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This Lesson at a Glance:

Grade Band: 5.2

Integrated Subjects:
- Theater
- Language Arls

Materials:

For the teacher:
. [ | Standards for Rubrics

For the student:
: ; Building a Plot

: Developing @ Story

Related WebLinks:
7 ReadwWrite Think

Targeted Standards:

The Naticnal Standards For Arts
Education:

Theater {5-8)

Standard 1: Script writing by the creation
of improvisations and scripted scenes
based on personal experience and
heritage, imagination, literature, and
history

Theater (5-8)

Standard 2. Acting by deveioping basic
acting skills to portray characters who
interact in improvised and scripted scenes
Theater (5-8)

Standard 3: Designing by developing
environments for improvised and scripted
scanas

Other National Standards:

Lancuage Arts 10 {(6-8)
Standard 1: Uses the genersl skilis and

strategies of the writing process

Language Aris 1ll {8-8)

Standard 2. Uses the stylistic and

rhetorical aspects of writing

Languzge Arts 1l (6-8)

Standard 3: Uses grammatical and
~ mechanical conventions in writtan
- sompositions

Language Arts lif {6-8)
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Fiction, Plotting the Story

Part of the Unit: Fiction Writing

L.esson Overview:

[n this lesson, students explore how the elements of fiction can enhance
and develop their writing. Students investigate plot as an element of
fiction. They consider how details and events are selected and arranged
to contribute to the outcome of the story.

Length of Lesson:

Three 45-minute periods

instructional Objectives:
Students will;

- demonstrate the ability to wiite for the purpose of expressing
personal ideas. :

- expiore plot as an element of fiction

- write for a variety of audiences: peers, teachers, parents, school-
wide community, and beyond.

* Suppiies:

- Ruied paper

- Pens and/or penciis

Instructionat Plan:

Establisk with students that plot, one of the elements of fiction, is the
sequence of events in a story. (For the slements of fiction, see the
ReadWriteThink lesson, Bogk Report Aternative: The Elements of
Fiction.) Plot is the writer's plan for what happens when and to whom, It
centers on some intemal or external conflict. In a carefully constructed
plot, detaiis and evenis are selected and arranged in a cause-effect
refationship so that each is 2 necessary fink lsading to the outsome of the
story. The events usually follow a pattern: z situation is established: a
conilict or problem arises; certain events bring about a climax, ora

character takes a decisive action; and the confiict is res’g.l.\za,d {resolution).
_ Follont, Aeiow | Dnpiemtrs
Conflict

In the piot, the writer develops a conflict—a struggle between opposing \, ]{ % ‘N)"
forces. K creates tension and suspense in a story. Sometimes there may hﬁ $ 2,
be only one main conflict. Sometimes characters may be involved in Q 1

W
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several conflicts.

- External Conffict: In this type of conflict, a character struggles with
some outside person or force. One character may oppose ancther
character. Sometimes a character struggles against a force such as
a blizzard, a flood, poverty, eic.

- internal Conflict: In this type of conflict, a struggie takes place within
the mind of a character. For example, the character might struggie
with himself or herself to-do the right thing.

Climax

The climax, or turning point, is the high point of interest or suspense in a
story. It takes place when the reader experiences the greatest emotional
response {o a character's problem, when the situation is such that the
conflict must be resolved one way or ancther, or when a character starts
1o take a decisive aciion to end the conflict.

vl ko
Resolution - (gt n'(\"‘ M }\ A ‘ﬁa.«m.r{“.(ﬁr
The resolution is the point in the plot at whuch the loose ends are tied up.
The conflict is resolved and closure occurs.

] Types of Plots]

A piot moves a siory from point A 1o point Z. Some commonly used piot
patterns that move stories include the following: 3"} E .
5 e

(D( Sh) % 0\\"*

- from problem to solution

- from mysiery to solution

from conflict to peace
- from danger to safely
- frorn confusion fo order (JU““
- from dilemma to decision

- from ignorance to knowledge

- from questions fo answers

Ask students the following discussion questions;

Think about the plots of some of your favorite books. Can
you pick out which plot pattern or pattemns are at work In
each of them? Do your favorite books tend io have similar
pict patterns or a wide variety of them’? Why do you think a
certain fype of plot appeals to you?

K General Guidelines for Plot Buildingj

(These are also included in the accompanying Building a Plat handout).

- Let characters influence the plot. Think about the characters in a
particutar situation, and plot ideas will emerge. Suspense author
Andre Jute says, "Piot flows most easily and genuinely from
character . . . and the actions characters undertake because of the
relationships they have and the Frictions built into such contact. On
the cther hand, if you first wark out the plot and then simply people
it with characters who can carry out the actions you've dreamed up,
your characters will seem wooden and unreal.”
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- Avoid ioo much plot. Don't create a crisis every twc pages, too
many characters and story lines, characiers that are "in action” so
much they do not have time to think, etc. Many writers go back
through a first draft and look for story lines, characters, and plot
events they can cut to improve the story’s focus on the theme.

- Know when fo start the story. The action of your story should begin
at the point at which the characters start moving toward the end of
it. For example, a story about a family coping with the breakup of
the parents’ marriage might begin on the day one parent moves
out. !

- Let readers wait. Anticipation is part of the fun for readers. Readers
get involved because they want io know what happens to the :
charactars. If you answer that question too soon, you may have 1o
dream up anocther piot to finish the story. C

- Pace the plot. Think of your plot as having a kind of wave motion:
with ups and downs, action sequences and calm scenes (sitting,
talking, thinking, etc.), and tension that builds up, comes fo a crest,
and then setties down. This kind of pacing sets vour reader up for
the final climax,

- Let your characters grow. In most stories, piot is about how life
aifects people or characters. Between the beginning and the end of
your story, your main characters should learn, grow, and be in
some way affected by the events they have just lived through.

X Have studenis complete one of the writing activities on the accompanying
1{ Developing g Storv handout.

. o N Instruct the students to share their stories with the class. The students will
0{% [:)‘\1 select one story to tum into a small play. {If necessary, divide the class
\P\L into small groups and lef them work on adapting different stories.) Allow
¢ %UN\ students fo create simple cosiumes and props to support the production.
ﬁ-})‘ X This can be done in class or at home. If pessible, arrange for the students
\D\U\* \ o perform the play for a kindergarien or lower-grade class within the
) {\W\ school,

g \ ¥ Assessment:
@ i gw & Assessment of student writing will occur through the sociat dynamics of
Q‘ 0;9 K the classroom (peer response, cooperative leaming, student-teacher
%g‘j conferences, discussions, etc.} A scoring rubric and checklist will be
/.?‘3/ developed with students to help evaluate their writing. See the Standards
for Rubrics guide for reference.

Extensions:

Create a literary magazine for the class, in which students’ drawings and
stories can be pubiished.

Sources:

Print:

- Klugerman, Rita, et al. Giohe Writing Program, Book A. Englewood
Cliffs, NJ: Giobe Book Company, 1988.

- Gregory, Cynde. Childmade: Awakening Children to Creative
Wiiting. Barryiown, NY: Station Hill Press, 1990.
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- Hubert, Karen M. Teaching and Wiiting Popular Fiction. New York: :
Teachers & Writers Collaborative, 1976. i

- Mellon, Nancy, Sforvtelling and the Ari of Imaginafion, Rockport,
MA: Element, Inc., 1992,

- Millet, Nancy C, and Raymond J. Rodrigues. Explorations in
Liferature. Glenview, IL: Scott Foresman and Company, 1889.

- Rico, Gabriele Lusser. Whiting the Nafural Way. Los Angeles: J. P.
Tarcher, Inc., 1983.

- Willis, Meredith Sue, Blazing Pencils, New York: Teachers &
Wiriters Coliaborative, 1990,

- Willss, Meradith Sue, Persanal Fiction Writing. Mew York; Teachers
& Writers Collaborative, 1954,

- “Writing.” Delran, NJ: Weekly Reader Company. November 19983,
December 1923, March 1894, April 1994, October 1984, March
41895, Seplember 1995, April/May 1995, February 1998, and March
1998,

Web:

- ReadWhriteThink: Book Repori Alternative: The Elements of Fiction
http:iwww. readwritethink. org/fessonsfiesson_ view.asp ?id=138

Authors:

- Kathy Couok, Teacher
Thomas Pullen Arts Magnet School
Landover, MD

= |
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Assignment

Developing a Story
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Choose and complete one of the following assignments:

1. Select a porfrait—a painting or a photograph—and write a brief story featuring the subject of the portrait,
adding fraits such as height or fone of voice. Use the basic elements of a story: setting, character, plot,

conflict, climax, and resolution. The main character shouid be revealed gradually through the elements of
the story.

2. Wirite an original humorous foy story usmg your favotite childhood toys as characters. Make your story
as original as possibie.

3. Select one of the following beginnings as a starting place for your own story. Write a story, developing
all the elements of fiction (setting, character, and plot):

a. There once lived a King's son who had a bride whom he loved very much.

b, There was once a wonderful musician, who went forlom through a forest and thought of all
manner of things, and when nothing was left for him to think about, he said: "Time Is begihning to
pass heavily on me here in the forest. | will fetch hither a good companion for myself.”

c There was once upon a time an old queen who was ill, and thought to herself, "I am lying on
what must be my deathbed.”

d. Once upon a time there was a girl who did nothing but spin and weave.

4. Provide the following endings and have students write a story that leads to this ending:

a. On the rock, hidden beneath the Oid Woman's rose bush, a tiny elf sat happily waiching the
party, one leg crossed over the other.

b. She came out of the waler and lay down in the grass under the dazzling golden light. She
noficed all the fruit on the trees and many green birds in the trees. She saw people coming through

the meadow. She went out to meet them. They came up o her and took her hands and embraced
her.

c. "I think we have learned much today," he said. They embraced and they danced for & long fime
between the darkness and the fight.

d. After ridding the castle of cobwebs and bandits, the prince and princess became king and queen
of the land. Af last, rule was restored and | imagine they are living there still.

5. Write a story in which your main character sees things with unusual clarity, as if from above, and says
what he or she sees very plainly.

6. Write a story about someone or something that travels from a beloved home and, coming full circle,
finds it unchanged.

7. Write a story about someone or somnething that leaves a beloved home and returns by the same route
after a long fime to find it almost unrecognizable.

Lesson Connaction Fickan Witing Plot T Th KenndiCeny
Copyright The Kennedy Center. All righls reserved. DGE
ARTSLOGE matenals may be reprocucsd for educational purposes. man:



Page 2 of 2

R R R e R R T A R B R

8. Create an imaginary mountain that you would truly fike to visit. What is its dominant color? Who and/or
what inhabits this place? How do you get there? What treasure is held there? Cast this mountain into a
story. In front of the mountain, imagine two or three giants or other guards who must be outwitted or
understood in order to pass safely through the heights and depths of your mountain.

9. Write a story of a noble traveler who has gone in search of a key to an important place that has been
locked up perhaps for a very long time. He or she will have to overcome obstacles on the way; helpers will
have to come forward to solve riddles and show the way. in the course of your story, you can discover
where, and why, the key had been hidden or lost

10. Write the story of a very beautiful palace that is furned into a hovel by a wicked enchantment. Who
comes to break the enchantment and set things right?

11. Write a story about a creature who so longs to become human and possess human qualities that it
overcomes all abstacles and throws off its animal nafure.

12. Write a story about a dragon that is holding an individual, a family, or a whole town in terror. Create a

hero or heroine, or both together, who meet this dragon and successfully absorb its power as their own,
putting its power compassionately and cleverly in the service of others.

Leszon Connection:. Fictior Writng: Flog e Thy: Bemned ey
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Student Guids
Building a Plot
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Before you start writing, read these tips for creafing engaging piots:

1. Let characters influence the piot.

Characters develop out of the situation for a story. Think about the characters in a particular situation, and
plot ideas will emerge. Suspense author Andre Jute says, "Plot flows most easily and genuinely from
character . . . and the actions characters undertake because of the relationships they have and the
frictions built info suich contact. On the other hand, if you first work out the piot and then simply people it

with characters who can carry out the actions you've dreamed up, your characters will seem wooden and
unreal.”

2. Avoid too much plot.

Don't create a crisis every two pages, too many characters and story lines, characters that are "in action”
so much they do not have time to think, efc. Many writers go back through a first drait and look for story
lines, characters, and piot events they can cut to improve the story's focus on the theme.

3. Know when fo stari the story.

The action of your story should begin at the point at which the characters start moving toward the end of it. |
For example, a story about a family coping with the breakup of the parents’ marriage might begir on the
day one parent moves out.

4. Let readers walt.
Anticipation is part of the fun for readers. Readers get involved because they want to know what happens

to the characters. If you answer that question foo soon, you may have to dream up another plot to finish
the story.

5. Pace the plot.

Think of your plot as having a kind of wave motion: with ups and downs, action sequences and calm
scenes (sitling, talking, thinking, etc.), and tension that builds up, comes to a crest, and then settles down.
This kind of pacing sets your reader up for the final climax.

6. Let your characters grow.
In most stories, plot is about how life affects people or characters. Between the beginning and the end of

your story, your main characters should iearn, grow, and be in some way affected by the events they have
just lived through.

Lesson Cennection Fiction ¥lrling: Plot T Th: Kemnads € on
Capyright The Kennady Canter. Al nghts reserved. : DGE
ARTSEDGE matenals may be reprodugced for educational purposes. h
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ARTSEDGE: Fiction, Creating Characters

ARTSEDGE

LESSONS: LESSON PLAN

This Lesson at a Glance:

Grade Band: =g .

