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ABSTRACT

Many an& varied books have been written concerning creativity
at the primary and junior levels, but few have concentrated on methods
of developing the creative potential of young people at the secondary
level, This study has attempted the writing of poetry in grade twelve
and has compared tests and prose writings of an experimental group of
students to those of pupils receiving no training in creative writlng.

The experimental group was given information in creative
writing. The procedure was from simple to complex, from patterned
forns to free verse and experimental patterns. Poems on the grade
twelve Engiish course as outlined by the Manitoba Department of Youth
and Education and additional Canadian poems wWere used as samples for
pattern and thene. Encouragement was often given for originality in
prose writing.

The control group concentrated on the prescribed course. AS
a consequence, those students studied more of the course poems than did
the experimental group. Flays and poems were added to the control
group program. These were read for simple enjoyment.

It was hypothesized that training in the writing of poetry
does not result in a deeper appreciation and understanding of poetry.
Acceptance or rejection of this hypothesis depended on the compared
post results of the Mason-Kendrick Poetry Judgment Tests.

It was further hypothesized that the creative writing of
poetry does not increase the student’s ability to think ereatively.

To test this hypothesis, the experimental and control groups’ post



results of Creative Thinking were tabulated end compared.

A third hypothesis was that instruction in poetry writing
does not enhance originality in prose writing, The criterion for
acceptence or rejection of this hypothesis depended on comparison of
the experimental and control groups® essays at the end of this experi-
menteA These essays were examined by a committee of four teachers.

The final hypothesis was that experience in poetry writing
does not influence student attitude to the English course in generalg
This hypaihesis was tested by means of an attitude scale. At the éoncluw
sion of the experiment, the opinion of both experimental and control
groups to the various parts of the English program was analyzed.

On the basis of th@ vesults of the investigation, all four
null hypotheses axe accepted as no significant differences were observed
t0 W&rrant.x@jectiom of any of them. Only in their oral and written

comments did the groups differ comsiderably in attitude 1o the English

course., However, these cannot be measured statistically.

Perhaps what is needed in this type of study is a longer
period of experimentstion. Perhaps also, high school educators could
attempt further development of techniques for neasuring creativity in
general and originality In poetry and prose writing at the secondary

level.
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CHAPTER I
INTRODUCTION

Creativity is a subject in which interest has increased
steadily since the beginning of the twentieth century. Studies on this
topic have been conducted by philosophers, psychologists, péychiatrisﬁsg
educators and by artists of all types, with each one'’s particular field
of work often oveﬁlappiﬁg that of another. Philosophers and psycholo-
gists have attempted to define creativity and determine its source. .
Psychologists and psychiatrists have developed ways of identifying the
creative individual and of measuring the degree of creativity a person
may possess, Bducators have carried out research on the effect of
enviromment on creativity; they.have sought ways of promoting ereétivity
in children and have experimented with various teaching methods that
would help the gifﬁed or creative child. Creative people themselves -
writers, artists, musicians, inventors - ha?e given accounts of their
works and of the developmental processes involved in producing some=
thing new. In this’way they have made a contribution to the research
on creativitye

‘The studies of philosophers such as Maritain, of psycholo-
gists such as Torrance, Getzels, Guilford, Taylor, and Stein, of édua
cators such as Mearns, Powell, Holbreok{ Halter and ILewis are examined
in chapter two of this paper.

The particular aim of this study is to further the research

on creativity,



I. STATEMENT OF THE PROBILEH

ihémgh pumerous and varied studies have been conducted in
the field of creativity, no research has yet focused on a step-by=step
procedure for teaching p@e%xy writing at the high school level., It is
the ain of this study to analyze a program for fostering poetry writing
in gréde twelveot '

In conducting this study, answers to the following questions
were sought:

' 1, does training in postry writing lead to a deeper under-

standing and appreciation of poetxy?

2, dees training in poetry writing develop the student’s
ability to think creatively?

3, dees instruction in poelry writing increase originality
in prese writing?

e does training in poetry writimg influence student attitude

td English literature in gensxal?
II, HYPOTHESES

Four null hypotheses were foxrmulateds

1. instruction in poetry writing does not result in a deeper
appreciation and understanding of poetrys;

2. instruction in poetry writing does not increase the

ability to think creatively;

Ypnitota, 1968/69




3. training in poetry writing does not develep originality
in prose wfiting;

b, training in poetry writing does not affect student
attitude to the English course in general,

With these hypotheses in mind a progren was developed for the

experiment with grade twelve litersture students,
I1i. HATUBE OF THE EXPERIMENT

Thé study was conducted with sixty-seven grade twelve students
of Iouis Riel Collegiate in St. Boniface, Manitcba., The pupils were
boys and girls of average middle class soclo-economic status, The
students had previously been divided on the basis of eourse options.
Selecticn @flﬁh@ exy@rimenéal group was made at random. This group
was composed of thirty students of whom seventéen were giﬁlﬁ_anﬁ
thirteen were boys. Thelr ages varied from sizteen to twenity-four,
%hé average of thé class being seventeen. Within this group, 84 percent
spoke both French and English, with French being the mother tongue,
and 16 percent spoke only English.

The control group was composed of thirty-seven students, nine-
teen of whom were girls. Thelr ages varied from sixteen to eighteen.
The average age of this class wWas also seventeen, Within the group,
73 percent spoke both French and English, with French being the mother
tongue, while 27 perceni.spoke only English.

The experimental study lasting four months, from September 9,

1969 to Janumaxry 9, 1970, wes in three stages:
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i. the pre=testing stage during which all studenis were given

the lorge=-Thorndike Intellicence Tests: verbal and non-verbal Creati-
vity Tests, developed by R. Pippert of the University of Manitoba;

and the Mason-Kendrick Tests of Poetry Judgment; coples of the Pippert

and Mason=Kendrick tests will be found in Appendix Bs

2., the experimental treatment which involved the experimental
.group in a progyram of ﬁ@etry writing in addition to the outlined English
course, and the contrel group in an intensive study of the poétry as
outlined by the Manitoba Department of Youth and Education;

3. the cri{erié»testing stage during which both controel and
experimental groups were re-tested through Poetry Judgment Tests and
new forms of Cxe&tivity Tests; an additional study was conducted by a
co@mittée of . four te&chexs whe.@xa&in@d essays written by the experi-
mental and control groups; before this analysis, the four teachers met
to determine a uniform standard @f measurement in evaluating creative
Prose worik.

| Resulﬁ§ of all tests were tabulated, analyzed and compared.

They can be found ih Appendix B.

Iv. ZILIMITATIONS OF THE,ETUDY

This study had scme definite limitatlons:

1. four=fifths of the studenis were of Freﬁch Capadian
background and spoke both French and English@ while the rest of the
students spoke only English: the gr@ups\were therefore not homogenecus
in this respsct;

2. there was no grouping eccording to ability, since all



classes were organized on the basis of course option and schedulings;

3. on the average the students belonged te the middle-class
socic=economic stratums however they wexre not homogéneous in this
respect;

L, the experiment was limited to four months;

5. the creativity tests used were in the experimental stage

and lacked reliability end validity data; any findings related to

ereativity must be interpreted with this in mind,
Ve DEFINITICN OF TERMS

Since many and varied definitions of creativitiy and related
concepts have been given, the meanings as understood within this study
are stated as follows: |

erea%ivity = iaAthe iﬁ&ginative guality that tends to depart
from stersotyped ideas and generete something new; ‘the end product
involving memory and envirorment is more than a simple repetition of
previous knowledges

origin&lggl = is often understood as synonymous with creativity
because both terms mean a divergence from ordinary and over-used ideas
and models presented to the individual; because of this, and also
because originality and creativity do not exist independently of each
other, this study uses originality and creativity synonymously;

Amagination - 1z that faculty in man that uses knowledge
within the nind, and through a process of synthesis changes it to

something new; imagination is & necessaxy factor in the creative process;



without it, semsitivity to enviromment and awareness of concrete things
will result in simple photographic observations of the outside world,
and man will no longer be able to express his impressions and thoughts

in abstract form.



CHAPTER II
REVIEW OF THE LITERATURE

The studies on creativiiy that have evolved in the twentieth
century have attempted to defipe creativity, to determine its source
and importance and to develop ways of fostering creativity in young
people. These aspects of creativity will be examined within this

chapter with emphasis on the relationship of creativity to literature

and poetry writing.

I. CREATIVITY IN GENERAL
Creativity Defined

In trying to arrive at an operational definition of the term
”creativiﬁyg” it is perhaps of value to examine the opinions of a
philosopher, a psycho-analyst, a psychologist, an educator, an artist
and a man in the popular field of Workg Since there is yet no univer-
sally accepted definition of creativiiyg one can only consider the
varied formulations and determine if there is agreement in some of the
definitions.

In the area of philosophy, the first statement to be examined
is that of Plato who explained work of an original nature to be that
of ﬁhe'gcdsez The poet or artist was considered to be inspired at the
moment of creation; he was no longer in. control of his thoughts and

actions, but became the agent of a supernatural power. This view of

ZGeorge F. Kneller. The Art and Science of Creativity.
Toronto: Holt, Rinehart and Winston, Inc., 1965, p. 19.




creativity as a result of godly intervention persists to this day, so
that even Jacques Maritain believes cfeativity to originate in the su~
pernatural@3 In his dissertation on axt, Maritain defined the creative
idea as a flash of intuition in which the resuliing produét is visualized;
it will gradually develop and unfold itself in matiter and become 2 work
that will be an original and a modela“ Modern philosophy locks on crea=
tivity in a way similar to that of Plato. Though the creative person is
not the agent of the gods, he is nevertheless considered sonmeone unique,
%o, vare and different breed of persone?5 Creativity is interpreted as
the product of a highly - developed genre of intuition. Because of this,
it is unpredictable, nonratlonal, and the prerogative of a few indivie-
duals. This idea evolved during the time of the Renaissance when 1t
seemed a fitting explanation of the creative works of men stch as

da Vineci, Vasari, and Telasionaé Other philosophers, such as Kant in

his Criticue of Judament, have.also defined creativity as genius. Be-
cause a creaﬁiﬁe production is unpredictable in its process, it follows
according to Kent, that creativity cannot be taught and that examination
of creative products, of the laws governing the creative process, and

of the application of these ruling principles are all useless in pro=

ducing original workse '’

3Knellex, ope cite, po 20

QJacques Maritain. Art and Poetry. New York: Philosophical
Libra-ryg 19‘!'&39 Pe 800

SKneller, gge'g%isg pe 21,
O1pid., p. 22.

7Knellera loc. cit.



The belief continues that creativity is a result of inspira-
tion, the privilege of a special few, and is proof that the Platonion
interpretation of the creative artist still exerts influence’on the minds
of many students, teachers and general public.

In the field of psychoanalysis, Freud saw creativity as
origiﬁaﬁing from a conflict wi{hin the unconscious mind, from the ;geg
Hith time, according to his theory, the unconscious mind arrived'ét a
reinforcement of a desirze of the ego, or conscious part of the india
vidual; then the result would be a creative product or behaviour. If
it contradicted the ego; then the “"solution' wéﬁld either be repressed
~oxr would develop as a neurésise Hence, both creativity and neurcsis
derived frcm a conflict in the unconscious. Freudian psychoanalysis,
therefore, interprets creativity as sublimation and a subéﬁitute'fbr
the play of childhoods9 Hodern psychoanalysts, such as Anderscn910
rejected the definition of creativity as the acxivity of the emotlonally
disturbed person.attempting to remain sane through an outward expres-
sion of inner conflicts, a mental process called sublimation. To them,
the creative person is not domlnated by conflicts within his subcon-
scious, but is in control of the ego which travels ;afely into the
unconscious and back to the world of reality in arriving at a creative
product, To reach a confirmation of this beliefs a battery of tests

of creative thinking was administered te¢ some schizophrenics apparently

on the way to recovery. The resulting responses were unimaginative,

Bkneller, op. cite, Do 28
9Tbide, Do 29

101pid., p. 30.
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unoriginal and inflexible, thus showing that creativity is not the
activity of a sick or partially disturbed mind, but of one in control
of his faculties.

Akin to the theory of the modern psychoanalysts, is that of
present=day psychologists such as Rogers, Guilford, OSborn} TaylorAand
Terraﬁeeo Rogers gave téo definitions of creativity: it is first a
flexibility in beliefs and perceptions, an acceptanée of ambiguéus
ideas and situations, and an ability for "toying" with elements and

11 According to

concepts; it is also a tendency 10 self-realization.
Rogers, only through creativity can the individual fulfill himself as
a hunan being. Rogers spoke of creativity as

the urge td expand, extend, develop, mature = the tendeﬁcy to

express and activate all the capacities of the organism, to the

extent that such activation enhances the organism or the self, 12
This definition of creativity precludes neurcses, or at least it
explains a creative activity despite neuroses, the activity of a mind
on the way to recovery. | |

- According to the psychologist Guilford, an early researcher

in the field of creativity, the creative potential does not derive from
one single phenomenon, but from a collection of varied abilities which
13

he terms cognition factors, production factors and evaluation factors.

To explain creativity and the many other abilities of the intellect,

11Knellerg‘gge cit., p. 38.

12Knell@r@ doc. cot.

13Morris I. Stein, and Shirley Heinze. Creativity and the
Individual. (Chicago: The Free Press of Glencoe, 1964 ), p. 164,
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Guilford uses the structure-of-intellect modellu which is shown in

figure 1.
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FIGURE I

GUILFORD®S STRUCTURE-OF=INTELLECT MODEL

14Hilli&m B, Michael, Editor. Teaching for Creative Endeavor.
(Blocmington: Indiana University Press, 1968), p. 27.
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Within the OPERATIONS of the SI model are the main types of intellectual
activities that an individual goes through when using information.

) Cognition refers to the discovery or rediscovery, and awareness of infor-
mation of all kinds. Cognition is the same as understandinga HMemoxy

is the retention aﬁd availability of information in the same form in
which it was stored. Guilford divides thinking ability into convergent
and divergent thinking, convergent referring to the generating of infor-
mation that is conventiopally accepted. In other words, convergent
thinking is directed to that type of problem which requires one right
answer, as in qulzzes and some multiple-type questions., Divergent
thinking departs from set directions and has a wide field of action

in using information learned. It is to this type of divergent thinking
that Guilford relates to creativity915 The last characteristic, Evalua-
tion, involves making judgments, arriving at decisions as to the
adequacy of infofmatione The CONTENIS of the SI model are the classes
of information with which an individual operates, Figural content refers
to information recalled as an image while Symbolic content refers to
information in the form of signs and have'no meaning in themselves,
Examplesvof these are letters, numbers, and muéical notes. Semantic
content is found within the meanings of words and Behavioral content
relates to information dealing with human interactions; examples are
attitudes, needs, wishes, perceptions, thoughts. The PRODUCTS concern
information that is transformed by the individual®s intellectual pro-
cesses. Units are segregated items of information while Classes are

sets of items or units grouped on the basis of common properties.

Ylichael, op. cite, pp. 27-281
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In the Relations class are recognized relationships between classes
or units of information. Systems relates to similaritles between

units or classes, on the basis of strueture. Transformations are

changes of all kinds that take place in the use of information, and

Implications refer to extension of information in the form of predictions,

antecedents and c@nsequencessi6 Guilford states that creativity may
involve any or all of the individual’s abilities, as outlined by the .
SI model, depending on the kind of situation. Information may be taken
from memory or from any other area, but in the end, the product must

be new to the individual, though not necessaxrily new to othersa17 Ihrqugh
var@ous kinds of testing, Guilford found certain traits to be charac-
teristic of the creative person: (1) the ability to see problems, and
this is not necessarily involved in creative production, but no creative
act can begin without it;18(2) fluency of thinking or the manipulation

of words, ideas, expressions, associations; (3) flexibility of 'ﬁhinking9
involving spontaneity and adaptation; (4) originality, or newness of
production; (5) redefinition or changing of information; (6) elaboration,
or building up of information.. Tt is wiﬁﬁin these areas that the

Tests of Creative Thinking evaluate an individual. Relating these traits

to the SI medel, fluency, flexibility and originality belong in the cate-
gory of divergent thinking, redefinition in the class of convergent

thinking, and a sensitivity to problems' belongs in the evaluvation

161"?1@?3&@19 .Q,QQ 22_,;299 PPe 27”28@
Y7103d., . 29.

iBSt@iﬂg 2;29 @iﬁ»g Pe 639
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category. Tests have been developed by Guilford and other psychologists
on the basis of this explanation of creativity and have determined va-
1idity or general applicability of Guilford®s factorial interpreﬁation,i9
Osborn saw creativity arising from use of the imagination.
In his opinion, it is man’s imégination that has enabled.him to survive
and té master the forces in the world. Through the imagination, man
will one day conguer the universeazo
Imagination is the cornerstone of human endeavor. Modern soclety
with its emphasis upon the progressive synthesis of technological
and pure science, is admittedly depsndent upon imagination as its
life=blood. It is axiomatic that to think intelligently is to
think creatively921
Osborn divided the mental capacities into four areas of func?ioning;
(l) the absorptive ability, or power to observe and concentrates;
(2) the retentive capacity, or ability to memorize or recall; (3) the
reasoning ability that judges and analyzes; and (¥) the creative ability
or the power to en#isiong foresee and generate ideaswzz According to
him, the computers .can perform the first three functions quite effi-
ciently, but only men can generate ideas or imagine new patterns of
thought and new material things. Because of this, he stated that
knowledge is of greater worth when imaginatively applied. What Osborn

called "imagination® resembles Guilford’s explanation of creative

thinking.

19gtein, op. cite., ppe 163-165.
Op. it

h.F. Osborn. Applied Imagination. (New York: Charles
Seribner’s Sons, 1963), V. '

2l 1pid., pe Ve

Zzl‘bjﬂ@e 2 ps ;Le
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Another psychologist, Taylor,23 tried to reconcile the various
interpretations of creativity by considering it in terms of five levels:
(1) expressive creativity, in which independent expression is of prime
importance, and skill and quality of preduct are negligible; (2} produc=
tive creativity, as applied to artistic and scientific products;
here; techniques and skills are used and tend to restrict the indepen-
dence of the individﬁal in developing finished products; (3) inventive
creativity, which pertains to inveﬁtorsg explorers and discoveiers;
ingenuity is shown in the uses of materials and skills; (5) emergentive
creativity, or the development of an entirely new ldea or theory that
begins a new school of thought. In Taylor’s view of creativity, fantasy
and relaxation are necessary to allow for unconscious play of ideas.

In this way, creativity differs from the rigid patterns of logie and
scientific'thoughte

Using the interpretations of Guilford, Taylor and others,
ibrrancez4 described his view of creative thinking, as a process in
which the individuwal is aware of difficulties, problems, missing infor-
mation, and makes guesses as to possible solutions; he tests these
hypotheses in various ways until he finds one that is valid and then
communicates his results., Torrance emphasized the idea that a tension
is created and remains until the discovery is made known to someone
6156,25 His definition of creativiiy is summarized by "person, process,

product, and press® (or environment)., It is true, he said that some

23Ee Paul Torrsnce. Rewarding Creative Behavior. ( Toronto:
Prentice-Hall of Canada, Ltd.)spps 5=0.

2lbrpia., pe 8.

25
Ibidey, po 9o
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resea$chers emphasize one or the other of the categories, but in the
creative process, they are all interrelated. Torrance described the
highly creative pzrson as having a strong self-image, a fine sensitiviéyg
independence, unusual responses, and a sense of humor526 Of importance
alsogiin considering creativity, is the observation Torrance makés of
highly creative boys and girls: highly creative boys tend to be consi-
dered by tegchers as having "a lot of wild ideas9“27 whilst highly
cre&iive girls do not have this reputation. The reason, based on
various tests administered, is that the highly creative boys disPIay
more uniqueness, inventiveness, and originality in drawings, and in
oral or written responses. Educa%ofs should therefore not be dismayed
at the difficulty of measuring these "wild ideas™ as expressed in

tests of creativity.

Terrance saw creative thinking as a “powerful force for lifting
man to higher levels of intellectual functioning, human dignity, and
achievemente“za It is creative thinking that is responsible for all
the avenues of cemmunicétion such as the alphabet, printing, radio,
television, computers, and modern spacecraft; it has given man art,
‘architecture, music and literature. Torrance recognized the task of the
educator to be that of guiding and fostering cfeativity so that it may

lead to "socially valued achievements, "29

¢

26

Torrance, op. cite, po 40,
27 1b5d., po 105.
28 pid., p. 10.

zglbideg pe 11,
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Hughes lMearns, educator and researcher in the field of
creativity since 1925, defined creativity as the “urge to do“30 which .
arises instinctively and seeks exterior expression, overcoming obstacles
of all sorts. Creati%ityg he claimed, was essentlally made up of diver-
gent thinking, uncoerced by rigid conventions. To him, it was more
than a product in print, clay or on canvas., These were simply evidenées
of the creative impulse, of the presence of "imagination, invention, and
arﬁistryo“Bl Iike Guilford and Torrance, Mearns characterized the crea=
tive individuai as the one capable of sensing difficulties, of finding
solutions or gaps in information; one whose work was marked by origi-
nality and uniqueness of expression;BQ Throughout his books on crea-
tivity, Mearns placed the responsibility on the educator for awakening
the cfeative spirit and encouraging its activity in young people. For
creativity to develop, teachers must give the students freedom, but
also guidance., Students need and desire appreciation and positive
criticism. It is only the rare individual who can move forward unaided

to "further and superior creative adventures;"33

3OHughes Mearns. Creative Power: The Education of Youth in
the Creative Arts (New York: Dover Publications, Inc., 192§7, p. 231,

M 1vid., p. 2u8.
321bid., p. 241.
B1bid., p. 2Uk,
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Another educator, Alice Miel, summed up her view of creativity
as a “deliberate procéss" of fashioning something new ﬁﬁrough use of
“materials, movement, words, symbols oy ideas" so as to make the product
visible to other8934 The newness of the product was important, but it
applied to the initiator, not to those in his environment. This inter- -
pretation is also that of Guilford and Toxrance. Creativity.can be ex-
pressed in all phases of human living but the degree and quality varies
with each individual as a result of differences in character, kinds of
experiences and envirommental factors. Iike Rogers and Torrance, Miel
believed that creative activity leads to personality grow%h; happiness
and self-esteem.s”
Arthur ¥, Foshay, educator, writer, musician and researcher
in the arez of curriculum, followed Torxance in hisbccncentration on
“product” and “process” in describlng cre&tivity°36 He felt that with-
out attention to the process, there would result nothing but imitation
of previous works. For the process to be creative, it musi give evidence
of: |
sscopenness to one’s own experlencing, focusing of one's
experiencing, the discipline of one’s actions to work out the
focus, and closure - bringing the work to an end.3?

This openness suggests that the individual must suspend judgment until

he has examined all sorits of material and data. Then he must use’the

¢

Hptice Miel. Creativity in Teaching (Belmont, California:
Wadsworth Publishing Co., 1961), Do 6.

35lbideg Do 7o

B rp14, . p. 23

37 1pid., p. 24
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information much as a scientiét does his microscope. He must focus
on the information obtained and attempt to draw from it meaning or
structure patierans. OpennessAénd focusing are done for the most part
unconsciously or impulsively, not throégh habit or learned technique. -
Openness and focus ﬁhé alternate until the individusl arrives. at a
sati$factory form for that which was formless. The final product be-
comes an extension of one’s personality. “What we really create is a
portion of ourselves."3® It should be the work of educators, Foshay
maintained, to train students to.Open their minds to information and
experience, ahd to show them the discipline necessary to arrive at new
forms through focusing on datae 3 _

In the field of art, a simple definition of creativity has
béen given by four Amerié&n artists, Sherwood Anderson, Thornton Wilder,
Roger Sessions and William Lescaze. Ihey'defined art as the imaginative
quality in man that has the power to bulld or destroy, that can drive
man on to brave deeds or produce ari, poetry and all types of inventionswao
A morxe complex interpretation has been suggesﬁéd by the poet, Stephen
Spender%; who viewed creativity in five stages: (1) concentration, or
focus on materials or ideas: (2) inspiration, which he understood to

be the theme that begins and is developed throughout the poem; (3) memory,

3Biiel, op. cites po 30 :
3%7bide, po 3.

4OAugu,:ssto Centeno, The Intent of the Artist (Princeton:
Princeton University Press, 1941), p. 4. '

“lgtein, op. clt., p. 67.
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or recall and asscciation of ideas; (4) trust in self and in the truth

being expressed; and (5) song, or the completion of the work; in the

poet’s case, the poem, The artist’s motive, Spender stated, is a desire

to communicate the idea concelved, a view similar to thét of Torrance,
The final definition of creativity to be c@nsidered here is

that of a man in the p@p@iar field of entertaimment, the film producer,

Walt Disney. Iike the artists above, Disney explained creativity as,

an activity of the imagination with which everyone is born. He main-

tained that, as an individual advances in age, the imsgination tends

to lose its power through lack of exercise. Since the imagination is

such a powerful instrument in cousewving happiness and mental welle

being, it is nacessazyzﬁo'keep this creative foree from dying or becoming

paralyzed. “Fallure to flex our imaginaﬁiv@ muécl@gg ® said Disney,

"is as depl@r&ble’as bze&king.égwn our physical sirength through lack

of ‘proper exexcisea"QQ |
A syﬁthesis of the views of creativity givem by philosophers,

psychoanalysts, psychologists, educators, artists. and entertainers,

can be reached by examining the areas in which they sgree.

PHILQSQPHY PSYCHOANALYSIS
0ld: Plato =work of gods Freud =sublimation
News Kant =geniusg | : ‘
’ Anderson =gctivity of
Maxritain =product of special mind sane person
: ~intuition : in seaxch
of truth

bleSbOIfng Sﬁ@ Citee Po L%a
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PSYCHOLOCY EDUCATION

Rogers - selfarealizatiop Meaxrns = impulse to do
' flexibility spontaneous activity
tolerance of ideas '
Miel . = deliberate process
Guilford = divergent thinking of the mind.
fluency, flexibility = originality in product
originality
. " Foshay = process involving:
Taylor = free play of ideas openness, focus,
productive activity discipline, and closure
Osborn = imagination
ART
Torrance - process :
communication Anderson, Wilder, Sessions, Lescaze
= imagination
POPULAR FIBLD Spendex = urge to communicate

' - 2 new idea
Disney = imagination

These ideas might'be synthesized thus:

creativity is the activity of a sane nind attempting to arrive
at some unique solution to a problem or situation through a mental
process invglvinglimaginatiaél mnemory, sensitivity and reason; the
individual then proceeés to communicate his original idea or new form
t0 persons in his environment.

: B. CREATIVITY-
UNIVERSALITY AND POSSIBILITY OF DEVELOPMENT

The bases for'believing that creative abllity is present in
every human being and can be developed are Maxwell's field theory and
Daxwin®s theory of evolution.

In 1860, James Clark Maxwell stated that within all bodies,

there existed an ethereal medium that was changeable in degree with the
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differences of enviromment and that parts of this medium could be set in
motion by magnets and electric currents., This field theory of Electro-
magnetles and Dynamics has been e#ﬁanded by Bohr in gquantum mechanics,
by Einstein in his theory of the individuality of each atom, by Norbert
Heiner in hls development of the new field of cybernetics and by psycho-
logists such as Lewin in his references to intellectual processes which
vary with differences in emotions, tensions and.environmen%¢43 This
theory has been used by some researchers in explaining the existence of
the creati%e impulse within every human being. In 1878, Claude Bernard
stated that in every living germ there existed a "creative idea which
develops and exhibits through organization.® Death came to that creative
force when it could no longer express itselfena Iﬁ its development,
‘the organism did not’simply»mirror its environment, but built a universe
of its own out of a reality which physicists call energy945 It is to
this Hughes Mearns weferred when he said,

Deep within us,isAa vast imaginative power, varying in quality and

in intensity but probably the same in each of us: it finds fo

itself, in devious unreasonable ways, an artistic expression.

