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ABSTRACT 

In this thesis I have sought answers to the questions: 'How is scriptwriting 1aucobt and 
learned?' and 'Why is scriptwriting taught and 1eamed1' ] ha\re concentrated on the 
history and practice of the subject in one city: Liverpool 

After defining the subject matter and establishing why it is worthy of studyll I 
have outlined my methodology and methods. The methodology is "hybrid". FiBt,. the 
thesis traces and analyses the history and development of \\riting classes in the city. 
Methods used are, therefore, 'historical', including the study of ardriwJ material and 
the conduct of interviews. The latter fDrl of the thesis gives a detailed picture of 
~.rrent practice and analyses that practice. lJs methodology is broadly ~ethnographic~; 
It IS essentially a qualitative study. 1 have, however .. used some of tile tools of 
quantative research. Methods include the use of questionnaires,. interviews and 1CS5OD 
observations. 

The 'historical~ section begins with the establishment in 1973 of the Scot1and 
Road Writers' Workshop and discusses its origi~ philosophies,. methods and 
influence. Chapter 4 deals with the Playwrights' Workshop" which grew out of the 
WOrkshop mml'ement" and considers its importance in terms of increasing 
specialisation and professionalism. Chapter 5 contimJC;S this theme as it traces the 
expansion of scriptwriting courses through the 19805 and 1990s. 

The thesis then considers,. in tum,. the tutors and students in\'Olved in 
scriptwriting courses in the city in 200213. The turon" practice is anaJysed in tenDs of . 
the duality oftbeir role as expert and facilitator. Ways in which that role has changed 
since the early writers~ workshops are explored. The tutors~ 0\\'0. ideas about the 
teaching of script\\riting are also considered.. as is the relationship bemeen their 
teaching and writing. to povide some answers to the question: Why teach writing? 
Chapters 9 and 10 are based largely on two smveys of the student popuJation. 1be 
initial survey establishes a profile of the population and provides some insight into 
students' motivation. The second. 'ewluation'. questionnaire provides material for an 
analysis of whether and how their expectations were met,. how they feel about 
teaching styles and methods and whether the COlD'SeS could be considered successful 

In the thesis 1 have shown bow current practice is influenced by the subject"s 
history and have established how. why and by whom it is studied in liverpooL This 
history has been shaped by influential individuals. socio-economic conditions and 
politics. Scriptwriting tutors have developed a sense of their o\\n professionalism and 
expertise. Crucially. the tutors (and their students) believe that their status as 
professional writers is essential to their success as teachers. 

The study brings us to the heart of the debate about \\00 and wbat adult 
education is for. My findings suggest that,. although there are differences in emphasis 
and interpretation amongst both tutors and students,. the subject is increasingly seal as 
a vocationar one. Nevertheless, 1 would argue that these courses stand in the great 

, tradition of adult education, providing as they do a ~'3riety of opportunities for change 
and development to many individuals from many backgrounds. 
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Chapter 1 

Introduction 

1.1 Background to the research and personal perspective 

My interest in the teaching of writing to adults arose from personal experience. I 

started teaching writing at the University of Liverpool in January 1991, having been a 

professional scriptwriter for seven years. I subsequently conducted workshops and 

classes for various institutions and agencies, including Liverpool Education 

Authority, Wig an Metropolitan Borough Council, First Take, and Liverpool Institute 

of Higher Education. 

When I started to teach the subject I, like many teachers of writing, was often 

asked the question: 'Can writing be taught?' However, this question was heard less 

often as the years went by, the question seemingly becoming largely irrelevant as the 

teaching and learning of writing became more widespread. This is not to say, of 

Course, that doubts are not still occasionally raised about whether it should be taught.1 

The evidence produced herein may well help the reader towards an answer to that 

question, but it is a question that, by its very nature, the individual must answer for 

him or herself. The tutors and students discussed in this thesis have clearly answered 

it for themselves in the affirmative. 

My main research questions are, therefore: 'How is writing taught and 

learned?' and 'Why is writing taught and learned?' The teaching and learning of 

,\¥riting is a vast and ever-expanding field. Therefore, in order to present sufficiently 

detailed answers to my questions it was important to narrow the field of study, which 

1 Catherine Hayes, for example, expresses concern about graduates who, having studied writing, are 
employed as 'storyliners' by television companies and whose approach to writing is overly 'formulaic' 
(Interview 2002). Rowan Pelling, while acknowledging the appeal of writing classes, writes 
entertainingly of 'all those earnest soul-searching scribes munching digestive biscuits as they listen to 
one another's lyrical outpourings' (pelling 2004,23). 
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was done in two ways. First, I opted to concentrate on 'scriptwriting' rather than 

'creative writing' or writing in general. Not only was the teaching of scriptwriting my 

own area of expertise, but it also served to bring into focus several issues surrounding 

the teaching of writing to adults and, indeed, issues in adult and continuing education 

in general, such as the question of whether these are 'vocational' courses and what that 

term really means. Furthermore, scriptwriting classes are a more recent phenomenon 

than other creative writing classes and groups, begging the questions of why and how 

they were first offered. Second, I decided to concentrate on Liverpool. Again, this was 

partly because I had the advantage of personal experience; but I also wanted to test 

out ideas about whether the Liverpool experience was typical of the rest of the 

country or significantly different in anyway. This narrowing of the field does not 

mean that writing other than scriptwriting and places other than Liverpool are 

excluded entirely. It is necessary to consider them from time to time for definition and 

comparison. 

That a change in perceptions as significant as the one described above has 

Occurred in little more than a decade suggests that an historical study of the 

development of creative writing classes might shed light on the 'how' and 'why' of 

Current practice. Indeed, I feel that any study of current practice would be 

impoverished by a lack of understanding of its historical perspective. There are, 

therefore, two parts to my research, the first essentially historical and the second, in 

broad terms, ethnographic. The 'historical' research deals mainly with the 

development of scriptwriting classes in the city out of the Scotland Road Writers' 

Workshop, founded in 1973. As most of the research took place during the academic 

years 200011 to 2002/3, this history, which forms the basis of Chapters 3 to S, covers 

the years up to and including 1999/2000. In order to discuss current practice 



effectively it is important to present a rounded and detailed picture of the experience 

of tutors and students. It was decided that the most effective way of giving such a 

picture would be to concentrate on one year: 2002/3. This choice was made because, 

research having started in 2000, it allowed time for the bulk of the historical research 

to be completed first, and for a small pilot study to be undertaken in 200011. This 

study of the tutors and students involved in scriptwriting classes in the city during 

2002/3 forms the basis of Chapters 5 to 9 of the thesis. 

3 

The purpose of the thesis, then, is to describe and interpret both the 

development of scriptwriting classes in Liverpool and current practice in the teaching 

and learning of that subject in the city; and, from the evidence thus presented and 

interrogated, to answer the two main research questions in terms of scriptwriting. In 

order to do this, it is also necessary to ask the following questions: How has the 

teaching of scriptwriting developed and how does that development influence current 

practice? Who teaches scriptwriting, and how and why do they teach it? Who takes 

scriptwriting courses and what do the backgrounds and motivations of those people 

tell us about how scriptwriting courses are viewed by students? Are scriptwriting 

Courses vocational, academic or leisure courses; or should they not be classified in 

this way? 

1.2 Definitions 

I have chosen to use the term 'adult education' as it seems to be the most generally 

and easily understood term, as well as being the least subject to the vagaries of 

fashion in educational terminology. Tight (1996) gives a useful overview of terms 

used to describe the education and training of adults, amongst them 'continuing 

education', 'post-compulsory education' and 'lifelong learning'. It would appear that 
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these terms vary in meaning according to who is using them. Anyone of them can 

include both formal and informal learning situations, higher and further education, 

vocational and liberal education, award-bearing and non-award-bearing courses. 

However, 'post-compulsory education' clearly includes all courses leading to post

sixteen qualifications, such as degrees, A-levels or Advanced Vocational Certificates 

of Education (AVCEs), the inclusion of which would broaden the field of study too 

much. The terms 'lifelong education' and 'continuing education' also seem designed to 

broaden definitions of adult education, particularly with regard to informal learning 

situations. 

I return therefore to 'adult education'. Hoggart's objection to the use of the 

term (ACACE 1982b) - that it has become 'stigmatised' owing to its association with 

non-vocational courses - is irrelevant in this context. Scriptwriting courses can be 

seen as 'vocational' or 'non-vocational.' In my view, they are probably both at the 

same time~ it is up to individual students to decide whether or not they see writing as a 

vocation. This question will be revisited later when considering the views and 

practices of tutors and students on scriptwriting courses in 2002/3 (Chapters 7 to 10). 

The Organization for Economic Cooperation and Development (OECD) 

defines adult education as 'any learning activity or programme deliberately designed 

by a providing agent [for] a person who is over the school leaving age and whose 

principal activity is no longer in education' (Tight 1996, 65). This definition 

specifically includes 'non-vocational, vocational, general, formal and non-formal 

studies as well as education with a collective social purpose', A similar definition is 

proposed by Legge: 'The organised provision of educational opportunities for mature 

people that are not a continuation of secondary or higher education as the terms are 

commonly used' (1982,1). A course that is 'not a continuation of secondary or higher 
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education' implies, in the context of this study, a course without entry requirements in 

terms of previous qualifications gained in secondary, further or higher education. 

Details of how these criteria were applied in practice to courses on offer in 2002/3 are 

given in Chapter 6. 

I have decided to follow current practice in using the term 'scriptwriting' as 

one word. In this context, according to the OED, a 'script' is defined as: 'In theatrical 

parlance, short for a manuscript' or 'the typescript of a cinema or television film; the 

text of a broadcast announcement, talk, play or other material.' A 'scriptwriter' is one 

who writes such a script, its first recorded use (as two separate words) being by C. J. 

Caine in 1915 (OED 1989, 741), while George Orwell used the hyphenated 'script

writing' with its present meaning in 1945 (Ibid.). Thus, when I refer to 'scriptwriting' I 

mean, in essence, any writing which is intended to be performed, whether in the 

theatre, or on radio, television or film. 

By Liverpool I mean the city of Liverpool. Courses and classes offered in 

Liverpool by any institution, company or agency come within my definition of 'adult 

education in Liverpool'. Those offered by institutions, companies or agencies based in 

Liverpool but which take place outside the city boundaries are not included, although 

they may be referred to in the text. 

1.3 Methodology 

In conducting this study it has been my intention from the start to use every method 

and tool available to me as a researcher in order to discover how and why people 

teach and learn scriptwriting. Consequently, the study is not an example of the use of 

anyone form of methodology. Rather it is deliberately 'mixed'. Indeed, I have 



employed two of the three 'broad categories' of research methodology defined by 

Verma and Mallick (1999): historical and descriptive. 

Chapters 3 to 5 are historically based and in these chapters, therefore, I have 

used the tools of historical research. Having identified both primary and secondary 
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sources, I have tested and questioned their value, both intrinsic and extrinsic, in order 

to discover the origins of and influences on the teaching of scriptwriting in Liverpool: 

[Historical research] is an act of reconstruction undertaken in a spirit of critical 
enquiry designed to achieve a faithful representation of a previous 
age ... researchers often have to contend with inadequate information so that 
their reconstructions tend to be sketches rather than portraits. (Cohen et al. 
2002, 158) 

The purpose of the historical research is primarily to explain and illuminate current 

practice in the field: in order to understand the results of the research undertaken for 

the second part of the thesis it is necessary to place it in an historical context. 

The study of current practice, which forms the second part of the thesis, is 

essentially a descriptive study and, as such, can be seen as a logical extension of the 

historical research, which describes the history of the subject. In order to give as 

complete a picture as possible of current practice, it employs elements of several types 

of descriptive study: survey, case study, evaluation study and ethnographic study. 

While important evidence was gathered by survey, the amount of data gathered, the 

size of the population studied and the fact that the surveys constituted only a small 

part of the research suggest that to label the study as a whole as a 'survey' would be 

inappropriate. 'Case study' might be a more appropriate description if that term can be 

applied to a group as well as to an individual (Verma and Mallick 1999, 81), as the 

study looks in some depth at a group of people. However, the group here is somewhat 

larger than would be usual in a case study, and the study is not concerned with the 

type of psychological analysis usually associated with that term. The notion of the 
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evaluation study is relevant, as descriptions of practice, whether by the researcher as 

observer, the tutors or the students, cannot be divorced from ideas about how effective 

or successful the experience of teaching or learning has been. Such evaluation, 

however, is again only part of the study. 

Therefore, if my methodology must be labelled, it is probably best described 

as 'ethnographic', as it 'seeks to capture, interpret and explain how a group, 

organization or community live, experience and make sense oftheir lives and their 

world' (Robson 2002,89). It does not, however, involve the sort of total immersion 

which, according to Borg and Gall, is considered essential by anthropologists to such 

studies - although they point out that the term tends to be used more loosely by 

educationalists (1983, 492-493). The study also starts without firm hypotheses to be 

tested, the theories and hypotheses being 'grounded' in observations made from the 

study of data. Suspicious of the excessive categorisation and labelling which are 

features of much educational writing, I have tried to avoid shaping my research to fit a 

given definition of a given methodology. Instead, I have remained flexible, as well as 

thorough, in my approach to the subject. It is probably most appropriate, therefore, to 

describe this study as a 'hybrid' (Robson 2002, 90). 

I have been conscious throughout the research of the importance to a study's 

cred.ibilityof 'triangulation', defined by Cohen et al. as the use of two or more 

m,cthods of data collection in the study of an aspect of human behaviour (2000, 112). 

Therefore, I have used, wherever possible, several methods of data collection to 

..explore any given aspect of the subject. Perhaps of equal importance is the existence 

of an audit trail, which 'provides the reader with evidence of trustworthiness in that 

she or he can start with the raw data and continue along the trail to determine for her

or himself if, in fact, the trail leads to the outcomes claimed by the researcher' (Kane 
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et at. 2002, 199). I have, therefore, made explicit the processes by which data have 

been obtained and the uses to which the data have been put. 

1.4 Literature review: primary and secondary sources 

Primary Sources are described by Cohen et at. as 'those items that are original to the 

problem under study', including oral testimony of the participants in the events being 

studied and documents 'capable of transmitting a first-hand account of an event' 

(2000, 161). Oral testimony was obtained via interviews with people identified as 

playing a significant part in the development of the teaching of writing in Liverpool. 

The use of such a method was essential because of the paucity of written material, the 

difficulty of finding such material and its failure to answer many of the questions I 

needed to ask. Its importance to a study such as this is summarised by Thompson: 

Oral historians ... may choose precisely whom to interview and what to ask 
about. The interview will provide too, a means of discovering written 
documents ... which would not have otherwise been traced. The confines of 
the scholar's world are no longer the well-thumbed volumes of the old 
catalogue. Oral historians can think now as if they themselves were publishers: 
imagine what evidence is needed, seek it out and capture it ... Reality is 
complex and many-sided; and it is a primary merit of oral history that to a 
much greater extent than most sources it allows the multiplicity of standpoints 
to be recreated. (2000, 6) 

Interviews were necessary, therefore, not only to establish as far as possible what 

happened, and when and how it happened, but also to discover the 'standpoints' of 

those involved. Details of how interviewees were identified and the interviews 

conducted are given below in Chapter 2.1. 

The written sources most useful in establishing when, where and by whom 

writing was taught in the past are prospectuses from the main providers, held in the 

archives of Liverpool City Libraries, the University of Liverpool and the John Moores 

University. Other, more ephemeral, sources include theatre programmes, course 



documentation, newspaper articles, recruitment material and publications of writers' 

groups. Government reports, reports of official bodies such as the Arts Council, and 

census returns have also been used. 

9 

Publications by those involved in the early history of writing classes, such as 

Evans (1980), Jackson and Ashcroft (1972) and Kelly (1987), can be illuminating. 

Such publications can be seen as primary or secondary sources. While they include 

first-hand accounts of events, they often rely on the accounts of others and are 

sometimes written some time after the events described. They also put events in 

Liverpool into the context of contemporary educational and political thought. 

Although written descriptions of practice are sparse, there are useful accounts of 

creative writing classes in several books and journals. Amongst these are: Burrows 

(1973), in the journal Teaching Adults, which contains mainly articles about the 

practice of adult education~ McAlister (1992), in its successor, Adults Learning~ Jones 

(1981) in Adult Education and the Arts~ and Birch (1989), which is one of very few 

published sources to deal with practice in Liverpool. There are also incidental 

accounts of workshop practice by Birch (1986), Evans (1980, 1990) and the 

Centerprise Trust (1977). Writing in Education, the journal of the National 

Association of Writers in Education (NA WE), provides examples of current practice 

by writing teachers, as well as articles about the subject's history and its place in adult 

education. Of particular interest is the contrast between the underlying assumptions 

held about the teaching of writing by contributors to that journal and those held by 

contributors to Teaching Adults and Adults Learning, both published by the NIACE. 

Writers in these publications tend to see writing classes as essentially non-vocational, 

with their value lying primarily in the personal development of students~ whereas 
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contributors to the NA WE's journal, specifically aimed at writers who also teach, are 

more inclined to view writing as a profession or vocation. 

Secondary sources taking an historical view of writing classes proved rare

although Kelly (1960, 1970) and Harrison (1961), writing more generally about adult 

education, are invaluable in helping to establish an historical context, as are the essays 

in Jarvis's Twentieth Century Thinkers in Adult Education (1987). Taken together, 

these essays give a useful overview of the ideas that have shaped the history of adult 

education. No writer in the field can afford to ignore the contribution of pioneering 

thinkers such as Mansbridge and Tawney, whose ideas underpin the 'great tradition' of 

liberal adult education in Britain, nor ofYeaxlee, who is now generally credited with 

developing the concept of , lifelong education'. Their influence is central to the very 

existence of the institutions within which scriptwriting is taught, and of the legislation 

which has influenced the provision of courses. Early practitioners, and some current 

ones, interviewed for this study clearly share some of their idealism and their sense of 

the political and social importance of adult education. It is interesting that both 

Mansbridge (1920) and Yeaxlee (1920) are careful to place their ideas within the 

context of the history of adult education. 

More recently, ideas about 'andragogy', first proposed by Lindeman 

(Brookfield 1987, Jarvis 1987) and popularised by Knowles (1970), have dominated 

writing about adult learning. These ideas are of interest when considering the practice 

of script writing tutors and the experience of their students, but it is my belief that the 

differences between the way adults and children learn have been exaggerated in an 

attempt to define andragogy. I am inclined to agree with Sutherland (1997) and 

Rogers (2002) in not over-stressing the difference and have, therefore, referred to 

writers on pedagogy as well as andragogy. Much of the literature available on the 
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teaching of adults is concerned primarily with how it should be done, being intended 

for trainee or practising teachers. However, such publications sometimes effectively 

connect practice with theory, and place theories and changing practices within their 

historical context (for example, Brookfield 1986, Rogers 2002). There has been a 

considerable amount of research done into adult students' motivation and feelings 

about learning; although the only research I have found specifically into students' 

feelings about writing classes is a very small study by McAlister (1992). However, 

the work of Daines et at. (1993), Fitzgerald et at. (2002), May (1985), Norris (1985) 

and, especially, Woodley et al. (1987) is useful for putting my own research into a 

wider context of motivation and attitudes among adult learners in general. 

I have also consulted literature about writing (for example, Field 1984 and 

1994, McKee 1997, Newman et at. 2000), often used by tutors and recommended to 

their students. Although these books are about 'how to write' and ostensibly intended 

for private study, they are usually written by people who teach scriptwriting, and are 

of use in helping towards an understanding not only of what is taught in scriptwriting 

classes, but also how and why it is taught. 

The following chapter describes in detail the research methods, other than the 

study of literature, used during the course of this study. 



Chapter 2 

Research Methods 
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The material which forms the basis of Chapters 3 to 5 (the 'historical' section of the 

thesis) was obtained in two ways: by the study of existing publications, including 

archival material; and by interviewing a number of people who were involved, in 

various capacities, in the development of the teaching and learning of scriptwriting in 

Liverpool. Written sources used in these chapters have been discussed in Chapter 1.4, 

as have written sources referred to in the remainder of the thesis. The main tools of 

my methodology for Chapters 6 to 10 were: the study of prospectuses and course 

materials; questionnaires completed by tutors and students; observation of classes; 

and interviews with tutors. 

2.1 'Oral history' interviews 

Potential interviewees were largely identified by 'word of mouth', via current teachers 

of writing and interviewees, with one source leading to another. Several people gave 

lengthy interviews, describing the part they and others played in the history of the 

teaching of writing, as well as discussing their views on issues surrounding the 

subject. These interviews were largely unstructured and informal, focussing on 

whichever stage in the process each interviewee had been involved in, but also 

allowing them to comment on subsequent developments and any wider issues that 

arose during the interviews. 

Longer interviews were recorded on audiotape and subsequently transcribed 

(BirCh, Evans 2001; Morrison, Sear, Shane 2002). Shorter interviews, which were 

conducted with the intention of shedding light on particular aspects of the history of 
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the subject or obtaining another viewpoint, were not recorded. Detailed notes were 

taken, however, the accuracy of which was checked with the interviewees at the time 

of the interview. All interviewees were apprised of the purposes of the research and 

all gave permission for their interviews to be used and their identities disclosed in the 

thesis. On only one occasion did an interviewee ask for a section of the interview not 

to be used; this request was respected. 

Silverman identifies three main approaches to the use of interviews: 

'Positivism', which gives access to 'facts' about the world; 'emotionalism', which tries 

to 'generate an authentic insight into people's experiences'; and 'constructionism', 

which is more concerned with the way in which meaning is constructed by 

interviewer and interviewee (2001, 86-91). The style and purpose of my interviews 

suggest that they are in the tradition of emotionalism. However, these interviews have 

not been used uncritically, as part of their purpose is to establish facts and any 'facts' 

emerging from them have been checked, where possible, by reference to other 

interviews and to written sources. For example, several of the interviewees had 

particular trouble recalling dates (often placing events earlier than the fact); these 

were checked against documentary sources. Where two accounts of the same event 

differ, whether in substance or interpretation, both versions are given. A useful 

summary of desirable practice in the conduct of oral history interviews is given in 

Morrissey (1970), whose straightforward and sensible advice was followed in my own 

interviews. It seems particularly apposite that the methods of the oral historian should 

have played a major part in the conduct of this study, as the philosophy and practices 

of the early writers' workshops owed much to the ideas and practices of Raphael 

Samuel, one of the pioneers of oral history (1975, 1977; see Chapter 3).1 

1 See Appendix A for details of all the interviews conducted for tins study. 
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2.2 Study of prospectuses and course materials 

Prospectuses and course materials published by the main providers of adult education 

in the city were among the archival sources used to establish the history of writing 

Courses in the city (see Chapter 1.4). Current prospectuses, promotional literature and 

Course materials were used to establish parameters and to identify courses to be 

included in the study of current practice. This process began in July 2000. Enquiries 

were made of all the institutions and agencies based in Liverpool which provide 

education to adults: these include the University of Liverpool, Liverpool John Moores 

University (IMU), Liverpool Hope, Liverpool Community College, the City of 

Liverpool's Education and Lifelong Learning Service, the Charles Wootton Centre 

and the Workers' Educational Association (WEA). Occasionally, tutors or 

administrators suggested other possible providers, such as Productionline, First Take 

and the Everyman Theatre. Some of these proved not to offer writing classes of any 

kind, but brochures and prospectuses were obtained from those that did. The next step 

was a careful perusal of these publications, supplemented by occasional telephone 

enquiries to the providers, to try to establish which courses fell within my definitions 

and should become the subject of further research. 

Prospectuses (both in hard copies and on-line) and course documentation were 

also obtained from course providers outside Liverpool to enable me to make the 

comparison with provision in other cities which forms part of Chapter 7. 

2.3 Tutor questionnaire 

During 2000/1 and 200112 I sought to identify the tutors who would be teaching 

scriptwriting in Liverpool, in order to construct a profile of those involved in teaching 

the subject. My main tool in this stage of the research was a questionnaire, which was 
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designed with several objects in mind: to establish which tutors would be teaching 

scriptwriting; to provide information about tutors' backgrounds; and to act as a 

starting point for more in-depth qualitative research via observation and interview. 

To fulfil the first of these three aims, it was necessary to elicit responses from 

all those tutors whose courses might include scriptwriting. In the cases of tutors 

working for the University of Liverpool and the WEA, this was a relatively simple 

task, as their prospectuses included not only the names of tutors, but also a brief 

description of the contents of each course. Questionnaires were sent, therefore, to all 

those tutors whose courses were specifically concerned with scriptwriting, and to 

those whose entries did not specify whether or not they intended to include 

scriptwriting. They were sent directly to University of Liverpool tutors, their 

addresses having been provided by the Centre for Continuing Education, and to WEA 

tutors via the Merseyside District WEA office. In the case of the LEA, no such details 

were included in its annual prospectus, Learning In Liverpool. Consequently, having 

made initial contact with the city's Education and Lifelong Learning Service by 

telephone, I sent to that office a questionnaire and a covering letter explaining the 

purposes of the research, addressed to 'the course tutor', for each creative writing 

Course.2 I also sent questionnaires, with covering letters, to any other providers whose 

prospectuses suggested they might offer courses concerned with scriptwriting, and to 

any providers whose activity in the area had come to my notice via existing contacts. 

The first twenty questionnaires were despatched in September and October 

2000. Those tutors who did not respond immediately were contacted again by both 

letter and, where possible, telephone or, in the case of colleagues at the University of 

Liverpool, in person. This procedure was followed again in 200112 and 2002/3, 

2 
Learning In Liverpool (2000) listed 'general' creative writing courses at the following centres: 

Newsham, Prince Edwin, Smithdown, Community Outreach (Unicorn), Anfield, Caldcrstones and 
Gateacre. 
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whenever new courses which might have included scriptwriting were discovered. 

From completed questionnaires and the responses of those who had not completed the 

questionnaire, I was able to establish the identities of all tutors working on discrete 

sCriptwriting courses during the three-year period. I also identified a number of 

Courses which included an element of scriptwriting as part of more general creative 

writing courses. I cannot be sure that I identified all the tutors involved in such 

Courses, as most such courses were offered by the local authority. However, I am 

satisfied that I received replies from all those offering scriptwriting as part of general 

Courses under the aegis of the University of Liverpool or the WEA. I also received 

replies from two LEA tutors, 'Jane' and 'Margaret', who intended to include some 

scriptwriting in their courses in 200011.3 Between them, these two tutors taught four 

of the eight creative writing classes offered by the local authority in that year. 

The questionnaire is divided into two parts, the first comprising questions 

about the respondent and hislher background, and the second questions about the 

respondent's classes, teaching methods and attitudes to teaching. Part One contains 

mainly closed questions designed to elicit information that would usually be 

associated with a quantitative survey (gender, age, ethnicity, employment status). It 

was established that only eleven people, including myself, taught discrete 

scriptwriting courses for adults in Liverpool during the three years being studied~ 

three of them did not teach in 2002/3. Any quantitative conclusions drawn from such 

data would be, at best, of very limited value in terms of sample reliability, even with a 

100% response. Krejice and Morgan suggest that in a population of fewer than fifteen 

people a 'sample' of 100% is required for reliability (1970, 607-610). In fact, replies 

were obtained from ten tutors, a response rate of90.9%. Nevertheless, I would argue 
3 

Tutor Questionnaires J and M. Tutors are identified by letters or, when referred to in the body of the 
text, by fictitious names starting with the appropriate letter. Hence tutor J becomes Jane, tutor M 
becomes Margaret etcetera. 



17 

that it is valid to use information obtained in response to these questions to discover 

what, if anything, the people in this group have in common in terms of their 

backgrounds. Thus, one might reach some tentative conclusions about the sort of 

people who teach scriptwriting to adults in Liverpool and ways in which their 

experience influences their teaching. These data might also influence and inform the 

interpretation of qualitative evidence about tutors' philosophies and practices obtained 

from the second part of the questionnaire, lesson observations and interviews. 

The first three questions of Part Two ask for information about courses taught 

by respondents. The answers to these questions were used to determine whether their 

work fell within the parameters of the study. The remaining questions in this part are 

concerned with the 'how's and 'why's of their teaching, the intention being to 

consider the answers in conjunction with the results of observations and interviews 

subsequently conducted with the tutors. 

2.4 Observation of classes 

To help me to build up a picture of the teaching of scriptwriting to adults in Liverpool 

and thereby, in simple terms, to discover answers to the questions 'what', 'where', 

'when', 'who', 'how' and 'why', I set out to observe two classes taught by each tutor 

teaching an open-access, non-degree-bearing scriptwriting course in the city in the 

academic year 2002/3. With one exception4 the tutors (of whom there were six) 

planned to teach twenty-session courses, divided into two terms often sessions each. 

The aim was, where possible, to observe each tutor for the whole of one session 

during each term. 

4 
Tutor F (See below for an account of the problems encountered with this tutor). 
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The findings from these observations were added to and compared with 

evidence from documentation, tutor questionnaires and interviews with tutors. 

Observation does not, therefore, constitute the whole study but is, in Robson's phrase, 

'a supportive or supplementary method' (2002, 312). The primary purpose of the 

observations was to attempt to find out how the tutors in the study taught 

scriptwriting, and what they were actually teaching . .5 Evidence from these 

observations was compared to the written statements of the tutors on their completed 

questionnaires. The 'how' and 'why' of their teaching were explored further in 

interviews after the observations had taken place. 

My aim was to be essentially a 'non-participant' in the process of observation. 

However, I was unable to become purely an observer, as a psychologist might be 

when studying behaviour from behind a glass screen, for example, because of the 

circumstances of the study. Tutors and students were being observed, as far as 

Possible, doing what they normally did in the place and at the time they normally did 

it. Nor did I employ the kind of formal and very structured approach to observation, 

using coding techniques, described by researchers such as Croll (1986) and Wragg 

(1999). This is because I was not researching particular and detailed patterns of 

behaviour, my approach being closer to what Wragg refers to as the 'open minded 

approach', in that the intention was to watch what happened, try to understand it and 

develop some ideas about the tutors' practice from what I observed (Ibid., 20). A 

rigorously structured, quantitative approach would not have been appropriate to 

research which was essentially ethnographic and qualitative. I did, however, intend to 

sit unobtrusively in the room making notes, albeit notes of a less structured and more 

5 'Interview and questionnaire responses are notorious for discrepancies between what people say they 
have done, or will do, and what they actually did, or will do' (Robson 2002, 312). 



narrative kind, something more akin to the 'jottings' of ethnographic fieldworkers 

discussed by Emerson, Fretz and Shaw (1995, 17-32). 
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I was certainly not a 'participant' in the sense, often used by ethnographic 

researchers, of becoming part of the group and taking part in their activities. This 

would have been inappropriate, as I was not studying one group for any length of 

time, but several different groups on one or two occasions only. Also, because of my 

preliminary research and my pre-existing position as a continuing education tutor in 

the University, the tutors involved in the study already knew me. Therefore, I 

explained to the students and tutors the reasons for my presence at their classes, 

fOllowing the advice of Emerson et aI. to 'inform people in the setting of the research, 

especially those with whom he has established some sort of personal relationship' 

(Ibid., 21), and asked them not to involve me in the group as a participant. Some of 

the tutors introduced me to their students at the start of the class, giving a brief 

explanation of my research, while others asked me to introduce myself. In all cases, 

the students were told that their anonymity would be preserved when the research was 

written up, and that if any of them objected to my presence in the class, I would 

withdraw. Fortunately, there were no such objections. 

There was, however, a degree of participation. For example, students and 

tutors occasionally talked to me at break (a time which many tutors consider to be a 

part of the class, providing an opportunity for students to interact informally) or 

immediately after the class, either about my research or about the classes. Also, there 

were three occasions in three different classes where tutors referred to me for 

confirmation and/or clarification of something which had arisen in discussion and 

with which they felt, knowing about my own experience of writing, I might be able to 
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help (BI, DI, E2).6 I dealt with these queries by answering as briefly as I could, 

while trying not to appear rude. None of the tutors or students attempted to draw me 

into a discussion during the class. I was aware that the presence of a 'stranger' in 

itself might change the way in which the class is conducted (see Wragg 1999, 15), an 

effect I tried to minimise by reassuring tutors that their work was not being evaluated 

or inspected on behalf of the University or any other agency, and by remaining as 

unobtrusive as possible. One of the major problems with observations oflessons in 

schools, whether by researchers, inspectors or colleagues, is that they produce in 

teachers a (very understandable) desire to 'show off' and produce something perhaps 

untypical of their normal teaching. Similarly, students might display untypical 

behaviour. I would argue that this did not happen during my observations. In the case 

of the students, the fact that there was another adult in the group would have far less 

impact than the effect of having a second adult in a class of children; especially as 

they had been reassured that the observer was not assessing or judging them in any 

way. Tutors had also been fully apprised of the nature and purpose of the research and 

should have had no reason to doubt the probity of the researcher, with whom many 

had been acquainted for some time. This prior knowledge, which might in some 

situations have the potential to cast doubt on the objectivity of the research, in this 

case strengthened the 'authenticity' of the experience by virtue of creating a sense of 

trust between observer and observed. In addition, my own substantial experience of 

teaching writing would have alerted me to anything out of the ordinary or 'not quite 

right' going on in the classes. This was not the case in any of the classes observed. 

6 Observations will henceforward be referenced by the lettcr already assigncd to the tutor concerned 
(or, in the case of jointly taught classes, the two appropriate letters) and a number indicating, 
Chronologically, which ofhis/her classes is being referred to. See Appendix D for a full schedule of 
classes observed. 
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While one can never be certain about the degree to which one's presence has changed 

a situation, I would contend that my presence in the classes had very little impact. 

Although the observations were not structured to the extent that they might be 

in a quantitative study, it was felt that a certain degree of structure would be helpful 

both as an aide- memoire and to assist in making comparisons between classes. 

Bearing in mind the nature of the study, therefore, and the intended outcomes of the 

observations, I designed an 'observation sheet' on which to make notes during each 

observation (see Appendix C). The first part of this sheet covers the questions to 

which the answers are largely factual and easily ascertained (who, what, where, 

when), either by reference to documentation or by brief discussion with the tutor. 

'Teaching methods used' is related to a question on the tutors' questionnaire and 

intended to form a basis for consideration of the various teaching activities employed 

by tutors. As the primary outcome of each observation was a narrative of the session, 

I included a space for a chronological account of activities. To this extent, then, the 

observations could be said to be structured~ but they were also exploratory in purpose, 

and the section headed 'Notes on teaching and learning' provided a space to make 

notes about anything deemed to be of interest which did not form part of the 

chronological account. 

In the event, I observed a total of twelve classes during 2002/3 (see Appendix 

D). All five of the specialised scriptwriting courses at the University of Liverpool 

Were observed twice, once during the first term and again during the second term. I 

also observed one class taught by Jane, a local authority tutor who had declared her 

intention to devote much of her 'general' creative writing course to scriptwriting 

(Tutor Questionnaire J)~ and, at the tutor's invitation, a class forming part of the 

Screenwriting MA at Liverpool John Moores University, taught by one of the six 



22 

scriptwriting tutors in the study. Although neither of these courses strictly fell within 

my definition of scriptwriting classes in the adult education sector, I felt that they 

would be of interest for purposes of comparison. Unfortunately, I was unable to 

observe one of the scriptwriting tutors. This tutor (Frank) did agree to allow me to 

attend a session and, indeed, arranged a date. However, he cancelled the arrangement 

at the last minute due, he said, to a failure to obtain permission from his organiser at 

the WEA. By the time such permission was obtained, the course (being only eight 

weeks long) had finished. I made further attempts to arrange an observation with him 

for either a non-scriptwriting course or a scriptwriting course in the following 

academic year, but was unsuccessful. I also failed to obtain a completed tutor 

questionnaire or any completed student questionnaires from him. As he was the only 

person teaching an adult education scriptwriting course for a provider other than the 

University of Liverpool during the year, this omission is a loss to the study. This tutor 

did most of his teaching (albeit not in scriptwriting) at the University, and it would 

have been interesting to see whether certain variables between the University and 

WEA Courses affected his practice: for ex~mple, the lack of accreditation at the WEA, 

the shortness of the course, the location in Liverpool Central Libraries and any 

perceptible differences between the backgrounds of his students and those of the 

University tutors. 

