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Introduction



The Higher course gives you many opportunities to display your English skills. Your spoken English will be assessed in class; you will also send away a portfolio of your writing and you will sit an exam at the end of the course.


All these different assessments give you an opportunity to become more skilled in the four key areas of English: reading, writing, talking and listening. As you progress through the course, you will have chances to work with literature, with language and perhaps also with media.


You might be in a class where some pupils are working towards Higher while other pupils in the same class are working towards National 5. Some pupils might start off aiming for Higher but realise that it is a better idea to sit National 5 this year. The courses have the same structure, allowing pupils to change to National 5 if they need to.


One part of the course is internally assessed. You will be assessed on your use of spoken language, either through group discussion or by giving a presentation.


This will be assessed in school by your teacher. Your spoken work will not be graded, but you will know if you have achieved the standard or not.


Some parts of the course are externally assessed:





•  You will send away a portfolio of two pieces of writing to be marked by someone outside of your own school.



•  You will also sit an exam (sometimes called the Question Paper) that assesses different aspects of your reading skills. One of the tasks will test your ability to read a piece of non-fiction you have never seen before, under exam conditions, and answer questions on it. You will also answer questions on a set Scottish text that you have studied in class, and you will write a critical essay about a different text you have studied in class.






Planning your time



Your Higher exam will probably be in early May and your school is likely to give you some time off for study before and during the exams. But, if you only start revising then, you’re leaving it far too late.


You’ll have about two weeks off school for Easter, a month or so before the exam. But, if you only start revising then, you’re still leaving it a bit too late.


The most effective way to get all your knowledge and learning fixed in your head is to do a little tiny bit of revision every single day, all the way through your Higher course.


When you get home each afternoon, review what you’ve done in class. Read any notes you’ve taken or answers you’ve written, and re-read any notes or handouts your teacher has given you. If your teacher has given you back any assessed work, look at how he or she has marked it and at any comments written on it.


Doing all this will help to fix the learning in your brain. Also, if there’s something there you don’t understand, or if you seem to have missed something out, you can go back to your teacher the next day and ask about it.
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At the weekend you should do something similar. Read over everything new that you’ve done that week. It should feel more familiar now.


If you get in the habit of working like this, not only will you be painlessly filling your brain with knowledge, but the exam, and the revision for it, will feel much less daunting. This advice, of course, works for every subject, not just English.


To help you to see as clearly as possible that you are covering all the skills and tasks you are meant to tackle, this book is arranged in chapters that go with each key element of Higher English. Don’t panic if that’s not quite how your teacher tackles your course. Because English is often about gradually improving skills rather than acquiring chunks of knowledge, your teacher may teach you something, or give you an activity, or get you to complete a task or challenge, in such a way that you are acquiring or improving a skill and then showing that you’ve done so.


So, here are some questions that you should be able to answer about any piece of work you do in English this year:
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What am I learning today?
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How will I be able to show that I’ve learned this?
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How will this help me to pass the course I’m studying?
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If you don’t understand what you are doing, or why you are doing it, (very politely!) ask your teacher.


How to use this book


Every chapter of the book covers something you will be assessed on and will make clear what is being assessed. Each chapter will help you learn how to pass these assessments.


One phrase comes up very often. It is mentioned in almost all of the tasks and assessments. We are going to look at this now.


Detailed and complex language


At Higher level, you are expected to be able to understand, and use, ‘detailed and complex language’. You need to know what this means.
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Active learning


Work with a partner. Together, read over the following passage. It is written in detailed and complex language.




Working as a private tutor nowadays is a bit like being a confiseur for Marie Antoinette: no matter how much you spin the sugar into a confection about feeding society, you’re really just making life sweeter for the rich. And I should know, having taught a predominantly wealthy elite for over a decade.


A decade into the most thorough economic malaise since the Great Depression, and amid more cuts than you’d find on a straight-to-DVD movie, it should come as scant wonder that one of the few boom industries is private education. In the strata of the recession-proof uber-rich, the private tutor can often appear as simply the next human accessory, summoned before the court to perform.


Yet in a society plagued by the disease of aspiration, it’s no longer just about the very rich. Salaried and striving parents are queuing up to fuel the boom in a market valued in excess of £6bn a year, hyperventilating that their kids are being left behind as an already unequal form of education plunges into something that would make the feudal system look like the dictatorship of the proletariat.





You might need to read the extract more than once. When you are ready, answer these questions to show you understand the idea of detailed and complex language:





•  What do you notice about the lengths of sentences?



•  What do you notice about the number of sentences?



•  What do you notice about the vocabulary?