Integrated Subjects:
- Theater
- Language Arts

Materials:
For the teacher:

i Standards for Rubrics

For the student;

+ 1 Point_of View Assignment

Related Webl inks:

- "ReadWrite Think

Targeted Standards:

The National Standards For Arts
. Education;

Theater {5-8}

Standard 1: Script writing by the creation
of improvisations and scripted scenes
based on personal experience and
heritage, imagination, literature, and
history

Other National Standards:
Language Arts 1Y (6-8)

Standard 1. Uses the general skills and
sirategies of the writing process
Language Arts Il {6-8)

Standard 2; Uses the stylistic and
rhetorical aspects of writing

Lanquage Arts Il {6-8}

Standard 3: Uses grammatical and
mechanical conventions In writien
composificns

Language Arts Il {6-8)

Standard 4; Gathers and uses information
for research purposes
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Fiction, Creating Characters

Part of the Unit: Fiction Writing

Lesson Overview:

How can | use the Elements of Fiction to enhance and develop my
writing? Students will explore these themes in this iesson. Students will
axplore characterization as an element of fiction. They will iearn how
authers use characterization, dialogue, and point of view fo reveal a
character. They will then experiment with constructing characters of their
owrn.

Length of Lesson:
Three 45-minute periods

instructional Objectives:
Students will:

- demonstrate the abiiity to write for the purpose of expressing
personal ideas.

- explore the elements of fiction: setting, character and piot.

- write for a varisty of audiences: peers, teachers, parents, school-
wide community, and beyond,

Supplies:

- Ruled paper
- Pens andfor pencils

- Examples of vivid character descriptions from famous literary
works, such as Great Expecfations or David Copperfield by Charles
Dickens.

Instructional Plan:

Establish with students that characterization is one of the elements of
fiction. (For the elements of fiction, see the ReadWriteThink lesson, Book
Report Alternative: The Elements of Fiction,) A character is a person or
animal who takes part in the action of a work of literature. Generally, the
plot of a shor story focuses on one character—the main character. A

6%\;\?&%‘4{_

story may also have one or more minor characiers. They keep the action % ]
moving forward and help the reader learn more about the main character. ol G s .ok
A character is not usually described in a story alf af one time. Rather, the ?co%”

information is given fo the reader in pieces and clues throughout the story. -
Sometimes, however, it may be necessary to give a short sketch of your } 6M s

o8
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main character at or near the beginning of the sfory.

Characterization

Characterization is the use of fiterary technigues to reveal the nature of a
character. A writer may reveal a character in four different ways. The
writer may:

- describe the characler's appearance.
- report the character's speech and behavior,
- describe the reactions of other characters {o the individual.

- reveal the character's thoughts and feelings.

Most authors use a combination of methods. Refer to the handout,
Revealing & Character; An Example, and read to students 2 passage in
which al} four techniques are used to characterize a girl namesd Kelly who
is visiting Sally O'Brien, her best friend. In the passage, Mrs. O'Brien is
Sally's grandmather.

Show the students the following statements, and have them point out the
lines from the excerpt that prove the siatement and name the method or
methods of characterization used.

- Kelly has a ponytait.
- Kelly thinks that Mrs. O'Brien has a sour face.
- Kelly is congemed about Sally.

- Sally's mother was nice to Kelly.
Have students try one {or more} of the following writing assignments:

- Write a characterization of someone you know. Lef the reader

%\ decide from your writing what kind of person you are describing.

Show, da not tell.

- Create a character. Describe your character completely. Use details
that help your readers imagine completely your creature or person.

- Describe a person or characier whose physical appearance
impressed you. The person may have been stunning, extraordinarily
plain, physically chalienged, cruel or sinister looking, etc. In what
kind of mystery/riddle could the character be involved?

On each of several slips of paper, write five adjectives that might describe
a person, Then divide the ciass into groups of four and give each group a
fist. Have each group create a character who iliustrates its list of adjectives
but without using the actual adjectives. Then have each group read is
characterization aloud so other siudents can attempt to determine which
adjectives the character exemplifies. If time aliows, try a variation of this
activity. Give every group & list of the same adjectives; the class could
then analyze differences in the ways that different groups iflustrated the
same characteristics.

Charles Dickens excelled at creating vivid characters. Have students read
the descripiions of Miss Havisham in Great Expectafions or Mr. Micawber
or Uriah Heep in David Copperfield, paying particular attention to
Dickens's word choice and the other ways in which he revealed his
characters,

Page 2 of -
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As a further exercise, have siudents clip animal photographs from
newspapers or magazines and write brief jounal entries that seem to fit
the postures or expressions. '

-

Diajogue

Explain to students that dialogue is a conversation between two or more

characters. Dialogue can revea! the moods and personalities of the
characters: .

"| came to tell you I'm sorry," said Jim,
"BE QUIETY Nancy screamed.
Dialogue can also reveal who the characters are, and where;

"The one thing | hate about these trips," said Amanda, "is
the cold, Each year the wind pets sharper and the air gets

clammier. And my nose gets runnier. Next year I'm staying ‘
home."

™ ou can't do that,” Becky answered. "People expect us o
be out onh this night.”

"Weill, there's no reason to travel like this. Everybody else
flies in airplanes, with cushionad seats and food served on
iittie trays. And movies. Why can't we have movies?"

"Be guiet, Amanda. How can you puf a movie screen on a
broomstick ?* said Becky with a sniff.

| Dialogue can tell you what's going on:

“Harold! Please get that parakeet out of my hair!”

N © "Yes, Mrs. Halloway, I'l try. But | think he has his foot
caught in that comb thing on the back of your head.”

Point out to students that different kinds of people use different kinds of
speeck. Also, a person's speech changes according te the situation.
Speech reflects where the characters are living and when, For example, a
. girl of the Chvil War period would not use twentieth-century stang,

-v\su’g —A4—=2Distribute the student Witing Dialogue handout containing gudelines for

Lo writing dialogue and the choices for writing assignment fopics. Students
0“&5‘;\‘6" X0 should complete one or mare of the writing assignments outlined on the
*5‘,@. \h handout.

Point of View

Explain that "point of view" refers o the perspective from which a story is
told. The writer chooses a narrator for every story. The narrator tells the
siory from either the first-person or the third-person point of view. The
author's choice of narrator for a story deiermines the amount of
information a reader will be given. The following are the four major points
of view: _

=

- first persorr The narrator ("l") is & character in the story whe can
reveal only personal thoughts and feelings and what he or she
sees ard is toid by othar characters.

- third-person objective: The narrator is an outsider who can report
only what he or she sees and hears.

http:/ fartsedge kennedy—center.crg/content {2233/ Page 3 of 6
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- third-person Bmited. The narrator is an outsider who sees into the
mind of one of the characiers.

- third-person omniscient: The narator is an all-knowing oulsider
who can enter the minds of more than one of the characters.

The four passages that follow tell the same incident from different points of
ﬂ\{tﬁ view. Notice how the amount of information given about each character
\\ depends upon the point of view used.

- As | placed the carefully wrapped package on the park bench, 1
looked up and saw Molly walking across the street. | hoped that
she hadn't seen me. (first-person)

- As George placed the carefully wrapped package on the park
bench, ha looked up and saw Molly walking across the streat.
(third-persen objective)

- George, anxiously hoping that no one was waiching him, placed a
carefully wrapped package on an empty park bench. When he
iooked around, he saw Molly watching him from across the strest.
(third-perscn limited)

- George, anxiously hoping that no one was watching him, placed a
carefully wrapped package on an empty park bench, Molly, who
was walking home, saw him and couldn't help thinking that he was
acting strangely. (third-person omniscient)

Have students complete one or more of the foliowing assignments

{instructions also included on the accompanying Point of View Assignment
handout):

- Write a piece of fiction based on an ancient cor historical event.
Imagine what the story behind this event might be. Wiite a
paragraph of first-person narration. Use first-person pronouns to
describe events and thoughts. Think of ar exciting, funny, or
special event in your own life. Describe the event from your point of
view. Next, write a third-person paragraph about the event, This
paragraph will use the pronouns he, she, it, or they to describe the
event. How do the two paragraphs differ?

- Write a brief, first-parson narrative of & teenager describing his or
her test for a driver's license. In the first version, the narrator is
teliing a friend about the test; in the second, the namrator is the
teenager's parents; in the third, it is the driver education feacher.
{For this assignment, have students discuss the characteristics of
each narrative, analyzing the different voices of the namrator.)

- Have you ever read a book or articie written from the point of view
of a plant or animal? What was your reaction? How was the effect
different from what it would have been if the perspective were that
of a human character? If your pet or the pet of someone you know
well were to write a joumnal, what kinds of things might be included?
What might an animal "comment on” that might not be noticed by
humans? How might an animal understand everyday objects or
events from the human worid?

- Select an animal and write a journal entry for yvesterday from the
animal's point of view, without specifically mentioning what kind of
animal is "writing” the entry. Read your entry to the class and see if
they can guess what type of animal wrote the entry. As you read,
you will need to portray the characteristics of the animal that you

http: f /artsedge_kennedy-center. org/content/ 2233/ Page 4 of 6
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are dramatizing.

Assessment:

Assessment of student writing will occur through the social dynamics of
the classroom {peer response, cooperative learning, student-teacher
conferances, discussions, etc.). A scoring rubric and checklist will be
developad with students to help evaluate their writing. See the Standards
for Rubrics guide for reference.

Extensions:

Create a literary magazine for the class, where students’ drawings and
stories can be published.

Sources;

Print;

- Dickens, Charles. Great Expsctations New York: Penguin, 1998,

- Dickens, Charles David Coppeifield. New York: Penguin, 1997.

- Gregory, Cynde, Childmade: Awakening Children to Creative
Writing. Barrytown, NY, Station Hili Press, 1990,

- Hubert, Karen M. Teaching and Wiiting Popufar Fiction. New Yark;
Teachers & Writers Collaborative, 1976.

- Kiugemman, Ritz, et ai. Globe Wiiting Program Boak A. Engiewood
Cliffs, NJ: Globe Book Company, 1989,

- Melion, Nancy, Storyteliing and the Art of Imagination, Rockport,
MA.; Element, Inc. 1992,

- Millet, Nangy G., and Raymond J. Rodrigues. Explorations in
Literature. Glenview, IL: Scolt Foresman and Company, 1989,

- Rico, Gabriele Lusser. Writing the Natural Way. Los Angeles: J. P. _
Tarcher, Inc., 1983.

- Willis, Meredith Sue, Blazing Pencils. New York; Teachers &
Writers Collaborative, 1990,

- Willis, Meredith Sue, Personal Fiction Writing. New York: Teachers
& Wiiters Collaborative, 1984,

- "Writing.” Delran, NJ: Weekly Reader Company; November 1983,
December 1993, March 1994, April 1384, October 1994, March
1995, September 1995, ApriifMay 1995, February 1996, and March
1995,

Web:

- ReadWriteThink: Book Report Aliemative: The Elements of Fiction
http./twww.readwritethink. org/lessons/lesson_view.asp 7id=138

Authors:

- Kathy Cook, Teacher
Thomas Pullen Arts Magnet School

hetp:/ jartsedge.kennedy—center.org fcantent/ 2233/ Page 5 of 6 ’
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Student Guide

Revealing a Character

e o e T S e S s e e e T TR

In the foliowing passage, the author uses all four techniques (describing the character's appearance,
reporting the character's speech and behavior, describing the reactions of other characters to the
individual, and revealing the character's thoughts and feelings) o characterize Kelly, a girl who is visiting
Saliy O'Brien, her best friend. Mrs. O'Brien is Sally's grandmother.

"Good morning, Mrs. O'Brien.”

"Goodness, you scared me! Where did you come from?”

"Acraoss the sfreef, of course," Kelly said.

"Don't be fresh, Kelly. How many fimes have | asked you to use the doorbell?"

Mrs. O'Brien rubbed her red, puffy eyes, and turned back to folding the tumble of fresh-smelling ‘
faundry in front of her. - ;

"| suppose you want to see Sally," said Mrs. O'Brien, keeping her back to Kelly. "Well, | am afraid
she's not feeling up to having visitors foday.”

N
"Again?" Kelly thought, twisting the loose strands of hair that had escaped from her ponytail. She
knew she should probably just leave without a fuss. Ever since the funeral, it had been hard to talk
to Sally anyway. All she did was sit in her room and play video games,

Kelly couldn't blame her. The O'Brien house just wasn't the same since Sally's mom died. Before
then, Kelly never had to ring the bell. She just threw open the door and shouted for Sally to come
put and play. d\

While she was waiting, Sally's mom would greet her with a hug and maybe offer her a cookie that
was still warm from the oven.

"Kelly, what are you standing there for?" shapped Mrs. OBrien, "Didn't you hear me? You can't see
Sally today!"

‘v

t that moment, something inside Kelly snapped. She was sick of Mrs. O'Brien and her sour face. '

Sally was her best friend, and Kelly needed to make sure that she was okay. She was going fo see |
her today—NOW. '

Lessen Connsction: Fiction Writing: Characterization e ThekannadrLames
Copyright The Kennedy Center. Al rights reserved. DGE
ARTSEDGE materiais may be reproduced for educshional purposee,
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Assignmern

- Writing Dialogue

Writing dialogue—a conversation between two or more characters—is easy if you follow these guidelines:

1. All words spoken by a character must be surrounded by guotation marks. A direct quotation can come
at the beginning or the end of a sentence.