2.5 Interviews with tutors' 

Chapter 8 is based on interviews with four scriptwriting tutors (Brian, Charles, Diane 

and Ernest), all of whose classes had been observed during 2002/3. The interviews 

Were 'semi-structured'. In this way, they differed from the interviews conducted for 

the 'oral history' element of the study. In Robson's terms they were 'respondent 
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interviews', as opposed to 'informant interviews' (2002, 271-72), the agenda being set 

by the interviewer; whereas in the 'oral history' interviews, although the intervi~wer 

would sometimes direct the interviewees towards aspects of their experience, the 

interviewees largely set the agenda by making choices about what they offered to the 

interviewer. Like the historical interviews, the interviews with tutors might be termed 

'emotionalist', as their purpose was to explore the thoughts and feeling of the tutors. 

However, again like the historical interviews, the interviewees' versions of their 

experiences are not accepted uncritically. Also, partly because of the existing 

relationship between researcher and interviewee, these interviews can be seen in terms 

of constructionism, as the interviews became a forum for constructing meaning 

(Silverman 2001,95-96). The interviewer's role as an 'insider-outsider' helped to 

create 'a dynamic process of interactivity where there is a recognition that the 

interviewer takes a major role in shaping the interview' (perks and Thomson 1998, 

102). 

The intention was to allow the tutors to talk in their own terms about their 

practices and philosophies, while at the same time trying to cover similar ground in 

each interview so that tutor's responses could be compared. I therefore prepared a list 

of seven main areas to be covered in each interview. These were: the tutor's 

background and training; the tutor's perception of his/her role as a writing tutor; what 

the tutor was teaching and how he/she went about teaching it; whether and how the 

individual thought scriptwriting could be taught; what the tutor felt the students 

gained from his/her classes; the relationship between the tutor's teaching and writing; 

and how the tutor saw the future of the teaching of scriptwriting. These basic areas 

were supplemented by questions that seemed appropriate for individuals, sometimes 
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particular interest arising from observations. 
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The tone of the interviews proved to be relaxed and conversational, due to the 

relationship that had been built up between the interviewer and interviewees during 

the period of the study and previously. All the above areas were covered in all the 

interviews, although not necessarily in the same order or at similar length, the 

emphasis on different aspects depending on the interests and experience of the tutor. 

The interviews took place between June and September 2003. Those with 

Brian, Charles and Ernest took place at a venue of the interviewee's choice and lasted 

between one and two hours. Owing to pressure of work, Diane was unable to meet for 

an interview. Her interview, therefore, took place on the telephone and lasted just over 

30 minutes. Because of the brevity of the interview and the poor quality of the 

recording she is not directly quoted as often or as at great length as the others. 

Andrew was approached on several occasions, but it proved impossible to arrange an 

interview. This was disappointing in view not only of the stated aim to interview all 

five tutors whose classes had been observed, but also of Andrew's long experience of 

teaching scriptwriting. However, the loss of this tutor's contribution may be 

compensated for to some extent by the fact that his 2002/3 course was taught jointly 

with Brian, who gave a long and illuminating interview, covering both the course he 

taught alone and the one taught with Andrew. 

2.6 Student questionnaires 

Chapter 9 aims to construct as complete a picture as possible of the adults who chose 

to study scriptwriting in the year 2002/3 in Liverpool. All but one of the courses 

which fell within my definition of adult education courses in scriptwriting were 
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provided by the University of Liverpool, the exception being the WEA course for 

which it proved impossible to obtain any data. Consequently, statistics and inferences 

drawn concern only students attending open-access, non-degree-bearing courses at the 

University of Liverpool, except when the results of the 2000/2001 pilot study are 

explicitly referred to for the purposes of comparison. These are the same courses 

which were observed in 2002/3 for Chapter 7 and whose tutors were interviewed for 

Chapter 8. 

Initial data were collected by means of a questionnaire, distributed to students 

by the researcher at the beginning of an early meeting of each course and collected 

during that meeting. This was deemed a more effective method of obtaining data than 

that of the pilot study in 2000/1, when questionnaires were given to tutors to 

distribute. For that study questionnaires were sent in September 2000, accompanied 

by explanatory letters, to all those tutors who had replied to the tutor questionnaire 

and whose Courses were concerned either wholly or partially with scriptwriting. The 

response was patchy, replies being received from four University of Liverpool 

specialised scriptwriting courses (including the one I was teaching) and four 'general' 

creative writing courses, comprising one University, one WEA and two local 

authority courses. The number of students replying on each course ranged from two 

(Helen's University of Liverpool course) to fourteen (Charles'S course). In all, there 

Were 33 replies from specialised courses and 28 from general courses. Due to the 

small number of replies and the unevenness of the response across classes, the results 

of this survey could not be relied on to provide a representative picture of the student 

population. The questionnaires were retained, however, and subsequently analysed to 

explore similarities and differences between them and the results of the main study. 

Two major changes in method, therefore, were made between the pilot study 
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and the main study; the decision to focus exclusively on scriptwriting courses (see 

Chapter 1.1) and a change in the method of distribution. At the beginning of the 

2002/3 session I attended each course and explained the purpose of the survey, before 

distributing questionnaires to students to be completed before the end of the class. 

This method resulted in a much better response, a total of 87 replies being received 

from a population of 107. All 22 of the students on Andrew and Brian's joint course 

returned completed questionnaires, as did all the 24 on Brian's course; fifteen out of 

eighteen came from Charles; fourteen out of27 from Diane; and twelve from Ernest's 

seventeen students. Six students who responded were registered on two courses each, 

so that in terms of actual students there were 81 replies out of a maximum population 

of 101.7 The lower response from Diane and Ernest's groups is explained by the fact 

that, having asked to attend as early a meeting as possible, I invited individual tutors 

to choose when that should be. Some of them expressed concern about overloading 

their students with additional paperwork when they already had University forms to 

complete, as well as feeling that they should build relationships within their groups 

before introducing a stranger to them. In the event, the questionnaire was distributed 

in the first week of term to Andrew, Brian and Charles's classes, in the third week to 

Diane's class and in the fourth week to Ernest's class. In the last two cases attendance 

was somewhat lower than in the others, which might indicate a high drop~out rate at 

the beginning of their courses. 

Although this is essentially a qualitative enquiry, it was important, in order to 

provide a meaningful picture of the student body, to be able to apply some of the tools 

of quantitative research with confidence. Given such a small population, the ideal 

would obviously have been a 100% response rate. Krejice and Morgan (1970) suggest 

7 The total population would be lower if any of the students who did not complete questionnaires were 
registered on more than one course. As I was unable to determine whether this was the case, I am 
taking the total number of registered students as 101. 
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that a random sample of 80 is appropriate for a population of 100. Cohen et aI. (2000) 

recommend a sample size of 79/100 for a confidence level of95%, and for a 

confidence level of99% a sample size of99. Therefore, with a return of 80.2%,8 I 

would argue that it is reasonable to use the survey results to draw inferences about the 

Whole population regarding both the make-up of the group and its attitudes, provided 

that it is not broken down into too many sub-groups. 

The questionnaire, which is reproduced in Appendix B, is divided into two 

parts. Part A requests seven pieces of factual information: name, date of birth, gender, 

ethnic origin, employment status, current or last job and highest educational 

qualification. Apart from for 'name', 'date of birth' (which was changed from 'age' in 

the pilot study to avoid vagueness and inconsistency) and 'current or last job', the 

respondents were given a choice of tick boxes. This is a change from the pilot study in 

the case of , gender' (which was also changed from 'sex' to avoid frivolous and 

unhelpful responses such as 'yes please') and 'ethnic origin'. The latter, when not 

accompanied by tick boxes, had also elicited a number of unhelpful responses, some 

seemingly deliberate, such as 'Scouser', but most simply unable to be categorised, 

such as 'British'. Students were, therefore, given a choice of ethnic origins based on 

those used by the University's Student Enrolment and Registration Form (2002), from 

which the Higher Education Statistics Agency (HESA) acquires its data. 

Section B contains more open questions, asking students to give details of 

previous experience of both adult education and of writing, as well as asking about 

their motivations for attending the courses. Question fifteen provides a series of 

statements describing possible reasons for attending the course, followed by tick 

boxes. Respondents wer~ invited to tick as many as applied to them. This list was 

8 

AIl percentages used in Chapter 8 will be rounded to the nearest tenth, except for those taken from 
WOOdley et aI., which are given to the nearest whole number. 
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changed from the pilot study to match the list used by Daines et al. (1993) in their 

study of adult learners' motivations, which provided a greater range of options. The 

only change in the wording of their options is from 'to save money' to 'to make 

money', which was felt to be more appropriate to the subject. Question eighteen asks 

students whether they are willing to fill in an evaluation questionnaire about their 

experiences; and nineteen whether they would be willing to be interviewed. In the 

event, no students were interviewed. There were three reasons for this decision: the 

responses to the evaluation questionnaire produced enough material on which to base 

a chapter about students' views on their courses; a chapter based on students' 

interviews would have made the study overlong; and, given that only a small number 

of students could have been interviewed in the time available, it would have been 

extremely difficult to find a means of selecting interviewees which would ensure that 

their views were representative of the student population as a whole. 

When all the completed forms had been collected, each student was assigned a 

number as well as the letter or letters indicating the identity of his or her tutor(s). 

Henceforth, individual students, whenever referred to in the text, will be identified by 

both numbers and letters: for example, 1 d, 16bc. Data obtained from the survey were 

subsequently entered into a database, and the statistical analysis package SSPS for 

Windows used to facilitate the analysis and comparison of variables. . 

Statistical information was obtained from a number of official sources for 

comparison with the results of the survey. The 2001 Census was used to try to 

determine whether the students were typical or representative of the area. It was 

necessary first to decide which population to compare them to: possibilities included 

Liverpool, Merseyside ~nd the North West of England. I was able to establish that, of 

the 56 students who gave their addresses or telephone numbers, 34 lived in the 
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Liverpool local authority, twelve in Sefton, six in Wirral, three in Knowsley, one in 

Warrington and one in Manchester. I decided, therefore, that the most meaningful 

comparison would be with Merseyside, comprising the local authorities of Liverpool, 

Sefton, Wirral, Knowsley and St. Helens. HESA provided statistics about students in 

higher education, both for England and for the University of Liverpool in particular 

(2004a, 2004c), and the Department for Education and Skills (DfES) provided 

published data on enrolments on local authority-run courses in 2002 (2003). The 

DfES also publishes the National Adult Learning Survey (NALS) 2002, which 

approaches the subject from a different perspective, surveying a sample of adults 

about their experience of learning. 

Chapter lOis largely based on data collected via an 'evaluation 

questionnaire', which was sent to students who had completed the initial questionnaire 

in 2002/3, a very small pilot study of students from two 200112 courses having been 

carried out to test the design of the questionnaire.9 Evaluation questionnaires were 

sent to 53 of the 61 students who had indicated their willingness to complete such a 

form (eight having failed to give an address or telephone number) with covering 

letters on 2 June 2003; 29 students replied. A further letter, accompanied by a second 

copy of the questionnaire, was issued on 1 August 2003, eliciting a further eight 

replies. Telephone calls were made to all those who had not yet replied, and whose 

~elephone numbers could be obtained, on 15 and 16 September 2003. As a result of 

these calls, after which questionnaires were re-issued to three people, a further five 

completed questionnaires were received, making a total of 42. This gives a response 

rate of 79%, representing 52% of respondents to the initial questionnaire and 42% of 

the total population. Co~pleted questionnaires are spread fairly evenly across the five 

9 

Evaluation questionnaires were sent to 22 students in September 2002. Nine replies were received. 
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courses: six out of a possible fourteen from Diane's course; nine from a possible 

fifteen of Charles's students; thirteen out of22 from Andrew and Brian's joint course; 

eight out of24 from Brian's course; and six out of twelve from Ernest's course. lO 

Eighteen respondents are female and 24 male. With such small numbers, any attempt 

to analyse responses according to gender, age, ethnic origin or, indeed, tutor would be 

of negligible value statistically. Nevertheless, when looked at in conjunction with the 

observations, tutors' questionnaires and interviews with tutors, variations in students' 

responses to different tutors can be of interest (see Chapter 10.3). 

Because of the numbers involved, then, data obtained from these 

questionnaires would be of extremely limited value in the context of a quantitative 

study. However, by using rating scales (specifically semantic differentials) in 

conjunction with open questions, it was felt that the questionnaires might 'afford the 

researcher the freedom to fuse measurement with opinion, quantity and quality' 

(Cohen et aI. 2000, 253). Such scales were used to elicit students' judgements about 

how well their expectations had been met (ranging from 'very successful' to 'not at all 

sUccessful'), how useful they found teaching methods used by their tutors (from 

'useful' to 'useless') and how they rate the quality of various aspects of their courses 

(from 'excellent' to 'very poor'). The wording was kept as simple as possible, bearing 

in mind the scope such scales give for possible differences in respondents' 

interpretation of value-laden terms (Osgood et al. 1957). In all cases a four-point scale 

Was used. An even number was chosen to try to eliminate neutral answers,11 the 

number of choices being reduced from six to four partly as a result of a tendency 

\0 

The figures add up to 87 rather than 81 because of the six students who were enrolled on more than 
one COurse and returned the initial student questionnaire. Only one of these (12abd) completed the 
~valuation questionnaire, but her evaluation questionnaire did not refer at any point to Diane's course, 
Implying that she withdrew at an early stage. As all her answers refer to Andrew and Brian's course, 
~~e will be referred to as student 12ab. 

Nevertheless, one student, seemingly determined to be neutral, circled both 2 and 3 twice in 
answering question ten. See Table 10. 



observed in the small-scale pilot study to avoid the lower extremes; and partly 

because it was felt that, given the size of the population, a larger number of choices 

would create unnecessary distinctions. 12 
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Open-ended questions were just as important in this survey, as they gave 

respondents the opportunity to clarify, explain or elaborate on their answers to the 

questions which employed rating scales; as well as expressing personal feelings about 

their experience and commenting on aspects of that experience which might not have 

been covered elsewhere. The researcher's motivation for using such questions 

alongside rating scales is summed up by Cohen et al. : 

The open-ended question is a very attractive device for smaller scale research 
or for those sections of a questionnaire that invite an honest, personal 
comment from the respondents in addition to ticking numbers and boxes ... 
It is the open-ended responses that might contain the 'gems' of information that 
otherwise might not have been caught in the questionnaire. Further, it puts the 
responsibility for and ownership of the data much more firmly into the 
respondents' hands. (2000, 255) 

As each reply was received it was marked with the date of receipt and the 

student number that had already been assigned to the student concerned. Each 

Competed questionnaire was attached to the appropriate student's completed initial 

qUestionnaire for ease of reference. The data obtained in response to questions eight, 

nine and ten were then entered in a database, in order to facilitate straightforward 

calculations. It was not thought that statistical analysis packages would be useful in 

analysing these figures, particularly as the small numbers involved meant that any 

Comparison of variables would be highly unlikely to yield anything of statistical 

Significance. In order to facilitate the comparison and collation of answers to the 

open-ended questions, all the forms were photocopied and the photocopies then cut 

into strips so that all the ~nswers to each question could be filed together. All these 
12 
I The only other changes, apart from minor adjustments to wording, were the change to the list of 
~xpectatio~sl which had already been made to the initial student questionnaire and the deletion of the 
Inal questIon, which invited the students to comment on the design of the questionnaire. 
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answers were then considered in the light of questions seven, eight and nine in tum. 

Answers considered relevant to each topic being considered were extracted and put 

together so that students' answers to the open-ended questions could be considered 

alongside answers given to the 'rating scale' answers. Again, it was felt that available 

analytical packages, such as NUD*IST, would be of limited use in analysing the data, 

partly because the amount of data did not seem to justify the amount of work involved 

in learning to use a system with which the researcher was unfamiliar; and partly 

because the approach taken to the data was primarily, in Crabtree and Miller's term, 

an 'editing approach', with an emphasis on flexibility and the researcher's 

interpretation of the data in conjunction with other aspects of the research (Robson 

2002, 457-58). 
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Chapter 3 

The Writers' Workshops 

3.1 Background to the founding of the Scotland Road Writers' Workshop 

In 1973 in the Vauxhall area of Liverpool, David Evans, a lecturer at the University of 

Liverpool, convened the group that became known as the Scotland Road Writers' 

Workshop. It is my intention to show how this 'workshop' led directly to the first 

classes held in Liverpool specifically concerned with scriptwriti~g and is, in a sense, 

the ancestor of almost all 'creative writing' classes and workshops held in the 

Liverpool area since the 1970s. In so doing, I shall explore the reasons for and the 

implications of the gradual transformation of the 'writers' workshops' of the early 

days to the current provision of varied and increasingly specialised 'classes'. 

Evans recalls that: 

[The participants] didn't think for a moment they were among the pioneers of 
a nationwide movement ... They were simply working-class men and 
Women who wanted to write and had been charged to do so by the electric 
tenants' campaigns of the previous months. As a maverick teacher/writer I was 
lucky enough to be around and drawn in. (1990,5) 

This may seem a somewhat simple or even romanticised version of events, but one 

must bear in mind the nature of the piece, the preface to a collection of work 

celebrating the achievements of local writers' workshops, and its intended audience. 

Similarly, Evans's claim in the same piece to have thereby started the writers' 

Workshop movement in Britain when he writes that 'it was in Liverpool, after all, that 

the first writers' workshop was born'(Ibid.) might seem a little grandiose. It is a 

claim, however, whose validity has been acknowledged by other, similar groups from 

elsewhere in Britain (Worker Writers and Community Publishers (WWCP) 1978, 

Morley and Worpole 1982). These groups 'formed more or less independently here 
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and there', some of them, such as the Stepney-based Basement Writers, very soon 

after the founding of the Scotland Road Writers' Workshop (WWCP 1978,3). They 

could not, therefore, be said to have been directly modelled on the Scotland Road 

group. Indeed, their origins were as varied as their original aims, ranging from the 

Commonwords Workshop in Manchester, which developed from an oral history 

project (Ibid.), to Centerprise [sic] in Hackney, which started as a bookshop and 

coffee bar and developed as a community publisher (Centerprise 1977). 1 However, it 

was not long before members of the Scotland Road workshop found themselves 

sharing their experiences with and giving advice to groups from across the country 

{Evans Interview 2001, Shane Interview 2002).2 Because of this, it can fairly be said 

that the Scotland Road Writers' Workshop had, by the end of the 1970s, become a 

model for the plethora of similar groups which were blossoming throughout Britain. 

It is not my intention to trace the origins and development of these groups or 

to discuss their practices in detail; my concern is the development of the teaching and 

learning of scriptwriting, specifically in the Liverpool area. However, their success 

during the 1970s and '80s needs to be borne in mind when considering the Liverpool 

experience. It is important to remember that the Scotland Road Writers' Workshop 

and other similar groups in Liverpool did not exist in isolation, but were part of a 

national movement which became formalised as the Federation of Worker Writers 

and Community Publishers (WWCPI978). The groups which made up this movement 

may have grown out of needs and desires, whether social, political or cultural, 

Particular to their own regions, but their aims and methods were fairly similar, as were 

SOurces of funding. What I believe is different about the Liverpool experience is the 

-1 

.In.Scotland, in the late 1970s and early '80s 'Writers' and Readers' Workshops' were developing along 
Slmllar lines under the aegis of the WEA and the University of Edinburgh (Kirkwood 1990, 250 et 
seq.). 
2 

For details of interviews and transcription conventions see Appendix A. 



way in which the history of teaching and learning writing in the city can be traced 

from that day in September 1973. 
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How then did David Evans, formerly a South African journalist, come 

to organise a writers' workshop in the deprived and very traditional working-class 

area of Scotland Road? Ultimately, the answer lies in government policy. From 1970 

to 1975 the area was designated by the Home Office as a Community !?evelopment 

Project (CDP). On the advice of Liverpool City Council, Vauxhall, a ward just north 

of the city centre, was chosen in preference to the Home Office's original choice of 

Toxteth, which had recently been the subject of Educational Priority Area project 

(EPA), funded by the Department of Education and the Social Science Research 

Council (Topping and Smith 1977). According to Thomas Kelly, then Head of the 

Department of Adult Education and Extra-Mural Studies at the University of 

Liverpool, the aim was to 'use community development techniques to improve the 

quality oflife in areas of severe deprivation' (1987, 18). 

The project, run by a team attached to the Town Clerk's Department, was not 

purely an educational one, being concerned with improving local services and with 

SOCiological research.3 The Vauxhall area, according to Barbara Shane, a local 

community activist and later a leading member of the Scotland Road Writers' 

Workshop, was already highly politicised and the project found willing participants in 

the community: 

-

[We started] a lot of community organisations! you know/ local people/ to get 
street organisations going and! of course/ we thought we were going to do 

.. some good work and we went a bit over the top/ we were campaigning and 
blocking the roads and ... being an absolute nuisance really ... we were in a 
sort of political ferment - doing all kinds of activities- you know/ 
campaigning! Tate's! the big factory/ was closing down - the way the world 
changed from 1970 to 1980 was horrendous. (Interview 2002) , 

3 Barbara Shane says that the main object was to get local people to claim benefits. (Interview 2002) 
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Both the WEA and the University of Liverpool were involved from 1972, the 

University taking its lead from the Russell enquiry into adult education, which was to 

publish its report in 1973 (University of Liverpool Institute of Extension Studies 

1971, DES 1973). WEA tutor David Goodman, according to Kelly, made contacts 

which 'seemed to open up the possibility of adult education activities' (1987, 19), but 

did not feel that the WEA was best fitted to develop the sort of programme needed. 

After a year, the WEA withdrew, leaving Goodman employed by the Project to work 

with local groups, involved with industrial problems and welfare rights rather than 

education. Thus the field was left to the University. 

From the University's point of view, its involvement in the Vauxhall area was 

primarily for research. Keith Jackson, head of the social studies division of what was 

now called the Institute of Extension Studies, was responsible for a research 

programme in community adult education. During the academic year 197112 he 

formed a team to link with the COP. 4 This team initially comprised himself, a 

lecturer, Martin Yarnit, and a researcher, Robert Ashcroft. Jackson and Ashcroft give 

their views of action research in adult education in a paper given to the Nuffield 

Teacher Enquiry, asserting that 'cultural forms and expression must be placed at the 

centre of adult education in a working class area. We must stand where people are' 

(1972, 16). 

Such views were very much in tune with radical thinking amongst adult 

educators at the time. Indeed, elsewhere in the same paper, they refer to 'evidence of 

[their approach's] success in the different social context of Latin America' (Ibid. 13), 

perhaps suggesting an awareness of the work and ideas of Freire (Jarvis 1987). The 

4·W· 
lth the help of the funds made available ... from the Gulbcnkian Trust, the John Moores Jr. Trust 

and the Home Office, the Division is now launched on an extensive progranune of teaching and 
rSese~h in the field of community development' (University of Liverpool Institute of Extension 

tUdlCS 1972, 10). 
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following year Yarnit recruited a new member to the team in the person of David 

Evans, 'whose experience of literature and journalism will help counteract undue bias 

towards a "social studies" approach' (University of Liverpool Institute of Extension 

Studies 1973, 12). The team initiated a number of classes, culminating in spring 1973 

in 'Time Off, a series of courses in a variety of subjects. 

This short period is sometimes remembered as a sort of guerrilla raid by the 

academics of the University on the people of Scotland Road, which 'was inundated 

with academics ... a few stayed, asked the people what they wanted and campaigned 

alongside those people to set up, amongst other projects, a writers' workshop: the first 

of its kind in the country' (Birch 1990, 153).s This might seem a little unfair on the 

research team, as the purpose of its presence was clear from the start, to the 

University if not to the residents of Vauxhall, the Institute of Extension Studies' 

annual report emphasizing that: 'This is a research project, designed to explore 

Possibilities and discover how the problem can best be tackled' (University of 

Liverpool Institute of Extension Studies 1972, 10). , 

Members of the team certainly seem to have been successful in their contacts 

with local people, tapping into a desire for further education which was closely tied to 

an appetite for community action and which could be said to be essentially political in 

its nature, something understood by Barbara Shane and Barbara Blanche when they 

got involved, having decided that 'the thing [they] were interested in! as a sort of 

movement for change! was education' (Interview 2002). This was fertile ground for 

David Evans, who had been involved in radical politics in his native South Africa, 

;-~-------------------
~arbara Shane's version of the departure of Jackson, Yarnit and Ashcroft displays a similar 

ml~understanding or lack of communication between the research team and local people: 'I think the 
~nlVersity got a bit scared of all the things that were going on, because we were sort of let off the 
cash' (Interview 2002.) 
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studying for a degree as a prisoner there before leaving the country to study at Oxford. 

Evans's own account of how he came to be part of Jackson's team is illuminating: 

I'd met a guy at Oxford who was working-class, reading politics/ Bob 
Ashcroft! and he hauled me up to Liverpool for some sort of communications 
conference while I was in Oxford ... when the job came up for a - a culture 
person really/ in continuing education funded by Gulbenkian - it was a three 
year experimental job to work in inner city areas/ working class areas! 
Particularly Scotland Road - when that came up he actually suggested I 
applied - then I did because we'd had a lot of talk at Oxford about working
class culture/ which he was very interested in! and about politics generally - I 
~ean/ I'd come out of prison on the Left! I was part of the freedom movement 
In South Africa so obviously socialism came into our discussions ... and so 
this job came up to work as part of a team in Scotland Road - there was 
already a team working there/ funded I think by the Home Office and other 
sources and Gulbenkian! you know Gulbenkian's a big charitable trust, with a 
background in oil ironically ... I had pretty much an open brief and at the 
time I arrived! which was in May 1973/ my first bit of work! not work! my 
first activity as a member of the social studies division ... was to go on a May 
Day march - that was the sort of atmosphere we were working in and I had a 
pretty open brief to do something cultural- there was a free scheme called 
Time Out [sict which was offering Urban Studies and other elements free to 
adults in Scotland Road, using the schools ... and community centres. 
(Interview 2001) 

Clearly Evans's beliefs and attitudes were in tune not only with those of Jackson and 

Ashcroft but also, and more importantly in view of subsequent events, with the 

community he was entering, caught up as it was in what Barbara Shane describes as a 

political 'ferment'. 

Evans's contribution to the 'Time Off' programme of courses was to start what 

he describes as 'a little reading class, talking about books/ very informal/ and the aim 

Was simply to talk about books.' The choice of books was, in itself, overtly political: 

B'h rig ton Rock by Graham Greene, North and South by Elizabeth Gaskell and a book 

by George Orwell. Barbara Shane says that the group' chose three books and [they] 

analysed them! that went down okay' (Interview 2002). Note a slight difference in 

;-~----------------------
Actually 'Time Off'. 
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emphasis here between Evans's 'talk' and Shane's 'analysed'. It was this short series 

of classes that led to the Writers' Workshop: 

In the course of this I made known that I'd been in journalism and they knew 
my background /they knew I'd managed to publish a few poems and a short 
story or two/ and one oftheml a chap called Frank Keelan! an electrician! said 
'look a lot of us want to write/ we're interested in talking about books/ but 
we're even more interested! some of us/ in our own writing! could you 
convene a group in which we somehow discuss writing! our own writing 
particularly?' (Interview 2001) 

That is David Evans's account. Barbara Shane's is slightly different: 

And then somebody suggested the next thing! because we were all in a nice 
cohesive group/ it was a writers' workshop - now he always says that! David 
Evans always says that this fellow from Scotland Road suggested that! but I've 
got a strong feeling that it was David Evans ... I don't know why he didn't 
claim credit for that ... but! anyway/ the writers' workshop started. (Interview 
2002) 

Whatever the truth about the 'fellow from Scotland Road',' the important 

thing was that, in September 1973, a group of people from the Vauxhall area started 

meeting as the Scotland Road Writers' Workshop. The methods and motivation of 

this group might seem to be very different from those of the scriptwriting classes held 

, in Liverpool thirty years later, which I will discuss in Chapters 7 to 9. However, an 

analysis of how and ~hy things were done in the writers' workshops of the 1970s and 

1980s, particularly the Scotland Road Writers' Workshop, will shed light on the 

philosophies which underpin the teaching of scriptwriting in Liverpool and provide 

material for comparisons with later practice. 

3.2 The Workshop: its philosophy and practices 
-

The Scotland Road Writers' Workshop survived until 1986, by which time there were 

writers' workshops in Liverpool 8, Old Swan and Childwall in the city of Liverpool, -7 ------------------C~vans's version of events is recorded both in his own article, 'Writers' Workshops and Working 
1I a~s Culture', where Keelan is referred to as 'an out-of-work electrician, the then chairman of the 
u:not Tenants' Association' (1980,144), and in Kelly (1987,22), who simply refers to him as 'an 

employed electrician' but, interestingly, adds that he 'did not attend but sent in work.' 



as well as Prescot,. Runcom.. Kirkby and Stockbridge within a few miles.. The 

Playwrights' Workshop, which will be discussed at some length in the following 

chapter, was also firmly established by now (MA WW 1990). Most,. if not all, oftbese 

groups were directly modelled on, or at least influenced by,. the Scotland Road 

Writers' Workshop. The first ofthem to be estab1i.sbed, U,7erpool S Writers' 

Workshop, was the result of an invitation by local community activist Dorothy KUY3 

to David Evans to run a workshop, along with members of the Scotland Rood 

Workshop, at Burton Manor on the Wi.rml (Evans Interview 2001). The Liverpool 8 

area was very different ftom Vam[halJ" especiaJJy in its ethnic make-up,. and Evans 

was surprised and encouraged by the success of this and subsequent meetings between 

the two groups. 8 
The ChiJdwall wodsbop was started by Kei1h BiIcb" with support 

from adult education worker Tricia Jenkins" \\fIo \\'35 based at the University of 

Liverpool. Practice here owed a lot to Birclis experience of the 'Scottie "83' workshop" 

one of two rival versions of the Scotland Road wotbhop which etnerged in the 1980s. 

to which he had been introduced by David Evans after attending a course ron by the 

latter at the University (Birch InteJview 200]" Birch J 989). Janice Sear" the fim: c0-

ordinator of the Old Swan wod:shop" bad a1so attended one oftbe Scotland Road 

WOB:shops (Sear Inteniew 20(2). There were many links" both fonnaJ and infonnal" 

between writers' workshops not only locally but also 1brougbout the rouDtty. 

Centerprise in Hackney was among the groups which contacted the Scotland Road 

Workshop for help in setting up a workshop (Evans Interview 2001,. Centerprise ] 977,. 

19). The foundation in 1976 of the Federation ofWod.er Writers and Community 

Publishers (WWCP1 in which local groups took a prominent role :ftom the beginning.. 

helped to strengthen theSe links. There were,. of COUfS'e:. differences bm-w:en the 

-.. --------
n~li'W. i" Liverpool 1982!J sbtes that 'UverpooI8 Writers' W~ enauages pimmly (but 

exclusiVely) black re:WIent.s ofLiverpoolB to apres~ their 1aIeol through~' 
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groups in terms of their regional, social and ethnic identities. There were also 

differences in their origins and the way they were run, but they shared similar 

philosophies and working methods. Essentially, a writers' workshop was a small 

group of people who met on a regular basis to read their work and talk about their 

own work and that of other group members (Evans Interview 2001, Birch Interview 

2001, Shane Interview 2002, WWCP 1978). 

Classes in 'creative writing' had existed before 1973 but they had been few in 

number and it is possible that Evans and the members of the Writers' Workshop were 

unaware of their existence. However, in 1973/4 the WEA did offer courses in 

Liverpool and Birkenhead in Creative Writing, taught by W. Scobie and June Johns 

respectively, which sought to cover 'all forms of writing from personal letters and 

speeches, to articles, short stories and books' (WEA ProspectusI973). In Crosby in 

the same year Stella Johnson taught a course called 'Writing for Pleasure', which was 

Concerned with writing 'both as a form of self-expression and with a view to 

publication' (Ibid.). Scobie had already run creative writing courses in Liverpool for 

the WEA in the three years from 1969170 to 197112 (WEA Prospectuses1969 - 1971). 

From 1972 to 1977 the Local Education Authority ran a course entitled, in stark 

Contrast to Stella Johnson's course, 'Writing For Profit' (Liverpool Education 

Authority). That writing for profit and writing for pleasure were often considered 

mutually exclusive is confirmed by Julie Burrows in her account of her own creative 

writing classes in Nottingham in the early 1970s: 

Broadly, there are two kinds of writing course, though there is some overlap. 
One aims to coach would-be commercial writers in details of current market 
requirements. The other has more literary aspirations, attempting to encourage 
the student to produce written work that will be intrinsically worth reading. 
(Burrows, 1974,6) 
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Burrows's description of her methods includes the use of ' the presentation of a small 

object to handle' (Ibid., 7), a stimulus also employed by Scobie (Middleton Interview 

2003), and exercises in summarising a plot, writing a 'skeleton' and changing prose 

into dialogue. Such planned exercises appear to have been largely eschewed by the 

writers' workshops, although Burrows's emphasis on using set texts and reading lists 

to offer examples of good writing to students is echoed in the origins of the Scotland 

Road Workshop in Evans's 'reading class.' 

I have not been able to trace any writing classes in the Liverpool area between 

1961 and 1969, but there were courses in the years 1957/8, 1958/9 and 1959/60 called 

'Creative Writing', the first two taught by R.C.Barnes and the last by W.A.Pilkington. 

According to the WEA prospectuses, these courses consisted of 'a study of the 

purposes, techniques and various styles used in the writing of novels, short stories, 

plays, poetry etc.' (1957-59). The WEA's annual reports show that Barnes's classes 

Were attended by 28 students in each year, while Pilkington attracted only twelve. The 

following year (1960/61) A.W.R. Hodge registered eighteen students on his 'Creative 

Writing' Course for the WEA (Annual Report 1961). 

At this distance in time it is difficult to discover exactly how these WEA and 

LEA tutors went about teaching creative writing. I am, therefore, very grateful to 

Maeve Middleton, a student on Bill Scobie's courses, for her accouJlt of his classes. 

Whether typical of writing courses at the time or not, Scobie's practices are certainly 

of' 
Interest When compared with those of Evans. As far as the early WEA and LEA 

classes are concerned, one might assume a certain amount of formality in teaching 

style, given the comparatively large numbers of students registered (for Scobie's 
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Courses at least),9 the usual lay-out of the teaching rooms used for adult classes at the 

time (usually lecture theatres or school classrooms), and the tradition oflecturing 

from which teachers of adults often came. Maeve Middleton confirms that this was 

the case, although she felt at the time that Scobie's style was much more informal 

than that of most teachers. She also confirms that, in spite of the WEA's roots and 

prinCiples, the classes might have put off potential working-class students of the kind 

who attended the writers' workshops, partly because of the tutor's background and 

approach and partly because of the students that they attracted, whom she describes as 

'creative literate people' from middle-class backgrounds (Middleton Interview 2003). 

On the other hand, among the WEA's many contributions to the development 

of adult education are the introduction of the tutorial system, an emphasis on teaching 

from the angle of the students' needs and the conception of a social purpose behind 

study (Harrison 1961, 268, Mansbridge 1920). These principles are not dissimilar to 

those underlying the writers' workshops and, although there may have been a feeling 

that WEA classes were a bit too formal and many of the students middle-class, it 

would not be fair to say the people of Vauxhall were alienated from the organisation; 

Barbara Shane, certainly, had attended WEA classes (though not in creative writing) 

before 1973 (Interview 2002). It would seem that, despite the profound influence 

teachers like Scobie might have had on their students, such classes did not make much 

of an impact in terms of the expansion and development of writing classes, as is 

shown by the paucity of provision throughout the 1960s and '70s. 