To point out the belief that every human being possesses

some measure of creativity, the biologist, Edmund Sinnctt47 used the

¥3psuard . Fagan, Field, A Process for Teaching Iiterature
(Wew York: Pennsylvania State Press, 196%), ppe 10-20,

" 1bid., p. 28.
45Ibidegs Pe %s

@6Hughes Mearns, Creative Youth (New York: Doubleday, Page
and Coe., 1925), o 3o

¥7kneller, Ope cites Po 23
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Daxwinian theory of human'evélutiene 1ife, Sinnott said, was creative
for it was in a continual process of venewal and reorganization. In
physical evelution, new species or novelties were a result of genstic
change and change in enviremment. In men, the urge to éﬁeate new
things, the power to initiate ngveltys was that of the creative imaginaw
tion., lan had'gr@&ter freedom h@%evére Whereas an organism created
an Orgaﬁizeﬁ living system out of a mass of partiéul&rag man ﬁée&
éiﬁ@rganized data to create a work Qf.arﬁ or science. But men was not
éemp%lled to follow norms as in bioclogical evolution; he could create
ordered patierns of his own,

| Human creativity, then, is a part of the universal creativity
present in @V@rythinge This creativity can be trained and developed,
accoxding to Osborn, by selecting methods and materials of sdusaticn
that will stimulate and exercige the im&gin&%ﬁ@ﬁ; the inherent power

o
to cx@ateo'8

Throughout his book, Osborn showed the possibility of
improving the memory and the ressoning powers of the mind; he also
stated that cré&ﬁive.p@wer could be stimulated and heightened through
first-hand experiences like travel, communication with othexs, thought-
proveliing games, hobbies in thévgenfe‘@f“handiczaft@ vather than
of collections, participation in the fine axrts such as music, sculpture,

painting, drawing,  selective reading and writing, word-play and

erxeative problem=sclving. All these could do much teo stimulate and

“8Kneller9 oo citoy Po 230

49Osbornp‘gga¢g§§e@ Ppe 53=66,
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exercise = the = imagination. He recognized the fact that skills like
mathematics were perhaps more teachable, but it would be possible to
foster creativity through éxercising the imagination.’0 as proof of
this, he cited tests conducted in a General Engineering program. Over
a perlod of fourteen mon%hsg.three hundred and thirty students 6f
Buffalo Unlversity were given batteries of tests in creative “chinking°
Accoxrding to the r*esul'{:s9 the students who had taken creative problem=
solving courses, scored ninety=four percent better than those who had
not received the benefits of such a courseasi It cén‘be seen from all
this that Osbcrn?s theory of creativity is closely related to that of
Walt Disney. ‘ '

Rubin? agreed éith the premise that each of us has imagina-
tive power, aome measure of_creativityg and that much satisfaction comes
from success in expressing this latent energy in some form, He believed
that deep frustrations iesélﬁ when creativity is stunted or blocked and
gave as evidence of this, the‘st&temenﬁs of several modern social scien-
tists who spoke.of the despair and frustration prevalent today due to
man's lack of self=fulfilment,

Wilson and Robeck”> stated that every human being possessed

a certain measure of eregoivitye but through apparent indifference,

200sborn, op, cite, p. vii.
2 oad., pe viii.
52,

Michael, op. cit., p. 82,

bide, p. 59.
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fear, or self-complacency, “this impulse seems o be crusted over or
hiddene"54 These researchers hold that the degree of creativity ﬁithin
humans can be increased, that creative behavior is learned and therefore
can be taﬁghtg and that the child’s creativity is built on the mental,
aesthetic and eﬁotional experiences accumulated.. It is true that few
ehildéen and young people'are geniuses, but.they do possess abilities
that are not yet "ecrusted over," and with exercise and encouragement,
these could be'developede_ ’ ,
To emphasize the idea that creative behavior is learned,
Wilson and Robeck developed/the LearningaMotivationg55figure 2 below,

which shows graphically the interaction between the intellectual and

motivational drives in individuals,

Creative
Selwairectggn
Conceptualizations Conceptualization:
relationships relationships
within information within emotional
: experience
‘Associations: Associations:
bits of infoxrmation bits and pieces
put together by o of emotional content
conditioning , " of experience
FIGURE 2-

WILSON AND ROBECK LEARNING=MOTIVATION MODEL

54Micha.elg op. citey pPe 59

STbid., p. 59,
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Associations ave theAfirst step to learning. First, there is the kﬁowa
ledge of names of objects, and swareness of differences iﬁ size, shape,
as well as other charact@risﬁics; Iheﬁ relationships between them are
made and cencegt@ are builte These become the "building blocks” for
the imdividual”s use in. creative self-direction. This_is the level of
simple enjoyment through @Xp@riences At the second level, the child
conceptualizes the cause-effect relationships of crsative production
and the pleasure felt, At level three, he intgrnalizes these pleasures
and ideas to the degree that his self-concept becomes one of a creative
individual. This is the actualization step in the motivational process.
If the child is givén‘rec@gniﬁi@n and encouragenent for the product
made, he will feel pleasure and the tendency will be to repeat the
activity. Wilson and Robeck thus maintain that creative abllity is
learned and develepede56 |
Like Bermard, Sinnott, Mearns, Rubin, Csbcrng Hilson and
Robeck,. Alice lMiel believed. that evexycne possesses creativity, yet
with differences in quality and degree just as in other human potentia-
lities, She saw the pozsibility of enhancing the creative ability of
individuals by implementing in educatlion the findings of researchers on
the conditions necessary 1¢ foster creativity, and by contimuing study

w57

of the . “creative process in operation in many types of endeavors.

¢

56Hicha619 ope Sites; DPPe 59=63.
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IT. CREATIVITY AS REIATED TO ENGLISH LITERATU?E
Most of the researchers so far examined place great stress on
information, environment, or “press@“58 on aesthetic, mental and emo-
tional experiences needed in the creative process, Osborn’? listed
several Ways'bvaﬁich the creative resources of the individual could
be broadened and enriched. One of these is literature. Burton, Smith,
Holbrook and others regard literature as of incalculable worth in fur-

nishing the "building bl@cks”éo imperative to éreative production.

A, CREATIVITY AS RELATED TO LITERATURE IN GENERAL

Out of the practicality of the depreséion and post-war years
emerged the idea that literature. was simply a means of recreation, a
non=essential on the currieﬁlume As a rebuttal to this growing belief,
Dwight Burtoné; showed literature to be & means of developing the stu-
denﬁg'of preparing him for life through vicarious experience., This view
can be outlined in six points: (1) by projecting themselves into the
lives of characters such as Macbeth, lancelot, Huck Finn, Santiago,
students envision themselves in problematic situations similar to those
in real lifes theﬁ'are lead to make decisions of importance and though

these judgments are made in a fictitious world, they have their value

58Torranceg.g£e cite, Do 86
59Osborng op. ¢it., mection I.°

60Michaelg ope cite, po 63.

1Dwighﬁ Burtoh§ “Iiterature and the Heightened Ming, ™
The Range of English, Illinois: National Council of Teachers of
English, (1968), p. 61
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in personality development; (2) with the years, the ability to project
grows and identification with protagonists leads on to a broader concep~-
tion of life, thus affording greater wealth of ideas and experlence, so
necessary to creative self-direction; (3) contact with fictional cha~
racters of all ages reveals to students the never-ending clash of values
which the young nay ﬁhink is a twentieth century invention; (&) students
will see in Hamlet and. in Ethan Frome, the common ingredients of tragedy,
as well as the great complexity of characters (5) they will get insight
into the realities of life, since prose and poetry are for the most part
about ordinary people in every day experiences, as contrasted with the
television and movie screens, the radic and popular fiction that focus
on exotic, melodramatié aspects of life; (6) finally, the literature
course can awaken the students to the “significance and beauty ih the
humdrums”ég according to Burton, the ability to discern beauty in
simple things is one criterion of the mature mind.

In a later articleéB shouwing the importance of literature,
Burton showed the relationship between creativity and literature by
listing three basic kinds of Writ;ng evoiving from‘the study of litera-
ture ¢ (1) non=critical writing for which themes in literary selections
become motifs for ﬁrose or poetry writing; (2) critical writing, so
well known in senior grades and colleges, and (3) imitative writing

which is the kind that follows models in prose fiction or poetry. Through

62Burﬁong Ops cilte, Do 26,

» 63 |, "Me Centrality of Literature in the English Curri-
culum,” Range of English, (1968), p. 57.
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contact with literature in its varioﬁs forms of pfoseg poetry and drama,
the student will gain intellectual and emotional experience that will
furnish material for the three types of writing. For this reason,
Burton maintains that literature and composition should not be compart—
mentalized and coﬁsequently dehumanized., When the three subjeéﬁs are
kept in close relationship in the curriculum, students gain from litera-
ture an experience of life and the techniques necessary to oral and
written expression,and in turn, the writing experience illuﬁinates the
study of literature,64
In his book on reading and literature in the early grades,
James A, Smith also saw contact with writers and their works as being
very closely related to creative writing:
Literature is the creative product of the minds of creative people.
As a painting serves to fire the imagination, so does a fine story,
a well=composed poem, or a good book...True literature stimulates
the imagination and contributes to the children’s concept of the
use of imagination in creatingeé5
The author summarized the ways in which the creativity of students can
be enhanced through the study ofvliterature; (1) the latier can give
students ideas for writing; (2) it can help build skills of expression
and broaden their vocabulary; (3) it can f@rnish a2 basis for constyuce

tive day-dreaming and identification with a problem, a polnt already

outlined by Burton, and further developed by Holbrook; (4) literature

13
6’Burﬁong ope cite, po 67

65James A. Smith, Creative Teaching of Reading and Iiterature
in the Elementary School (Besten: Allyn and Bacon, Inc., 1967 ), po 89
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can develop sensitivity to sounds, words, sights, and help build stand-
axds and values needed in the writing processeé6 Smith agrees with
Burton that literature will be better appreciated and understood if it
is correlated with oral and written expressione67
Another view of creativity and literaﬁure.w&s given by
Holbraokég in an essay entitled “Creativity in the English Curriculum®
in which he dwelt on the idea of identification and projection as dis-
Sai cussed by Bu&tan and Smith. In Holbrook's definition, creativity is
sinply growth in maturity, which he explained as the eétablishment of
personal identity and the ability of facing life's problems in an intel-
ligent, healthy. manner, Progress towards maturity begihs by ordering
and expressing the inner world, as well as the outer world, through
symbolic exﬁreasi@n@ or metaphor. Literature has 1o do with such symbols
since it uses worésg the medium used in thinking, in communicating with
others, in dealing with practical matters. This interpretation 1led
Holbrook to view liﬁerature as embodying vecords of inner and cuter
experiences, descriptions of the movements within the inner world of the
human personality and of those outside the self, in man’s exterior or
outef world. Consequently, Holbroék considers imaginative fiction and

poetry as one of the most important avenues to self-discovery and progress

66 :
Smithy, op. eit., p. 90.

57 1bid., p. 97
8 pavid Holbrock, “Creativity in the English Curriculun,”

Creaﬁiviﬁy‘gﬁ English (I1linoiss HCTE, Dertmouth Seminar Papers,
Geoffrey Summerfield, RFditor, 1966), pp. 1-16.,
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toward maturity, which, according to Holbrook9 is.equivalent to creativity.
Though no two persons are alike psychologically, students
learn through contact with literature that the problems of the inner
world are universal, énd that other human beings have faced personal
problens through meditation, concentration, creative response and crea-
tive production. It is true, Holbrook maintains, that creaﬁing or res=
ponding to creative works in art, music, writing, cannot necessarily
solve life’s pﬁoblems gnd overcome difficulties, but the creative ex~
perience can sootheAthe whole belng, even illuminate the mind and chan-
nel the basic need to symbolize one’s mental and emotional stress into
creative works. As evidence of this belief, Holbroock cites the examples

of Hardy who came to terms with the death of his wife through writing

his poem, Veberls Vestiges Flammae, and Dostoevsky who discovered his

capacity for truth and love through the writing of Crime and Punishment669

Movement then, between the_inhér and outer world through metaphor or
symbolic expression, leads to inward strength, a sense of reality, and
persbnal Wellmbeing;.

In summary, then, Holbrook sees the link between creativity

and literature as being the copportunity for discovering the methods

‘used by writers to analyze and attempt to solve problems of their inner

worlds; for literacy begins with putting oxder into the psychic or inner
being. In this way, literatuve nourishes the “inward progress of each

pupil as he strives toward insight."70

69H01br00k, op. cite, D 10,

707p1d., p. 11
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Bo CREATIVITY AND THE STUDY OF POETRY

Before proceeding with a program of poetry writing, it is
necessary to examine the importance of poétry itself and its relation-
ship with creativity. HMattam, Stiles, Endres, lewis, Holbrook and others,
stress the value of poetry in fostering the creativity of the individual,
and suggest methods ﬁh@ﬁ will develop his creative p@iential,

Mattam/® saw the value of poetry as extending the emotional,
imaginative and sensuous experience of young minds. However, the poetry
selected should afford a variety of experience, themes, and types of
poems. To concentrate on one kind of poetry alone is to limit the stu-
dents® experience. Poems shéuld be chosen with regard to the maturity
of students, to ability, background, interests of pupils,in order to
show poetry as a part of real life. In senior grades, teachers should
not feel obliged to acquaint the students with all the accepted clas=
sical poetry, but should select poetry that is varied in toplc and style.
At first, simple, lively and coclourful poems are good types to use,

As the year progresses, students can move into more sensitive and subtle
poetry, and then on to the symbolistic genrea72 Choeosing poetry that is
meaningful to s%udents 1s the method for stimulating active response on
the part of students in prose or in verse, If the teacher knous how to

chennel the ereative impulse of studenis through training in creative

"1Donala Mattam, The Vital Approach (London: Pergamon Press,
Ltde, 1964), pp. 70=73.

721b3d., pe 73
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writing, then creativity and the poetry lesson can be closely related.
The child who txies to write his own poem comes closer'to understanding
the poetry on his literature course aﬁd the peems studied supply topies
and experience which the students need in order %o write.’o
Another educator, Iindley J. Stilesﬂ4 urged that poetry which'

is now considered the "lowest priority on the instructional %otém pole,”
be given a higher place, greater exphasis in educatione75- It is in
poetry that man records his deepest thoughts, his ideas, faith, songs,
his bravest momentéE and his aspiraticns. From poetry selected by a
wise teacher according to the age and interests of the students, young
pecple will develop ideas of their own which they in turn can express
in writing,”6 Poetry should be taught for what it is: “realistic,
reflective - tougheminded if you will = analyses of the universal problems
of mankind in an imperfect wailda"77 Stiles pointed out the need for
the study of poetry in the “supérficially utilitarian" society:

The times cry ;ﬁt for poetic treatment. As yet, no ohe has caught

and taught the awe-inspiring beauty of the world as viewed from

the newly achieved vantage point of an orbiting satellite., Until

some poet finds words for that beauty, we suffer the f§gstrating
triteness of the astronaut’s "Gee whiz, what a sight.”

73Matﬁamgtgggtg§§eg pe 7l

74Lindley Je. Stiles, "What Should We Do About Poetry in the
Schools?  Readings on Greativity and tmaoinetion in Literature and
Language, (Iliinois: NCGIE, 1960), p. 256,
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Similarly, Raymond J. Endres stressed the impoxrtance of_poeﬁrye79

He said that children and youth who do not become familiar with poetry

1jszfi‘ will be deprived of valuable experiences which are theirs through li=
terary heritage. DPoetry in schools can deal with humor, tragedy, trie
viality, or with the most im?@rﬁaﬂ% features in living; it may pertain
to local matters or to the world at large, with the present or the past,
yet poetxry is necessary to the healthy development of young people. It
is through contact with the great poets thét students learn that language
can be beautiful and forceful whether it expresses beauty or ugliness,
Jjoy or despair.

| According to Walter, CGurrey, Beaty and Henson, the creative

nature of poetic speech lies in imagery or symbollc expression. A poem
is more than a simple photographic observation.80 True poetry is made

~up of analogies, inferences, meanings hidden to the casual cobsexrver.
It is the language of the imagination in that it presents the sum of all
hunan knowledge_m thoughts, passions, and emotioms, = in new and interes=

81 These new forms in metaphoric

ting forms, through the use of imagery.
language may often be vague or abstract, This is not necessarily indi-
 cative of deficiency in creative thought or critical faculty. It may

be simply the desire of the poet to create a dreamy mood or to make

79Raymond J. Endres, “Children and Poetry,"” Readings on Crea=
tivity and Imegination in Literature and Iansuage (Illinoiss NCTE, 1968), p.247.

80Nina Willis. Walter, Let Them Write Poetry (Toronto: Holt,
Rinehart, and Winston, 1967), p. 27.

81130 Gurrey, The Teaching of Written English (london: Longmans,
Green and (0o, Ltd., 1964),p. 3o "
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inferences far beyond the literal meaning of wordsa82 Poems are
written not to confuse nor to conceal, but to express meanings more
exactly, For this, they must be written in language that is stimulating
in order to express the poet’s intent with an exact awareness of the
meaning and sound of words. This is what T. S. Eliot called the *objece

] 83

tive correlative = the rational content and sound of words reinforc-

ing one another, Cholce words used in an imaginative way are therefore
a critexion of true poetry684
B. R. LewisS? saw the highest function of poetry to be, not
the imparting of knowledge, but the sharpening of senses and the im=
parting of that speclal kind of wisdom which comes from exercising the
imagination which Osborn considered to be the creative impulse in man.
This stretching of the imagination comes from that child=like sense
of wonderment that is ever “"quivering at ﬁhe nysteriousness and beauty
of the world@“Bé Experiencing poetry contributes to the development
.ef young people by helping them understand their world, by sharpening
the senses and rendering them more sensitive to everything in life,

Holbreok summarized all the foregoing views and opinions in

maintaining that teaching poetry should be at the centre of the English

82Jef0me Beaty, and W. H. Mathce%tg Poetry, From Statement to
Meaning (Hew York: Oxfoxd University Press, 1965), p. S1i.

e

BBClyde E, Henson, The Gist of Poetics (New York: Philoso-
phical ILibrary, 1964), p. 14,

84Ha1terg 0p. cltey Po 27

85B9 Re lewis, Creative Poetry: A Study of Its Organic
Principles (Iondon: Oxford University Press, 1931).
LLARCLPLES
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course, for, through the study of poetry, students learn all the tech-
niques 6f symbolic expression: imagery, associations, ideas, rhyme,
texture of woxds, and movemeﬁt or flow of words and phrases, They are
made awore of beauty, of depth, of emotion, of wisdom expressed in
simple, yet subtle form387 Through contact with poetry, students come
to the realization that it is poetry which enlivens ordinary speech by
use of the metaphor, the means by which man extends his "awareness of

experience into new realmsa“88

It is the metaphor, so dominant in poetry,
that gives deeper and broader meaning to simple everyday experience,

The whole of the literature course is, therefore, related to
creativity in that it is a humén éxperiencee Benjamin DeMott, partici-
pant at the Dartmouth Seminar in 1966, examined the primary aim of litera-
ture and began by cancelling some supposed major aims., The aim of
"English,"” he said, is not the knowledge of the difference between good
and bad books, the study of balance and antithesis, the history of
literature, of the changes in philosophy and moral standards; it is not
the learning of the works of Shakespeare9 of the parts of a sonnet, of
correct spelling, and grammar. The primary goal of literature, he
meintained, is to provide students with the “particulars of humanness"
through the writings of men living and dead, and through using the me=
dium of words in ordering and describing their own experience, The

fnglish should be the arens in which each individvwal can sirive to know

87 pevia Holbrook, English for Maturity (Iondon: Cambridge
University Press, 1964), p. 63,

881hid., p. 69,
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the world through art and to grasp his own distinctness and %ﬁaﬁ of
other human beings., The instruments in this developmental and creative
process arxe the imaginaﬁiong>the intelligence, and the texts on the
course, as well as any events,that can awaken and stir the imagination,
Literature, then. is linked to creativity, in thé% it expands the "areas
of the human world = areas which would not exist but for art - with which

individual man can feel solidarity and coextensiveness;"89
IIT. CREATIVITY AND POETRY WRITING

Researchers of creativity already referred to in this chapter
urged the developmenﬁ of the creative potential in young people through
implementation of variocus kinds 6f acﬁivities in the educational field,
Writing is dne recognized means for the development and exercise of the
imagination; and more particularly, poetry writing has several advan-
taggs in awakening the creative impulse within each student. However,
some teéchers and students have nisconceptions conecerning training in
poetic speech; others are unaware of thé conditions necessary to creative
writing in the classroon before efforts iﬁ fhaf area can be a success.
This section presents the findings of researchers on some values and
misconceptions of poetry writing, and discusses the conditions necessary
to the deveiopment of creativity. It relates a few attempts by teachers

to introduce the creative uriting of poetry into thelr English classes.

89Be Delfott, “Dartmouth," Response to Literature (Illinois:
NCTEg 1966)9 pe 366
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A, VALUE OF POBTRY WRITING

Hdlbrook pointed éut the necessity of examining the value of
poetry writing before attempting any creative projects in that area.
There are several advantages to training young people to write poems of
their own. The opinions of writers such as Lewis, Holbrook, Applegaié;
Nasefield, Dixon, Mearns and others have been grouped by the writer into
five different value categories: (1) aesthetic value, (2) literary
value, (3) language tool, (%) therapeutic value, and (5) instrument in
defence of freedoms |

The aesthetic value.was pointed out by the poet Lewis as being
one greatl advantage in teaching the creativeiwriting of poeﬁrye9o lewis
likened a poem to a rainbow; it is useless and will not 1likely help
anycne earn a living, but, juSt as the rays of the sun are refracted
and reflected in the drops of rain and bécome a thing of beauty, so
the world and age=0ld tiruths about 1life take on a new color, a new exu=
berance through being reflected by the minds of greative persons. WYon-
der and excitement are felt at seeing a rainbow; ®It is something beans-
tiful in its own right, just like a good p@em@"g1 To ask the purpose
of poetry is as useless as to ask for the purpese of a daffodilg Scienc99
Iewis sald, examines a daffodil analytically, as a separate object.,

The poet describes the flower and its relationships to the world about,

P0tecil Day Lewis, Poetry for You (Oxford: Basil Blackwell
a‘ﬂd quttg) L’%‘d,og 1961)9 Po 70

M1vid., p. 7.
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Poetry speaks of the world through the senses and makes man more‘keenly
aware of everything in life, "It tells you about its inside as well as
its outside, and thus helps you to know and love the world as intimately
as you Imow and love a friend@”gz

The poet,¥allace Stevens, also pointed out the aesthetic value.
of poeiry saying that it gives freshness to 1ife@93 Since the whole
universe is material for'poeﬁryg the poet becomes the intermediaxy
| betéeen the people and.the;warld about them, The poet feels intensely;
he observes and interprets and communicates his findings to the reader,
Out of the chaos of the universe, the post creates order. Just as
reason destroys through analysis, so the poet must create through
synthesis. Zraining.ié poetry wrlting forces the individual to bhe
observent, aware of his surroundings, and thus reveals hidden meanings
withiﬁ familiaxy ihingae Stevens added that through these observations
of the simple and ordinary, through the use of the netaphor or symboliec
interpretation, the individual sees beauty even in uglinessg “the poet
makes silk dresses out of wgrmse"94

The secend.great advantage to poetry writing is that it leads
tq a better unﬁersﬁgnding of the great background of poetry that is the
heritage of all.mankinda This was pointed out by Mearns, Masefield,
Kaplan, Feensey, Lyon and others. As early as 1931, Hughes lMearns was

urging teachers to experiment with verse writing in their classroom.

92Lewisﬁ op. cite, po 14,
?3rames Scully, Editor, Modern Poetics (Toronto: MeGraw Hill
Book Co., 1965), p. 146,
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Through this {raining, he maintained, students would be better prepared
to study the masﬁerpieces.og their course, for they would not only be
told about the components and techniques in great art, but would learn
of them experientially through ériﬁing poens of their own,2?o Kaplan96
and Feeney97 both encouraged the writing of verse and weiterated this
same value, (T@aching the students to write poetry is not an added task
but a tool in understanding the poetry of other writers.) H.B. ILyon
realized that perhaps only one in a thousand is a great poet, yet nine
hundred out of a thousand should attempt to write verse so that they may
better understand and appreciate the great literature which has come
down to them through the agesa98

Learning the skills of word usage is a further value in teache
ing the creative writing of poetry. Holbrook, Gurrey and Dixon stressed
this point very clearly. Holbrook saw poetry writing as one of the most
effective methods of showing students the link between the spoken and
the written word and everyday livinga99 Students learn the techniques
involved in organizing thoughts into effective form. The English used

by those poets, novelists and dramatists suggested for study is precise,

95Gertrude Hertman and Ann Shumaker, Editors. Creative Expres=
sion (New York: The John Day Co., 1931), Pe 207,

96Hilﬁon A Kaplan, "Verse Writing in the English Class,”
English Journal, LV (1956), p. 880, ‘

97Joseph Jo Feeney, "Teaching Students to Write Poetry,"
English Journal, IV (1966), p. 395,

o) ,
’SHartmans op. cite, po 187,

P Holbrook, op. cit., p. 113
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expressive agd h&s»the ability to nourish and enliven a perspicacious

mind; thus enabling young readers to acquire imaginative experiences

of their own, 00 Contact with the masters of English will give the

young not only the knowledge of literary personages but will help thenm
102

acquire skill in the medium of exprassi@nelol Dixon™ 77 relterated

these same ideas. In English, pupils meet and share their experiences

‘with life. They‘wri%e of happenings worth sharing, with the desire

’ of making their experiences real again. As this is done, new discoveries

are made in selecting ideas, details, meaningful words and bringing

them into order. The flux of expsriences encountered in their lives

begins to take on a new meaning through verbal expression. It is in

such writing that language becomes totally theirs, Dixon added, "This
is langoage in opesration, not & dummy run, and we have to make ocur
classroons placeé where pupils want to talk and write from impulses
such as thesee“igs Hriting & poen, Dixon explained, is really a moment
in personal growthg for the poem gives meaning and order to the flowing
bits and pieces of reality. The syster and order of langusge is used
0 express ‘the order that stﬁdentg recognize in their encounters with

life,

100Guxrey; ODe Cltes Do 3¢

10 gpsa,, pe 120,

102 50nn Dixon, Growth Threugh Enelish (England: National
Association for the Teaching of English, 1967), pp. 5-6.

1034114, , po 6.
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Similarly, John MasefielgtO¥ argued for the writing of verse
by saying that through it, students will learn to love the language of
their race, for words are the tools of roetry. They will learn the
various meanings and subtleties of words and the effest they have through
sounds and images suggested.,

Because of the objectivity of poetry, Appleg&te105 recognized
therapeutic value in poetry writing. He belie%ed that most inner dif-
ficulties are caused by forces such as love, envy, friendship, hate,
ambition and. religion aﬁd that students can probe these emctions through
their writings, and thus reduce tension, A student’s attempt to write
2 poem on sleep for example, will stimuléte his thinking and teach hin
moxre than if he were té read a poem about the séme subject. wriﬁiﬁg
poems on varied ﬁ@pics wlll lead to 2 better understanding of himself,
of the world, of his conflicts and of the problems in the world about
him, Halbrgekicé repeatedly emphasized the same idea. Themes of love,
death, envy, joy, etc. take on a simplicity and objectivity when treated
in poetry writing; this leads to the student's healthy development.
Whether he realizes it or not, in writiﬁg a poem, the étudent is explor-
ing the vealm of his own feelings; he is attenpting the ordering and

description of his inner self which is the road to identity and maturity.

104Ha§tman9 ope cite, p. 228, °

[t e

105%&%38@ Applegate, When the Teacher Says, “"Hrite a Poen"
(New York: Harper and Row Publishers, 1965), p. 49,

106y,

brook, English for Maturity, p. 113.
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Ancther value élaime& foxr poetry writing is that such creative
expression is & tool in the defense of freedom. Archibald tacLeisht 07
views present society as largely ﬁéchn@l@gica;@ Men today are being
flooded with facts in every living and woxrking quarter. Radio, tele=
vision, advertisements, billb@arésg negs mediz, all the svermues of
communication are e@mﬁinuaily efféring information that tends to engulf
the individual and rob him of the power to feel .and think "with the-
whole heaxrt.® I%iég Macleish said, . is.the prelude te slavery, and he
urged the use of the imagination in creative writing or other creativé
aciivities.sg as to defend the freedom of man., Knowledge without

feeling leads only.to indifference, irresponsibility end eventually

to ruin. In . this computerized soclety, men are losing the power to

feel, They are losing thelr humenity. Macleish sees the real defense
of freedom to lie in. the imegination, in "that feeling l1life of the
mind which sctually knows because it invelves itself in its knowing,

puts tself in the place where its thought goes.® 0%

B. MISCONCEPTIONS CONCERNING THE WRITING OF POBIRY

Before attempting a pregram in poetry writing in any class,
it is necessary 0 dispel some false ideas and opinions, The first
and main objectidn to intr@ducigg poetry writing into the English

cless is that poetry is inmtuition, the prerogative of delicate and

iG?Fagang ©p. cite, Po 70,

108144,
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sensitive souls who live more in the world of fantasy than in realityelog

This is the age-0ld Greek belief that the poet is divinely inspired.
Waﬁkins argued against this 5& séying that the inspiration so often
spoken of in referring to art, is simply an excuse for laziness, Sini-
larly Mathiew said, "All good writing, as we know, is more perspiration
than inspiration, and it is a culmination of wewrlting in the process

of which the writer sweats, learns and produceseﬂiig

In agreement with
this, the French writer, Flaubert9111 termed inspiration a "kind of
intellectual overheating” that is laxgely composed of emotion and a
conglomeration of ideés needing reordering. Oborn too condemned the

belief that inspivation and special talent were necessary for creative

writing by showing how éll authors were beginners or amateurs at one

time and that only‘with_effart developed into vecognized writers, With
many examples he showed that the ablility to write is not the privilege
of a few inspired or talented pexrsons. He maintzined that “neaxrly all
of us have it in us to wxite, even though we have never written, and
have never ﬁhoughi we coulée“iiz

In a sﬁrvey nade by Wilscn,iij twenty=four American poets were

interviewed., Thelr explanation of "inspiration” was simply that it is

the first stage or source of stimulation for a poem. The stimulus

109pyight T, Burton, Literature Study in the High Schools
(Toxonto: Holt, Rinehart, snd Winston, Inc., 1965), pe. 211,

' iioArran M. Mathiew, The Creative Writer (Cincimnati: Writer's
Digestg 1961)9 pe 8486

illfaﬁl Engle, Editoer, On Creative Writing (New York: Dutten
Ceeg 196#)9 Pe 13@
112

Osborn, 9p. clte, pp. 63-66,

18354610, H.E. end S. Heinze, op. cite, po 70c
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may arise from a striking event or material objset, from a combination,
of an exterior image with ane idea already in the nmind, or from the
individual’s decision to write. . The theme of the poem may come suddénly
like a shock or gradually with association of -ideas., In the interview,
none of the poets spoke of divine intervention in the poetic process.
It is merely for lack of a more precise term represénting stimulus or
source of theme, that the word “inspiration" is still used.

To the misconception that poetry writing is the work of a
sick mind, the poet Kaxl Shapir0114 admitted that the artist is definitely
Ysicker" than the scientist, philesopher or business man, for the artist
must become familiar with the depﬁhs of memory, desire, sensation, acti-
vities which the speculative or commercial mind shuns for his own safety.
Tt is true that some poets were unbalanced and some did go insane =
Blake, Holderlin, Neitzsche, Nerval and others, = but the works of
Homer, Schocles, Dante, Shakespeare cr Goethe are triumphs of sanity,
preofs of the "superiority of the human spirit over all that can test
1t."115

Another misconception is that writing comes easily to the

116 119

experienced and talented writer, To this, Corbin and Henson

objected by saying that writing is never easy; it is always hard work

1ilgiein, M. I. end S. Heinze, op. cite, p. 6l

115Knellerg ope cite, po 21,

116
Richaxrd Corbin, The Teaching of Writing in Our Schools,

(New York: The lacifillan Co., 1966), pe ik

117Hensan@ 0op, citey ps 136
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for the majority of writers. Poetry writing is the most difficult of
all foxms of literature, for it necessitates more aﬁtention and gréater
intellectual discipline, The language of prose may often be vague and
rambling while the words of a2 poem must be exact, precise, of the right
texture or sound, in fhe correct order, so that any substitution or re-
ordering, results in destruction of the poem or work of axrt.

