = ,
1 textbooks. The “lift” _process, however, has nothlthough this .- . .’ /
gwethod does not produce the pr%ssmnal reséts of the diazb “- -
method or the clean copy of the otfier, methods, it is one which ) .
Y _ students can do safely in the class’room and end up with interesting =
color transparencnes of rhagazine pictures, (prowdmg the magazink : y
plcture was in color ongmally) ° | , o .

4

LoCate and cut out pldures which you wish to use to make
transparenc:es ‘. v

" . Take a piece of clear contact paper lay 4t on top of the picture, and - .
mbli to make sure the picture is firmly-stuck to it. T’y to mb out & ? )
. any air bubbles. - o A .

T, 3. Place contact paper 2 'd picture in warm ‘water and let soak for a
_few minutes. (Somftimes a small amount of detergent can be
added to help loosen the paper.) - S

4. After thepaper seems loose, peel it offof‘the contact paper (Mwke : <
“ sure all the pfaper is off ) ! :

- Ca s : ¢

5 Place a pléce of acetate (plastlc) on the, stlcky side of the contact ‘

—

.paper. (You can also rmse the contict paper to remove the . T,
stickiness.) el L e ‘ Coo T )

6. ‘Pro;ect on _screen. ‘ T I »;._..,_,‘. _'_,_ﬁ v et

! - ¢ L4 -‘ . ‘ - ) ® .- -,
' "Roller Movie -+ -~ S - -

, P » P v ’- ‘. ‘o . . ‘. R -

Students can build a tolle‘Ntnowe to show a sﬁuence ofideas, either =~ 1

expdsitory ‘or narrative. Not only will/this help-them derﬂonstrate

ery prodess ofcreatmg R P
g directions, teah\work

-t

, their ideas i an,enjoyal;le magner, butth
the roller va‘ie will help th;n}\’?glld

[ . v
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Materials: . : ‘ . *

. Cardboard, box brfgef an} wider than the paper used two long

" rollers (such’as dowels) abut four inches longer tha Cis Wide .
strips of paper that can be"drawn on. | . .
Procedure: T ~ ) {,'

1. Draw ldeas on the papeér; sequenc them and attach s& that all the
‘pictures can be viewed sequentiall
picture on top.’ Attach title and credit pictures and a few blank

v

L]

Q- ,

_ 3. IAgert rollers through the s:des of the box one above and one:

below the hole so that their ends extend béyond the’

.~

" 4. Wind strip of pictures on bottom roller so theirr’plctures roﬂ

.t

on last. ~ - : . N
. &o- . . ‘o
'5.. Attach the top of the picgyure strip to the top roller. - .
6. Roll movie either with narration or captions,. ~ {

s "’. - . \v'

“

Strmg Pamtmg ‘ .

Alfhough usually found’ ip ‘the aft class, string. palntmg allows’
students to let their lmagrnatIOns roam and motivates them to

~

,

as one long strip with the first

‘. N v : B

Mdlma'ls )' T ' L -,

] -

Tempera paint® (especnally black) thick. string - (enough 80. each
‘participant carrhave at least 12 lnches) copstriuction paper (usually

[N

o \P:te) npe;&towels(to wipe palnt off hands, tables, etc) crayons, *
- " . .

N .
edure. e ¢ ‘ ‘ N

1 Have students work ‘in palr/ lep each pair access to paint, two

o,

.- strings, two pleces of cbnq’ructlon paper, towe14 and crayons.

-
3




a , . " ’ .
Co2. Tak one pleca\of constructlon paper and crease.it in the middle; -
leave open on~table ' 58 B '
3. Dip stmt into paint and wipe off with fmgers as y0u puﬂ it out .
" of the pamt _ A . ‘ ) .
] 4. Lay the strmg on one side of the creased constructlon paper - T .
, ‘H hanging end of string over the side. L " ‘ .
) Have partner f’old paper over the string and while partner holds .
it gently but firmjy, pull string out with a'steady motion. ° - ! “
6. Open paper and let dry.- B |
7. Colpr the outline to form a picture. ° o "’ . \\‘
N . : A ‘< D3 <. " L : )
‘Magnetic and Flannel Boards ‘ . AP
Both of these aré easy to make ‘andvenable.students to mampulate ' AEREY
figuresand pictyres easily. In addition, they allow students-to create &
their own 1mag§s for the manipulation. ) P
‘ . 2
MAGNETIC ROARD s "
. . 4 © .
Malemgls ' L - .

o

1. O piece magnetic paperboard, a special paper to which magnets
____will stick:’A 30" by 40" piece can be qbwned from graphic arts

suppl?’ store éo‘r’ abgut $3.00. Thxs piece ‘can then be cut into -
smaller ones for your use. - ‘.

—t

2. h}agnet:c tape with adhesive on one s:3e Three tWO=foot strips

‘ofte mch wide are available for about $2 00. These strips can al§5 ' ~
be cut

3 A mounting board mnght be needed; an 'old piece of plywood wnll )
serve. /

o fae v . v

v
¢ 0 . .

]

" 4. Small fxctures, such as cartoon charagters from Sunday c‘omlcs

/
N Protedure

¢

o1 Cut the paper to mount Of the

a. 12" by 12" p ”e m ght be kug

ough T

ard For smau group work
en
I I
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; . 2. Cytout pictures to place qmmagneﬁc strip. These pictures tan be
from comics, magazines, self-drawn, etc.® : :

' ’ 3. Cut pieces of magnetig’ strip to fit the pictu.r'es.
4. Peel backing off strip and"stick pictures on it.”

‘5. Put pictures on magnetic board. -
[ 4 ' . . - - . - ) - .
Note: You can also color a scéne on the board directly®opro- *, .
vide a background: for the pictures. Y . T

- FLANNEL BOARD oo T o

b ————

.. Materials: ) T T — oo e

. » f.,: . ra * N
s - L Mounting board, such ds that useg, for-magnetic board, about . -
, 24" by 30"y tacks. . . . .

. _ 2. Piece of cotton flannel pr»felt‘aBOut 'QOT by 34~ , v .

- 3 Maieriﬂalé such as felt, flanpel, and sandpaper. . .

- 4. Picaures, glue, sci N )
R , glue, scissors. . ‘ C .

. : Procedure: . ) . . A
- s 1. Fold the flannel over one sidesf mounting hoard — about two -

inches —. and tack. o ' N G .

"« 2. Stretchthe flannel across the board; fold over othepsiderand tack. .
‘ . " ) - ) - - ‘

3. Repeat for top and bottom. \ o
. 4. Studenty can cut figures out of othe} pieces cf)ﬂanf\.el’ or feltor, .

they cary cut pictures out of magazines,etc., and pasfe them on

san r. These %ill adhere to the flagnel 'and can then be - o
manipyfated by th® students. - PR -
' P " J,i‘ -’. . ) w? " . .. .
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