•  What do you notice about the writer’s ideas?



•  What did you notice about the writer’s style and techniques?
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Try to get used to spotting detailed and complex language. You will find it in newspapers like the Guardian, The Times, the Herald and the Scotsman. You will hear it in some television programmes (such as Newsnight) and in some programmes on BBC Radio 4.





CHAPTER 1 The Writing Portfolio


You have already learned that much of your Higher English is externally assessed — marked by someone outside your school. You will sit an exam. The different parts of this are covered in Chapters 3, 4 and 5. You will also submit a writing portfolio, which you will learn about in this chapter.


Your writing portfolio is worth 30 marks, which also makes it 30% of your total mark for Higher. You will produce two pieces of writing, each marked out of 15. These pieces will come from different genres. The portfolio will then be sent away to the SQA to be marked.


You will complete your portfolio by building on skills you have already developed earlier in school, particularly in the National 5 course where you produced a similar portfolio.


It may take you most of your Higher year to get the portfolio together. You may wish to try the different sorts of writing taught here at different times, and to produce a number of different first drafts before you decide, with help from your teacher, which two are best and should be redrafted for the portfolio. You cannot produce multiple redrafts of the same piece; each piece can be written once, marked, and then redrafted for final submission. That’s it!


Here’s an idea that you may not have thought about:


YOU CAN’T BE A WRITER IF YOU AREN’T A READER.


Pupils, even Higher English pupils, sometimes say, ‘I don’t like reading.’ English teachers really can’t understand that sentence. To an English teacher, saying ‘I don’t like reading’ is as bizarre as saying ‘I don’t like people’ or ‘I don’t like food.’ The world is so full of things to read, there must be something out there that you’d like. And:


YOU CAN’T BE A WRITER IF YOU AREN’T A READER.


After all, you wouldn’t join an orchestra if you’d never listened to any music in your life. You wouldn’t decide to become a chef if you’d only ever eaten toast.
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There’s plenty of advice about particular types of writing throughout this chapter, but remember:


YOU’LL NEVER BE A WRITER IF YOU AREN’T A READER.
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What you will be assessed on


In both of your pieces, the markers will be looking at two particular areas of your writing skill: your content and your style.





•  Your piece should have the right content. This means that you will stick to your chosen purpose and write something that fits your chosen audience. You will be skilled at writing in your chosen genre.



•  Style includes being able to use the features of your chosen genre skillfully. Your word choice and expression will be confident and varied. The structure of your piece will enhance its purpose and meaning.





To meet the requirements for a mark of 7 or more out of 15, you must also show consistent technical accuracy. This is a measure of how well you use the English language. Your paragraphs, sentences, spelling and punctuation will be mostly accurate, with very few errors, so that your writing is easily understood.


There are more particular assessment guidelines for each genre of writing. You will find these in the sections of this chapter that deal with those genres.
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Warning


The next few pages are going to contain lots of information about the course requirements for writing. Don’t panic. You don’t have to try to memorise all of this. As you read it over, just make sure you understand everything. You can check back to these pages at any time to make sure that you are following the rules and guidelines properly.
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What you can write


Your portfolio should contain two pieces in two different genres. One piece should be what the SQA calls ‘broadly creative’, which means that you can produce any one of these types of writing to fulfil the requirements for this genre:





•  a personal or reflective essay



•  a piece of prose fiction



•  a poem or a set of linked poems



•  a dramatic script.





Later in this chapter you will learn more about two of these styles: prose fiction and personal writing. There is a limit to what this book can cover, but do look at again at the list above and at the other types of writing mentioned. Pupils often write successful poetry, drama scripts and monologues, and your teacher may give you an opportunity to try these types of writing too, or instead.


The second portfolio piece should be what the SQA calls ‘broadly discursive’, which means that you can produce any one of these types of writing to fulfil the requirements for this genre:





•  an argumentative essay



•  a persuasive essay



•  a report



•  a piece of transactional or informative writing.





Later in this chapter you will learn about the first two of these styles: argumentative and persuasive.


Length


Your portfolio pieces should each be no more than 1300 words long. This does not mean you have to write 1299 words to please the marker. A shorter piece can earn a high mark if it is well written and meets the criteria. However, if your piece is a lot shorter, it may not be the sort of developed work that Higher markers want to see. If your piece is too long, you may be rambling, and if you go over by more than 10% (in other words, if you write more than 1430 words), marks will be taken off.


Your title, any footnotes and any bibliography or list of sources are not counted. If your piece contains quotations, these are regarded as part of the word count.