Another common idea concerning writing is that the slow,
careful writer does the best work. Max Herzberg118 argued that this is
not necessarily true. Speedy writing does not imply’poor quality. One
need only think of Shakespeare or Dickens to prove this. The initial
stage is usually the most difficult, but once a person gets started, he
often writes with speed. "It is cexrtainly not true that the slow,
conscientious, careful writer is the best writer,"+19

Another objection to poetry and the writing of poetry is that
it deals with the world of make-believe and belongs to the impractical
sentimentalist, to "bearded men and streggly haired women = old and
yeungg“lzo Lindiey Jo Stiles tried to rectify this opinion by saying:

The truth is that poetry deals with reality - with the bitterness
of 1life as well as the sweet = with hate, fear, famine, and fortune
as well as with love and laughter; it records the dramatic events

of the day, the conflicts and controversies, the hopes and aspira-
tions of people, the choices that confront nations and individuals,

118510y Watkins, and Karl Knight, Bditors. Writer to Writer:
Readings on the Craft of Writine (New York: Houghton MIfflin Co., 1966),
Po 256

197554., p. 25
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the ongoing struggles of right versus wrong, good against evil,

truth with ignorance, oppression against justice, and - yes, let'’s

face it = man against woman,*
Poetry is the camera that records the critical issues of time. Through
his sensitivity, the sharpness of his observant and analytical mind,
his ability to order ideas, images, and words, the poel captures reality
in “sharp and lasting impression.” If poetry can do this, then Stiles
placed the responsibility for the false notion of poetry = that it is
effeminate and sentimental = on teachers who select only “sweet, daffodil
poems” for study in the class, and encourage the writing of that kind
of poem. C. D. Lewls added that poetry and poets are not "soft.” The
Elizabethan Age was one of the greatest ages of English poetry and the
Elizabethans "were a very tough. lot of people indeed, buﬁAthey never
called their poets soft."122  In order to change the opinion of poetry
as essentially romantic and sentimental, teaeheré should give students
a good sanple of the more realistic war poems and others that display
-strength, vitality, xoughness, even uglinesselz3

It is necessary then, to dispel the idea that poetry is a

result of “inspiration,” or the activity of either disturbed or talented

minds. Students should be made aware that poetry is a creative process

which does not imply length or shortness of time, but effort and hard

121xosinski, op. cite, pe 2564
1225, D, lewis, op. cit., p. 5

1231v14,, p. 6.



48

work. It is the product of a sensitive, determined, and normal indi-
vidual whe 1s made aware of reality within and about him and tries to
express it in a unique manner, yet in a form that is meaningful to the

rest of humanity.
C. CONDITIONS NECESSARY TO CREATIVITY

Before any creative activity can take place and be brought to
completion, there are several conditions that must exist within the
individual and in his enviromment. Rogers, Torrance and Osborn brought
to the attention of educators %he type of thinking and environmental
conditions needed in the creative process.

Rege:csizl'L specified three inner conditions as necessary to
the development of constructive creativity. These are: (é) openness
to experience, with absence of strict conformity to priné@lesg beliefs,
perceptions and theories, and an acceptance of ambiguitys; (b) trust in
oneself as agent of evaluation; (c) ability to alternate ideaég plans,
solutions, a capacity to combine ideas in new wajse He then listed

,,,,,,,, three exterior conditicns necessary to the development of creativity.
These are: (a) a person or persons in the individual®s environment

must accept the individual and consider him worthy of attention; (b) the
elimate in which the individual works must be void of negative criticism;
(¢) the individual must come to the knowledge that his product or cres-

tion is understeood and appreciated. Unless these inner and cuter conditions

1243’%1811}9 229 Ci‘teg Ppa 201‘“2029
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are recognized and encouraged in the edusational field, creativity will
continue to be the privilege of a few.

Torranceigs

put great stress on the "press” or environment of
the individual and his view of it can bé summarized very briefly in two
words: freedom and reward. He placed the respousiblity for develop=
ment of erveativity on the educator. It is the work of the teacher to
encourage students o examine a varie%j ofbsolutiens to problems they
meet, to de-emphasize the importance. of thé teacher and textbooks as
sources. of all correct anéwersﬂ to introduce new materials, elements,
techniques into the curriculum9 and encourage the development of new
idéasw The student mmsﬁ'ge encouraged to value hié ideas and the teacher
must be respectiul of {hem‘evan if the ideas are contrary to established
principles. Res@ugce materials should be avallable to students so they
can find data on subjects of interest. Concerning evaluation methods,
Torrance vrged teachers to make suggestions for revision or changes,

but to allow st@déﬂtﬁ the major share in the evaluation of their produc=
tions, It is Zbryance”$126 belief that the powerful force in the
encouragement or inhibiting of creative behavior is in the way teachers
and parents reward or p&nish.pﬁiﬁonality characﬁerisﬁicss‘ Too often,
students are rewarded for things like courtesy, punctuality, cbedience,

popularity, and acceptance .of authorlty judgments; and unfortunately

125A¢ Cropley, Creativity (London: Longmans, 1967), Ppe 20-97,

; ’ .
“26Tbrranceg Rewarding Creative Behavior, p. 221,
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punishment is administered to the child whé has the courage to speak
of his convictions, to the one who’is unduly sensitive and reacts dif-
ferently, or to the visionary individual or intuitive thinker, and to
the skeptical student who exacts evidence before &céepﬁiﬂg an idea,
The shift shogld.be towards rewarding indepenéent thinking and courage
to express personal opinions and ideas. 127

To the quésﬁion'”%hat nakes a chiid more creative?” Torrance
answered, "Anything which makes him more free and alive,"128 yithout
freedom and some kind of reward, who can be creative and develop new
ideas? Creativity is nourished by kindness;aceeptanceB and affecti@no

Osborn®sl?? suggestions as to conditions fer'fostering crea=
tive production may be summarized in two points: first, he stated that
eduéa%srs musﬁ dispel false opinions of creativity by discussing the
cie&tive process aﬁd by sheowing the twofold functions éf the mind:
(2) there is the judicial part of the mind that analyzes, compares and
chooses; thié reasoning ability grows almost automically through teach-
ing devoted almost exclusiﬁely to training judgment:; the right mood fop
growth of judicial thinking is largely negative, for concentration is
on seeking weakness, on testing xight a@d wrong soluﬁians to problems:
(b) then there is the creative thinking whichg for the most part, re-

celves little encouragement in its development; it requires a positive

127T0rr&nceg Rewarding Creative Behavior, pl 229,

i28

Michael, gp. eit., p. 341,
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atmosphere, one of hopefulness, trust, enthusiasm one of opportunilty
for growth of self-confidence, and a continual reminder that initial
failures must inevitably be faced and accepted. Even the Pasteurs
“"fumbled and stumbled?i3o lMost of the world’s truly greét ideas were
ridiculed when they were firsf suggested, Osborn put great stress on
the explanation of the creative process and the attitude of friendliness
as being highly effective im encouraging use of the imagination and the
energence of new ideas,
| Turneri3l and Stevens132 conducted experiments to test the Te=
lationship of classroom behavior to studénﬁ creativity. Turner worked
with sixth grade students and Stevens with high school pupils. In
Turnexr's experiment, thirty sixth-grade classes were given a battery of
tests measuring fluency, flexibility, redefinition and sensitivity.
Specialized observers visited classes and observed teachers of the stu-
dents tested, measuring the classroom climate as a place of learning and
of creative produection. When all information was gathered and examined,
""" it was found that imaginative or resourceful teachers used positive
notivation to encourage students to give new and unusual responses.
The pupil=centered teachers segmed to adapt to individual differences
and to vaxy materials and class activities in trying to obtain greater

flexibility in student thinking. The highly organized teachers

13005b@rn§‘2£e cit., p. 31,

13 pichara Turner and David Denny, “Teacher Characteristics,
Classrcom Behavior and Growth of Creativity," American Education Research
Association, (1967).

13 ' . .

’zJehn C. Stevens, &t al, "Student Creativity, Intelligence
Achievement and Teacher Classroom Behaviocr,” American Education Research
Association, (1967).




appeared to gain student interest and attention, and while favourable
relatiqnshipg did exist, these teachers seemed to restrict novelty
and fluency of ideas within the classroom. The final observation of
Turner®’s study was that teacher characteristics and behavior do 'increase
or inhibit creative behavior.
In Stevens® experiment with 197 high school students (82 males
and 115 females)g students rated their English teachers on the degree of
contrel, stimulation, amiability and knowledgeabllity. Those teachers
’considered knowledgeable and using democratic leadership were signifi-
cantly correlated with the three measures of divergent thinkingg Hhilé
the teachers perceived (by the students) to be friendly, cheeviul, admired
by students and centered on instructi@n?ware negatively related to mea-
sures of creativity. The same.was found by Ellinger in her study of
home conditions and creativity. .Eliingexr stated:
Creaﬁive spontanecus behavior can only be elicited in absence of
threat.  Because persons in the envivomment can facilitate or
retard creativity, Anderson sees the role of the teacher as one
of acceptance, and parents as the primary agents of domination
on integrative behaviocr.

Ellinger found positive association between permissive, friendly atti-

tudes of mothers and high creativity scores of children when naternal

education, soclal desirability and children’s intelligence are contrelled,

s

She found positive association of the high creativity of the child with
democratic attitudes of the mothers as well as with mothers who were
loving and encouraging. The conclusions made by Stevens and ‘Ellingex

were the same as those of Turner.

nger, "The Home Environment and'the

133Bernice Dees E1LA
of Children,” Ph. D. thesis, (Chilo State

Creative Thinking Ability
University, 196l4), p. 36.
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Jane Zahn13@ in her paper on creativity outlined teaching
metheds and, condltlons that foster creativity, They ares (1) leading
the student to questicng (2) using comparisons, metaphors, free assocla-
tion of ideas; (3) allowing logical or critical analysis to come late
in the discovery process; (4) encouraging skepticism; (5) permitting
some degree of disorder; (6).giving students blocks of free time for
thought: (7) using techniques and materials to supply aesthetic experi-
ences; (8) rewarding creativity; (9) relating subjects taﬁght to other
subjects and diseipline, thus broadening the student’s field of interest.
The teacher himself must be one who is copen to new ideas and is interes-
ted in developing the sitivity of young minds. All these state~
ments and suggestions are in fact a summary of the conditions stipulated
by the major reseavchers in this area as ﬁecessary to creative production,

| What has been sald of creativity in general is true of crea-
tivity in %ritinge Yet of a2ll the environmental factors suggested by
the foregoing researchers, the keenest and the most delicate one in a
writing class is the emotional situation, according to Nina Walter, 135
The classroom must be a place of friendlinessg a place where ideas are
respected, if not always praised and accepted. It is an area where

scolding, nagging, punishment, ridicule, sarcasm are not allowed., These

3. , caos ’
iJ'Jane Zzhn, "Creatlvity Research and Its Implications for
Adult Bdueation” (Boston: University of Massuchesebts, 1966),

135walt@r9 ©pe eite, ppe H=6,
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are negative forces tending to inhibit, cut away, repress any creative
thinking and yr@dmcticn;

Regarding the resources and stimulus material n@eded’for crea~
tivity in poetry, Brian Powell suggested hooks of poetyxy, old and new,
ree@rdings éf poens and songs, dictiomaries, and thesauruses, interese
ting materials, pictures, magazines, travel folders to give students
ideas and essistance in thelir er@aﬁiV@.wofks@ This is a paxrt of the
reméte prép&r&hi@n for poetry writing and can be a source of immediate
preparati@ng.cr Qpriming of the pump before the imagination can be re-
leased inte chosen eh&nn@lao“136

Benjamin DeM@%ﬁi37 discussed the conditions necessary to the
efféc%ive ta&ching of poetry. AH@ urged teachers not to make the geal
of English study the memorization of lizts of authors, dates, struc-
tural designs, stc. but rather an experience, In teaching a poem for
example, the teacher should prepsre the setting or atmesphere. Idea
and situations similar to those in the poem should be what he calls
a ”third‘veieesﬁ the other voices being those of the teacher and
students. The students &h@uid be led to a need for utterance, 1o an
cagerness to express meanings or interpretations beyond those expressed
in the poem. From the teaching of the poem, the creative process

begims

~

5
j'Matﬁ&mﬁ;gﬁo citey pPo 270

iB?Benjamiﬁ Delott, “Reading, Hriting, Reality, Uareality,”
(fmericen Council on Rducstion, Washington, D. Ceo 1967 ),
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D. EXPERIMENTS BY TEACHERS IN THE CREATIVE WRITING OF POETRY

~A study'of creativity in postry writing nay be considered
incomplete if the practical aspect or implemen%atieé of theories is
overlooked, Some of the experiments in creative writing ﬁh@t are
examined in this section are those of McMaster (1957), Applegate (1965),
Rathbonne (1965), Feeney (1966), Halter (1967), Morgan (1968), and
Powell (1968), |

In his beokt 38 McMaster outlined oral and written exercises
in poetry that can be txied at &n& level, He made students aware that
poetic _expefﬁcienc@ is conveyed through thought, emotion, form, sound,
hidden meaning of woxrds, imagery and rhythm. To bring students to
realize this for themselves, he tried a é@ries of exercises in simple
rhyme and imagery@A From these preparatory exercises, he had students
progress to the writing of sinple metrical lines, Couplets and quatrains
were read aloud, and sﬁggesﬁions for improvement were given by the
teacher and class. Studenis learned of poetic techniques through the
discovexry nethod, “They were asked to write fast-moving lines of eight
syllables, or sl@ﬁam@ving eight syllabled lines, or nolsy lines of the
same number of syllables. Fyrom exercises like these, pupils advanced
to longer and more complex poens. They were asked to w:ite a sericus
poen of about ten lines on a subject of interest. Ideas and dominent

neods were suggested to them. Before each writing assignment, instruction

1383e J. HeMaster and H, C. MelMaster, Creative Compostion
(Toronto: The Hunter Rose Co., Ltde, 1957), ppe 285-292.
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was given in building a poetic patﬁerﬁ outlining ideas, thought, emotion,
form, sound, imagery, and rhyfhm £0 be used, 139 The finished poems were
collected and read to the class, Discussion followed and constructive
criticism was given 5y pupils and teacher; and ' the class voted as %o

the best poem writﬁeﬁ that day, This type of wriﬁiﬁg procedure was de-
signéd té nmake students conscious of the power of words, of the meaning
of symbol, of imagery in all its forms, and to Prepare them to appreciate
the poetry on their course,

Although Applegate“s.bookiao is for the Jjunlor high level, it
contains many exercises in sense imagery, rh&ﬁhmg and new and varied
stanza forms thatvﬁeachers‘may find applicable at the senior level. Stu-
dents are made conscious éf word imagery, of figures of speech through
actual composition. The writing of short verse is followed by longer
poems dealing with humorous siéuaﬁio&s,in the students® own life. The
author encourages studeénts to write of their annoyances in verse, Such
~ poems are called "popmcf{ #ersee" Pupils experiment with "home-coined
words" and exanples of these are taken from i@wis Carroll and Charles
Dodgson. Then follows "pun-fun" and “geyser rhymés" that are simply
short humorous poems.. Ohly after establishing a climate of apprecia-
tion and a taste {or words does Applegate introduce formal patterns such
as rhymed couplets, . quatrains, 1imericks;:AEvaluation and constructive
criticism begin at this stage. Each poem the student presents receives

from the teacher positive encouragement.

139M0Master, ope clte, po 291

Y0sppiegate, op. cit., pp. 42-57,
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Bathbann9141 considered preliminaxry activities of great im-
portance in the writing of poetry. He compared these beginnings to a
planist®s "finger exercises.” For Rathbonne, poetry is composed of
words that sing and the student's ear must be sensitized to the sounds
of language. He uses a variety of techniques to achieve this purpose,
From basic exercises on sound and rhythm, Rathbonne, proceeds to empha-
size the power of individual words. He does this by asking pupils to
list concrete details that illustrate such things as: amusement park
smells, sounds of a locker room, odors in a department store, the feel
of things as one walks barefoot in the dark, early morning sounds, the
contents of a lady’s purse or of a little boy’s pocket. Then encourage=
ment is given to cross the 'line that separates the literal from the fi-
gurative, without allowing students to forget the existence of thét
boundary. An assignment is given in using similes, metaphors and per-
sonifications in descxibing such things as garbage cans, a cat’s tail,
fried onions, spring rain, a freshly ﬁolished fender, finger tips after
washing diéhes9 egg shells, the first éigarettee Definition of abstract
terms, like love, défeatP honor, death, envy, elation, using animal me-
taphors is askéé_fora This exercise in metaphor is a preparation for
the composition of couplé*tsg optic poems, limericks, humorcus guatrains
and later of poems with complex patterns. Rathbonne’s philosophy is
to involve young people in poéﬁry wriﬁinég gradually and progressively,

from simple to more difficult forms, Pérhaps few students will succeed

1% charles Rathbonne, "Prelude to the Making of a Poem;
Finger Exercises," English Journal 54, 9 (1965), pp. 851-856.
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in writingAﬁrioletsg villanelles or sonnets, he says, but they will
learn much from having tried., From the relative simplicity of the
poems they do master, will grow a wholesome pride in creatlve achlevement,
Reading and discussing some good and varied poems is the ini-
tisl step for Feeneyw142 He suggests some such as the ballad "Iord
Randall,” Hart Crane’s “Fear,” and T, S. Eliot’s “Preludes.” Students
are allowed the greater share of talking during discussion periods and
the teacher, through questions and'ca;nments9 brings students to realize
that poetry is communication of experience, concentratioh of thought
and fine imagery. A few weeks later, song\lyricsg hymns and . newspaper -
verse are distributed to students for discussion»of good and bad verse.
Only then do his pupils begin writing thelr own poems. . Initilal efforts
at compositions ave with the Japanese tanka ana haiku. From these, stu-
dents gradually move to stanzasvaf fixed patterns and then to xhyﬁimg
poems., This methéd of ﬁeaching poetry through writiﬁg 2llous the‘stum
dent to enter into %hé "heart of poetry" without the frustration and
boredem which come from learning meaningless definitions of. poetie |
devicese'.ﬁeeney believes that threugh‘aciual poetry writihgg‘sﬁudents
will learn to see a poem.as " "a communication of experience,” and will

better appreciate the "imagery and economy of poetic languagea"143

1g2Jcsepb Feeney, S.J., "Teaching Students to Write Poetry,”
Enslish Jowrnal, LV (1966), pp. 396=398.

143Ibideg ps 395,
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Like Rathbonne, Nina Walter first awakens students to the
power of word50144 Exercises are given to bring home to them the beauty
in sound and in color. A list of poem=titles is distributed and.the
students are asked to write a2 few lines contaiﬁing an image about some-
thing in thelr own experiences. . The versé need not rhyme. Some examples
of titles are: Wind on the Water, Silver Mﬂonligh%; $hado% of Fear,

City Serenade, Storm at Sea, Desert Shadow, Leafl Patterms, Wind Bells.
For a realization. of beauty in sound, the student needs listeﬁing exer-
cises. '~ The teacher may begin with music and songs familiar to teenagers
and these lead into the appreciaﬁion of sounds in nature, in the ecity,

in the country, in factories, etc. The students may attempt to express

these scunds in woxds or to use word imsgery in depicting the effects

of various sounds on the listener. Beauty of sound and of color are

not to sét aside the beauty of the machine age. Poems by Carl Sandburg
can be of sexvice in this area. The next step is ﬁétegcourage vocabu=
laxy enxichment.by having pupils substitute vague.generalizationé with
specific and precise %;ermse Like Feensy, wélter experiments with the
Japanese forms and moves ihtb the standard patﬁerns; As students pro=
gress, original and lively imagery is encouraged. Many short simple
exercises are %ried using similes, metaphors, personifications. After |
specific lessons with these, Walter reads aloﬁd poemé containing unusual
or plcturesque diction and imagery, and students are asked to listen for
concrete or phrases., In this manner, Walter hopes to lead students to

a better understanding and appreciation of poetry.

11%4%3«1'&93:9 “%Qe ‘g};ia@ PP& )4‘0"11*!’00
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Making the students word conscious is also the initial tech-
nique in Morgan®s peetry writing prOgram3145 The first poems using
simple words are cooperative, or class efforts which are a necessary
preparation to forming unique and individual expressions, At first, the
word cinqudin,is attempted, then the syllable cinquain, Following these
are the Japanese forms of haiku and tanka; and closely related is the
Korean Sijo6 Rhymed peetry is not attempted until students have grasﬁed
the true essence of poetry ahd rhythm, After two or three clasé com=
positions, students are.usually really to txry some different types on
their own. Apéxt from the élass effort and the individual writing,
HMoxgan has her,class‘atiémpt the partnership poetry. Two students agree
on a topicgvon the éorm to use and on the arrangement of turns. A stu-
\dent writes theAfirst line alone and the second iine is writﬁen by his
partner. The turns éon%inue until the poem is completed., This game~1ike
composiﬁicn-is challenging for students and can be aﬁpreciated by juniors
and seniors alike, |

Brian Powell outlines a whole program of creative writing in
poe%ry6146 His book charts the differeﬁt stages in poetry writing from
the introductory exercises of observation, reading aﬁd Sensory awareness,
through composition of verse and poem, in increasing cohplexi%y, and

leads to evaluation exercises and assessment of the student's poetry.

145Juneﬁﬁe Horgan, S.NeJ.Ms, "Writing Poetry in the Junior
High School," English Journal, LVII, 12 (1968), p. 114,

Wbprian Powell, English Through Poetrv HWriting (Toronto:
Heineman Educational Books Ltd., 1968).
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The first exercises are Dylan Thomas Portrxaits, experimenting with
sight and sound. All these begin with a questiong "Did you ever see
Bosoo ™47  In these exercises, onomatopeia, alliteration and assonénce
are discussed. The Ezra Pound couplets aim at capturing a moment, at
photographing a picture, An ofiginal Egra Pound couplet is presented as
2 samp190148 A strong visuél‘impactg keen obsexrvation and expression
are all important in attempting these couﬁletsa

The form poem is composed of a series of words in progression.
The woxrds may be nouns, verbé9 adjectivesg adverbs, or any other part
of speechs they are connected in assoéiaﬁicn and are separated by commas.
The form poem has a toﬁél of fourteen words, with odd lines having four
words each and even lines three words each, Although the poem need not
rhyme, it does have a basic rhythm0149 |

Like Hoxgan, Powellluses the syllable poem which is a link
between the single word verse and the precisely metered haiku and tanka.,
The advanced stage involves formal patterns such as %he quaﬁraing‘ﬁallad
and sonnet. Interesting and new forms are the optic and experimental
strﬁctures° Teachers will appreciate the challenge these patterns can
offer to students.

Powell recognizes that poetry steﬁs from emotion, thought
énd experience. Beginners, using any form mentioned, experiment with

poems depicting sensory stinmuli, persomal ideas and experiences, and

147:?09561.19 229 Qitog pe 22:
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gradually move into broader themes from Art, Literaturs, Music, Drama,
Sculpture, and others, At all stages, the pupils are shown how to judge
thelr own poems for content, technique and impact on the reader., Teach=
8rs. are; encoursged not ﬁo,ruSh the evalustion stage buf to wait until
the student feels a need for iﬁoiﬁo Powe11 argues in favor of active
participation in the English class and this imvalvement can come from
students® learning to channel ideas, emotions, and experiences into
" the creative writing of poetry, 1ot |

The experiments of the foregoing educators led to the develop=
ment of & program in poetry writing for grade twelve studanﬁse. The
proeedﬁre and experiment in peetry are described in Chapter IIL,

IV, SUMMARY OF CHAPTER II

This chapter haé reviewed the outstanding literature on crea-
tivity. Tt has exemined various definitions of the term creativity
and &rﬁiveé at é working;definition for this study. It has pointed cut
reasons. for believing that all people are potentially creative, and
that creativity can be developed. Creativity has been related to
English literature énd in particuiar ioApoeﬁry@ ‘The chapter has shown
how poetry writing has been used as & means of‘developimg creativity
in young people, The values and misconceptions of poetry writing
were analyzed., Experiments of teachers working in the field of crea-
tive writing demonstrated the possibility. of success in & poetry
uriting program if the conditions necessary to stimulate creativity

are met within the English class,

150pye1l, ope cite, po 51
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- CHAPTER III
THE EXPERIMENTAL PROCEDURE

This chapter relates the pr@ce@ura of an experiment for the
treining of seniox étudenés in poetry writing. It.describea the éample
and thé d@ﬁa%collecting instruments and outlines in detail the steps

- used in the peetry writing program, the technigues of evaluating

student poems and the methods of vewarding ereativity.
I, THE SAMPIE

' The experiment wﬁieh lasted fr@m Septembar 9, 1969 until
January 9, 1970, was a ét@@y‘af the writings of sixty-seven grade
twelve students and an.analyais of pﬁe and post tests. Students were
divided into two groups on the basis of course optloms, For this
reason, both groups were of varied interests and abilities. Choice
of the experimental group was made at random.

The Bxperimentsl Group. - The experimental group comprised thirty

students, on the average of the middle class socio-economic level,
Seventeen were girls and thirteen were boys whose ages varied fronm
sixteen to twenty-four, seventeen ﬁeing the average age of the group.
Mest of the students were bilingual, For 8% percent of these students,
French wes the é@ther tongue. The rest spoke only English,

The Centrel Group. = The control group was composed of thirty-seven

students, on the average of the middle-class socio=econcmic level,

Hineteen were girls and eighteen were boys with ages varying from sixteen to
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eighteen. The average age of this group was also seventeen. Most of
these students too, 73 percent, were bilingual, speaking both French
and Englisha Their mother tongue was Frenche. The rest, 27 percent,

spoke only one language - Xnglish.
II. PRE=-TESTING AND DISCUSSION OF MEASUREMENT INSTRUMENTS

lorge=Thorndike Intelligence Tests.== On September 10, 1969, the

testing program began. The Lorge-Thorndike Intelligence Tests, Level
five, Form B, were administered to the students of both groupsa\ These
tests measure students according to verbal and nonavérﬁal abilities, |
Results of the tes{s were tabulated and analyzed,

In discussing the validity §f the Iorge-Thorndike Tests, the
authors report that they were more concerned with the information
gathered from the various activities than with any formal definition of
intelligence., The tasks of the non-verbal tests deal with abstract
and general concepts and require interpretaﬁion and usgiof symbols,
Flexibility is néeded in organizing concepts and symbols, and emphasis
is on the skill in using abstract materials, rather than on speed in
completing the ﬁésﬁs@ The ILorge-Thorndike Tests do not.aim at testing
mechanical, practical, or social intelligence, but rather at measuring
a student’s abstract intelligence as expressed in verbal symbols in

pletorial, diagrammatic and numerical symbolsa152

1521rving lorge, and Robexrt L. Thorndike, Technical Manual
(Boston: Houghton Mifflin Co., 1962), p. 14,
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In determining the reliability of the Lorge-Thorndike Tests,
the standayd error of measureménﬁg considered by the authors more
accurate than the reliability cbefficiemtg wag determined through
c@mparing the differences in results between forms A and B of the
tests, The average of the scores on F@:ms'A and B plaeced the students
in the sub-groups. The tests were intentionally constructed with
many items of intermediate difficulty so that the greatest accuracy
of these tests lies Withiﬁ ﬁhe.middlewsc@re"raﬁgeo Caution is advised
in examining very low scores which may imply that the test was oo
difficult for the individual, In this casé & lower level test should
be used for the examin@e; The same may b@.é&idvqf students who obtain
near perfect scores. : A}highervleval test should be used so as o
obtain a ﬁ@redaccuraﬁe mezsurement. 153

The Creativity Tests, == On Sep@ember 11 and 129 Creativity Tests were

administered to the stu&@ntse Their function was to measure the groups
according to Verbal and Mgural inventiveness oxr originality.

The Tests of Creative Thinking used in this experiment were
developed by R. Pippert, Educational Psycholegy Department, University
of Manitoba. Pipprert's test was based primarily on %he activities and
principles of measuring creativity used by E. Paul Torrance, at the

University of Minnesota.

153Lorgeg and Thorndike, op. cit.s ppe 9=10,
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Because the creativity tests used in the experiment were based
on the Torrance Tests of Creative Thinking, the validity of the latter
tests is discussed here. In the development and selection of tasks for
the tests of Creative Thirking, careful consideration was given to tasks
that require divergent solutions, nultiple possibilities, and imagina-
tive thinking. Responses ﬁo the tests yield scores on sensitivity to
problems, ideational fluency or number of responses, flexibility or
variety of kinds of responses, originality or new types of ideas pre-
sented, and elaboration or extension of a basic idea. Since these
tests have focused on testing experiments in stimulating creative pro-
ductions, Paul Torrance states that validity data of the usual kind
is difficult to determine. However, experiments were conducted in
order to obtain some evidence of validity. The tests were administered
to industrial -arts students, to groups of saleswomen, and to elemen~
tary school children. The tasks discriminated the highly creative
industrial arts students from those rated as less creative; they singled
out those saleswomen who made the most sales from those who sold the
least, those who worked in creative departments from those who worked
in routine departments. With the elementary school children, an at-
tenpt gt validating the tests was based on the comparison of test re-
sults with data obtained through the following: (1) observations of
student behavior in small groups, (2) peer and teacher nominations of
creative individuals, and (3) the achievement of the traditional kinds
of classroom tests, It is hoped that with time, more evidence,will be

1
provided as to the validity of the Tests of Creative Thinking. 5%

1%Q?aul Torrance, Guiding Creative Talent (New Jersey: Pren-
tiCe Hallg 111099 1962)9 PP° 45’“’6&’9
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At the present, the tests developed by R. Pippert are being
administered in various elementary, junior and secondary schools of
Manitoba. No specific norms are yet available regarding their validity

and reliability.

Test of Poetry Judgment.-- As an instrument in measuring the poetry

Judgment of students, the MasonaKendriék.Poetry Judgment Test~was ad=
ministered to the grade itwelve students on September 15, 1969. These '
tests measured the students® ability at recognizing the difference be-
tween good poetry and poor verse. Examinees were asked to select from
three similar stanzas the one of finest and the one of poorest quality.
The test comprised fifteen poetic selections from the 17th Century, the
18th Century9 the Romantic, the Victorian, Modern and Contemporaxry
periods; fifteen poor imitations of these selections; and fifteen
selections occupying a middle position between the original and the
poor imitation.

