Reading Beyond the Lines
Extensive, Extended or Creative Reading?

The Call for Help

The mission, if | can call it that, was to seehiérte was anything we could contribute to
classroom activities based around extensive reddimgur colleagues teaching English in
Portuguese state schools. These colleagues waheldto this section of the National
Curriculum with grim countenance and a roll of #yes. Some were known to mutter
menacingly under their breath at these moments.

The extensive reading requirement was there fdoake, and applied to years 10 to 12 (15
to 18 year olds). From the beginning let's bercimut the terminology. 'Extensive reading’
is defined by Day and Bamford (1998) with a tempacheck list which largely point up the
importance of this activity being student drivenibgiuding words like ‘pleasure’, ‘out of the
classroom’, 'own pace' and 'easily understandaBl&ey point tells us thaStudents select
what they want to read and have the freedom tortag@ing material that fails to interest
them"

The Portuguese National Curriculum provides adistelected titles which it advises

teachers to use as a guide for extensive readinmppes. For years 10 and 11 these titles are
primarily collections of short stories, while foegr 12 they are novels and plays. The
majority of teachers tended to treated the listasohin advisory guide but as a mandatory
directory of reading material from which they hadsetlect and deliver to their students. The
idea of student choice, not to mention the freetlmtoss the book aside if it did not interest,
did not even come up as a question. About seveofdday and Bamford's ten
‘Characteristics of an Extensive Reading Approaehnén't even being attempted. In fact, the
activity wasn't extensive reading at all: extendsstling, perhaps; a drudge, certainly.

There are a number of reasons why this was soheneksults of some elementary enquiries
we undertook paralleled those of Alan Mdley

» Insufficient time. Books were selected by teachersreate a short cut to the desired
aim of ticking the box: Reading task

* Too costly. The variety of reading materials regdito give students a genuine
choice simply wasn't available and school libraviese scantily clad with suitable
reading material in English.

* Undervalued. Though linked to the syllabus, extemseading was not underpinned
through inclusion in the assessment process weitlsdme teachers to undervalue it.

* Downward pressure. Institutional pressure from &kovconform to the textbooks.

Maley also includes a referenceResistance from teachers, who find it impossibletop
teaching and to allow learning to take placéh our experience resistance from teachers was
strengthened as a result of their own reading sabitlack of them. Day and Bamford's 10th
Commandment for extensive reading says:

The teacher is a role model of a reader for thelshis - an active member of the classroom
reading community, demonstrating what it meanseta beader and the rewards of being a
reader.



Few of the teachers we spoke to claimed to have tomead, and many clearly had
themselves never seen reading as an enjoyabléyetiv were thus unable to pass on a
positive response to their students. While thig arguably be a result of cultural history, it
meant that extensive reading as a genuine classactwity was doomed from the start.

The Casefor Literacy

Why, then, would we want to go to the trouble of@iraging teachers to engage in activities
which seemed to have so many reasons for not Iseicgessful? A large part of the answer
lies in a response to the question of increastegacyper seamongst young people
(regardless of the language).

It has been argued that reading is one of the #abantidotes to contemporary life, not just
as an alternative to the breakneck speed that ohost are required to live, but in the
formation of the intellect through contemplationlarfiguage, argument and nuance,
something which the personal, introspective nadfireading allows us to develop and that
other forms of information gathering don't. Readsthe main player in the tussle between
‘word' and 'image’, representing the struggle efniind over instinct that underpins much of
contemporary society,.

Some would claim that the current trend away frigerdcy"' is'robbing us of the

intellectual and linguistic tools to separate illas from truth. It reduces us to the level and
dependency of children. It impoverishes langu@deris Hedges)' He goes on to sathe
more we sever ourselves from a literate, print daserld, a world of complexity and
nuance, a world of ideas, for one informed by cotimig, reassuring images, fantasies,
slogans, celebrities, and a lust for violence, iiniere we are destined to implodé\
passionate plea for literacy if ever there was one.