Authenticity


Because your portfolio is worth 30% of your marks, quite a sizeable chunk of the entire Higher course, it is vital that the SQA can be sure that every pupil is working in the same way and under the same conditions, so that marking can be fair. Your portfolio has to be your own work, and at Higher level you are not allowed to have too much support or detailed input from your teacher.


You will work on your portfolio under what the SQA calls ‘some supervision and control’. This is a way of saying that your teacher should always know that the work is entirely your own. There are various ways your teacher can be sure of this: you might be asked to keep a checklist of your work, and will certainly be asked for a list of sources you consult. Many schools get pupils to write first drafts in class, which is a good way for your teacher to be sure the work is yours.






	What you can do

	What you can’t do






	Benefit from teaching that extends your knowledge, understanding and appreciation of a range of genres

	Rely heavily on ideas or wording that you found in a printed or electronic source






	Use printed or electronic sources to find background information or ideas

	What your teacher can’t do






	Use a dictionary, spell-checker or thesaurus

	Give you detailed notes, or a specific plan, or a model so detailed that you wouldn’t be coming up with your own structure






	Discuss your topic and/or ideas with your teacher as part of your planning

	Pick out and correct mistakes in your expression or your technical accuracy






	Be given written comments on your first draft and discuss that draft with your teacher

	Give you detailed advice about how to re-structure or re-word your first draft






	Be given broad suggestions for how to improve your first draft

	Read, mark or give feedback on more than one draft of the same piece







This might all sound very detailed and strict. You can check back at these regulations at any point in your work. Remember that their overall purpose is to get you to do what you should want to do anyway — to use your own ideas to write your own piece that shows your own interests and abilities.


Sources
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You’ll probably need to refer to outside sources as your write your discursive piece. These must be acknowledged.





•  If you have used a newspaper or magazine article, give the title of the piece and the publication, name the writer and give the publication date.



•  If you use information from the internet, give the name of the site and the specific page address.



•  If you quote from a book, give the page number, title, author, publisher and publication date.



•  Any quotations should be inside quotation marks.



•  You absolutely cannot, ever copy and paste, or retype, exact wording from a website or from anywhere else and pass it off as your own work.





Drafting and redrafting


All real writing is drafted and redrafted. However, because your Higher portfolio is a test of how well you can write, and to make sure that everyone is being tested fairly, you are only allowed to produce one first draft and one final redraft of each piece you submit. You will find more advice about drafts and redrafts at the end of this chapter.


Well done! You’ve made it through the pages of rules and guidelines. Did you understand it all as you read it? Remember that you can refer back to these pages at any time. In fact you should keep coming back to these pages and double checking that you are following the rules.


Technical accuracy


You have already read that your portfolio work must show consistent technical accuracy. Your paragraphs, sentences, spelling and punctuation should be mostly accurate, with very few errors.


This book cannot teach you technical accuracy. There just isn’t space. If you have difficulties with using language in this way, your teacher will certainly notice this and can recommend other books or exercises you can use.


What we can do here is prove to ourselves that technical accuracy matters. It changes meaning. Look at this sentence:




He baked an extra, large cake.





It tells us that a male person, who had been baking cake, made one more cake and that this additional cake was large.


However, if you change the punctuation, you get this:




He baked an extra-large cake.
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Which suggests what you see in the picture.


The writer of this book once received some publicity from a company in which she had invested a lot of money. At the top of the page it said:




Were here to help you!





Can you explain why the writer didn’t feel reassured? What went wrong with the company’s use of punctuation?
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Active learning


Work your way through the following tasks. Each one demonstrates how important technical accuracy is in affecting meaning.





1  Look at the following sentences. Draw a cartoon to illustrate each one, so that you show the difference in meaning.







Careful! Children crossing


Careful children crossing








2  At the start of Shakespeare’s Macbeth, a wounded soldier tells King Duncan about a battle. These are the words the king says about this soldier after he has listened to the report:







Go, get him surgeons.





What does the king want his staff to do?


Now, imagine the sentence had been punctuated like this:


Go get him, surgeons!


What does it mean now?


Read the two different versions out aloud so that your tone and pace show the different meanings.





3  Look at the following sentences. Draw a cartoon to illustrate each one, so that you show the difference in meaning.







This is Andrew. Who could be more attractive?


This is Andrew, who could be more attractive.








4  You go to stay in a small hotel. Which is the right version of the sign on one of the doors?







RESIDENTS LOUNGE





OR




RESIDENTS’ LOUNGE





What does the wrong version mean?





5  Look at the following sentences. Explain what each means.







The factory made boys’ and girls’ toys.