2. A direct quotation begins with a capital letter. If a quotation is interrupted, the second part begins with a
lower-case letter. :

3. A direct quotation is set off from the rest of a sentence by commas. If a direct quotation is interrupted,
commas are placed before and afier the interruption. The comma before a direct quotation falls outside

the quotation marks. The comma—or any punctuation—after a direct quotation falls inside the quotation
marks.

Examples:

Ted smiled and thought, "I can't wait to get to the ball game!"
"Yes, | am the one who baked the chocolate cake,” admitted Granny
"Jim," she said with a grin, "I'm going fo make sure you iose this match.”

4. Dialogue is less formal than other kinds of writing. To make your characters sound natural, you may use
short sentences and contractions in dialogue.

5. In a conversation between characters, start a new paragraph each time the speaker changes.

8. Be careful not to use the word "said" too often. Use other livefier verbs, such as "whispered,” "yelled."
"mumbled,” "cried,” and "confessed."”

Writing Assignment
Complete one {or more) of the following assignments:

1. Create two characters: a younger person deeply in need of affection and warmth and an older person
willing fo give it. Write a one- to two-page conversation between the characters. The details (their
relationship, situation, etc.) are up to you, but make the reader care.

2. Using yourself and your best friends as the models, try writing a fictionalized conversation among three

or more characters. Try to capture the style of your crowd's real-life speech: slang, rhythms, who interrupts
whom, etc.

3. Write a dialogue between abstract characters, such as Love and Hate, Happiness and Sadness, Greed
and Generosity, efc. ‘

Lesson Connestion, Fiction Wiiting: Characterization T T Kook
Copyright The Kennedy Center. All rights reserved, ARTEDGE
ARTSEDGE materiale may be reproduced for educationa! plrposas, il
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Assigniment

Point of View

1. Write a piece of fiction based on an ancient or historical event. Imagine what the story behind this thing
or event might be. Write a paragraph of first-person narration. Use first-person pronouns to desctibe
events and thoughts. Think of an exciting, funny or special event in your own life. Describe the event from
your point of view. Next, write a third-person paragraph about the event. This paragraph will use the
pronouns he, she, it, or they to describe the event. This paragraph will use the pronouns he, she, it, or
they fo describe the event. How do the two paragraphs differ?

2. Write a brief, firstperson narrative of a teen describing his or her test for a driver's license. In the first
version, the narrator is telling a friend about the test; in the second, the narrator is the teen's parents; in
fhe third, it is the driver education teacher.

3. Have you ever read a book or arficle written from the point of view of a plant or animal? What was your
reaction? How was the effect different from what it would have been if the perspective were that of a
human character? If your pet or the pet of someone you know well were to write a journal, what kinds of
things might be included? What might an animal "comment on" that might not be noficed by humans? How
might an animal understand everyday objects or events from the human world? Select an animal and write
a joumnal entry for yesterday from the animal's point of view, without specifically mentioning what kind of
animal is “writing” the entry. Read your entry to the class and see if they can guess what type of animal

wrote the entry. As you read, you will need to portray the characteristics of the animal that you are
dramatizing. '

tesson Conmection: Ficlion Writing. Fict The Kenredy Cemee

Copyright The Kennedy Center. All rights reserved. ARTEDGE
ARTSEDGE materials may be reproduced for educaticnal pumposes. iy P
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ARTSEDGE: Fiction, Setting the Story

TSEDGE

LESSONS: LESSON PLAN

This Lesson at a Glance;
Grade Band: 5.z

Infegrated Subjects:
- Visual Arts
- Language Arts

Materials:

For the teacher,
7% | Siandards forRubrics

Related WeblLinks:
ReadWrite Think

Targeted Standards:

" “he National Standards For Arts
~“ducation;

_ Visual Arts {5-8}
Standard 3: Choosing and evaluating 2
range of subject matter, symbols, and
ideas
Visual Arts {5-8)
Standard &: Reflecting upon and
assessing the charactersistics and merits
of their work and the work of others

Other National Standards:
Language Arts Il} {6-8)

Standard 1: Uses the general skills and
sirategies of the writing process
Languaae Arts Ill (6-8}

Standard 2: Uses the stylistic and
rhetorical aspects of writing
Languaye Arts B {6-8)

Standard & Uses grammatical and
mechanical conventions in written
compositions
Language Arts Il (6-8)

Standard 4: Gathers and uses
information for research purposes

ICON LEGEND:

¥ = part of the current spotlight
& = opens in a new window
£ = id-friendiv

http:/ farisedge kennedy—center.org/content/22357

ot

04/11/2007 08:01 PM

Fiction, Setting' the Story

Part of the Unit: Fiction Writing

Lesson Overview:

Students will explore how to use the elements of fiction to enhance and
develop their writing. Students will leam how authors maniputate time and
space, mood, and spatial order in descriptions of settings. !

Length of Lesson:
Three 45-minute periods

Instructional Objectives:
Students wilk:

- demonsirate ability to write for the purpose of expressing personal
ideas.

- explore the elernents of fiction: setfing, character, and piot.

- write for a variety of audiences: peers, teachers, parents, school-
wide community, efc.

Supplies:

- A short passage from an iliustrated children’'s book (of the teacher’s
choosing) that describes a setting.

- Drawing paper

- Pens

- Markers and/or colored pencils

- Ruled paper

Instructional Pian:

Ll

Read a passage from an illustrated children's book that introduces the < ¥
setting. Do not show students the illustration. Have students sketch the v \"'J‘:}X\““’
setting, based on the information in the description. Allow students fo B§ L) @""h
share the pictures. Have them explain why they drew the setting the way ﬁ\"’ P
that they did. What words or phrases influenced their interpretation amd ,\}\\7"‘
depiction of the setfing? Show the illustration in the book. Discuss N Nr' x‘;‘L
similarities and differences among the all of the drawings. ,q:v
Establish with students that setting, one of the elements of fiction, is the
fime and place of the action of a story. (For the elements of fiction, see the

Page 1 of 5

J




ARTSEDGE: Fiction, Setting the Story 0471172007 08:01L PM

r3

T n ntatrlier ReadWrieThink lesson, Bock Report Aliernative: The Elements of
P Fiction.) The setting ma ecifi ' i
= interactive very beginning of the story or it may be merely_suggested through the use
= audic of details scattered throughout the story. Customs, manners, clothing, Exbing? 4

scenery, weather, gsography, buildings, and methods of transportation

are all part of setfing. The imporiance of setting differs from story to story.

‘Sometimes the setting is fairly unimporiant, as in most fables. In other

stories, the seiting is very important. # may have an effect on the events of

the plot, reveal character, or create a cerfain atmosphere. Discuss the
specific elements of selting, which are outlined below, ‘

{t 5““"3 (‘,.;pq‘w- Time and Place
G{aM; Zer  Read the following passage to students:

On a rainy Novembear morning in 1778, a soldier trod a
solitary path along a road in westemn Virginia. His gait was
slow, and his face—barely visible benesath untold lavers of
grime—betrayed an anguished, exhausted expression.

Ask students the foliowing:

- Where does the story take place? What details tel} you this?

- When do the events of this story take place? What ciues tell you so
Have students compieie one of the following writing activities:

- Write a description of a place—real or imaginary—that you would
lke to visit. The description should include the name of the place,
as well 2s a descripiion of the inhabitants, the landscape, the
weather, and any other factors that might be important io |
developing an understanding of this place. 3

- Write two descriptions of the same place—for example, your home,
The first description should be fold from the perspective of a child,
and the second shouid be written as if an adult were viewing the
home.

- Write a description of a favorite parson in a natural setting that
seemns “right” for that person’s character. Then wrife a description
of a person who doesn’t fit into a natural setting.

- Authors often use similes and metaphors fo describe the setting in
a vivid and colorful way. For example, a writer might say, "The
thunder claps stampeded across the sky like a herd of wild buffalo.”
White a description of a weather phenomenon using an animal to
make the description more vivid,

- Write a description of an ideal outdoor spoi—real or imagined. Use
vivid details to describe light, water, plants, rocks, eic. Incorporate
personification.

At s
See Ysioty Mondy Mood
w 3 Estabiish with students that the setting can help develop and establish the
s mood of a story. A vivid description of the setfing will help the reader to
see, hear, smell, taste, and touch the environment of the story.

Share with students the fellowing passage:

it was a cold and cheerless evening. The fog seemed fo
hover over the street, cluiching the buildings, the

http://ansedge.kennedy-center.org/content/2235/ Page 2 of 5
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strestlamps—the entire city—in a damp, icy grip. K one
were to stand still, passers-by wouid emerge briefiy from
the gloom, only to disappear from view after taking just a
few steps. These ghostly apparitions tormented James as
he impatiently waited for his valet fo return with his
carriage.

{Note: For ancther good example of an author's use of setiing fo create
mood, see Charfes Dickens' A Christmas Carol. Have students read and
respond to representalive passages describing London on Chrisimas
Eve.)

Ask students the following:

- What sensory details does the author use to draw the reader into
the setting?

- What mood do these details help create?
Have students compiete one of the following writing activities:

- Post a picture of a group of people, perhaps in a city or town or at a
public event such as a baseball game. Have each student write two
descriptions of the scene, one happy and the other sad or ominous.

- Describe a familiar piacé, such as a classroom or a mall, under two
differant sets of circumstances, such as day and night, summer
and winter, or crowded and empty.

- Wiite a description of a festive holiday scene. Use details that
appeal to your reader's five senses. Your reader should be able to
visualize a picture of holiday fonds, music, colors, efc., that is
appropriate io the mood you are irying to create. Next, fry writing a
description of a dreary of scary holiday scene. Be sure o use
appropriate sensory details again. The smells, tastes, sounds,
objects, etc., should be very different from those you picked for your
“fesiive" description. Can you create a story that grows out of one
or both of these descriptions?

- Think of a natural setting that has affected you. The place may be
one you visited on vacation once, one you visit frequently, or
parhaps it is even your backyard. How does this piace affect your
thoughts, feelings, mood, and actions ? Write an autobiographical
piece describing how this setting interacts with your thoughts and/or
the actions of your characters.

Spatial Order

@ oW ’i,s.t)d— S\ u gm\@h Establish with students that there are several ways to organize a
Grogr %u‘-‘ description of a place. You could start at the right and move to the leit.
O‘"‘am' You could start at the top and move to the bottom. Or you could start at
the place closest to you and move fo the place farthest from you, as in the

e e Q}? \».w s following passage:

The door of the mansion dwarfed anyone who approached
it. Even the tallest visitors had to reach up high to grasp

. t
P\u’rw l-hj 548 WO o w the omate door knocker (which surely was made of salid
0 v gold). The door swung open into a grand hallway, with
gx_ﬁ\w\ vt jM floors of spotless pink marble. The walls were covered in
@ C"""ﬁmﬁ gigantic mimors, so that the foyer appeared to be &t least
three times larger than ils aiready impressive size. At the
" \Nl‘— end of the hallway, a grand white staircase spiraled up and
@—/ Uz/\m& i oY
hitp: fjartsedge kKenned§-center.org/content/2235/ O( C\j\f\ {%M (Mﬁl 'eN W
® Uk 6%»] [pssully © Elui'/iw‘ = Pobl / Srans

Page 3 of &
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up—so far that you might have expected an angel to grest
you when you reached the top. But that was not so. The
stairs actusily led to a large, but surprisingly ordinary
looking hallway with slightly wom, green campeting and a
long row of nearly identical doors. I almost resembied a
hotel. -

{Note: For another good example of a seiting description that establishes
spatial order, see JRR. Tolkein's descrption of a hobbit hole inThe
Hobbit.)

Have students complete the following writing activity:

Describe a place that is familiar to you. Organize your
description from either right to left, top to bottom, or closest
to farthest point from you. Choose the spatial order that
makes your description easiest to understand.

Allow time for students o share one or more of their writing assignments
with & classmate(s). You may wish to group students in pairs, having one
student read a setting description while his/her pariner sketches the stene
described. Students shouid analyze the drawing o see where their
interpretations were simitar, where they differed, and why.

Assessment:

Assessment of student writing will occur through the social dynamics of
the classroom (peer response, cooperative learning, student-ieacher
canferences, discussions, elc.). A scoring rubric and checklist will be
developed with sfudents fo help evaluate their writing. See the Standards
for Rubrics sheet for reference.

Extensions:
Create a literary magazine for the class, in which students’ drawings and

stories can be published.
Sources:

Print;

- Dickens, Charles. A Chrstrnas Carol. New York: Simon and
Schuster, 1997,

- Klugeman, Rita, et al. Globe Writing Program, Book A. Englewood
Ciiffs, N.J. Globe Book Company, $989.

- Gregory, Cynde. Childmade: Awakening Children to Creative
Whiting. Bamytown, NY: Station Hill Press, 1990,

- Hubert, Karen M. Teaching and Wiiting Popular Fiction. New York:
Teachers & Writers Collaborative, 1976.

- Mellon, Nancy, Storyfeling and the Ari of Imagination, Rockport,
MA: Element, Inc., 1982.

- Millet, Nancy C., and Raymond J. Rodrigues. Explorations in
Literature. Glenview, I Scott Foresman and Company, 1986,

- Rico, Gabriele Lusser. Wiiling the Natural Way. Los Angeles: J. P.
Tarcher, Ing., 1983.

Page 4 of &
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. Tokein, J.R.R. The Hobbi. New York: Random House, 1881,

- Willis, Meredith Sue. Blazing Pencils. New Yark: Teachers &
Writers Coilaborative, 1990.

- Willis, Meredith Sue, Personal Fiction Writing. New York: Teachers
& Writers Collaborafive, 1984.