Few would disagree that a society that ceasedabweuld be in a serious state, though
some lonely Cassandras tell us that this is, indixedway we are going. Debbie Hicks of
the UK Reading Agency, on a more positive notds te that

'Research indicates that the benefits of the repgbarney can be far reaching. Reading is a
source of pleasure and entertainment, a way oévelg stress, a form of escapism, a means
of finding things out, of learning and improvingokvledge and of self development

building the individual it can also contribute tioet building of better communities, offer
common ground on which to create new reading fatpsetnerships and deliver on

national and local policy priorities such as sodiatlusion and lifelong learning""

The role of the written word in education seemsisaous to those of us brought up in an
age where this was the predominant form of knowdestgrage that we are in danger of
overlooking the other qualities of print based miation retrieval. Comparing the way that
children were brought up in the 20th century withttof those being brought up in the 21st,
the neurobiologist Baroness Greenfield tells uswhiale 'we' had books; 'they' have
computers and what we get from books and the wniterd is guidance. An author will
steer us through disparate material and give usmeeptual framework of understanding.
We may not agree with it, but we can read othekb@mnd gradually our own framework
develops and grows.

One might argue that this is the basis of educati@ducation as we know it. It is the
building-up of a personalised conceptual framewaoskere we can relate incoming
information to what we know already. We can plaoeisolated fact in a context that
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gives it significance. Traditional education hasabled us, if you like, to turn
information into knowledg®.

Children educated in this century are spendingwarage six and a half hours a day using
electronic media - often 'multi-tasking’ with twe more different devices on the go at
once. Increasingly, the electronic media rely momethe icon than the wor@ut most of
all the quick-fire, fast-moving nature of much &enic media militates against building
up a personalised conceptual framewoohn Humphries)

In case we are lulled into thinking that any kirfdwitten word will do, the Children's
Laureate, Michael Rosen, warns us that

'‘Children who come from homes where books are breiad get access to the kinds of
abstract and complex ideas that you can only gt bbeasily through exposure to extended
prose. The rest are being fed worksheets. '

And just to make sure that we are clear about tbgsage here, Alasdair Maclintyre states
that if we are foolish enough teprive children of stories and you leave them upsad,
anxious stutterers in their actions and in theirda"

It appears, then, that reading extensively is @ wnportance to education in general.
Within the broader requirements of maintainingrareasing literacy in its own right, there is
a special area requiring attention, where readirggforeign or second language is being
attempted. Literature in foreign language teacinits present contexénds to emphasize
its role in improving communicative competence praviding a springboard for the
development of critical thinking and aesthetic aggpation and create an awareness in
students on the culture and society of the relewanntry(N.C. Premawardhend). While it
can be argued that improved communicative competand the development of critical
thinking and aesthetic appreciation are shared N#frature being taught in a first language,
the extra dimension to reading literature in & feeguage is raising cultural awareness of
other societies. At an advanced level it migho &ls argued that some degree of
comprehension of the cultural underpinning of #rgguage which the student is learning is
essential to attaining proficiency. At a more badsiel simply using language in the natural
setting of storytelling removes the reader fromlthguistic strait-jacket and cultural deserts
of most course books. Alan Pulverness, amongstttedls of the problems caused by an
aversion to examining culturally specific contempublished teaching materials since the
1980s, and assumilat language teaching and learning invariably ahxe issues of
sociocultural meaning, and that approaches whidretjard the cultural dimension of
language are fundamentally flawéd'

Adjusting the Focus

Our principal brief was to look primarily at narikeg fiction as the principal source of
reading, and this decision, at least in part, veashed because fiction is frequently a
collection point of many conceptual frameworks nflarstanding and cultural exposition. A
further refinement that we considered was to usgetoporary fiction, that is by authors who
were still writing, not least because this gaveeasdo contemporary language and because
the action and the setting were frequently of tapicterest, but also because of the practical
consideration that we might want to work with thetheors themselves in preparing a learning
programme. Thus we were planning to work with wiatn McCrae calls literature with a
small 'I' rather than canonic, or big 'L’ literaur



Thus, properly fortified as to the virtue of ourssion, we return to the situation in English
language classes in Portugal. Whilst the impressiay have been given of general
disinterest amongst the teaching community in tiea af extended reading, there were, in
fact, a significant number of English language bess who recognised the need to develop
new strategies and techniques for extended reasddghey asked us to join them in finding
a solution. We knew this because of our close mgrkelations with the national English
language teachers' association, APPI, and thesteptwas to form a small working group,
consisting of representatives of APPI and the @ritCouncil, to map our plans and devise a
means of achieving our objective.