The factory made boys, and girls’ toys.








6  Read these two sentences. Both use all the same letters and words in the same order; it is just the punctuation that has changed. Can you explain the two very different meanings?







Let’s eat, Grandma.


Let’s eat Grandma!
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You might be thinking that some of those examples were pretty silly, and they were, but that’s the point. Technical errors can weaken otherwise stylish and skillful writing, so you have to learn not to make them.


Ideally, you will be a skilled enough user of language that you don’t make a lot of mistakes as you write. You should also be able to check over your own writing before you hand it in to your teacher, and to notice and correct any errors. If your teacher still finds mistakes when he or she marks your work, you should be able to correct these.


Many schools use a correction code. Teachers put these marks in the margin, to show that there is a mistake on that line of work. Here’s one example of a correction code.
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	sp

	spelling






	caps

	mistake in use of capitals






	S

	sentence error






	NP

	new paragraph






	p

	punctuation mistake






	^

	something missing






	rep

	repetition






	✓

	something good






	exp

	not clearly expressed






	?

	what does this say?
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Active learning


You are going to see an example of work which a teacher has marked using the correction code.





1  Identify each specific mistake the pupil has made.



2  Correct the mistakes.
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	caps

	Safely tucked Up In Bed






	sp

	I vividly recall that day I babysat for my cosins. The older one,






	 

	Katie, was at Brownies, leaving me and five-year-old Connor to play






	 

	games until she returned.






	S

	When I arrived I was greeted by a shy little Peter Pan Connor






	 

	was, as usual, wearing one of the many fantastic costumes he owns.






	exp

	He keeps them in a wooden toy box that sits against the wall his dad






	p

	painted for him four years ago. Connor loves that box. Its one of






	✓

	the few things he has to remind him of his dad.






	 

	As I smiled warmly at him, he declared, ‘You have been taken






	NP

	prisoner!’ ‘This’ll be interesting,’ I thought. Little did I realise I’d






	 

	be spending the next half hour tied up with Katie’s skipping






	 

	rope as her little brother hurled plastic tat at me.
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By the way, if any of your writing contained as many mistakes as that extract, you would certainly not meet the standard for technical accuracy in your portfolio pieces.




[image: ]


Active learning


Read the next part of the piece. Decide where the teacher would mark errors. What would the teacher write in the margin each time?
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‘Stop chucking toys’ I yelled, as a Barbie narrowly missed poking my eye out. Connor stopped lobbing and insisted quietly, ‘They are cannonballs!’ Nevertheless I managed to untie myself and get him to help me tidy up. I wrestled him into a firemans lift and he squeeled and wriggled as I carried him up the stairs, threatening to tickle him if he didn’t get straight into his pyjamas.


This was actually a fairly easy task as over the month or too since I had started babysitting the children had learned to get changed when I told them to. In fact they are always very well behaved when i look after them. They are always good when I’m in charge.


Occasionally Connor and Katie will mention their dad in passing conversations, such as, ‘I have sums to do tonight.’ PAUSE ‘Daddy was good at sums.’ This never fails to make my throat tighten. I still get angry that two young, innocent children could lose their dad so suddenly.


They were both still under five years old when my uncle had a major heart attack and didn’t recover, my auntie was in her late thirties and my uncle David was only thirty-seven. He was perfectly fit and healthy, led an active life, and loved his family more than anyone else I know. I think that’s why, when we got the phone call, I couldn’t believe the bad news. It still seems so unfair. Remembering times I spent with him makes me think abut how I saw him — a tall, strong, clever man who never failed to make people laugh I always looked up to him.


As the kids grow up they remind me more and more of dad. Connor looks like him in every way and Katie has his bright eyes and sharp mind.
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Now that we’ve worked through all this, let’s move on to the fun part, the writing itself.


At the start of the chapter we saw that the SQA wants you to write in two different broad genres, creative and discursive, and that these break down into various types. There isn’t space in this book to deal with every possible genre of writing, but we will look at the four that most pupils are most likely to want to write: prose fiction and personal writing from the creative genre; and argumentative and persuasive writing from the discursive genre.


Prose fiction


You already know that the marker will be looking at the content of your writing. When you write prose fiction, your writing should show strong creative qualities and a skilful command of the genre. The marker will also be assessing your style. This means you should use features of your chosen genre to create impact on the reader. Your expression will be confident and varied. Keep this in mind as you work through this part of the chapter.


There are many different forms of imaginative writing, including poetry, description and all sorts of script for stage and screen. However most Higher pupils who tackle imaginative writing do this by creating a piece of prose fiction.