No special norms exist for this test as it is criterion
arefezencédg but it has been administered to many students in several
areas of North America. On Vancouver Island, a total of 1,347 students
wrote the test. In New York and New Jersey, the test was administered
to 334 students of grades 10,11, 12, It was observed that the average
level of achievement from British Columbia to New York was the sanme.
Average scores for grades 10, 119'12 aﬁd 14, 15 and 16 respectively.
Girls at all levels scored a little higher than the boys. Improvement
from grade 10 to grade 12 was very small. The test was also given to

university graduates = 18 with majors in Mathematics and Science,
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sixteen with a major in English, and 10 faculty memberéo Average
scores wexe 19, 26 and 28.5 respectively. University students of
English handled the @ests wlth more ease and accuracy than students of
mathematics and science,idd )

Although no norms exist for this poetry judgment test it was
used for several reasons: (1) it was necessary to compare the experi-
mental and control groups® poetry judgment before and aftér the experi-
ment to determine whether or not the wri%ing of poetry developed the
students® poetic understanding and appreciation; (2) no other test of
poetry appreciation could be found; (3) this test appeared to evaluate
the student®s sensitivity to imagery9 rhythm of vexrbal expreséion and
smooth flow of words; (%) the test had already been used at the second-
ary level and at university, so it seemed toc be an effective one to
use in this experiment with grade twelve students.

The results of all the tests administered were analyzed,

‘They are recorded in Chapter IV and in Appendix B.
III., PROGRAM FOR THE CONTROL GROUP

It was explained to the thirty-seven students of the control
group that an experiment was being conducted in creative writing.
For the time being, their group would concentrate on a study of the

course as outlined in the curriculum, The experimental group would

1551nformation obtained from a paper sent by Geoffrey Mason,
University of Victoria, British Columbia.
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be receiving instruction in the creative writing of poetry and would
be covering less of the outlined course for the first few months, In
January, 1970, after the experiment was completed, the program would
be reversed and the control group would receive the same lessons in
creative writing as those given to the experimental group. The students

willingly accepted this arrangemenﬁ°.
IV. PROGRAM FOR THE EXPERIMENTAL GROUP

The program for the experimental group was organized early in
September and consisted of a study cf the outlined prose and poetry
course along with training in poetry writing, prepared in fourteen
steps and progressing from simple to complex forms in rhyme and free
verse., Forty percent of the literature time was devoted to creative
writings using course poems and xeéearch material (such as those listed
in Chapter 11156) as suggestions for themes and poetic forms. Because
of the time required in preparatory exercises and in poetry writing,
the experimental group did not study as many outlined selections of
prose and poetry as the control group. The full program in writing

is outlined in Appendix A,

The Writing Program.=- Throughout the wii%ing program from September
till January, the methods followed were those suggested by Powell,
Feeney, Rathbonne, lorgan, Applegate and lMcllaster. Research into
their works showed that most of these educators used models in illus-

trating poetic patterns to students. In this way, students are

1568upr&9 pPPe 5562,
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encouraged and more easily overcome the initial difficul%ies in writing
a poem. The procedure used in this particular study was in five stages:
examination of patterns and models, discussion of models and thenes,
writing session, evaluation of compositions and rewriting.

Creativity in the early stages and in the formal strﬁcﬁures
of the advanced stage lay in the freedom of theme=choice and in origi~
nality of expression. Iater, in the free verse writing, creative exXpres-=

sion concentrated more on theme and original poetic form.

Step I = Preparatory Exercises - September 16 - October 22

Because of the importance of preparatory exercises in creative
writing, several weeks were spent in challenging students to think
imaginatively through use of symbols or metaphorsol57 The different
functions of the mindﬁ the ereative process, the importance of the
imagination, and the real meaning of inspiration were discussed with
the students in the beginning stege, as Osbcrn158 had suggested. 1In
order to awaken the imagination so that ﬁhoﬁght-and feelings could Ee
expressed through comparisons, twenty-six questions were given to the
students along with a scrapbook iﬁ which they could write down their
ideas. The following are samples of some of the questions asked:

Which is louder - a smile or a frown? Why?

Is mud sneakier than midnight? Why?

Which is sweeter = Rain or July? Why?

What color is surprise? Why?
How is memory like a spring? 159

l57Su Tay Po 57
1588u 8y Do Hl.

159Series: Haking Tt Strange (Wew York: Harper and Row
Publishers, Inc.).
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The questions and responses were discussed orally. Students enjoyed
the strangeness of the questions and even the most indifferent pupils
rose to meet the challenge of these exercises. The unusual comparisons
prepared the experimental group for the main part of the first creative
writing session which concerned definitions. Students were asked to
define words such as forgiveness, each day, mountains, our problems,
bare trees, homework, a dream, war; sickness, ocean, candy, green, black,
yellow, L.S.D., or others they may prefer. A sheet of samples was
given to them. Comparisons using similes, metaphors, personifications
were the result. This exercise arose from the ideas suggested by
Nalter3160 and Ra*'chbonne161 in their experiments. Examples glven were
the work of students of the previous year: |

Correction == thé blade which softens rough edges '

War == blsck leaven of horror

Color =- spectrum of revolving hopes

Some minds —=— dark caves of emptiness

A smile == a dog wagging his tail
After_a week spent in this type of writing, it was felt that the group
ﬁeédéd a review of poetic techniques. Filmstrips and transparencies
were used in discussing types of poems, stanza forms, figures of
speech, rhyme and metre patterns, and the importance of diction. This
material was applied to the study of medern lyrics, and the “Love"

poems on the outlined course. As suggested by Powellg162 folk song

160gupra, p. 61.
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records were used in this preparatory stege of studying poetic
techniques. Students brought to school records of popular songs. The
lyrics were apalyzed for theme, imegery, rhyme and metre. Iinking
modern lyrics to the outlined p@etry’eourse gas making poetry relevant
to their lives.
Step II - Dylan Thomas Portraits and Ezra Pound Couplets
A'Qctober 22 and 23

After an intensive study in%@.ihe basic techniques of poetry,
the group was ready to continue the writing pr@grﬁma On October 22,
the pfepar&%ery exercise consisted of emphasizing the importance of
sensory awareness. This was a facet emphasized in the writings of
Applega%69163'Ra%hbsnnegiéu and Valter.165 Students were asked to st
words that described pleasing smells, harsh sounds, sharp edges, shiny
objects., Then they were asked to suggest. synonyms for over-used words
like beautiful, nice, happy, good. Ten minutes was allowed for this typs
of oral exexcise folloﬁed by a short discussion on the importance of
imagery in poetry. Ehé rest of the Tifty minute pericd was gliven to

66 _ the composition

the main writing exercise as suggested by Powellgl
of Dylan Thomas Portraits. .These. portraits concentrate on words affect-
ing the sense of sight or hearing. Pupils wexe asked to describe ani=

B mals, objects or people and to begln with the question, “Did you ever

1638&_3%9 Pe 570
;643uprag p. 58,
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see (or hear)?" Again samples were given. The following are a few:

Did you ever see a snake?
Zig-zagging, fork=tongued, elastic-javed.

Did you ever see a school hoy?

Shirt-outhanging, socks half-nasted,

messy-haired, homeworkless. 167
Students concluded from-examining these examples, that a keen sense of
observation and discrimination in the cholce of picturesque words were
of utmost importance in creating these portraits. Reference was made
+o Wilson and Robeck's diagram in discussing the power of association,168
Students submitted their writings for evaluation at the end of the
period. These compositions with the teacher's written comments were
returned to the students at the beginning of the period the next day.

On October 23, the exercise consisted of writing lines re-
sembling the Dylan Thomas Portraits. Tae poet, Ezra Pound, wrote the
couplet, "In a Station of the Metro" using simple techniques of con-

parisons:

The apparition of these faces %n the crowd;
Petals on a wet, black bough?l 9

A few other examples were listed for the experimental group. Students
were asked to discuss which played the greater role in these couplets,
the sense of observation or the use of the imagination? Most felt
that the power of suggestion through the use of the imagination made

the stronger impression, but observation was definitely importent.

167powell, op. cite, Do 22

168Su ra, Po 25, fige 2.

169Powell9 op. cit., Do 22,
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Otherwise, no comparison could result. The following were some examples
discussed:

An acrobat hanging from a tightrope;
A spider dangling from his thread.

A bicycle wending in and out of traffic;
A pilot fish in a school of sharks.170

After examining and talking about these, students were ready to try
writing a few. Iike the Dylan Thomas Portraits of the previous day,
this exercise was to emphasize the importance of words conveying im-
pressions without the use of camera or brush. Ten minutes was given

to the preparation; another ten miﬁuﬁes was allowed for the actual writ-
ten exercise. Then students® writings were read aloud and suggestions
were given for improvement, as well as praise for effective couplets

conposed.

Step III - The Form Poem - October 24

To continue the emphasis on word-consciousness, considered so
important by Rathbonne?‘ﬁorgan and Powell, the form poem was attempted
on October 24. The words uéed in this poem were to be nouns, verbs,
adjectives, or adverbs in association, and the words were to be sepa=
rated by commas. Four lines with a total of fourteen words constitute
the form poemej‘?1 The odd lines of this pattern contain four words

each and rhyme; the even lines contain three words each and also rhyme.

170Powell, 0ope cito, Do 23.

17isugra9 po 63,
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One example of the form poem is that composed by a Russian boy:
| Industry
Smoke, soot, smell, choke,
Flash, orange, black,
Steel, iron, coal, coke,
Truck, rails, track.l72
This ﬁype of poem may be desecriptive, narrative, or expositional, but
must present one particular mood. It may use alliteraticn and progres=-
sion and finish with a climactic word.

After a ten~minute explanatlion session, students were given
fifteen minutes in which to compose at least Qhe form poem, wﬁen the
writing period.wasoverg students were asked to read their poems to the
class, The session proved to be enjoyable to the students. The idea
of progression was followed quite well, though several poems needed
revision to establish parallel construction. The boys® poems centered
primarily on sports, while some of the girls® themes were about new
recipes. Those students who had not yet succeeded in writing a form

poen obﬁained jideas and encouragement from hearing other students read

their attempts.

Step IV - Optic Verse = Cctober 27

Using Brian Powell’s 1deal?3 for a new form of poetry, the
students were to experiment again with words, and shape their verse
into a suggested image. Ten minutes was spent examining the writings

by the previous year's students. In 1968-69, the grade twelve students

172powell, op. cite, po 27

Y731v1d., pp. 78, 128, 129,
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had used picturesque words in describing mice, ships, flowers and others.
This was a further exercise on the importance of words., A majority of
the students found this type difficult, perhaps because the writing

time was too short. Some of the attempts were too involved, toc complex.
For example, some tried to describe such things as men on surfboards

and women in rocking chairs. On the other hand, many objects chosen =
chairs, bottles, hands, pencils - were simple and unimeginative.

Figure 3, done by é student, is a sample of an acceptable optic pattern.
The words describing the éarsg feet, mouth, fur and tall of the mouse

were carefully chosen and skilfully placed.

FIGURE 3

STUDENT®S EXAMPLE OF OPTIC
PATTERN

Except for a few examples, the exercise was not generally suce
cessful. However, students attempted optic patterns.again in January.
By thén@ the group was familiar with the quatrain. Students were asked

to write one or two guatrains on some concrete object. After reading
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and evaluating their writings, they were then asked to shape their

quatrain so as to give a visual image of the object described. Students

were cautioned against senseless or ridiculous shapes. They were asked

to justify the original shape of their poem. These two points were
stressed in the advice given by Powell@174
Figure 4 is a more advanced optic verse. The student is no longer

working with simple words, without regard to rhyme or rhythm.

175

Y

FIGURE &4
EXAMPLE OF OPTIC VERSE

17%poyell, op. cite, De 76
Y75 id., po 77
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Step V - The Syllable Poem - October 28

As the title suggests, this type is made upbof a progression
of syllables from one t¢ five and then back to one again. It is oﬁe
of the types used by Horgan176 and resembles the form poem in its idea
of progression from one step or situation to a climax, It was polnted
out to the students that in this type of poem, irony, the contrast
established within a few words of poetry, is important. Students were
progressing from simple observatidns and comparisons to philosophical
statements. They were doing this without losing the idea of imagery or
appeal to the senses.

Again, the examples given to.ﬁhé class were writings by last
year’s stuéentse Each time these poems were presented, students’reac—
tions indicated the feeling that if their friends of the previous year
had succeeded in mastering these patterns, in expressing their inmost
thoughts and feelings in verse, then it was also possible for them
to do the same. Perhaps they could even surpass their psers. Some
examples used to illustrate the Syllable Poem were the following:

Eyes Friends

Are closed

Not +to =see
Bars are muffled
Nevexr =~ .to listen

Some minds are clogged

Not +to think
Tell me
Why
(GeDs )

17681131‘3_9 p. 62,

are those
always there
sharing your joy
as well as despair
but take great care
for most ‘friends’
are but
Frauds
(R«Do )
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After fifteen minutes had been given t§ an explanation of this type of
poem, the rest of a fifty-minute period was devoted to the written
exercise. The teacher went quietly from one student to the other giving
requested assistance. Student efforts were prailsed, and encouragement
was given for improvements made on partially successful poems. In this
manner, sﬁudenté were gaining the self=confidence which Tbrrance9177
Dixon9178 and Holbrook9179 consider so important to the creative process.

The students seemed eager and enthusiastic to try new and complex forms.

Step VI -~ The lanterne - October 29

On October 29, the fifty-minute period focused on the writing
of a type of poeﬁ éalled {he Ianterne, because its lines of 1,2,3,4,
and 1 syllébles result in a lantern form. The idea for this type was
obtained at an English conference held in Chicago in February of 1969,
at which lorgan was the speaker. Again, the exampies given of this

type were those written by the previous year's students:

Pain War
Is the Cleaxing
Death of an Bulldozer
Intinate friend Spreads blood far and
Why? Neax.
(Mod.) (A.T.)

While these examples were not perfect, they helped the experimental

group in grasping the idea of this pattern; they also suggested ideas

177supra, ps 50,

1785u££a9 pe 41,
179Su T3, Do Jho
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and themes on which to write. The writing procedure was the same as
the previous day, = the teacher circulating among the students, giving
them encouragement and positive criticism. A few of the better examples
were read aloud and praise was given for successful results. Each time,
these readings urged slower students on to more concentrated efforts

in writing similar poems.

Step VII - Japanese Haiku and Tanka -~ October 30-31

After trying poems in the lanterne form, students were quite
ready and interested in attempting the Japanese types of poeiry con=
taining deep meaning and vivid ima.géz:y0 On October 30, fifteen minutes
was spent discussing the‘haikuo This is a Japanese traditional form
- of verse and is composed of three short lines of five, seven and five
syllables, = the words conveying a mood, feeling or atmosphere in a
concise, yet sensitive, manner. Through writing this type of verse,
students learn the power of precision and compression of thought, as
well as the rhythmic flow of language. The examples of the haiku
presented to the experimental group were those conposed by students

the previous year:

Small Token Prelude
Smiling and knowing Autumn comes again
She accepts his humble gift In all its splendrous glory
How pleased is his heart. A veil to hide death.
(D.F.) (DeF.)

Depth of meaning and striking imagery are of prime importance in the
haiku, as well as in the tanka, which is simply an extension of the
haiku. The tanka has a total of thirty-one syllables - two extra lines

of seven syllables each. The pattern is therefore: 5 7o 59 7o 7o
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Through the writing of the tanka, students were again being asked to
express deep or intimate thoughts within a finely structured pattern.
They enjoyed attempting these forms. Some of the examples presented

to them were the following:

New ILife Sadist
A class now at work The day would be long
Minds lively and alert to But he would not be alone
. Bring new thoughts to light Vultures would await
Hoping to make people think To peck and eat his eyes out
For it 1s never too late. While the sun would bake his
(C.De) feet. (D.F.)

Step VIII = Word Cinguain and Syllable Cinguain
. ' November 3, 4, 5

On November 3, both the word cinguain and the syllable cinquain
as experiﬁented with by Morgan9180 were explained to the students. |
Then they chose one of the forms to express some thought. The word
cinguain is made up of five lines with words of any length in the liness
one word is in the first line, two in the second, three in the third,
four in the fourth, and one in the fifth, Iine one names the toplc;
line two defines or describes it; line three names some actions con-
nected with it; line four gives an opinion about the toplc, and the
f£ifth line is a synonym for the topic. S%udénts of the previous year

had written group cinquains on characters in the play Hamlet.

Polonius Glaudius
Filthy scoundrel Deceitful King
Sneaky, underhanded, revealing ‘  Cunning, incestuous murderer
Once a wiseman, now Smooth, selfish, conniving hypocrite
Jellyfish Traitor
18081122:&9 po 62,
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. At this particular session, the students were tired, so the poetry
lesson became very informal. Students were asked to write a cinquain
on someone in the class or on themselves if they wished., Fifteen minutes
was given as a time limit. Then poems were read aloud and comments
made. A few puplls asked for more of this type of writing, as they
were learning about themselves, and thelr peers.

The syllable cinquain is composed of five lines having two,
four, six, eight, and two syllables respectively, and resembles the

lanterne in form. Two examples composed by Morgan®s grade eight students

were used to 1llustrate the syllable cinquainel81
Spring bugs Harken!
Slimy creatures With a faint sound
Spiders, snakes, worms and flies Iike evil in the night
Crawl through their so much bigger world, The timber wolf stalks wary prey
Learning. And strikes?

The fact that Junior High students had compesed these picturesgue

cinquains challenged the grade tﬁelves into trying this form of poetry.

Step IX = Simple Rhymed Poetry - Couplets and Quatrains
November 6-1l4

To introduce the students to rhymed poetry, suggestive opening
lines were given. This procedure evolved from an examination of
Melaster's experiments in creative writinga182 These first lines for the
experimental group were chosen from poehs by Canadian authors. In this

way the exercise served a double pufpose: (1) experience in creative

18l yorgan, op. cit., pp. 1009-101k,

1824, T8, Do 50
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writing; (2) introduction to Canadian poetry. The sample lines chosen

were from an anthology of .Canadian poems:

B

My spring is over, all my summers past

The hair of my neck began to creep

I lay my cheek against cold stone

- God breathe a blessing on his small bones

‘The lonely house by the lonely sea 183

8

8

¢

There were thirty-four lines to the list. After a quick review of theé
basic meters in poetry, students were asked to determine the meter of
each line. At home that evening, they were to finish scanning the
lines and try adding a second line to some of those listed. The next
day, November 7, wiﬁh‘the use of transparencies and overhead projector,
students compared the lines they had scanned with those of the teacher.
The newiymformed couplets were réad in class, discussed, appraised

and evaluated. Some students had attempted forming couplets with every
one of the thirty=four lines.

On the weekend of November 8 and 9, it was suggested that
students go one step further and‘fry forming quatrains, using any of
the four lines given them:

~ Tell me won't you who you are
T'd like to know the reason why

You do look sweet, you do look nice
You said you didn’t want my money 1

]

]

]

1830ar1 F. Klinck, and R. E. Watters, Canadian Anthology
(Toronto: W. Jo. Gage Ltde, 1966 ). ,

1845, ra, p. 56e




A few examples of quatrains written the previous year were given to the
group:

You do look sweet, you do look nice 1 wish I knew the reason why
Though I have seen you once or twice Men reach out beyond the sky

Tell me why you stay so far They don't make earth a better
Oh tell me, won't you, Who you are. place
(D.B.) But turn about to conquer space.
. (LoBe)

You said you didn't want my money
You fooled me now, didn't you honey
Quit making your deals so mighty crummy
Go and find some real dumb bunny.

(DDLD )

On November 10, the fifty-minute period was spent reading the
quatrains written by the students. Praise was given for the good ideas
in the compositions and for well=formed quatrains, It was pointed out
that perfect form does not constitute poetry. Theme and imagery are
of greater importance, though successful rendering of ideas necessitates
perfection of the gquatrain in metre and rhyme. These principles were
discussed as the ﬁeécher moved from one student to another, examining
quatrains, suggesting improvements, and encouraging those who had not
yet tried the rhymed form, to attempt writing at least one. For those
185

having difficulty, the partnership poem, as suggested by Morgan,” -gave

stimulus, encouragement, and enjoyment.
On November 12, the study of the quatrain continued with a

new approach., The prescribed poem, "A Passionate Shepherd to His Love,"”

was reviewed., Then, a parody of this poem was read 10 the group.186

Students were to attempt a similar parody by writing a narriage pro-

posal in quatrain form to one student in the class. Each proposal was

‘1858ugrag p. 62

186Powellg ope cites PPe 68-69.
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to be answered in turn. It was pointed out that the poet can make
anyone or anything speak., Consequently, it did not matter which sex

was writing the proposal nor which one was answering it. Students con-
sidered this enjoyable as well as challenging. A few wrote several
quatrains while waiting for the "loved one" to answer. Again, the
result of this type of partnefship poen was a stimulus to the slower

or less energetic students. After thirty minutes allowed for the
wWriting exercise, poems were read in class and constructively criticized.
They were transferred from scraps of paper to scrapbooks which were
submitted to the teacher for evaluation at the end of the period.

During the next few days, from November 13 to 17, students
brought poétry booké to class and did some personal reading. At times
poems were read aloud in class for group eﬁjoymente From November 18-27,
the regular poetry éourse was taught. Poéms on the theme of Death were
studied. Emphasis was placed on the rhymed poems sO as‘to prepare

students for the more advanced stage of this type of poetry writing.

Step X - ILimericks <-November 27, 28

The pattern for this type of poem < ”,zﬁ was given to the
class and a few samples‘were read. Several students had begun writing
limericks on their own and thelr compositlons were read aloud in the
class. This gave others the incentive to try also. The pattern was
explaineds ‘the limerick has five linescin anapestic meter; lines one,
two, and five are trimetric while lines three and four are dimetrics
the rhyme scheme is .aabba. After fifteen minutes spent in preparation

for this type, a writing period of twenty-five minutes was allowed,
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The results were read in class with much enjoyment, and criticism was
given by teacher and students. Those students who had not as yet suce
cessfully composed a limerick were thus encouraged by listening to
those read in class, and tried writing one at home in the evening,
Othexs worked at perfecting the limericks already begun, and submitted
the finished poemé to the teacher for evaluation.
Step XI - Advanced Rhyming Poetry Balled and Sonnet
December 1 « 5

After several weeks of creative poetry writing and a study of
some poems on the cutlined course, studeﬁts seemed eager t0 begin writ-
ing longer pieces, The preparation for this more advanced work.ﬁook
the entire class psriod on December 1. Students had again been en-
- couraged te obtain a poetry bock from a library and to choose some
rhyming poems to yead t@vthe elass. The teacher rvead several ballads
from bocks sﬁéh és:

Klinck and Watters = Canadian Antholozy

Iouis Untermeyer - Story Poenms
Oscar Williams, editor = lModern Verse

Students were to attempt the writing of a‘ball&d9 a story in verse,
that evening. As McMaster187 had done, themes and moods were suggested
for the writing of this type of poem. Some of the toplics given were
the following:
=Speak through the mouth of a rejected child end relate a story

=3peak through the mouth of a contented bird, or cat, or of
a disappointed mouse and tell a story...

1875y T2y Do 57
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Instructions were given as to the metre, rhyme and other characteristics
of the ballad. Refrain, unity of theme and use of color were emphasized.
The attempted ballads were submitted the next day. Comments were made
in writing by the teacher, and papers were returned to students for
revision. Two more class periods were devoted to fevising and perfect-
ing the student ballads. A few studenté decided to work In groups on
this form. While not all students were entirely successful with this
more advanced type, they enjoyed the writing experience and began to
understand the real make-up of this type of poem. One student departed
from the regular ballad métre and rhyme scheme and composed a “ballad®
of limericks,

' On December 4, the sonnet was introduced. Pupils received
information on this type of poem: by writing three quatrains and a
couplet, and by following one of three rhyme schemes, the sonnet would
be composed. The three forms - Italian, English and Spenserian sonnets
were explained graphically to the group. Reference was madé to the
filmstrips shown in October. Examples of sonnets étudied since Septem=
ber were reviewed., Some of the sonnets on the prescribed course were:
“T@le World Is Too Much Hith UsY’ by Wordsworth, Shakespeaxe's "let lMe
Not to the Marriage of True Minds," Keats® "When I Have Fears," and
Donne’s "Death Be Not Proud." After thirty minutes of preparation for
the sonnet, students were given time iﬁ class to begin writing one.
The next day, December 59<§tudents used the f£fifty minute period to

continue work on the sonnet begun the previous day., Poems were written

in the scrapbook and submitted for criticism., Suggestions for improvement
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were given and students were asked to make necessary revisions in

word choice ox image so as to keep unity of theme. The strict metre
and rhyme form proved a stumbling block for some students at this stage.
Other students acquired a sense of achievement through mastering this
difficult form of poetry. ihey were spurred on to writing additional

poems, and they submitted them each morning for evaluation.

Step XITI -~ Free Verse = Deceﬁﬁer 8, 9, 10
The following week,an.. exercise in the use of the imagination,

as contrasted with simple photographic observation, helped introduce
the students to free verse. .This idea was suggested by Walterl88 in
her experiments. A list of ten simplebsentences was given to the stu-
dents with the requesﬁ_that the& réwrité the statements imaginatively;
that is, they were to use some comparative form to render the obser-
vation life-like and interesting. The following are samples of such
sentences:

= The high waves tossed the ship about.

= The faces of some students showed some enthuslasm.

= The road was not straight at all.

= The palm tree was tall against the sky.

= The hunter raced quickly and quietly after the swift-moving deer.
This lesson was a preparation for a major assignment in free verse.
The fifty-minute class period was spént composing imaginative lines
for the simple and general statements which the students had been.

Picturesque lines were read aloud and discussed. These lines were

evaluated by the class on the basis of appropriateness and originality

88Sugrag p. 61,




89

of expression., Students were asked.for that evening’s assigmment, to
think of the most beautiful thing they had ever seen and try to. express
its beauty with imagery and choice words., The aim of this assignment
was to enable others to #isualize exactly how the scene had impressed
the writer. The exercise was to be of any length and presented in
poetic form. A few examples of last year's writings were given, but
these were not on the theme of beauty:

I was building castles in the air My mind sits weightless

when reality crept in on me in its black cavity
causing aerial turbulence blinking out of two small
making me wish windows
I had stayed on the ground. waiting to be freed
: o (KeSe) of its parasitic shell.
' : , (B.P.)

These examples were discussed for unity of theme, imagery and origi-
naiiﬁya To emphasize the differences between prose and free verse,
students were asked to express the ideaé of the itwo poems in prose
form. In.doing this, they realized that prose tends to cut away imagery,
and necessitates éhé uéeﬂof more words to convey the full meaning of
man’s thoughts and'emo%ioﬁs than poetry does.

The results of this exercise were submitted the next day.
Comments were made in writing and revisions focused on rearranging
stanga forms, improving lines through the use of stronger imagery and
more concise language. As can be expecéed at the introduction of
free verse, some students easily slipped over the boundary that sepa=
rates verse from prose, Ideas were expressed without the use of sym-
bolism and without great care in choice of words. On December 9 and 10,

students used class periods to revise their attempts at free verse
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and make new trials on other themes besides beauty. Imagery”'comparia

son, conciseness of expression were re-emphasized.

Step XIII - Experimental Forms - December 11, 12, 15
After several attempts at writing interesting and original

free verse poems, students sgemed ready to examine the value of varying
the stanza patterns in poetry. Poems of several writers were examined |
from the grade twelve approvéd text of poe{ry,189 ‘The poems studied
were: lLawrence Ferlinghetti's "In Goya's Greatest Scene"” and "Constantly
Risking Absurdity,” Irving Layﬁon“é "The Birth of Tragedy," and others
vwhich showed originali%y of stangza form. Although students received
little encouragement in extreme variations, a few became interested in
the style of E. E. Cummings and began experimenting with it. 1In class.
during the next few days the experimental group began writing poems in
free verse, trying variations of stanza forms. The idea for this type
of experimental poetry was suggested by the writings of Powellvlgo and
by some of the poems‘on the outlined course of study. As was done pre-
viously, ideas were glven for themes., Some of these were:

" = Pretend you are é tramp and have him tell his story.
Speak through the mouth of a forelignex, using broken English.
- Speak of the experience of a world-wide traveller, maybe of a

‘salesman.

lMake believe you are Hamlet or some other person unmable -
to make decisiaons,

J

1}

189Carol Gillanders, Editor, Theme and Image (Toronto: Copp
Claxrk Publishing Co., 1967).

1901’0146119 2,E° Sa;i_;t_og ppv ?7“85"
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At this stage students were experimenting with simple, meaningful

stanza forms like those of Ferlinghetti and Iayton and with the more

graphic patterns as illustrated by Brian Powell in figure 59191

Al for 5?%{? odilliew the Silinee
ﬂj) STANT 5/7'©Twﬁww QJPL 0% (/[\7{021//[?
wjgj ?}X‘?){;’? ?«, 5 m fCOf?CN)AfQ /-;;«
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FIGURE 5
EXAMPLE OF EXPERIMENTAL FORM
On londay, December 15, a few of.the better examples of experimental
patterns were read and passed around the class for examination. This
stimilated others to try harder. The challenge was to complete at least

one poem in experimental free verse,

191 poyell, op. cits, p. 85
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Step XIV = Advanced Hriting - Free Range = Use of Symbolism
Decembexr 16, 17, 18, 19, 22, 23
The final stage of the writing experiment gave the student
nuch fpeedom in the type of poem and choice of theme. The use of sym-
bollism was encouraged and as preparation for this, two poems on the
course, - the "Hollow Men" By T. S. Elié't9 and "Birth of Tragedy" by
Irving Layton were examined. Books of poetry by contemporary authors

were left in the classroom for student use. The Canadian Anthology

by Klinck and Watters, containing varied examples of poems for this
advanced stage of writing was also readily available., Selections were
chosen from this book as examples of the varied poetic types. Students
were to experiment with different patterns and write on the themes of
the grade twelve curriculum. Each day, lists of poems were examined;
these helped to suggest ideas for new poems,

On December 16, the focus was on "Canadian Identity." Besides

the poems in the text, Theme and Image, the selections examined were:

James Reaney ="Winnipeg Seen As a Body of Time and Spaoe"192
Irving layton ="From Colony to Nation"193
A.J.M. Smith ="The Lonely Iand"19%
Students began writing poems on the theme of Canadian identity in the
ten minutes remaining after the preparation period. They were asked

to continue this exercise in the evening and submit the finished pro=-

duct the next day.