Whether or not the founders of the writers' workshops had any experience or 

knowledge of other 'creative writing' classes, they were certainly consciously trying 

~ move away from the idea that their groups were classes in the traditional sense used 
9 

At the time f " . Le' . 1 limit 0 wnting (2003/4) the University of Liverpool's Centre for Lifelong arnmg routine y 
ac s numbers on its. writing courses to twenty, although personal experience shows that more may be 

cepted at the discretion of the tutor. 



44 

in schools and adult education. The word 'workshop' is important here. It seems fairly 

certain that the Scotland Road Writers' Workshop was the first such group, in Britain 

at any rate, to use the word 'workshop' in its title. The choice of title was David 

Evans's, who chose it 'because it's down to earth! workerist you knowl and I didn't 

Want to call it a circle or group' (Interview 2001). Evans was clearly trying to appeal 

to a specific working-class community, many of whose members were politically 

active in various ways, and to signal that the group was consciously and exclusively 
/ 

working-class in character. In doing this he was following Raphael Samuel, who in 

1967 had founded the History Workshop at Ruskin College, Oxford, where Evans 

himself studied. The connotations of seriousness, hard work and craft (as opposed to 

art) might have appealed, although the term 'workshop' was already, in 1973, in fairly 

common use elsewhere in the arts. 

Its earliest recorded use in such a context in Britain was, according to the 

OED, in 1938 by the poet Louis McNiece in an article in Modern Poetry about Soviet 

poet Mayakovsky (1987,375). Joan Littlewood's 'Theatre Workshop' was 

established in 1945 with a manifesto declaring it to be 'an organisation of artists, 

technicians and actors who are experimenting in stage-craft', although, perhaps 

Significantly, there is no mention of writers (Goomey 1981, 42-43). By 1973 the 

Liverpool Playhouse was running regular 'workshops' at the theatre in Williamson 

Square for teachers and students, and had been doing so at least since 1970 (Liverpool 

Repertory Theatre 1970-1975). Indeed, Evans's own Department, the Institute of 

Extension Studies at the University of Liverpool, offered 'music workshops' for piano 



and recorder in the academic year 1972/3 (University of Liverpool Institute of 

Extension Studies 1973, 22).10 
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The terminology was, then, not original in terms of the arts or of teaching and 

learning. Indeed, it had been used in the United States of America of a university

based writing class at least as early as 1942, when Paul Engle started the Iowa 

Writers' Workshop (Graham 2001). Evans, however, does not seem to have been 

aware of such usage outside Britain, having evidently come across the term for the 

first time in the context of Raphael Samuel's 'oral history workshops' (Evans 

Interview 2001, Samuel 1975 and 1977). By choosing it he was making a declaration 

of intent. He was saying that the Scotland Road group was something new. There had 

been classes and groups for writers in Liverpool before 1973, but this group was set 

up with little awareness of them and without reference to them. It had its own 

philosophy and its own ways of working .. 

In Scotland Road, as elsewhere, the keynote was informality. The group was 

small in number, starting offwith nine (1987,21), its attendance varying between 

'three and fifteen ... an average of about ten or twelve' according to Barbara Shane 

(Interview 2002). There was no charge for attendance, formal registration or 

membership and the participants in the early days were, with the exception of David 

Evans, all local to Scotland Road and consciously working-class. The format was 

simple: 

P~ople who had written something read it out! and then there was a general 
dISCUssion on whether the rest of the students thought they were right or 
wrong! and the rest of the meeting was more about discussing things in 
general! literature in general or whatever came up/ politicsl whatever. (Ibid.) 

-----------
;ea~~rna and music workshop' for adult students in Gillingham is described by Hazel White in 

c mgAdults in December 1973. 
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Discussion was open-ended and not limited to writing. Indeed, there was a sense in 

which the members' writing was not what the workshops were about. Evans recalls 

that 'we didn't want to teach writing as such! it was a way of making people aware of 

where they stood in society' (Ibid.). Both Barbara Shane and David Evans remember 

wide-ranging and often heated discussions on a variety of subjects. Evans also 

mentions that meetings of the workshop would sometimes be adjourned so that 

members could attend other events or meetings of a more overtly political nature 

(Evans Interview 2001, Shane Interview 2002). How, then, wasthis learning 

experience different from attending a conventional WEA or LEA adult education 

class? 

First, it was flexible in form and content: the subject matter was not limited to 

Writing, although its ostensible purpose was to discuss its members' writing; although 

there was usually a core group of participants, many others would attend irregularly 

and the meetings themselves could be abandoned in favour of other activities in the 

community. Second, it was rooted in the community: the participants came, in the 

early days at least, from very small area, an area described as a 'tight little 

community' (Shane Interview 2002); members were encouraged to write from their 

own experiences; and it was consciously, perhaps even aggressively,l1 working-class 

or 'Workerist', to use Evans's preferred term. 12 There is little doubt that these 

Workshops were overtly political, whereas Bill Scobie in his WEA classes consciously 

excluded politics from the discussion (Middleton Interview 2003). Third, the 

Workshop sought to be informal and democratic in its methods, trying to move away 

from the idea of 'teacher' and 'taught'. 

II J . 
am antce Sear recalls an atm~sphere of antagonism towards people perceived to be 'middle class' 
12 Io~g workshop members in the 1980s (Interview 2002) 
and~ ater years members, including Keith Birch and Jimmy McGovern, did come from further afield, 
Liv e Workshop was advertised, as were others in the city, in the City Council's Learning In 

erpooJ supplement 
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David Evans was a university teacher, with some experience of teaching in a 

more conventional setting, but he was aware that the workshop needed to adopt new 

ways of working. The Vauxhall CDP, of which the workshop was a part, sought to 

develop a new model for adult education: 

Education may best be conceived of as a dialogue between the educationalist 
and interested members of the community in which the former is as willing to 
learn as the latter. The dialogue ought to begin on issues chosen by the 
members of the community and not by the educationalist. (Jackson and 
Ashcroft 1972, 12) 

The development of the Scotland Road Writers' Workshop from Evans's 'reading 

class' in the 'Time Off' scheme, which had in tum developed from informal contacts 

between Jackson's research team and the residents of the Scotland RoadlVauxhall 

area, shows this idea becoming reality. The 'dialogue' between the University team, 

in I d' , 
c u mg Evans, and the local community not only led to the formatIon of the 

Workshop, but also determined its content. If it was to work - and to be different in 

any significant way from other adult education experiences - it was incumbent on the 

'educationalist', in this case Evans to create a new role for himself and forge a new , 

relationship with the members of the group: 

I didn't have a model but I knew there was Ruskin and people like Raphael 
Samuel

13 
who was running history workshopsl I'd met him and he didn't have 

notions about imaginative writing - he'd done a lot of work with wo~king-c1ass 
peoplel and so had others! here in the WEA there'd been tape recordmgs , .. 
Tom Lovett for example was a guy I knew welV but I didn't quite go with the 
method of working. (Interview 2001) . 

It is interesting that Evans's only available 'models' were concerned with oral history 

Or reminiscence projects, as the material produced by members of the workshop, and 

indeed f h' . 
o ot er workshops throughout the country, was often based in personal 

-13Ra 

Set o~h.ael ~amucl ~d started the History Workshop at Ruskin College, Oxford in 1967. Its aims are 
( 977) ~ v,l/age, Lif.e and Labour (1975), edited by Samuel. In Miners, .Qu~rrymen and S~eelworkers 
and amuel dcscnbes the workshop as 'a loose coalition ofworker-histonans and full-time teachers researchers' , 
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reminiscence: 'being first time writers they wrote about their own experiences mostly' 

(Ibid.). 

Publications from the writers' workshops confirm that this was the case in 

many if not all writers' workshops (Kirkby Writers' Workshop 1985, Liverpool 8 

Writers' Workshop 1981a and 1981b, MAWW 1990, Scotland Road Writers' 

Workshop 1975, Scottie Road Writers '83 1985). Evans describes his role and 

working methods thus: 

I thought the only way to proceed was to act as convenor/ to put in some ideas 
and to see what was offered by the people of inner city Scotland Road and to 
enc?urage them to write out of their experiences / for their own kind of 
audlence/ never mind publication... never mind impressing publishing 
houses or even the rest of LiverpooV but write in a way which spoke to their 
condition and their peers - and that was pretty much agreed - so what would 
h~ppen was people would come in with a piece/ not necessarily fictionaV it 
might be a recollection of something that had happened! but we worked to 
shape stuff and people would read out their stuff/ very nervously to begin with 
- I would throw in some comments _ I might take stuff away/ look at it and 
pass opinion but everyone in the group was expected to pass opinion! or not if 
they didn't wish to/ but it was for the group to decide and discuss - so it was a 
strange kind of animal/ I think a very good one - as people read out stuff and 
then somebody might not necessarily make a literary criticism! but might say/ 
'oh, that reminds me of something of my own! you know/ something that 
happened to me' - so there was all kinds of interaction going on and we of 
Course said 'go back and write it or try to write it'- so people would go off and 
ha~e a go - and some people wanted to write poetry - most people wanted to 
wnte short stories or some account and it was remarkable, the stuff that was 
coming in! and so at first that was enough ... you know/ just sharing ideas. 
(Interview 2001) 

It can be seen from this that Evans, as the 'educationalist' in Jackson and Ashcroft's 

terms, had to take on a role that was in some way different or separate from the others 

in the group. Undoubtedly, the workshops aimed to be democratic and to emphasise 

the equality of the participants, seeing terms such as 'teacher' or tutor' as alien to 

these aims. Nevertheless, in any group somebody must take a leading role, if only to 

deal with th . I . . b" . e practlca aspects of running a group such as findmg premIses, nngmg 

people together or starting and finishing meetings. By using the word 'convenor' 
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Evans suggests an inclination to limit his role to this sort of concern. However, the 

fact that he would 'take stuff away/ look at it and pass opinion', something which the 

others did not do, indicates something more akin to a tutor's role. 14 He also 

occasionally introduced the group to 'a bit of Lawrence, a bit of Brecht, the poets ... 

and whoever [he] could think of (Interview 2001). What we see here is not someone 

deliberately assuming a teaching role - on the contrary, he was consciously avoiding 

that - but rather Evans's experience of both education and writing combining with his 

Position as an outsider and a paid worker to place him, however informally, in a 

teacher's role. 

Later in Old Swan Janice Sear used the title' co-ordinator'. The Old Swan 

Workshop was based in Old Swan Technical College where Sear was working as a 

tutor on 'Second Chance To Learn' and 'New Opportunities for Women' courses when, 

in 1978, a local woman, Winifred Froom, 'called into the college and asked if [they] 

could start a writers' workshop' (Sear Interview 2002). Sear, although paid by the 

College to run the workshops, consciously avoided the teacher's role, although she, 

like Evans, would take work home to read but not to 'mark', Keith Birch, too, resisted 

taking on the role of 'teacher', although his workshop at Childwall was also linked to 

a College of further education: 

You can quickly become accepted as a member of the group and not as a 
teacher in the conventional way/ hiding behind the desk." you become a 
member of the group - just someone who happens to have ,., information 
or knowledge to pass on to that group. (Interview 2001) 

This det ' , 'b d ermmatlOn to avoid being thought of as a 'teacher' could be ascn e to a 

desire to distance writers' workshops fro~ more formal or traditional forms 
ed ' 

ucatlon, which were felt to be alienating to the working-class people for whom t~e 

Workshops were intended. Many people who did take part in the workshops had had -14nu 

s was also Bill Scobie's practice at the WEA (Middleton Interview 2003). 
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negative experiences of education, their schooling disrupted by the Second World 

War or cut short by poverty and the need to start work. IS Although it might now seem 

self-evident that 'the workshop is a teaching and learning group' (Morley and 

Worpole 1982, 122), those who ran and attended workshops were often anxious to 

distance themselves from any idea of such groups being 'classes'. The promotional 

booklet, Writing In Merseyside, maintains that 'Writers' Workshops are not teaching 

classes; members write at home and take their work to group sessions for honest, 

constructive and supportive criticism. No comment is passed on grammar, spelling 

and punctuation' (Birch 1986).16 

This reference, as late as 1986, to writing classes not being concerned with 

teaching spelling, grammar and punctuation helps to give us an idea of what people, 

particularly working-class people with limited formal education, might have expected 

from a writing 'class'. The notion that one could 'teach' creative writing was quite 

new i B' . 
n ntam when the first writers' workshops were established, although there was 

a long tradition of teaching the subject in America (see Chapter 5,3), A 'writing 

class' with a 'teacher' or 'tutor' in charge would remind people of their experiences at 

school where the teaching of writing was often limited to grammar, spelling, 

punctuation and 'a little bit of composition' (Shane Interview 2002),17 It is hardly 

surprising, therefore, that participants in ~orkshops had little notion of the 'teaching' 

IS B rb 
elcv a ara Shane, who started school in the 1930s describes how she was evacuated at the age of 
cia en, She returned to Liverpool to find the scho~1 destroyed and the only education available being 
snc~;~~~r an ho~ a day in pubs, She left school at fourteen having in he~ words, 'no education to 
1& That .' (Intel'Vlew ~002) Her experience is not untypical of her generation, , , , 
a re I unprovement,m such area might well be a by-product of such courses, IS, however, mdicated by 
fin' Ph

Y 
to the evaluatIon questionnaire sent to students on 2002/3 scriptwriting courses. Student 14d 

'no~sfi cs he~ reply to the question 'Do you feel your writing has improved? If so, in what ways?' with 
17 It c~ettin~ my spelling is imprOving.' See Chapter 9. , 
much th be d~cu1t for those who went to school in the 1960s and subsequently to apprecIate how , 
the ' e teachmg of English has changed. Creative· writing in all its forms is now firmly embedded m 
Eng~:::onal Curriculum ,for both primary and secondary school pupils (see The Nation~ Curriculum for 
teach d ,1,999). Interestmgly, this has provided opportunities for freelance work for wnters who also 
inexpe W~ting to a~ults, perhaps as teachers seek out experts in fields in which they themselves are 

nenced or mept (Tutor Questionnaires A, B and C, Interview C, Chapter 8), 
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of writing beyond the teaching of basic literacy skills. Such technical skills, although 

not ignored, were not a major concern of the workshops: 

We never bothered with the technical side so much! if it was really badly 
wrong we did! but people wrote the way they wanted to write and we didn't 
put any pressure on them to write in a certain way/ what we wanted was their 
ideas! their lives/ down on paper/ you can do the tidying up after/ can't you? 
(Ibid.) 

If structure, characterisation, dialogue and the other aspects of writing which writing 

tutors routinely set out to cover now (see below Chapters 7 and 8) were considered in 

the workshops it was through the medium of discussion, the emphasis being on 

informality. There seems to have been little sense of anyone actively 'teaching' the 

group about such things. 

Nevertheless, it is inevitable that a person in David Evans's position would, 

for reasons I have already described, take on the role of 'teacher' to some extent. 

Later, Edward Barrett and Barbara Shane 'ran' the workshop and took on similar 

roles: 

By that time I'd been to the University/ and I liked to impart knowledge/ but 
~hat the people listened to me for was not formal knowledge/ and I often felt 
lIke putting my oar in and changing the direction of things! but I didn't do that 
too much! we just allowed it to develop organically", people in a sense 
taught themselves, (Ibid.) 

This description of the relationship between Barbara Shane in her role as convenor, 

facilitator t h ' 'h f h ' eac er or whatever one mIght choose to calltt, and t e rest 0 t e group 

vividly illustrates how the practices of the writers' workshops distinguished them, in 

the minds of those taking part, from the conventional adult education 'class', Scobie, 

In Contrast in th t d'" 'd d' t ' e ra ItIon of the evemng class tutor, was perceive as a omman 

personality Who set exercises in class and for homework and who, while occasionally 

having student ' k ' , , d' , f s wor read aloud, positively discouraged cnttCISm or ISCUSSlon 0 

that Work' th I 
In e c ass (Middleton Interview 2003). It was clearly Evans's intention to 
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establish such a distinction and he was successful in doing so. However, there were 

(and still are) other groups, usually called writers' circles, writers' clubs or simply 

writers' groups, which are also clearly not classes in the conventional sense. Harrison 

refers to writers' and poets' circles, indicating that such groups were well established 

throughout Britain by the middle of the twentieth century (1961,324). Indeed, the 

Liverpool Writers' Club, which described itself as 'a group of poets, novelists, 

playwrights, actors etc. dedicated to the improvement/furtherance of writing standards 

in the area', claims a history stretching as far back as 1922, long before there were any 

writing classes or workshops in the city (Ryan c. 1991, 41). 

These groups might seem on first consideration to be very similar to writers' 

Workshops. They do not have teachers, they have members rather than students and 

their meetings usually consist of members reading their work, which is then discussed 

by the group. The existence of such groups is acknowledged by David Evans as 'a 

phenomenon that existed pre-workshops ... which [he] knew very little about' 

~Interview 2001). He clearly did not model the workshop on writers' circles, but much 

of what actually went on in the meetings was common to both types of group. The 
di' . 

stmctton between them seems to be in three areas: the background of the members; 

the motivation of the members; and the perceived purpose of the experience. 

In Evans's mind the circles were intended for 'the middle class of the Wirral 

Or Liverpool ... not right for us ... remember it was a political time' (Ibid.). Whether 

there was a significant class difference between members of circles and members of 

Workshops cannot be established, as it is impossible to obtain such details about the 

participants. However, according to Barbara Shane, many writers' workshops (not 

inclUding Scotland Road) became more middle-class in make-up as time went by, and 

it is Possible that the real difference was smaller than Evans and other workshop 
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members imagined. Perhaps a more significant difference is that workshops such as 

Scotland Road and Liverpool 8 were firmly rooted in their neighbourhoods. Again, 

this would change as time went by, but it was usual for a workshop to recruit its 

members from a small area, identifying closely with the history and concerns of its 

people, whereas the Liverpool Writers' Club was based in the city centre and 

advertised for members throughout the city via the local press. 

Another distinction between workshops and circles made by Evans is that the 

writers' circles 'were usually very much into publication and making money' (Ibid.). 

Members tended to see themselves as already being practising, even professional 

writers. The majority of people who attended the Scotland Road workshop wrote, 

according to Barbara Shane, 'more for pleasure and enjoyment' (Interview 2002). 

Although they did produce a few collections of work, the first, Voices of Scotland 

Road, published with financial backing from the Merseyside Arts Association in 1974 

(Evans 1980 and Interview 2001), these were small, cheap publications intended for 

local consumption. There seems at first to have been no notion of the possibility of 
( 

commercial success. Workshop leaders like Barbara Shane 'always told them that you 

Were 't . 
n gOlOg to get fame or fortune! and in the end [they] were wrong because 

Jimmy MCGovern got it '" it was so unusual in those days! so they really wrote for 

themselves' (Shane Interview 2002). It is c,lear from Shane's words that, whether or 

not individuals attending the workshops harboured ambitions of commercial success, 

SUch ambitions were neither expected nor encouraged. The Liverpool Writers' Club, 

on the other hand, included writers who had already tasted success. 18 But perhaps the 

main difference between writers' workshops and writers' circles lies in the fact that a 

Workshop, however informal and democratic it may have been, was always intended -
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to be an educational experience. The Scotland Road Writers' Workshop sprang from 

an experiment in adult education, run by the University of Liverpool and funded by 

government. Its prime mover, David Evans, was a university teacher. The workshops 

that followed throughout the country were little different. According to Worpole: 'in 

each group there has been some contribution from people with higher education: 

teacher, journalist, or college lecturer. Most groups have benefited from institutional 

funds or expertise' (1978, 21). 

Barbara Shane and Barbara Blanche who both attended the first meeting of , 

the Scotland Road Writers' Workshop in September 1973, were looking for education 

for themselves and their community as 'an agent for change' (Shane Interview 2002). 

Most people who went to the workshops were beginners who wanted to learn' about 

writing. Some of them may well have been hungry for success as writers, but they 

Were often also hungry for education and social change, as is shown in the later 

development of the workshop and the subsequent careers of individual members. 

It is possible to conclude that David Evans, and others who founded writers' 

Workshops, deliberately positioned them between 'classes' and 'circles', as informal 

groups convened primarily for the purposes oflearning, 'creative writing' being both 

the subject and the medium of that learning. The evidence suggests, however, that the 

Workshops were founded and developed with little or no reference to any pre-existing 
': . 

groups or classes. They were the result of a desire to find new ways of teaching and 

learning that would be appropriate for adults in working-class, inner-city 

communities. Their methods were developed in accordance with the perceived needs 

and desires of the people of those communities, many of whom were suspicious or 

Wary of formal education, and whose background and culture did not pre-dispose 
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them to think of themselves as 'writers'. Even so, one must not underestimate how big 

a step it was for many people to go to a writer's workshop for the first time: 

People came to the workshop after a bit of hesitation! and they'd get a 
crumpled bit of paper out of their pocket! and usually a bit of writing they'd 
done/ but if you were a working-class man in that milieu! you don't get out 
poetry and read it to your mates. (Shane Interview 2002) 

That the Scotland Road Writers' Workshop and other workshops continued to attract 

such people is one measure of their success. I would now like to consider other ways 

in Which one might measure their success and the reasons for any such success. 

3.3 The success and influence of the Scotland Road Writers' Workshop 

Before attempting to judge whether the Scotland Road Writers' Workshop was 

successful, it is first necessary to establish the grounds on which its success or failure 

can be measured. I would suggest that there are several areas we can look at: the 

number of people involved in the workshop~ how long it lasted~ the subsequent 

careers of those who attended it~ the perceived quality of the educational experience; 

and 'the influen~e of the workshop. 

I have already mentioned that the numbers were small. Indeed, Thomas Kelly 

noted that, had the workshop been subject to the normal regulations governing adult 

classes, it would not have been allowed to survive (1987,22). Its freedom from such 

rules, which it owed to its genesis out of the CDP and the research project of Jackson 

and Ashcroft, was essential in ensuring its survival. Nevertheless, numbers remained 

low and it could be said that the small proportion of local people using the workshop 

indicates a lack of success. However, adult education has never, in ~y of its many 

forms, been a mass movement, as is shown by Harrison (1961) and Kelly (1970) in 

their thorough and instructive historical overviews of the subject. 



56 

Ifwe compare the Writers' Workshop to other adult education initiatives in 

Inner-city Liverpool, both in terms oflongevity and influence, it must be considered 

One of the most successful. The University of Liverpool has had a long history of 

involvement in schemes (often government-backed) to improve adult education 

among the working classes of inner-city Liverpool (Kelly 1960 and 1987). From the 

University Settlement of the late nineteenth and early twentieth centuries to Lovett's 

Work in the EPA from 1968 to 1972 (Lovett 1972a, 1972b, 1975; Midwinter 1972) 

SUch initiatives tended to have some degree of success for a few years; but failed to 

take root in the targeted communities, ending because of disagreement between those 

involved, lack of funding or both. The CDP as a whole was no exception to this rule, 

with the Department of Extension Studies withdrawing in 1974 (Kelly 1987,21-22). 

lIowever, the team did leave a solid legacy in the form of the 'Second Chance To 

Learn' scheme, developed by Jackson and Yarnit in 1976-77 (Ibid., 26-27), and the 

SCOtland Road Writers' Workshop. The former was for a few years run jointly by the 

University and the WEA, before being taken over by the LEA. It was still running 

under the same name at Liverpool Community College at the time of writing and has, 

from its early days, included a writers' workshop. The latter survived until about 

1986, haVing split in 1983 among some acrimony, into two rival workshops (Shane 

Interview 2002). I have already mentioned the influence the workshop had on other 

groups throughout the country. Many of these survived well into the 1990s, and 

several still exist. The direct connections between the Scotland Road Writers' 

Workshop and later writing classes, and its influence on their philosophies, styles and 

methOds will be discussed further below (Chapters 5.2 and 8.1). 

The influence the workshop, and others like it, had on the lives of the 

individuals involved is no less striking. iimmy McGovern claims that it 'transformed 
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[his] life' (1982). In his case the transformation was dramatic and very public, from 

being 'a working class family man who hopes one day to be a teacher' to one of the 

most successful television writers of his generation. I9 Few others from the workshops 

became professional writers, but many had their lives transformed in other ways. 

Barbara Shane estimates that about 30 workshop members went on to university. 

Shane herself and Edward Barrett were the first to achieve this and it is notable that 

they both, unlike Willy Russell's archetypal mature working-class student in 

Educating Rita (1984), continued to live and work in their community. Shane was a 

prime mover in obtaining funding for the workshop and expanding its remit to cover 

other forms of adult education, i~cluding literacy, with herself as a full-time paid 

worker.20 Barrett worked until his retirement as a further education lecturer on the 

'Second Chance To Learn' scheme, as well as teaching a writing course at the 

University. Barbara Shane has summed up the workshop's effect on its members thus: 

In one sense they were de-ghettoised ... we lived in a ghetto in Scotland 
~oad! now that's what we were trying to dol to sort of get people to think! to 
Improve their lives ... there are choices ... I like to think we did help to 
expand people's consciousness a bit. (Interview 2002) 

As for the quality of the educational experience provided by the Workshop, there are 

no Ways of measuring it, as no qualifications were obtained directly as a result of it, 

except insofar as its value is implied by the success of its former members described 

above. 

If the workshop was successful - and in terms of th~ criteria mentioned above 

it is fair to say that it was - why did it succeed? In part it was because of the theory 

behind the Department of Extension Studies' project. Jackson and Ashcroft sought 

-------------------------19 . 

ind~cC?ovem's television credits include Brookside and Cracker. See Chapter 7 and Appendix E for an 
20 ~cahon of his continuing influence on tutors and students. 
inv:.rhap~ this is an example of the kind of enlightened self-interest that has driven many people 
\Vas ved In the development of writing classes and adult education in general in the city. The workshop 
sUcc renamed the Scotland Road Writers' Workshop and Adult Education Group in 1979 after 

cssfully applying for funding from the European Community (Shane Interview 2002). 
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new forms of adult education to suit working-class communities and their informal, 

committed approach worked when put into practice by David Evans in the workshop. 

Evans himself must take a lot of the credit for his commitment, his enthusiasm and his 

ability to work effectively with the people of Scotland Road and Vauxhall~ the story 

of the development of writing classes in Liverpool owes much to Evans. The 

enthusiasm and commitment of local people such as Barbara Shane, Barbara Blanche 

and Edward Barrett were also essential if the project was to take root in the 

community. There is no doubt that the local community was ready for new forms of 

adult education: it was already highly politicised and people were seeking not only 

Ways to improve their lives, but also the means to express their ideas, concerns and 

ambitions. Other working-class communities, such as Liverpool 8 and Old Swan, 

provided fertile soil for writers' workshops for similar reasons (Evans Interview 2001, 

Shane and Sear Interviews 2002). 

It is important to recognise the importance of politics in the story of the 

~riters' workshops. The academics involved in the CDP, including David Evans, 

Were openly left-wing and saw their experiment in political terms. Their attitude 
, 
represented the conflict mode in adult education as opposed to the consensus mode' 

(Kelly 1987, 47). Members of the local community, as we have seen, welcomed this 

approach. However, their funding came from national government initially, via local 

gOvernment~ and from 1979 to 1984 the workshop was funded by money from 

Europe, agai~ administer~d by local government. The workshop was unable to 

Continu.e for long after the mo~ey dried up in 1984. So, however anti-establishment or 
> 

anti-government the participants in the workshops may have been, their existence and 
.' 

Survival depended on the' policies of successive go~ernments and the availability of 

fund' IDg from those governments'~ 

, ' 
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But why writing classes? Part of the answer may lie in an awareness on the 

Part of people in such communities that if they were to achieve their social and 

political aims they needed to improve their written skills,21 but their work was not 

confined to the forms required for such purposes. From the start workshop members 

Wrote creatively about their own experiences and those of people like them. Barbara 

Shane, David Evans and others talk about the lack of confidence people had in 

sharing their poetry or stories with others; but what is striking thirty years later is that 

these people did write about their experiences and, albeit with a lot of encouragement 

and in a comfortable environment, they did read out their work or have it performed. 

Creative writing was not considered to be a ridiculous or inappropriate occupation for 

Working-class men and women in Liverpool in 1973. Perhaps one reason for this 

might be the cultural environment in which they lived. Although the Vauxhall area 

may have been a traditional, even inward-looking 'ghetto', to use Barbara Shane's 

Word, Liverpool could, at that time, be described as culturally active and self

C?nfident. The 'Merseybeat' phenomenon of the early 1960s was a form of popular 

Culture firmly rooted in Liverpool's working-class communities, albeit hugely 

inflUenced by the 'art school' culture of the time.22 Merseybeat was not just about 

performers, but als6' about writers and composers. There was also in Liverpool a 

th' . 
nvtng folk music scene (see Chapter 4.1). In the late 1960s and early '70s folk 

mUsic was closely connected to poetry in the city. There were regular poetry readings 

at venues such as the Bluecoat Arts Centre, the Why Not? public house and the 

Gazebo cafe. Local poets such as Roger McGough and Adrian Henri, who continued 

--------------------------------------
21 Da:: Sear mentions workshop members seeking advice on writing letters to the press and 
~2 F P ~ts (Interview 2002). 
lea o~ shghtly differing but entertaining accounts of this era see Williams and Marshall (197 S) and 

c (1999). CilIa Black, one of the leading lights of Merseybeat, lived at 230 Scotland Road. 
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to perform locally, had been published and were well known nationally.23 That poetry 

Was not seen as the province of an 'elite' or 'arty' city-centre based group is shown by 

the independent emergence in 1974, the year after the founding of the Scotland Road 

Writers' Workshop, of the 'Windows' community poetry project in Halewood, on the 

border of Liverpool in Knowsley MBC (Ward 2000). Finally, the influence of the 

local theatres, especially the Everyman, should not be under-estimated. The next stage 

in the development of the teaching of scriptwriting in Liverpool owed much to the 

policies of this theatre and to the active involvement of theatre professionals in the 

local community, as will be shown in the following chapter. 

---------------------23 

19~e~ collection of poems ~ith Brian Patten, The Mersey Sound, was published by Penguin Books in 
bio . oetry readings at this time were popular throughout Britain. Elaine Feinstein, writing in her 
SUd~raphyof~ed Hughes about London's first International Poetry Festival in 1967, refers to 'the 
been en and Widespread love of poetry read aloud, which lasted for about a decade [and which] has not 

mUch analysed' (2001, 159). 



Chapter 4 

The Playwrights' Workshop 

4.1 Background to the founding of the Playwrights' Workshop 

The foundation of the Liverpool Playwrights' Workshop, probably in 1979, I 

represented an important change in the teaching of writing in the city. Before this 
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there Were I " I ' I" , , . , no c asses, workshops or groups 10 Llverpoo specla Is10g 10 scnptwnt10g 
'" 

of any sort. Writers' workshops occasionally attracted people who were interested in 

writing drama, and would continue to do so after specialised classe~ became more 

common, but most participants tended to write poetry, short stories or reminiscence, a 

preference reflected in the content of surviving texts published by the workshops. 

Although David Evans, himself an aspiring playwright,2 did try to encourage an 

interest in theatre, 'it was a long time before [he] could persuade anyone in Scotland 

Road to write plays' (Interview 2001). 

He sought to do this by taking groups from the Workshop to performances at 

the Everyman Theatre, and at local venues by the Everyman's community touring 

Company, Vanload, and other companies such as 7:84. After a time, Barbara Shane 

and Barbara Blanche did write some drama, as did a man called Jimmy Small (Evans 

Interview 2001, Shane Interview 2002). According to David Evans, it was from Small 

and Jimmy M G . h' 1" . . .. c overn that the Impetus for a works op specla Is10g 10 scnptwnt10g 

came. Evans's aCcount of the genesis of the Playwrights' Workshop is revealing, not 

only b . 
a out the Workings of the Scotland Road group, but also about the cultural 

---- . 
I It is qU't d' 
Witho t;:. Ifficult to establish a precise date. Interviewees have tended to suggest an earlier date, 
~ Eva:: mg precise, but written evidence suggests this as the most likely date. 
~crs s ~ater had some suecess on stage and television, starting with Beneath Olympus, produced by 

I eyslde Unity Theatre in 1979 (Dawson 1985,41). 



environment that existed in Liverpool at the time and is, therefore, worth quoting at 

Some length: 
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We went to a do in Manchester where there were dramatisations of things and 
I think Jimmy McGovern and John Small said! 'this is the way forward'! and I 
said! 'yeah'! I wanted it because I'd argued that theatre could be done 
anywhere ... we'd done one or two little plays of our own with the help of a 
?rama student down in Scotland Road - we actually had a little performance 
In the old Everyman Bistro ... written by John Small ... and Jimmy was then 
doing sort of dramatic dialogue and Small! I think! went along to Merseyside 
Arts and said! 'look we need something'! and they came to me and said! 'we 
n~ed a specialist theatre person'! so I said 'fine' and Merseyside Arts actually! 
With some help from us! in the sense that we put the word around ... there was 
obviously a take up for this! and Pedr James! who was then the director ... at 
the Everyman ... did a scheme! and people came from everywhere! there were 
about a hundred and twenty people! I think! to begin with! and very 
enthusiastic! and he spoke about theatre and then asked people to do their own 
short pieces. (Interview 2001) 

In this narrative we can see, as in Evans's account of the origins of the Scotland Road 

Workshop (see Chapter 3.1), his perception of his own role within the group, 

facilitating the development of the new course, while at the same time being careful 

not to impose his own wishes or act too obviously as a teacher or leader. Rather, he 

s~es himselfas responding to wishes of the group members and encouraging them to 

take the lead. 

As ever, the sources of funding for the project can reveal a lot about its nature 

and purpose. Merseyside Arts Association (MAA), the local arts funding body, had 

already been involved with the writers' workshops, financially supporting occasional 

Publications. Its role in setting up the Playwrights' Workshop, and helping to bring 

together the University and the Everyman Theatre, reflected the policy of the Arts 

CounCil of Great Britain, then the national body responsible for funding the arts, as 

the author of the Institute of Extension Studies Report for 1977!8 notes: 

We welcome recent initiatives taken by the Arts Council of Great Britain to 
encourage a closer relationship between adult education and the arts. 
These have been eagerly taken up by the Merseyside Arts Association in 
partnership with the adult education agencies in this area, including the 



Institute of Extension Studies, and have already generated a special 
programme of courses and schools. (1978, 7) 3 
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The Arts Council's policies were also, to a great extent, responsible for the 

Willingness of the Everyman Theatre to become involved in the project. A major 

component of its policy for funding regional theatres was its support of writers 

Working in those theatres. The New Drama Scheme had been initiated in 1952 

'providing limited guarantees against loss plus a minimum royalty to the playwrights' 

(White 1975, 122). In subsequent years the scheme was widened to support second 

productions of plays and residencies for individual writers. For theatres like the 

Everyman, which consistently applied for and was awarded such gra~ts during the 

1970s, this was an essential form of funding if it was to produce new writing (ACGB 

1972 -1984). 

The Everyman Theatre had, during its relatively brief history, developed a 

sUCcessful policy of presenting a mixed programme of classics, contemporary works 

and new plays (Tanner 1974). Under the direction of Alan Dossor, Artistic Director 

from 1970, new plays, often about local issues, had become a dominant part of this 

lllixture (Coveney 1975). The theatre, like many other regional theatres at the time, 

also justified its public funding by attempting to reach out into the community, chiefly 

by means of the Youth Theatre and Vanload,4 the small touring company which 

played in community venues and local pubs. It has been said that, under Dossor, the 

Everyman was 'transformed into a political theatre aiming to attract working-class 

a d' u lences' (Cowler 1997, 10). 