The wide genre of prose fiction includes all short stories and all novels. However we can often tell that the fiction we are reading belongs to a more particular genre. For example, George R.R. Martin and J.R.R. Tolkien’s books belong in the fantasy genre; Hilary Mantel and Philippa Gregory both write historical novels. Each genre has its own rules and conventions (the way things usually happen) and these can be very helpful for writers.
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Active learning


Work with a partner or small group. Make a list of all the fiction genres you can think of. Next, share your answers with the whole class and build up a bigger list.
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In this chapter, we are going to find out about one particular genre: crime fiction. You may have heard of Ian Rankin, Anne Cleeves, Val McDermid, Jo Nesbo and Peter May, who write in this genre. The makers of television programmes love this genre too.


Going deeper


The rest of this part of the chapter is going to be about writing crime fiction. It will prepare you to write the first chapter of a crime novel as a possible portfolio piece.


If you choose to do this, the chapter will give you examples, advice and support. But you can, of course choose to do something different:





•  You might research the conventions of a different fiction genre and write an opening chapter in that genre instead.



•  You might write a short story that fits a particular, different, genre rather than writing an opening chapter.



•  You might write a story very much focused on a character dealing with an issue or problem in their life: feedback from Higher examiners tells us that pupils often write well about young people dealing with the challenges of life.



•  You might use the classic structure of a short story, building up action from an initiating incident towards a climax and final resolution. (If your school has the book National 4 & 5 English by Jane Cooper, you can read much more about this in the chapter on the National 5 writing portfolio. All the advice is there, although as a Higher pupil you would need to write a more sophisticated story.)
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Active learning


Work with a partner or small group.





•  Make a list of all the crime writers you can think of.



•  Now list all the television programmes you can think of that are about crime or detection.





Next, share your answers with the whole class and build up a bigger list.
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Don’t panic. You’re not going to be asked to write a whole novel. You’re just going to write the first chapter.
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Active learning


Work with a partner or small group. Make a list of answers to this question:




What do you think a writer needs to do in the first chapter of a novel? (Don’t think specifically about crime novels for the moment, just list what you think every novelist should do at the start of their book.)





Next, share your answers with the whole class and build up a bigger list.
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Active learning


Work again with your partner or small group. Make a list of answers to this question:


What particular things do you think a writer needs to do in the first chapter of a crime novel?


Next, share your answers with the whole class and build up a bigger list.
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Read the following text. It’s just the first two pages of a book, not the whole chapter.
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Beware of the Dogwalkers


‘We should just round up all the dogwalkers.’


‘Ma’am?’


‘The dogwalkers. Haven’t you noticed it’s always them who finds one of these? Very suspicious if you ask me.’


‘Quite, ma’am. Anyway, what would you like me to do?’ Perhaps this was just the DCI’s little joke. It was P.C. Harry Stevens’ first murder, but he’d heard that officers who saw this kind of thing all the time developed a sort of black humour, a coping mechanism.


‘Bring me the dogwalker,’ said DCI Heather Barnes wearily. ‘Just the one dogwalker. The one who found her.’


‘Certainly, ma’am.’ Stevens began scrambling up the slope away from the burn and towards the footpath at the top where a shaky-looking middle-aged woman was sitting on a fallen log. She was clutching her spaniel as if it might bring her some comfort — unlikely, as the dog was too busy yapping at the growing crowd. How could a crowd form in a place like this? Stevens liked cities, bars, and shops. To him this pathway at the edge of a village might as well have been the Gobi desert, but a crowd was forming nonetheless. Already he could see three other uniforms, two bio-suited members of the MO’s team and a local television news crew. News crews were bad news.


Heather Barnes knew this too. ‘And get rid of that camera crew!’ Stevens heard her yell as he approached the dog lady.


The body was lying, as in Heather’s memory they always seemed to, half buried. The dog had scurried through the leaves in its excitement and she couldn’t be sure how much it might have disturbed the scene. The MO’s men should be able to tell her. ‘I’m sorry,’ she said to the dead girl. ‘I will find out who did this.’ It was what she always said to the dead.


At the top of the slope, Harry Stevens was wishing he felt more authoritative. ‘I must ask you to step back and cease filming. You’ll have an opportunity to ask the DCI any questions you like at a proper briefing later.’ The few minutes he’d spent with the dead girl seemed to have made him smaller and quieter and the news crew weren’t really paying him much attention.


‘Just a couple minutes. Yeah? Local colour? Early reactions?’ The reporter was wearing a slightly too shiny suit under his slightly too red anorak. His wellingtons worried Stevens most of all. The man was keen. Any minute now he might head off down the slope towards the boss.