- "Writing.” Delran, NJ: Weekly Reader Company. November 1893,
December 1993, March 1994, Aprii 1994, October 1994, March

- 1895, Septamber 1295, AprilfMay 1985, February 1996, and March
1998,

Web:

- ReadWhiteThink: Book Report Alternative: The Elements of Fiction
htip:Awww. readwritethink. org/lessons/lesson_view.asp ?id=138

Authors:

- Kathy Cook, Teacher
Thomas Pullen Arts Magnet School
Landover, MD

Copyright The Kennedy Center. All rights reserved. ARTSEDGE materials may be reproduced for educational purposes.
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BACKGROUND O
REMBEMEERING

In chis chapter, watobion
graphical wridng is
ared in Hself, but in later
chapters, “rernembering”
becomes s invention sat-
egy for axpository and ac-
guamentative weiting. This
chaprer  builds  om
the observing skilis from
Chapter 3 and shows how
writers can use specific ax-
amples from their own ex
periences o a variety of
writing siuations.

Time passes and the past

Bocoses the present. . . .
These presences of the
ﬁmf ave theve in the

center of your life today.

Vo thonght . . .

dizd, but they have fust

bean wowiting their
ehance.

e B RO S
FUERTES,
MEXSCAN BESAYIST m\m
HGYEREAT, AUTHOR 0F THE
CRYSTAL FRONTIER,

2hey Bad

REMEMBERING

HE HUMAN BRAIN 18 ﬁ. PACK(M'E.‘: NGT-WING 15 TUh SM.“;RLL

OBECURE; OR MUNDANE POR THE BRAINS CGLLIA"CTIGN, OF’I‘EN

THE BRAIN COLLECTS AND DISCARDS IN?ORMATiQN m’rm}m
tepaed to our wishes. Gt of the collection may arise; with no warm-
ing, the image of windblown whitecaps on a lake you visited more than five years
ago, the recipe for Uncle Joe's incomparable chifi, or even the right ANEWEE £0 AN,

exara question thar you've been staring at for the past fifteen mimm&

Rernembering s sometimes casy, sometimes difficulr, Often cs:ef:ul CORCET- .
teation yields nothing, while the most tnvial scourrence——an old song on 4 car
radio, the actid smell of diesel exhavst, the face of a steanger—will trigger a flood
of zecollections, Sotneone tells a story and you immedistely recall incidents, funny
or traumatic, from your own life. Sorae memoxies, however, ste nagging and trou-
Blesoms, keeping you awake at night, daring you to deal with them. You pick at
these memories. Why are they so importantt You write sbout them, usually to
probe that mystery of yesterday and today. Sights, sounds, or feelings from the pre-
sent ragy draw you to the past, but the past leads, just s srely, back to the preseat.

Direct chservaticns are important to learning and writing, but o are your
memaories; experiances, and stories. You may wiite an sutoblographical account
of part of your life, or you may recall a brief event, & person, o5 4. place just as an
example to Hustrate 2 point, Whatever form your wiiting from ewmory takes,
hawever, vour initial purpose is to remember esperiences so that you can un~
derstand yourself and your workd. The point is ot to write Setion, but to prac-
tice drawing on your memories and to write vividly enough about them so that
you and mthera can discover and learn, '

The value of remembering les exsctly here: Written memotics have the
power to teach, pou and, through the empathy of your readers, to inform of con-
vince them as well. At first, you may be self-conscious about sharing your pee-
sonal memories. But as you reveal these experiences, you realize that your story,
{s worth telling—rot because you're such an egotist, bm hécause: simrmg ﬁxge—

riances helps évﬁr}'une lesarm,

Whriting vividly about memsories s includes all the skills of careful ohserving, but

it adds several additional narrative strategies. Listed below ace five tschmqucs
that writers use to compose effective remembering cssays. As you read the es-
says that follow in this chapter, notice how each writer uses these techniques.
Then, whea you write your own remembering cssay, use these techniques in

g?




TRECHWNIGUES FPOR WRITING ABOUT MEMOGRIES 185

your own essay. Resember: Not all writing about memaries uses ol five tech-
nigues, but osie or two of them may teansform 4 lifeless or boring account into
an effective nagrative,

o Using detailed observation of people, places, and events. Writing
vividly about memories requires many of the skills of careful
observation, Give actusl dialogue where appropriate.
Creating spacific scenes set in Gme and space. Show your reader the
actual events; don't just tell sbout events; Narrats speciic incidents a5
they sctually bappened. Avoid monotonousty summarizing events of
presenting just the conclusions (for instance, “those experiences reelly
changed my i), Show s Tel
Moting changes, contrasts, ot conflics, Changes in people or places,
coritrasts betwees, two different memories or between memories of ex-
psctations and vealities, and conflicts between pecple or ideas—any of
these may lead to the meaning or importance of o remembered person,
place, or event, _
Making conrections betweon past events, people, or places and the pre-
sent, The mainides of 2 narrstive offen grows out of changes and con-
flices or arises from the cannections you make batween past and present,
Digcovering and focusing on a main ides. A rmemberiug eseay is not
2 randem narrative of the wilter’s faverite memories, & pacrative should
hiave a clear maln point, focus on 4 main ides, or make a discovery. The
essay should clearly show why the merories are important,

P

&®

L3

All of these techniques are important, but you should lso keep several
other potnts in mind. Narmally, you should write in the fizsf person, using [oc
we throughout the nasrative. Although you will usually write in pagt fense, some-
times you may wish to lend immediacy to the svents by retefling them in the
present tenss, as if they are happening now. Finally, you may choose straighrfir-
ward cargrological arder, or you may begin near the end and use » flaskback to tell
the beginning of the story.

"The key to effective remambering, howeves, is to get beyond gencrakities
and conclusions sbout your experiences {7 bad a lot of fun—~those days really
changed my life”). Your goal is to vecall specifsc incidents sef i fime and tlace that
shomp how and why those days chapged your life. The specific incidents should
show your main point ar demingnt idea.

The following passage by Andrea Lee began 3s 3 journal entry duriag 2
year she spent in Moscow and Leningrad following her graduation from col-
lege. She then combined these firsthand observations with her memories and
published them in 4 collection called Russian fournal. She uses first person and,
frequently, present rense 25 she describes her reactions to the sights of Moscow.
I these paragraphs, she weaves observations and mersories together o show
her main idea: The contrast between American and Russian advertising belped
her understand both the victues and the faules of American commercialism,

TracwmG T

Although all five of these
steategies ame lmpostant,
oo are ceideal Sor weiting
rememnbaring  essays. Io
thelt gwr cssays, noouage
stndents to facus on specific
speings g occvived ot a de-
fined dme and place, Nar-
rating 4 past event in the
present tonse, as Alice
Walker does, may help st~
dents tocus and develop
their scenes. Second, be
sure 1o siwess cthe lpor-
tance of focusing on some
maii ides, poing, o discoy-
&iy A remembaring essny
shiould clealy answer the
question “Sg_whag?” or
“What's the polne?™




108 REMEMBERING

COLLABGRATIVE
AcTIVITY

The selaceion by Hichard

Rodriguer offers an sxcel-

lent oppoerwnity 1o show

how dbsarving and remem-

bering strategies worl to
emher Fave studsuts from
ane half of the class divide
into groups of three or four
and snnotate this passage
 for ohserving techuiques
while groups from the
other hatf of the class an-
potate for remembering
technigues. Each iroup
should write its collabora-
tive annotetions o & trans-
puency made from 4
photacopy of this passage.
Allow ten minutes for
group snnotadons. Then
one member from each
group should place his or
her group’s transparenoy on
- an overhead projector and
explain the group’s annota-
tions to the rest of the class.
Note: Provide esch group’s
cecvvder with 2 -special
marking pen for the wans-
parencies.

moved to block 28, right up next to one of the old pear orchards. That's
where we stayed untl the end of the way, and thoss trees stand in 1oy
memory for the turning of ur life in camp, from the outrageous to
the tolerable, ‘

Papa pruped and cared for the nenrest trees. Late that summer we
picked the fruit green and stored it in a root cellar he bad dug under
oux new harrscks, At night the wind through the leaves would sound
like the surf bad sounded in Ocean Park, and while drifring off to sleep,
T could alruost imaging we were still living by the beach.

REMEMBERING EVENTS

In the following cssay, called “The Boy's Desive,” Richard Rodrigues recalls -'
particalar event from. his childhood that cores to mind when he remembers

Christonas. In his memory, he sorts through the roorms in his house on Thivty-
pinth Street in Sacrzmento, recalling old toys: o secondband bike, games with
dice and spinning dials, 2 jigsaw puzae, and 2 bride doll. ko this passage, Ro-
driguer describes both the effort to remember and the memory itself-~the one
memory that still “holds color and size and shape.” Was it all right, he wen-
ders, that a boy’ should have wanted 2 dalt for Christmes?

The fog comes to miad. It never rsined on Christrmas, It was never
‘ 'slm.rgr blue and windy. When I remember Christmas in Saceamento, it
is o gray: The valley fog would lift by late moming, the sun boiled
haze for u fow hows, then the tule fog would rise agam when it was
tirne €0 go 1{‘?0 {l ¢ hsze : :

The h&za through which memory musi. winder is thxck&ned by that
fog. The rooms of the house on 39th Street are still and dark in Jate
afteraoon, and T open the closet to search for old toys, Cue veur there
was 2 secondhand bike I do not remember 3 color Perbaps it had -
" no color even then. Another'year there were boxes of games that rat-
ted théir parts—dice and pegs and spioning dials, Cr perhaps the
rattle is of o jigsaw puzzle that compressed into an Image . . . of what?
of Paxis? a litter of Kittens? T cannot remember. Only oue metnory
 holds color and size wnd shape: brown baiy, blue eyes, the sweet smail
 of styrene, :

_ That Christas § annovaced T wanted 2 bride doll | mast have been
seven of sight—wise enough to know not totell anyone at school, but
young enatgh-to whine out my petition from early November
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My father’s reaction was unhampered by psychology. A sheug—"Una
mufieca?™a doll, why not? Because T knew it was my mother wha
would chaose all the presents, it was she I badgered. I wanted a bride
dolll “Is there something else you want?” she wondered, No! Td nmk:=
clear with-my voice that mthmg, else would appease me. “We'll ses”
she’d s&y, and she never wrote it dovwn on. her sk,

By exzrly Deccmba wrappc& boxes started piling up in my parents’
bedroom closet, above my father's important papers and the family
album, When no one else was home, Id deag 2 chair over and climb
upto see., Leokmg for the ons. Absue a week bafore Christmas, it
was there. I was so certain it was mine that T punched my thumb
-through the wrapping paper and the cellophane window on the box
and felt inside—1ace, two tiny, thin legs. 1 got other presents that year,
fut it way the doll I kept by me. T remember my mother saying 14

' have %o share her” with my yaunger sister-—but Flelen was four years
old, oblivieus. The doll was mine. M}! arms would hold her, She would
slesp on my pﬂiaw

And the sky did not &I T he order of the universe did not tremble. In
fact, it was vight for 2 change. My i%tm.i;: sccommodated itself to my
request, My brother and sisters played round we with their own toys.
I pasaded wy doff by the hands across the floor.

The other day, when I 2sked my brother and sisters about the doll, no
ons remernbered. My mother mmambers “Yes,” she smiled. *One year
there was 5 doll.”

The closet door closss. (The house on 39th Street has heen razed for
2 hospital packing lot.} The fog rises. Distance tempts me to mock the
boy and his desire. The fact remaias: One Christonas in Sacramento |
wanted a bride dofl; and I got one.

B Warming Ur: Journar Exzreises The following too-
ics will help you practice wiiting shout your memories, Read all of the follow-
ing exercises, and then write on three that interest you the most, ffanother idea
aceurs to you, write 2 free entry about it.

1. Select one moment in your past that sither chaoged your fife or showed
o oy youer Bife hael already changed. What was the event? What weee
you like before—and afterwacd?

2. Go through old family photographs and find one of youeself, taken at
least five years ago. Describe the person in the photograph—what he or

Semne very small incidens
that fakes place foday
may be the most
inspariant event thas
dappens ta vou this
oz, Fug you don't hnow
#hat when it happenr.
You don't know 12 until
much nfer,

' EONE MORRISON,

HOREL PRIZE-WINWING
AUTHOR ¢f ABLOVED AND
SONG QR SOLORINN
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T sereen those tapics that
sy be overly emotionsl
or excessively persanal,
have students write their
tentative topicy at the
board. For any toples that
sesn  highly persoval,
teaumatie, or sexuslly ex-
olicit, bave your class dis-
cuss the key issues of
approprioteness and the
other studsnts’ vights ts pri-
gacy. Although remem-
bering essays are petsonal
and expresiive, they must
still consider the righys
and seasibilities of readers.