---3 It is-po-.-bl-------
other .SSI e that the fIrSt Playwrights' Workshop was one of the courses referred to here, although 
the a eVIdence suggests it did not start until 1979. The 'recent initiatives' referred to grew partly from 
Iiais W~ness on behalf of the Arts Council and its secretary general of a lack of co-operation and 
4 V: tween the worlds of the arts and adult education (Shaw, 1978). 
Arts Aoad ~a~ formed in October 1973, supported by grants from the Arts Council and the Merseyside 

SSOClation (Tanner 1974). 
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In the year 1975/6 the Arts Council granted awards to six writers working for 

the Everyman Theatre: Chris Bond, George Costigan, Adrian Henri, Adrian Mitchell, 

Bill Morrison and Willy Russell (ACGB 1975, 5-6). This list indicates not only the 

commitment of the theatre to writing, but also something of the cultural context in 

which the Playwrights' Workshop started. Henri and Mitchell were locally based, 

established poets. Costigan was an actor and a regular member of the Everyman 

Company. Bond had established a reputation for locally set, issue-based musicals such 

as Under New Management (1972), in a style similar to that of John McGrath, 

founder of the left wing theatre company 7:84, whose work for the Everyman 

included Unruly Elements (1971) (Coveney 1975, McGrathl975, Tanner 1974). This 

play has a further significance in the history of scriptwriting and the teaching of 

scriptwriting in Liverpool in that it is a work credited by Willy Russell with attracting 

him to theatre writing, particularly through the use of local accent and idiom: 

When I first came into the theatre, I thought you didn't work in those 
languages~ you did in T.V. plays but not in drama at the theatre, and it was 
only through seeing Unruly Elements ... that I discovered I could work in this 
language in the theatre. (Gill 1996, 3) 

RUssell's writing at the time had developed from his involvement with local folk 

III • S 
USIC and it was clearly important to him, as it has been to other local writers since, 

to see the language and experience of his community validated in the theatre. 

To say that this was a new experien~e in the early 1970s would be misleading, 

however. Alun Owen had several plays produced locally in the 1960s. Indeed, his 

1959 play, No Trams To Lime Street, seen both in the theatre and on television, has 

been described by Gladys Mary Coles as 'significant in the author's use of the 

liverpool accent and idiom, which he had to defend at the time and which can now be 

----,------------~-S I 
li:terestingIy, one of the influences he cites is Peter McGovern, writer of the song In My Liverpool 
W:::'~' who in 2003 was to become the first student to be awarded the University's Diploma in Creative 

Ing (see Chapter 5) (University of Liverpool Centre for Continuing Education Summer 2003). 
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seen as a milestone in the growth ofMerseyside's sense of identity' (1993, xii). As far 

back as 1913 the Liverpool Repertory Theatre had produced at the Playhouse a play 

called The Riot Act by local writer James Sexton, then secretary of the National Union 

of Dock Labourers, about the dock strike of 1911, which attracted the kind of 

audience (and the kind of controversy) which Dossor and his colleagues were to court 

with some success 60 years later (Wyndham Goldie 1935). However, the importance 

of MCGrath and Dossor's work does not lie only in its direct influence on writers such 

as Russell and Alan Bleasdale (both local schoolteachers when they started writing for 

the Everyman (Morrison Interview 2002)), thereby helping to create a continuing 

tradition of local writing of a kind that previous productions of local writers' work 

had failed to inspire. Their work also demonstrated that the encouragement of new, 

and specifically local, writing could lie at the heart ofa regional theatre's policy and 

that that new writing could consistently attract audiences and revenue. In fact, several 

new plays commissioned by the Everyman during this period, such as Russell's John, 

P~Ul, George, Ringo and Bert and Breezeblock Park, were to have considerable 

success with audiences not just locally, but nationally and internationally (Gill 1992). 

It was this artistic policy that made it possible for David Evans and the MAA 

to approach the Everyman for help with the new Playwrights' Workshop. The 

EVeryman's writer-in-residence at the time was Bill Morrison, originally from 

Northern Ireland. His ideas about the role of writers-in- residence were important in 

helping to establish the Playwrights' Workshop and shape its 'direction and, as a 

Consequence, the direction of the teaching of writing in Liverpool. Morrison had 

preViously worked at the Victoria Theatre, Stoke-on- Trent with Peter Cheeseman, 

another director very conscious of his theatre's role in the community and, according 

to MOrrison, 'a very cons~derable influence! on all regional theatres' (Interview 2002). 
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Cheeseman's concept ofa community-based theatre derived largely from the work of 

Stephen Joseph and Joan Littlewood, stressing the theatre's 'responsibility to its rate 

and tax payers to reflect the past and the present' (Cheeseman 1971, 77): 'the idea 

was! a regional theatre fed its region! it was about the people in that region' (Morrison 

Interview 2002). 

However, although Cheeseman regularly employed writers-in-residence, there 

does not appear to have been any specific encouragement of local writers; Morrison's 

role there was 'to do the pantomime/ [he] had to do the kids' show in the summer/ 

[he] had to do the adaptation of the [examination] text' (Ibid.). Arriving in Liverpool 

in about 1974 (a place he describes as 'creative in a different way'), Morrison began 

to develop his own idea of what a writer-in-residence's role should be, feeling that 

Part of his role was 'to go out and find writers/and encourage writers' (Ibid.). 

The active and positive tone of the statement, coinciding as it did with notions 

of reaching out into the theatre's local community, is quite important. There is not, 

a~d probably never has been, a shortage of people wanting to write for the stage; but 

it has never been common practice for theatres to actively encourage or seek out 

Writers in their local communities. Morrison sees the writer-in-residence's role as 

more than simply reading scripts that have been submitted to a theatre and deciding 

Whether or not they should be performed, believing that 'you don't just put a stamp on 

an envelope/ and eventually an envelope comes back! it's that you talk to somebody' 

(Ibid.). Even the relatively straightforward practice of some theatres of inviting in 

promising writers and discussing their work requires resources of time and money that 

are often lacking. Morrison, funded by the Arts Council, was able to go even further 

than this and become actively involved with local writers because of the approach by 
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David Evans, who had financial backing from the University and the MAA, with his 

proposal to start a workshop for theatre writing: 

I was fortunate to meet up with David Evans/ who I think is a seminal figure 
... Dave asked me to run workshops in association with the External 
Studies Department! which was half and half! it was people who wanted to 
write/ and ... people who were on Second Chance. (Ibid.) 

MOrrison's account of the origins of the Playwrights' Workshop differs slightly from 

Evans's, in that there is no mention of the director Pedr James's part in the process. 

I-lis reference to the involvement of students from the University's 'Second Chance to 

Learn' courses is interesting, given that David Evans, who was running general 

writing workshops as part of this programme, found most people on it"uninterested in 

and, indeed, resistant to the idea of creative writing (Evans Interview 2001). The 

presence of such students, as well as the large numbers referred to by Evans, may well 

have contributed to a lack of focus and direction in the early days of the workshop. 

Certainly, Evans found it, after a while, to be a less than satisfactory experience: 

There wasn't enough discipline to it! it wasn't really getting anywhere/ with 
which we went back to Merseyside Arts/ or they came to us! came to me and 
said! 'are you prepared to oversee a structured kind of course?' / and I think by 
then I had other courses at the University/ and I said / 'okay I'll organise it'/ 
some money from Merseyside Arts/ some money from the University/ and we 
Would restrict membership to twenty/ so it would become a class. (Ibid.) 

Significantly, the end result of this process is described as a 'course' and a 'class', 

although its title contained - and still contains at the time of writing - the word 
, 
Workshop'. The ways in which the philosophy and practices of the Playwrights' 

Workshop differed from those of the established writers' workshops and, as a 

Consequence, made the terms 'course' and 'class' seem more appropriate will be 

diScussed below. 

The fact that Evans made two attempts at launching this workshop partly 

explains the difficulty in accurately attaching a date to its foundation. The most likely 
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date for the first attempt is during the autumn of 1979, only six years after the start of 

the Scotland Road Writers' Workshop, with the re-launch probably in 1980/81.6 It 

Was not long after this that the workshop moved from the Everyman to the Playhouse 

Theatre, as a result of a change of Artistic Director at the Everyman. The new 

director, Ken Campbell, had a highly individual style and a policy which did not 

Suggest that new writing would be encouraged, Morrison feeling that while the 

Everyman 'had a way of doing things! bringing writers on and all the rest! Campbell 

didn't Want any of that , .. suddenly [they] were lost' (Morrison Interview 2002). 

Fortuitously, however, the incumbent artistic director of the Liverpool 

Playhouse, William Gaunt, resigned soon afterwards and four writers closely 

associated with the Everyman (Russell, Bleasdale, Bond and Morrison, often 

COllectively referred to at the time as 'The Gang of Four') applied jointly for his job 

and Were appointed in 1981 (McMahon and Brooks 2000, 26). This joint appointment 

created the unique situation of a leading repertory theatre's artistic policy being in the 

ha~ds of a group of writers, rather than a single director, giving an even higher profile 

to Writers than they were already enjoying in the city because of the success of 

Russell, Bleasdale, Morrison and others. The four men took with them their 

Commitment to new writing and, specifically, their commitment to the Playwrights' 

Workshop, which for the next few years was held at the theatre's rehearsal rooms in 

Mathew Street, a move described by Morrison as 'crucial' to its development 

(Interv' 2 ' lew 002). The rule of the 'Gang of Four' did not last, partly because of 

;---------------------
it~etebruary 1980 edition of the local arts magazine published by the MAA, Arts Alive, includes in 
Eve

1s 
of recent grants made by that organisation a grant of £125 to the Playwrights' Workshop, 

Wor~~n Theatre 'to support a further seven sessions of the workshop', This would suggest that the 
a Re ~ op was started in 1979, a date supported by the presence in Liverpool of Bill Morrison, then on 
l'he ~Ident Dramatist's Attachment funded by the Arts Council (Arts Council of Great Britain 1979). 
Subs ate of 1980/81 is suggested by that year's Annual Report o/the Institute o/Extension Studies, and 
(l98~;~cnt references in Learning In Liverpool and WEA and University of Liverpool prospectuses 

Onwards). 
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problems with funding, particularly as a result of the abolition ofMerseyside County 

Council, and partly because the writers' individual professional commitments 

prevented them from devoting sufficient time and energy to the theatre.7 Nevertheless, 

by 1984, when the last of the four writers left the Playhouse, the Playwrights' 

Workshop was firmly established, with its own policies and practices. To a great 

extent it is these practices, developed during the early 1980s, which have changed the 

Way in which writing was, and is still, taught to adults in Liverpool. 

4.2 The philosophy, aims and methods of the Playwrights' Workshop 

It is clear that David Evans initially saw the Playwrights' Workshop as a more 

Specialised version of the writers' workshops which had been established in the area 

since 1973. According to him, the idea for a playwrights' workshop came initially 

from two members of that workshop, John Small and Jimmy McGovern, and the first 

participants were recruited by him from existing writers' workshops (Interview 2001). 

T~e partnership between Evans, a socialist, who had for the last few years applied 

What he called his 'workerist' principles to his work at the University's Institute of 

ExtenSion StUdies, and the Everyman Theatre, with its commitment to local 

CommUnities and in particular local working-class communities, might also suggest 

that the policies and methods of the Playwrights' Workshop would closely follow 

those f h o t e Scotland Road Writers' Workshop. 

Evans had always resisted the role of 'teacher', and to' some extent continued 

to do so in the Playwrights' Workshop. Bill Morrison also felt it was important that all 

participants should be seen to be equal. He focussed on the concept of the circle: 

~-----------------
n::: Council reports show that from this time on local recipients of writing awards were employed 
1'hea~ the Ev~ryman or the Playhouse, but by small companies such as Merseyside Young People's 

e and Liverpool Lunchtime Theatre (1984 et seq.). 
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The moment you put people in a circle you take away the educational fear/ 
you don't any longer have someone standing up in front and telling you what 
to do ... and once you were in the circle you were together ... everybody 
knew it was going to be their turn! and that meant that people were 
constructive and creative/ not destructive at all. (Interview 2002) 

The fact that participants in the workshops sat in circles might well have given the 

appearance of equality and informality but, as in the early writers' workshops, 

somebody had to organise, convene or co-ordinate the group. Indeed, somebody 

(presumably Morrison) must have told them to sit in a circle in the first place. 

Furthermore, although the circle might have taken away the feeling of 'teacher and 

taught' there is implied in Morrison's account a degree of compulsion insofar as 
, 
everybody knew it was going to be their tum'. In other words, participants were 

required to contribute and not allowed, as in less formal workshops or groups (and 

indeed in many classrooms), to sit quietly and listen until they were ready to 

Contribute. Given the lack of confidence felt by many would-be writers and the effort 

ofW'II' I It can take for them to attend a group or class, let alone share their work with 

others, to some this experience might be more intimidating than a conventional 

classroom situation. 

After four years of running workshops, Evans was beginning to see the value 

of impOsing a certain amount of form on the learning situation. Although he saw 

Writers' Workshops as groups where members, including himself, would encourage 

each other to write by demonstrating a positive response to their work, he could also . 

see that there was limited value in simply inviting comments from other students on 

Pieces that had been read to the group. While Morrison felt that the awareness that 

one's own work must be read out and criticised might prevent people from being 

Unduly negative, Evans realised that there was often a tendency in workshops to say 

Only Positive (and generally rather vague) things about fellow students' work. While 
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such comments might help to boost confidence, they had little value in terms of 

practical advice which might help writers to improve their writing. It was this kind of 

eXperience that encouraged him to start taking a slightly more formal and structured 

approach: 

I used to say to people/ 'you must say some critical things as well as some 
supportive things'/ I got an idea at some point from the women's movement! 
consciousness raising groups! that you could say two critical things and two 
positive things/ but you had to say the two critical ideas/ and I should say that 
We were drifting towards structure. (Interview 2002) 

Evans had by now also had the experience of conducting writers' workshops in more 

formal c ' 
ontexts, chiefly as part of the 'Second Chance to Learn' scheme (see Chapter 

3.3), which he says 'moved in a more organised sort of way/ because it was part of a 

more org , d ' amse structure than the workshops' (ibid.). 

As a permanent lecturer with tenure at the University, Evans was also asked to 

run COurses or workshops within the Extension Studies Department: 

MY,colleagues .,. said! 'you've got to do this as part of a formal fee 
paYing structure' / I very much resisted it! but eventually/ after me dragging 
my heels a bit! I agreed to run courses in Liverpool and one or two other 
places. (Ibid.) 

Operating w'th' ,,' d f 
I In such a 'structure' must, m tum, Impose a certam egree 0 structure 

on any COurse, if only insofar as it has to operate fora limited number of sessions 

Within uni' " b " 'ddl verslty terms and, m the simplest terms, must have a egmmng, a mt e 

and an end. After the first attempt to set up the Playwrights' Workshop, as we have 

seen, Evans had realised 'there wasn't enough discipline to it! it wasn't really getting 

anYWhere' (Ibid). When re-established, like 'Second Chance to Learn' and his classes 

fOrth I ' . 
e nstttute of Extension Studies, the Playwrights' Workshop had to operate 

With' 
10 an organised structure. The result of a joint initiative between the Everyman 

th ' 
eatre, the University of Liverpool and the MAA, it soon became an integral part of 

the University'S adult education programme, for a while run jointly with the WEA 
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(Liverpool Education Authority 1982 et seq.).8 With numbers limited to twenty, 

fifteen sessions only on the course,9 fees charged and regular attendance expected, it 

could not be as informal and even casual in style as the early writers' workshops 

undoubtedly were. Perhaps more importantly than the expectations of the institutions 

providing them, it seems that courses offered by institutions such as the University of 

liverpool and the WEA create different expectations in their (fee- paying) students. 

Evans found that he ' was offering ... workshops/ using much the style to begin with 

of the Working class workshops [but] they wanted the more structured thing' 

(Interview 2001). 

The subject matter of the new course also seemed to demand a more structured 

and planned approach. The work being produced was specifically for performance on 

the stage Db' ,. A" art' , . rama, y Its very nature, reqUlres an audIence. scnpt IS a st mg pomt, 

not a finished product, but if it is to become a piece of drama performed for an 

a d' 
u lence, it must be written in such a way that it can be performed by actors and 

appreciated by an audience. For the aspiring writers of the Playwrights' Workshop 

this meant that their writing could no longer be personal, private and individual in the 

way that mUch of the prose and verse produced in the writers' workshops was. lO The 

implication for a learning situation was that notions ~f equality, in terms of the 

COntributions made within the group when discussing participants' work, had to take 

seCond place to the quality of criticism and guidance demanded by those participants 

Or (as We can now call them in light of the more formal educational situation) 

stUdents Th' h ' 
. IS was recognised by John Small and Jimmy McGovern w en, havmg 

-------------------a C 
pro~pe~ation between the University and the WEA had been a recurrent feature of adult education 
UniV:IO~ In the City, as in many other cities, echoing the early interdependence of the WEA and 
II In s ~Ity tut~ria1 class movement described by Mansbridge (1920). 
2001rdC of thiS, according to Evans, 'workshops would meander through the summer' (Interview 
Work' h emonstrating that the spirit of the writers' workshops survived in the Playwrights' 
10 A.1 sops. 

though at times it still might be. See Catherine Hayes's comments below (Chapter 4.3). 
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attempted to write drama in the Scotland Road Workshop, they expressed the desire 

for 'a specialised theatre person' (Evans Interview 2001). The association with the 

Everyman allowed access to a pool of experienced theatre professionals. According to 

Bill MOrrison, 'what changed at that point was that we needed a professional 

situation/not a writers' group situation' (Interview 2002). 

The idea of 'professionalism' is crucial when considering the way in which the 

practices of the Playwrights' Workshop changed the experience of the teaching and 

learning of writing in the adult education sector in Liverpool. There were three main 

aspects to this increasing professionalism: the involvement of theatre professionals, 

inclUding writers, actors and directors; a change in the perception of the role of the 

group leader or teacher; and a change in the expectations of the students. These three 

Were interdependent, each one feeding and encouraging the others. 

The policy of involving professionals from the theatre had a very direct and 

practical effect on Evans's organisation of the course. First, the professional writers 

Who had become involved insisted that 'the best thing that can happen to writers of 

theatre is tho 0 ) ThO 0 0 h osee t elr work performed' (Evans IntervIew 2001. IS expenence mIg t 

not seem a huge step from the common workshop practice of writers reading their 

Work aloud, but now the work was being performed by professional actors, who were 
b' 
elng paid for their time. According to Evans: 'the informality of the workshops 

WOuld not have worked in a theatre workshop because you had to have actors! and if, 

You Wanted them performing scripts they had to come in at a 'certain time' (Ibid.). 

PrOfeSSional writers and dir~ctors would also be brought in. This, of course, 

neceSSitated forward planning, as did the need to photocopy scripts and get them to 

the acto " 0 

rs In advance of the class. According to Evans: 'we had thIS tremendous 

apPlication of professional skilV with me being a sort of secretary/ keeping the paper 
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flowing! going to see the scripts were handed in etcetera! and hiring people' (Ibid.). 

In such a situation, students and tutors alike were beginning to look for a sense of 

progress over the duration of the course. The result was that a scheme of work was 

developed that, simple though it was, might have seemed too formal and teacher-led 

to many members of the writers' workshops. Evans describes it thus: 

I would do a very basic warm up on how you layout a play and what did they 
see as a playwright ... and we would very quickly get people .. , to write a 
very short piece/ mainly going for the form ... 'two people stuck in a lift' was 
the actual one/ twenty-two lines! two and at most .. , three actors ... next they 
had to write a fifteen minute script ... and then a rather longer one/ which 
could be developing from the fifteen minute ones! and that was a very 
successful format / and people at least saw the shorter script in hand! the 
longer ones we couldn't! there was an ambition to do them! but we never got 
that far because of the logistics of the thing. (Ibid.) 

In structuring the course thus, Evans was taking on a responsibility for the content and 

direction of the course, which is now the norm for writing tutors in adult education 

but Would have been resisted in the writers' workshops. Visiting writers, although not 

unknown in Scotland Road Workshop, would have taken a back seat, 'dropping in' 

more or less casually. Here they took more of a leading role than might have been 

acceptable previously. Having been invited in as experts they would, naturally, be 

expected to impart the fruits of their experience to the students, so that workshop 

members 'were now getting the thing that people had resisted a bit beforel [they] were 

now getting interaction between professionals and working class writers' (Ibid.). 

Evans recalls that 'some of them turned out to be really good teachers', showing an 

aWareness of the importance of the role of teacher in the group (Ibid.). 

Writers such as Bill Morrison brought with them an awareness that writing 

had to be Worked on. Their experience had shown them that there was craft involved 

in Wr'( 
I lUg and that that craft could be taught. Morrison thought that it was 'vital to try 

and teach the craft and structure' (Interview 2002). It is interesting that he uses the 
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Word 'teacher' (in a slightly derogatory way) to explain what he sees as the 

Importance of bringing in professional writers. He describes himself as 'a working 

guy' (meaning a working writer), whereas 'they had teachers up to that point! what 

they got was a working guy/ and [he] had a different attitude/ because of that' (Ibid.). 

Their value to the students of the Playwrights' Workshop lay not only in any 

advice and criticism they were able to give to the students, but also as examples of 

What could be achieved, the sense that for 'the first time there was an idea you could 

make a living out of this ... presumably they thought! ifhe can do it! I can do it' 

(Ibid.). Willy Russell had been given the confidence to write for the stage by seeing 

John McGrath's work at the Everyman Theatre and realising that drama could be 

Written in his vernacular about the kind of people he knew. Now, Russell himself and 

other professional writers were showing the students of the Playwrights' Workshop 

that people from their area, and perhaps with similar backgrounds, had written for the 

stage and Could earn a living from their work. Such an experience could validate both 

the Work the students were doing and their ambitions. 

4.3 The' . 
Significance and success of the Playwrights' Workshop 

While the ' 'd ' wnters' workshops of the 1970s were breaktng new groun tn many ways, 

they Were not, as we have seen, the first groups or classes in which learning about 

creative " 
wntmg took place. The Playwrights' Workshop, however, was undoubtedly. 

Original i b " . d I ' h n emg the first class or group in the area to be concerne pure y Wit 

Scriptwrit' I d 'd f' 'I'd' mg. need, I have not been able to discover any eVI ence 0 specla lse 

courses (' 
I.e. courses concentrating on specific forms, genres or audiences) offered to 

adults in the Liverpool areaat all before the Playwrights' Workshop is mentioned in 
the I ' 

nShtute of Extension Studies annual report for 1982/3. This is not to say, of 
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Course, that would-be scriptwriters would not have attended classes or groups prior to 

the founding of the Playwrights' Workshop, but scriptwriting for any medium was not 

the main focus of any class; only one WEA class in the environs of Liverpool, to my 

knowledge, offered to cover 'plays and scripts' among other forms of writing. 11 

This new specialisation is indicative of a change in attitudes towards the 

teaching of writing among both teachers and students. Groups such as the Scotland 

Road Workshop were used by participants for many different purposes: for example, 

to gain access to further education, to explore political and social issues, to improve 

practical writing skills and to explore their own creativity. The desire to write 

professionally and to improve their skills in order to be able to achieve this goal was 

not neCessarily on the participants' agendas. As I have shown in the previous section, 

this ambition was much more likely to be the motive for attending the Playwrights' 

Workshop. 

This is not to say that there was a dramatic shift in style or philosophy from 

~~ , " " ers workshop to the PlaywrIghts' Workshop. The retentIon of the word 
, 
Workshop' demonstrates a desire to retain the same philosophy and atmosphere. In its 

early form, rt"" . , k h "I I pa IClpants were drawn from existing writers wor sops, partlCU ar y 

SCotland Road. Furthermore, classes still centred on the workshop practice of asking 

stUdents to bring in work, which would then be read and discussed by the group, a 

method now commonly referred to by writing tutors as 'workshopping'" David Evans 

and his colleagues sought in this way to retain both the informality and also, as is 

ShOwn by his reference to '~orking-claSS writers' (Interview 2001), the political ethos 
beh' 

Ind the writing workshops; although there could be no control exercised over the 

SOcial b fr 
ase om which students came, certainly in later years, as the course would be 

~------------------
Creative Writing', Formby 1976/7, taught by Ron Ellis (WEA 1976). 
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advertised to the general public throughout the Liverpool area. While Evans and 

MOrrison, the driving forces behind the Playwrights' Workshop, shared broadly 

similar political principles, and these principles lay behind their involvement in the 

Workshop, they applied them in very different ways. Evans had developed his ideas 

about writers' workshops through his work with the CDP in Vauxhall (see Chapter 3) 

and Was employed by the University. His stance was basically that of an 

educationalist, seeing writing workshops as a way of opening up opportunities for 

Working-class people. Morrison, on the other hand, was concerned with the arts, 

specifically drama, and wanted the theatre to reflect the lives and ideas of its 

community. He wanted, in his own rather romantic phrase, to find the 'voice of the 

generation' d . h (' . ) an put It on t e stage IntervIew 2002 . 

That the Playwrights' Workshop, initially at least, retained a lot of the 

atmosphere of the writers' workshops, including some of their negative aspects, is 

clear from the account of Catherine Hayes who, as an established writer, was invited 

to take Part . . 
10 several sessions by Bill Morrison. She remembers that her functIon was 

reading scripts that had been handed in by members before the class, in order to give 

comments on them in the class. She found this an unsatisfactory experience because 

of the quality and type of work, which she describes as 'self-indulgent' and based 

mainly on " .. f h d re~1UD1Scence and personal expenence; the reSIstance 0 t e stu ents to 
Cr' .. 

IhcIsm; and the 'soft', overly positive, criticism of the work of others (Interview 

2002). Her account of the kind of work being produced recalls Barbara Shane's 

descripf' . 
Ion of the work produced at the Scotland Road Workshop (Interview 2002), 

borne Out by reference to the Workshop's publications (Scotland Road Writers' 

Workshop 1975, c.1976), demonstrating that the move to specialisation in itself did 

not necessarily make for a more professional or rigorous situation. Hayes's opinion of 
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the criticism offered to members suggests that the professional writers were not all 

giving the kind of useful, practical advice that people like McGovern and Small might 

have been looking for when they first sought more specialised teaching. This kind of 

criticism shows that the move towards 'professionalism', the importance of which is 

emphasised by both Morrison and Evans, did not immediately involve a huge shift 

away from the ways of the workshops. Evans himself acknowledges that the early 

sessions were rather 'formless' and lacked 'discipline', and it would seem that after 

1980/1 the situation described by Hayes would have been less common for the 

reasons outlined in the last section (Interview 2001).12 

The changes in teaching methods, however gradually and uncertainly made, 
a . 
re Important in signifying a change of perception in teachers and students about the 

Purposes and value of a writing class. There was in the methods of the Playwrights' 

Workshop an acknowledgement, not always present in the writers' workshops, that 

students needed and wanted guidance from experts. There also seems have been a 

greater contribution made by tutors and other professionals in terms of planning and 
Oro . • 

~afllSatton. The differences between the methods of the writers' workshops and the 

PlaYWrights' Workshop can be looked at in terms of Groombridge' s idea of the three 

modes of adult education: prescriptive, popular or personal, and partnership. The 

mode whi h h .. . h h . h' c per aps most aptly descnbes the wnters' workshops, WIt t. elr emp aSls 

on equality, informality and lack of intervention by 'teachers', is mode two, 'popular. 

Or perSOnal', 'the only tests of which are pragmatic and subjective', although there 

were probably elements of the partnership mode (1983, 12-13). Writers' workshop 

members attended for many different reasons and with differing aims and 

expe t . '. 
~ons. Organisers $uch as David Evans, Barbara Shane and Janice Sear felt it 
12 A 
ex~~OUgh she is unable to date her experiences accurately. it seems that Catherine Hayes's 
(McM ~ce took place before 1981. as she was not yet Writer-in-Residence at the Liverpool Playhouse 

a on and Brooks 2002). 
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Was important that they intervened as little as possible, thus allowing participants to 

Use the experience in whatever way they felt appropriate (see Chapter 3.2) With the 

PlayWrights' Workshop, however, the teaching of writing is moving further into mode 

three, the partnership mode, which Groombridge considers the most usual in adult 

education: 

The strength of this mode lies in its recognition that knowledge can be 
generated in different ways (through scholarship and training, through 
experience), that it can be organised in different ways (for use by interested 
men and women, not only for elaboration within a disciplinary framework by 
scholars) and that it can be validated in different ways (formally or 
experientially). (1983,16) 

David Evans thinks the involvement of theatre professionals in the course, together 

With the demands of the students and the need for greater organisation, gave him a 

more professional attitude in his role as a teacher, perhaps reflecting a change in 

at!' 
1tude to the business 'ofbeing an adult education tutor which had been growing 

since the 1950s When 'the assumption ... was that professionalism was bad, though 

this Was h " , 
now ere convmcmgly shown to be the case' (Hamson 1961, 352). 

There was also in the Playwrights' Workshop an implied acknowledgement 

that w ' , 
ntmg could be an aim in itself and that it was acceptable, even desirable, for a 

stUdent to aspire to write professionally; whereas in the writers' workshops self

expression and personal satisfaction were more to the fore - although it appeared to 

others that some members, lik~ Jimmy McGovern, were personally ambitious (Shane 

Intervi 
ew 2002). This change of attitude was largely fostered by the presence of 

sUCcessful writers such as Russell, Bleasdale, Morrison and Hayes. Meeting and 
list ' 

enmg to them might, at the very least, make people think, in Bill Morrison's 

Words, 'ifhe can do it! I can do it! he's not that special' (Interview 2002). This idea 

that ord' , 
mary men and women could become professional writers was reinforced at 

qUite an I ' 
ear y stage when two of the original students, McGovern and Jim 



80 

Iiitchmough, started to receive professional commissions, something which probably 

Would not have happened had they not been in regular contact with professionals from 

the Everyman and Playhouse theatres who were willing to read, criticise and develop 

their Work.13 Their experience would have validated the aspirations of other students, 

the more so because they both returned to the Playwrights' Workshop as tutors 

(Morris~)fl Interview 2002, WEA 1983), thus helping to establish a tradition of 

established and successful writers giving the benefit of their experience and expertise 

to students. In a sense, then, success bred success. The achievements of individual 

~~n~c . , an certamly be seen as a measure of the course s success. 

The Course also succeeded in terms of longevity and demand from students, as 

it is still f: ' " 
part 0 the University's programme of evening classes, now based at premises 

within the U" " " h L' I PI h ' OlverSlty. The workshop parted company with t e Iverpoo ay ouse In 

1984 the " "" " " " "d ' VictIm, along with many other projects, of the abolItion ofMerseysl e 

COunty Council and a subsequent reduction in public funding available for the arts 

lOcally (Evans Interview 2001, Morrison Interview 2002, McMahon and Brooks 

2000 22) Th' d" "" " "d" , . IS ISSoclatton from the profeSSIOnal theatres dl necessitate some 

change" , , 
10 ItS style and methods, but in many ways the course is still recogmsable as 

the work h ' 
s op started by Evans and Morrison (see Chapters 6, 7 and 8). 

The perceived success of the Playwrights' Workshop was of great significance 

In the development of the teaching and learning of writing. Not only did it show that. 

there Was a demand for specialised writing courses in the adult education sector, a 

demand which would be met by a significant increase in the number of such courses 

~--------------wa~~:vern was commissioned to write a local version ofDario Fo's Can 'I Pay? Won 'I Pay, which 
l-litchm Uced at the Everyman Theatre in February 1980 (Merseyside Everyman Theatre 1980). 
Was Se ough's Watching, later the basis for a radio play and a long running television comedy series, 

en at the Playhouse in about 1981. 
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In sUbsequent years; but in its ethos, style and methodology it acknowledged the value 

of teaching scriptwriting and the need for greater professionalism in that teaching. 
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Chapter 5 

Scriptwriting Courses in Liverpool in the 1980s and 1990s 

In this chapter I shall consider the development of scriptwriting courses in Liverpool 

in the period from the foundation of the Liverpool Playwrights' Workshop to the end 

of the twentieth century, exploring the ways in which such courses developed and 

some of the factors which contributed to that development. 

5.1 The expansion in the provision of courses in Liverpool (1985/6 to 1999/2000) 

The first written record I have been able to discover of the Playwrights' Workshop 

being offered as a course to the general public is from the academic year 1980/81 

(University of Liverpool Institute of Extension Studies 1981). For the next few years 

it Was run jointly by the University of Liverpool and the WEA, then solely by the 

University from 1987/8 (Liverpool Education Authority 1982 -2002, University of 

liVerpool Centre for Continuing Education 1993-2002). Indeed, it was the only 

script ., 
Wntmg Course provided by either agency and probably the only such course 

available in the city unti1198617, At the beginning of that year the LEA advertised 

courses in writing for television and writing for radio ~t South Mersey College (later 

Part of the Liverpool Community College) and the University itself offered a course in 

Writing for radio (Liverpool Education Authority 1986). It was from about this time 

that the numb f " , I I h ' 1'" 'fi er 0 wntmg courses, partIcu ar y t ose specla Ismg m specI IC areas or 

aspects of writing, began to increase quite dramatically, In order to present as clear a 

picture as Possible of the changing provision in that period, I have constructed a table 

summarising the provision of writing courses during the academic years 1985/6 to 

1999/2000 . 
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I~ 85/6 86/7 87/8 88/9 89/90 90/1 91/2 92/3 93/4 94/5 95/6 96/7 97/8 t tOIl Ing 
i~ 
'~ ~ Universi 0 1 1 2 2 2 4 6 6 6 5 6 8 I J.. 'J.L IWEA 1 1 0 0 0 1 0 0 0 0 0 0 0 

~ - - - 1 0 - - - - -- - -
~ 0 0 1 1 0 0 0 0 0 0 0 0 0 
.~ 0 2 1 0 0 0 0 1 0 0 1 0 0 

Ceneral 1 4 3 3 2 4 4 7 6 6 6 6 8 
trear 

lVe lVr't' toul'lle ling 
~ ~ WALL 0 2 2 1 1 3 4 7 8 8 6 8 6 

~ . - 9 5 . . . - -- - . -LeA 1 2 1 2 1 1 0 0 0 1 1 2 3 

~ 3 4 6 6 7 12 4 9 9 9 8 6 6 
Other 4 8 9 9 9 25 13 16 17 18 15 16 15 

: IPctiaiised 
, toul'lle 

.~ tJ. 81 
nlVersit !'WE 0 0 0 0 0 0 3 5 4 3 10 7 10 

~t\(l A 0 0 0 0 0 0 0 0 0 1 1 1 1 
~WEA . . 1 0 - . - -. - - - -LeA 1 0 0 0 0 0 0 0 0 0 0 0 0 

~ 0 0 2 0 1 1 1 1 1 0 0 0 0 
lotal (all 1 0 2 0 1 2 4 6 5 4 11 8 11 
tourse 6 12 14 12 12 31 21 29 28 28 32 30 34 . s 

Table J. WI .. 
. rumg Courses offered in Liverpool by the three main providers 1985/6 - 1999/2000 

This table does not claim to be a complete representation of all writing courses 

on offer in the city. Given the number and variety of potential providers and the 
~ , .. 

senttally ephemeral nature of archival evidence, it would be impossible at this 

d' 
Istance to ensure that all courses were covered. Indeed, in 1991 Her Majesty's 

Inspecto~ate (HMI) listed among the providers of adult educat;on: 'LEAs, WEAs, 
U' . 

nlversity Extra Mural departments, voluntary and community organisations, 

PolYtechnics and other higher education institutes, adult residential colleges, 

-----1 A' . --------
CityJLo.lbnt ~tiative by the University of Liverpool, the LEA and the WEA adtninistered by Liverpool 

1 ranes. 