Impatient at last with waiting for the walker to be brought to her, Heather Barnes was on her way back up the slope, having left the body with the team in the white suits. She made straight for the reporter. ‘Mr Morton. You have an amazing instinct for these sorry scenes.’


‘Just doing my job, Heather. People have a right to know when there’s a maniac on the loose.’


‘MISTER Morton,’ she said firmly. ‘We are at the very early stages of what will be a complex investigation…’


‘So you’re saying you won’t be able to find this guy quickly?’


‘I’m saying,’ she said through gritted teeth, ‘that it is far too early for you to be using words like loose and maniac, or even assuming that we are looking for a guy.’


‘So you have no leads whatsoever? Viewers will find that very disturbing.’
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‘A discovery has been made Mr Morton. At this stage I am unprepared to say more.’


‘But it’s a girl isn’t it?’ persisted the reporter. ‘And she’s been murdered.’


Heather had had enough. ‘Mr Morton you are not helping. In fact you are actually stopping me at this moment from doing my job at all. I need to interview the woman who found the body.’


‘So you’re at least prepared to confirm that the girl’s dead then? Not just sleeping?’


‘Enough, Morton.’


As she walked off, the reporter turned to his cameraman. ‘Anything we can use?’


‘Not much. But I did get a little sound clip earlier on when I was setting up the levels. Something odd that DCI said to her PC. You should take a listen.’
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Active learning


Do you want to add anything to your list of what you think a crime writer needs to do in his or her first chapter?
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Now read the rest of Chapter 1 of Beware of the Dogwalkers.
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Heather was in the incident room when she saw that night’s news. It started well. The staged press conference was clear and brisk. She could see herself putting across the facts: a dead body, that of a woman probably in her late teens, had been found by a local person. Early indications were that the victim had been lying there for less than twelve hours. Residents were asked to report anything that might be significant to the investigation. Police were especially hoping to hear from anyone who was worried about a missing friend or relative as this might help to identify the deceased.


All of that was fine. The next item was more of a problem. A number of animal welfare groups, the Kennel Club and the local chapter of the Association of Professional Dogwalkers and Petsitters had all joined together to issue a strongly-worded statement. They utterly condemned the suggestion that the killer might have been a dogwalker.


This called for an exceptionally strong coffee. The pot that held the proper stuff was empty, as usual. Nowhere in the serious crime manual did it say who was in charge of the coffee pot, so it was always empty. Heather reached into her desk drawer and found a jar with about half an inch of granules solidified at the bottom. Poking them with a fork — there was no sign of a spoon either — did no good. Sighing, Heather tipped boiling water straight from the kettle into the jar, screwed the lid on, and was shaking it vigorously when the Super strode in.


‘Now Heather!’


‘Sir?’


‘The wife’s furious. I’ve just had her on the phone. She can’t believe what you said about dogwalkers. You know how fond she is of wee Angus and Rosie.’


‘With respect, sir…’


‘DCI Barnes, people only say that when they’re about to say something very disrespectful, and you know that I hold my dear wife in the highest regard.’


‘Yes, sir, and I’m sure you’re very fond of her dogs too, but wouldn’t it be more appropriate for your wife to be furious about the fact that someone has been killed?’


‘Just so, Heather. Anything in that jar for me?’ The Super, having delivered his message and done his domestic duty, was now back to his usual avuncular self.


‘Not really, sir, not unless you like tar with your shortbread.’


‘Better come to my office then. I’ve got a pot of Colombian on the go.’


Superintendent Bruce Henderson’s office was legendary. His dog-loving wife, Olive, was famed for keeping him far under her thumb, but she was a lovely homebaker. Bruce’s office was both a haven from her iron rule, and a source of delicious aromas that sometimes reached as far as the holding cells. Heather accepted a mug of Colombian, a brownie, and a small cheese scone. Apparently Olive was practising for a bake off.


‘So what do we have, Heather?’


‘Pretty much what you heard me say at the news conference, sir. There’s a dead girl but we don’t know who she is. No ID, no match to any current missing person’s report. MO’s team think she was killed somewhere else and dumped there shortly after she died. We didn’t tell them that.’


‘Anything else you didn’t tell them? Do you know how she died?’


‘Blunt force trauma to the head. Hit two or three times but the first blow was probably enough to kill her.’


Henderson took a deep bite from his brownie. A walnut piece dropped onto his napkin. ‘So what can we do about the dog thing?’


Heather sighed. ‘I didn’t know they were listening, sir. I was down the bottom of the slope with Harry Stevens. He was looking a bit green. His first body you see. I thought a wee joke might help. Bloody directional microphones.’