19ZKlinck and Watters, op. cit., p. 476

193144, , p. 251.

19034, , p. 211,
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In the next period, it bécame clear that lack of time did not
permit students to compose one long free verse poem per day. After
diécussion, students agreed to attempt at least two long poems on any
themes.examined in the last six experimental days.

After discussing the assignment problem, the theme of December 17,
Nature, was examined. Apart from the poems on the coufseg others read
and discussed were:

Archibald Iampman - "Midnight" and "Outlook"195

Bliss Carman = "A Vagabond Song" and "The World Voice"196

Sir Charles G. D. Roberts - "The Skater”197
Those students who felt stimulated by ideas in these poems tried writing
on the nature theme that evening.

Several poems on War and Death had already been studied in the
October preparatory stage and some had been written by students in pre-
vious exercises. ‘Fbr %his reason, these curriculum themes were not
dwelt upon at this time.

On December 19, concentration was on poems of ”Socliety and
People.” Some of the society poems examined were:

Fs R. Scott - “Social Sonnet" and "The Formula"198

Miriam Waddington = "In the Bi% City"199
Robert Finch = “"The Sampler"zo

195k1inck and Watters, op. cit.,p. 215
1961114, , p. 117.

197 1bid,, p. 102,

1981014, , ppe 271-273.

199 vid., p. 430.

200134, , po 272.
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Following closely were poems about people, In order to sti-
nulate student thinking, the following poems were examined:
Raymond Souster = "Kiteg"20l
P. X, Page = "Paranoid”e 02
Alden Nowlan = "All Down the Morning"203
Students enjoyed reading these poems and several elected to write on
society as one of their topics.
On December 22, poems on "Faith" were Jooked at. Matthew
Arnold’s “Dover Beach” had been examined by the students in Octcber.
Others read were:
Bliss Carman = "Lord of My Heart's Elation” and "Vestigla2 Ol
James Reaney - "Antichrist as a Ch11d"205
George Frederick Cameron = "My Spring is Over” and "Draw the Dread
Curtain"200
Again, students were moved by these poems and stimulated to write.
Each day some poems were submitted for analysis and evaluation.
Within twenty-four hours, the poems were returned to the students for
reworking or for minor revisions. Students became accustomed to the

expressions: "Polish it upi” “This is very good;" "This line limps;"

"Improve;" “Revisel" or "Is this really yours?”

20lg13nck and Watters, op. clt., p. 392.
2021,34,, p. 426

2031hsd,, p. 484

2001454, , p. 116,

2051hid., p. 47k

206544, p. ohe
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On December 23, focus was on themes of “Iove" and "Art.”
A1l of the poems on love as outlined in the curriculum had been studied
in‘September and November. To those were added the following:
Miriam Waddington = "A Ballad of Love"207
P. K. Page = "Adolescence"208 '
Dorothy livesay = "Song for Departure” and “Iament"209
Go. To Cameron - "Tis Strange, You Think?"210
The last theme = Art - was also examined on December 23, Ferlinghetéi”s
and Iayton’s poems on this theme had already been examined. Some addi-
tional poems used to furnish ideas: Weres
Robert Finch - "Hordstéll
Dorothy Livesay = "I Saw My Thought"ziz
Ae Jo Mo Smith = "To Hold in a Poem"?13
Iouis Dudek - "Danger“2il
Ethel Wilson - "Overture"?l5
During the days spent examining these poems, pupils were at-
tempting poetic forms‘on thelr own in free verse or rhyme, on any two

themes listed., Use of symbolism and variation of stanza patterns were

strongly encouraged. Most of the fifty-minute class perlod was used

207K1inck and Watters, op. cit., p. 432.
2081p34,, p. L2,

2091bid., ppe 354, 359

219;3;939 p. 94,

legglgeg Po 274,

ZI?EEQQQO Pe 35K

23114, , pe 281

214}}&@@9 pe Lh2,

2 50hid., p. 265.
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in preparation for the writing exercise. Only ﬁhe last ten or fifteen.
minutes of each class was reserved for beginning an origingl work. As
a conseguence this was the end of the writing experience for approxie'
mately five students; Time or energy was lacking. Others met the chal-
lenge and itried a poem on each of the themes,

Each day, students related thelr experiences regarding places
or situations in which they found "inspiration.” One girl submitted a
very effective plece of writing and told how she had obtained her ideas
"while sitting under the hair drier.” Other girls laughingly tried this
with surprising success. Boys listed some of their'sources of ideas
as arising from observing people at work, walking home alone at night,
or lying in bed in a dark room and just thinking. These statements
were discussed; a conclusion drawn was that ideas for longer, complex

poems necessitate quiet and solitude in order to mature.

Bvaluation of Poems - Each time a poem was written, students transferred

it into their scrapbook and submitted it for critical evaluation. DBocks
were returned every day to the ownexrs with written guggestions for pos-
sible improvement. In several cases, students met with the teacher

for a more lengthy and personal discussion of their poems. The researcher
made an effort to evaluate in a positive way, as was strongly émphasized

N by Tbrranc93216 Ogborn9217 walﬁer9218 Ellinger9219 and Powell,220

216Su£r&9 pq 50.

2l7su s Do 5ls
218Sugrag Do 5k,
219Sugga, Pe 53
OSuEra9 p. 6k,




At times, the class was divided into groups of five; each group
gave a criticism of the poems belonging to members of other groups. To
avold hurting a student by negative criticism, false names or numbers
were used to identify poems. Groups examined the verse for: universality,
coherence, thematic unity, rhythmic flow of words, originality, and
sincerity. Criticisms were examined by the teacher and poems Were re-
turned to the authors for'improvement° This group eriticism, the class
and teacher evaluations given each day, seemed a workable method.for
guiding studeﬁts,in good writing techniques. Almost every day, new pat-
terns were tried. Students were expected to revise their own poems for
the most part. Too few had‘the time to do so, although each one of
their poems, from the shoites% to the longest, was gliven a detalled

critique.

Rewarding Creative Ixpression -To follow the advice of the authorities,

especially Torranc99221 the creative efforts of the students were re-
warded by.printing a booklet containing their poems. Volunteers were
requested for typists, artists, and organizers; an editorial staff was
formed., The entire book was put together by the students of the experi-
mental group using school facilities; Typing and illustrating staxrted

in early December and the book was completed on the weekend of December 20,
It necessarily omitted some of the longer poems of Step XIV. The book
was called Green Roots, symbolizing beginnings in creative expression.

On December 22, copies of the book were distributed at a party and

221Torrance? Rewarding Creative Behavior,
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oandlewlight ceremony within the classroom. Students of -the experi-
mental group wers very proud ef. their achievementa It wes considered
a satisfactory reward for the fr&étrations and difficulties encountered
in orderiﬁg idegé and fitting them into structured patterns, or in
fashioning effective stanza forﬁa'and images in expressing thoughts
and emotions.

Students were asked fér their opinions of the creative writing

progran and these are reported in Appendix C.

Posi-Testing = In the last perled of the experiment, both the control

and expaxiﬁental group rewrote the Poetﬁy Judgment Tests on December 15,
and ahe Teste of Creative Thinking on J&nuaiy 8, 1970. Results wexe
tabulated and cemp&risons made with the September tests to see if there
was any signiflcant increase in poetxyy apéreciati@n or in creative
thinking ability.

In addition to the exeativity and poetry tests, an examination
of the students® prose %riﬁings was made by a committee of four teachers
working within the Sam@,school; The aim was to compare control and
éxp@riment&l groups with regard to originality in prose writings., On
Jonuary 7, students read the short story, “Kiteépw by Somerset Maughamazzz
After diseussing the story in class, %ﬁe studeﬁﬁs vere given a’list of
topics from which to choose. Suggestions for the essay wWere:

(1) show the causes for the failure in the marriesge of Betty and Herberts

(2) show how the spsech of Mrs. Sunbury helps the reader to visualize her;

Semerset Maugham, “The Kite,” Many Minds. Bert Case Diltsz

D BT

and R J. Melaster, (ed.) MeCGlellandarmi Stewart Linited, Toronto, 1963,
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(3) diécuas why Bét%y'&nd Mrs, Sunbury could never be friends;
(&) show how Betty is the real villain in the story;
(5) discuss Herbert's devotion forAflying kites.

The essay was %o be marked out of sixty, with fifteen marks
allotted %é each of the fellcwing‘areasg clarity, liveliness, preci-
sion and @rigin&litye The éommitt@e of teachers met‘prior to reading
the essays to discuss the four facets to be examined and %© establish
as fax és possible é uniform standard of measurement. After discussing
li%eiin@ss of styieg word economy,-clarity and originality, and arriving
at common interpretaticns, semple essays were distributed to thé four
teachers. A r@liabiiiﬁy test found the teachexs to have & corr@%&tion
of 9925@ The’ess&yg were distributed for marking. Within two weeks
the maxked essays were return@é; r@gultg,wéf@ tabtulated, comparisons
were made and mean ScOres détermin@d.in sach area- examined. The teachers
met again with the investlgator to give iheir opinions of the students’
writings with regard to clarity, livelimess of style, word economy and
originality. Through further discussion, it wes found that they were
st111 in sgreement concerning the interpretation of these areas,

- SUMMARY OF THE CHAPTER

Chapter three has attempted to outline in detall the expsri=
mental procedures used in this study. It has described the type and
choice of study groups, the programs. of the. control.and experimental
groups, and the metheds used in eveluating and rewarding creative expres=
sion. It has discussed the me&suxing instruments used in testing the
groups before and after the experiment in creativity. The results of

these tests will be analyzed and compared in the next chapter,



' CHAPTER IV

ANALYSIS OF TEST RESULTS

The data collected from the tésts prior to and after the crea-
tive writing experiment were analyzed to establish bases for testing
the four null hypotheses. The test results examined are in the fol-
lowing oxrder:

(1) Mason-Kendrick Poetry Judement Tests

(2) Pippert Tests of Creative Thinking

(3) prose writings
(4) descriptive attitudé scale
A brief comment is also given on the results of the poetry
writing experience. In all tests, the raw scores were converted to
T-scores; a t=test was run comparing resulis of experimental and control
groups. |
The critical t-value at the .05 level of significance, with
(N=1)= 29 degrees of freedom, is 2,045. This applies to the experi~
nental groﬁp composed of thirty students.
The criticél t=value at the .05 level of significance, with
(N = 1) = 36 degrees of freedom, is 2.021. This applies {o the control
group composed of thirty-seven students.
POETRY JUDGMENT TESTS
The first null hypothesis of this study is:
instruction in poetry writing does not increase the student’s understand-

ing and appreciation of poetry.
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Acceptance or rejection of this hypothesls depended on the results of

the Poetry Judgment Tests,

Pre-~Test: Both experimental and contrel groups were given the Mason-

Kendrick Poetxry Judgment Tests prior to the experiment, The following

are the results of this first test:

TABLE I

COMPARISON OF EXPERIMENTAL AND CONTROL GROUPS
IN PRE=-TEST OF POETRY JUDGMENT

Group Raw Score ’ Raw Score SeDe t-test
HMean

Experimental 542 19,07 2.8

Control 678 18,03 3.9

Inépection of this table shows that the groups were not significantly
different in their pre-tests. It was thus possible to make a fair
comparison between the groups in theix post tests of Poetry Judgment,
The study groups were again tested in December, at the end of
the experiment. The following table shows the result of this post

test.
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TABLE II

COMPARISON OF EXPERIMENTAL AND CONTROL GROUPS
IN POST=TEST OF POETRY JUDGHENT

Group Raw Score Raw Score SeDe t=test

Mean
Experimental 545 18.2 boh
tm =a 163
Control 634 17.1 3.4

In order to reject the hypothesis, the t-observed must be 2.00 at the
205 level, The t-observed, =.163, does not fall within the level of
significance for .05, Consequently, the researcher must accept the null
hypothesis, that training in poetry writing does not increase the stu-
dent®s understanding and appreciation of poetry,

Comparison was also made of the Pre and Post tests for the
experimental and control groups separately, . Table III shows these

resulis:
TABIE III

COMPARISON OF EACH GROUP IN THEIR PRE AND POST TESTS
OF POETRY JUDGMENT

Group ' Raw Score R. S. Mean S. De t-test
E}CPe Pre ’ 542 109 07 298
t= ,238
Post 545 18.2 b by
Cont, Pre 678 18,3 3.9
t= ,0076

Post 634 i7.1 3o
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The t-value for the experimental group is .238. Since the critical
t-value at the 965 level, with (N = 1) = 29 degrees of freedom, is
2;045? the t observed is not significant. The t-test for the control
group resulted in a value of ,0076, A critical t-value at the .05 level
for this group, (N = 1) = 36, must be 2.021. Therefore, the control
group shows no significant difference between the Pre and Post Poetry
Judgment Tests. Because of this, the first null hypothesis must be
accepted,

PIPPERT TESTS OF CREATIVE THINKING

The results of the Tests of Creative Thinking were the basis

for acceptance or rejection of the second null hypothesis:
instruction in poetry writing does not increase the ability to think
creatively,

To facilitate examination of this hypothesis, the following
analyses were carrled out: all raw scores were converted to T-scores;
a t-test was run between the Pre and Post tests of the experimental and
of the control groups; gain or loss was determined on the Pre and Post
tests of each group; a t~test was run on the gain or loss determined.

Table IV summarizes the data for the experimental group.
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TABLE IV

SUMMARY OF DATA FOR CREATIVITY TESTS OF EXPERIMENTAL GROUP

Area R.3, R.S. SeDs T=Score T=3core t-test
Mean Total Hean
Fluency Pre 2212 73,73  19.4 1490 49,3 p
« 068
Post 2282 76,07 28 1511 50,36
! X Flexibility  Pre 880 29.33  5.36 1495 49,8
2 : L1045
o Post 1138 37.93 9.8 1500 50
Originality Pre 1587 5.9  11.2 1503  50.1
t . . =-° 17
X _ Post 1500 50 17,85 1495  40.8
? | .
Fluency Pre 631 21.03 8.09 1402 49,6
=e2628
Post 569  18.97  5.8L 1489 50,06
Flexibility Pre 529 17.63 6.55 1511 50,37 :
-,1282
Post W67 15,57 L,o4 1505 50,17
— | Originality Pre 854 28.5 11.75 1513 50.36
1] { e 0409
3 = Post 751 25,03 13.59 1511  50.43
-
" |Blaboration Pre 380 116 138.1 1482 50,76
. BlL7
Post 3650 121.67 48,6 1523 L49.b
e

Inspection of this table reveals no significant differences between
Pre and Post tests of the experimental group at the .05 level. Training
in creative writing did not seem to increase the students' ability to

think creatively.
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Table V presents the summarized creativity results of the
control group.
TABLE V

SUMIMARY OF DATA FOR CREATIVITY TESTS OF CONTROL GROUP

Area Pre  R.S. R.S. SeDs  T-Score T-3core t-test
Mean Total Hean
Fluency Pre 2555 69,06 37.58 1828 50,06
1.33
Post 3085 82,03 b7.2 1873 Lo, b
— <Flexibility Pre 1097 29.65 12.8 1859 50,24
8 1.7k
kS Post 1364 36,86 7.9 1982 53+ 57
Originality  Pre 1860 50,27 12.35 1879 50,78
- 167
Post 1982 53,57 13 1847 49,92
v
Fluency Pre 892 24,10 6.8 1828 49,5 ‘
.1
Post 631 17.05 5.86 1844 49,83
Flexibility  Pre 769 20,78 5.6 1860 50,08
e 0879
4 Post B3 14,67 L.k 1853 50,27
I""
g Originality Pre 911 24,62 9,03 1861  50.29
op -~ e 00911‘7
& Post 812 21,94 7.45 1860 50,27
Blaboration Pre 3977 107.49  111.2 1855 50413
-, 0394
Pre 4136 111,78 bg,75 1852 50,06 '

Iixamination of these results reveals no significant difference between
Pre and Post tests of the control group at the .05 level. The prescribed
curriculum study did not seem to increase the students' ability to

think creatively.
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The gain or loss between pre and post tests was determined
for each group. Then a t=test was run on the resulting scores.

Table VI presents a record of this analysis,

TABLE VI

COMPARISON OF EXPERIMENTAL AND CONTROL GROUPS
ON GAIN OR 10OSS IN CREATIVITY TESTS

Area Verbal Figural B
Fluency t= =3.96 ‘ t= 692
Flexibility t= ., 50 o= ,329
Originality t= =104 t o= 1.34

c—!—.
f
£

R
(@]

Ilaboration

inspection of this data reveals a significant difference in the area
of elaboration of ideas, at the .05 level., However, this result is
insufficient to Jjustify rejection of the second hypothesis. Conse-
guently, the second null hypothesis, that training in poetry writing
does not increase the student’s ability to think creatively, must be

accepted.
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EXANMINATION -OF PROSE WRITINGS

‘ The third hypothesis stated in Chapter I was:
training in poetry writing does not develop originality in prose writing.
Acceptance or rejection of this hyp@thesis_depended on the evaluations
made by a committee of four teachers examining the prose writings of
students with regafd to clarity.of expression, liveliness of style,
precision or word economy, and originality@‘ Each area was scored on
fifteen, giving a possible total of sixty.

The reliability of teacher evaluation was determined by cor-
rection of four sample papers. After discussing the meaning of the
four areas under consideration, four papers were givén to the teachers
for marking., A rank scale was used in making a comparison of the
narks given., Table VII summarizes the results of this trial marking.

TABIE VII

CORRELATION COEFFICIENT FOR TEACHERS® MARKING OF PROSE WRITINGS

Student TE A CHETR S
1 2 3 L Total Mean

1 Lo 51 L5 175 bk

N

29 31 28 120 30

39
32
3 35 39 36 34
Iy 28 32 3 30 124 31
-

(A rank scale was used) . zégr B ’12 = +.025
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The coefficlent of concordance, +.925, indicated that this committee of

teachers could be used in evéluating the prose writings of the study

groups, since there was a correlation of +.925.

Within two weeks, the sixty-five marked papers were returned,

Scores were recorded and the mean was found fer each of the four areas

under examination, as well as for the total of each essay. A t=test

was run between the experimental and control groups to determine sig-

nificant differences, Table VIII gives a summayry of these results,

TABIE VIII

COMPARISON OF PROSE WRITINGS

OF EXPERIMENTAL AND CONTROL GROUPS

T=Score ,
Raw Score 3. D. T=Score Mean t=test
Clarity Exp. 290 1,8 1514 50,5
1805
Cont. 353 1.7 1855 50.2
Iiveliness Expss 252 1,55 1486 L9, 5
. 002
Cont. . 300 1.41 1843 49,8
Precision Exp. 257 1.3 1492 b9.7
=, 05857
Cont. 300 1.23 1845 L9,9
Originality  Exp. 264 1.6 1500 50,1 -
Cont. 287 1.46 1844 48,5
Total Exp. 1047 5.6 1706 56,9
1.387
Cont. 1233 25.83 1806 48,8
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Once again, the inspection of this table reveals no significant dif-
ference at the .05 level, Hence the null hypothesis, that training in
poetry writing does not develop originality in prose wfitingg nust be

accepted.
COMPARISON OF ATTITUDES

A fourth and final hypothesis was:
training in poetry writing does not affect student attitude to the
Bnglish course in general.

Acceptance or rejection of the final hypothesis depended on
a descriptive attitude scale. Also considered were the oral and written
comments of the students. These student responses were obtained
during an interview between the groups and a professor from the Uni-
versity of Manitoba. A sample of the attitude scale is given in
Appendix G, A summary of the professor’s interview is also recorded
in Appendix C. The possible total for the attitude scale was 49,
Table IX gives raw scores, mean, and t-test of the attitude scale
results.

TABLE IX

RESULTS OF ATTITUDE SCALE FOR EXPERIMENTAL AND COWTROL GROUPS

Raw Score Mean t-test

Experimental Group 1052 35,06

543
Control Group 1186 32,05
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No gignific&nﬁ,&iff@rene@ is @bser&eé at the .05 level in the comparison
of the scores of the att %&d@ scals.. Oﬁly in the students® oral and
written comments is there a considersble difference in attitude betwesn
the groups. Some of the written responses chiained ty the reseaxcher

and by the interviewer are recorded in Appendix C,

EXAMINATIOR OF POETRY WRITIEN RY THE EXPERIMENTAL GROUP
Foxr most of the students in the‘exper&m@ntal group this was

their first exp@rieﬁc@ in poetry writing. In the opinion of the re-
searcher the poetry zésult@ during the four months’ experience varied

- from poor ﬁe excellent. In December, ﬁh@se whese poems had beaa Judged
of mediocre guality earlier, showed imagination and originality. Sone
who had b@@ﬁ sucecessful in the rhymed verse found difficuliy in fyee
verse writings. On the other hand, sone st&d@ﬁﬁs who had not besn
satisfied with thely compositionms in the rhymed sections, %ere successful
with free verse., Students admitted thét creative writing forced them
to think and to be careful of woxd cholce. The use of the dictionary
becane & habit for the ex@erimental group. As the weeks passed the
students grew skilful in the use of poetic devices, of concrete imegery
and symbolism. Even éfter the experiment, students continued writing
during their free time. They presented iheir éomp@&ti@ﬂs‘for appreciation
and criticisn.

Samples of the students® poetry writings are recorded in

Appendix A,
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SUMMARY

This chapter has analyzed a summary of the data collected
during the experiment., Comparisons of test results have shown no
significant difference at the .05 level. Only in the verbal attitude

of the groups to the regular English course was there a contrast.




CHAPTER V

SUMMARY AND CONCLUSIONS

The &?eciﬁic purpose of the's%uéy was to answer the folleowing
guestions: | |

1, does training in poetry writing lead to a deeper under-
standing and appreeiatién of poetry?

2, does training in poetxy ériting develop the student’s
ability to think creatively? |

3 does instruetiaﬁ in poetry writing increase originality
in prose writing? | | |

k, doesvtraining in poetry writing influence studen£ attitude
to English literature in general?

In proceeding with the @xperim@ﬁtg a cavreful record was kept

of the procedure, of test results, of findings and conclusions.
SUMMARY OF PROCEDURE

In the poetry writing experiménta the progrem for the experi-
mental gréup consisted in:

(1) preseribed plays, novels, short stories

(2) bazic techniques of peetry

(3) additional poems by Canadian writers

() lessons and exercises in poetry writing

The progran for the control group consisted in:

(1) prescribed poems, plays, novels, short stories
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(2) vasic techniques of poetry
(3) debates, informal discussions

(4) projects, research, formal discussions,

Information was gathered through the following:

(1) Lorge-Thorndike Intelligence Test

(2) Mason-Kendrick Test of Poetry Judgment

(3) Rippert Tests of Creative Thinking

(4) descriptive attitude scale
(5) oral and written comments of students

I3

Four null hypotheses were formulated:

(1) instruction in the writing of poetry does not result in
a deeper appreciation and understanding of poetry:

(2) instruction in the writing of poetry dees not increase
ability to think creatively:

(3) training in poetiy writing does not develop originality
in prose writing; |

(4) training in poetry writing does not affect student attitude
to the English course in general.

Testing of the first hypothesis was based on the data accunu~

lated through the Mason-Kendrick Test of Poetry Judgment. ' The experi-

mental and control groups were tested before and after the treatment.
T-tests were run comparing Pre and Post tests of both groups.
Testing of the second hypothesis was based on the comparison

of the Pre and Post Tests of Cregtive Thinking. Groups were compared
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on the gain or loss of Pre and Post tests.

Testing of the third hypothesis was based on the essay cor=
rections made by a committee of four teachers. In examining the essays,
the teachers paid clese attention to elarity, liveliness, precision,
and originality of expression.

Testing of the final null hypoﬁhesis was based on a descrip=
tive attitude scale and on oral and written comments of students during

an interview with a Univerxsity of Manitoba professor.

SUMMARY OF FINDINGS
The evidence obtained through study and comparison of the
data can be summarized in the following manners

(1) the examination of the Test of Poetry Judgment did not

reveal any significent difference to permit rejection of the first
null hypothesis;
(2) only in the elaboration of ideas was there any significant

difference in the Tests of Creative Thinking;

(3) no significant difference was evidenced in the coﬁpariscn
of essay results to warrant rejection of the third null hypothesiss

(4) no significant difference was observed in the group
scores on the descriptive attitude scale;

Only in the oral and written comments did the students of the
experimental group show a marked diffe%ence in attitude towards the
English course.

Consequently, all four hypotheses must be accepted, since no

significant differences were evidenced to justify theix rejection,
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Although the poetry written by the experimental group cannot
be analyzed statistically, the value of the experiment can be judged

by the reader on the basis of the poems recorded in Appendix A,
CONCIUSIONS

On the basis of the foregoing evidence the following conclu-
slons were drawn:

(1) ﬁﬁe four months’ eXperiment was too limited in time; it
should have extended over an eight month period;

(2) lengthening the experimental time would have diminished
the fatigue resulting. from close periods of intensive testing;

(3) it is possible to train senior students in the art of
poetry writing even though they may never before have written a poem;

(4) much more research is needed in the area of creativity
neasurements at the high school level; it is possible that different
types of poetry judgment tests or tests of creative thinking might

have indicated significant differences at the .05 level.
IMPLICATIONS FOR CLASSROOM PRACTICE

For teachers wishing to implement this outlined creative
writing program, it is necessary to list certain points that were kept
in mind as essential to the poetry writing experience. The following
points evolved from the review of the literature on creativity and
on poetry writing as well as from classroom experience during the

study:
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(1) provision of a creative envirornment through respect for
students® ideas and flexibility in teaching methods will set the stage
for creative development;

(2) enthusiasm on the part of the teacher is essential to a
creative writing program;

(3) the teacher of creative writing must be attentive to the
needs and interests of young péople;

(%) students should be encouraged to play with words in
varied ways; this 1s a beginning in creative activity;

(5) the teacher of creative writing must not be shocked or |
dismayed at the student's frank expréssion of his emotions, thoughts,
feelingsg and experiences;

(6) vooks and textbooks are simply instruments for stimulating
thought and for improving expression; rigid adherence to a prescribed
curriculum prevents the growth resulﬁing from students® initiative;

(7) blocks of free time should be included in the student’s
schedule to allow time for pursuing interests and curiosities without
being tested oxr evaluated; this will furnish jdeas for the writing
sessionss

(8) pictures, books, designs, field trips, will do much to
awaken the creative thinking of students;

(9) the censorship role of the teacher must be restrained long
enough for a creative response to occur;

(10) the student who is courageous enough to voice his convice

tions should be praised; this does not mean encouraging misconduct;
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(11) creative procedures used successfully by one teacher may
not necessarily be effective with another; each teacher must experiment
within his or her classroom to find the creative techniques that will
most efeectively develop the inhexent gifts of his students:

(12) the teacher of creative writing must have a deep faith
in the wealth of student potential; young people are capable of much

s ' more than they realize, of much more than is requested of them, of

much more than they, too often, wish to admit.
IMPLICATIONS FOR TEACHER=-TRAINING

As a result of this study, several implications seem appro=

priate for the three major areas of teacher-training:

Pre-Service Training - Those in charge of preparing future teachers of

Language Arts might glve considerations to the following points:

(l) acecept into teacher-training those who have héd experience
in creativitys;

(2) make intensive studies of children's writings in order to
develop simple methods of evaluating that do not arrest creative
response;

(3) alter exlsting courses in child and adolescent psychology
S0 that more emphasis is placed on the development of creativity and on
the causes of inhibited creative devel&pment such as shyness, awkwardness,
sullenness, low intelligence quotient, or deep emotional problems;

(&) move emphasis in oral and written expression from correc—

tion of technical errors to the value of the ideas belng expressed;
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(5) give basic information regarding simple creativity measure-
ments s
| (6) inform student teachers of techniques for developing posi-
tive teacher-pupil relationships;
(7) encourage exéerimentation with the curriculum; projects
mighﬁ be orgahized on the development of original, imaginative teﬁhw

nigues of teaching a poem, play or short story.

In=Sexvice Training - This area of teacher-training involves a larger

number of individuals than those enrolled in Facultles of Education.
In=gervice training is for ail teachers active in the profession., From
graduation to retirement, teachers should attend lectures, conventions,
workshops, seminars, group studies, in order to keep abreast of what

is happening in the educational world. In the Language Arts area these
workships and seminars might be organized on a regional basis. Super-
visors or teachers capable of leadership might become aware of teachers
using creative techniques in poetry or prose, of teachers who are suc-
cessful in imaginative programs involving somé area of the English
curriculum. Intensive périodé of retraining might be organized. In
this way, other teachers can be inspired to initiate new and original
teaching methods. A myriad of creative projects can thus be implemented

into the curriculum.