98/9 99/00 

7 8 
0 0 
- -
0 0 
1 2 
8 10 

6 6 . -
1 2 
9 10 
16 18 

5 6 
1 1 
- . 
0 0 
1 0 
7 7 
31 35 
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employers, trade unions and a range of distant learning agencies including the media' 

(lIMJ 1991, vii). I have chosen to concentrate on the three main providers of courses 

for adults in the area: the University of Liverpool, the Workers' Educational 

Association and Liverpool Education Authority. This is not to say that there were no 

other classes or workshops offered by other agencies. For example, several writers' 

Workshops continued as independent groups, although some, such as the Old Swan 

Workshop, were advertised in the local authority's annual prospectus, Learning in 

Liverpool, as courses run by the local authority and are therefore included in the table. 

There We I " h re a so Courses run by voluntary agencIes and not advertIsed to t e general 

public, such as the one run by Keith Birch in the mid 1980s for NACRO (Birch 

Interview 2001). The 1980s also saw higher education institutions beginning to offer 

Writing courses to full-time undergraduates and postgraduates. Although such courses 

do not form a major part of this study, their origins, practices and influence are of 

Interest and they will, therefore, be considered later in this chapter. 

The three organisations included in the table are, however, the only agencies 

to have ' , 
conSIstently offered writing classes and courses to the general publIc over the 

pe' 
nod, Usually separately but occasionally jointly, They have also left archive 

l1l
at

erial, in the form of prospectuses and annual repo~s, in which the researcher can 

have confid 2 1 ., I ence as accurate accounts of courses offered. Unfortunate y, It IS not 

Possible to a 'fr . . . 1 h h . d' 'd 1 'tt ct d Scertam om survlvmg matena w et er m IVI ua courses a ra e 

enOugh 
students to run, but it is reasonable to assume that a course would not be 

Offered more than once if it did not attract sufficient students to continue in its first 

;-----.. , 

c:~:es in the table are taken from Liverpool Education Authority's Learning In Liverpool (which 
relevan~ourses by all three agencies) and University of Liverpool and WEA prospectuses for the 

years. , 



year.3 It is possible, therefore, to draw conclusions about writing classes in the area 

from these figures with a fair degree of confidence. 
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Clearly, there was a large increase in the total number of courses offered, 

from' , 
SIX 10 1985/6 to 35 in 1999/00. This was not the result ofa steady year-on-year 

, 

Increase in the supply of, and by implication the demand for, writing courses. Indeed, 

after a significant (100%) rise in 1986/7 numbers settled down, remaining at twelve in 

1989/90. The huge jump to 31 in the following year can largely be attributed to an 

initiative originating from Phil Taylor, the newly appointed Writing Liaison Officer at 

L' 
Iverpool City Libraries, involving all three main providers and known by the 

acronym WALL (Liverpool Education Authority 1989, 1990, 1991, Birch Interview 

2001). A sharp decrease the following year and the subsequent disappearance of 

WALL from the records suggest that the initiative was not altogether successful. 

These classes were based in local branch libraries, often in inner-city areas,4 and it 

may be that a desire on the part of the provider to base writing activities in local 

n' 
etghbourhoods (possibly hoping for the sort of success some local writers' 

Workshops Were already enjoying) was not reciprocated by sufficient interest from the 

targeted communities. However, it is clear from contemporary issues of Learning In 

Liverp I (L' . 
00 Iverpool Education Authority 1990, 1991, 1992) that several of these 

claSses survived under the auspices of either the University or the local authority, 

From 199 . 
2/3 onwards the local authority has been responsible for almost all the 

;---.. 
Dur' --------- . 

decid~ng the period under discussion, as at the present time, different agencies had different criteria for 
from ~ Whc~cr courses had sufficient students to be considered viable. These criteria also changed 
numbc e to time. A constant would appear to be that the University's test of viability was based on the 
While {~f stUdents at the fIrst meeting, after which the course would continue for the advertised period, 
feU bel A CO~rses would be reviewed from time to time and cancelled if and when student numbers 
stUdentOwa gIVen level. Anecdotal (and non-attributable) evidence from a number of tutors and 
falsiJi s :mggests that both systems, but more often the latter, would occasionally lead to the 
U\is p:ati~n of registers so that courses would be allowed to continue. I myself have seen evidence of 
4 Lea a~ce on more than one occasion. 
Moss:

tng In Liverpool (1990) lists courses in Allerton, Central, Childwall, Edge Hill (xl), Larkhill, 
Waver:y, Spellow and Toxteth libraries. In 1991 it lists only Allerton, Central, Edge Hill, LarkhiU and 

ee. 
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COurses provided outside the city centre, with the University of Liverpool and the 

WEA keeping to their traditions by taking responsibility for courses in the city centre. 

By 1995/6 the number of courses on offer had surpassed the 1990/1 level. That the 

total number of courses provided has remained fairly constant at between 30 and 35 

oVer the last few years suggests that the city's provision of writing courses may have 

reached the optimum number in terms of demand from the general public. 

Another difference between providers can be seen in the number and 

distribution of' specialised' courses on offer. By' specialised courses' I mean courses 

whose advertised subject is not 'writing' or 'creative writing' in general, but which 

seek to narrow the field somewhat. This can be done in several ways. First and most 

Commonly, a Course can specialise according to the medium for which the students 

Intend to write, for example, 'Writing for Television' or 'The Short Story and the 

Navel'. Some Courses specialise according to genre, for example, 'Travel Writing' or 

'SitUation Comedy'. Others might target the intended students (and, by implication, the 

intended audience for their work) by specifying the ethnic origin or gender of the 

Participants, for example, 'Asian Voices, Asian Lives' or (specialising in two ways: by 

III d' 
e lum and gender) 'Scriptwriting for Women', Finally, the occasional course defines 

its Specialisation by reference to the intended audience for the work, such as ' Writing 

for Ch'ld I ren and Young People',s 

Table 1 shows that it has become very rare for any provider other than the 

U' 
nlversity of Liverpool to offer specialised courses of any sort. One reason for this 

Could be the local authority'S concentration on local community venues, whether 

libr . 
anes or schools. It might be difficult to attract sufficient numbers to a specialised 

~om a relatively seman target area, whereas the city-centre based University 

l~!~e abov~ course titles were offered for at least one year in Liverpool during the period 1986n to 
EducatiOOO (LIverpool Education Authority 1986-1999, University of Liverpool Centre for Continuing 

on 1993-1999). 
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COurses have the advantage of a well-established and comparatively accessible central 

venue Its' . , . . I d' B h . . constItuency IS the whole city p us surroun mg areas. ut t ere IS more to 

it than this. The traditions of the University might suggest a more 'serious' and 

precise approach to any subject on offer, a tradition reinforced by recent 

developments in the curriculum around assessment and accreditation (see Chapter 

5,4). Perhaps more importantly, though, in the case of the University of Liverpool, the 

h' 
IStory of the development of writing courses, particularly scriptwriting courses, in 

the . 
city has been inextricably linked to the history of the University's adult education 

Se . 
rvlce. The Scotland Road Writers' Workshop was the result of a University-based 

i '. 
n1bative and the Playwrights' Workshop was connected with the University from the 

start (see Chapters 3 and 4). 

By the early 1990s scriptwriting courses were almost entirely the preserve of 

the University, which offered a variety of courses to suit different interests. The 

prOSpectus for 1991/2 lists courses in 'Writing for Film and Television', 'Scripting for 

COmedy' and 'Radio Drama: Writing and Production', as well as the long-established 

'Theatre PI . 
aywnghts' Workshop'. The prospectus for 1999/2000 offers two courses 

entitled 'Scriptwriting for Radio and Television' (one of them aimed exclusively at 
W ' 

Omen), 'Scripting Situation Comedy', two courses in 'Scriptwriting for Film and 

TeleVision', 'Comedy Scripting,' 'Theatre Playwrights' Workshop' and the 'Liverpool 

I>layw' h' , 
fig ts' Forum', a workshop-style group intended for former students of other 

courses. Of these eight courses, six had been offered every year for the previous six 

Years, often with the same tutors, with the Playwrights' Workshop about to start its 

tWentieth recorded year (University of Liverpool Centre for Continuing Education 

1999) Inth . d .. .. . e same year the local authonty off ere two courses m scnptwntmg, one at 

Croxteth C . '" . . 
ommumty Comprehensive School and the other at New Heys Commumty 



Comprehensive School, but the classes were not successful in terms of attracting 

enough students to continue and were not offered the following year.6 The evidence 

would suggest that in Liverpool the University has become the proper home for 

specialised writing classes, including those in all forms of scriptwriting. 

5.2 COurses in scriptwriting for film, television and radio: background and 

development 
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It is eVident from archive sources that in the mid 1980s most writing classes on offer 

to the public in Liverpool were general 'creative writing' classes or groups. Of the six 

courses offered by the three main agencies in 1985/6 only two specialised in any way: 

'Writing for The Media', run by the WEA but based at the University, which was 

taught by Eric Newell and was concerned with writing for newspapers and magazines, 

and the Playwrights' Workshop. Furthermore, it would appear that the informality of 

the writers' workshop or group provided the preferred model for teaching and 

learning writing at the time. One of the three courses offered by the local authority is 

described as a 'club' and another as a 'workshop' (Liverpool Education Authority 

19
85). It Was in 1986 that the Merseyside Association of Writers' Workshops 

(1\1 . 
AWW), founded the previous year (MAWW 1990, 154; Ryan c. 1991,6), 

PUblished its guide to writing classes and workshops, Writing In Merseyside, in which 
the ed' .. . 

ltor asserts that 'writers' workshops are not teaching classes' (Birch 1986,13). 

Nevertheless, it would seem that any distinctions that might have been made 

betw 
een the concepts of 'workshops' and 'classes', and indeed 'groups', were already 

becorn' 
109 blurred. I have already described how, for various reasons, the Playwrights' 

~P metamorphosed from being a writers' workshop along the lines of the 
6 . 
1 Was th 

diSCont' e tutor on the New Heys course that year and the previous year. The 1999/2000 course was 
simi! mued after one teoo because of a lack of students. At the same time I was teaching a very 

ar course at the University of Liverpool, which easily attracted enough students to continue. 
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ScOtland Road workshop into what would generally be referred to now as a writing 

course. It would appear that other 'workshops' might have been undergoing similar 

shifts in emphasis, perhaps because of their association with formal educational 

Institutions such as the LEA. 

In 1986/7 courses or workshops in scriptwriting were offered to the public in 

Liverpool for the first time. The first University course in writing for radio started in 

January 1987. Meanwhile, South Mersey College had advertised something described 

in Learning in Liverpool as a 'writers' resource group', including writing for radio, 

Writing for television and a 'writers' tutorial session'.7 This is presumably the same 

course referred to in Writing in Merseyside as 'Writing for Stage, Television and 

Radi' h 
0, t e tutors being listed as Carol Durden and Ian Ralston. Although the college, 

, 

and the LEA in general, did not continue to offer scriptwriting classes in any numbers 

Or with any consistency during the following years, the existence of this course at 

South Mersey College in 1986/7 is significant in that it provides a bridge between 

locally based writers' workshops and the more formal and specialised writing classes 

wh' 
Ich Would,become the norm in the 1990s. As we have seen with the development 

of the playwrights' workshop, the establishment of classes in scriptwriting for radio 

and teleVision depended on a number of factors: the involvement of the established 

prOViders of adult education; the economic, social and cultural conditions of the time; 

and the inl't' t' d . f' . d' 'd I la Ive an 10terests 0 certam 10 IVI ua s. 

Durden and Ralston had been closely involved in the foundation of the 

ChiIdwalI Writers' Workshop, whose genesis was very similar to that of the Old Swan 

Workshop (see Chapter 3.2). Durden and Ralston were lecturers at Childwall Hall 

~---------------W·· 
\Vor~~ng for television and radio might well have been touched on in more general classes, groups and 
~s, of course. Indeed, the long-established Liverpool Writers' Club, according to Arls Alive 
radio s . uecoat Forum) for April 1978, offered 'advice , .. on works suitable for publication, T.V. and 

cnpts', 
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College of Further Education, working on an access course 'very loosely based on 

ItS 
econd Chance to Learn III, according to Keith Birch. Birch recalls that there was a 

, 
community resource group' attached to the college, which 'quickly became a writers' 

resOurce grOUP because mostly the people involved with it ... were members of 

writers' workshops', including one he himself had set up in a community centre in the 

area (Interview 2001, Birch 1989). Keith Birch was asked to take over the writers' 

group at the college, in a role he describes as 'facilitator' rather than 'teacher'. Later, 

Chiidwall Hall College and Riversdale College of Further Education were 

amalgamated to form the South Mersey College, and it was at this institution that the 

Writers' resource group was advertised in 1986/7 as a group for writers of television 

and radio, rather than as the 'writers' club' listed in Learning In Liverpool the 

preVious year. So the first attempts at teaching writing for the broadcast media 

occurred within the contexts of both the writers' workshop movement and an 

established educational institution. Durden and Ralston's role was important in 

helping to form this link, their background and the Childwall workshop's background 

in' 
access' courses recalling both the Scotland Road Workshop's beginnings and the 

PI . . 
aYwnghts' Workshop's early links with 'Second Chance to Learn'. There is another 

l' 
Ink to the early writers' workshops, through Birch's involvement in the Scotland 

R. ' 
oad Workshop (see Chapter 3), from which that he took his 'model' for running or 

facilit f . . .'. .' 
a Ing wntmg workshops (Intervlew 2001). Later, havmg been employed 

O· • 

nglnally as a 'research associate' at the Department of Continuing Education and 

then more or less succeeding to David Evans's old job on the latter's retirement, Birch 

Would be largely responsible for the expansion of scriptwriting courses at the 

tTnive . rSlty of Liverpool. 8 

;----. 
BirCh wa-s-a-IS-O,-W-ith-L-ib-b-Y-M-C-Ka-Y, responsible for creating and editing The Merseysiders, a radio 
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Birch's interest in introducing classes in writing for radio and television 
d . 
enVed from his experience on a course for unemployed people which he attended as 

a student in 1985, and whose provenance and stated aims explicitly demonstrate its 

r 
Inks to the economic and cultural life of the city in the 1980s in a way which provides 

intere f 
s 109 parallels with the early days of the writers' workshops and the 

PlaYWrights' Workshop.9 The course was not provided by an established educational 

institur 
Ion or agency but by a company called MerseyScreen, which described itself as 

, 
a teleVision and video training facility within the established company Merseyside 
E .. 

ducation and Training Enterprise Limited', funded jointly by Merseyside County 

Cou '1 
nCI and the central government agency, the Manpower Services Commission 

(MSC) (MerseyScreen 1985). So, as with the U~iversity-based project which led in 

the 1970s to the foundation of the writers' workshops, this enterprise can be seen as a 

tOol (deliberately kept at arm's length from government) for applying government 

PoliCies . 
, USing government money, at a local level. 

At the time probably the government's chief concern, as far as regional policy 

\Vas concerned, was the high level of unemployment in cities such as Liverpool. 10 The 

inner-city riots of 1981 had led to the appointment of Michael Heseltine as 'Minister 

forM . ' 
erseyslde' and the establishment of the Merseyside Development Corporation as 

an ' 
agency for using government funds to redevelop and revitalise the in~er-city (The 

Ti 
Itnes 1981b, 1984). As much of the unemployment was caused by a decline in 

---...:-.. 
~a ~.-----------------------------------------------------------------------------------------------
}lOI~~:r~ USing writers from existing workshops and classes, and funded by the University, the 
1990 (B.nl~ and local education authorities, which ran on Radio Merseyside from July 1988 to March 
9 I am' Irc 1989, Coles, 1993). 
Birch ~dcbted to Keith Birch for letting me have copies of original documentation from this course. 
10 'l'he l~selfhas written about it in 'Working Through Words' (1989). 
ormcn ~l Census gives a figure of9.01%ofMerseyside's population 'seeking work', being 13.94% 
men an~ 4.6% of women. Among the 'economically active' the figure is 14.89'110, being 18.07% of 

0.09% of women (OPCS 1982,16). 
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traditional industries, such agencies were keen to promote 'new' industries in cities, 

leisure and tourism among them. Initiatives such as that by METEL in promoting the 

training of workers for the television industry should be seen in this context. The 

teaching of writing might not have been central to this or any other MSC-sponsored 

initiative, but its inclusion in the course implies that it was seen, in this case, as a 

vOcational subject, in contrast to its role in the early workshops as a tool for social 

Change. II 

In the Course documentation for MerseyScreen's 'Training for Television' 

COurse, the manager of MerseyScreen, Philip Draycott, specifically links the course to 

the perceived needs of an industry which is comparatively new to the area and which 

he ' 
sees as providing employment opportunities for local people: 

The development of more accessible and less expensive video equipment .. . 
has opened up new market opportunities for specialist video recordings ... On 
Merseyside now, there are around eight established companies making this 
non-broadcast material, as well as a number of industrial and educational in
house units. Brookside Productions is an expanding concern, the BBC's 
regionalisation policy has brought more broadcast work to the area, both HTV 
and Yorkshire television have interests in the region and finally Granada 
Television in late 1985 will open its substantial studio commitment which is 
Part of the refurbished Albert Dock complex in central Liverpool. This growth 
'" is bringing with it an increased need ... for technicians and production 
pe~sonnel ready to enter the industry equipped with a wide range of relevant 
skIlls that can be applied immediately in practice. MerseyScreen is 
Merseyside's response to that need. (MerseyScreen 1985) 

lh' , 
IS manifesto, aimed at prospective students - or 'trainees' as they should properly 

be called in th' , l' I h b I' , , f h " , IS context - IS C ear y yper 0 lC In ItS account 0 t e opportunItIes 

Present' 
Ing themselves in the area. It does, however, give a sense of the shift then 

taking place in the sort of expectations people in the area had about the kind of jobs 

and careers that might be open to them. MerseyScreens's stated aim in offering this 

~s to 'enable trainees to secure full-time employment in the television and 
Illb 

fullcreaMSC was ~stabIished on 1 January 1974 under the Employment and Training Act 1973. For a 
(2003 ~~o8unt of Its origins and its influence on adult and post-compulsOIY education. see Pennington 

, et seq.). ' 
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video production industry' (Ibid.). The aim of the course, typically of many schemes 

and COurses for unemployed people at the time, was specific and practical: to retrain 

adult ' 
s 10 order to reduce unemployment figures, a change of emphasis from the more 

general and perhaps vaguer aims of the CDP in the early 1970s.12 

A key feature of the MerseyScreen course was its association with Mersey 

Tele ' , 
VISion, the producers of the locally based soap opera Brookside, which had been 

broadc ' ast SlOce 1982 on Channel Four (The Times 1982, Sunday Times 1982, 

Redmond 1987). The company provided placements for several students and, as the 

bi 
ggest and most visible television company in the area, would be the,company for 

wh' 
Ich local people might reasonably aspire to work. Indeed, from the very beginnings 

ofMersey Television its founder, Phil Redmond, had emphasised its local roots and 

its imp 
ortance to the local economy: 

I Was born and bred on Merseyside and with the opportunity to spend £4 
million a year on one programme, I could not think of another local economy 
that needed the money as badly. 

Apart from that, Liverpool and the North West have always played a 
traditional role as a pool of creative talent. (Redmond 1987, 8) 

A.lthough" . 
It IS lIkely that Redmond exaggerated the use oflocal people in the 

prOdUction of Brookside, there is no doubt that people from Liverpool were being 

seen on television in numbers and with a regularity previously unknown. Most of the 

act . ' 
ors Were local and so were a number of writers, including Jimmy McGovern and 

Jinllii . , , 
tChmough, who had been among the first members of the Playwrights' 

WorkShop {Kibble-White 2000).13 As with the pair's earlier success in the theatre, 

~ Fi&ures-fj-------
'unernplo r~m the 1991 Census, however, show little change from ten years earlier. Those counted as 
Of the 'e yed ~e up 8.9% of the adult population (13.42% of men and 4.98% of women) and IS.7S% 
active ;ononucally active' (19.42% of men and 10.84% of women). A further 2.71% of economically 
(OPes l~es and 2.3% of economically active females are listed as being 'on government schemes' 
13 13ro :'2. ~O). For comparable figures for 1981 see footnote 10 above. 
PfOdUC:; Ide S Connection with local writing classes continued throughout the twenty years of its 
and Roy~' Other writers who had attended University of Liverpool courses included Arthur Ellison 

oUIter. while Mina Parisella and Bill Dawson both taught writing courses at the University, 
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their SUCcess in television must have made other aspiring writers feel that they too 

could write professionally. Whereas in the late 1970s theatre writers such as Russell 

and Bleasdale provided role models for local writers, in the mid 1980s it was more 

likely that the very visible success of these television writers provided inspiration. The 

perception of television writing being more as a 'job' within an industry than theatre 

writing pr 'd' fi' I d d .. Co I ' OVI mg greater mancla rewar s an more opportunities Lor emp oyment, 

IS also important in view of the economic and social background ofMerseyside at the 

time. 

However, the MerseyScreen course of 1985 was not a writing course as 

SUCh.
14 

Why then was it so important in the development of the teaching of 

scriptwriting? There was an element of scriptwriting included in the course, one of its 

eight modules being entitled' Script developme~t and storyboarding; copyright 

clearance procedure' (MerseyScreen 1985), but writing was clearly not considered of 

m' 
aJor importance. Nevertheless, Keith Birch, who was already involved in running 

Writers' 
Workshops when he became a trainee on the course, sees his experience there 

as the cataly t Co h' I k . . . . . h U' . s Lor IS ater wor m promotmg scnptWfltmg courses at t e nIverslty: 

I brought those skills here to the university and I did a television production 
coursel but I'd also acquired scriptwriting skills as well when I was on that 
particular course .. , so I combined them both and I used to run a course for 
David Evans here as part of a media production course where a section of it 
for ten weeks was 'about writing scripts and actually producing the script. 
(Interview 2001) . 

Birch dates a change in his own teaching style and methodology from his 

move to the University, recognising as Evans had before him in the Playwrights' 

Workshop, the different demands made by the new situation he found himself in. For 

;---------------------------------------------------<K~~l~~~~ Maurice Bessman also having worked on the University-based rndio soap, Merseysiders 
14 Sin • 'Y lute 2000). . 

SirnU:c then several agencies and companies, backed by indirect govenunent funding, have offered 
inclUded ourses aimed at unemployed adults, notably First Take, whose video production course 

an element of scriptwriting taught by visiting specialists (Harwood 2000). 
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the first time he was 'asked to submit an outline of what [he] proposed to teach! over 

how long! and what form it would take/ and that's when it became really structured' 

(Ibid.). 

For Birch the basic difference from his previous experience was a loss of 

fte 'b' 
XI Ility in terms not only of course content but also of participation, in the sense 

that studentslS were more likely to show their commitment by regular attendance, 

Whereas " 
partIcIpants in workshops would often drop in and out as they pleased. 

Ii . 
OWever, again like David Evans, he brought with him to the more formal situation of 

the evening class the democratic instincts of the writer's workshop, seeking to create 
th ' 

e Informal atmosphere which he feels is conducive to creativity: 

The way I approached it! and I've kept this way and lots of other people do it 
as well ". if you can very quickly become accepted as another member of the 
group and not as the teacher in a conventional way/ hiding behind the desk! 
~d! you know/ the title of teacher/ you become just a member of the group/ 
Just somebody who happens to have", information or knowledge to pass on 
to that group", you're learning yourself all the time with that group, (Ibid.) 

It is int ' . 
erestmg to note that when Evans and Birch started to offer courses in television 

at the University they were still not exclusively about scriptwriting. The course in 
19

88/9 Was called 'Television Drama: Creation and Criticism', changing the following 

Year to 'T I " 
e eVlsion Drama: Theory and Practice' and the next year to 'Television 

Drama' w" . Tltmg and Production', It was not until 1991/2 that there was a course 

Simply about Writing for the screen: 'Writing for Film and Television', In the same 

Year the UnI' , ' ffi d '" ~ d' d " d verslty 0 ere courses 10 wnt10g lor ra 10 an scnpt10g come y. 

bringing the total number of scriptwriting courses to four (including the Playwrights' 

\V orkshop) Th '. ., . d' . e 10crease 10 separate scnptwnt10g courses represente a conSCIOUS 

pOlicy 0 B" . . . 
n Irch s part, 10 response at first to a perceIved demand amongst potential 

:----.. 
15 A. --------
\Vork~:trst he was even uncomfortable with the tenn 'student', being used to referring to participants in 

ops as 'members of the group' (Interview 2001). 
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students, such as people he was in touch with through the MA WW, and fairly soon 

amongst the large number of students who enrolled on the early scriptwriting courses 

(Ibid.). 

From then until 1999/2000 the number of scriptwriting courses at the 

University varied between five and eight, usually seeking to cover stage, radio, film 

and television. The fact that these courses became an established part of the 

University'S adult education provision reflects not only the interests and enthusiasm 

of those promoting the courses, but also a shift in attitude within education towards 

the teaching of writing, especially writing within the television, radio and film 

industries. This situation brings with it ideas of professionalism on behalf of both 

tutors and students, which could be seen as a natural development of the increasing 

prOfessionalism which was evident in the developing Playwright's Workshop (see 

Chapter 4). I will explore the concept of 'professionalism' further when discussing the 

atf 
ltudes of students and tutors to the subject in later chapters. 

S.3 The teaching of scriptwriting within degree courses: its relationship to and 

innuence on practice in the adult education sector 

In 1913 Sir Arthur Quiller-Couch used the first lecture in his inaugural series as King 

Edward VII Professor of English at the University of Cambridge to assert his belief 

that st d. ' . 
u ents of hterature should also learn to Wflte: 

I propose to you that, English Literature being ... an Art, with a living and 
therefore improvable language for its medium or vehicle, a part - and no small 
Part - of our business is to practise it. (1916, 19) 

Whether he intended that writing should be taught to Cambridge students, except 

inSOfar as his own lectures constituted teaching, is unclear. What is clear is that no 

Brit' h ': 
IS University offered a course in writing as a distinct subject to its students until 
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1970, when Malcolm Bradbury and Angus Wilson started the 'massively successful 

creative writing course' at the University of East Anglia (The Times 2000). Writing 

after Bradbury's death, Erica Wagner, an ex-student, remembers that 'when he began 

the COurse... there was no such thing as a creative writing course in Britain. Indeed 

the idea Was often greeted with scorn' (2000). This is not strictly true, as there were 

certainly creative writing courses in the adult education sector as early as the 1950s 

(see Chapter 3.2), but the East Anglia MA course did predate the writers' workshop 

lllovement and was almost certainly both the first such course provided by a British 

in l' 
s Itution of higher education and the first British writing course to lead to an 

academic award. 

Although it was some time before a similar course was offered in 

scriptwriting, Bradbury undoubtedly led the way in establishing that writing could and 

should be taught within a university. In 1989 the playwright David Edgar developed 

from existing undergraduate options an MPhil in Playwriting at the University of 

Bir ' 
mlOgharn, which he ran until 1999, and which has subsequently been run by April 

de An I' . 
ge IS and Sarah Woods (Woods 2003). Since Bradbury established his course 

the climate in higher education has changed so much that in the academic year 2002/3 

no feWer than 23 universities and colleges of higher education were offering courses 

in script " ' 
wntmg to undergraduates, usually as an element in a combined honours 
d' . 

egree (UCAS 2001). The fact that most of these institutions were colleges or former 

POlYtechnics, and very few were older 'redbrick' universities, might suggest that 

writing h d 
a not been accepted everywhere as an academic subject. Nevertheless, the 

eXPa ' nSlon in ,,' k bl' h h ' provIsion IS remar a e In suc a s ort time. 

The University of Liverpool was typical of older universities in not offering 
writin ' 

g courses of any sort to either undergraduate or postgraduate students until 
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1999/2000, when courses run from the Centre for Continuing Education were offered 

as Part of the Combined Honours Flexible Degree programme (University of 

liverpool Centre for Continuing Education 1999). The fact that the creative writing 

element of this degree was based in and taught by tutors from the Centre, with places 

made available to certain students who were not registered for the degree and enrolled 

through the Centre, makes it different in origin from writing courses offered to 

Undergraduates elsewhere. This is because the University of Liverpool writing courses 

are the successors to a tradition with its roots in the writing workshops of the 1970s. 

M.ost other degree-bearing writing courses derive their model from the work of David 

Edgar and, before him, Malcolm Bradbury, who in tum seem to have taken their 

ins' 
. Plration from American models, and to have developed their philosophies and 

methOds largely without reference to developments in the adult education sector in 

Britain 

The American tradition of 'writing programs' was already long and respected 

When Bradbury started his course in 1970. Indeed, the first classes in writing were 

Offered at Harvard University in 1880,33 years before Quiller-Couch's Cambridge 

lecture I 
s. n 1942 Paul Engle founded the Iowa Writers' Workshop at the University of 

Iowa, h 
were creative work had been accepted for advanced degrees since 1922 

(Or ' 
aharn 2001). This course was significant not only in its use of the word 'workshop' 

OVer thirty years before David Evans used it in this context for the first time, but also . 
In that 't I 

I ed to a Master of Fine Arts degree. The methods of this workshop are, 

accordi 
ng to Robert Graham, 'recognisable as the form of writers' workshop that has 

been proliferating in Britain ever since the University of East Anglia began Writing 

degree . 
s 10 the early 1970s' (Ibid. 21), suggesting a link between the methods and style 

develo ' 
ped by Engle and his successors and those adopted by Bradbury and other 
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British academics. Engle's use of the term 'workshop' begs the question of whether 

such Courses had any influence on the practices of David Evans and the worker 

Writers' . movement. Evans's own account, however, backed by eVidence from other 

sources Id .. ,Wou suggest that these workshops developed mdependently of and Without 

reference to classes in either British or American universities (see Chapter 3). Indeed, 

Graham's account of the practices of the Iowa workshop describes a style quite 
d' 
Ifl'erent from that employed in the Liverpool writers' workshops, implying a certain 

degree of formality and a greater degree of rigour in questioning and criticism than 

WOuld have been thought appropriate by Evans and his colleagues (2001). 

According to David Fenza's succinct account of the history of creative writing 

classes in th USA, h f .. I . Am' .. . I e t e number 0 wntmg c asses m encan umversltIes a so rose 

dramat' I Ica Iy between 1975 and 1998. At the beginning of the period there were 27 

Undergraduate and 53 postgraduate degrees including writing, rising to 330 

Undergraduate and 256 postgraduate degrees in 1998 (2000). Interestingly, in the light 

ofth' 
IS history, Fenza does not feel that writing courses have achieved academic 

respectability, even in America. He describes his article as 'an apology for the 

profes . 
Slon of writers who teach' (Ibid., 18) and uses it to enumerate the reasons for 

and benefits of teaching creative writing. Perhaps the 'scorn' to which Erica Wagner 

referred h . 
as not entirely disappeared. 

Liverpool's experience of degree courses in creative writing dates from 1993 

When the School of Media, Critical and Creative Arts of Liverpool John Moores 

lJ' 
nlversity (JMU), formerly Liverpool Polytechnic, first ran its MA in Screenwriting. 

In the same d I' . .. (" .. .., h year, mo u es m creatIve writIng or lmagmatlve writIng to use t e 
term' 

Inology preferred by that institution), including writing for stage and screen, were 

Offered . . 
as part of its 'Life, Literature and Thought' BA course. In 1999 the JMU began 



100 

It ' 
s Single honours BA in Imaginative Writing, including modules in scriptwriting, also 

offering opportunities for students to study the subject for a combined honours degree 

with various other subjects (Liverpool JMU 1999), This provision is fairly typical of 

the higher education institutions offering writing courses since the early 1990s (UCAS 

2001), It Was also at the beginning of the 1990s that Liverpool Institute of Higher 

Educaf Ion (later known as Liverpool Hope and subsequently as Liverpool Hope 

U' 
OiVersity College) started to offer an optional course in writing for the stage in the 

Department of Drama and Theatre Studies, Just outside the city, Edge Hill College in 

Orrnskirk started its own MA in Writing Studies, also including scriptwriting as one 
Of' , 

Its OPtions, in about 1993,16 

While these courses will not be considered in great detail in subsequent 

chapters, as they do not fall within my definition of scriptwriting classes in the adult 

edUcation sector (see Chapter 1), their existence locally is important in several ways, 

First, it confirms the idea that economic, social and cultural conditions in the late '80s 

and early '90 d' h 'd ' d '1'" , , s were con UClve to t e expansIOn an mcrease specla IsatIon m wrItmg 

courses that took place in the city at that time, Indeed, in its recent recruitment 

rnaterial for the MA in Screenwriting the JMU asserts that 'screen writing is one of the 

city's fastest growing industries' (Liverpool JMU 2002b), recalling MeresyScreen's 
con ' ' 

SCIOUS attempts to link its training courses with industry and by implication career 
~~, . 

SSlon and financial gain, Second, there has been has been a certain amount of 

cross ft 'I' - ertl lzation between the institutions, Several tutors have taught on both the 

University fL' }' " d' d h ' , o Iverpoo s contmumg e ucatIon courses an t e wrItIng courses at 

lMu (see Chapters 6, 7 and 8), Perhaps more importantly, there have been many 

e>carnples of students who have taken writing courses at more than one institution, 

~-----------------
in ~~cor~ding to promotional matcrial for the course starting in 2003, Graham suggests it startcd earlier, 

llli 1980s (2001, 21). 



Suggesting a blurring of distinctions between adult education classes and degree 

courses. This process has been accelerated during the 1990s by practices at both 

in . 
Shtutions. The JMU's MA in screenwriting has always been offered to part-time 
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students, with classes held in the evening, the traditional time for adult education 

classes, reflecting a policy of recruiting more mature and local students on to such 

courses, sometimes by 'access' routes. Meanwhile, the University of Liverpool, in 

common with other universities, has introduced accreditation into its traditionally 

non-award-bearing courses, enabling students to work towards a Certificate in Higher 

Education, and has recently introduced scriptwriting courses at levels two and three 
int . 

o Its Flexible Degree programme (University of Liverpool Centre for Continuing 

Educ . 
ahon 1994-2002). 

5,4 Accreditat' " n "t' Ion: Its m uence on scrlptwrl mg courses 

One of the biggest changes in the provision of adult education during the period under 

reView Was the introduction of accreditation. The University of Liverpool first offered 

accreditation t d . I d' I" . o stu ents on twenty courses, mc u mg one genera creative wrItmg 

course, in 1994/5, extending the scheme to cover almost all its continuing education 

courses the fOllowing year (University of Liverpool Centre for Continuing Education 
199

4, 1995). At the time the change was not universally welcomed among tutors, 

lllany of whom saw'it as a threat to their courses' very existence (Birch Interview 

2001). That such concerns were rife amongst adult tutors throughout the country 

during th 
e early '90s can be seen in contemporary issues of Adults Learning, the 

JOUrnal f 
o the NIACE. McAlister, for example, argues that 'like other "leisure 

courses", creative writing in adult education is endangered by White Paper proposals 

to tnak ' 
e SUch non-vocational courses self-financing' (1992,157). 
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It is interesting that McAlister, in common with many other tutors at the time, 

assumes that writing courses are essentially non-vocational. This assumption may also 

have unde' d . . rptnne the attitude of Liverpool's tutors, In the Centre for Cont1Ou1Og 

Education as a whole there was a worry that 'traditional Liberal Adult Education 

courses would not survive' (University of Liverpool Centre for Continuing Education 

199
5), exacerbated by concerns that a perception of increased formality and academic 

Content might put otTthe kind of people, especially working-class people, that the 

Writers' wk' . or shops had sought to attract. In spIte of the eXIstence of both first and 
h' 
Igher degrees in the subject and related subjects elsewhere, doubts about the validity 

of aWarding certificates and degrees for creative writing were present in the minds of 

many tutors, including Keith Birch, who does not 'really see that having a degree or 

MJ\ -or what . b' . ,.. . hi" ever It may e - 10 CreatIve wnt10g IS go1Og to e p you as a wrIter 

(Interview 2001),17 

So why was accreditation introduced, how did it affect the University's 

Scriptw't' 
ft tng Courses and how successful has it been? Accreditation, the system 

Whereby students acquire credits which can be used towards the acquisition of a 

Certificate in Higher Education or even a degree, was introduced in response to 

presSure from the Higher Education Funding Council (HEFC), the government agency 

respo 'b ' 
nSl Ie for subsidising adult education courses, Courses which were not 

accred't d d' ' 
1 e Id not attract grants from the Council (University of Liverpool Centre for 

Continuing Education 1995, Wright Interview 2002), This change in funding policy 

resulted from the creation of the HEFC and its sister agency the Further Education 

FUnding Council (FEFC), following the passing of the 1992 Further and Higher 

Educar 
IOn Act (HMSO 1992), Accompanied by the government's agreement to fund a 

~------------------
See also tutor ti' , d ' , ques onnarres an mtelVlews, 
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25% increase in student numbers, this change in policy has been described as 'the 

biggest fillip to adult participation in vocational and adult education' (Tuckett 1997). 