Motivation was the key to making the extended neg@ilement of the national curriculum a
positive rather than a negative influence on be#tihers and learners. In both cases it was
an understanding of what triggers self interedt phavided the means. For the majority of
teachers a relatively simple approach to meetieg #elf interest was all that was required,
and we started with the curriculum and thus th&abyk from which they taught. We
reasoned that if we helped teachers to fulfil tediigations by developing connections
between the chosen pieces of literature and thederaequirements of the syllabus then this
would increase a teacher's motivation to use theegiof literature intelligently. The trick
would be to go from motivation to enthusiasm aned,reasoned, the only real recourse we
had to this was through producing effective andagintg materials. This, however, led us to
the far trickier problem of motivating the studewtshin the classroom. For this we decided
to rely on the ancient tradition of storytellindpeit with its own twist in the tale.

The story tellers in the project were to include shudents themselves. It is our firmly held
belief that all societies are no more nor less thansum of their interwoven stories, from the
grand epic tales of nations to the humble everglases of its citizens as they go about their
daily lives. There is no analysis of human endeatoat can fail to take this into account.
What is more, every single person has a stornyittolteves are made up of intertwining tales
and part of any child's education should be to tstded how the many strands of narrative
that swirl around us connect, and how their paldicstory fits in with all the others. The
trick, of course, is to keep that story unique #msl is probably where we fail most
miserably, and where we are guilty of squandetegtalents of our young people.
Nevertheless, it is in recognising this (sometitagsnt) ability to tell a story that we can slot
into what is already known by our students and thken into other, interlocking narratives.
The trick is to get them to see the connection betwtheir stories and their worlds and the
stories and worlds of the imported story telldne author. The voyage to get to that point,
however, crosses a few frontiers, a journey thatesteachers find most uncomfortable.

Unique Narratives

The problem with concentrating on the individualslity to recognise, create and empathise
with narratives is one of ownership. The learniaglitions of most countries, Portugal
included, produce passive learners heavily depdrateteachers as a result of teacher-
centred learning in schools. From this grows aataince by students to express opinions and
take their own decisions, and in its place we vagneollective thinking and an inability to
work independently. While this may impede progrestanguage learning, it makes
classroom management easier and if - as is udhallgase - the end purpose is an ability to
mechanically pass exams rather than learn themtéikod is sufficient. As a result, many
teachers are reluctant to move away from this moBH#kective communicative language
learning is only witnessed in a minority of langadgssons for this reason (and many so-
called communicative language lessons do, in seédilitte more than follow a well trodden
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path of ordained grammar sets.) To go the furskesge and develop interaction based on
individual narratives is a step too far for many.

Early in the project we recognised the fundamettatradiction in education systems the
world over, expressed as a clash between lineanandinear processes. Itis a
contradiction recognised by most teachers, thowgtavays expressed as such. In
conducting straw polls with groups of teachers fwariety of countries during the pilot
stage of the project we confirmed our suspicioas thost teachers saw themselves as non-
linear practitioners working in a linear world. €durse, they didn't put it quite like that and
had, in fact, been given the choice between reptegethemselves as industrialists - with
targets to achieve and a mechanistic way of aamgetviose targets with the greatest
efficiency and least variation resulting in a ldygaredictable outcome (the product)- or as
farmers. The farmers also had to achieve a tabgétyvere beset by far more unknowns than
industrialists, and whose ability to adapt rapidycurrent conditions was a major asset. The
unfair choice being offered to teachers was betveeleard-nosed producer and a flexible
nurturer. The vast majority chose to see themsedgdarmers - those who followed a non-
linear course of action. The few who didn't, arftbwepresented themselves as following a
linear course of action, were quizzed furtherevwery case their choice was dictated by what
their perception of reality: this was how thingsreiat was not a reflection of how they

would like to be.