‘Absolutely. But we’ll have to do something, just to calm them down and get the attention back on the real story. We’ve no clues and we need the public to help, not to be told by that idiot Morton that we’re about to round up all the pet owners.’


‘I suppose I could make a statement. Say how much we appreciate the fact that the dog-walking community have always helped us with our enquiries.’


Henderson sucked in his teeth, his current mouthful of coffee, and a number of deliciously chocolaty crumbs. ‘I don’t think that’s quite the way to put it. Isn’t helping us with our enquiries what people do when we arrest them — because we’ve got a strong suspicion that they actually might have killed someone and dumped the body?’


‘Yes, sir.’


‘Yes, Heather. I think some kind of gesture might be called for.’


* * * * *


She felt stupid. The force’s media team had suggested she’d ‘play more sympathetically with the public’ if she wasn’t alone when filmed. ‘I won’t be alone,’ she’d insisted. ‘I’ll have two west highland terriers, that idiot Peter Morton and his fat cameraman. Plus I’ve just been told to expect some guy who used to present Countryfile and a team from the dog channel!’


But they’d made her take Harry Stevens too. He’d been sent home to put on something that wasn’t uniform, but it was obvious to everyone that the whole thing was staged. Heather’s office suit looked wrong on the footpath and wrong beside Harry’s designer jeans. Angus and Rosie clearly had no respect for her authority and were winding themselves around her ankles. Olive Henderson had handed them over with a long list of instructions and a stern look and was now hovering just out of shot.


They’d chosen a neutral location of course, a country park. All the footpaths radiated from what had once been a Victorian mine owner’s country lodge and was now a nature interpretation centre and ranger station.


They’d been walking for about ten minutes when the path they were on turned towards a burn and the ground grew wet and slimy. Morton and his cameraman, slithering along behind them, were not happy. ‘Slow down, can’t you? I’m sure we’ve got enough footage now.’


‘But Peter,’ she grinned, ‘I think we’re far enough from the road to let these wee rascals off their leads.’ Bending down she unhooked the two little white dogs, who darted off immediately in quite opposite directions.
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Within moments she’d lost sight of Angus in the undergrowth by the water. She gave Stevens a look.


‘Yes, ma’am.’


He was back horribly soon. ‘Ma’am, I think you’d better come and take a look.’


The film crew caught up with them just as Heather was reaching for her mobile.
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Active learning


Discuss the answers to these questions:





•  What has the writer done in this first chapter to make you want to read on into Chapter 2?



•  What do you think the police have found at the end of this chapter?



•  What do you think is going to happen in Chapter 2?



•  What do you think is going to happen in the rest of the novel?
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You should have noticed that the writer is doing more than just setting the plot — the crime story — in motion. She’s also establishing characters and letting us see the relationships between them. Because the story mostly sticks to Heather’s point of view, we can tell that she is the main character, and is someone we are supposed to like and sympathise with. We see that she has a difficult relationship with the reporter, but a mostly good one with her own boss, Superintendent Henderson, and that she and the uniformed PC, Stevens, aren’t quite used to working together yet.
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Active learning


Something to think about


Although the genre is usually referred to as ‘crime fiction’, almost all crime novels, and most crime dramas on TV and film, are about the same crime: murder.





•  Why do you think this is? Discuss this with a partner, and then share your answers with your class.
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As this book was being written, there was lot of discussion about whether Beware of the Dogwalkers was a suitable chapter to use as an example. It features a murder, and the victim is a young woman.


Some people might say that to write about murder at all is a cliché. It’s overdone. Some people might say that having a young woman as a victim of this violent act is a more disturbing cliché.


Before you begin to think about your own plans and ideas, take some time to consider this.
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Teacher’s task


To prepare your pupils for this task, photocopy the following pages, preferably onto thin card, and cut up the copied sheets into individual small cards. You need at least as many cards as there are pupils in your class, so you may need to copy each page more than once.


Give out the cards, one per pupil, face down so that they can’t see what they are getting.
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	Victims of violence might actually find it helpful to see characters in crime fiction survive these situations and see criminals being brought to justice and punished.

	Speaking out against writing that features violence against women is one way of speaking out against actual violence against women.






	Victims of violence might have traumatic memories triggered by reading about violence or seeing it in TV programmes and films.

	We should be able to write about all of life’s important experiences. This includes writing about violence in general, and against women.






	
Writing about violence is not the same thing as actually being violent.

	Most fictional victims of violent crime are women, often young, pretty ones. It’s not representative of real life, where most victims of violent crime are actually men.