The 1992 Act emphasised the principle of credit-bearing courses, setting great store 

by the ac '" qUlsltIon of formal qualifications and their possible use as a means of 

acce ' 
SSIng higher education. In doing this, the government may simply have been 

reSPonding to existing trends in adult education, as in 1992 HMI had reported that 

'adult education is no longer always clearly distinguishable from the mainstream work 

of further and higher education' (1992, vii). Its review recommended that providers 

should'd . 
evelop arrangements that facilitate and encourage progression between adult, 

further and h' " 
Igher education' (Ibid, 18). In 1996 the government confirmed this 

stance: 

~he Government will continue to encourage the higher education sector to 
ecome even more accessible to lifetime learners, for example by its support 

of the development of work-based learning and of credit accumulation and 
transfer systems. (DfEE 1996, 26) 

Liverpool University followed a 'liberal' interpretation ofHEFC guidelines, 
cho ' 

OSIng to advertise courses not as 'modules' but as individual courses open to all, 

giVing st d 
u ents the choice of whether to seek credits, and gradually introducing the 

Certificat ' 18 
e In Higher Education for those who chose to pursue it. It would seem, 

howev h 
er, t at the worst fears of tutors about the effects of the new system were not 

realised' ( 
, pOSSIbly partly because of department's 'softly softly' approach. In the 1995 

C ' 
entre for C " d ' 'd d W' h ontmumg E ucatlOn prospectus Ray Demcott an Ro ney ng t, 

respectively the Director and Deputy Director of the Centre, claim that their 'pilot 

stUdy' 
Conducted during 1994-95 showed that some students were apprehensive about 

taki 
ng on the challenge of accreditation, but those that did 'enjoyed the experience and 

;;----.. c 

Ollie . 
2002 ; InCStitutions such as Birmingham University chose a different path (Braekken Page Interview 

. ee hapter 6.2). 
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d' 
Id very well' (University of Liverpool Centre for Continuing Education 1995). Of 

course, one might expect them to make the most of a situation which had been forced 

uPon them when writing in such a publication. However, the Centre did not suffer any 

de r 
c IDe in take-up of its writing courses, to the surprise of Keith Birch, who recalls 

that 'it 
Was expected that ... figures would be halved almost immediately ... and it 

was just . 
amazlOg really! because they increased' (Interview 2001). 

So, far from putting off potential students, these changes appear to have 

resulted' . 
10 IOcreased recruitment. Birch estimates that there was a roughly fivefold 

Increas . 
e 10 numbers on writing courses during the 1990s, which he attributes partly to 

accredit t' 
a Ion (Ibid.). There is, of course, no way of knowing whether this increase 

WOuld have occurred anyway. Certainly, the number of scriptwriting and other writing 

courses at the U '. I d . b th' d" mverslty was a rea y growmg y e time accre ItatIOn was 

introdu d 
ce , but there is no doubt that provision continued to expand (see Table 1). 

Birch also noted a change in the profile of the student population, perceiving 

an incre . 
ase 10 students who already held degrees and other advanced qualifications, 

Part' 
ICU1arly on the more specialised courses (Interview 2001). This might suggest that 

Writing classes did lose some of their traditional supporters; although, in view of a 

lack of availabl .. ... 'bl I h' . . h d e statistics, It IS ImpOSSI e to eva uate t IS assertIOn Wit any egree 

of confidence. 19 
It may be that potential students who disliked the idea of 

aCcredit . . 
ation were attracted to courses run by the local authority, which remained 

unaccredited as a matter of government policy via the Learning and Skills Council 

(I<ingston 2002). One of the effects of the introduction of accreditation might, 

therefore, be a sharper differentiation between university-provided and LEA-provided 

~ adults. As far as writing courses in Liverpool were concerned, this 

th:~~~Prutment of ConfulUing Education does not keep detailed records of student numbers or of 
lUghcr EdgrOU~d. Details collected from the students at the start of each course are forwarded to the 

Ucation Statistics Authority without being analysed. (Wright Interview 2001) 
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developm ' , ent confirmed the eXIstmg trend for the LEA to concentrate on general 

courses often' db' I' h '1' d ' , h ' alme at egmners, eavmg t e more speCIa Ise prOVISIon to t e 

U' nIversity (see Table 1). 

Accreditation brought with it a certain amount of formalisation in terms of . 

administ ' 
ratlVe tasks, such as the submission of schemes of work and mark sheets to 

unive ' 
rSIty committees, thus continuing a trend in the teaching of writing which, for 

keith Birch, David Evans and others, had started with the move from being 
'f: ' 

acIlitators" d' , f ' , k h b" h " , or co-or mators 0 wnters wor sops to emg teac ers, tutors or 

'lecturers' 'h' , WIt m educational establishments such as the University (Evans IntervIew 

2001, Birch Interview 2001). This change was not entirely unwelcome, Birch feeling 

perSonally that his style of teaching was 'enhanced by accreditation', in that the 

demands fh ' , o avmg to produce and follow a syllabus made hIm prepare more 

thoroughly: 'therefore/ my presentation of the course has improved' (Interview 2001). 

Another experienced tutor, with a background in the Scotland Road Writers' 

WorkShop, found that the enforced advent of accreditation changed his attitude to 

assess' , , tngwntmg: 

Originally I was emotionally against assessment in the formal sense; I believed 
the work should speak for itself. Now I can see that there is a place for formal 
assessment and it can be a great help to the students. (Tutor Questionnaire K) 

During the period covered by this chapter a large expansion in the number of 

courses on offer and a trend towards greater specialisation accompanied a shift in 

atr 
Itude tOwards the teaching of scriptwriting, not just in Liverpool but throughout 

n~~O ' 
. ne of the effects of these changes was a continuation of the move towards 

greater 'professionalism', on which I commented in the chapter on the Playwrights' 

WorkShop. This showed itselfmost clearly in the recruitment of tutors for the new 

Classes. Keith Birch, at the Centre for Continuing Education, aware that there was 'no 
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reCognised training for a creative writing teacher' (Interview 2001), developed a 

policy of hiring part-time tutors who were themselves professional writers and had 

eXperience of teaching adults, The background, practices and philosophies of some of 

the tutors he recruited will be discussed in the next three chapters, wherein I shall be 

d' 
ISCUssing sCriptwriting classes for adults held in Liverpool during the years 2000/1 to 

2002/3, 
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Chapter 6 

Scriptwriting Courses and Tutors 2000/1 to 2002/3 

ih' 
IS chapter is concerned with scriptwriting tutors and their courses in the three 

academ' 
IC years from 200011 to 2002/3, It acts as a 'bridge' between the preceding 

discu ' 
sSlon of the history of writing courses up to and including 1999/2000, and the 

det 'I 
al ed study of practice in Liverpool in the year 2002/3 which forms Chapters 7 to 

1
0 

of the thesis, It begins with a consideration of writing courses offered to adults in 

liVerpool during the period, seeking to define which of those courses fall within the 

parameters of this study, on the basis of definitions proposed in Chapter 1,2, There 

fallows a com , fL' }' ' , f ' " 'h h f panson 0 Iverpoo s prOVISion 0 scnptWfltIng courses Wit t at 0 

Other maior E I' h " °d 'f' ° hO h LO }' 0 , dOffi 
:J ng IS cIties, I entI yIng ways In w IC Iverpoo s provIsion may I er 

from th ' 
elrs and proposing some possible reasons for these differences. Finally, the 

baCkgrounds and attitudes of those who taught scriptwriting in that period are 

Can' 
sidered, giving a wider context to the detailed study of 2002/3 tutors in Chapters 7 

and 8, 

6.1 Co 
Urses offered to adults in Liverpool in the years 2000/1 to 2002/3 

ih . 
e process by which the courses falling within my definitions of 'adult education' 

and's ' . . 
cnptwriting' were identified has been described in Chapter 2. A course that is , 

not a Continuation of secondary or higher education' (Legge 1982, 1) implies, in the 

COntext Orth' t dOh ° ° f ° IS S U y, a course Wit out entry reqUirements In terms 0 prevIous 

qUalifications gained in secondary, further or higher education. This definition 

effectively e I d ° ° re d bOO , d ° ° f hO h xc u es prOVISion ouere y UniversIties an institutes 0 Ig er 

educat' ° 
Ion either as degree-bearing courses or as components of such courses. Such 
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COurses were offered at both the Liverpool John Moores University and Liverpool 

Rope . h 
,nelt er of which offered the sort of open-access courses commonly thought of 

as adult education classes. The JMU ran an MA in Screenwriting and a more general 

MA in Writing, Whose students could choose to specialise in scriptwriting. There 

were also sin I d" h . I . . W" d h g e an Jomt onours BA courses 10 magmatlve ntmg an a researc 

degree programme. Liverpool Hope continued to offer a module in writing for the 

theatre a . . 
s Part of Its undergraduate Drama and Theatre Arts programme (Liverpool 

JMu 2002, Liverpool Hope 2002). While these courses do not strictly fall within the 

parameters of the study, recent changes in adult education provision, particularly . 
Increasing accreditation, have led to some blurring of distinctions between such 

courses and the more traditional 'evening class' course (see Chapter 5.4). 

ConseqUently, although they have not been subject to the same detailed scrutiny as 

courses Which do fall within my definition of adult education classes, their existence 

Illust he taken into account. They may, therefore, be referred to for purposes of 

comparison. I 

A particular problem arises with courses which are offered as part of the 

Flexible Degree programme at the uni~ersity of Liverpool, as they are also available 

to stUd 
ents Who are not registered for the degree. There was only one such course in 

scriptw . . . 
fltlOg offered in both 200112 and 2002/3: 'Scriptwriting: Theatre and Radio' 

(University of Liverpool Centre for Continuing Education 2001,2002). I have 

eXClUded this Course for three reasons: most of its students were registered for the 

degree' h ,ot er students were required to have acquired credits on other courses before 

~ 
OfParti -------

enroll CUI.ar interest is the MA in Screenwriting at JMU, partly because a number of students have 
lcadin cd on It as a 'next stcp: after taking adult education scriptwriting classes and partIy because the 
thcrCfi g tutor on it was also a tutor in scriptwriting on the University of Liverpool's courses. I feIt, 
Chaptore, that an observation of one of his classes at the Jolm Moores University would be useful (see 

Cr6). 
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being accepted~ and, finally, I was the course tutor, giving rise to possible concerns 

about Objectivity and integrity had the course been included.2 

Courses included in the study are, therefore, those offered to the general public 

w' h 
It no prior qualifications or experience required. As with previous years, the three 

tn' 
aIn providers of writing courses in the city were the University of Liverpool, the 

LEA and the WEA. The provision for the years 2000/1 to 2002/3 is summarised in the 

table below: 

Year 2000/1 2001/2 2002/3 
Scriptwriting courses 
University 8 9 7 
WEA 0 0 1 
LEA 0 0 0 
Total 8 9 8 
General creative writing 
Courses 
University 5 3 3 
WEA 2 1 5 
LEA 8 8 8 
Total 15 12 16 
Other specialised courses 
University 9 10 12 
WEA 0 0 5 
LEA 0 0 0 
Total 9 10 17 
Total (all courses) 32 31 41 

Table 2: Provision o/writing courses in Liverpool 200011 to 200213 

It is cle 
ar from this table that, on the whole, the trends observed during the 1990s 

COntinu d -
e (see Table 1, Chapter 5). While the local authority continued to offer a 

fairly st d ' 
ea Y number of general creative writing courses at locations throughout the 

city' 
, It had ceased to offer specialised writing courses of any kind. The University of 

Liverp . ' 
001, on the other hand, continued to offer mainly specialised courses, including 

a range of scriptwriting courses. The only significant change in provision during the 
Period -, 
~Id appear to be the substantial increase in courses offered by the WEA in 

s~~::e~~o~ever. included my own details in the survey of tutors' background and experience in the third 
this chapter. as I was also a tutor on a level one course open to all adults in 2000/1 and 200112. 
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2002/3. In particular, that agency offered specialised writing courses, including one in 

scriptwriting, for the first time in over ten years. The main reason for this change of 

emphasis at the WEA was the appointment of a new Tutor Organiser, Tim Stone, to 

replace the long-standing incumbent, Andy Jurgis, in January 2002. Stone recruited a 

nUmber of experienced tutors to run specialised courses, partly out of personal 

preference and partly in response to a perceived failure of more general courses, 