The same groups of teachers, when asked if thesidened the education system (the
curriculum, the exam orientated culture etc) t@bmear or non-linear system of action
always chose linear as the most apt descriptorensked to reconcile their views of
themselves with the system in which they found theres working, the emotional level of
the meeting rose. Clearly most teachers were ymhdqut most had learned to adjust. In
other words, while they saw themselves ideallyaasiérs, nurturing and taking care of their
charges, they recognised that in reality they watrégest, industrial farmers, churning out
produce in much the same way that industrialistssypaoduce goods. There was some
attempt to extend the metaphor at this stage anectinise the parallel between education
systems with their exam-led curricula and largdrchaf supermarkets demanding
standardised produce from farmers: fruit of a ¢ershape, colour and size, for example. We
felt collectively guilty about the waste in west@wountries, where up to 40% of food is
thrown away by supermarkets because it doesn't theietstandards, not just because of the
criminal waste of food, but because of an impliedilar fate of those who fail to meet the
requirements of the education system.

Creative Ownership

Looking back at the course plotted for the projers easy to forget the fog that seemed to
obscure the landscape when that process was beirkgavout. With the clarity of hindsight
let us briefly review the key elements, startinghwecent events.

In February 2010 we were working with the Britishki3tani poet, Moniza Alvi, on a project
(‘Flash Poetry’) which involves secondary schoaldgints creating animated film to
accompany some of her poems. The students ipitbisstage of the project were
exceptionally well motivated, and were producinghegexcellent pieces of work. Their
teachers were thrilled, but also amazed at theegegfr participation. They hadn’t necessarily
thought this would be so when the idea was firstussed and, regarding one group of 15
year olds, the teacher had expressed concerni Watldn’t work with them, that they

would be less than interested or that it would &l io motivate them in a poetry project.
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However, as it turned out all the students (oneigraged 15/16 and another 17/18) were
producing work that astonished their teachers. ddgee of involvement was impressive:
from the word on the page, interpretation led te reas being formulated and these ideas
were shared with others with the aim of creatirsgosy board for short film. In other words
each student’s individual interpretation was beiegotiated and, where necessary, defended
within a small group. The group had to maintaia ¢bnfidence to turn ideas into reality and,
at an intermediate stage, present and explain tbeas to the poet whose poems had
initiated the process. By this point a lot of lange had been used, some of it in L1 but the
majority in English. Moniza Alvi’'s observations veemportant at this stage, and she
expressed surprise and excitement at the degraeioé and creative involvement that
virtually all the students were showing in the potj It was certainly different from other
events she had taken part in with secondary s@todénts, and given that she had been a
secondary school teacher of English herself forynears as well as years of taking her
poetry into schools, this was an observation wodting.

After two days of feedback from students from d#f& schools we discussed what we had
witnessed, and were looking forward excitedly t® final results of the pilot project. The
key, we understood, was in the apparent motivaifdhe students. It was precisely this that
the teachers had predicted woulat occur and which, in reality, exceeded any modepth
we might have had. Eventually we stumbled upoestuption of the students’ apparent
enthusiasm - it was a ‘creative ownership of lagguand through this we were reflecting on
the parity of interest which the students brougtd tmeeting with the poet: they had
something to bring to the party, something theyen@oud of. The usual role of student
sitting in awe (or otherwise) at the feet of thgeshad been replaced by something
approaching a partnership. The students were tisentanguage to express something they
had created and had possession of. It made tHd wfodifference.

In retrospect that is precisely what the BritLibjgct had been trying to do over the years:
give ownership of language to the students.

From the beginning the project had adopted an agprthat concentrated on the subjective
nature of reading rather than simply using literatmerely as a tool for language learning in
the same way that one would use a text book orsedowok. We argued from the outset that
it was a matter of ownership of language, anddhgreater sense of ownership would
provide increased motivation for success in legmninence instrumental rationality (the most
efficient or cost-effective means to achieve a gjeend) is transformed into self-confirming
activity, or subjective rationality - a powerfulider and learning resource. We can simplify a
frequently complex social model of language clamsroelationships by pointing out that,
from a typical student’s point of view, the teackajoys a much closer relationship with the
language being taught than the students. Fronp#rspective, ownership is more likely to
belong to the teacher rather than the studentetieher has ‘the answers’ and is the source
of most of the knowledge that unlocks the languagée student.