Professional Service - The service rendered to teachers through the

university can include or broaden already existing courses such as:

(1) Creative Writing in General: - this would give teachers
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expsrience in creativity and meke them more ready to attempt a creative
uriting program in their classrooms; one can more easily teach what
one has alrsady attempted;

(2) Poetry Study and Compositiens - this would be a combination

of study and writing; it would give first-hand assistance to teachers
willing to implement a poetry writlng program;

(2) Young People’s Literature: - this is already offered Dby

some universities,. and concentrates on the literature of senior students;
with such a course, high school teachers can make an intensive study
of the novels, plays, p@gtry hooks suitable f@g their students; such
information is‘valuable for teachers impleménting & creative writing
programs

Universities might initiate and combtinue to énc@arag@ innovation
of programs encouraging creativitye T@aehers could be asked to suggest
the development of such a program, to form 2 paychol@gical rationals
for the idez, to &etermin@ how the idea might be tested, and the
consequences, if found valid. This could bs applied to any area of the
Ianguage Arts program. In this way, teaching methods and materials
fostering creative growth would be developed and made avallable for

use in classrooms,
IMPLICATIONS FOR FURTHER RESEARCH

Researchers quoted in this study have defined creatlviiy, and
have describsd metheds of developing it im individuals; they have listed
the conditions necessary to the development of creativity as well as

the means of measuring it. Even the effects of creative development
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have been described. However, further research is needed in the fo‘l‘==
lowing areas:

(1) process of creativity: - too many students and educators
still believe in Plato®s interpretation of creativity, namely théﬁ it
is "inspiration," a privilege of the special few; too many believe that
much free time is always necessary to the creative production and that
nothing valuable can be created under pressure; the development of
creatlvity needs to be examined in detail; research must bring about a
precise and complete theory of creative learning;

(2) creative writing programs: - this study has concentrated
on one aspect of creativity, the creative writing of poetry; it has
developed a graduated procedure for training students in the skills of
poetry writing; more studies need to be conducted in this area to per-
fect this program, to test it on a longer range basis: similar programs
could be developed so teachers‘could use them in their classrooms;
other programs might include the writing of plays, short stories and
novelettes displaying imagination and originality;

(3) measures of creativity in general: = much more research is
needed to obtain information on the reliability and validity of existing
tests; the present instruments must be examined and evaluated to deter-
mine theilr applicability at the senior high level;

(&) measures of poetry judgment: - more and varied tests are
needed in measuring poetry Judgment and appreciation; at present, there
are very few to choose from:

(5) effects of creative development: - the effects of creative
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development must be further studied; it is simply aﬁ assumption thaf
finding and developing the creative potential of children will produce
happy and well=balanced adults; included in this is the assumption
that the creative writing of poetry will help young people de?eloP
their imagination and become literate adults; this assumption has not

been tested empirically on a longtitudinal basis,

It appears necessary for researchers in the field of creativity
and educators interested in the development of the whole child to work
together to develop techniques and methods that will help a larger
nunber or people develop more fully and thus reach a higher level of

dignitye
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PROGRAM FOR THE EXPERIMENTAL GROUP

I, Preparatory Exercises:
. Source of Themes:

Stimulating Questions

Definitions Poetry on Curriculum
Review of Figures of Speech
Review of Rhyme and Metre Canadian Poetry
Single Word Imagery
Single Line Imagery Characters in Plays and Novels
Abstract Concepts
Rhythm in Words and Lines Surroundings
I, Simple Formse Personal Experiences
Dylan Thomas Portraits Hodern lMusic

Ezye Pound Couplets
Canadian Iandscape

111, Form Poem

Nature
IV, Optic Verse
Death
V. Syllable Poem
Hax
¥I., lanterne
Seciety
VII, Japanese Foxrms: '
People
Haiku and Tenka
Faith
VIII. Woxd Cinguain
Syllable Cinguain Love
IX. Simple Rhymed Poetry: - Art

Couplets, Quatralins
P s @2 Progresgion of Evaluation:

Xo Iimericks
I, General Class Judgment

XTI, Advanced Rhyming Poetry:
II. Comparison of Variocus Peems

Ballad, Sonnet
IIT. Personal Assessment

A1X. Free Verse
IV. Constructive Criticisn

XIITI. Experimental Forms of Teachers
XIV. Advanced Hriting:

Free Range
Use of Symbolism



135

SAMPIES OF STUDENT POETRY

EXPERIMENTAL GROUP

STEP I - PREPARATORY EXERCISES

Definitions

My room ==
¢reasure chest of thoughts,
tears
and
laughter.
(Dee Dee)

Independence ==
the ability to declare
one’s conformity.

(Yarsew Fatts)

Hon=Conformity ==

the ability to look exactly
the same as all the others

and still
be diffexrent.
(Gotch)

Habit ==
cobueb
becoming
e
X=Q=P=Co
(Frenchie)

One line Imagery

Resemblance

On the faces of many students
rested about as much
enthusiasm
as on the features
of a tired camel.
(Tuktoe)

Iife ==
a desert land
with few oases,
(Marquis de Plume)

Curiosity ==
a ball of string.
(Norman)
Wishing ==
the feeble man’s ticket
‘o
nowhere.
(Midas)
Ideals ==
quickly tarnished gold.
(Norman)

Homework e=
ball and chein
on my mind,
(Marquis de Plume)

The road was as straight
as a pretuzel
after
doing the twist.
(Mudd)

The ghostly moon rose ==
like a midnight phantom

wrapped in her hazy
shroud

(Gap)
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STEP II = SIMPLE FORMS

Dylan Themas Portraits

Did you ever see a woman-watchexr?
Goggle=eyed, tongue-hanging,
Mouth=-watering, and leg-inspecting.

(Ally)

Did you ever hear an ocean?
Insides=growling, heart-s-pounding,
hair=-a~ness. '
(Tuktoe)

'Did you ever see a school teacher?
Beady=-eyed, sharp-tongued,
Haxrd=hearted, sugar-coated.

(Norman)

Did you ever see a fire hydrant?
Black-topped, auto=seducing,
dog=populated.
(Juan Rodriguez)

Did you ever see a teenager?
Rip=rollicking, gum=chewing,
door-slarming.
(Dee Dee)

Did you ever hear a high school?
Iocker-slamming, books=dropping,
Feet=scurrying, laughter-ringing,
pep=rallying.
(¥ini)

Did you ever see a guitarist?
Finger=flaning, head=wagging,
Shoulder-twitching, face=frowning.

(Noxman)

Did you ever hear a trumpet?
Earesplitting, nerve-racking,
anger=stirring.
(Penelope)
Did you ever see a baby?
Fussily-kicking, lovably-innoccent,
Unavoldably-wetting.
(¥illiam Sheeffers)
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Ezra Pound Couplets

A cactus plant in a vose bed;
A mother=in-law with a newly-wed couple
on their honeymoon.

(Tempo)

An individual on this earth.
A needle on an evergreen tree.
(Luke)

Birds flying south for the winter;
Seattered thoughts finding a resting place.
(Dee Dee)

Coaching a volleyball team;
Directing ants on a picnic raid.
(Mudd )

A short person holding onto the top bar in a busg
A monkey dangling from a tree.
(Frenchie)

Women with red lips and polished nailss
Vampires who have Just finished dinner,
(Tuktoe)

A flask-waving fan at a football game;
The blood=thirsty Roman in the Colosseum tier.

(Gap)

 Giraffes standing in a harren field;
. Man reaching towards eternity for a
goal.
(Tuktoe)

A man struggling to success;
A fullback charging up the gut
Yith no blocking
to gain two yards.
(Goteh)
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STEP IIT - FORM POEHM

TOTAL EXTRACTION

GREETED, SEATED, ATTENTIVE,NERVOUS,
CALIED, NEEDLED, BERUMBED,
EXAMINED, TORTURED, CRUNCH, TOOTHLESS,
SORE, UNCONSCIOUS, DENTURED.

(Frenchie)

Basketball

Team, jump, run, block,
Foul, shoot, nmiss,
Rebound, score, point, clock,
Crowd, angry, pout, hiss.
(Mudd)

The Earthworm

Wriggle, jiggle, squiggle, squirm,
Tunnel, burrow, hole,
Stamina, steadiness, persistence, firm,
Useful, helpful, drole.
(Harsaw Fattis)
CAHCER

CIGARETTES, DOCTOR, IUNGS, MALIGNANT,
HOSPITAL, GLOOM, DOCH,
OPERATION, THIN, WEAK, UNSUFFICIENT,
BREATH, DEATH, TOMB.
(Ally)
Cat and Ivs Prey
Sight, hide, plan, prepare,
Hunch, smparl, hiss,
Approach, spit, conceal, stare,
Chase, pounce, miss,
(Katerina) Baking a Cake

Flour, salt, bakingepiwder, sugar,
Vanilla, milk, egg,

Mix, oven, odor, hunger,
Dinner, master-piece, plague...

LINEMAN (B, James)

CROUCH, TENSE, READY, SPRING,
CRACK, SHOCK, FALL,
STUMBIE, STAGGER, HURT, STING,
FUMBLE, POUNCE, BALL.

(Gap)
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STEP ¥ = SYLLABLE POEM

HAPPINESS
LOVE!
Beex ' ‘
Whiskey S A bud
Rum and Coke A flower
Make us feel good One in full bloom
If this is so true This 1is happiness
Then why do men Then it withers;
When happy And scatters
Always : To seed-
| . ry? Griefea ]
S (Johmmy Cash) (Frenchie)
LIFE N0)4
IS BUT CHRISTMAS
A STREAM OF EVE, RUSHIKG
PEPSTI AND CHIPS FALLING SHOW, PEACE
AND HAMBURGERS TO DECORATED TREE
EAT, MAYBE = FOR CHURCH, SANTA CLAUS
A SODA HAPPINESS
JERK . CANDY .
(Atom Ant) TRUE?
, (Ally)
STEP VI = LANTERNE
Dad School
Never Finished
Has the time Come on world!
To take HMom out What & place...Yeahs
Sa«de Crye (-]
(Tempo) (Marquis de Plume)
b ®Boozes ' Smoke
el Enjoy? Player’'s
Does not harm.” ‘ lots of fun
“Tiar! You're a Enjoy while you caneoe
Drunk?® _ Bye?

(Johnny Cash) (Marquis de Plume)
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STEP VII - JAPANESE FORMS

Haiku

They all lavghed at me
Just for trying o be me
Now == I°m someone else. ' Death
(¥illiam Shaeffers)
Now that you have gone,
All mankind looks up to you,

What would it feel 1ike : No one did before,
To utter the word, “Mother," (E. James)
If only I knew,
(Tuktoe)
Words
Teaching all the time
Only %o turn searching eyes Hords, sherp as a blade
tway from beckoning trees. Cut deep and leave a wound
(Juan Rodriguez) That may never heal,
‘ (Dee Dee)
The dictionary
There you can £ind happiness :
Without working for it. Autumn
(Frenchie)
Autumn leaves falling
Winter is on the warpath
Red dxrops on every tree,
11.15 (Dee Dee)

To Physics I go
Only to smell onion soup
From the Home-=Eec class.
(Juan Rodriguez) Day dream

Hhen the clouds float by
. ‘ I notice myself drifting
Second Spring In dreams of color.
(1idas)
Autumn, beck again
Bright hues of red and orange
If only Spring would follow,
(ally)
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Tanka
Cne of Many , " Tsh® Tsh®
Taunted, he begins Iong bomb to the end,
In a smoke=linked brotherhood Seventy yards he galleoped
"He finds complacence Before a half-=back
Till the fruit of his habit Forced him to see some bright stars
Is reaped, ="It's lung cancer, Joe.” Quickly stopped & sure winner,
(Gap) (Gotch)
Live Today Ny Integrity?
You spend all your time University?
Fretting about your future lectures, seminars, essays
Youve asked the question To get your degree
“What is my big goal in life? Hill that paper make you Man
But, you're failing the present, Or Fraud the rest of your 1ife?
: (E. Janes) v (Montag)
Escape - Children
What is the meaning Short, fat and chubby
Of all birds flying southward ' Thin, tall, lean and in between
Simply for a change? Prancing off to school
I can®t really understand Merrily and with no cares
¥hy they can®t face 1ife right here? Ah! If only I were they!
(Midas) : (Ally)
A Hish ' Necessity
See the car speeding Eat, drink, be meryy,
Over hills and over curbs But -~ someone forgot the smokes
Flying through the air You cannot die right
I ask myself many times Iacking signs of lung cancer
¥hy can®t it be my Corvair? Or at least some bronchitis.

(Johnny Cash) (Gotch)




143

STEP VIII - WORD CINQUAIN

Adolescent
Tall, athletic
Argues, fights, shouts
Irrational, stubborm, yet friendly
Inmature

(¥illiam Shaeffexrs)

Boy
Professional pest
Joking, sarcastic, stinging
Criticizes everything in sight

Ham,
(Yogi)
Allce
Beautiful, quiet
Pondering, talking, smiling
Nice kid to know
Unavailable,
(Johnny Cash)
' Suzie
Pleasantly plump
Humorous, cunning, authentic
4 book of jokes
Gﬂcmzyn
(Katerina)
SYLLABLE CINQUAIN
Hillside
Quiet, away A cry

Good place to write poems
But it is also a great place
To drink

(Johnny Cash)

Corners
Are abundant
There®s one for each two walls
No one wants to be a corner
I don’t
(Johnny Cash)

A sleepless night
A room full of diapers
Yet all this is the beginning
Of joyw.
(Dee Dee)

Soldiers
Died for nothing
Yhen will men be wiser
Society®s no better than
Before
(¥illiam Shaeffers)
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STEP IX -~ SIMPLE RHYMED POETRY

Couplets

Slicing and spinning and turning = a winner
No one knows she is also a sinner.
(Curly Waters)

I lay my cheek against cold stone
And knew what it wes to be alcne.
(Noxrman)

He brushed his knuckles on hex
shameless fsces

She left the next morning without
a trace.

(Tempo)

Among the cigarettes and peppermint creams
Await the dope and passionate dreanms.
- © (Mudd)

The l1little bed-bug so cheerful and bright
Is very happy when we turn off the light.
(Midas)

The heart of mother piexced by me
Broke in two but I couldn’t see.
(Norman)

Suddenly in the mirrvor my face assaulted ne
I knew deep down I°'d never again be free,
(Tempo)

From where I sit I see the stars
And silently wish I was on Mars.
(Norman)

I°11 find me a wife and a good one too
But = if I don’t find one, a bad one
will do.
(Harsaw Fetts)
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Quatrains

Tell me won®t you who you are
Riding smugly in your cax
You really think you®re a modern ged I took a day to search for God
Tempting chance with your hot rod. I found him buried in the sod
(Hini) Ten thousand men were on his head
lavghing, cursing, "God is dead.”
(Xaterina)

I hear you're a pretty hot chick

You really go for the brew

So come on let’s make a flick

And have a brew or tWo. He to You

(Antoine Roguentin)

Ch, come my love
Come fly with me
For we like doves
Hill live tax free.

Hill You Be Mine (Tempo)
Although I think your hair’s too short Oh please understand
T veally think you're quite a sport I°m trying to be fair
If you come with me to play I can't marry a man
1°11 make you happy every day. Living on HWelfare,
(Yogi)

And even if you cen’t quite cook
A1l it takes is one goed look

To see that youre the kind of girl
That I would like %o give a whirl.

If you come to stay with me, Switch
e will have a large family,
But if your Mother comes as well I guess the time has come

1911 tell her, “Co straight 10 Heool" To find a cock and maid
To replace my dear 014 mum

So please do come and marry me, So please come to my aid.

I love you so, can't you see

So please write and tell me, do I am sorry I cannot

That you will be my lover true. For cooking'’s not my bag
(Noxman) . I%d stay in the kitchen to rot

And end up being a °‘nag.®
(Monteg)
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STEP X = LIMERICKS

There was once a young man from Yale
Whese mental perception went stale
And when he got high
He felt he could fly
But he’d wake the next day in jail.
(Yogi)

There was an old lady from Troas
Hho feeded herself with bananas
She returned from a feast
With the looks of a beast
And her stomach the size of a stoa's.
(Domino)

There was a young farmer called “Picker”
Hho tilled the soils out in Richer
¥hile working one day
He fell into some hay
Now Picker sure is gquite an "itchexr.”
(Varsaw Fatts)

There was once a young man from L. 4.
Whose draft board had given him a day
W¥hat they didn’t know

Has that he then did go
To Canada, faxr far away.

(Yogi)

I°n doing my best to annoy her
I think I might even destroy her
Her fate will be worse
Bhen I throw in the curse
&nd immerse her into the boiler,
(Varsaw Fatts)

There was once a young man from Detroit
%bo decided to go and exploit

His trip was a flop

He was stopped by a cop
Now they’re treating him as would have

mud 0
(Yogi)



STEP XI =

Sonnet
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ADVANCED RHYMING POETRY

Soclety®s Cast=0ffs

Deep within tempered steel of he who 1s lanme,

Echoes the agony of life’s distance gone,

The continmuous silence of the dumb is loud yet the sane,
Smiling laughter from him - is a friend you have won.

Attalining and holding the attention from one who is blindg
Is to painfully see with eyes held tightly shut.

- Recklessly, uncaringly, spurning the unsetiled mind,
Is to weld and inflié¢t a deep and unhealing cut,

Not listening to words spoken from those who are deaf,
Is to hear the unheard and troubles they inevitably own.
To disrvespectfully throw away crumbs which are left,

Is ©o nourlsh, not starve the worldly hunger moan.

To be able to know, to feel, to hear, and to see
All is asked is to be a member of humanity.

Ballad

The moon was of a silver bright,
The lake was calm and still,

So Tom went fishing late that night
Without awaking Idl.

The baxrge slipped silently along

The water was so blue.

He hoped that nothing would go wrong,
His fishing vred was newu.

Yhen he had rowed out for a mile
And without westing time,
He started practising his style
At casting out his line,

He knew that something wasn't right
For gloom was in the alr.

(¥illiam Shaeffers)

Ode 0 a Green Momster

Up from the sea there came in sight
A monster with green hair,

On seeing such & dreadful ness

Tom®s panic stopped him cold. ,
The monster smiled down at this pest
He knew Tom was not bold.

‘Said he to Tom, "Please don’t be scared

I'm only having fun,
Green is the color of my hair
For I°m a vegetarian.”

S0 as Tom sat there in his cxaft,

" He saw the ugly thing

Throw back his head and with a laugh
Dive down with & mighty spring.
(Yogi)
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The Ballad of Siggy and His Friend

"What a formidable man he isi®
Remarked all his friends

“Really a fine man true and true,
The first to make amends.”

Sitting in the pub all day \
Practising his skills

Siggy sipped an ale or two

Yhile munching on some dills,

Meanwhile gamblers made their bet
Ignorant of Siggy®s peer

After all, not everyone

Could down a hundred beex.

Needleés to say it was quite a challenge

But who onsarth would try?

Houwever, a fellow appeared and said,

“Nobody can drink like If"

Having hesxd of Siggy’s talent
And out to make a buck,

This odd new fellow soon remarked,
®I%d like to try my lucks”

At six oc¢lock the two began,

By eight they drank each thirty,
In twenty more the challenger sald,
“Man, I sure was thirsty.”

Astounded onlookers deemed it right
That & new champ might be chosen,
For after seventy it did appearx,
That Siggy’s face was frozen.

The contestants remalined very quiet
Belching here and thexe.

Hitnesses calmly raised their bets
Some stepped outside for air.

By eighty beer both men were blue,
By ninety they were green,

By ninety-nine as you may guess
The pub was quite a scens,

“"Just drink two more,” everyone shouted
"The record will be brokend®

And as thie two men drank their last,
Hexrdly a woxrd was spoken.

Next morning the place was quite a mess
As the trash truck drove to the door
Just think of the time it tock to pick
The pieces from the floox.

(Warsaw Fatts)



STEP XIT =

I liked
not only to be loved
But to be told that I was loved
The realm of silence
is large enough
beyond the grave.
(Red)

Hope

The spark of enthusiasm
lighting faces of the few
scattered scholars
shone like a welcome beacon
in & dark dreary sea
of disinterest.

(G&p)

Beauty

Curved pulsating flesh
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FREE VERSE

Storm at Sea

The poor 1little ship
was being tossed about
As if Davey Jones was heartily
ping-ponging
the HoM.S., Goodluck
for a re=serve.
(¥411iam Shaeffers)

Extremss

The most beautiful word is

*Love®
The most bitter is
®Alone®
The saddest is
“Forgotten”
(Red)

Fleetingly swaying across the pavement
Iaughingly stalking for all men’s eyes

To wateh with awe and dream =

IT

The most beautiful thing I°ve ever seen

Was a palr of unnamed legs.

(#illiem Shaeffers)

4 Hin

Like being showered with flowers

Like having a hundred girls gather arcund and kiss you

Statesmen hate it,
Schoolboys hate it,
The women and girls
DESPISE 1%,

1t's not & bomb, nor & monster;

Just en ordinaxry,
everyday
Pimplee oo
(Johnny Cash)

Like that moment clothing itself with infinity
People subordinate themselves to the alnighty victox
A man may be rude and yet loved for it.

Vietory
is so sweet.
(Antoine Roguentin)
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Bit of Ioveliness

I peexed over
The long streteh of glittering water
A dark sheet hung like a yoyo
Over this heavenly scene ==
The smooth=flowing waters
Of lake Manitoba
Symbolized all the beauty
Of this eaxth.
(Chicken Man)
Love

In the beginning
Iove Tlutters inte the heart

Like a gay butterfly.
: On Those Big Philosophers

Then as time advances

Love grows till it has If I should give the reason why
Swept the heart I laugh or ecry just when I do,
In a rushing tide, My answer would be but a blank,

: For I have known men to dissect
If love is blind Their brains, hearts, minds and soul
In the beginning, , Then call themselves philosophers,
In the end, it will see Brilliant doctors, psychiatrists,
And run like a fleeting deer, I°d rather live and laugh and ery

(Tam Dun) Enjoying life, mot killing it.

(B, James)

Why?

Lest ysar, school was a changing
challenging novelty

A meeting of new psople, different people
‘beautiful people,

A new trial for my principles

ideas and thoughts. That Slap
But this year, I have to admit He looked at his mother
It is a drag, a slowemoving world with a tear in his eyes.
of balls and chains. She®d never done that before
The plercing sting on his back side
Did the school change or did I? © was still there
Maybe psychologists can explain He could still remember
or school councilloxs her upraised hand
or maybe, just maybe.o. her flashing eyes
Myself... her pressed lips
(Marquis de Plume) and

the broken vase,
(Tempo)



. Ainless
She roams the streets
in seaxch of love
cheap unhappy, physical love
Her painted face is shameless
hexr bleached hair
has declared war on shampoo
Around her neck
dangling, noisy jewelry
is like a warning bell
Her shoxt, tightly=-fitted dress
betrays her every move
Starved men follow hex
She turns to them and smiles
stops at a nearby bax
t0 be bought a drink
then proceeds t0 her small
dark, small room
the cdours of fifty cheap perfumes
of cooking fat, and sweat
Next moruing, she roams the strests
in search of love
cheap, unhappy, sick love.

(Tempo)

Soul Music
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Born loser

King Cobbled Stone of Dirt

He rode his pride with dignity
With cans of beer and bottled dope
He longed for Freedom’s ear.

His friends all knew him for his ganme
For no other like him did exist
Scarred by 1lives of many others

He was leader of them all,

With cycle boots and Jacket here
On Sunday = hangout
With ear toned to record box and
thoughts = if only heard, would
kill

His fame and fortune did he show

While life existed by his side
A real winner of his pack
but on his grave was
“Born
to
Lose,"
(Katerina)

Dear God, why is it you cannot hear the mournful notes

of my heart strings?

Is it that the music is not loud enough?
Or perhaps it is not the kind of music You would like to hear?

Dear God, I know that I am not a gocd composer
But the music comes frem the depths of my soul
Its haunting melody reflects the turmoil, the uncertainty

A "left alone” feeling.

The notes, =

The whole note=-
The halfenocte=-
that You see,
The quarter-note
Are all mine, of my own being
That T cannot change.

Dear Ged,

the lazy, shiftless, person I am,
the ambitionless, half-hearted adolescent

== the quick-tenpered, sharp-tongued me..

It is my Lkind of music...Plezse take time to listen to itd
(Dee Dee)



152

STEP XITII - EXPERIMENTAL FORMS

The Teenager

What is happening 10 him?
He blames,
curses
complains
rages
about the injustice
© of mankind
Can ohe blame him?
Teachers
Cops
Parents
Councillors
pounce on him
ETERNALLY
Where
should he turn?
Iife is but & broken
chain
of strange happenings
Hhere
is the missing 1ink?
Hill he find it
before it is too late?
(Chicken Man)

Junkie

A small inadequate shadow of man
A veritable chameleon, no figuxe,
no face

A man alone - dejected = forlorn
One could easily say of him

“The rougher edge of life,”
Slouching, crawling, hiding
Amidst the city’s stinking slinme
Free - unshackled

A celd and heartless man
His one great love

The feel of a deep blue fin °
Between his dirty, calloused fingers
His trade is another’s life
His brand is repulsion
His ultinate goal - damnation.

(Twilight Rider)

Erathuste Revisited

I hate
hands
Pushing minds
Telling
I feel like
running
I feel like
screaning
pushing back
Turned around
facing walls
Big
Unylielding
looking for
the openings
Friend
Parents
Authority
Shut you off
Shut you up
Backs turned
Something
has got to give
Expectance of better things
Shrivels
and
is killed in embryo.
(Gap)

Ugly Feeling

Jealousy-
like a spilling of one’s szelf
revealing the foul interior
of Hate

Jealousy=
blinding, seizing, strangling
a green spark setting afire
the white of one's soul
Blackening it;

Jealousy-
creeping up to its prey
pouncing, entangling the victin
in claws that dig into self
causing pain and sorrow
Is that what I feel now?
(Dee Dee)
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Crash Landing

I remember thinking the man on T. V, could see ne,
hiding in a closet to cut off my bangs
racing Jerry because I had new runners
playing tag on the garage r00f,

I remember staring at a candle in the dark
turning out the lights to play “witches,”
not wanting to sing at the school concert
being the foster meéher of my kltten,

I remember borrowing Jeff's erutches
sticking my tongue on our mailbox, and bleeding
weeping for the sting in my eyes at the pool
laughing at the doctor with that crazy accent.

I remember chasing away a dog
running away from my brother and his pet worm,
' dreaming that my whole family had died,,
falling off the top of the bunke=bed

I remember being in love with that boy wearing green ear muffs
running three blocks to see the moon follow me
giggling at my whiny aunt’s funeral
sneaking on the bus with seven cents.

Now, I can only remember reaching for my box of butterflies
to £ind they had all withered
and longing to touch again my lost childhood.
(Ee Jamnes )

Tranguility
I needed a place to rest my mind
From the turmeils of everyday life,

Fronm =
storms that break over my head
waves that rock my sea of tranguility

mazes of
pictures, people, places
twirling about in a whirlpool of colouxrs Crowding
the bars of society which cage us in Pushing
hate, uncertainty, conformity Squeezing out
stifling us, turning us into puppets with Man’s intelligence,
no will of our own == his 1ife bloode..
Then,
Blackness:

I needed a place to rest my mind
From the turmoils of everyday life.
(Dee Dee)
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ODE TO A HARD WORKING MAN

Brozd back and bulging muscles
Swearing and cussing
Driving spikes
Pouring concrete
Setting, shoring
Mud=-digging.

Friendly and considerate by rpature
Helping the new ones . - .
- Swearing and cussing
Driving spikes

Tired and weather-worn Pouring conecrete
Ieatherenecked and tanned Setting, shoring
Helping the new ones along Mud=digging.

Swearing and cussing
Driving spikes
Pouring concrete
Setting, shoring
Mud=digging.

These are the simple men
Rough and tough
Old=fTashioned
and I want to be one.

Intellectual and a weak body
Polite and ulcer-=ridden
Drinking coffee
Smoking and drinking
Pill=popping maniac
Sneering at underlings.

Clean=cut and cologne-soaking
Soft hands and chin
Too high to help anyone
Drinking coffee
Smoking and drinking
Pill-popping maniac

These are the higher men Sneering at
Smart and delicate underlings.
Up %o date

And I don't went
ANY paxrt of them.

{Goteh)
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STEP XIV - ADVANCED WRITING

People Forming People Forming People

Woven to form

Formed for price

Bought and sold and thrown sway
Stretched and bent slideways and up

Fabricated, menipulated and confiscated
In the sweeping arm of the wind,
Brapped in the straight-ccat of demand
Is what the pulse thrives on

Do your owyn thing

Is today’s latest cutdated fling

But, by following the game

You cannot win:the prize

Bhich is wrapped in the tin can

And the label reads "Individual®

Hith no brand nanme, ,
(1uad)

Twisted Faths

The devil smiles slyly

Hith  a heart blaek as coal
He caxes for no one

He must reach his goal
He will entrap the person

Who stumbles in his path
Those who bargain with him

Will finally feel his wrath.

(Midas)

Gullibiliity or Quite a Yolk

I laid an egg
The other day
While on the farm
For a short stay.

Said hens to me
“Ye do distrust
The egg you laid
It does not bust.”

So I sat myself
Upon that egg
Shifting my weight

From leg to leg.

From dawn to dusk

I did there sit
Patiently waiting

For shell to split.

The fourth day canme
And to my surprise
Out of the egg
A chieck did rise.

Now all the hens

Did smile and ‘cooster.’

Ignoring the fact ==
That I am rooster?

(#illiem Shaeffers)



Canada As Two Nations

There is a duplex on our street
Two families in it

That never meet

They both paint their halves
Don’t bother with the rest

And I tell you that house

is one terrible mess.

The guy om the left says:
*3 go back to de farme,

If dat fella nex® door

don®t stop de vacarme,”

The fellow on the right says:
®3 shall go back to the east

if that neighbour of mine
doesn®t stop acting like a beast.”
They would both like to shovel
the snow off their walk

But are afraid their good neighbours
Next door would talk

Both have & plan

Of how their 1ife should be
They accuse each other

of insanity

Two flags they have

that will never unlte

Because both are afraid

The other side will fight.

(Woxman)

The Besutiful Horn

Chunks of brass
Hickel and gold
A Tine creation
Bright and bold

Pieced together
What do you have?
A couple of tubes
And three little valves
There is one such thing born
‘The most beautiful thing
Is a brand new hoxn.
(§arsaw Fatts)
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The Intellectual Primate

Your instinct smells
The putrifying souls
Surrounding it
As soon as it enters
The boundaries
Of the homo saplens
The decay diffuses into
The pores of humanity
Disarranging
Nature®s fixed pattern of
Beauty
And the once
Pure streams of
Cherity -
Are polluted by the scavengers
of 1ife:

Money

Vice
Iust
Sex
Hate and
Yazr.
Has men so soon forgotten
The pure refreshing waters of
love
Honesty
Charity and Peace?
(Nino and Domino)
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In Retrospect

When I was young lad of only six
I started school one day

1 then felt important and all grown up
&s to school I tread my way.

‘To £ind things out was my appavent quest

To seek and hopefully find Durious Pad
To accomplish things and do them well
To earn a rewarding sign.. Cockroaches, rats, mice

<L and the bubonic plague
But I started to laugh and giggle the day The innocent child

In grade two when I was seven the tough teenagexr
I .continued to laugh and never could stop, And the depressed adult

Till T failed my grade eleven. share the rewards

' ‘ ' of communal life

School at that time was but a dull drag, in their filthy sardine can

And with teachers I did bout. They wash in rusty waterxr
Feeling depressed, frustrated and all, and their waste material

From scheel I soon dropped out. 1like & dog's

' decorates the room

Out into the world of work I went, The whole atmosphere

And the Jjob I got was cool, reflects filth and dirt
But befeove six months had flown right by, but whose?

I wished T were back in school. theirs

or

A fleeting year slipped from my grasp, ours?

And school was about to start. (Montag)

I guickly decided I had nothing to lose,
For once I played it smaxrt.