Pemmory i rare ndelible
Fhan ink,
b HITE LGOS,

AUTHOR OF KISS
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trasts, or conflicts; and (4} seeing relationships between past and
present. [n your opinion, whith of these techniqnes does she use
most effectively?
What is Walker's mein idea in this autobiographical account? Sirate
it tn your own words. Where in the cssay does she state it most
explicithy?
How magy scenes or episodes does Walker recount? List them ac-
eording to her age at the time, Explaia how each episode relates 10
her mala idea.
Walker ¢lso uses images of sight and blindness to crganize her essay.
The stocy begins with o description of 2 father whe has “beautiful
eyes” and ends with her dancing her dream to 2 song by Stevie
Wonder. Catslog the images of sight and blindness from cach scens
or episode. Explain how, tzken together, these images reinforoe
Walleer's roaln idea,
Wallcer writes her essay in the present tense, and she nses italics
not only o emphasize idess but to indicate the difference be-
twoen past thoughts and events and the present. List the places
where she uses Halice. Fxplain how the italicized passages reinftrce
her main point. '

W AsSICNMENT FOR REMEMBERING Write an assay about

an important person, place, and/or event in your fife. Your purpose i (© recall
and then use spedific axamples that 7gzeal his memory and shogw why it is 50
imporkant o you. . .
Think also ahout your possible audience and gense. Usually the asdi-
ence for memoirs, autobiographical essays, and personal essays i fairly geo-
eral, Since many people are interested in events from our lives, we may not
want to pestrict our audience too much. You may want to write just for
your family or fiends, however, or put your mesnories in the form of & let
ter you wish to send to a particuler person. Also, you may want to think of
a particular magazine that fraquently publishes personal essays. MNearty every
speciality magazine (sports, nature, outdoors, gensalogy, cooking, clothing,
style) occasionally publishes personal essays with memories that focus on
the subject of the publication, Browsing through magazines may give you
an idea for an audisnce and genre that would work for the cvent you wish

0 narrate,
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CHOOSING A SUBIECT

If one of the journal entry exercises suggested s possible subject, try the col-
tecting and shaping strategies below. If none of these exercises led to an inter-
esting subject, consider the following ideas:

« Interview (in person or over the phone) your parents, a brother or
sister, or & close friend. What events or experiences do they remersber
that were Important 10 you?

o Ger out a map of you tows, city, state, or couniry and spend a few
minutes doing an inventory of places you have been. Make a list of
trips you have taken, with daves and years. Which of those places is the
maost memaorable for you?

« g out a school yearback and look through the pictures and the in-
scriptions that your classmates wrote. Whom do you remember most
clearty? What events do you recall most vividly?

» Go to the library znd lock through news magazines or newspapers
from five to ten years ago. What were the most important events of
those years? What do you remember about them? Where were you and
what wers you doing when these events accureed? Which events had
the lacgest impact on your life?

» Choose an important moment in your life, but write form the poins of
wiew of another person-—a. fiiend, family membes, or stranger who was
present. Let this person narrate the events that happened o you.

Nt Avoid chiooding overly emotions] topics such as the recent death of & close
friend or famnily mesaber. If you axe too close to your subject, respanding to yous
reader’s revision suggestions may be difficult. Ask yourself if youw can emotion-
ally distance yourself from that subject. If you received a C for that essay, would
you feel devaseated?

COLLECTING

Chnee you have chosen a subject for your essay, try the following cellect-
ing strategies;

Brginsterming  Brainstorming is merely jotting down anythiog and every-
thing that comes to mind that i remotely connected to your subject: words,
phrases, tmages, or complete thoughts. You can brainstorm by yourself or in
groups, with everyone contributing idexs and one person recording them.

Leaping Looping is 2 method of controlled frecwriting that generates ideas
and provides Focus and direction. Begin by freswriting about your subjsct for
cight o ten minutes. Then pause, reread what you have written, and undesfine

Tearras Ty

Try  small-group brain-
storming for memores.
Cwoups  can focus on
fammties, trigg, school mem-
gries, or personal discov-
erfes.  Ask sindents 1o
hratnstorm judividually in
thieir jowmals for five min-
ures, shave their memories
in, the proup for sight to ten
mnuies, and den secord
idess for fve mom miouies
in ehelr jouenals,
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the most interesting or lmportant idea in whar you've written so far. Then, using -
that sentence or idea as your starting point, write for eight to ten minutes more,
Repeat this cyele, or “loop,” one more time. Eack loop should zdd ideas and
derails fror soma new angle or viewpoing, but overall you will be focusing on
the most important ideas that you discover,

Clustering  Clustering is merely a visusl scheme for brainstorming and free-
associating about your topic. [t can be especially effective for remembering be-
cavse it helps you sketch relationships among your topics and subtopics. As you
can see from the sample sketch, the sketch. that you make of your ideas should

belp vou see relationships between ideas or get 2 vough idea about an order or
shape you may wish to use. '

GovrAan Sopp ok 64
wy head alfrer schodl
Finding tHhe tveasued
W{:uﬂe& o %he@ Falling oul of o tvee

intervogetad by police ;
‘\ J @ & vuthted wmacherd)
The police stopped abter T ryey
e Wik Plaaws with swowlalls / | '

Whikng e/

(Chitdheod Me@

/ Teiug Fo 6l
| o snapping Farbie |
Nl 22 e s

/ Thae 3?6:&@“ ™,
\stovem and oroken ]

/" Ploying Wick- \
| Hae-cam sumper }
. ﬂ\iev& L

Canrchiing Brefles
far |cent each

ey St o
[ herlegone |
twight - ¢ Stirches/

Carching juwplng
spiders m the
poasemant
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SHAPING

First, veconsider your puzpose; perbaps it has become clearer or more definite
sings you secorded it In your jouwrmal entry, In your joursal, jot down tentative
answara for the following questions. If you don't have 2n answer, go on to the
next question,

& Subferr. What Is yowr general subject)

s Specific topic What aspect of your subject are you fnterested ind

a Purpose Why is this tople Interesting or nrportant 1o you o your readers?

s Main idea What might your rsin idea be?

s Audience: For whomm are you weiting this? What Is vour reader like, and
wiy miight he or she be interssted in this topic?

Narrow and focus your sublect. If you're polng to weits o three-page ssmy,
don't try to cover everything in your fife. Focus on one person, one episode, one
teening poing, one day, even one part of one day, and do that in depth and detail,

As you start your shaping activities, use the observing strategies discussed
in Chapter 3, Spatial order uay help you shape vour description of a place you
are remimberin!;; slgssification Zr a’a»:;%z':z{ itton c:it. shape your Ezcm&;}.cs ff pcoile,
places, or events, Semiler, mefaphors, sud analopies will make your writing mers
vivid zad may also suggest 2 shape ar help you develop your subjzct.

In sddition, use the following straregies for shaping written memories. Try
ezch stiategy to see if it works for your subject. Although some strategies may
not be appropriate, others will worl natarally, suggesting ways to shape and de-
velop yous writing.

Chronological Order I you ave writing sbout remembered events, you will
probably wse some form of dwonclogical order. Toy muking o chromologieal list
of the mufor scenes or evends. Then go through the lisy, deciding what you will
emphasize by telling about each ftem in detwil and what you will pass over quicke
. Mornally, vou will be ueing 2 etalphtforward chwonological order, but vou may
wish to use a(ﬁashback,}stamng in the niiddle or near the end and then return-
ing to tell the beglnning. In his pavagraph about 2 personal relationship, for sx-
ample, student weiter Gregory Hoffman begins the story at the most dramatic
polng, returng to tell how the relationship bogan, and then concludes the story,

Her words bung in the air like iron ghosts, “U'm pregoant,” she said as
they walked through the park, the snow crackdiog beneath their fest,
Carol was looking down ax the ground when she wid him, somewhat
ashamed, embarrassed, snd deflane all st once. Thelr relationship bad
only started in Septernber, but both had felt the uneasiness surround-
ing them for the past months. She could remember the beginniog so

TracHTs The

Some writers may prefer
to read this section, devise
plaus using several of thess
strategios, and then draft
their essays. Others may
want to read this section
for ideas, start drafting,
and, after fnishing the
deafrs, revead this section
ta see which of these
strategies they ineuitvely
ehose. Then they can ame
pitfy those shaping strate-
gigs already suggested by
their drafis. Short work-
shop sessions asking stu-
denes €0 ideasdfy  the
shaping  sigategies they
find it each others drafis
may help both kinds of
writers revise thelr essays.
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Facourage your svadents 50
wiite o “discovery draft” oz
“erg draft” vo par thelr Kieas
on paper. Collecting and
shaping strategies un be of-
fective Invention strategies,
st agual deeddts oy help—
i students know that the
purpose is to let heir writing
lend fhomn to Alsooer the ficus
Jor their wmernories. Some
teachers bave students trade
e drafts® with peers, dis-
oass what the wrirr discov-
ered and fesened, have each
weiter sake yriveo plase
bhased on the draft and the
Hisenssion, aho, thes band I
e drates, Teachers way
resd the drafts and peturn
thiera laver, n time for 2 ver
viston activity affer students
have wrigen 2 complete

deaft,

REMEMBERING

weil and in such favor, now that the future seemed so uncertain, The
all-pight conversations by the bay window, the rehearsals at the umi~
versity theates—where he would make her leugh duriag ber only so-
oquy, and most of all the Christmas they had spent together in
Vermont. No one else had existed for her during those months, Yet
norw, she felt duped by her affections—as if she bad become an absued
cepresentation of . fragic television charaeter. As they approached the
lake, he put his arm around hey, “ust do what you think is best, baba.
T rean, I tainkyou know how T foel” At that moment, she knew it was
aver. Tt was no longer “their” decision. Flis hand rouched her cheek in
» benedictorial fashion, The rest would only be form now. Eschanging
cecords and clothes with 2n aside of brief conversation. She wiould see
hitn agais, in the market or at 2 mowe, and they would remerober. But
fike Bis affection in September, her memory of bim would fade until
* he was too distant 1o see.

Compurison/Contrast Although you may be comparing o coptrasting peo-
ple, places, o events from the past, you will probably 2lso be compariag of con-

‘teasting the past to the present. You may do that at the beginning, noting how

something in the present reminds yost of & past person place, or event, You sy
do i at the end, 28 Andrea Lee doesin Rustan Jouwrnal. You may do it both at
¢he beginning and &t the end, as Richszd Rodriguez does in. “The Boy’s De-
sive.” You may even contrast past and present throughout, as Alice Walker does
ia “Beanty: When the Qther Dancer Is the Self” Comparing or contrasting the
past with the present will often clarify yous dominant idez.

Tmage  Sometimes a single rental picture or recurring tnage will shape 2
paragraph of two in 21 2850Y. Consider how novelist George Orwell, in his essay
“Shooting an Elephant,” uses the image of a puppet or durnimy to describe bis
feeling at 2 mowment when he realized thiat, against his better judgment, he was
going to have to sheot 2 marsuding elephant in order to satisly a crowd of two
thousand Burmese who had gatheeed to watch bim. The itaficized words ema-
phasize the recurring image.

Suddenly I reslized that [ should have to shoot the elephant after all.
T'he people expected it of me and 1 had got to do it T could feel their
tas thawsand wills pressing m forward, iresistivly. And itwas at this mo~
ment, as | stood there with the rifle in my hands, that T fies grasped
¢he hollowness, the futility of the white maxs domirion in the Bast.
Fere was §, the white man with his gun, standing in front of the un-
arned native crowd—seemingly the leading actor of the pisce; butin re-
ality T was only an absurd puppes pushed to and fro by the will of those
yellow faces hehind, 1 perceived in this moment that when the white

Yo
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man wras tyrant it is his own freedom that he destroys. He bacomes i
a.sort of bollow, posing dummiy, the conventionalined figure of 1 sahib. For
it is the condition of his rule that he shall spend his life in tryiag to ira-
press the “natives” and so in every crisis he has got to do what the “na-
tives” expect of hirt. Hs twears 4 mask, and his face grows to fitie. T had
got to shoot the elephant. T had committed myself to doing it when [
sent for the rifle. 4 sebib bas gos fo act like a sabib; he has got to appear
resolute, to know his own mind and do definite things.

Veice and Tone When yor have 2 personzl conversation with somecns, the
way you look and sound~-your body type, your voice, your facial expressions
and gestures—communicates 2 sense of personality and attituds, which in
nrn affects how the other person resets to what you say. In written lan-
grage, :&lthough you down’t have those gestures, expressions, or the actual sound
of your voice, you can still ereate the sense that you are tslking dicectly to
your Hstener. :

The term woice refers to o wiiter’s rmrscmixtv as revealsd through lan-
guage. Wiiters may ase,{;matmnal colloquial, or conversational language to
‘communicate z sense of personality. Or they may use abstract, impersenal
language either to conceal their personalities or to create an air of sclentific i
objectivity | ;

Toneis awriter’s attitude roward the subject. The attitude may be positive
or negative. It may be serious, bumorous, honest, or iranic; it may he skeptical
or accepling; it may be hapoy, frusteated, or sngey. Often voice and tone over-
lap, and together chey help us hear a writer talling to us. In the following pas-
sage, we hear stucent writer Koot Weekly talking to us divectly; we hear 2. clear,
hanest voice telling the story, His tone is not defensive or guilty: He apenly ad- :
mits ke has a “problem.”

Oh no, not another trash day Every time [ see all those trash con-
tainers, plastic garbage bags and jook Hued up on the sidevalks, it dei-
ves me crazy, [t all started when T was siveeen. T had just received my
driver's license and the most beautiful Ford pickap. bt was Wednesday
a5 1 semember and trash day. [ dor’t kaow what happened. All of 2
sudden T was raciag down the street sererving to the right, smashing
into & large green Flefty trash bag filfed with grass dlippings. The bag
exploded, and grass clippings and trash few everywhere. Itwas beau-
taful and T was hooked. There was no stopping me.

At first [ would smash one or two cans on the way to school. Then 1
just couldn’t get enough. I would start golng out the night bafore
trash day. Y would go down the fill length of the street and wipe out
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Many beginning wiitets
have trouble revising he-
cause they believe that the
words of their remember-
tng svsay are exnetly equiv-
elene ro thelr expetiences,
Changing = draft thus
means alering or even fil-
sifying thelr experisnces.
Asking students g0 adopt 2
persona, of mask, to tell

their story not anly gives -

them a new perspective but
may enable them to take
FeviElOn SUERASTIONS Mmors
ohjectively.

every garbage container in sight. I was the tervor of the neighbor-
hood. This was not « bad habit to be taken lightly. It was an obses-
sion. 1 was in trouble, There was no way § could kick this on my own,
T needed help.