However, if we consider a student who is transfatiméo a reader, someone who forms their
own, personal relationship with the text, and tfeeethe language that the text is presented
in, then we will observe that the relationship begw the reader and the language as
represented through the text is closer than thdteo§tudent and the language as represented
by the teacher. In social theory terms, theress@nger bond due to the mixture of types of
social action, and is not limited to instrumentlanal action, but is value-rational as well.
For this to be most effective, the text should agative fiction or poetry for this allows the
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reader to bring their own experiences, memoriesi@edpretation into the equation, and it is
this positive and essential cultural investment #liaws the reader to take ownership and
create a subjective cultural 'godd'.

Focusfor Feedback

While all this was clearly apparent in the ‘FlasieRy' project being worked on with Moniza
Alvi, its presence had been no less importanténethrlier stages of the broader BritLit
project. An important element in providing suibhtalysts for interaction with the students
had been in working with the poets and authors sedwes and while this is not possible, or
even desirable, on each and every occasion, whariea is present at some stage the
process of transaction which follows the acquisitbdd ownership become strengthened.
Authors and poets with considerable experiencearking with young people in schools,
including Romesh Gunesekera, Ron Butlin, FrancBsead, Patience Agbabi, Levi Tafari,
Melvin Burgess, Louise Cooper and Tony Mitton halleommented at some stage on how
those who had been involved in the BritLit projeatl been far more engaged audiences
(both students and teachers) as a result of hdngngme ‘language owners’ through
interaction with the text than those who hadn'nb@solved in the project’In over thirty
years of going into schools and universities asagssional writer, | have never come
across any teaching programme that comes withiaradred miles of BritLit for excellence
in results.*" In one classic example, demonstrating a virtuougecof creativity, some
secondary school students had adapted an authorsstory and turned it into a play, which
they had the opportunity to perform in the presesfdée original author. The author, moved
by the experience and inspired into continuingraxtgon, looked further into the culture and
history of the students’ own society and later piaatl a series of new short stories inspired
by his research. These stories were then fed ib&zkhe cultural mélée and a new cycle of
creativity ensued. In this way we might begin émsider the artist as the ideal facilitator.

However, let us be realistic. It is not usuall\gible for the feedback to the original author
to take place face to face (though on-line, virtirlds make it possible to reach far more).
The important thing to realise here is not thatstuglents are feeding something back to an
original source of inspiration — as wonderful aat thpportunity might be — but that they
actually have something of their own to feed ba8ky number of outside resources from
the local community might be used to stimulate #aBvity — university, commerce, wider
school community etc — any grit to help the proadssaking a pearl. The important part,
then, is not the actual feedback but the prepardtioit; the process, not the result.
Referring to short stories in particular, the pemtagal trick is to beef up the amount of time
spent on preparatory work — pre-reading activitied the like — concentrating especially on
getting students to construct their own narratwegdividually or in groups) based on some
fragments of information drawn from the story itselhis will normally lead the student (or
anyone else) to want to see the original and coenbeir own treatment with that of the
author. Of course, there is a danger here thdests will expect their own story to be ‘right’
or ‘wrong’ - how close was it to the original — \wh, after all, will frequently have been the
sum total of their school experiences, especiallnguage learning. Ken Robinson warns
us thatWe stigmatize mistakes. We're now running natiedacation systems where the
worst thing you can make are mistakes and the resule are education people out of their
creative capacitie§™" While being a sad indictment of our educationaystperhaps, the
teacher needs to tread carefully when introdudnegé activities for the first time, pointing
out that there are no right and wrong stories, ifiérent ones.

Pre-reading Activities



It is difficult to argue against the premise thatrg telling (from reading stories at bedtime to
more informal family stories, “Did you hear whatppened to Aunty Ethel last
Wednesday?....”) forms an essential part of langu@arning for native speakers of any
language. It can be assumed, then, that the bksients of storytelling or building a
narrative are already well within the grasp of stug of almost any age, and it is this basic
building block that can be used to stimulate imnogranto a new text. Pre-reading activities
use this story telling and listening ability amongfsidents in a variety of ways, and the
project has used the following activities to gref¢ct:

» Picture/sound prompts to build a narrative base
* Building on (universally?) shared narratives

» Text ‘chunking’: using ‘stepping stones’

* Narrative building questions

1. Picture prompts

Using a sequence of pictures, or sound effects¢iezate a background timeframe onto
which a whole range of possible stories can beepaflt is important that the sequence of
pictures denotes the passing of time, or else énative effect or dramatic sequence might
be obscured. For example, when using the Louissm@&uostory ‘The Storm* in which a
whole community is wiped out by a sudden downpdwritat might (or might not) be rain, a
sequence of pictures and sound effects showingrangiuilding and then subsiding creates a
suitable timeframe. More specific guidance mightldded after the initial exposure to the
picture sequence, for example challenging the siisde include certain characters or words
or phrases taken from the original story in thairrative.