I came buack to school September the second, On Axrt
And stood in the offiece until

I was told that I ecould re-enter school, A poem is like a hollow tree
But to work, now "willor nil®, It has so much to tell

To wind its back is free
Last yeaxr I cleaned up the mess I had left No outer bounds to sell.
. &nd with work I did quite well.

This year at last I'm in grade twelve, Its inner bark is subtle soft
And looking to the final bell. It shapes well to the hand
A thought may drop from
For then I°11 be 21 years of age, : any loft
&nd hopefully I will say If it helps to understand
ow at long last I can leave this school To anything you say of art
After fifteen years to the day. Credit to you I give
(¥illiam Shaeffers) Writing indeed is a start

Of learning your 1life to live.
(¥i11iam Shaeffers)



It°s a Iong Walk
(sung to the tune of Eric Burdon's
"Walk by the Sea”

I wandered dowun

an old side street
Thinking of

the peeple 1°d meet
But no one locked v

at this boy alone
Those little groups

the faces of stone

CHORUS
And I wonder
do they evexr try
Do they ever feel it
© sit down and have a crxy

The robots watched

and silently
Yearned to protect

thelr tranquility
But their world

will one day sink
And those poor folks

might have to think

CHORUS ¢
And I wondexr
do they ever try
Do they ever feel it
8it down and have 3 cry

The walls are around us
high and wide
Understanding®s just
the other side
In the meantime
we are walled in
And breaking out .
is a social sin

CHORUS ¢
And I wondexr
do they ever txy
Do they ever feel it
sit douwn and heve a cry
{Norman)
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Poetic Suicide

Negative is his outlook
dreams are not seen
lectures are not heard
things axe created and
deteriorated
from society he is fabricated
a product of environment
moulded to form at the end
of a string
a manipulated puppetl

Many roles he will play
but the impression does not
stay

only trails of his steep

\ . climb

- will be left bshind
yet, no one will question

his intention

of living the faulty life

He awakens to greet the day
plastic thoughts,
brains of clay
a .plastic smile

yet
not once does he think
of the other 1ife
Real lifecco.
(Mudd)

Why Dear God

Oh why dear God do I always cxy

Each time I hear a 1ittle child die
And yet a tear I've never shed

For all the soldiers lying dead

To hear of children torn apart

My flowing tears begin to start

But of ninety men dead from attack
My mind accepts this as plain fact
Surely dear God there must be a reason
Why men must die in prime of season
And why is my heart, water yet stione

As gll those deaths I so blindly condone.

(¥111l4am Shaeffers)



Except That

I°d tell you how
I°d tell you why

I°d tell you when and where

Except thatees

I°d tell you first

I°d tell you all

I°a tell you right away
Excep% thateeo

You know I can

You know I will

You can always count on me
l?bicep't that. 00

I tell ne lies
I do no wrong
I always am for justice

She

And
His
His
She

Hex
She
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Hithin Hithout

jerked the knife from his broad
chest

blood came gushing through

scarlet shirt, his new wide tie

new sport Jacket, too

faced the judge with trembling
lips

eyes were filled with tears

sensed the stinging of the whips

They scarred like all hexr fears

They tied her hair, they tied her legs
They tied her arms as well
"There’s no escape from here now girl,

You®

re going straight to hell.”

She®d loved her man, her children tco

Excep‘b thateeoe

Society wills
My fellow men want
That I shall always doubt

love, =

(Yogi)

love, Interpreted

to the feverish sixth grader

holding hands

spin the bottle

a kiss while hiding under
porch steps.

love, = to the "happy-go-boy-getter,”
new dresses, halr-dos- t0 please
her man
no dates on her calendar
unclaimed
cuner of the utiterly sought-after
heart.

Love, -

10 the one-=man woman

whese man plays, "Why settle for one?”

one=way street
dead-end,
no-U=turns,

There was nothing else that she could do.

(Tempo)

to the bitter old maid

an unwed mother

t+he divorce of that
couple upstairs

an abortion.

to the "Gueen of his
heart”
a lucky housewife
the protectress of his
palace
nurse to his little
Prince,
(B. James)
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us

Peaceful, balanced, neutral
Is the existence of the lomely molecule
Horld of the electron and proton
The electrons = light, strong
Inaded with excitement and energy
Play ring=a~round=the=rosy
¥ith the protons.
The protons = heavy, dull
Deadened with boredom . ]
Play the paxrt of the uninterested parents.
Then, BOOM?
Peace dissolves
Wax preeipitates
Balance is proceeded by chaos
And newtrality is. charged -

A stranger enters.
The now excited, bewildered, confused world
Yet, = his words are vomitted
And so is he =

Rejection and damnation
Are the only rewards
For those who dare pronounce the truth.

coeede

INTERPRETATION

Hy poem "Us," more or less deseribes our attitude toward
a person like Lemelin who dares annoy us with descriptiens of slum
areas. I admit nowadays we do not quite throw such a person out
physically, but we certainly do not let his words enter our ninds.
in a way, we throw him out by glving the guy a buck and by slamming
the door in his face, We say we gave so much to the poor, but we
turn around and deduct & sum from ocuxr income taxe. Do we veally
GIVE something? '

A pexfectly balanced atom symbolizes our peaceful life.
The intrusion of psople like Lemelin, authox of The Town Below, into
our lives is compared to the bombardment of the atom. The radicactive
effect of the atom is similar t0 cuxs.

(Juan Rodriguez)
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ONE STUDENT INSPIRES ANOTHER:

One student - Katerina = wrote a quatrain which was appreclated
and loved by the whole calss. William Shaeffers asked Katerina if he
could use her qustrain for a longer composition, for he liked her poem
very much. This is the result.

AND SO THEY LAUGHED

I took a day to search for God,
Found Him buried beneath the sod.
Ten thousand men jumpsd on His head,
Cursing, laughing, "God is dead.”

They laughed and cursed day and night,
Rejoicing in their new=found might.

Their thundercus laughter swelled my head,
I even pondered, "Has God dead?”

I van to Him with a thousand whys,
Saw hollow laughter in His eyes.

He was smiling at what He saw,
Acknovwledging His own perscnal flaw,

His eyes pierced through all the muck,
Thunder crashed and lightning struck,
Ten thousand men were on thelr knees,
Crying their mournful forgliveness pleas,

Then Cod took time to search each man,
Found none had legs with which to stand,
¥ith "just” bargeining, God did sell,
Teh thousand men to Satan’s hell,

(william>8haeffers)

FACES

Small faces, children’s faces,
Ugly faces, handsome faces, . Worried faces, tired faces,
Faces that try to show recognition. ., Smiling faces, frowning faces,
Coarse faces, old faces, Faces that reveal the phoney lives
Teasing faces, loving faces, they live
Faces that radiate with the love

given thenm Faces accost me from every side

- I look,
Lord, let me be immune to the
rest of the world.
(Ralph Swiftoe)

And that they give
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Fergotten

Night and day after day and night
I sit in everyone’s home
And no one reads me.
Perhaps my reign is now gone by
There were happier days for me.
Paul, Peter, as well as Johm,
They truly cared. -
Day by day, I was building up into something -
Each part of me told the 1life of Emmanuel.
He was truly a great man.
He cured illness, and could walk on watex
He even wakened the dead.
But people of today are distrustful -
Peter, Paul and Mary have become
Today®s religion
Negro spirituals have given way to folk rock.
Today's generation must be shown before it believes

Is God dead? No =
He is simply covered with dust.
(Atom Ant)

{

Ph@tagr&pher

Wandering in a world of his own

Searching for moments of beauty

Filled with perfect balance, color, moed, expression
He is a connaisseur - a poet of plctures

Capturing an imprint of a world in action

A microscopic segment stolen from this fast-moving universe
Stored on a piece of paper

A tiny inexrt world.

Harassed, Innocent, Exaggerated, Ridiculous, Naetural =
People too have their pictures taken

Reflections of an image of themselves

Treasures for the future years.

Nature, affairs, evenis, people
Framed and fixed to near perfection.

Pictures are a photographer’s art
And his axt speaks of life, i
(Curly Watexrs)
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THE CALL OF THE WILD

This land of ours is

One of loneliness, solitude, and isolation.

Tranquility majestically towers over

Noxrthern Lights

isolated peaks of the Rockies
erased tips of the Ilaurentians
and over its scalloped hem.

Beauty is its sexvant =

'The many winding snakes and patches of blue

Wind through the green density and white barrenness
Hhile the wind plays its mexrry tune.

Its azure ceiling is sprinkled with cotton batting
¥hile clusters of diamonds brighten the edge of night
Along with a king-size pearl.

Its inhabitants, these with instinct

Free = they answer to the call of the wild

But out of range, civilization hits us =

The establishment resides there.

It is one of rules, patterns. and hustle=bustle

Its inhabitants - captives of themselves

But some non-conformists seek refuge in this land

As they also heaxr the call of the wild,
(Penelope)

A NEY WORLD

Khat did men see
Upon first opening his eyes?
A new world,
breaking open its cocoon,
awakening from long years
of endless slumber
Likeoso
Sleeping Beauty
A new world,
Awakened by the kiss of her lovexr.

Hhat did man see?
huge fiery mountains
belching out streams of hot
lava
cleanmiﬂa its socul from
centuries of dust and
debris lodged within it,

The Eaxrth =
shedding its old
cracked
dry skin
replacing it with a new lush
dress of green velvet
embroidexred with a vaxiety of
flowers
trees
vines
Where, in the folds of the dress
Gray, dim traces of civilization
appear =

This new world -
stirring in its cradle
This new born babe,
born a violient way,
¥ill meet a violent death
some daYooo
(Dee Dee)



100K, LISTEN AND SPEAK

GOD gave us
Two
eyes, Tourists
sightseeing this earthly world
BEFORE passing on to greater beauties,

 GOD gave us
Two
ears, Critics
of the melodiocus sounds
evoked by our greal composers,
BEFORE hearing the flute=like nusiec
of His chexubs,

GOD gave us
One
routh, 40 speak
any train of thought we may have,
BEFCRE uttering woxrds destined
to magnify His glory.

And yet
These eyes
Persistin piercing
the shadows of COBLIVION
Always seaxrching for what is not there,

And yet
These eaxs ‘
Defy thelr destiny

by listening teo
that CACOPHONY of sound
Found in everydasy ' life,

And =

This mouth

Has thoughts unworthy
of its owner.

Fox man

Is a STRANGE creature

Never doing what he wants to do

Always imitating his neighbor

Foxr FEAR of standing alone
amidst his ceonvictions,

But HAN
Is HEVER alone,
And He has promises of a better life

still to come '
No matter WHAT he

SEES

HEARS, or.
SPEAKS,
(Domino)
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TABLE X
LORGE-THORNDIKE INTELLIGENCE TEST LEVEL 5
FORH B HORMS: U.S5.A.
EXPERIMENTAL GROUP

Student  Raw score  Verbal I.Q. Raw Score Non-Verbal Verbal Non-Verbal
Grade Percentile

1 60 121 56 128 85 93
2 65 126 64 139 92 99
3 = 13h b5 110 97 65
i 6l 122 37 97 91 Lo
5 55 112 36 96 75 25
6 19 106 35 96 60 33
7 37 90 ko 101 25 50
8 19 105 35 195 60 33
9 49 105 Sk 123 60 90
10 52 110 k9 116 68 78
11 an 122 54 122 91 90
12 59 118 51 119 83 33
13 65 127 59 132 R 96
14 50, 112 by 107 73 63
15 i 123 60 132 o1 97
16 69 132 51 119 96 83
17 55 113 56 126 75 93
18 an 124 49 116 91 78
19 60 119 54 122 85 90
20 63 127 52 119 95 85
21 61 122 41 105 . 87 55
22 62 122 L2 105 88 58
23 69 131 Ll : 108 96 63
24 69 132 64 140 96 99
25 45 102 L6 111 L5 70
26 72 135 b5 108 98 65
27 55 113 S5 124 75 92
28 65 127 51 120 92 83
29 68 128 51 118 o5 83
o 30 20 132 52 121 97 85
Total 1,809 3,592 1,472 3,475 2,b58 2,227
Mean 60.3 Lg,66
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TABLE XI
LORGE~THORNDIKE INTELLIGENCE TEST  IEVELS

FORM B NORKsS: U.5.A.
COKTROL GROUP

Student Raw 3Core Verﬁal I.Q. Raw Score Non-Verbal Verbal Non-Verbal
Grade Percentile

71 132 Sk 123 97 90

1
2 78 145 56 129 99 . 93
3 57 115 41 103 80 55
I b6 103 49 114 50 79
5 48 - 106 57 118 55 83
6 59 118 33 95 83 28
7 57 117 L9 117 80 78
8 63 124 50 119 90 80
9 53 110 b2 106 70 58
10 I 95 37 97 35 40
11 68 131 Ll 109 95 63
12 70 130 52 119 97 85 .
13 e 105 . 5 123 60 90
ik hy 99 36 97 Ll 35
15 63 o122 32 : 92 90 27
16 6l 124 L6 111 91 70
17 48 106 53 122 55 8%
18 34 87 38 98 91 97
19 60 119 55 124 85 92
20 59 118 1 104 83 55
21 52 110 36 98 68 98
22 64 125 50 119 91 80
23 ) ol Ly 111 ‘ 30 73
2k 52 111 52 122 68 85
25 52 108 38 98 68 43
26 L6 101 L2 105 50 53
27 53 110 Wy 112 70 73
28 61 120 40 102 87 50
29 52 108 26 86 68 86
30 53 112 35 98 70 98
31 66 126 57 126 93 ol
32 Ly 103 S 123 53 90
33 - 61 122 39 102 85 hs
34 56 113 23 . 78 92 92
35 Sk 113 39 101 73 b5
36 63 122 Ly 107 90 63
37 65 126 57 128 9% ol
Total 29069 l+9230 19745 39922 297‘78 292"’88
Mean 559 b7 ,16
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TABLE XII

POETRY JUDGMENT TESTS
EXPERIMENTAL AND CONTROL GROUPS

EXPERIMENTAL GROUP CONTROL GROUP
Student '~ Pre Test DPost Test Pre Test Post Test
1 15 12 , 15 21
2 21 26 28 22
3 20 - 20 : 19 15
L 11 19 16 15
5. 12 14 17 15
6 16 15 23 25
7 10 7 iy 14
8 .26 20 18 18
9 17 18 18 24
10 20 20 21 10
11 -~ 18 16 22 1h
12 22 19 19 19
13 18 17 2h 19
14 18 19 12 15
15 21 19 19 18
16 20 22 22 15
17 12 13 20 12
18 17 . 11 10 15
19 17 19 21 18
20 17 15 19 16
21 _ -1k 20 20 20
22 23 24 10 20
23 21 24 17 13
24 20 19 20 21
25 13 12 15 12
26 2k 25 14 15
27 18 22 20 18
28 18 20 13 16
29 17 17 o1k 16
30 20 21 20 18
31 15 19
32 23 20
33 ‘ 20 20
34 14 15
35 20 13
36 21 16
37 22 . Rz
Total 542 S45 ) 678 63
liean 18.07 18.2 18.33 17,11

3.D. 2.8 by b 3.9 3.4
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TABLE XIII

GAIN OR LO35 ON POBTRY JUDGMENT TE3TS OF BXPERINENTAL GROUP

student Fre Post Diff. Diff.2 Pre Post
T Score T Score T Score2 T Score~
1 39 36 -3 9 1521 1296
2 61 68 +7 e 3721 Lo2h
3 57 54 -3 9 3249 2916
Ly 25 51 26 676 625 2601
,,,,,, 5 28 L1 +13 . 169 784 1681
....... 6 42 L3 +1 1 1764 1849
v 21 25 -+ 16 Lkl 625
8 78 sl -24 576 6084 2916
9 L6 50 +y 16 2116 2500
10 57 4 -3 9 3249 2916
11 50 L5 -5 25 2500 2025
12 6l 51 <7 49 L4096 2601
13 50 47 -3 9 2500 1109
1L 50 51 +1 1 2500 2601
15 61 51 -10 100 3721 2601
16 57 59 +2 I 3249 3481
17 28 38 +10 100 784 1hbdh
18 L6 3 -8 6l 2116 1156
19 L6 51 +5 25 2116 2601
20 Lé 43 -3 9 2116 | 1849
21 36 sl +18 3204 1296 2916
22 68 63 -5 25 5624 3969
23 61 63 42 4 3721 3969
2L 57 51 -6 36 3249 2601
25 32 36 + 16 1024 1296
26 72 65 -7 49 5184 L225
27 50 59 +9 81 2500 3481
28 50 5l + 16 2500 2916
29 u6 b7 +1 1 2116 2209
30 57 56 -1 1 3249 3136

Total 1,581 1,40l 423 2,469 78,715 77,210
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TABLE XTIV

GAIN OR LOSS ON POETRY JUDGMENT TESTS OF CONTROL GROUP

Student  Pre Post Diff. Diff,2 Pre Post
T Score T Score T Scored T Score
1 L2 €2 +20 400 1764 3844
2 75 64 -11 121 5625 4096
3 52 lyly -8 64 2704 1936
) Lyl byly 0 0 1936 1936
> Ly Ll -3 9 2209 1936
3 62 73 +11 121 3844 5329
7 L7 41 -6 36 2209 1681
8 49 53 + 16 2401 2809
9 49 70 +21 1 2401 4900
10 57 29 -28 784 3249 8lt
11 60 41 -19 361 3600 1681
12 52 56 Hy 16 2704 3136
13 65 56 -9 81 4225 3136
1h 3l Ly +10 100 1156 1936
15 52 53 + 1 2704 2809
16 60 ul -16 256 3600 1936
17 55 35 -19 361 2916 1225
18 29 Ly +15 225 8ls1 1936
19 57 53 -l 16 3249 2809
20 52 Uy =5 25 2704 2209
2l 5k 59 +5 25 2916 3481
22 29 59 +30 200 8l 3481
23 L7 38 -9 81 2209 1404
24 54 62 +8 6l 2916 3844
25 2 35 ~7 L9 1764 1225
26 39 by +5 25 1521 1936
27 54 53 -1 1 2916 2809
28 36 l7 +11 121 1296 2209
29 39 Ly +8 64 1521 2209
30 L 53 -1 1 2916 2809
31 ) 56 +10 196 1764 3136
32 62 59 -5 25 38k 32k9
33 5l 59 +3 9 2916 3249
3 39 i +5 25 1521 1936
35 5y 38 -16 - 256 2916 Llly
36 57 Ly ~10 100 3249 2200
37 60 64 + 16 3600 L996

Total 1,855 1,857 +2 54392 96,667 96,887
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TABIE XV
COMPARISON OF PRE AND POST TE3TS OF CREATIVE THINKING
EXPERIMENTAL GROUP - VERBAL SECTION
student Fluency Flexibility Originality
Pre T Post T  Pre T  Post T Pre T Post T
1 80 53 107 61 29 k9 54 66 63 59 72 62
2 63  Lb 50 41 31 53 32 43 54 51 h2 o L46
3 750 Wy 39 31 53 38 50 by b5 b b7
4 69 47 65 L6 26 L 37 Lg 51 48 53 2
5 70 R 62 k9 33 57 35 by 53 50 58 S
6 67 46 86 51 2h 42 38 50 W 4o 45 b7
7 79 53 111 63 30 5. 39 51 52 41 72 62
8 66 46 62 45 26 L4 38 50 L9 46 42 2
9 129 78 120 66 32 55 51 6l 68 63 72 2
10 1010 64 141 63 Lo 68 51 6h 70 65 63 57
11 95 61 96 57 29 49 47 59 59 55 k7 43
i2 5138 67 by 27 L6 41 L3 43 ki 57 4
13 b7 36 70 48 26 44 36 48 by ho 54 52
14 85 56 109 63 4o 68 46 58 60 56 66 52
15 63 44 8 51 25 42 k2 5y s4 51 61 ?
16 9 37 65 L6 20 33 L2 54 37 W45 47 L8
17 8 57 101 63 36 63 43 35 63 59 67 52
18 61 43 b9 40 24 42 23 35 ¥9 b6 2h 3
19 95 61 104 60 38 56 38 50 u6  hb 43 L3
20 56 i 31 34 28 46 23 35 37 45 23 34
21 28 26 20 30 18 34 15 27 27 27 13 28
22 64 b5 70 48 33 57 Lo W2 58 54 51 39
23 97 62 77 50 30 51 28 4o 67 63 32 40
24 73 k981 2 32 55 37 b9 sk 51 A8 49
25 69 47 30 36 29 L9 18 30 L6 b4 21 3k
26 85 56 108 61 33 57 51 Gb g7 63 92 73
27 93 60 105 60 31 53 52 64 71 66 62 27
28 7249 69 4y 21 35 35 47 47 by Lk 47
29 b9 37 9 4 26 44 29 b1 39 37 32 40
30 85 56 77 50 32 55 39 51 68 63 h9 A9
[QV (@ o ~4 o [ cO (AR [ [l <O 1wy
a2 4 04 B8 § L 5 R R O] Z
o ~4 ol i ~4 PR ] i i i i 1
R.3. Mean 73.7 76,07 29.3 37.9 5269 50,0
SeD. 19.4 28 5¢36 9.8 11.2 17.9

=, 8683 t=,1045 teem, 17
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TABLE XVI
COMPARISON OF PRE AND POST TESTS OF CREATIVE THINKING
FIGURAL SECTION - EXPERIMENTAL GROUP
Student Fluency Flexibility Originality Elaboration

Pre T Post T Pre T Post T Pre T Post T Pre T Post T
1 26 56 25 60 2L 60 21 61 42 51 28 52 115 50 151 58
2 16 L 16 L5 15 L6 14 L7 23 45 14 L2 149 52 110 48
3 12 49 1k 42 9 37 8 34 8 50 160 43 Sk L5 69 39
A 30 51 30 69 26 62 22 63 50 52 38 68 123 49 k2 54
5 16 Ll 13 L0 16 48 10 39 26 49 23 L3 81 L7 85 L2
6 18 46 15 43 16 48 13 45 21 44 13 42 . 115 50 124 50
7 22 51 23 57 20 54 15 50 37 57 31 55 90 48 103 L6
8 14 L2 14 L1 13 43 14 L7 _7 49 19 46 86 48 76 L0
9 38 79 26 62 31 70 20 59 L, 53 L3 6L 199 56 211 69
10 17 45 18 .48 1L 4L 18 55 26 48 25 50 93 48 61 38
11 26 56 1 41 17 49 11 41 53 70 23 43 170 sy 136 53
12 9 36 24 58 8 35 18 55 9 L8 34 L7 Ll L5 104 L6
13 22 51 21 53 21 55 19 57 21 L 29 53 81 L7 83 L2
14 13 41 12 38 9 37 10 39 12 49 1, 42 0 100 49 120 50
15 11 38 17 47 11 49 12 43 20 47 15 L9 | 99 49 128 63
16 13 41 11 36 12 i) 9 37 27 49 11 40 138 52 125 51
17 26 56 21 53 23 58 17 53 31 52 23 43 96 49 107 L7
18 Ll 76 28 66 35 77 23 65 28 50 38 68 108 49 141 54
19 26 56 30 69 20 54 26 72 24, 46 47 66 158 53 188 64
20 18 L6 15 L3 9 37 14 L7 23 L5 17 Ll 70 47 73 40
21 11 38 9 32 10 37 8 34 32 53 18 45 134 51 83 L2
22 23 51 20 52 21 55 12 43 26 49 2L 51 13 52 10 54
23 23 51 17 L7 22 57 17 53 34 55 28 52 9l L8 . 81 52
24 17 45 7 30 15 L6 7 34 26 49 11 40 110 50 8, 42
25 30 ) 11 36 2L, 60 16 51 32 53 2, 51 90 48 73 40
26 2 54 25 60 20 54 18 55 36 56 L0 61 224 43 195 85
27 20 51 23 57 17 51 17 53 23 45 30 54 106 49 143 53
28 4 16 45 14 [ 16 51 23 L5 15 49 76 47 115 49
29 34 66 23 57 19 52 21 61 38 57 31 55 150 52" 1L 55
30 21 50 26 62 18 51 21 6l 32 53 29 53 183 55 155 57
o~ o o o 1 o~ w -2 o\ ~ — [} o (@] o™
el g2 02 3 0% 20§ & B R g % 8 3 8
- - — - - - -~ - N

Mean 21.03 18.97 17.6 15.6 28.5 25,03 116 121.66

S.D, 8.09 5.8 6.55 ' L.94 11.8 13.6 138.1 48.6

= -,2628 = -.1282 . t= ~,04L09 te 8447




TABLE AVIT &

COMPARISON OF PRE AND POST TE3TS OF CREATIVE THINKIHG
VERRAL SECTIOH -  COHTROL GROUP

student Mluency Flexibility Originality
Pre T Post T Pre T  Post A tre T Post T

! g0 53 116 s5p M 59 50 57 57 55 75 OF
2 65 50 o1 s 20 b2 38 51 46 by 55 0Ol
3 51 Ls 90 sz 28 b9 3% 50 38 kO 53 50
b §5 st 69 hy 3t st 3B 50 57 55 39 39
5 s L6 83 50 21 b3 32 k9 o3p o 39 X0
6 b3 w3 uh Lz 18 w0 27 39 35 3B 25 35
7 77 s2 82 50 35 % 39 50 6 63 S 50
3 6 Lo 87 s 28 ko 3B st 39 48 b3 S
9 7 52 107 55 35 54 Lo 50 54 53 70 3
10 85 % 110 0 33 5 43 s 59 57 73 63
11 60 B3 76 k9 30 50 36 50 b koo 56 22
12 83 s+ 98 53 36 55 32 50 66 63 73 65
13 93 58 104 55 38 57 L3 51 69 65 61 56
14 75 52 8 51 37 56 Lyky 51 61 57 58
15 3 52 53 Lh 27 48 29 4o A1 51 36 36
16 o5 s 93 48 26 4y 31 b9 45 b6 5l L8
17 62 48 112 58 29 19 IS 51 50 50 78 69
18 66 b9 72 S o us 38 51 R 35 % 52
19 75 s 66 4wy 39 5 3% 51 59 57 50 M
20 % by 65 46 29 bg 38 51 k9 ko M7 b5
21 6 b9 66 47 30 50 34 50 by b7 49 L6
22 Wy o3 72 48 19 k2 36 50 3k 37 32 L9
23 %6 55 86 Lo 35 sk 39 50+ 53 k7 M3
2l 2 % 124 59 3 53 39 50 kg kg Gh 50
25 26 39 30 61 16 L9 18 30 18 L7 20 25
26 55 W6 o91 52 3 51 3% 50 b2 b3 3 50
27 % 50 &5 bs 19 k2 29 ko b0 b2 hg W3
26 oh a9l s 3L 5L 46 5L b7 A7 62 56
29 79 52 101 9. 33 53 39 50 60 58 62 56
20 oh @ %0 3% 33 k3 51 6k 6L 52 b9
21 2 s 89 s1 36 535 46 6L 83 77 61 56
32 fo %5 107 55 29 ko 36 0 53 2 50
33 i 5o 88 s 30 so by 62 63 060 71 66
34 v 52 7k he 32 53 33 49 s 53 4b i»éj-.b
35 L5550 b2z RS 30 9 Lo 42 KL W0
36 63 B 6y hp 20 %S 39 50 4§ 48 g bb
37 eoohs 8 L oo2o ha 3 50 b5 & 39 39
A e} Wy oM o~ O~ = [SA O ON [ O~
Total tﬂ °j CE }? %)\ EQ \(’% 2:% \3 S ’<‘)\ ’C::/
o e SS9« - - S " S04

Hean 69.06 82.03 29.7 36.9 50.3 53.6

Se D 37.6 7.2 12,5 7.9 12,34 13,0




TABLE XVIII

COMPARISON OF PRE AND POST TESTS OF CREATIVE THINKING

174

FIGURAL SECTION - CONTROL GROUP
Student Fluency

Pre T Post T Pre T Post T Pre T Post T Pre T Post T
1 29 36 16 48 27 61 15 51 18 43 22 50 83 . 18 61 40
2 35 66 22 58 28 63 18 57 31 57 31 62 119 51 134 55
3 13 34 16 48 11 36 16 53 23 48 pan 53 36 Li 89 L6
I 25 51 12 41 19 L8 11 42 20 45 18 45 89 48 6L 40
5 16 39 13 43 16 4l 11 44 25 50 17 43 125 52 155 59
6 2L 50 9 36 17 L3 8 35 33 59 18 45 117 51 70 L1
7 26 53 24 62 23 54 18 57 25 50 22 50 97 49 87 45
8 27 5L 30 72 23 5L 21 6l 25 50 31 62 90 L8 95 47
9 30 59 15 47 2L, 56 10 40 53 81 2L . 49 137 53 108 49
10 28 56 2, 62 22 52 21 6L 17 42 38 72 135 52 196 67
11 25 51 12 41 2L 56 11 42 23 48 16 42 91 L9 69 41
12 25 51 12 41 22 52 11 42 3L 60 16 42 128 52 99 47
13 34 65 20 55 3 76 18 57 27 53 2L 53 204 59 193 67
14 30 59 20 55 25 58 14 49 27 53 30 61 134 52 78 43
15 22 A7 26 65 20 50 2L 71 34 60 36 . 69 87 48 99 47
16 38 70 22 58 30 67 20 62 31 57 26 55 2L8 63 207 70
17 23 48 25 6L 19 49 19 60 22 L7 29 59 84 48 180 64
18 19 42 12 41 17 43 11 42 15 39 9 33 102 50 114 50
19 17 40 12 41 15 40 12 4k 16 40 10 34 111 50 101 48
20 27 54 26 65 20 50 23 69 17 42 29 59 115 51 178 6L
-21 28 56 6 31 28 63 6 31 28 5L 7 30 110 50 .57 39
22 19 42 11 39 17 43 11 42 22 53 11 35 157 55 216 71
23 30 59 16 48 30 67 15 51 L2 69 18 45 11, 51 79 43
24 16 38 15 L7 5 22 13 L6 13 37 22 50 [ L4 83 L
25 11 31 8 52 10 30 14 49 18 43 21 49 L6 46 43 36
26 0 17 40 10 38 16 41 10 40 13 37 19 46 75 L7 97 47
27 21 45 12 41 19 49 12 L4 22 53 49 7L 47 61 40
28 L 35 11 39 13 37 11 42 11 35 16 42 110 50 108 49
29 25 51 17 50 2L 56 1L 49 23 48 23 51 128 52 106 50
30 33 63 21 57 28 63 18 57 38 65 29 59 143 53 103 49
31 18 41 19 53 16 41 17 55 23 48 27 57 113 50 180 64
32 23 48 19 53 22 52 17 55 13 57 27 57 92 49 69 41
33 24 50 23 59 21 50 17 55 24 51 28 58 99 49 119 51
35 20 44 11 39 16 Ll 9 37 12 36 15 41 80 48 66 41
35 21 45 2L 62 20 50 21 64 13 37 27 57 66 L6 109 49
36 L0 73 10 38 32 70 10 40 31 57 15 41 97 L9 72 42
37 19 42 20 55 16 L1 15 21 31 57 26 55 101 51 191 66
o~ [¥aN O N
N w0 — -3 N o o 30 —~ o~ (3¢ o o~ wn ™ wn
el g 8 8 & R o8 28§ 8 4§ 3 8 & A
i — : - - - - « ~ =+