T received that help. One night after an evering of nonstop can smash-
ing, the Arapshoe Couaty Sheriff Department caughe up with me.
Not just one or & few but the whole department. They were willing
to sot me on the right path, and if thae dida’c work, they were going
to send me to jil. Towas a long, tough road to rehabititation, bur T did
it. Not alone. [ bad the support of my family and the community.

Persena  Related to volce and tone is the persera—the “mask” that a weiter can
put on. Sometimes in telling 4 story about yourself, you ma? want to speak in
your own “natural” voice, At other demes, however, you may change ot sxagger-
ate certain chatacteristics in crder to praject a character different from your . -
“eeal” self, Writers, for example, may praject themselves as braver and more in-
relligent than they really are. Or to create a humotous effect, they may create per-
sonas who are more foolish or clumsy than they really are. This personz can
shape a whole pussage. In the following excerpe, James Thurbes, a rasster of au-
toblographical humor, uses & persona—along with chronological narrative—to
shape his account of 2 frustrating botany class. '

1 passed all the other courses that T ook at my uaiversiry, but I could
never pess botany. This was becanse all botany smudents had o spend
several houes 2 week in 3 laboratory looking through 2 microscope at
plant cefls, 1nd I could never see through a microscope. I aever once
saw 4 cell through 2 microscope. This used to energe my instructor.
He would wander around the laboratory pleassd with the progress all
the stadents were making in drawing the involved and, so T am told,
nteresting structure of Aower cells, until he came to me. ] would just.
be standing there. “T can’t see anything,” I would say. He would begin
patiently enough, explaining how apybody can see through 2. icro-
scope, but ke would always end up in a fury cleiming that § could too
see through 2 microscops but just pretended that T coulda®t. “Ie takes
aveay from the beauty of fowers anyway,” T used to tell him. “We are
not concerned with beauty in this course,” he would say, “We are con-
cerned solely with the mechanics of flowers.” “Well,” Td say, “T carlt see
anything.” “Lry it just once again,” he'd say, and T would pur may eye ta
the microscope and see nothing st all, except now and again 2 gebu-
fous milly substance—sa phenomenoen of mealadjustment. You were
supposed to see & vivid, restless clockwork of sharply defined plant
cells. “T see what looks like a lot of millk,” ¥ would tell him. This, he
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chaimed, was the resle of my not having adjusted the microscope prop-
erly, so he would readjust it for e, or rather, for himself, find Twould
fook again and see milk. I finally took 2 deferred pass, us they called it,
and waited a year and tried again. {You had to pass one of the biolog-
el sciences or you coulddt graduate.) The professor had come back
from vacation brown gs & berry, Bright-eyed, and eager to explaia celi-
structure again to his classes, “Well," he said to me, cheerily, when we
met in the first laboratory hoar of the semester, “we're going to see
cells #his time, aren’t wer® “Ves, sir,” T said. Students to the right of me
and ko the left of me and ln front of me were sseing cells; what's more,

they were quietly drawiag pictures of them in their notebooks. Of ‘

couse, [ Gdu't see snything,
s B

“We'll try it the professor said to me, grimly, “with every adjustment
of the microscope kuown to man, As God is my witness, Tl arrange this
glass so that you see cella through it or Tl give up tesching. In twenty-
two years of botany, I~ He cut off abrapiy for he was beginning o
quiver alf over, like Lionel Barrymore, and bie genuinely wished to fold
anto his temper; his scenes with me had taken a great deal ut of him.

So we tried it with every adjustment of the microseope known fo marn.
With only one of them did T see anything but hlackness or the familiar
lacteal opacity, and that time | saw, to my pleasure and amazement, a var-
tegated constellation of fecks, specks, and dots. Thes X hastily drew, The
nstructor, noting my activity, carne back from an adjoining desk, e smile
on his lips and his eyebrows bigh in hope, He looked at ray cell drawing,
U har's that?” he demanded, with & hint of a squeal in his voice. “Thar’s
whiat T saws” T said. “You dide't, you didet, you didn’tl” he screamed, fos-
ing control of his temper instantly, and be beut over and sepinted ingo the
microscope. His head snapped up, “That's your eyel” be shouted. “You've
fixod the lens so that it reflects! You've dravm your eyel”

Dialogue Dislogus, which helps to recreate people and events rather than
just tefl about them, can become a dominant form and thereby shape your writ-
ing. Recreating an actual convessation, you could possibly write a whole scene
ut distogue. More often, however, writers use dislogue ogca-
stk stic effect. Tn the account of bis battle with the wiicroscope, for
instance, Thurber uses dialogue in the last two paragraphs to dramatize his
conchision

using nothing b

W try it the professor said to me, grimly, “with every adjustment
of the microscope known to man. As God is my witness, Tl amange
this glass so that you see cells dhrough it oc I'll give up teaching, In
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twenty-two years of teaching botany, I-" . .. “What’s that?” he de-
manded, ... “Thats what T saw” T said. “You didut, you dida, you
diclet?” be soreamed. .. “Yondve fived the fens so that it reflectst You've

‘ﬂ

drawn your eyel

Title, Introduction, and Conclesion  Ta your journal, sketch put several pos-
sible tithes you mighs use. You may want 2 title that is merely an acourate label,
such as Russion Jorrnal or “The Boy's Desire,” but you may prefer something less
direct that gets your reader’s artenticn. For example, for his essay about his hat
that appears at the end of this chapter, stadent writer Todd Petey uses the gde
“The Wind Catcher” As o reader, what do you think about Alice Walker’s tds,
“Beauty: When the Other Dancer [s the Self*?

Introductions or beginning paragraphs take several shapes. Some wrirers
plungs the reader immediately into the action—as Gregory Hoffman dees—and
ther later fill in the scetie and convexe, Others aze more like Kurt Weekly, an-
nouncing the subject—tzash cans—and then taking the reader from the pre-
sent to the past and the beginoing of the story: "R all started when T was sixteen.

* At some point, however, readers do need to know the contexi—the who,
‘what, when, snd whers of your account.

Conclasions ave also of seversl types. In some, writers will eetura to the
present and discuss what they have learned, a5 Andrea Lee does in Russion foar-
nal. Some, lke Alice Walkey, end with an image or even g dreara, Some writ-
ers conclude with dramatic moments, or an emotional scene, 25 student writer

~ Juit Bovard doés in the essay “The Red Chevy” that appears at the and of this
chapter, But many writers will iy 1o tie the conclusion back to the beginoing,
as Richard E{oc%riguez does at the end of “The Doy’s Desire™ “The closet door
closes . . . the fog rises.” In your joursal, experiment wzth several possibilities until
Lstart ot the beginming,  you find one that waotles for your subject. -
Bo an £o the end, then

SEap.
G ABRINL GARCIA DRAFTING

HMARQTHE, . . . ) . ) .
When you have experimented with the above shaping strategies, reconsider
AUTHOR GF ONE HUNDRED

YEARS OF saiieunE your purpese, sudience, and main idex. Flave they changed? In vour journal, e~
T examine the notes you made before trying the shaping acgvities. If necessary re-
vise your statements about purpase, audience, of main ides based on what you
have actually written. .
Wosking from your journal matesisl and fiom your & "cllf:aung and shap- 7

ing activities, draft your essay It &s important zof to splice differont parts |
start. together or just recopy and connect segments, for they may not fit o fow
—Tow: Monnrson, together Instead, reread what you have written, and then starr with a clean
. Noser Prizp-Womme . Sheet of paper. If you're working on a computer fle, you e start with you
Novnin list of events or gne of your best shaping strategies and expand that §le

T atwrays buows the
anding: thats where §




¢

v

REMEMBERING: THE WRITING PROCESS 139

Thei mqu:ucuons bdaw will heip vowgive and rsceive constructive adviee -
rougl draft of your semembering essay. o iy vse these gmde— .
lines for an Hﬁtiaqs warkghog, % taz;c«homa rm&w, or i mmput&r ewmad ‘

ahoutthe

FESPOTER,

Whriters Befom ycu f:mhange dmfts mth amthe; rea dﬁ:‘, wr 1te eut the‘ "

PEERRESPONSE

following information abour your own rough draft.

1.
2.

3.

Reander: Without makmg sy ccmmaﬂt%x rend the entive dfafz fmm stm’t -

to fimish,
1.

St&te the main idea that you hope yeur essay z::mve:w

Desceibe the %}est skie or ta0 E\e}* scenes that ycm ;}maﬁv&: cre—

'&td?.é‘e

Explain one oz two pmnlems that you sie havmg with tlm draft '

that you want your reader to fc:-cus o,

As you teread the draft, answer the foﬂmng questions.

Focate ane or two of the Aey seenes in the natrative. Axé they
clestly set at an identified time and place? Dloes the writér use:
vivid description of the place or the people? Does thie wiiter use -
dislogue? Does the wsiter include his of hex reflections? Which .
of these areas teed the most atte:;mo& durmg the wmer’s pevie

* sion? Explain.

Write out & fime fine for the kt,y events in f;h_g Qmm% W‘}mt':, ;
bappened first, second, third, and so forth? Ave there piaws m _

the narrative whee the time line mtﬂd be clearer? Expm

When you finished reading the : draft, whar rﬁamm:rs o mmz’m;f.c
s you still curions abowl? Where did you want more informs- 3
fion? What characters or incidents did y you want te iumw more ©

about?

What overall idea does the nareative convey t0 ymt? How does

your notion of the mein ides comparc to the *m&tcrs a!mrer w
Question 13 Expiam howr the writer rmght revise (he €ssay, £

nake the riain idea clearer,

5@

After you have some feedback from other: fe,zdam; you me,ed 0 distam e
yourself and objectively reread what you have written. Review the advice -
you r&cmveci fmm your peer rmésm Rememher. yau W’lﬁ. get both gos)d

Aagwer the writer’s questions in chs;imn 3.

{wm‘mwa’}l” ‘

fixgr Become aware ?‘m
a biv of text fn deficiens
o could be  fmproved.
Then they need o c3a]

thoss alv

hased on ¢

lﬁﬁﬂu&’:, 2l
L, T M;o;s frcns revie
B0y W aily

ks

Gl st wAshout
aTF o e g m i T B
aiving sudens sefticiont

yrRibe
bsipuage o wishout show-
vvis Do 10 Chooes
ans version baged an puar-
pose, awdience, of conbut,
Using yous ows drafi of a
3:@?:&3‘(1‘.3&@'1&9‘ csszgf T Al

Tz 1




144 EEMEMBERING

a8 you deafe. Cancmfmfe o what y@u want to say and write as quickly
as possible.

The diffarence betwsen To avoid lnterruptions, choose a quiet piaca to work, Follow vour own vrit-
the right word and the 8 rituals. Try to write nonstop. If you cennot think of the right word, puta line
nearly right word s the O dash, but kesp on writing. When necessary, go hack and reread what you

have previously weritten. -
satme as that beitosen
Babtning and the
vy REVISING
fighening hug,
- EARE TWAIN, Revising beglns, of course, when you get your Gt idea and start collecting and
AHTEON OF THE shaping. It contimies as you redraft certain sections of your essay and rework your
ADVENTURES OF ﬁrgamzatmn. I marty classes, you will give and receive advice from the other

RUSKLERRRRY wimn writers in your class. Use the guidelines below ro give constructive advice abowt

a remembering essay deaft,

Est Teackme e R - ¢
Graidelines for Revision
You finally have complete « Reexpmine your purpesc aod audience. Are you doing what you
drafs o sssays from youe intendedd

E3L swdents. 4fer you

« Revise to make the main ided of your account cleaver. You don't need
rend the papers by vour :

ESL students, but defore 2 “morai’.’ to the story ox bald statement suying, “This is why this pes-

e o th son wag nportant.” Your reader, however, should know dlearly whry :
you mark on those essays, . . X ;
rerd Joy Reid’s “Teaching you wanted o write a‘bout the memory thaf. you. those, ‘ g
Corposition to Speakers « Rovise m.zzlanfy the important relationships in your story. CGﬁSidflr b
of Other Langusges” in the relationships betweea past and present, herween you and the peopleln
Prentice Hall Supplement, youg story, between one place and another place, between ons event
Fraching Compasition witk and anather event, . Ny
the' Prontice Eall Guids. o Close and detailed ebservation is erucial, Show, dont just tell. Can E
Also, consult Bates, Lane, you use any of the collecting and shaping strategies for observing dis~ 3
and Lange, Writing Clearly. cussed in Chapter 37
Respanding to ESL Compo- = Revise to show eracial changes, contrasts, oy conflicts more cleardy.
sitions (1993), Keller's and Wallker's essays, for tusteoce, illustrate how conflict and

46
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changs ae central to an effective remembering essay. See if their sivate-
gies will work in your essay.
o Have you used a secaight chroiological osder? If it works, keep i6. 1f
not, would another order ba better? Should you begin in the middle
and do 2 fashback? Do you want to move back and forth. from present
to past or stay in the past untl the end?

I you are using a chronologicat order, cue your reader by occasion-
ally using eransitional words to signal changss: then, whem, first, newt,
last, befose, after, whils, as, sooner, later, initially, finally, yesterday, teday.
Be clear ahout polat of view. Are you looking back on the past from a
viewpoint in the present? Are you using the point of view of yousself as
2 child or & some earfier point in your ife? Are you using the paint of
view of another person or object in your story?