2. Building on shared narratives

It is said that there are only seven basic platsiéoratives to tell in the whole world and that
all stories are variations of one of these sevaofding to literary critic Christopher Booker
these are namelyragedy' (hero with a fatal flaw meets tragic en@omedy’ (always with

a happy ending, typically of romantic fulfilmentQver coming the Monster’, 'Voyage and
Return’, '‘Quest’, 'Ragsto Riches (the riches in question can be literal or metajgha@and
'Rebirth' (central character suddenly finds a new reaspliving).” This makes

recognition of narrative types easy to identify ahdre. Within these seven genre are some
more or less universally shared stories which thabgy may vary is detail from culture to
culture. Traditional children’s stories (Little R&dding Hood, Cinderella, Hansel and Gretel
etc) are used as the basis for writers, oftenditcong a twist in the tale. The point here
being that we can use a tale that is already krenwehshared to introduce a ‘new’ story — in
reality a variation.

3. Chunking

The technique of 'chunking’, or introducing secsaof the text to be studied out of their
original context, is useful in a number of way® grincipal ones being to encourage
connectivity between the chunks (i.e. building gaa/e), focussing on parts of the text
which might provide the reader with particular gesbs (e.g. cultural or lexical stumbling
blocks) and a chance to deal with them before titvy s read for enjoyment, and providing
a series of familiar sections of text for when wWiele text is tackled (‘stepping stones’).
Ideally all three of these principal elements Ww#l used as criteria to choose the sections for
‘chunking’.

4. Narrative building questions



This is arguably the most effective way to condteunew narrative that encourages
comparison with the original story. The idea is$k questions about the story not yet read
but which can be answered by anyone who has anylkdge of stories in general (i.e.
virtually everyone). This apparently counter-ititte idea of asking specific questions about
a story yet to be read can produce stimulatingaesps. The questions are best presented in
the order in which they occur in the original storbhis allows a narrative structure to be
formed from the outset, and leads the studentatiarally give their answers in the form of a
narrative.

We find that these kinds of activities allow thedsnt to achieve some degree of creative
response to the text they will shortly be readiiipeir chances of gaining a sense of
ownership from the creative process using languwatjelepend very much on how the
teacher allows their ideas to develop. It isn'taach to do with guidance as with

permission: already alluded to is the usual, alvaeding atmosphere of learning being a
teacher driven, question and answer led activityfare we are suddenly asking students to
develop their own lines of reasoning, follow thiestincts, and defend their interpretations
and visions. However, this is what they do alltihee when they are not in school but when
they are interacting with their friends, their féigs and when they are making sense of the
world around them. What has changed in the fornsutent the student but the presence of
the teacher and the traditions of classroom legrno really the biggest challenge when
applying the techniques demanded by these actvgiaot to the students but to the teachers
who are being asked to develop effective and affecton-linear models in their lesson
planning. Teachers have to learn to gauge theopppcy and success of activities by far
more subjective criteria than they might be usedptdo that point. Dealing with narrative
interpretation doesn’t have a simple cut and daiesiver schemata to fall back on; while
there can certainly be wrong answers, there aralétnde of ‘right’ answers, though

thinking of this as whether or not the studentseaxad an appropriate response to the activity
or not would be a more useful measure.