Mean 24,1 17.05 20,8 14.67 24 .6 21.94 107.49 111.8

S.D., 6.81 5.86 5.6 . LS 9.03 745 111.2 8.8

= ,16 t= ~-,0879 . t= -.00947 = -,0394
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TABLE XIX

SUMMARY OF DATA FOR PROSE WRITINGS OF EXPERIMENTAL GROUP

Student Clarity Iiveliness Precision Originality Total Score
R.S. T Score R.S. T R.S. T. R.S., T, R.S. T
1 9 L6 9 5 10 61 9 51 36 59
2 10 52 9 5k 9 53 8 b5 36 59
3 11 57 10 60 9 53 8 L5 33 53
i 12 63 9 s 10 61 12 70 Ly 73
5 9 b 9 4 8 45 8 4s 35 57
6 7 35 5 27 7 39 8 b5 26 M
7 10 52 8 b7 8 45 7 39 33 Sh
8 11 57 10 60 9 53 9 51 38 63
9 10 52 10 60 9 53 10 58 38 63
1o 7 35 7 bo 7- 39 8 b5 29 47
11 11 57 8 L7 9 53 9 51 36 41
12 8 L 6 34 8 Ls 8 by 30 48
13 10 52 8 47 9 53 8 L5 35 57
14 13 68 12 73 12 72 10 58 u6 77
15 9 46 7 Lo 7 39 8 L5 31 50
16 12 63 10 60 10 61 10 58 42 70
17 11 57 10 60 10 61 10 58 41 58
18 9 kb 10 60 8 45 9 51 32 52
19 6 48 6 3k 6 30 6 33 24 38
20 11 57 8 by 9 53 11 6l 38 63
21 9 46 8 Ly 8 45 6 33 30 48
22 11 57 10 60 10 61 11 6L 42 70
23 11 57 9 53 10 61 11 6l b1 58
24 7 35 6 34 7 39 7 39 26
25 8 41 7 ko 7 39 7 39 28 55
26 12 63 8 4y 8 45 9 51 36 59
27 9 L6 9 53 8 45 10 58 35 57
28 10 52 8 47 9 53 9 51 35 57
29 10 52 9 53 8 L4z 11 6l 37 61
30 7 35 7 40 8 45 7 39 29 W
Total 290 252 257 264 1,047
ilean 9.7 8.5 8.6 8.8 31

SeDs 1,8 1.55 1.3 1.56 5.6




TABLE XX

SUMMARY OF DATA FOR PROSE WRITINGS OF CONTROL GROUP
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Student Clarity Liveliness Precision Orizinality Total
R.53. T Score R.S. Te ReS. T ReS. T  R.S. T
1 12 64 9 56 10 65 8 51 38 52
2 11 59 11 71 10 65 11 73 43 54
3 9 L7 9 56 9 57 8 51 34 50
L 12 6l 10 63 9 57 8 51 39 52
5 10 53 7 h2 7 ko 8 50 32 b3
6 6 29 5 28 6 32 6 38 23 46
7 9 L7 7 h2 9 57 6 38 31 41
8 10 53 10 63 9 57 11 73 ho 53
9 10 53 8 L9 9 57 7 bs 34 50
10 10 53 8 L9 9 577 bs 34 50
11 10 53 9 56 8 kg 8 51 35 56
12 7 35 6 35 8 48 6 38 27 47
13 13 70 11 71 10 65 10 65 43 46
1l 8 L1 7 42 7 40 9 58 31 M
15 10 53 8 49 9 57 7 L5 34 50
16 9 L7 8 49 7 ko 8 50 31 4l
17 10 53 8 49 8 48 7 hs 31 M4
18 6 29 6 35 6 32 5 31 23 46
19 i1 59 9 56 11 73 7 b5 37 51
20 9 Ly 7 42 7 4o 7 Ls 30 49
21 8 1 6 35 7 40 7 Ls 28 48
55 9 L7 9 56 8 48 9 58 35 hb
23 8 1 8 49 9 57 9 58 34 50
2L 11 59 9 56 9 57 8 51 38 52
25 8 41 7 ) 7 4o 6 38 27 4y
26 11 59 8 49 8 48 7 bs 34 50
27 7 35 6 35 6 32 6 38 25 47
28 11 59 8 49 8 48 7 hs 34 50
29 10 53 9 56 9 57 11 73 39 52
30 11 59 10 63 8 48 9 58 37 5l
31 9 L7 8 49 8 48 8 51 33 50
32 8 L1 7 L2 7 40 7 L5 28 48
33 11 59 9 56 8 48 9 58 37 5
34 10 53 9 56 9 57 8 51 35 56
35 10 53 9 s6 10 65 8 51 37 5l
36 i2 6l 8 49 9 =57 8 5. 36 5t
37 7 35 7 b2 7 4o 6 38 26 47
Total 353 300 305 287 1,233
Hean 9.5 8,108 8.24 7.75 33.4
5.D 1.708 Lol 1.234 1,46 25,83
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TABLE XXI

COIMPARISON OF GROUPS ON BASIS OF ATTITUDES
TO TOTAL ENGLISH PROGRAI

Student Experimental Group Control Group
Raw Score Raw Score
1 38 S
2 35 27
3 35 33
L L2 L3
5 38 25
6 38 37
Vi 42 29
8 26 37
9 %Y 32
10 4o 33
11 24 42
12 Lé 39
13 35 25
14 L5 37
15 32 31
16 31 27
17 27 35
18 35 32
19 24 32
20 35 L2
21 30 30
22 36 31
23 32 39
2L 28 27
25 39 31
26 25 28
27 34 28
28 Lo 31
29 b1 35
30 38 25
31 33
32 26
33 Possible: 49 . 36
34 37
35 25
37 28
Total 1,052 1,186
Hean 35. 06 32. 0k

t= 543




DO NOT MARK THIS BOOKLET

by GEOFFREY MASON, University of Victoria
and H. ROBERT KENDRICK, Ozak Bay Senior Secondary School, Victoria, B.C.

DIRECTIONS
Do not open this booklet until you are told to do so.

This is a test of your ability to distinguish between good and bad poetry. On the
following pages are fifteen questions. Each question contains three sclections on
the same topic. One selection was written by a noted poet and one was written as a
deliberately poor imitation. The third was constructed to occupy a position between
the other two.

Your task is to find the selection written by the poet (the best) and the poor imi-
tation (the poorest).

Example:

A. T must go to sea again, alone with sea
and sky
And a stout ship with a tall mast and a star to
steer her by

B. I must go down to the seas again, to the lonely
sea and the sky,
And all T ask is a tall ship and a star to steer her by,

C. I want to go to sea again
alone with the waves and the sky
In a big ship with stars to steer a~shining on high

In the above example A is the middle selection, B is by John Masefield and C is the
poor imitation. Therefore B is the best, and G is the poorest. This is shown on the
answer sheet in the following way: '

Question: Best Poorest
A| B | C Al Bl C
Example: SZSsz wmmemmm oo Zozzz srzos sem——

For each question choose the best selection, note the letter of the selection and make
a heavy black pencil mark in the space under that letter on the answer sheet. Then
repeat the procedure for the poorest selection. Erase any answer you wish to change.
Do all the questions. The test is not timed, but it should not take you much longer
than thirty minutes. Please remember: DO NOT MARK THIS BOOKLET.

Experimental Edition
These materials are not to be produced without permission

University of Victoria
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A. We had to be killed so certainly we died.
We met our {oe and bravely did we fight,
We fought so well but now we're dead.
Some of us were killed; some lost their sight.

B. Here dead we lie because we did not choose
To live and shame the land from which we sprung.
Life, to be sure, is nothing much to lose,
But young men think it is, and we were young.

C. We gave our lives that others might be free.
We had no choice; we had to go.
Life was good; we did not want to die.
Heroes they call us, but we say, “No.”

2

A. Without much ado there enters in,
Severely dressed with polished sickly grin,
The doctor who was called so long ago.
He moves across the room with footsteps slow,
Remarking that his dinner would be cold —
Wasted for a patient poor and old.
Casually he looks his victim o’er
And just as casually heads for the door;
Prescribes the usual dose of camomile,
Denouncing useless poor all the while.

B. And who should enter but the medico
And one called such a long time ago;
He looked around, what did he care
For all the suffering a-lying there;
He told the spectators to be off
While he had a look at the patient’s cough.

R A casual look was all he gave
R He figures he’s ready for the grave;

To get his fee is his main intent
So these few minutes will be well spent.

C. Anon, a figure enters, quaintly neat,
All pride and business, bustle and conceit;
With looks unalter’d by these scenes of woe,
With speed that, entering, speaks his haste to go,
He bids the gazing throng around him fly,
And carries fate and physic in his cye:
A potent quack, long versed in human ills,
Who first insults the victim whom he kills;
Whose murd’rous hands a drowsy Bench protect,
And whose most tender mercy is neglect.

GO ON TO THE NEXT PAGE



3

A. Thave led a life and had my fill
Of Nature’s beauty and man’s wondrous Art:
I have had to none any ill will;
Farewell Life, you and I must part.

B. I have lived my life in charity and peace,
Friends have I had and Music have I loved.
I have touched the clouds and hoped that life would never cease.
But now all’s done and nothing have I proved.

C. I strove with none for none was worth my strife:
Nature I loved, and, next to Nature, Art:
I warm’d both hands before the fire of Life,
It sinks; and I am ready to depart.

4

A. Stone walls do not a prison make,

Nor iron bars a cage;

Minds innocent and quiet take
That for an hermitage;

If I have freedom in my love
And in my soul am {ree,

Angels alone, that soar above,
Enjoy such liberty.

B. Can you make someone less free
By keeping him days and days
From the bustle of society
If only for peace he prays?
Let me be free to love and ponder
Although I'm manacled and chained
I can leave and wander
As one who feels unrestrained.

C. You cannot make your gaols

Of cells in dungeons stark,

For there are those who when light fails
Take refuge in the dark.

If T am free to think,
Unhampered like Bonnivard,

If T can know life’s brink,
Sufficient is that reward.

GO ON TO THE NEXT PAGE
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The Persians slipped through to the camp fast asleep,

And surrounded their foe with soldiery deep.

And their spears cloaked the plain as a broad field of wheat
Rippling and waving in August’s dry heat.

The Assyrian came down like the wolf on the fold,
And his cohorts were gleaming in purple and gold;
And the sheen of their spears was like stars on the sea,
When the blue wave rolls nightly on deep Galilee.

The enemy horde approached like a wave to the shore,
Nothing could delay the great armies of Thor,

The glint of the armour was impressive to the eye,

As they moved onward steadily *till evening was nigh.

6

If people would only give pause

To think of what is here,

Of big animals in cages

And the little frightened deer,

The wrong doing to God’s own creatures
As we whip them from the rear.

Because we hurt them as we train them
And we fill them full of fear

And we kill them very recklessly

As we hunt them year by year.

The world should have some feeling

For creatures in the zoo.

Of how we’ve barred and caged them;
And fed them poorly too.

We take them from their woodland homes
And pen them here to view.

For now you cannot free them

And send them two by two,

Ark-like into their forests.

The blame is all on you.

"T'would ring the bells of Heaven
The wildest peal for years,

If Parson lost his senses

And people came to theirs,

And he and they together

Knelt down with angry prayers
For tamed and shabby tigers,
And dancing dogs and bears,
And wretched blind pit ponies,
And little hunted hares.

GO ON TO THE NEXT PAGE
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Bobbing violently, the sturdy tug

darts in amongst the logs

all chained together for towing.
Through the rising wind and gusty gale
the tug slips speedily past

the wharf into the open sea.

Now the broad-hipped tugs

sniff through the squall and swing the oblong booms
by tar-stained wharves,

as with a last fierce gesture rain

small-pocks the oil-green water with a hurled

ten million wire nails.

And next the little tugs

with wondrous dexterity manipulate the chained
booms alongside each other

and the rain comes and pitter patters

on the sea and on the tugs

as they tow the booms.

8

I shall pass through this world but once.

Any good thing, therefore, that I can do or any kindness that
I can show any human being

Let me do it now.

But let me not defer or neglect it,

For I shall not pass this way again.

We have only one life to spend on this earth

So we should do as many good things as we can while we are here.
And we should do them now

Because if we do not do them

We might not get another chance.

Life is a one-way trip.

We must remember that as we pass a milestone or a blind
beggar anywhere on the road.

Stoop and read the sign

Or cross the poor palm with money

Because we will not return.

GO ON TO THE NEXT PAGE



9

Above the quiet dock in midnight

Tangled in the tall mast’s corded height,
Hangs the moon. What scemed so far away
Is but a child’s balloon, forgotten after play.

We wandered down the dock one night

And, hanging from a mast’s tall height,

We noticed the moon. The ropes had caught her,
A child’s balloon, above the water,

The moon in June like a lost balloon

Which a child has lost while gay at play,

Hangs down from a mast. Some ropes hold her soon
She seems so close-by, but she is far away.

10

I think it better that in times like these

A poet’s mouth be silent, for in truth

We have no gift to set a statesman right;

He has had enough of meddling who can please
A young girl in the indolence of her youth,

Or an old man upon a winter’s night.

In these upsetting and sometimes tragic days
What can the sensitive poet say or do?

He were best to say nothing, I feel.

Can he alter our leader’s strange political ways?
What can he do to protect human rights? Sire?
Say nothing, poet, even if your senses reel.

In these troubled, tragic times I think it’s best
For a poet’s tongue to take a rest because
There is nothing to help a leader he can do
Which is not being done by all the rest;

Is there special pleading he can make?

For too many cooks will spoil the stew.

11

When I was young, every day I went to school,
And learned my lessons both by rote and rule.

And never did I learn my problems to think out.
O Wise Men, never can you teach a fool!

As a child T had an excellent teacher

To whom I listened with admiration and respect.
I also listened attentively to our preacher,

But they told me what I did not expect.

Myself when young did eagerly {requent
Doctor and Saint, and heard great argument
About it and about; but evermore
Came out by the same Door where in I went. GO ON TO THE NEXT PAGE
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Our fate of birth and worldly wealth,
Are really unimportant things,
Death approaches quite by stealth
And visits everybody including Kings;
The rich and poor
Shall be no more
For dying they are equal made
To be buried by the spade.

"The glories of our blood and state
Are shadows, not substantial things;
There is no armour against fate,
Death lays his icy hands on kings:
Sceptre and Crown
Must tumble down,
And in the dust be equal made

With the poor crooked scythe and spade.

Gains of country and of self
Are useless, not important things;
Fate has no preference for wealth;
For death can also call on kings:
Great and small
To earth do fall
And in the end are equal made
Beneath the sod turned by the spade.

13

Words sound fine to list
When said by the right one.
Not a word is unheard
Not even a slight one.
Lasting down the years
To the end of time
Carried on by means of song
Endlessly in rhyme.

Bright is the ring of words

When the right man rings them,
Fair the fall of songs

When the singer sings them.
Still they are carolled and said —
On wings they are carried —
After the singer is dead

And the maker buried.

‘Tunes are gay and cheerful
When a lover hears them.
Tunes make a merry carful
When the hearer hears them.
They last forever and forever,
And drift on endless space;
Their mem’ries fading never
And etched on Time’s face.

GO ON TO THE NEXT PAGE
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Five miles meandering with a mazy motion
Through wood and dale the sacred river ran,
Then reached the caverns measureless to man,
And sank in tumult to a lifeless ocean:

And ’mid this tumult Kubla heard from far
Ancestral voices prophesying war!

The prophetic river snaked for miles
Through the gloomy forest deep.

And all mankind seemed steeped in sleep,
Unaware of Satan’s fiendish smiles:

Yet Kubla heard the warning knell

That doomed mankind to living hell.

For many miles wandering far and wide

The river ran through gorges deep and low,
Beside the mountains with their peaks in snow,
"Til it reached a deserted countryside:

And Kubla heard the trickling water

That showed the men were bound for slaughter.

15

If T had costly jewels and precious things,
If T had wealth untold,

And Croesus-like could rule the world,
My treasures would be yours alone

And at your feet I'd lay that world.

My wealth is just a pining heart

But at your feet I lay that heart.

Had I but uncounted riches

Of silver things and gold,

And beautiful cloths and costly gems,
The greatest wealth ever heard.

I would put them all down at your feet
Just as I have laid my hopes at your feet;
Tread carefully lest you destroy them.

Had I the heaven’s embroidered cloths,
Enwrought with golden and silver light,

The blue and the dim and the dark cloths

Of night and light and the half-light,

I would spread the cloths under your feet:

But I would spread my dreams under your feet;
Tread softly because you tread on my dreams.

END
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Activity 1: PICTURE CONSTRUCTION

You have been given a plece of colored paper in the form of a triangle,
Think of a picture or an object which you can dvaw with this piece of
paper as a part of it. Try to draw scmething that no one else in this
class will think of. Keep adding things onto it, putting into your
picture 2s many interesting ideas as you can., UWhen you have completed
your picture, think up a name of title for it and write it at the
bottom of the picture.
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Activity 2: PICTURE COMPLETION

By adding lines to the figures below, draw some object or design that
no one else in the class will think of. Try to have as many different
ideas as you can in your drawing. Don’t stop with your first ideaj;
keep building onto it. lMake up titles for each of your pictures and
write one in each block below the figure.
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Activity 3: LINES

See how many objects you can make from the pair of lines in each square,
Hith a pencil add lines and shapes to complete your picture, Your
added lines can be inside or outside the lines already in the square,
Try to think of things that no one else in the class will think of,

Make as many things as you can and put as many ideas as you can in each
one, Give each picture a title when you have completed them,

—

L
L
LI
FT
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Activity &4: CIRCIES

See how many objects you can make from the circles below. A cirels
should be the main part of whatever you make. With a peneil add lines
to the circles to complete your picture. Your lines can be inside the
circle, or outside the circle., Try to think of things that no one
else in the class will think of. Make as many things as you can and
put 28 many ideas as you can in each one., Add titles to each picture,

OO0C
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Activities 1=3: ASK-AND=GUESS

The first three activities will be about the drewing below, These
activities will give you a chance to see how goed you are at asking
questions to find cut things that you don’t know amd in making guesses
about possible causes and conseguences of happenings. ILook at the
picture. What is happening? What can you tell for sure? WHhat do

you need to know to undevstand what is happening, what caused it to
happen and what will be the result?
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Activity l: ASKING. Idst below all the questions you need to ask to
know for sure what is happening in the picture on the opposite page.
Do not ask questions which can be answered by locking at the drawing.

1.

2
3
o _
5,
6.

7o
8.

9.
1¢,

11,

iz,

13,
14,

i5.
16,
170
18,
19.
20,

21,

22,

236




19%

Activity 2: GUESSING: Iist below all the possible causes for what
is happening that you see in the picture on page l. Make as many
guesses as you can, and don’t be afraid to guess,

1.

20

3.

o _
R 5
o ‘.

7o
8,

9.
10.

11,

iz,
13,
1k,
i5.
16,

17,
18,

i9.
20,

21,

22,

23
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Activity 3: GUESSING CONSEQUENCES: List below all the things that
might happen as a result of what is taking place in the picture on

page 1. You may use things that might happen right afterwards or things
that might happen 2 long time afterwards, Make as many guesses as

you can and don‘t be afraid to guess.

1.,

26
30
b,
Se,
6o

7
8.

9
10,

11,

12,
13,
ik,
15,
16.
17.
18,

190
20,

21,

220 ¢

23
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Activity 4: IMPROVEMENT

Iist below ways of improving the toy elephan*c shown on this page to
make it nore intems*&ing "2:.@ pla.y with,

10,

11,

iz,

i3

ik,

i5.
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Activity 5: DIFFERENT USES

List below the cleverest, most in'terésting and most unusual uses you
can think of for the toy elephant shown in Activity 4, other than as
a plaything. Toink of uses as it is, or as it could be changed.

1.

20

5e

6..

7o

9.

10.

i1,

12,

13,

ik,

15
16,

17.

18.
19,

20,

21,

22,
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Activity 6: UNUSUAL USES

Write as many different ways foxr which a drinking straw can be used.
Iist as many interesting and unusual uses as you can think of, using
one strew or several; think about possible new uses.

"1,

26

3e

lyo

5e

6o

7o

8.

9

10.

i1,

12.

3.

ik,

15,

16,

17,

18,

19,

20,

21,

22,
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Activity 7: WBAT IF

Tell what would happen if clouds had strings on them. Think of all the
exciting things that would happen because of it, end list them below.

2o w

30
U,

50
6o

7o
8.

9.
10.

11,

iZ.

i3,
ik,

15..
16,
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Activity 8: IMPOSSIBILITIES

List below as many impossible things as you can think of,

1.

2o

3o

b,

5.

6.

7
8.

9o

1o,

i1,

iz,

13,
140

15,
16,

17,

18,

19,

20,

21,

22,

23.
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Activity 1l: PICTURE MAKING

You have been given a piece of colored paper, Think of a picture which
you can draw with this piece of paper as a part of it. Try to draw
something that no one else in this class will think of. Keep adding
things onto it, putting into your picture as many interesting ideas

as you can. When you have completed your picture, think up 2 name

or title for it and write it at the bottom of the page.
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Activity 2: COMPLETE THE PICTURE

By adding lines to the figures below, and on the next page, draw some
object or design that no one else in the elass will think of. Try to
have a8 many different ideas as you can in your drawings. Don’t stop
with your first idea; keep bullding onto it. Make up titles for each
of your pictures and write one in each block below the figure,

W
I

YR
o
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i2

i1
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Activity 3¢ PICTURES WITH LINES

See how many objects you can make from the pair of lines in each square,
Hith a pencil add lines and shapes to complete your plecture. Your
added lines can be inside or cutside the lines already in ithe square,
Try to think of things that no one else in the class will think of,

Make as many things as you can and put as nany ideas as you can in

each one. Give each picture a title when you have completed thenm.




206

10

16
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Activities 1-3: ASKING AND GUESSING

The first three activities will be about the drawing below., These
activities will give you a_chance to see if you are good at asking
questions to find out things that you don’t know and in making guesses
about possible causes and conseguences. Look at the picture carefully.
What do you think is happening? What do you know for sure? What do
you have to know to fully understand what is going on, what caused i,
and what will happen as a result?
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Activity l: ASKING. IList below all the questions you need to ask to
know for sure what is happening in the picture. Do not ask questions
whieh can be answered just by looking at the drawing.

i.

20

56

6.

7o

8e

9

10,

i1,

12,

13.

14,

i5..

16.

i7.

18,

19,

20,

21,

22,

230
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Activity 2: GUESSING., Iist below all the possible causes for what 1s
happening that you see in the picture on page i, HMNake as many guesses
as you can, and you den't be airaid to guess.

b

2¢
3o
b,
b
6.
7o
8.

9e
10.

i1,

12,
13,
14,
15,
16.
17,
18,
19,
20.

21,

22,

23
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Activity 33 GUESSING CONSEQUENCES Iist below all the things that
might happen as a vesult of what is taking place in the plciure on
page 1o You may use things that might happen right afterwards or
things that might happen & long tine afterwards., Make as many guesses
as you can and don’t be afraid to guess.

i,

2,
3o
b,
Se
6.
7o
8.

9o
10,

11,

12.
13,
b,
15
16,
17.
18,
19
20,

21,

22,
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Activity 4:  IMPROVEMENT

List below ways of changing the toy dog ghown on this page to make it
more interesting for children to p}gy with., What do you think would

make it more fun? %K

i.

2,

3.
b,

50
6,

7o
8,

9e
10,

11,

i2.

13
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Activity 5: DIFFERENT USES

Hrite as many different ways for which a spool or spools can be used.
List as many interesting and unusual uses as you can think of, using
one or several. Think about possible new uses that only YOU can think
of,

i,

2o
3.
b,
5e
6.
7o
8.
9
10,

ii.

12,
13.
14,
15,
16,

17,
189

19
20,

21,
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Activity 6: DIFFERENT QUESTIONS
List below several guestions concerning unusual things about spools.

Try to ask questions which you do mnot usually think about, but which
will make other people interested in finding the answers,

1,

2o
3o
b,
Se
6o

7o
8o

9
10.

i1,

12,
13,
14,
15
16,

17,
18,
19
20.

2L,

22,
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Activity 7:  WHAT IF

Tell what would happen if animals could drive cars. Think of all the
exciting and strange things that would happen because of it, and list
them below.

2

3e

b,

5e

6o

7o

8,

e

10,
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ATTITUDE SCALE

ATTITUDE TO GRADE XII ENGLISH COURSE

INSTRUCTIONS: Circle the number that best represents your frank
opinion of various aspects of the English program this year.

Example:
Boring Very Interesting

BASEBALL: 1 2 3 4 5 6 7

VOLLEYBALL: 1 2 3 b 5 6 7

TENNIS: 1 2 3 L 5 6 7

Mooaeeaoo@eeeo9eoeoweeouseeoooeeoeaovery Interesting

NOVELS 1 2 3 b 5 6 7

SHORT STORIES 1 2 3 Ly 5 6 7

PRESCRIBED POETRY 1 2 3 L 5 6 7

CREATIVE WRITING 1 2 3 i 5 6 7

OF POETRY (Ex. Group)

EXTRA PLAYS AND 1 2 3 L 5 6 7
SHORT STORIES
(Cont. Group)

CLASS DISCUSSIONS 1 2 3 Ly 5 6 7

PROJECTS (Trials, 1 2 3 I 5 6 2
debates, group work, etc.)

TOTAL GRADE XII 1 2 3 L 5 6 7
ENGLISH PROGRAM
Cr000000OBC 000 POSSIBIE: 1#9

FURTHER COMMENTS IN
WRITING
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OPINIONS OF THE WRITING COURSE
= EXPERIMENTAL GROUP =

I am enjoying this class immensely, for I am not only learning to
write, but I am learning to particlpate.

The creative writing class is a challenge, and a change from what
has long been considered the standard kind of English.

I like the course, but the classroom is not conducive to intelli-
gent writing. In class, I am rushed, and I cannot "create" when
this is the case,

It gives us a better understanding of poetry. It helps us in ex-
pressing our own ideas in a concrete and intelligent manner. It is
really enjoyable,

The creative writing class brings out the hidden talent buried in
piles of conformity. In this class, we can learn to use our ima=
gination and express ourselves much better.

I really look forward to these classes, because for the longest
time, I have wanted to express my feellngs and ideas in this way,
It is too bad however, that we have been saturated for so many
years with formal English ILiterature. It is never too late to try.

This is much better than studying our regular poetry text, day
after day. With creative writing, there is more personal involve=-
ment. :

The course is stimulating and interesting,

I like the idea that we are doing the writing ourselves for a
change., We always complain that éverything is chewed up for us.
This certainly is not. '

I like this much better than regular poetry classes. It 1s more
stimulating and exciting than other classes., Creative writing
should be in all grades for a good section of the course.

Although I do not have a terrific ability at poetry writing, 1
sometimes surprise myself. I would rather do this than dissect
those other poems,

This class is very intevesting. It gets people to think and even
to appreciate poetry more,

This has helped me personally, as well as in my school work.
I have never used the dictionary more than during these creative
Writing sessions,
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It is a good idea, but the classroom fails to bring about the
proper inspiratiomn. '

It is a geood idea and we can be thankful that you have enough
courage to try it out., It would be wonderful if every student
could do this., When the experiment is over, we should do creative
writing, perhaps once a cycle, to keep us posted on the latest
ideas of our fellow students.

It is a good idea, but after twelve years of mental imprisonment,
you might as well give up, We should have been given training
in this in the earlier grades and gradually as we moved from one
grade to another, ' ’

I enjoyed the course very much. It was the first time I really
thought so much about ideas, and of words to express them.

I think creative writing should be part of the educational system,
It helped me immensely.

The course has increased my appetite for reading. This is a
course which makes you want to reach great heights. One learns
not only of literature, but also of life.

It is the first year I have liked English so much. You have made
it very interesting. Usually I dread English, but this year
I loved it.

It has been great. I liked it so much, I am even considering coming

back, to take it for a second year...
I wish I could go on developing my creativity. Now it is all over.
Believe it or not, since we have started creative writing, I have

been picking up poetry books in the library: This is the first
time in my life,
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SUMMARY OF INTERVIEHW

In an interview with the'sfudents they were asked to give
orally and. in writlng & brief evaluation of their English course. On
the whole the expexrimental group was'enthusiastie about the crea%ive
writing (although negative aspects of it were brought out, notably the
pressurs put upon th@m.t@ produce and the attempt. to force creativity)
and somewhat eriﬁical of the prescribed course, especially the poetry.
Regarding the creative wrlting the general feeling was that it had been
enjoyable and rewarding. Students seemed to think that as a result of
the experiment. they wexre more sensitive'to words and imeges, and that
the opportunity to express themselves freely in poetry and prose had
enabled them to be themselves as never before in an English class. It
was also stated that the experiment hed stimulated observation and
encéur&ged thinking; had opened doors to new ideas and relieved tension.
Strangely enough very few indicated that ﬁhe @ﬁp@fﬁ@nee of* writing
their own poetry had made them more appr@si&ti&e of :the prescribed
poetry, a carry=over which might have been expected.

| Thé members of the control group were less spontanecus in
their comments and séemed resentful of the fact that they had not
been included in the experiment on creative writing. The group as a
whole was apathetic and s@mewhat.nééative in its attitude toward the
presceribed English course, They were slmost unanimous in expressing

dielike fer poetry and espseially for the prescribed postry COurae,