« What ace the key mages in your account? Should you add or delete
an image to show the cxperience more vividly?

o Whatvoice are you using? Does it support your purpose? 3f you are
using a persons, is it appsopiate for your swdience and purpose?

« Revise senzences to improve clarity, conciseness, emphiasis, and vatiety.

» Chaclo your dislegue for proper puncustion and indentation. See
the essay by Afice Walker bn this chapter for o model.

« When you ave relatively satisfied with your deaft, edit for correct
spelling, appropriate word choice, punctaation, sad granumsr.

&

POSTSCRIPT ON THE WRITING PROCESS

After you finish writing, revising, and editing your essay, you will want to breathe
a sigh of relief and tumn it in, But hefore you do, think about the problems that
you sotved as you wrote this essay. Remember: Your muzjor goal for this course is
o learn to write and sevise more effectively. To do that, you need to discover and
adapt your writing processes 56 you can anticipate and solve the problems you

‘face a8 5 writer. Thke a fow minutes to answer the following questions. Be sure
te band in this postscript with your essay.

1. Review your writing process. Which collecting, shaping, and revising

) strategies helped you remember and deseribe incidents most quickly and
cleariy? What problems were you uoable to solve?

2. Reread your essay. With « small asterisk [¥], identify in the margin of
your essay sentencas where vou used sensory details, distogue, or images
1 show or recreste the experience for your reader.

3. Ifyou received feedback from your peers, identify one piece of advice that
you followed and ons bir of advice that you ignored. Eaplain your decisions.

4. Rereading your essay, what do you like best about it? What parts of your
essay need work? What would you change if you had another day to work
on this assignment?

WeacHme Tip

Cuesdon 4 asks students to
cvaluate, in general terms,
e firal versions of their
essays. I teachers intend to
help students learn how v
revise, fhe stindents pereep-
sion gf stremgths and weak-
ssesses showld be the focus of a
peaher’s written or erad ra-
sponss. B the smdent cor-
rectly says, for exumple,
that the first scene needs
more derail bup the Hral
scene 1 effective, then the
teacher can verify the st~
dent’s judgment. If the stu-
dent mistakenty thinks that

.2 key scene is effoctive

when it is tagrated too hur-
rledly, then the teacher can
axplain what the proldem is
and saggest how to fx it
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MNARRATIVE MoDE OF WRITING INFORMATION PACKET

Explanation Considerations Prompts
Narrative writing | Plot: Narratives tell a story. They have characlers; a « Tell @ story about your best holiday celebration ever,
recounts a setiing; and a beginning, middle, and end. Write about this celebration and tell why it was your
personal favorite.
experience, iells » Tell about a happy event when vou did something
a siory or _ enjoyable as a child.
describes a Style: Narratives may be organized chronologically » Tell the story of a time when you realized that you
series of events. | (gccording to what happened when in time). Alithe suddenly understood an idea, a skill, or a concept you
Offers wrilers a detalls are related to the plot. Details are concrete; they had been struggling with.
chance o think “show” the reader the story rather than “lelling.” ¢ Tell the story of a time when you did something that
and write about Narratives may contain dialogue between charactlers. took a iot of nerve, a time when you didn't foliow the
themselves. They can be written in past or present tense. They can crowd or a time when vou stood up for your beliefs,
Exampiss would | be written in first person (1) or third person (he, she, it).
include a story
{(personal, frue,
imaginative),
fable, myih, or
biography. -

FARRATIVE WrITING WERSITES

Autobiography: Teliing Your Story found at http://web.odu.edu/AL/wis/autopap.him
On this page, you will find tips on choosing & topic with autebiographical significance, using detalls in your essay, focusing your essay and
structuring your storviine.

It's TIME for a New Bibliography for Narrative Writing found at hitp://www geocities.com/cberrv1790/ narrativebibliography. bhim
On this page, you will find an expanded, annotated bibliography of children's literature that will serve as excellent models for students and

teachers of good literature for narrative writing.

Writing & Narrative Fssay at hitp://glerv.gc.maricopa.edu/%7Emdinchak/10lonline/narrative htm
Contains information on purpose, characteristics, planning, and subject suggestions,

Having Qur Say, the History at http://www.havingoursay.com/History. htm
Tells the story of two sisters and their lives from 100 years of American history. Alse contains the original newspaper article from 1991.




racterizati

Charscterizetion is the process by which the writer reveals the personality of a character.
Characterization Is revealed through direct characterization and indivect characterization.

Direct Characterization tefls the audience what the personaiity of the character is.

Kample, The wmmmmw boy and quiet girt were both wall mannered and did not disobey their

mother,”

g

Explanation: The author is directly telling the sudience the personalily of these two children. The

bov is “patient” and the girl Is “guiet.”

Indirect Characterization shows things that reveal the personality of s character. There are five
different methods of indirect characterization:

Tis #4:
TIP £2:

Spasch What does the character say? How does the character speak?

"Fhoughts What is revealed through the character’s private thoughts and feelings?

Bffact on others | What is revesled through the character’s effect on other ﬁmommmw How do
toward the ather characters feel or behave in reaction to the character?
character.

Actions What does the character do? How does the character behave?

B ooke what does the character look like? How doas the character dress?

Usze the mnemonic device of STEAL to remamber the five types of Indivect characterization
Use indirect characterization to analyze visual media:

Filivi: Look at how the character dresses and rmoves. Note the facial expressions when the
director moves in for a close-up shot. :

Drama: Pey attention to the way that the characters reveal thelr thoughts during a soliloquy.

vl
m?..é o b




Fiction Factor - Direct vs. Indirect Characterization Page 1 of 2

Bubsoribe to our
Eres Mewslotiar

{2 Substribe
[Send]

Select a Wiiting Gategory E@

Diveet we. indirect Characterization
Adyone cae wiite by Torry W, Brvin 8
Book - but B takes
srnoihing spaeoial 1o
craage a by iy

AdChoes [B i

Cur Tiree Boek
Froen 4.0, Smith,
the ook on the

Characterlzation s an imporiant slement In almost every work of ficion, whether itis
2 short story, a novel, or snywhers In bebyasn, When i comes to characisrzation, a
waiter has fwo options:

CLEET military
1, REST CHARACTERIZATION - the writer makes direct statements shout 2 5 c«:az?a‘munliy. By
sharacter's personaiily and lefis whal the character is ke, i

Lia BRERIBON'S S & - tho wi ; 2l
égy‘ﬁﬁp@;‘m’gﬂ; " 2, WDIRECT CHARACTERIZATION - the witer rovests information abouf a

Show you howt character and his pessonality ihrough Bat character's fioughts, wordls, and acllons, Got Your Book
along with how other characters respond 1o that character, including what they think v
ard say about him, Euirlished

: Profeasions !
Ary alert writar ight recognize that the twa methods of characlerization fall under - Bditing, Markating !
The Besy Way 1 W ihg decision to “show” or to “tell”. Indirect chamcianzation “shows” 1 reader. Diret & Pubilshing. Gal
8 g"gi;f;f‘i‘;f;;“ Y characterizetion "tells” the reader. TA Freg Guide
- Mow
As veith most "show” varsus il declslons, “showing” s mors leresting and ppe inivesse eou '}
enpaging o the reader, and should be usad in preferance 10 "idling”, Doss that i E
relegaie drect characterization to the prose rash heap? No. There arg mes whsh -
diract cheracterization is vsefdd, Whereas Indirect sharacterization Is more Bkely to |l Pubilshing -
engage & reader's imagination and paint mors vivid imagss, direct characterization Lompanies ;
axcels in brevity, lower word count, and moving the story forward, For extample, & e Matched Wik
wtlter may ward 6 revest a minoy facat of a tharscler's personslily without & Publisher Thatls
distraciing fom e action in a scene. | s up to the wilter o declde when ezch “Right For You, Get -
¥ g characterzati el i anneondl
&;i!; ;{?iaf;a if; ﬁ"juﬁfg charatterization matiod is appropsiste. : Starif‘g(j Nowl :
vk abont wilig ) . . , . Dy SnarchPodiublis
feom @ difforont Fo ohsarve the difforance bebwesn direct and Indirest characterization, reed the . ‘
parspuctive. Finlsh palred paragraphs below, Each is written to corresy the same basio information. Ona :
yos novel ;“d?!;!f T2E of sach palr demonstrates dirsct characierizalion whils the other dermonstrates Lotding for A
- indirect characterization. See § you can identifiy which melhod s belng ussd. P Publisher?
Paragraph Patr 1 : | Olr Dedisated
nragwa ik . o
A, Ed dohinson soratched his head In confusion ag e sles rap explelned Draleo’s ?ﬁ?esé; ngegfgér
newest ergine performnance diagnostic computar. The old mechanic hated modern Book ;f,'umm el
stectronios, prefering the old days whan all he naeded was 3 slack of manuals and ;T{ad;ay T :
a g@{jd Fetof tooks. wesa Trafiord.somiBn.,. r
B, "That Bd Johnson,” said Anderson, waiching the old machanic scrafch Bis head in ’
comfusian as the sales rep axplained Dralns's newest engine performencs disgnostc S Betere
gompuier, "He hasi't got & clue about moden sleclonies, Give R a good setof Yoarst
ool and o stack of vellowing roarmuals with a carbarator needing repair, and he't be 3
happy 35 2 hungey frog in s iyfield”
Paragraph Palr 2 - 4,
A, Julls ownsd 2 muttitude of oulfite and socaessorios, and | always ook her forgver R
0 decids which combinaion might imoress Trent As usuzl, she called hey sister Briligni Mew Gowrss
several fimes for advice. Afer doing so, Julle decided o give the navy blue skin with sglg\”w{!ﬁ?gfmﬁfsm
the whits sweater  try. Sy bk i 2 o of
eas - Guearanioed!
8, Jule hakd up aix differant outlits iy front of the mireor and pondersd whish would 3

go best with her navy blie shoos, pastel eve shadow and the diamond ewerings
she'd already proowed from her overflowdng vanity. After ninety minuies of mikdng
and miaiching, and cell-phaning bar sister three imes for advice, huie finally made

hitp/www Hetionfactor.com/guests/characterization htmi 111072011

A
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Fiction FPactor -~ Direct vs. Indivect Characterizalion Page 2 of 2

up her il She'd give the navy blus skt and white swaater a Uy, hoping Trent
wersldd fove |,

In boffy Instances, Paragraph A Hlustrates an exampte of divect characterzation
{aliing) white Paragraph B providas an exarmple of ndirect eheractenzation
{showing ). While one might quibble with the gualily of each paragraph {or Julie's
Tashion sense), the direat characterzation examples are shorler, laaving less
Imggination to the reader, white stifl getiing the same basic information across.
Which iz most appropriale dopends on the neads and concenss of ihe wilter,

© Copyright Fary W, Envin i Al dghts ressoved,

Tamry W, Ervin # is an English teacher who enjovs wiling Sclence Fiotion and
Fantasy, Ha s g freguent contribuior te Fiction Factor and his ficion hag appearsd 2
nuner of pleces, including The Sword Revew, Fulures Mystery Anthology
Magazing ang MindFlights. .

When Terry lsr't writing or enjoving tirns with his fansity, he can be found in His
basement raising kuiles. To contact Terry or o lsarn more ahotk his witing
andeavors and recommaended markets {among other things), vis bis websiie at
atipdfarerdn-autbor.oom
lorng | Site Man T Articles | Intenviews | Links | Book Revisws |
| Fros Bbooks | Gontests | Marke! Listinus | Book Stors |
| Ad Reles | About Us | Contact Us |
L onyrbaht FO0E0-2891 Fivdion Fagion,
AR veorls remnodos e i opeity of Flotian Tastor, tdess oenresshy grandad
Foy werini e pronevineion from e sdhor, dbidaa) artisles romdo the
sode e P ooy of T original Ehey.

http:/fwww Botionfactor. com/gneste/characterization.himl 1171012011
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Agsignment

Writing Dialogue

Writing dialogue~—a conversation between two or more characters—is easy if you follow these guidelines:

1. Al words spoken by a character must be surrounded by quotation marks. A direct quotation can come
at the beginning or the end of a senfence.

2. A direct guotation begins with a capital letter. If a quotation is interrupted, the second part begins with a
tower-case letler.

3. A dirsct quotation is set off from the rest of a sentence by commas., If a direct quotstion Is interrupted,
cormmas are placed before and after the interruption. The comma before a direct quotation falls outside
the quotation marks. The comma—oaor any punciuation-—afier a direct guotation falls inside the quotation
rnarks.

Exarmples:

Tad smiled and thought, " can't wait {o get to the ball gamel®
"Yes, | am the one who baked the chocolate cake,” admitted Granny
“Jim," she said with a grin, "I'm going to make sure vou [ose this mateh.”

4. Dislogue is less formal than other kinds of writing. To make vour characters sound natural, you may use
short sentences and contractions in diatogue.

5 In a conversation between characters, start & new paragraph each time the spesker changes.

8. Be careful not to use the word “said” too often. Use other livelier verbs, such as "whispered,” "velied”
"mumbled," “cried," and "confassed.”

Writing Assignmernt
Compiete one {or more) of the following assignments:

1. Create two characters: a youngsr person deeply in need of affaction and warmth and an older person
willing to give it. Write a one- to two-page conversation between the characters. The details (their
relationship, situation, etc.) are up to you, but make the reader care.

2. Using vourself and vour best friiends as the modals, try writing s fictionalized conversation smong three
or more characters. Try to capture the style of your crowd's real-life speech: slang, rhythms, who interrupts
whorn, etc.