Particularly those aimed at 'beginners', which had failed to recruit enough students to 

~~~ " cent years. Most of these tutors had taught (and conttnued to teach) classes at 

the University of Liverpool, where Stone had previously held the post of Continuing 

Educatio L"b " " n I rarlan. The response to these courses, accordtng to Stone, was largely 

POsitive and encouraged him to continue to offer specialised courses, including 

Scriptw" " 
ntmg, in future years (Stone Interview 2003). 

Another significant development in the period was the creation of the 

independent company Productionline, based at the Unity Theatre, which provided 

courses for aspiring theatre writers in 200011 and 200112, as well as seeking to 

develo I 
P se ected scripts through readings and a small number of full-scale 

Profes " 
slonal productions. A completed questionnaire was obtained from the tutor on 

this COtnpany's Courses in 2000/1 and will be referred to below. Productionline, 

how eVe d" 
r, Id not offer a course in 2002/3 due to the cessation of its funding from the 

National L 
.. ottery (Tutor Questionnaire G). 

Also falling without the parameters of the detailed study are day courses and , 
one-oil' Workshops offered by organisations such as the 'Writing on the Wall' festival 
(WOUT\3 

") or the BBC through its 'Northern Exposure' scheme. In March 2003, for 

eXamp} h 
~ e Liverpool Everyman and Playhouse Theatres offered a series of events 

an~:~rii:.°W ~estival 2002' offered single sessions on a variety of subjects, including writing for radio 
establish ~ SC~Pts to American markets, as well as readings and lectures by speakers including 

e \\Titers (WOW 2002). 
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Under the umbrella title 'New Works', aimed at new and aspiring writers. These 

included 
one-day 'taster workshops' specifically for 'young writers,' defined by the 

provide h ' 
r as t ose aged between fourteen and 25, and a senes of three two-hour 

'master classes' offered in association with the BBC's 'Northern Exposure' scheme 

(Liverpool Everyman Playhouse 2002). Such events would clearly attract and be 

availabl t 
e 0 at least part of the 'constituency' of adult learners to whom the more 

Convent' I 
lona adult educational courses appealed. They would appeal to those who 

Were beginning to take a serious interest in writing professionally, and might help to 

provide ' 
a route Into professional theatre or broadcasting. Such, indeed, was the 

eXplicit ' 
aim of the theatres' 'Playwright Support Scheme', supported financially by 

North West Playwrights, a new venture which sought contact with writers to an extent 

not seen in the city possibly since the Liverpool Playhouse's association with the 

'PlaYWright ' W s orkshop' in the early 1980s (see Chapter 4.1). The BBC's 

inVOlVement could be seen in a similar light. It might be particularly significant in 

terms of the development of the teaching and learning of scriptwriting that this 

scheme Was the product of initiatives emanating from the 'market place' in which 

Profes . 
slonal writers sell their products, and not from disinterested educational 

agen ' 
Cles. However, although such events could be said to constitute 'organised 

educ f . 
a lonal opportunities' (Legge 1982, 1), their occasional and transitory nature 

prevents th ' . 
. em from being studied in the same way as courses which ran over several 

Weeks or month s. 

My definition of , script writing' (see Chapter 1.2) encompasses all courses 

concerned with writing for stage, radio, television or film but excludes those 

concern d ' 
e With poetry, the novel and short story, as well as non-fiction prose, such as 
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travel W ' , 
nttng or autobiography, In the year 2002/3 eight proposed courses fell within 

Illy definition f ' , , o scnptwntmg courses. 

In addition, there were sixteen 'general' creative writing courses on offer. 

ACcord' 
tng to the prospectuses in which they were advertised, none of these 

Specifically d It 'h ' , , d'd h d" ea WIt scnptwntmg. I I, owever, sen questlOnnalres to tutors on 

these courses in order to establish whether they intended to teach scriptwriting. The 

fOur co 1 
mp eted questionnaires returned to me by such tutors, who between them were 

due to t h 
eac seven courses (see Chapter 2), indicate that two tutors intended to spend 

a very small proportion of their classes on scripts (L, M), one anticipated spending 

roughly half his classes on scriptwriting (K), and the fourth intended to devote most 

of one ofh 
er two proposed courses to the form (1). The general impression I received 

frOIn th 
ese answers was that course content was flexible and would depend on the 

interests f 
o both the students and tutors. Two other University tutors, when 

approached informally after not completing questionnaires, told me that they did not 

Intend to Cove ' , , h ' h h" b h b ' r scnptwntmg on t elr courses, t e emp aSlS m ot cases emg on 

POetry 4 Th 
. e University of Liverpool tutor (Ken) who proposed to devote half of his 

sessions t ' . 
o scnptwriting was contacted again before the start of the 2002 autumn term, 

but had t ' 
o WIthdraw from the course due to family circumstances and the course was 

not run. It Was not possible, therefore, either to interview him or observe his teaching. 
'Jane' , . . 

continued to teach creative writing with a bias towards scriptwriting on three 
lEA_ 

run courses in 2002/3, including one which grew out of a 'taster' session at BBC 
Radi 

o Merseyside's Open Learning Centre during the WOW festival. Her courses 
were 

not advertised specifically as scriptwriting courses: all were entitled 'Creative 

Writing' 
~"cept for one 2002/3 course, which was called 'Creative Writing and 

2~~30f~ese tutors taught' Intensive Creative Workshops', which was also offered in 2001/2 and 
(lJnive~s'tye oth~r taught 'An Introduction To Creative Writing', which was not offered after 200112 

1 of Liverpool Centre for Continuing Education 2001, 2002). 
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Dram' (L' a Iverpool Education Authority 2000,2001,2002). Although such courses 
st ' 

nctly fall outside the remit of the study, I decided that, in the absence of any LEA 

sCriptwriting courses, and because of her declared emphasis on scriptwriting, this 

tutor's practice merited consideration. I therefore observed one of her classes during 

the 2002/3 study (see Chapter 7). The completed questionnaires of all four tutors 

mentioned above will be considered in the final part of this chapter. 

In 2002/3, reflecting the pattern of recent years, seven of the eight courses 

Specifically concerned with scriptwriting courses were offered by the University of 
V . 

Iverpool. The other course, 'Scriptwriting', was offered by the WEA. This course ran 

for' h 
elg t, two-hour sessions on Thursday mornings at Liverpool's Central Library, 

Th' 
IS Was the first time the WEA had offered a scriptwriting course in Liverpool since 

199
0/1 (see Table 1, Chapter 5). 

Among the University of Liverpool scriptwriting courses was the 'level two' 

course in " s 
wntmg for stage and radio referred to above. Another course, 

'Script " 
wntlng: An Introduction to Comedy Writing', did not run because the tutor had 

tow' h 
It draw due to professional writing commitments, students who had already 

enrolled being offered places on 'Scriptwriting: Situation Comedy', The others that ran 

were 'Script "A d' "C'. R d' d T I " , wntmg: n Intro uctlOn to Wntmg lor a 10 an e eVlslOn, two 

Courses entitled 'Scriptwriting: Film and Television' (one in the evening, the other in 

the tnOTning) and 'Scriptwriting: Theatre Playwrights' Workshop', With the exception 

of the ' 
Inornmg course referred to above, all courses took place between 7 and 9 p.m, 

on tJniv ' 
erslty premises either at 19 Abercromby Square or 126 Mount Pleasant, both 

in the C 
entre of Liverpool, and all ran for twenty weeks from October to March. All 

the abOve COurses offered students the chance to obtain credits at level one, which 

~ 
(tJ~:rs~°tyP<>-sed-.-llev-el-t-hr-ee-'-co-urs-e in writing for film and television did not start lUltil2003/4 

1 ofLlVerpool Centre for Continuing Education 2003). 
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could be used towards the Certificate of Higher Education in Creative Arts. All these 

courses Were well established, the newest being 'Situation Comedy', which had first 

been offered in 199617, and the longest established being the Playwrights' Workshop, 

whose history has been considered in some detail in Chapter 3 of this thesis. Two 

scriptw· , 
fIttng Courses were not repeated from 200112: 'Scripting for Soaps' and 

'liverpool Playwrights' Forum', The former had been offered as one-day pilot course 

in 2000/1 before becoming a full twenty-week course the following year, The subject 

had not been offered since 1993/4, perhaps suggesting limited interest in such narrow 

special' ' 
Isabon; the only other scriptwriting course to be defined by genre rather than 

medium W 's' , d as Ituatlon Comedy'. My study of prospectuses from 1985/6 onwar s 

Suggests that this is also the case with courses in writing in other forms, courses 

sPeci r ' 
a lZtng by medium generally outlasting those seeking to specialise by genre, 

identity of participants or identity of audience (University of Liverpool Centre for 

COntin ' 
Utng Education 1985-2002). 'Liverpool Playwrights' Forum', although 

advertis d 
e as a Course with a named tutor, was not considered by that person to be a , 

course'; indeed neither did she consider herself to be a 'tutor' (Tutor Questionnaire 

I), recaUing q , fd fi " "I h . db" 'h I uestlOns 0 e InltlOn simi ar to t ose alre y participants In t e ear y 

\\Titers' 
Workshops described above (see Chapter 3). The tutors on both the above 

cOur ' 
ses, however, completed questionnaires in 200112 and their answers will be 

con'd 
Sl ered, along with those of tutors who continued to teach scriptwriting in 2002/3, 

in the third section of this chapter, which is concerned with the identity, practices and 

PhiIoso h 
p Y of scriptwriting tutors. 6 

~-----------"Ilen qu r 
SPelling, 0 109 fr~m tutors' and students' completed questionnaire I have retained the respondents' own 

punctuation and grammar (including their use of capital letters). 
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6.2 A comparison of scriptwriting courses in Liverpool with courses available in 

other major English cities 

This stUdy is concerned primarily with the teaching of scriptwriting to adults in one 

city, Liverpool. Ifit is to look at the experience of tutors and students in any depth its 

scope cannot allow for detailed comparison of practices elsewhere. However, in order 

to provide a context for the study in terms of experience outside the city, it is useful to 

lOok briefly at the provision of courses in other comparable cities. Such a comparison 

\ViII ind' 
lcate whether the Liverpool experience is typical of that of the country as a 

\Vhole and identify how, if at all, it differs from that of other places., ' 

For the purposes of this comparison I obtained details of courses provided in 

fOur other major cities in England: Birmingham, Leeds, Manchester and Sheffield. 

These '1' 7 
CI les Were chosen, first, because with Liverpool they comprise five of the six 

tnost populous local authorities outside London. According to the 2001 census, 

SirIllin h 
g am had a population of977,091, Leeds of715,404, Sheffield of513,234 and 

Manchest " ' er of392,819. LIverpool's populatIon was 439,476 (Office of NatIonal 

Statistics 2003). The five cities also have universities established in the late nineteenth 

and early twentieth centuries. Sheffield University was granted its charter in 1897 and 
Sir' 

Ill1ngham in 1900, while the Universities of Manchester, Liverpool and Leeds were 
all ft, ' 

orIlled In 1903 from the Victoria University, which had been granted its charter in 
18

80. Further . 11 fi ' "h' I ' h' t' 'f 'd' , more, a Ive UnIversItIes ave ong contmuous IS ones 0 provi 109 

adult ed ' 
Ucahon Courses and together formed the old Joint Matriculation Board 

(Wwwsh f 
. e .ac.uk.2002, www.about.bham.ac.uk 2002, www.man.ac.uk 2002). 

Information about courses was obtained from the prospectuses, both printed 

and on-line, of the five local authorities, the universities and the WEA districts for the 

7 

1'he other being Bradford. 
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cities concerned. 8 Table 3 (below) is a summary of the available information. While 

it may not include all courses for adults in those areas, it does include all those offered 

by the three main providers and, therefore, provides a sound basis for comparison. 

raty-
Provider Scriptwriting Other specialised General creative Total number 

~ courses courses writing courses of writing courses t-2,.rtninJilial University 17 --....:;,:m 2 12 3 
t---- WEA 0 0 0 0 r--- LEA 0 4 10 14 

~ Total 2 16 13 31 
University 0 3 4 7 r----- WEA 1 0 2 3 

I---- LEA 0 0 0 0 

~ Total 1 3 6 10 
University 0 1 1 2 r----- WEA 0 0 0 0 

I---- LEA 4 2 7 13 

~ Total 4 3 8 15 
University 3 11 7 21 

~ WEA 0 0 3 3 
LEA 0 0 4 4 

~ Total 3 11 14 28 
University 7 12 3 22 

~ WEA 1 5 5 11 
LEA 0 0 8 8 

--------= Total 8 17 16 41 

Table 3: Writing courses in major English cities 200213 

It is clear from th' bl h ' , 'I bl d' IS ta e t at more wntmg courses were aval a e to stu ents m 
liverp I 

00 than in any of the other cities. Even Birmingham, with twice the population 
ofl' 

Iverpool, offered ten fewer courses. The number of specialised writing courses 

Was also higher than that in any of the other cities, while the number of scriptwriting 

COUrses 
Was double that of Manchester, which provided the next highest number of 

COUrses. T 
here would appear to be no 'norm' as far as the role of the three main 

proVid ' . 
ers IS concerned. In four of the five cities the university provided the highest 

~~ . 

er of courses, but the local education authorities of Birmingham and Manchester 

~A. ' 
U five .:-. ------

edUcation c~~~.s also have 'new' universities, the former polytechnics, none of which has an adult 
ifelong learning department 



Were much more active than those of the other cities; while WEA provision was 

generally very sketchy and, indeed, non-existent in two of the cities. Prospectus 

entries for the previous two years (200011 and 2001/2) show that the provision of 

courses did not change significantly in any of the five cities from the previous two 

years. 

As in Liverpool, specialised courses, and particularly scriptwriting courses, 

Were mostly provided by the universities. However, the only scriptwriting course 

av '1 
al able in Leeds, where all the other specialised writing classes were at the 

lJniversit f ' , y 0 Leeds, was provided by the WEA. ThiS was the twenty-week-Iong 
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's ' Cflptw' , 
flttng for Film and TV' (WEA Yorkshire North District 2002). The exception 

tOth' 
IS pattern was Manchester, where all four of the scriptwriting courses available 

Were offered by the local authority, perhaps countering the notion raised in the last 

chapter that m '1' d ' '1' h h d' , f ore specla Ise courses Sit more eaSI y Wit tetra ltions 0 

univerS'f 
lies rather than those of local authorities. These courses comprised two one-

term courses entitled 'Foundations of Script writing' (one lasting twelve weeks and the 

Otherth' 
Irteen weeks), a 34-week course, 'Scriptwriting', and another 34-week course, 

'ScriptWrj , 
hng for Television' (www.manchester.gov.uk 2002), The University of 

Shetlield offered three 24-session scriptwriting courses: 'Writing for The Theatre' and 

'Writing PI ' 
ayscripts' at level one, and 'Writing Comedy' at level two (www.shefac.uk 

200
2). Birmin h 'u" 'd d ' hi'" , , g am mverslty prOVI e two courses, t e on y scnptWfltmg courses m 

the ' 
City, one at level one and the other at level two of its 'integrated' Creative Writing 

Program 
me (WWw.education.bham.ac.uk2002). 

Birmingham's creative writing programme differed from those of the other 
Universi' , . 

ties 10 that courses were offered as 'modules' forming, at level one, part of a 

Certificate in H' h 'Ed ' 'C ' W" d I' 1 I d' Ig er ucatIort m reative ntmg an u tlmate y ea mg to a 
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degree. Students signed on for the whole programme. At the beginning of2002/3 the 

first coh f . ort 0 students was embarkmg on level three courses (Braekken Payne 

Interview 2003). This approach differed noticeably from the others in the survey 

Which, like Liverpool, recruited students to individual courses, allowing them to 

choose Whether or not to work towards a Certificate of Higher Education. None of 

them offered a degree as the end product of its creative writing courses. 9 

The University of Birmingham's approach would seem to be due to its 

Interpretation of, or response to, the introduction of accreditation, which may in tum 

have arisen at least partly from its existing tradition of offering writing courses as part 

of first degrees and its long-established MPhil in Playwriting (see Chapter 5.3). 

Interestingly, although maintaining that the programme was fully subscribed, its 
org , 

aOiser, Dr Elsa Braekken Payne, indicated that the programme was likely to 

beCome rnore flexible, allowing for the participation of 'occasional students' 

(Interv' 
lew 2003). These comments demonstrate awareness that potential students of 

cre . 
atlVe writing might not necessarily be interested in credits, especially when they 

are Seen as stepping-stones towards a degree. This echoes Rodney Wright and 

liverp I' , , 
00 s preference for what he calls a 'softly softly' approach to accreditatIOn, 

aIthou h h 
g e too seems to see a degree as the ideal outcome of the accumulation of 

cred' 
Its, talking of 'converting' students who registered for individual cO~.lfses (Wright 

Interv'. .,. 
lew 2003). On the other hand, both Keith Birch and TIm Stone feel that a sense 

that the function of credits is to build up towards a degree might be off-putting to 

lllany stUdents, especially as so many continuing education students already hold 

;----., 
~eD'--'-----------

COUld :vers1ty of Liverpool's Flexible Degree programme was a combined arts degree. Students 
ofleed e only one course in writing at each of its three levels. Apart from Birmingham, the University 
In liv s Was the only university offering creative writing courses as part of a traditional degree course. 
rcsPec~fPooI and Manchester the new universities, Liverpool JMU and Manchester Metropolitan 

vely, prOvided such courses. 
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degrees (Birch Interview 2001, Stone Interview 2003).10 The universities would seem, 

then, to be performing a balancing act between the demands of accreditation, which 

Illight be said to have found its natural home in institutions used to dealing with 

students on degree-bearing courses, and the perceived needs and desires of their 

tradition I " 
a contmumg education students. 

Although the introduction of accreditation and the government's enthusiasm 

for Cred' 
It Accumulation and Transfer (DfEE 1998, 67) would seem to be moving 

instituf 
Ions tOwards common ground as far as the administration and organisation of 

courses' 
IS concerned, the scope and content of the courses offered by all the main 

prOViders have remained disparate. All that can be said with any degr~~ of certainty is 

that there is no t ' If" f ' , , 'h' yplca pattern 0 provIsion 0 scnptwntmg courses m t e major 

English cities. Little has changed since Harrison wrote that, in the period immediately 
fOlIoWin . 

g the Second World War, 'the jungle of adult learning ceased to be a 

regrettabl d ", , 
e a mmlstrabve confuSIOn and began to appear rather as a normal part of a 

natural s 
ystem of adult education in a mass democracy' (1961,327). 

It Would appear, then, that the Liverpool experience of the teaching and 
learn' 

Ing of scriptwriting is unlikely to be typical of the experience elsewhere. It is far 

more likely th t ' , ' , , , h h' f h a every city or area s expenence IS umque, Just as t e IStOry 0 t e 
deVel . 

opment of its provision is likely to be unique. 

Clearly, however, during the period under consideration, the University of 

liVerpool pro 'd d h ' f" , th VI e a more compre enslve programme 0 scnptwntmg courses an 

any of the oth ' , , 'd d f h h ' , S " I d b er UntversltIes or, m ee any 0 t e ot er cItIes. tabstIcs re ease y 
then . 

epartment for Education and Skills, albeit based on enrolments in local authority 
COUrs 

es, strongly suggest that this is not a reflection of a greater interest in adult 

~ 
See eha -------

pter 9.2 for figures on the educational background of scriptwriting students. 



120 

edUcation in general. Figures obtained in November 2002, based on enrolments as a 

percentage of the population aged 19-59, show an enrolment rate in Liverpool of 

between 2% and 2.99%, compared to under 1% in Sheffield and Leeds, 3% - 3.99% in 
S· 

Irrningham and 4% - 4.99% in Manchester (DfES 2003). The history of the 

development of the Liverpool courses suggests a number of other possibilities, all of 
whO 

Ich have been explored in previous chapters: a strong tradition of writing 

Workshops; the vision and energy of the individuals who have overseen this 

development· d I I . . . h . . . I d . ,an a cu tura zeitgeist Wit Its roots 10 socia an economic 
condo . 

Ittons.
11 

The truth is probably a combination of all three, as the influence of all 

three is clear in the backgrounds, practices and philosophies of Liverpool's 

ScriptWriting tutors. 

6.3 Sc . 
rlptwriting tutors 2000/1 to 2002/3 

In Chapter 2 of this thesis I explained how, during the years 200011 and 200112, I 

estabr h 
IS ed the parameters of the study and identified both the courses which fell 

w· 
Ithin my definition of scriptwriting courses in the adult education sector and the 

tUtors who' t d d h' . . M" h . In en e to teac scnptwnt1Og. y 1Otentlon was to use t elr answers to 

the tutor questionnaire, whose design and distribution are also described in Chapter 2, 

to create a profile of those people who were teaching scriptwriting in Liverpool 

du' 
flng the period of the study. Their details are summarised in the table below: 

~----------------
in ~ chapters 3 to S I have linked developments in writing courses with particular movements or events 
(see ~:s and media in the city. Amongst these is the establishment of Mersey Television in the 1980s 
Class ,Pter S.2). While I am sure this has had some influence on increasing demand for scriptwriting 
broa~s, It. seems odd that cities like Birmingham, Leeds and Manchester, which host larger and older 

casting companies, all of which employ writers, have far fewer scriptwriting classes. 
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~~ 
Age Higher Subject(s) Teacher Years Hours Other Professional 

qualifications of training teaching p.w employ writer? 
degree(s) I writing teaching ment 

~ 
higher adults 

"- qualifications. 
Andrew h f-

59 BSc Engineering None 14 2(+) Commu Yes 

~ nity 
I-- training 

40 MA Playwriting C&G7037 3 4 Open- Yes 

~ 16+PGCE learning 
I-- worker 

46 CertEd Community & Unfmished 8 4 PIt Yes 

It::: Youth Work Lecturer 
t--

-l~ ~O MA Writing None 0 2 None Yes 
~ ~ None NIA None 20 2 None Yes 
~ ...::. - - - 6{+} 12 None Yes 

46 BA English Unfmished 11 6 Literary Yes 

~ 
Manager 

MA Theatre 
f-- Studies 

~ 
39 BA Modern C&G7037 3 10-14 PIt Yes 

r:rr- Languages teachin~ 
BA Social Studies PGCE 3 2 None Yes 

~ ~ MA Screenwriting ~alll ~ BEd English BEd 3 2 None Yes 
46 BA English PGCE 12 2 Teaching Yes 

~ MA Theatre 
t--- Studies 

tl't"h'e 

~ 
~ BA English & PGCE 3 10-12 None No 

~ MA 
History 

, Theatre 

~ian I--- Studies 

~ t4L. BA Sociology None 19 16.5 None No 
~ BA History DipEd 5 4 None No 58 BA English & CertEd 5 13 None Yes 

~~ 
Latin 

MA English 
Literature. 

Table 4: Personal details and background o/writing tutors 

Each tutor has been identified by a letter and a fictitious name beginning with 

that letter, Which will identify the tutor only in terms of his/her gender and which will 

be Us d-h . 
e enceforward to refer to that tutor in the body of the text; identifying letters 

~YWll . 
1 be used when referencing questionnaires. In order that the table is as 

CO' 
tnPlete as possible, I have included my own details. So that these can be clearly 

Years 
teaching 
adults 

22 

3 

20 

0 
20 
6~~ 
11 

3 

6 

3 
12 

16 

21 
11 
15 



122 

ide 'fi 
nh led by the reader I have not used a fictitious name in this case, but kept my own 

first name. 

Also for completeness, I have also included any details I was able to obtain 

from printed Sources about the scriptwriting tutor (Frank) who did not return the 
qu . 

eShonnaire. All tutors who were identified as teaching courses in scriptwriting in 

the adult education sector in Liverpool at any time during the years of the research 

are, therefore, included. Three of these (Helen, Irene and Norman) did not teach in 

2002/3 
and, therefore, were not observed or interviewed. The four tutors on general 

courses who said they would include some scriptwriting in their courses are included 

seParatel ~ 
y, lor the purposes of comparison. Only one of these (Jane) continued 

teachin . 
g Into 2002/3. Because the information was taken from questionnaires 

Completed OVer a three-year period, details such as age and years of experience have 

been ad' 
Justed to give the tutor's position at the start of 2002/3 or, if he or she ceased 

teach' . . 
109 WrIting before that, in the last known year of his/her teaching. I have not 

includ d 
e the answers to the questions about gender and ethnic background, the former 

becaus h 
e t e answer is obvious from the names given to the respondents and the latter 

because aU the respondents answered 'White British' or gave an answer which meant 

rOUghly the same thing. 12 In such a small survey this result is of negligible interest. If 

one were Using quantifiable data to compare scriptwriting tutors' ethnic origin with 
~p . 

oPUlation of the city or region, as I will in Chapter 9 when considering the 

student 
population, one might reasonably expect 96% of the tutors to be of white 

llritish " 
OrIgIn (Office of National Statistics 2003, 67). 

One of the most striking features of the group under consideration is the 

gender balance. Eight out of eleven scriptwriting tutors are men. Prospectuses show 

~ 
hav~i~' (L-),-'B-n-'tl-' Sh-'-(C-,-H-':, -I,-J)-, 'White U.K. '(B, M) and 'Irish- Welsh' (K) are all interpreted as 

e same meaning as 'White British' in this context 
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that the gender balance amongst adult education tutors in Liverpool is more even in 

1110st Subiects th '" , h' 
J an It IS In creatIve arts. In 2002/3 only two oft e 23 creatIve arts 

Courses P 'd ' 
rOVI ed by the University of Liverpool were taught by women. Across all 

Subjects 93 
COurses were taught by women and 124 by men, the only subject area in 

wh' 
Ich the imbalance was greater than that in creative arts being business studies, 

where all t 
wenty Courses on offer were taught by men; the balance was skewed the 

opposite way I' art 'h' f ' h h b (U" n ,WIt SIxteen out 0 eig teen courses taug t y women mversity 
ofL' 

Iverpool Centre for Continuing Education 2002). Similarly, of the 73 courses 

prOVided by the WEA in Liverpool, 41 were taught by men and 32 by women, while 

aU but t 
Wo of the eleven creative writing courses on offer were taught by men (WEA 

2002).13 When one considers that three of the four respondents among 'general' 

creative " 
wntIng tutors, including both the LEA tutors, were female, the dominance of 

l11en amongst scriptwriting (and other specialised) tutors is all the more striking. Part 

at least of the explanation for this might lie in the history of the teaching of writing in 
l' 

Iverpool, as not only were the individuals most influential on the development of the 

courses I 14 
ma e but the 'role models', successful scriptwriters such as Russell, 

81easd I 
a e and McGovern, most often mentioned by both tutors and students are 

predom' 
Inantly male (see Chapters 7 and 8, and Appendix E). There could also be a 

sense that scriptwriting is traditionally more of a Job' than, say, poetry or novel 
w ' , 

flhng, both of which have historically attracted more female writers than 

PlaYWriting (see Chapter 9.1 for a consideration of gender imbalance among 

stUdents). 

Other factors, such as age and educational background, reflect a particular idea 

of professionalism which has developed in the area, encouraged by the recruitment 

~----------------
14 ~e lOCal authority does not name tutors in its prospectuses. 

or example David Evans, Bill Morrison, Keith Birch. 
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policy of Course organisers such as David Evans, Keith Birch and Tim Stone, who 

consciously sought to recruit tutors who were preferably both experienced and able 

teachers d' , , an expenenced wrIters (IntervIews 2001,2002,2003). 

The average age of the scriptwriting tutors is between 40 and 50, unsurprising 

when one considers that they might be expected to have had careers outside teaching 

in order to acquire the knowledge necessary to teach the subject: a knowledge which, 

it tn' h 
Ig t be argued, could only be acquired through the pursuit of a professional 

Writing career (see Chapter 8,3). Although eight of them have degrees, including three 

With se d . 
con degrees, these people are not academics in the generally accepted sense 

~~ . 
word. None of them has a doctorate and only one (Ernest) IS employed as a full-

l' 
Itne lecturer. They have clearly not acquired their knowledge of or expertise in the 

sub' 
~ect Primarily through academic study. Only three tutors (Brian, Diane and 

Norman) have degrees in writing, all higher degrees. This situation would not be 

unexpected in a group of this age, given the relatively recent emergence of degrees in 

W" 
fltIng (see Chapter 5.3). However, in answer to question 30 on the questionnaire, 

several tutors state that they have been students on other writing courses in the past. 

the ' 
y lnclude three scriptwriting tutors and one 'general' tutor who have been students 

on the University'S long established Playwrights' Workshop (A, B, I, M), giving a 

Sense of continuity between current tutors and the courses and workshops discussed in 

Chapt 
ers 3 and 4 of this thesis, 1.5 In addition, two tutors hold MAs in Theatre Studies, 

these t ' 
Wo and one other holding first degrees in English, while a fourth tutor has a 

degree in modem languages, all subjects with a high literary content. These degrees 

WOuld provide a grounding in such matters as genre, literary conventions and 'best 

~ in scriptwriting or, at least, writing for the stage. On the other hand, there are 
IS A -
Road~ ~ had attended a number of other courses. Tutors E and K had been members of the Scotland 
learn' nhters' Workshop, K also having attended writing workshops under the 'Second Chance to 

sc erne. 
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also tutors with degrees in engineering and social studies, indicating that a 

trad' , 
Ibonally literary background, although useful, is not a prerequisite for becoming 

either a script 't " , wn er or scnptwntmg tutor, 

In terms of teaching, there is a range of experience within the group. Five hold 

formal teaching qualifications, two more having started teacher training and 

abandoned it before completion. Length of experience of teaching adults varies, 
ra ' 

nglOg from a tutor in her first year (Diane) to one with 22 years' experience 

(Andrew). Seven tutors have other employment, all related to teaching or writing. For 

~a~fu . . 
ese people the teaching of adults does not form a major component of their 

Workload, the majority teaching for between two and six hours per ~eek. The 

eXCeptions to this rule are Frank, whose twelve hours per week teaching are all in 

creative " 
wntmg (although only two hours are specifically concerned with 

scriptw ' , 
fltlOg), and Helen, who also only teaches scriptwriting for two hours, her other 

hOurs b ' 
elOg spent teaching basic skills to adults. The tutors on general courses have 

similar qUalifications, but tend to be more experienced as teachers, also being a little 
old 

er. Although several of the scriptwriting tutors have sought teaching qualifications 

at some ' , 
POmt In their careers, it would seem that most of them do not see themselves 

Primar'l 
1 Y as teachers; a conclusion supported by the small number of hours per week 

that th 
ey devote to teaching. In contrast, the four 'general' tutors could fairly be 

des 'b 
en ed as career teachers, albeit teachers coming towards the end of their careers. 

Three f h ' o t e four, indeed, are retired schoolteachers (J, L, M). 

Strikingly, the one thing the eleven scriptwriting tutors have in common is that 
the 

Y all consider themselves to be professional writers, although Helen describes 

herself as an 'ex-writer', having not written for four years and Norman calls himself a 
, 
Part-time writer', Only one of the 'general' tutors claims to write professionally. Ifwe 
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define 'pro~ , I '" ' , h' h h b "d d leSSlona wntmg as wntmg w IC one as een commlsslone to 0 

and/or has been paid for, all eleven are indeed professionals. While some may not 

have been commissioned for some time, Helen being the most extreme case, others 

We ' 
re Involved in professional writing projects at the time of completing the 

qUestionnaire. Although none of them claims to be enjoying successful writing careers 

in terms of regularity of employment or the size of their financial rewards, they have 

aU at s ' 
ome tIme or other written work which has been produced professionally on 

stage, radio or television. 16 The only area of scriptwriting in which there is evidence 

ofa lack of professional experience is writing for film, unsurprisingly in view of the 

relative ' 
scarcity of opportunity in this field. 

From this evidence emerges a picture ofa group of people with considerable 
exp , 

enence and expertise in their subject who can be seen both as professional writers 

and teachers, but for whom teaching tends to be secondary to writing. That most of 

them are not full-time employees of the institutions or agencies for which they teach 

is, I think, significant. lIMI's 1991 report on teaching in the adult education sector 

identifies what it sees as a weakness in the management of provision resulting from 

the low ' 
ratIo of full to part-time staff, and recommends that all staff receive , 

approp' 
nate staff development' (1992, 18).17 The Learning Age, produced by the 

btt:E in 1998, reiterates the importance of training and development, though without 

the' 
Implied criticism of the use of part-time staff, IS It is hard to argue against the 

greater d . 
egree of professionalism in teaching that one would expect to result from 

~----------------~~~or11Ques~onnaires. Tutors C, D, G, H and I have written for television. B, E, H, I and P have 
\Vritte~ or radio. A, B, C, G, H, I, N and P have written for tlle stage. Only tutor C claims to have 
Stories 118 screenplay; I do not know whetller tllis was ever produced. L has written poetry and short 
111b or. publication. 
this d~lUversity of Liverpool was among tlle providers whose inspection reports were drawn on in 
1& 1b ~ent (HMI 1992,23). 
Or So e deSIrability of training part -time adult tutors has been a recurrent tlleme over tlle past tllirty years 
1972' r;::posals for training part-time adult tutors at Nottingham University were made as long ago as 

Olllpson 1972). • 
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SUch measures, yet my own study of scriptwriting tutors does not suggest they would 

necessarily welcome such career development.19 That such resistance to training 

rnight be a characteristic of all part-time staff, rather than just teachers of writing, is 

Suggested by Woolfitt (1984), who sees training as a way of instilling a 'sense of 

belongi ,. 
ng In part-timers but found that, while some of the tutors in her survey 

ernbraced training, most appeared to be happy with their existing qualifications. 

Si '1 
rnl arly, Harvey (1995), who also assumes the desirability of training for part-time 

tutors, expresses concern at their ·lack of interest in training and their resentment of 

anYelem . 
ent of compulsion on behalf of employers. On the other hand, the NA WE's 

2001 survey of its members' training needs, writers working in edu~ation, found that 

35% Wanted training specifically for work in adult education (NA WE 2002). 

Although many of the Liverpool tutors have been teaching the subject, and 

sOrneti 
mes the same courses, for a number of years, their perception of themselves as 

Professi I . . . 
ona wnters means that the part-time and casual nature ofthetr employment 

fits in w' h 
It their writing careers. This is borne out by the fact that one tutor (Norman) 

withdrew from his 2002/3 course in order to pursue a professional writing 
corn . 

mltment abroad (Tutor Questionnaire N), an action which would obviously have 
been . . 

Inconvenient for the course organisers, but must be seen as the price to be paid 

for employing people who see themselves primarily as writers. Indeed, their sense of 
th . 

elr oWn professionalism seems to come from their status as professional writers 

rather th 
an professional teachers (see Chapter 8.3). 

This perception is reflected in the attitudes of those who have been 

largely resp 'bl c. •• h . . f . . . . L' 1 onsl e lor orgamsIng t e provIsion 0 scnptwntIng courses In Iverpoo. 

~id Evans and Bill Morrison emphasise the importance of using working 
)g 1'h . . 
to tCl~ U~versity instigated training sessions through its 'CE Lecturer Network' in 2004. It is too early 
Centre~ eth~r any scriptwriting tutors have taken advantage of this training (University of Liverpool 

or Lifelong Learning 2004). 
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Writers on such courses (Interviews 2001,2002). This ideal has been embraced by 

both Keith Birch and Tim Stone who, nevertheless, acknowledge that tutors' 

eXperience of and expertise in writing should be combined with experience and skill 

in teaching B' h d 'b h' , 'C'. " h . Irc escn es IS cntena lor appomtmg tutors t us: 

Because there's no such thing", as a recognised training for a creative writing 
teacher/ where did they come from? '" I set some standards ,,' on the type of 
person I was looking for", that those creative writing tutors that I employed 
Would have to be writers themselves/ professional writers", someone who 
~ould relate to the problems of the writing students as well as ", still being 
Involved and experiencing the whole thing, " but they also had to have the 
experience of dealing with adults '" some teaching experience as well. 
(Interview 2001) 

The eleven tutors employed to teach scriptwriting to adults in Liverpool from 

200011 to 20002/3 certainly fit Birch's criteria, This is perhaps the most important 

thi 
ng that they have in common, but it is not the only thing and the data obtained from 

them indicate quite a high degree of cohesion within the group, This might be 

eXpected in view of the fact that ten of the eleven were teaching for the University of 

Liverp I 
00 for at least one of the three years covered by the data and the eleventh tutor 

(Or . 
aham) had taught there up to 1999, Two tutors also taught for the WEA (A, N: the 

forme' 1 r s c asses were not in scriptwriting), another for the JMU (C), and three had 

recent eXperience of teaching writing for the local authority (H, I, P); while others had 

exp . 
enence of teaching writing for the Windows Project (A, B), the Everyman Theatre 

m)F . 
, Irst Take (P), Paine's Plough Theatre Company (H) and Wigan MBC (P). 

During the three years under review in this chapter, then, scriptwriting was 

taught' 
In Liverpool by a small group of professional writers who were not, for the 

lllost part, tied to one provider, but who had all worked for the University of 

L' 
tverpool. There is a real sense in which they were the successors of David Evans, 

seVeral having attended workshops or courses run by him and all having originally 

been employed as writing tutors either by him or his successor at the University, 
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Workshops and how they might have developed in the thirty years since the 
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Workshops started, will be discussed in the next chapter, which is primarily concerned 

With observations of scriptwriting classes and interviews with tutors during 2002/3. 
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Chapter 7 

!b.t...R.ole of the Scriptwriting Tutor: The Teaching of Scriptwriting Observed 

7.1 Tea h' 
C 109 methods employed by scriptwriting tutors 

One of the purposes of the questionnaire sent to tutors during my research was to 

establish how the tutors intended to teach scriptwriting. Question nineteen offered ten 

cOllllllon activities used in the teaching of adults and asked them to tick all those that 
the ' .' 

Y Intended to employ (see Appendix B). 

AU respondents, including those who were not subsequently observed, 

signalled their intention to use the basic activities of teacher talkllecture (a) and group 

discus' 
Slon (b) in their classes and, indeed, these methods were employed by all five of 

the observed tutors in varying degrees - although in retrospect I think the phrase 
, . 

group discussion' was too vague, as it could be interpreted as meaning either 
discu . 

sSlon by the whole group (or class) or discussion in small groups within the 

class Th 
. e respondents all intended to have students' work read aloud in class ( c); 

although there were variations in whether they intended to have the work read by the 

stUdent . 
Wnters themselves (ci), other students (cii) or guests such as professional 

actors ( ... ) 
CUI. In the event, I witnessed no readings by guests and only two classes in 

Wh' 
Ich stUdents read their own work, one of them being on a general creative writing 

course (Observations Cl, J1). Students' work was read by their fellow students, with 
th . ' . 

e Wrtter listening, in seven continuing education classes as well as the MA class 

(.A.82, B2, C2, C3, 01, 02, El, E2). All the tutors intended to make use of both 

reCord' 
Ings (d) and guest speakers (t). All except one of the respondents intended to 

uSe eXamples of work by other writers (diii), while seven intended to use programmes 

about Writing (di) and five to use examples of their own work (dii). I saw videotapes 

being Used in three sessions, including the MA class; the tutors in those classes used 
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C . 
°Ples of broadcast programmes about aspects of writing for the screen (B 1, Cl, C3), 

one of them also showing an episode of Cheers, as an example of good situation 

COmedy " . 
WTltmg (B 1). I also attended two classes involving guest speakers, one of 

whO 
Ich followed on from a theatre visit G) made the previous week (AB 1, E2: see 

Chapter 7.2). All but one tutor intended to use writing exercises both in class and at 

home th 
, e exception being Irene who stated that she was not a tutor but, rather, the co-

ordinato f . . 
r 0 a wnters' forum and was not paId for her work. It was clear from the 

observ l' a Ion that all the tutors either set 'homework' exercises to develop a particular 

skill Co . ... 
vered m the class, for example developmg a group of characters from a picture 

stimul ( . 
Us An 1), or expected students to work at home on their assignments for 

assessment add' . W . . " I d' I n accre ltatlon. ntmg exerCIses m c ass were not use as extensive y; 
hv' 

Itnessed one exercise done in pairs, one in small groups and one by a whole class, 

aU ofth . 
em Involving the same tutor (ABl, Bl, B2). The least popular technique 

among those suggested by the questionnaire was the recording of students' work ( e), 
who 

Ich none of the scriptwriting tutors intended to use. Individual mentoring U) 
featured' 

m the plans of all but three of the respondents. By its nature this could not 
form 

part of the normal class, and no extra time was allowed for it on any of the 

courses, but I did witness informal mentoring being carried out by most of those 

Observed, Usually before the start or after the end of the class (B t, Ct, D2, E2). 

It is clear from this range of activities and the tutor's varying role that the 

ClaSses Observed clearly fall within Groombridge's 'partnership mode' of adult 

educa1' 
lon, the' popular or personal mode' (1983, 12-16) having been superseded not 

Only because of increasing formality in the organisation of writing courses - or 

Perhaps their 'institutionalisation' (see Chapters 3 and 4) - but also as a result of the 
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changes in the tutor's role. Such changes are, of course, hugely influenced by the 

Context' h' . s In w Ich they work, as Brookfield has pomted out: 

The realities of curricular imperatives, grading policies, and institutionally 
devised evaluative criteria, as well as the difficulty of convincing 
administrators and sceptical faculty of education of the validity of a learning 
activity conducted in a self-directed mode mean that total self-direction is 
precluded. (1986, 67) 

It is possible to categorise these 'classroom activities' using the frameworks 

propOsed by Perrott (1982), Jarvis (1983) and by Cohen and Manion (1989), 

fallow' 
Ing Oeser (1960). Perrott proposes three common teaching activities: lecture-

eXPlanation techniques, discussion and independent studies. Cohen and Manion 

eXpand the t' h d" I d' . . I . ca egones to: teac er-centre activIty; ecture- Iscusslon; active earnmg; 
act' 

IVe learning with independent planning; group task-centred learning; independent 

Work with no interaction; and individual work. Jarvis, writing specifically about the 

educat' 
Ian of adults, groups teaching methods under three headings: teacher-centred 

methOds; student-centred group methods; and student-centred individual methods. 

The methods proposed by my questionnaire, with the notable exception of the 

readi 
ng of students' work, fit fairly comfortably into Perrott's model as follows: 

• Lecture-explanation techniques: teacher talkllecture (b); video/audio 

tape recordings (d); guest speakers (f); possibly, visits/trips (i). 

• Discussion: group discussion (b); some writing exercises in class (g); 

individual mentoring G). 

• Independent studies: some writing exercises in class (g); writing 

exercises at home (h). 

A.lternat· I . . Ive y, they could be grouped under JarvIS'S headmgs thus: 

• Teacher-centred methods: teacher-talk lecture (a); video/ audio-tape 

recordings (d); guest speakers (f); sometimes individual mentoring 0). 
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• Student-centred group methods: group discussion (b); reading of 

students' work in progress (c); taping of students' work (e); writing 

exercises in class in groups/pairs/whole class (g). 

• Student-centred individual methods: writing exercises in class 

individually (g); writing exercises at home (h); sometimes individual 

mentoring 0). 

Cohen and Manion's categories are, on the whole, less useful. The distinctions they 

Illake between 'active learning', 'active learning with independent planning' and 'group 

task-centred learning' are not clear when applied to practices within adult 

Scriptw' , ' 
fltmg classes. However, their separation of the 'lecture-discussion' from 

teacher-centred activities is useful in this context, as in the classes I observed teacher 

talk Or lecture often developed into whole class discussion, thereby becoming less 

teache 
r-centred and more student-centred, The terms 'independent work with no 

interaction' and 'individual work' could both be applied to the large amount of writing 

%~ , 
lllost tutors expected students to do at home, but neIther category allows for the 

\\layS in which such work was used in class. 

Indeed, the emphasis placed by all the observed tutors on the reading and 

discus' ' 
Slon of students' work, whether written as an exercise set by the tutor or as , 

\\IOrk' 
In progress' forming part of a larger assessment task, was the single most 

OUtstanding aspect of their common practice, This is what they all referred to as 

\vorkshoPPing', a practice which is not really covered by either Perrott's or Cohen and 

Manion's categories. However, 'discussion' and 'independent studies' in Perrott's terms 

cover parts of the activity, while in Cohen and Manion's terms, 'independent work 

\\lith no interaction', 'individual work', 'active learning' and 'lecture-discussion' might 

all be 'd 
Sal to be part of a workshop, Jarvis does specifically mention the workshop as 
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'st d 
U ents are enabled to undertake a piece of work, either individually or in groups, 
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and the product of the exercise may be subjected to the critical scrutiny of the class 

for disc . 
USSlon and appraisal' (1983, 148). However, my own observations of writing 

classes Suggest that much, if not most, of the appraisal, is done by the tutor. So is this 

a stUdent-centred or a tutor-centred activity? Perhaps such difficulties in defining 

tutorS'1ll th 
e ods should alert one to the danger of over-categorization. Indeed, Jarvis 

acknOWledges that 'in any teaching and learning session it is possible to combine a 

nUmb f 
er 0 approaches' (1983, 157). 

With this in mind I have constructed from my observations a different model 
ofacf .. 

IVlhes which scriptwriting tutors use in adult classes, expressed in terms of two 

main rol I 
es P ayed by the tutors: 

• The tutor as expert, where the tutor shares knowledge about scriptwriting 

with the students, whether by means of lecture, hislher contribution to 

discussion or the introduction of the students to the work of other 'experts'. 

The tutor can play this role via teacher talkllecture (a), group discussion (b), 

video/audio tape recording (d), guest speakers (t), visits and trips (i) and 

individual mentoring G). The tutor might also play this role when responding 

to the reading of students' work (c) and setting writing exercises (g). 

• The tutor as facilitator, l where the tutor's primary role is to chair a meeting, 

along the lines of the writers' workshops discussed in earlier chapters, and 

thereby to facilitate the sharing of students' work and the discussion of that 

Work. This includes the reading of students' work (c) and group discussion (b), 

probably following on from writing exercises at home (h). Also in this role, 

~-------------
Il~~~n (qUoted in Tight 2002» defines a facilitator as 'a person who has the role of helping 

IPants to learn in an experiential group'. 
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the tutor could instigate taping of students' work (e) and writing exercises in 

class (g), which might form the basis of a 'workshop' type session. The tutor 

might also be said to be acting as a facilitator when he or she provides access 

to the expertise of others, via (t), (g) and (i). 

Clearly these two roles are not mutually exclusive and overlap at many points. Of 

particular interest is the way in which the first role is constantly brought into play in 

the' 
Workshop' situation so that, while workshops form a major part of all the courses 

observ d . 
e , there seems to be a noticeable difference between the workshops I observed 

du' 
nng 2002/3 and the more traditional workshops described in Chapter 3, wherein the 

role of 
expert was consciously avoided. So, whatever teaching methods and styles are 

being d 
eployed in a class, the tutor often plays both roles simultaneously, with the 

balance between them varying according to the activity taking place.2 

It is possible, of course, to arrive at a greater number of discrete roles for the 

teacher of adults, Apps (1979) describes six possible roles (trainer, conditioner, 

counsell 
or, model, resource and guide), while Ruddock (1981) suggests eight 

(resour 
ce person, expositor, demonstrator, promulgator of values, taskmaster, 

assessor, helper and group manager). I would argue that over-categorisation is 

UItim ' 
ately unhelpful when looking at what a tutor does in a class. I prefer to see the 

tUtor's 
role as a continuum, with the 'tutor as expert' as one extreme and 'the tutor as 

faciIit , 
ator at the other, The diagram below demonstrates how common activities 

Illight b ' 
e ranged between the two extremes. These are shown above the hne. I have 

om' 
Itted 'gr d' 'b f h 'bl fu ' b' , oup ISCUSSlOn' ecause 0 t e POSSI e con Slon a out Its meanmg 

Illent' 
loned above and because in practice it proved to be a part of most of the other 

activ' , 
~ rather than an activity in its own right. Below the line are some possible 
2~f 
the :::riss (2002) questions the dominance of the workshop in the teaching of creative writing, citing 
WOuld gers of the 'group dynamic' and the shift in power from teachers to students. My observations 

Suggest that, in the Liverpool classes, the balance has been changing back in favour of teachers. 
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variati 
ons on the tutor's role, suggesting what he or she might be providing during the 

actiVities Th' . 
. IS IS, of course, inexact and open to argument, but, as a paradigm of what 

gOes on' , 
10 scnptwriting classes, it is arguably more useful than an attempt to 

categOrise either classroom activities or aspects of the tutor's role in a series of lists. 

Activities 

Teacher taIklIecture Readings of student work 

Mentoring Guests/videos/trips Writing exercises 

Expert Facilitator ------------------------------------------
Trans ' , kn miSSion of Advice 

OWledge 
Access Development Instigation Chairing 

to knowledge of meeting 

Tutor's role 

Figure 1: The role of the scriptwriting tutor 

In the fOllowing two sections of this chapter, I shall illustrate how the tutors in 

the stUdy fulfil these roles in practice. This will be done by looking at each role in 
tUrn 

, and Considering how the scriptwriting tutors play that role through the medium 

of the a t' , . 
c IVltles on the continuum. 

7.21'h 
e tutor as expert 

Writin ' 
g IS, broadly, a 'skills-based' rather than a 'knowledge-based' subject. This may, 

in Part, aCCOunt for the difficulties it has encountered in the past in being accepted as a 

SUitabl ' 
e Subject for study. Its defenders, such as Morley and Worpole, who refer 

iro ' 
nically to 'the skill which cannot be taught' (1982, 124), point to subjects such as 

mu' 
SIC, art, drama and even English literature as examples of skills-based subjects 
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wh' 
Ich are well established and whose teachers are accepted as skilled professionals, 

Perhaps one of the most significant developments in the teaching of scriptwriting over 

the last twenty years is the growing belief amongst tutors that they have a role which 

goes beYond that of the workshop leader of the 1970s and '80s, This belief is 

accompanied by a growing confidence that they, as individuals, have skills and, 

indeed kn 
, Owledge which give them the status of experts. 

A rare early description of the role of the tutor in a writing class, rather than a 

Workshop, can be found in Jones (1981). Expressing surprise at 'the reliance upon 

authority manifested by [his] students' (20), he reluctantly embraces the role of the 

eXPert. However, his ideas about what he is teaching, and why he is teaching it, are 

Very much of his time, Like Evans and other early workshop leaders, he sees his 

students' wrl't' 'h' f ' I . If' , mg nelt er In terms 0 potentia commerCIa success nor 0 artIStiC 
ach' 

levement: 'The job of the tutor is not to produce "artists", but people who are better 

enabled t 
o use words to express themselves for their own enlightenment and for the 

PleaSure and education of others' (Ibid., 21), It is interesting to compare his account 

With th 
at of Burrows (1973), who also rejects commercialism but does see her 

student' 
s Work in terms of artistic achievement. 

In simple terms the expert, in this context, is someone who knows things the 

Students do not already know and, more importantly in the context of transmitting 

skills k 
, nows how to do things that the students do not yet know how to do. It is his or 

her' 
Job to pass on this knowledge and these skills to the student. There are several 

WayS in which the tutors in the study do this in practice: by sharing their knowledge 

eXplicitly in a fairly formal way; by enabling the students to access knowledge for 

thellls I 
eves; and by responding to the students' needs and wants by offering help and 

ad . 
Vice, The knowledge which they share with their students is not, normally, the sort 
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of knOwledge of a subject an historian, say, or a biologist might pass on. Rather, it is 

knOWledge about how to improve one's skills as a writer and how to sell one's work. 

With this end in mind, most of the tutors in the study feel that they need to share 

specific information and/or advice about such things as character, dialogue, structure, 

layout and marketing. For example, Helen, in answer to question 28 on the tutor 

qu ' 
eSbonnaire (In what sense(s) do you think writing can be taught?) mentions 'general 

rules and ' , 
pnnClples '" such as layout, presentation, scene structure and 

charact" . 
ensatton', Charles lists 'technical stuff - e.g. layout and "tricks of the trade"', 

wh'l ' 
1 e Bnan maintains that, 'in playwriting there are fundamental rules about drama, 

theatre h -
,c aracter and plot, etc, Craft, and a mature reflection on craft, can help 

stUdents truly appreciate the works of established playwrights; this in tum feeds into 

their 0 
Wn Work', Graham agrees that 'story structure and character development can be 

taught t . 
o some extent', but feels that 'dialogue needs an inner ear.' In answer to 

qUestion 25 (What do you think your students will gain from your courses?), Andrew 

mentions' k'll . fb 'I ' , SIS and knowledge', Brian hopes for 'an awareness 0 aSlC p aywntmg 
sk'l 

lIs and craft', and Graham thinks that the students might gain 'a little insight', 

The tutors' own knowledge seems to have come principally from three 

sources' h . , . 
,ot er experts who have written, broadcast or spoken about the subject; 

eXalllples of good and bad practice in scriptwriting from which they have drawn 
int 

erences and developed theories; and their own experience of writing. An example 

Of the fi 
Irst of these came when Charles was talking to his students about story 

Structure during the fourth of his twenty sessions. He had clearly prepared what he 

had t 
o say, as he used notes on cards while speaking to the class, and the fact that he 

had adapted or developed his ideas from a written source was made explicit when he 

recommended a book about writing, which he himself had consulted, to the students 
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(Frensham 1996). In doing this he employed two of the three tools of his 'tutor as 

~~~'h" . e. s anng knowledge 10 a formal way and helpmg the students to access 

knowled 
ge for themselves. The importance of the second source of knowledge, 

inferen d 
ces rawn from examples of good and bad practice, was clear in every class I 

attended, with tutors making frequent references to scripts of which their students 

tnay Or may not have had prior knowledge; in one class, on situation comedy, I 

COUnted 24 references to examples of the genre.3 Most of these references arose 

naturalIy from d" d '11 . h k' . ISCUSSlon or were use to 1 ustrate a pomt t e tutor was rna 109 10 

response t 
o a students; but 22 minutes of the class were spent watching a video 

reCording ofan episode of the American situation comedy Cheers, which was then 

discuss d' 
e In the light of the work that had been done in the class about 'stock 

predicam ' 
ents (B I). In another class the same tutor made references to writers 

Includi W" . 
ng llham Shakespeare, George Bernard Shaw and David Mamet, drawmg on 

a breadth f' . 
o hterary reference unusual in the classes I observed. Half of that particular 

class Was devoted to discussion, with its writer and director, of a play which the 

students h d 
a attended in lieu of the previous week's class (ABI). 

Knowledge drawn from the tutors' own experience was also frequently used, 

Perhaps SUPPorting the widely hel~ idea that tutors need to be professional writers. 

ernest, for example, talked about his experiences of 'studying the market' and 

'targ f 
e lng' (E2); while both Andrew and Brian contributed to a discussion about 

'\\tr'f 
ling habits' with anecdotal material about their own experiences (AB I), and Diane 

stated h ' 
er lOtention to use examples of her own writing to demonstrate layout and 

Present ' 
abon (Ol). I would argue that that these three sources form the 'body of 

knOWledge' that a scriptwriting tutor requires in order to fulfil the role of expert. 

~-------------AI' 
Class~: o~ films, plays, television scripts and writers referred to by tutors and students during the 

o served can be found in Appendix E. 
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Having acquired the knowledge that makes them experts in the field, how then 
d'd 

I the tutors transmit this knowledge to their students? I have already mentioned the 

three main ways in which this is done. The first of these, the explicit sharing of 

knowled . 
ge, lS perhaps the purest manifestation of the tutor's role as expert and forms, 

therefore one t f . S h 1" •• fk 1 d . , ex reme 0 my contmuum. uc exp lC1t transmlSSlon 0 now e ge IS, 

in highe . 
r educatlOn, associated mainly with the lecture. In the case of the observed 

classes thO . 
, lS IS where Cohen and Manion's term 'lecture-discussion' becomes useful 

( 989) Th . . . 
. e tradItIonal lecture, where the lecturer addresses an audIence of students 

for a ConSiderable length oftime, possibly followed by questions or discussion, was 

not ameth d 
o used by any of the tutors in the study, although sessions involving guest 

SPeakers resembled this model rather more closely. This is hardly surprising in view 

Of the sit . 
uabon. First, the physical layout of the rooms used did not suggest the 

appro . 
pnateness of the lecture. None of the classes I observed took place in lecture 

theatres 
, most of them being in 'seminar rooms', where the tutor's desk was at the 

front, in front of a whiteboard and a monitor or screen, with the students sitting at 

tables 
arranged to form the other three sides of a rectangle. The exception was Diane's 

first cl 
ass, Which, because of a shortage of rooms large enough to accommodate the 

27 stUd . 
ents who had enrolled on her course, took place in a science laboratory (D 1). 

ny the time I observed Diane again, her class had been moved to a smaller room with 

a laYout . . 
Slmllar to that of the other classes (02). The accommodation, therefore, 

SUg gested a' . seml-formal' structure to the classes. 

Second, the numbers of students involved would suggest a bias towards an 

inform 1 
a approach. The biggest classes I saw involved eighteen students (AB 1, B 1, 

D1hvh'! 
1 e the smallest contained only four (C2). A formal lecture would clearly be 

inappropriate in these circumstances, particularly as adult education course providers 
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So often stress the informality and friendliness of their classes. One must also take 

into acc 
Ount the nature of the students. A group of adults on an open-access course, 

comp . , 
nSlng students with widely divergent social and educational backgrounds, is 

qUite likely t ' 1 d I' , o tnc u e people who are either not used to Istemng to a tutor talk 

Without interruption for any length oftime, or unwilling to allow him or her to do so. 

In sUch circumstances, a session intended as a lecture might easily tum into a lecture-

discuss, , 
Ion. ThiS was demonstrated in Charles's session on story structure (C1). 