Encouraging teachers

One way of making sure that reluctant teachersasiled value when using these materials
was to make sure that links to the wider Englidfabys were made available. This was
done in a series of post-reading activities whastkta very general approach to the context
in which the stories operated, and traced a liritvben these contexts and the demands of
the syllabus, especially regarding the broad thesnesuntered (‘family’ ‘communications’
‘the environment’ etc). For example, a short st@yin an improbable future in Wales
seemed naturally to lead to discussions aboutidéts to technology and from there to
explore alternative technologies, for which the Stighave a special claim to fame.
Similarly, a story set in Sri Lanka allows for aural exploration of English as spoken there
and in other parts of South Asia, providing a ukkfilt for the national curriculum
requirement to present students with examples étias of English. There was also the
chance to explore language development contextsasigrammar forms as well as
vocabulary. However there was a certain reluctamcevote too much time to exploring
this as it felt that it could easily lead the ttamhal minded teacher to make ‘literature’ simply
another grammar activity, thereby defeating the levlobject of the exercise. Rather we
wanted to bring in a ‘oh, and incidentally, thesehis as well’ type of reviewing activity.

We still need to work on getting that balance right

For those teachers who have made it over the Rapihe advantages seem clear enough.
The most common responses from users of the mlaterige in the form of relief that



comprehensive resources are easily available, anddnaccess to many texts is clearly
appreciated. Many teachers, though, express desperations for being involved, and talk
of the career enhancing effect that adopting tadeecentred approach required has had on
them, and even that it has opened up new avenu#seio approach to teaching generally.

As the project has reached more and more teactwldwide, this has been a common
theme amongst those who have contacted us: theeygofathe experience translates into
other areas of teaching. Most importantly, posititianges in the response by students are
noted: “the incorporation of the BritLit materiaad projects adds a totally new dimension to
how my students experience and react to literamksicsays one teacher. Students
themselves respond enthusiastically, especiallynvhe author is present at some stage of
the proceedings with some even claiming that thexalvexperience was “the best thing that
happened in school”. Most revealingly, perhaps,ehgagement of students whose
application to the study of the English language pieeviously been regarded as weak, to say
the least, took a turn for the better, and a nurobercidents of students astonishing the
teacher have been reported.

Since the project started we have worked with abvarmf authors in developing resource
kits. Sometimes these authors have worked witthia attending the Comenius supported
BritLit summer courses run by NILE, and sometiméhwnembers of the BritLit team or
other British Council staff. The range of resogrbas shifted from its original focus on
materials for secondary schools to materials adtassvhole range of English teaching from
primary to tertiary. All in all 40 resource kitsrfstudents and teachers have been produced,
ranging from traditional stories like Little Reddiig Hood to complex stories dealing with
social issues such as Monica Ali’s ‘Loose Chandg&ome were written especially for young
readers, while others had no particular age groupind. All of the stories used were
originally intended for L1 readers, and the proje&s$ insisted on using unedited originals.
The work has moved its centre of focus away fromu@l to include, first, other countries
in Europe when teachers from southern and centnadde contributed to the resource bank
and more recently the project has been attempthrgader global reach. We are currently
embarking upon a programme of using original téxas) authors and poets away from a
UK-centric background, choosing tales which origgna other cultures and present their
interpretation of the seven possible narrativesiwia new cultural backdrop and the first
stage of this extension - using literature from-Saharan Africa - will be available for use
by the end of 2010.

Whither Creative Reading?

The original brief — to find new ways of stimulajimterest in so-called extensive reading
elements in the national curriculum in Portugalaswnet and exceeded. It is estimated that
over 1200 hours of classroom materials have bemtuped, and the project has helped to
define the role of literature and story tellingle language classroom. Materials are
available for students of English from primary schio tertiary education. In the later
resource kits an increased use of digital technpolas supplemented the original low-tech
print and audio materials, and animation, video iatefactive text are finding a niche for
themselves. However, the most important developinas been finding ways to put the
student as a reader into the centre of the frarddogrengaging creative reading. According
to ‘The New Humanities Reader — What is Creativad®®g’ ‘...creative readers make sure
that they know what the author is saying whilghatsame time, devoting their energies to
actively constructing otherwise implicit relatiomgé between ideas, events, and contexts
! Students have been able to develop their skillwdnking from their own, intuitive
narrative abilities into shared environments, ddiieg their interpretations and moulding
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their ideas. At the same time they have develadpei intercultural awareness by access to
texts from a variety of backgrounds and by conimgstvhat they read with what they
experience in their own environments. Altogetins aidds up to a stimulation of their
critical thinking abilities and experiences whith paraphrase and move on from Maley’s
observationpvercomes resistance from teachers to stop tea@ndgallows learning to take
place.
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