3. Write a dialogue between abstract characters, such as Love and Hate, Happiness and Sadness, Greed
and Generosity, elc.

Lassun Lonngalion: Fielion Wiithg, Charedlerizalion
Copytight The Kennady Cender. Al rightls resarved,
ARTSEDGE meternals may be renproduced Ry educations! puamoses.




Writing Realistic Dialogue

by Gary Reynolds

introduction

Bvidence presented to me in both novels and short stories suggests that dialogue is one of the
hardest parts of fiction writing. Both novice and experienced authors seem to get it wrong from
time to time - some more often than others. This can present itself in a number of ways:

- You have to re-read what was said before it makes sense.

-~ You read a piece of dialogue and then think to yourself 'they just wouldn't say that - it dossn't
seem right’..

- You are thinking 'come on, spit it out already'.

Sound familiar? 1 thought so. Dialogue is hard to write. Fact. But it's not impossible,

Comparison to the real-world

S0 iet's get one thing clear upfront. Dialogue in fiction is not the same as veal life conversation, Let
me repesd that so it sinks tn, Dialogue is NOT the same as real-life conversation. But it should read
tike real speech.

In real-life, you make small tali - at least most people do. You ask how someone's weekend was,
whether they watched Battiestar Galactica last night and so on. You talk because it's sociable and
enjoyable,

Characters in fiction should never, never talk for the sake of 'maling conversation’. They should talk
for one reason and one reason only - to move the plot forward. That dossn't mean that the
conversation needs t be tremendously exciting all the time, but @ should move the story along.

For example:

"Hey, John, funcy coming back to mine for a beer?"

The above snippet of dialogue isn't exciting. Who cares whether John fancies a beer, but it does

allow vou to switch scene from the current location to someone's house. And that's important,

A small aside -~ Motivation Reaction Units

The above paragraph is my way of saying that dialogue should always be part of a Motivation
Reaction Unit. For the undnitiated, let's introduce MRUs here,.,

W

At the highest tovel you have your story - let's say it's a novel,

A novel has chapters and each chapter tells a defined part of vour story.

Each chapter contains scenes and sequels.

A scene is where the action cecurs.

A sequel is the character's reflection on the preceding scene. They digest what has
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happened, think about it, resolve 0 do something about it, ete. When the time comes fo act,
we're back into the next scene,

» Each scene and sequel contains multiple MRUs, So an MRU is one of the smallest
componesnts of yvour story that can be considered ‘self-contained’. Fach MRU follows the
{ollowing format:

»  Something happeus.
¥ Someone reacts,

That's it - at least at a high level. MRUs will be discussed in more detail in a future article.
The point as far as diatogue Is concerned ig that it should be part of an MRU. If it's not, then ii has

a0 place in yowr story. And i #t is in your story, then make sure if's not overly verbose or wafily,
Keep it tight.

Style

The 'style’ of your dialogue should be appropriate to the story and story-world. For example, a
romance novel will probably contain more lengthy dialogue sequences that touch upon emotions
than a sci-fi novel would,

So how do vou determine what is appropriate? Read other books in your genre — a lot of them - and
study how the dialogus is structured and what it fries to achieve. It's also worth bearing in mind that
the way people speak changes over time, so:

»  Try to read novels released in the last ten years.

»  When writing your own dinlogue, avoeid the use of slang. Tt will date your story.

Formatting

As the Bditor of Concept Sci-fi, | see a lot of problems and uncertainty when it comes to writing
dialogue. Let's fake a look at an example that beginning authors often get wrong:

WRONG: “I hate you.” He said.
CORRECT: 'Thate vou,’ he said.

Note there are two differences above. The first is that the dialogue appears in single quotes. This is
now the accepted nonm for fiction, The second is that the words 'he satd' are part of the same
sentence as the preceding words. So there's no capitalisation on 'he', and 'you' ends with a comma
(inside the speech mark). Periods should also appear inside the speech marks, e.g.

He stared at her for a moment. "Oh, you think so.’

Other factors to bear in mind when it comes to formatting dialogue are:

When someone new starts speaking, start a new line (indented), Consider the following:

Paul looked at her. 'What are you going to do?’ She stared Blankly. 'l down't know, Paul’

And compare this to:




Poul lpoked at her, Whar are you going fo do?’
She stared blankly. I don't know, Paud!

Which is easier to read? You need o take time to feam how 1o punctuate your dialogue correctly,
otherwise you risk alienating the reader (if you manage o get past the Editor and actnally get your
work published),

Accents

Muost people have a regional accent. Some are strong, some barely noticeable. Portraying an accent
when writing dialogue can be immensely vseful. Tt can give vou an idea of a person's background
and how theyv're likely (o react in a given situation. You can even use readers’ sterectypes of people
with different accents to your advantage by making them react in a completely different way. But
dow't over-do the accent,

Consider the following sxample:

"Wk y'all doin' 'ere.’ - Yikest
"What y'all doing here.” - Much better,

You also nead to ensure that all of vour characters don't sound alike when they talk. This can
become very boring and repetitive for the reader. Using an accent in woderation is a good way
around this problem. Using gramamar is another. People use different grammar when they speak
(and they rarely speak using grammatically correct sentences).

If you find vou are struggling to make your characters' speech individual, try giving some of them
an unusual word or phrase that only they use, But do this sparingly.

Tags

What's wrong with e said’ 7 The short answer is nothing. So why do some many authors insist on
using a wide array of tags to try and bring their dialogue alive. 'She gushed', he exploded’, 'she
exclaimed’. These can all sound out of place and make the reader cringe — and if they cringe vou're
tosing them.

Thers is 2 school of thought which says that 'he said' snd 'she said' are all you need. If you nead
somethiog more descriptive, then fry including an adverb, such as "she said softly”.

information Dumps

Don't do it! An information dump is where vou have two characters talking and the sole purpose of
the exchange is 1o fill {0 some back-story for the reader.

You can usually identify an information dump in dialogue quite easily, it will often start with "As
you know...' or some similar phrase.

Readers don't ke this and, frankly, it's 2 little bit lazy. If you need to fill in some back-story, find a
more subtie way of doing it.
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Ummes and Ahhs

When you converse in the real world, you have to think about what vou're saying. Your speech
rarely comes without the occasional 'wumm’ or ‘aashh’ as you straggle to find the words vou're
fooking for.

In fiction, this is boring. Use it very sparingly,

Pacing

Dialogue can be used for more than just showing a verbal interaction between two people. Here are
a few pointers:

»  Dialogue between two people without narvation is speedy. So use this if vou need to pick up
the pace.

Monologue is usually read slower.

Dialogue with narration is slower still,

There is a difference between a character whose words dissolve with ... and those which get
terminated abruptly with a ', Use them appropriately and o your advantage.

Page after page of pure dialogue can be tedious, Break it up with some action, e.g.

Hey, get off me!’ She backed wway from him, eves locked on his.

oy Y
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identifving your speaker

Ever read a long piece of dialogue, only to get half way through before you figure out who's
talking? We've all been there!

It’s important to get vour speech-attrinition tags in as early as possible. Identify up-front who is
talking, and then remind the reader every fifth or sixth exchange (or less) so they can easily keep
track, e.¢.

‘Hey, what 5 going on? 'said Johr.

Emily looked at him and smiled. "Not much. Fancy catching a movie?’
Wure, What you want fo warch?”

BDuwno, What 5 on?’

His forehead creased for a moment, trying to vecall the listings from the evening paper. 'T have no
ideal’

Getting it right

If you consider all of the abeve, then ¥ think that vou'll be able to write move realistic dialogue. But
how do you know whether you've got it right. There's one simple piece of adviee that T can offer —
read it aloud.

If it sounds right when you read it aloud, then it probably is right.

Have fun!



When wriling dialogue, begin a new paragraph for each new speaker.
That helps the reader to keep track of who is speaking. Be sure o enclose
the actual spoken words in quotation marks.

Tag Lines and Bialogue

A phrase or tag Hne identifies the speaker and appears inthe same
paragraph as the speaker's words, Gnee the flow of conversation is
established and it is easy {o identify the speakers, the tag lines can be eliminated,

"Do you need a ride?” asked Patti, pulling up in her Jaguar beside her friend.
"Yes, I'm afraid so, said Melissa.

"My Porsche gag has broken down.”

"Hop in: 'l drive you"

"Are you sure?"

Tag lines are treated as interrupters. When thay appear in the middle of quoted words, they
are enclased by two commas; if a tag line appears at the beginning or at the end of quoled
rmaterial, one comma is encugh because we never begin or end a sentence with a comma.

"I I don't find a ride,”” Melissa said, " can't go to the Brain Bowl
competition,”

Patti said, "Oh, ' drive you. Don't fret”

"You've save my life," said her friend,

Rotice that if speech includes several sentences, we need quotation marks only before and
after the whole speech. However, if we interrupt the group of sentences with a fag line, we
close the guotation with end quotation marks and then apen It again after the interruption.

"What shall | do? My car has broken down,” Melissa said tearfully. "I { don't
find a ride, | cant go.”

A tag line may come between the two halves of a compound sentence. In that case, we
put the semicolon or the joining word after safg, like this:

"Hop in," Patti said, "and ' drive vou.”
"Hop in," Patti said; "'l drive you"

"The traffic looks bad,” said Patti: "nevertheless, we'll make it on tima."

Punctuation and Diafogue



Periods and commas always go inside quotation marks, possibly because they are very small.
(ther puncluation markes-such as question marks and exclamation marks-go inside if they
belong o the quetation and outsides if they do not. (Note: anly use one end punctuation mark.)

He asked, "May | have this dance?”
What do you think of "No new taxes"?
Do you believe in an "eye for an eye"?

i a quotation falls within another quotation, use single quatation marks 1o sat off the
internal guotation.

Marta said, "What do yvou think of "No new faxes'?"
"Stopl” said Jacob, "or 'l yodel "My Wild Irish Rose.

An eltipsis mark {...} may be used to indicate a trailing or faliing tone in conversation. An
allipsis is three equally spaced perfods, and it can be used as an end puncluation mark only in
this capacity. {(When the ellipsis is used to indicate omifted material af the end of a sentence,
it requires a fourth, sentence-ending period as well)

Kathie said, "l guess | could go.."

A dash (-- or -} s sometimes used in diglogue to mark a sudden interruption-for example, a
correction, a hesitation, a sudden shift in tone, or an unfinished thought.

Professor McGowan stepped in front of the podium and said, "As | was saying,
class~ahem-MISTER Ogden, please pay attentiont”

"You could go—or not," said Brian. "Whatever you decide."

Dashes give a looss, casual tone 1o a piece of writing as well as lend a breathless quality o
what's being said. However, too many dashes make a passage seam disorganized and aut of
control. Jo not use dashes carelessly in place of periods or commas or in any context that
calls for other marks of punctuation.

Thoughis and Dialogue
Thoughts may be put in guotation marks, or they may be falicized. It is up 1o a writer how he

or she wishes ta indicate the thoughts of a character, but the writer should be consistent
throughout the work.

How much do those shoes cost wondered Chloe. Are they half-price?
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Punctuation for Dialogue Page 1 of 2

How do you use punctuation when you have dialogue in your story? Let's look at one of
our favorite authors, Joanne Rowling, who wrote the Harry Potter Series, How does she
use punctuation?

1. All talking needs to be surrounded by quotation marks (),
"Go to your cupboard - T mean, your bedroom,” he wheezed ot Harry,

The first ("} is used just before the first word that the person says, and the second (") is
used just after the last word. The comma has to go inside the quotation marks.

2. Instead of using a period at the end of the speech, use a comma, if you are going fo
tell who is talking.

“Las' time T saw vou, you was only a baby," said the glant. "Yeh look a lot like yer dad, but
yeh've got ver mum's eyes.”

After the word baby, Joanne used a comma because she was letting the readers know it
was the giant speaking. But affer the word eyes, she could use a period to finish the
sentence.

3. If you use a question mark, you don't need to change to a comma.

“What do they think they 're doing, keeping a thing like that locked up in a school?” said
Ron finally, "If any dog needs exercise, that one does.”

After the word school, Joanne used g question mark. Usually, we use a comma before
telling the readers who the speaker is - but not with a guestion. The question mark goes
inside the quotation marks.

4. If you use an exclamation mark, you don't need to change To a comma.

"A gtone that makes gold and stops you ever dyingl” said Harry. "MNo wonder Snape's
after itl Anyone would want it

After the word dving, Joanne used an exclamation mark. Again, it needs to be inside the
quotation marks, and there is no need for a comma.

5. If you have interrupted speech, to let the reader know whio is speaking, a comma (s
needed before the break, and after the speaker’s name.,
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Punctuation for Dialogue Page 2 of 2

"Professor,” Harry gasped, "your bird - I couldn't do anything - he just caught fire -"

After the word Professor, Joanne used a comma inside the quotation marks to let the
reader know that Harry was speaking. When she wanted to start his talking again, she
used a comma after gasped to let the reader know about the change. The second (") just
before your let the readers know that talking started again.

6. If someone is thinking about something, but doesn’t say it out loud, you can either use
quetation marks or not. Either way is acceptable.

OF course, he thought bitterly, Uncle Vernon was talking about the stupid dinner party.

Joanne chose not o use guotations around Harry's thoughts, She could just have easily
used them like this..

"OFf course,” he thought bitterly, "Uncle Vernon was talking about the stupid dinner party.

W

mbtmal:file://EN2011-12\Writing, Journals, Vocab, Composition, Grammar, EC\writing201...  9/26/2012