	Are there any crimes that should never be written about? Why? Perhaps there are some crimes that are just so terrible, they should always be ‘no-go’ areas for writers.

	It’s possible to write about violence in a way that is thoughtful and thought-provoking. Good writers will think carefully about how they tackle difficult subjects and take care not to glorify violence.






	There’s no such thing as a bad subject to write about: there’s only good writing or bad writing.

	A lot of writing about violence — or about its aftermath — is just nasty and titillating, with the only intention being to provide a cheap thrill for the reader and sell lots of books.






	Crime fiction is often too formulaic and gives the impression that the ‘bad guy’ is always caught and punished. In real life, this isn’t the case. It gives a false sense of security and is misleading.

	Just as To Kill a Mockingbird challenges racism by writing about racism, so the best way to challenge violence is to write about violence, not to ignore it.






	Writing about violence, or reading crime fiction, allows us to consider why people do these terrible things.

	Writing crime fiction about violence is an overused cliché — there are so many other crimes to write about that would also let us consider and explore human nature.






	
There’s enough horrible violence in the world; why would anyone want to read about this for fun? It’s just distasteful.

	Since most victims of sexual violence are women, it would be an overly optimistic view of the world if crime fiction didn’t reflect that.






	In fiction where victims are female, detectives and other agents of justice can be written as female too, so that women aren’t only shown as vulnerable but also empowered.

	Reading about or watching violence can desensitise audiences, so that we stop being shocked and horrified by these terrible acts.






	Reading about or watching violence can be a bad example, and might actually provoke violence in weaker and more susceptible readers or viewers.

	Good crime fiction, in print and on film, allows readers and viewers to reflect on the impact and consequences of crime.
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Active learning


First, your teacher will give you a card with an opinion or question on it. Some of the cards advocate writing about violence in crime fiction, while others are against this kind of writing.





•  Have a look at your card. Does it make a point in favour of this kind of writing, or against it?



•  Do you understand the point your card is making? Ask your teacher if you need help.



•  Try to rewrite that point or idea in your own words. It might help if you can use examples from crime fiction you have read, or have seen on TV or in film, to help you illustrate the idea.





Next, find someone in your class whose point sits on the opposite side of the argument about violence in fiction. Discuss the ideas on your cards with each other.





•  Can you see each other’s point?



•  Which idea do you find more convincing?





Finally, get back together as a whole class.





•  Does your class think that crime fiction should deal with violence? Take a vote.





What have you learned from this exercise that will help you all to plan and write better crime fiction? Agree as a class on three key pieces of advice you would like to give yourselves.
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People often ask writers where they get their ideas from. The writer of Beware of the Dogwalkers got the idea from a country walk, when she realised that she was in the kind of place where dogwalkers always seemed to find bodies.


You might be worried that you’ll have trouble coming up with an idea of your own, especially when so many other people have written detective novels before you. To prove that ideas can come from anywhere, it’s time to play a game.
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Active learning


Close your book. This game will only work if you don’t know what comes next. As long as your teacher has a copy of the book and can tell everyone in the class what to do, it’ll work out fine. Go on, close your book.


The only person reading this now should be the teacher. This exercise uses randomly chosen words to set up the plot of a story in which there is a suspicious death. The use of random words in this task is actually very structured, so it’s important that you take your pupils through this task in order, and that they follow the instructions carefully.


First, put your pupils into pairs and get them to choose two random nouns. It works best if the words they choose are common nouns, names of things. Make sure every pair has time to choose their two nouns before you explain the next step.


Then explain the following: the two words they have chosen are to be used to create the scene or setting of a crime story. (For example, if they chose the words cage and stain, the set-up could be that a man was found dead just outside the tiger cage in a zoo with a strange green stain on his shirt.)


Give them a few minutes to work their scenario out. At this stage they do not have to decide exactly how the victim died; they are just creating a situation.


Next, get your pairs of pupils to choose a further three random nouns. Give them plenty of time to do this before you go on to the final step.


Now tell them that these words are the clues. They must now use these words to construct a reasonable hypothesis, using these clues to explain how the suspicious death took place and who might have done it. (For example, if the second set of words went rhino, pen, bucket, the explanation could be that the man, a zookeeper, was on his way to take a bucket of corn to the chickens when he was charged by an escaped rhino. The green stain came from a pen in his pocket that burst when he was crushed by the charging beast.)


Last, get your pupils to share their answers with the class, first of all saying what their words were, then explaining what scenarios or solutions they came up with. Finally, tell them they can open their books again!
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