Charles defined his objectives for this class as 'to find out how to choose a 

story and what makes a story viable'. In all, he devoted 67 minutes, over half the 
sess' 

lOn, to exploring this topic through the medium of lecture-discussion. The second 

half of the class was spent on the reading and discussion of students' work arising 

frolll an exercise set in the previous class. Having established a friendly atmosphere 

through' 
Informal chat, Charles addressed the class from a seat at the front, 

OCcaSionally referring to notes on cards. At the start it appeared that this would be an 

eXalllple of planned teacher talk, with the tutor delivering something close to a lecture 

on his ch 
osen topic. It was not long, however, before a student interrupted. Students 

Co ' 
nttnued to interrupt to ask questions or make comments, so that this section of the 

leSSon became a mixture of prepa;ed teacher talk and informal discussion arising from 

the Content f h" d" h' SOlS talk, with students' comments an questions sometimes avmg 

little r I 
e evance to the subject matter. One student, for example, interrupted while the 

tUtor 
Was talking about the concept of the hero to ask a question about the 

reqUire 
ntents for course work. Many questions, however, were relevant. For example, 

Charles responded to requests for clarification of the phrase 'high concept' when he 

was talk' 
Ing about 'buddy films' and 'high concept films', Later, arising from the tutor's 



remarks about 'commercial' and 'art' films, there was a fairly shapeless discussion 

Cent' 
nng on attempts to distinguish between the two. 
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Charles seemed to be remarkably patient with the students, some of whom did 

not feel the need to adhere to generally accepted codes of classroom etiquette, such as 

Putting up one's hand, allowing others to take their tum, or waiting for the tutor to 

finish In k' 
a Ing his point. After the class, however, Charles told me that he had made it 

clear in previous sessions that he encouraged interruptions and discussion. Certainly, 

at this st . 
age In his course (the fourth of twenty sessions), he would not be able to 

assume . . 
any pnor knowledge or experience on behalf of his students, a problem 

comm _ 
on to aU open-access adult education classes. An uninterrupted lecture, in these 

circum 
stances, would probably not be appropriate as the tutor would have no way of 

knowi 
ng What these students already knew, what they needed to know and what 

WOuld be the most appropriate way of delivering that knowledge. Interaction between 

the tut 
Or and students was clearly necessary, then, if the tutor was to communicate his 

expert knowledge effectively. If the student had not asked him to explain the term 

'highc 
oncept film', how could the tutor have known that an explanation was 

necess ? 
ary Other students might have had no difficulty with the term. In order to find 

the' ' 
nght level for this talk, and thereby ensure effective learning did take place, 

Charles created a forum in which his students felt comfortable asking questions and 

eXpressing their views. The price he paid for this was an occasional lack of focus on 

the task and the potential for certain students to dominate discussion and possibly 
al' 

lenate oth . h d h' ., d ers. For example, one student perSIstently s oute out IS opimons an 

thOughts, Whether relevant to the discussion or not, including one occasion where the 

tutor was discussing science fiction and he responded by asking, 'Have you seen 

A. 11JadeUs?' 
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It Was clear, however, that this tutor was aware of the constraints of time and 
the' 

IInpOrtance of retaining focus on his objectives. On several occasions I noted that, 

after disc ' 
USSlon between students had gone on for some time or wandered a long way 

frorn th ' 
e Pomt made in the tutor's talk, he brought the class back to the subject with 

, 
lnterj , 

eChons such as 'okay' or 'let's get back.' Such interjections were sufficient to 

aSsert h' 
IS authority. He told me after the session that he kept an eye on the time and 

Was careful to keep to his plan, while encouraging lively discussion and not minding 

irreleva ' 
nCles because, in his words, 'they've got to get it out',4 

This tutor was the only one I observed devoting a substantial amount of his 

tirne to the 'lecture-discussion', although several other tutors indicated that they had 

done S ' 
o 10 classes I did not observe, an assertion supported by references back to 

these S ' 
eSSlons during discussion. For example, Ernest started one of his classes, which 

Was In ' 
atnly devoted to the reading and discussion of students' work, by spending two 

rn' 
InUtes recapping briefly the subject matter (dialogue) of the previous session. Ernest 

also told me before this class started that one of the objectives of the session was to 

1ntrod 
uce the idea of 'the heroic journey', Before the class arrived he had drawn a 

diagr 
am on the whiteboard, with the title 'The Heroic Journey', which many of the 

~ . 
udents Copied. At a later stage in the session he spent ten minutes talking about this, 

SUPPOrting his talk with a photocopied handout (E1). Several of the tutors indicated 

that lecture-discussion was used more often in the early part of their courses, as they 

tended to move on to sessions dominated by the reading and discussion of students' 

WOrk later in the courses. 

~----------------re~~~eve~, the great reduction in the number of students on this tutor's course, from eighteen 
the cocred m October 2002 to four at the time of the second observation in February 2003, taken with 
SUgg nUnents of some of his students on their evaluation questionnaires (see Chapter 10) might 

cst that these techniques were not altogether successful, possibly alienating some of his students. 
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The term 'Iecture- discussion' can be extended to include the cluster of 

activities who h 
IC I have grouped under the heading 'guests/videos/trips'. The tutor's role 

here rni h . 
g t be saId to be that of 'expert by proxy' as tutors are providing students with 

access t h 
o ot er experts. The tutors' own expertise is used here partly because they 

have kn I 
ow edge, which the students do not, about where to find these resources and 

Partly b 
ecause they need expertise to interpret these resources to the class. The play 

that A.ndrew and Brian took their students to see formed the basis of discussion in 

class, led by the tutors (AB 1). Similarly, video recordings of programmes about 

WritingW 
ere used by both Brian (a documentary about situation comedy writer John 

Cleese) 
and Charles (an episode ofa BBC documentary series about soap operas) to 

stilllUlat d' 
e lscussion after they had been put in context and explained by the tutors 

(nl, C2). 

I Observed two classes in which guest speakers were used in similar ways. In 

the first f 
o these (AB 1) there were two guest speakers: the writer and director of a 

Play seen by the group the previous week. The session was divided in two, Brian 

taking r . " . 
eSponslbIhty for the first half, which was centred on the guest speakers, and 

Andrew b . 
etng responsible for the second half. As in Charles's class discussed above, 

the tut . 
ors established a relaxed atmosphere by chatting to the class before the arrival 

of the O1'e to· d h . b' d' ~... s s. ne of the guests was late and Bnan starte t e seSSIOn y lOtro UClOg 

the director. This guest then spoke without notes for thirteen minutes about his 

backgr ound and his job as a'dramaturg'. Both Brian and Andrew asked questions, 

apparently designed to encourage the guest and guide the direction of his talk (for 

eX:arnpl 
e, 'Do you remember the first play you wrote?' and 'What are your habits as a 

Writer?') I . 
n contrast with Charles's 'lecture-discussion' seSSIOn, however, the speaker 

wa . 
s not interrupted by students, except once with a very brief and quiet comment, 
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Until Brian invited the students' participation. He did this by addressing to them a 

d' 
Irect, closed question arising from the speaker's remarks, which elicited a show of 

hands in response. Shortly afterwards, the second speaker arrived and the discussion 

ContinUed between the tutors and their guests for a further eleven minutes. After that, 

Brian invited the students to address questions to the speakers, which they did until 

they Went for a break 28 minutes later. 

Ernest's session with a guest speaker followed a similar pattern, although in 

this Ca h 
se t ere was only one guest and one tutor (E2). After being introduced to the 

class tho 
, IS guest, a writer of television drama and a former student of Ernest, spoke 

without inte . C'. h' . .. I .. b' h' I rruptlons .lor t lrteen mmutes, agam mam y glvmg auto lOgrap lca 

details, until the tutor signalled a transition from lecture to discussion (,Let me stop 

You '" let's put it in context of what we've been doing'). The discussion then 
Co . 

nbnued for the rest of the session, excluding a fifteen-minute coffee break, with 

Ernest taking a chairman's role, encouraging the students to ask questions and 
dire r . 

c Ing the discussion by his own questions and comments. 

In both these sessions, there was a clearer distinction between the 'lecture' and 
'd' IScuss' , 

Ion components than in Charl~s's session. There was also a greater degree of 

COntrol exercised by the tutors in terms of inviting contributions from students and 

dire t' 
c lUg the discussion. This greater formality might have been due to the fact that 

the 
Y Were dealing with outside speakers, a situation which demands a certain degree 

Of fOllnality in the tutor's role, accepted etiquette requiring that the tutors should 

introd 
Uce and thank the speakers, and make them feel comfortable. However, it was 

~~bl ' . e that m the other observed classes taught by Ernest, Andrew and Bnan 

discu . 
SSlon was similarly organised and controlled by the tutors. The rather chaotic 

stYle of discussion in Charles's class could be attribu~ed to the tutor's chosen style or 
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to the dynamics of the particular group of students. In view of my observation of his 

class at n. AT T 

"!VJ.U (C3), 'where the students were far less assertive in manner and the 

discuss' 
Ion more focussed, I am inclined to the latter view, 

This aspect of the tutor's role when dealing with guest speakers may seem to 

relate to th 'd e 1 ea of 'tutor as facilitator' rather than 'tutor as expert', in that his or her 

function' 
IS to enable contact between the guest and the students to take place and to 

ensure th h 
at t e meeting is well run. In both cases, however, the tutor's role as expert 

Went beyond the function I have already mentioned of helping the students to access 

eXPe . 
rhse. All three tutors took an active role in discussion and used their own 

knoWled 
ge to encourage, support and interpret the discourse between speakers and 

stUde t 
n s. For example, Brian's questions to his speakers about the process of writing 

. ('What pr bI '" 
o ems do you encounter as a wnter?' and 'What adVIce would you gIve?' 

(ABI)) helped to focus the discussion, and both he and Andrew contributed anecdotes 

about their own writing experiences to the discussion. Ernest also talked about his 

oWn experiences and on several occasions made explicit links between what the guest 
sa'd 

I and themes that he had covered in previous sessions: for example, clarifying the 

guest's remarks about 'directions' by making a distinction between 'cluttering the 

script 'h ' 
Wit dIrections' and 'describing the action,' and using as an example a recent 

episode of BrOokSide which had been written by the guest speaker (E2). 

These sessions were also interesting in terms of the type of knowledge to 

Which th 
e students were gaining access via the guest speakers. Whereas Charles's 

lecture-discu' , 'I b' 'k'll h ' SSIon seSSIon was mam y a out ImprOVIng SIS, t ese two sessions 

tended to focus more on the processes of becoming and remaining a professional 

Writer' h 
' OW to be a successful writer as opposed to how to be a better writer, This 

~~s . 
came not only from the students, whose questions seemed to be mainly about 
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these aspects of writing (for example, 'How did you fit into Emmerdale?'), but also 

from the guests themselves, whose brief seemed to be to talk about their professional 

lives and' , 
, IncIdentally, to give advice to the students about their own writing. Most of 

this ad ' 
VIce was about marketing their work: for example, advising students that they 

should write a half-hour script to use as a 'calling card' or, when talking about writing 

for series and serials, explaining that 'you've got to decide what kind of writer you are! 

it's You ' 
r VOIce! but it's not your show' (E2). On both occasions, the guests actively 

encOUraged the participation of students by asking them about their own writing. 

Other examples of how tutors played the role of expert by giving advice to students 

\ViII be discussed below. In this context, that role was shared by the tutors and the 

guests speakers, in such a way that a good deal of both sessions consisted of 

discus' 
Slon between the tutors and the guests, as if they were 'panels' of experts. 

It also struck me that one of the purposes of the guest speakers was to inspire 

the stUdents in a way that their tutors, whether because of familiarity or comparative 

lack of success in professional writing, might be less able to do. The choice and 

aVailabT 
1 Ity of the speakers was significant here, all of them having pre-existing 

connect' 
IOnS with the tutors, one having been a course tutor and another having been a 

stUde t 
n on one of the tutor's courses. They all sought to create a sense that becoming a 

Profes ' 
slonal writer was an achievable goal. Ernest's speaker's remark about herself, 

'IC 
she can do it [so can I]' (E1), echoed Bill Morrison's comments about his role in the 

early Playwrights' workshops (Morrison Interview 2002). Both this speaker and the 

director who spoke in Brian and Andrew's class made explicit connections with the 

recent scriptwriting tradition of the area, one of them referring to Willy Russell and 
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Jimmy M G 
c ovem as influences, the other comparing Russell and Alan Bleasdale to 

The Beatl ' 
es In terms of their influence (AB1).5 

Other ways in which tutors provided students with access to expertise 

Included k' 
rna Ing recommendations of useful texts (B 1, C 1), distributing handouts and 

leaflets 'h 
elt er prepared by themselves or obtained from sources such as the BBC 

(ABI, BI, DI, D2, EI), and encouraging students to use the University's Continuing 

Educatio l'b 
n I rary and the 'book boxes' (containing appropriate texts selected by each 

tUtor spe 'fi 
Cl ICaUy for his or her class) provided by the library (ABI). 

The third way I have identified in which tutors share their expertise is through 
respond' 

Ing to students by giving them specific help and advice. I have already 
Illenti 

oned how this was done during sessions involving guests. In this semi-formal 

Context st d 
u ents took advantage of the discussion or question and answer format to 

seek adv' , , , 
Ice, WhIle the tutors and guests drew inferences from what was saId to gIve 

general d ' 
a VIce to the students. Similarly, opportunities arose for the tutor to give 

sPecific ad' , 
VIce In Charles's 'lecture-discussion' session. Perhaps the most effective 

veh' 
Icles for giving individual help and advice, however, are mentoring and marking. 

Both ' 
gIVe the tutor the opportunity to focus advice on specific aspects of a student's 

work. While I did not witness any formal mentoring sessions, and I understand that 

there Was no 'fi' 'd l'. h ' I d'd ' , I speci IC tIme set aSI e lor suc sessIons, I see tutors gIvmg persona 

advice t 6 
o students before and after classes, and during breaks. I also saw students 

sublllitt' 
Ing Work to be read by their tutors and tutors returning work to students. While 

~------------'I1ti 
in dCV:IS~aker, in his role as 'dramaturg' at Productionline was trying to offer a service to local writers 
"'hen ROPing their work for stage that had probably not been seen in the area since the early 1980s, 
Session usseU and Bleasdale were involved with the Playwrights' Workshop. Not long before this 
!orgC 1i~as ~bserved, the directors of the Everyman and Playhouse started once more to attempt to 

CharI S With local writers (Everyman Playhouse 2002). -
the St~S, for example, spent several minutes in the corridor talking to student about his script before 
"'ork (D~f a session (Cl). Diane spent her coffee break in the classroom talking to a student about her 

). 
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the formal assessment of work did not take place until the end of the courses, one 

would expect that such marking would provide an opportunity for tutors to use their 

eXpertise to help students improve their skills. However, this idea was not supported 

by the tutor questionnaire, their replies to the question about the advantages of 

assessment (question 27) being couched in rather vague terms, not giving much of an 

idea of What sort of advice or help might be given: ,[Assessment] gives a sense of . 

WOrth to [people] that academia may have bypassed' (C); 'useful for students with 

little formal education' (A); and 'seeing the students' creative efforts, to see if their 30 

~~~l . 
Pays reflect the teaching and learning on the course' (B). 

On the other hand, such help and advice, whether in the fo~ of specific 
ad ' 

vICe addressed to an individual student or general advice and 'tips' addressed to the 

. Whole cl ' , 
ass, was gIVen throughout all the classes observed. Most often the adVice 

arose from the discussion of students' work in workshop situations, a format that 
dolll' 

tnated the sessions observed, taking up the whole offive of the ten scriptwriting 

ClaSses observed (AB2, C2, 01, 02, E2) and part of another two (Cl, C2), as well as 

rOUghly half the MA class (C3) and the local authority creative writing class (11). 

l'hat the tutors dispensed such advice when playing the role of workshop leader 

Shows how much their role in the workshop has developed from simply being that of 
a 'f: ' 

aC1litator', in the sense understood by early workshop leaders, to a more complex 

role wh 
' ose effectiveness depends to a large extent on successfully playing the role of , 

eXPert' 
at the same time. 



7.31he t 
utor as facilitator and the changing role of the workshop leader 

You wrote a poem! read it out! everyone gave a little round of applause and 
you had a cup of tea and a Jaffa cake, (E2) 

This is h h ' ow t e guest speaker at one of the classes I observed m 2002/3, a 

professional television writer, described her early experience of attending writers' 

Workshops, In this section I shall explore how much the concept of , workshop ping' 

has changed and how that activity was used by scriptwriting tutors in 2002/3, 

I have already discussed the reluctance of workshop leaders such as David 

Evans, Barbara Shane, Janice Sear and Keith Birch to describe themselves as 
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teachers tut I ' , , , "~ 'I' , , ors or ecturers, prefernng such terms as 'chair, convenor or laCI Itator 

(see Ch 
apter 3), The last of these terms remains popular amongst educationalists 

Working 'h 
Wit adults, probably for much the same reasons that the early workshop 

lead 
ers used it - the feeling that it lacks connotations of authority, thereby creating a 

~~ , , 
equahty; and that it creates a sense of the student or learner bemg 

lOdep 
endent and in charge of his or her own learning, with the facilitator's purpose 

being t h 
o elp students to gain access to knowledge, skills and opportunities, 

nrookfi Id 
e has described how 'educators and trainers regularly declare themselves to 

be facir 
ltators of learning rather than teachers or instructors, and the term has now 

entered the mainstream of educational literature', citing its usage in the 1970s and '80s 

by a number of academics (1986, 62-63), Tight sees the rejection by many people 
~ork' . 

lng in adult education of the term 'teacher' as arising 'in part from a wish to 

distin ' 
gulsh themselves from schoolteachers, and in part because of the perceived 

inappro ' 
,pnateness of what are seen as typically schoolteaching methods to adults' 

(
2002,28), However, it is clear from my research that writing tutors, including some 

of those m t' h' b ' 'I en lOned above have, over the past t lrty years, ecome mcreasmg y 

ComfOrtable with the idea that they are tutors or teachers, just as they have become 
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Cornfortabl ' 
e wIth the idea of classes or courses, rather than groups or workshops 

(Interview B' 
s: Irch 2001, Evans 2001, Brian 2003, Charles 2003). 

Nevertheless, all five tutors obserVed for this study continued to use the term 

'worksho ' 
p, not to describe the group in which learning took place, but rather to 

describe 
one of several ways in which learning took place in their courses. All five, 

and tn 
Ost of the additional respondents to the tutors' questionnaire, signalled that they 

would d 
evote a large proportion of their classes to 'workshopping' students' work, the 

term Co 
mmonly understood by tutors and students to describe the reading out by 

students f 
o Work written at home followed by discussion of that work by tutors and 

students 7 I 
. n the event, seven of the ten University of Liverpool classes observed 

COnta' 
Ined some 'workshopping', as did both the Liverpool John Moores University 

MAcla 
ss and the LEA class (AB2, B2, Cl, C2, C3, Dl, D2, El, JI). Consideration of 

the ft 
ortnat and conduct of these sessions will form a useful basis for a discussion of 

how the tutor's role in this situation has changed from that described by participants in 

earlier I 
, ess formal writers' workshops. 

In the classes observed during 2002/3 workshop techniques were used in two 

different 
Ways. In three University classes and the local authority class students read 

work \Vh' h 
IC had been written as the result of an exercise set by the tutor in the 

Previ 
OUs class and which focussed on a specific aspect of writing. In his first observed 

class Ch 
aries asked students to give a three-sentence 'pitch' of a story idea. The 

I 

WorkshoPPing' of these ideas occupied 50 minutes of his two-hour class (in which 

there \Vas no break), and fitted in with the lecture-discussion of the first half of the 

class r f1 . , 
, e ectmg hIS stated aim: 'to find out how to choose a story and what makes a 

Viable 
story' (Cl), The first class I observed taught by Diane was devoted entirely to 

~ 
Whcn' --. ------

a1tnost IIlt.Cl'Vlewed, Brian and Ernest both confrrmed that they devoted the second half of their courses 
enhrcly to considering work in progress in a 'workshop' situation (Interviews B and E). 
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the reading and dl' . f h . &". h . . .. I SCUSSlon 0 s ort scnpts lor two c aracters, gIven as an 100tia 
exercise in " 

wntlOg dialogue (D1). Ernest also focussed on dialogue, but in his case the 
exercise 

Was the reduction of a script, written for a previous session, from four pages 
t°tw 

0, concentrating the issue of whether the dialogue was 'moving the plot forward' 

and'reve r . 
a 109 lOformation about the character' (E1). These sessions took place in the 

fOUrth . 
, SIxth and fifth weeks of the respective courses. Jane, whose class was only 

Partially b . 
a out scnptwriting, had set two different tasks: one on openings to short 

stOries a d h 
' n t e other a short piece of dialogue based around a situation and characters 

provided by her (11). 

The second way in which workshop techniques were used was demonstrated 
bYB' 

nan, Charles, Diane, Brian and Andrew in their joint class, and Charles in his 

.MAclass I 
. n all cases except in Charles's two classes the workshop took the whole of 

the Se . 
SSlon. In Charles's University of Liverpool class, the original intention had been 

to sPend h 
t e whole class on the workshop, but there was not enough work brought in 

to last III 
ore than half the session (C2). In his JMU class he spent (as planned) only the 

SeCond hI. . 
a f on the workshop, the first half being spent on a lecture-discussion (C3). In 

all ea 
ses the work read and discussed was 'work in progress'. However, in no case was 

it a rn 
atter of students simply bringing in work of their own choosing. Rather, tutors 

had asked specific individuals to bring their work for that particular session. Also, all 

the \York brought in comprised sections of scripts that the students were working on 

withthe' . 
lOtentIon of submitting them for assessment at the end of the course. All 

Session .. . 
s observed at the UniverSity of LIverpool took place In the second half of the 

Planned 
COurses (weeks fifteen, sixteen, seventeen and eighteen). 

It is apparent, therefore, that the structure, and to some extent the content, of 

these Workshops sessions were predetermined by the tutors, albeit more rigidly in the 
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first th ' 
an In the second group. Tutors did not simply tum up and wait to see what the 

student 
s presented, as they might have done in the workshops and writers' groups of 

the 1970s. This version of the tutor as facilitator could not work within the more 

formal system imposed by the institutions within which they worked, given the 

demand 
s made on tutors to produce schemes of work, to have clear aims and 

objectiv 
es and to work towards the production of work which was capable of being 

assessed for a d' , , h d' , k b h ccre ItatlOn. The students' mfluence on t e lrectlOn ta en y t ese 

sessions I" , 
Was Imlted to making choices about whether or not they brought m work to 

bed' 
Iscussed and on their contributions to the discussions. 

It could be said that the tutors played the role of facilitator by structuring their 
courses' 

In such a way that opportunities were given to their students to do three 

things: to Work' d d I ( " , b' fth ' h') t 10 epen ent y wntmg scnpts on su ~ects 0 elr own c oosmg; 0 

make de ' , 
CISlons within the workshop sessions both about what was discussed (by 

choosin h 
g W at to present to the workshop for discussion); and to influence the 

direction ofth d' '(b k' 'b' h d' , fth ' e ISCUSSlon y rna mg contn utlOns to t e ISCUSSlon 0 elr own 
and oth 

er students' work). However, the tutors were clearly not acting simply as equal 

members of the groups in the way described by the leaders of early writers' 

wOrksh 
ops. In the first group of workshops the structure and, to some extent, the 

Content f ' , , 
,0 the workshops were imposed by the tutors who, by settmg wntmg 

e>terc' 
Ises for their students, had used their expertise as writers and teachers to 

determ' 
Ine What aspect of writing should be explored in that particular session and 

how it h 
. s ould be explored. 

In all the observed classes, the tutors imposed structure within the workshop 
session 

s. It Was clear that all five University tutors had established routines and 
Practic > 

es that, by the time their classes were observed, were familiar to the students. 
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Brian a d A 
n ndrew, for example, began every class by spending between five and ten 

minutes on an exercise they called 'overheard voices', wherein students volunteered 

snatches of Conversation they had overheard during the previous week (AB 1, AB2, 

BI B2) Th' 
, . IS not only helped the students to relax and start talking, but also 

emphasised the importance of observation and of establishing routines in writing. In 

aU the 
Workshops observed, with the exception of Charles's first session, students 

either brought several copies of the script with them or had previously given the script 

to the tutor to COpy. All the tutors routinely asked the writer of each script to 'cast' it 

froIll am . 
ong their fellow students. Both Diane and Ernest stressed that the writer 

shoUld not read his or her own work, Diane explaining that 'the object is to let the 

Person h '( , , 
ear D1). Interestingly, Diane changed an aspect of her routme dunng her 

first ob 
served class. After a particularly halting reading early in the session, she 

Suggested that in future those reading should 'have a quick read through first', This 

qUick response to an unexpected situation resulted in subsequent readings being much 

Illore fluent and, presumably, more helpful to the writers. In Brian's workshop session 

and the class taught jointly by Brian and Andrew, which were the most highly 
struct 

Ured of those observed, students were asked after reading to discuss the scripts 

in Pairs b 
efore 'feeding back' to the tutor at the front of the class, where he wrote brief 

nOtes 
on the whiteboard. In Brian's solo class the students' comments were written 

unde h 
r t e heading 'What's working in the script?' while Andrew had written three 

head' 
Ings: 'Characters', 'What works' and 'Developments'. These headings provided a 

clear it 
ocus for discussion, as the tutors returned to them as each script was discussed. 

In these classes, the students whose work was being discussed tended to listen silently 

Until in ' 
Vlted to give their reactions at the end of each discussion (AB2, B2). Charles, 

l)iane > 

and Ernest had a seemingly looser approach to the workshops. Charles's habit 
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Was to start a general discussion at the end of each reading by a remark such as 'okay 

IWhat do We think?', while Diane usually invited the writer to comment first ('What 

did you th' k 
In yourself?') before inviting other students to make comments. Ernest's 

rO f 
U lOe Was to make a general comment himself, then invite comments from the floor 

('C 
omments for Tom?'), have a brief conversation with the writer about how to 

Illlprove the script and invite further comments before moving on to the next piece. 

In all the classes observed tutors appeared to be very conscious of time, 

attempting, in the role of 'chairperson', to ensure that all students who had brought 

Work We ' 
re gIVen a chance to hear it read and that a roughly equal amount of time was 

devoted to ea h ' f " h d " f c pIece. However, the amount 0 tIme gIven to eac stu ent s plece 0 

Work v 'd 
ane greatly between classes, In Charles's first session an average of just over 

fOur mi 
nutes was given to each student's work. Ernest's students were given just over 

ninemi 
nutes on average. In Diane's first session each piece was given an average of 

jUst Under seven minutes. The time spent on each piece of work was noticeably longer 

in the s , . 
econd group of classes, partly because of a reduction In numbers on the 

courses, but also because of the increased length of the pieces and the fact that the 

tUtors had I' , .., h' . 
Imlted the number of scnpts to be consldered In eac sessIon. In DIane's 

class th 
ree scripts were read and discussed. The first, which only took two minutes to 

~~ , , 
I Was dIscussed for ten minutes. The second lasted seven mInutes and was 

diSCUssed for twenty minutes. The third, which took 21 minutes to read, was discussed 

for ten ' 
minutes (02). In Brian's class only two scripts were read, one lasting fifteen 

nt' 
InUtes and being discussed for 30 minutes, the other being read for 30 minutes and 

diSCUssed for 35 minutes (B2). In both cases the initial 'pair' discussion of the piece 

was Ii . 
rnlted to ten minutes. In Charles's second class only one student had work to 

read, This script lasted fifteen minutes and was disc~ssed for 26 minutes (C2). 
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The short amount of time available to each student in the first group of 

worksho . 
P sessions had the effect of limiting the scope and perhaps the value of 

COmments m db' . a e a out each piece. In all classes the tutors gave bnef comments on all 

Pieces w' h 
' It students contributing occasionally. Students' comments in almost all 

cases 
seemed vague and of limited value to the student writers, except insofar as they 

gave Som 
e encouragement to those who were new to writing and may have lacked 

COnfidence. Typical comments from students in Diane's class were 'I quite like it' and , 
You're a 

natural writer' (D 1). Ernest's class provided more focussed comments, such 

as a Suggestion that an incident in a script be moved from one scene to another, but 

mOst Co 
mments were still along the lines of 'that was much better' (E 1). 

Talk by the tutors tended to be more precise and designed to focus students on 
the ob' 

~ect of the exercise, through a mixture of questioning, comments focussed on 

Particul 
ar aspects of the work and general comments arising from the work. Charles 

tended t . 
o aim direct questions at the student writer. Questions such as 'but what's the 

story about?', 'what's the situation?', 'if you think we're going to see it coming/why 

ShOUld You write it?' and 'what's his journey?' were designed to focus the students on 

the ide 
as about story structure that had been discussed in the class previously (C 1). 

Ernest Used fewer questions to the students, those he did employ being mainly 

design d 
e to bring students into th~ discussion or open it out: for example, 'Beverley, 

You Wanted to say something?' and 'any comments for Pauline?' (E 1). Diane used 

Similar qUestions, like 'what did you think?' and 'anyone got any comments?' (Dl). 

Comments on particular aspects of scripts included 'at the moment it sounds 

like a 
travelogue' and 'it's a classic story' from Charles, and 'there was a little 

confusion' and 'all about thinking visually' from Ernest. Diane's comments included 'a 
lot orh . 

umour in it', 'you've got two clear characters coming out' and 'I think there 
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Were a couple of lines you could have lost.' General comments included 'that's the sort 

ofs ' 
Crtpt they always get' (Charles), 'you don't rewrite for the sake of rewriting' 

(Ernest) and 'you write what you want to see on screen' (Diane). All the above 
qu ' 

eSbons and comments derived from the tutors' confidence in their own expertise, 

rOoted' h' 
10 t elr experience as both writers and teachers. 

In all three of these classes the tutors sought to create a supportive atmosphere, 

With Slight but noticeable differences between the styles of the three tutors. Charles, 

althoUgh generally positive and encouraging in his response to the students, used both 

oPen and closed questions more than the other two and seemed by his questions and 

Comments to be seeking to encourage greater detail and precision fr~m the students. 

fIe was Particularly critical of students whose work did not fit the requirements of the 

exercise E 
. mest, while encouraging a certain amount of relaxed and informal 

discuss .. 
lon, made a lot of comments that focussed on particular aspects of students' 

Work and Which could have been interpreted as being quite negative. Diane, on the 

Other hand w I I '" h ' k' , h k' d f , as a most a ways posItIve In er response, ns Ing at times t e In 0 

mUtual admiration implicitly criticised by Ernest's speaker in her 'Jaffa cake' story. 

While thes d'~ 'fli . I' , f h e luerences must have been due partly to the dl enng persona ItIes 0 t e 
tutors' 

InVolved, I would suggest that there were other factors involved, First, the 

eXerci 
ses that the students had been given might have demanded different responses 

from. th 
e tutors. Charles's exercise was designed to be short and sharp, his comments 

and qu . 
eShoning perhaps seeming a little harsh at times because he was to some extent 

irnit ' 
at 109 the possible reactions of a producer in a commissioning situation; although 

hisaw 
areness of the students' inexperience and his need to encourage them probably 

Softened hi's E" ' II '" , d responses. mest s exercise was essentla y an exerCise In rewntmg an 
CUttin ' 

g, perhaps demanding a focus more on what the students should not have done 



than What they should have done. Diane's exercise was a fairly simple one, 

approPriate to inexperienced writers starting out on the course. Also, there were 

discern 'bl . 
I e dIfferences in the atmosphere of the three classes that were due to the 
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Inake-up of the student group as much as to the tutor. Many of Charles's group, as 
Ine . 

nhoned earlier, seemed very confident when it came to offering their opinions and, 

when e 't' , 
n IClsed, would argue with the tutor and seek to justify what they had done. 

Ernest's class contained quite a few students who had some experience of other 

Writing classes and as a result seemed more relaxed with the workshop format and 

Inore Willing to criticize and be criticized; whereas Diane's students appeared to have 

little e ' , 
xpenence of writing or of writing classes, shown by their nervousness about 

readin 
g and by the fact that several of them had misunderstood the tutor's instructions, 

in s ' 
Plte of the apparent simplicity of the exercise. There was a lot oflaughter in her 

class as Well as mutual support, with the student writers often (at times with little 

justifie t' 
a Ion) seeming very pleased with their own work. A third probable factor was 

the previous experience of the tutors, Diane being in her first year of teaching adults, 

Which might have made her more cautious about offering criticism than the very 

eXperi 
enced Charles and Ernest (Tutor Questionnaires C, D, E). 

What the three sessions in the first group of workshops had in common was a 

degree f 
o Control by the tutors which would have been anathema to leaders of earlier 

Writers' 
Workshops. This control was exhibited through the planned structure both of 

the courses and of individual sessions, as well as through the way in which the tutors 

ran the Workshop sessions in terms of controlling and dominating discussion from the 

Vanta ' 
ge Pomt of the expert. 

The main difference between these three sessions and the workshops observed 
lat ' ' 

er In the year was the amount of time spent reading and discussing each piece of 



Work. In the early sessions, as the tutors tried to include all those students who had 

brought work to the class, time limits meant that very rarely did any detailed 
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discuss' k' . Ion ta e place about a pIece of work. The response to each piece tended to be 

in the form of a little bit of encouragement and one or two brief hints about how to 

improve the piece. The value of such a limited exercise to the students might be 

qUestionable, although it must be borne in mind that these sessions took place early in 

the COurses, and not only did the work itself tend to be quite brief but the tutors may 

have thought that too detailed criticism might not have been appropriate at this early 

stage. In the second group of workshops much more time was available, with no more 

than three scripts being considered in each class. It was clear from the observations, as 

WeU as the tutors' comments on their questionnaires, that all five University tutors 

intend d . 
e to spend most of the second term on workshopping students' assessment 

Pieces. 

However, if all those students who registered for the courses had remained on 

thel11, with official course numbers ranging between seventeen and 27, it would have 

been impossible to spend a great deal of time on each piece. In fact, the number of 

students attending the four workshops observed in the second term ranged between 

fOur and fourteen. So the fall in student numbers which is common in evening classes 

(and therefore can be tentatively planned for), although often the subject of regret and 

SOl11etimes of recrimination, can result in the remaining students and their work 

rec .. 
elVlng a lot more time and attention from their tutors and fellow students. 

One notable result of the extra time available for discussion, combined with a 

perCeptible growth in confidence, was that students seemed more willing to make 

Contributions to the discussion which, as a result, was a little less tutor-dominated. In 

biane's class the majority of the fourteen students present contributed to the 
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discu ' 
sSlon of such matters as writing for different accents and the difference between 

Writing scripts and short stories. The tutor was more critical of the work than she had 

been in th ' 
e preVIOUS class, although she seemed to me to be much harsher in her 

CTit' ' 
ICIsrn of one script than of the other two (incidentally the script that I thought was 

the strongest of the three), possibly indicating that she was making judgments about 

indiv'd 
I ual students' likely reaction to criticism, and thereby differentiating between 

them. Diane seemed, by her own criticism and her invitations to the students to 

Comment on the second script, to be opening up a far more lively and candid debate 

than th t ' 
a which had taken place about the first student's work, when the discussion 

had rern ' 
atned largely at the level observed in her previous class, with comments such 

as 'it' 
S nice Writing' and 'I thought it was excellent' and little discussion of detail. 

Nevertheless, it was apparent that the students in the class had begun to acquire some 

eXpertise, showing familiarity with the kind of technical register employed by the 

tutors by their use of words such as 'exposition' (02). 

Similarly, in Charles's second class, the students were willing to make 

Suggestions about possible improvements to the one script read, again displaying 

increasing familiarity with terms such as 'exposition' and 'genre' (C2). In both Diane's 

and Charles's classes, the tutors answered detailed questions about layout and 

present t" , . 
a Ion of scnpts as well as possIble markets, and 10 both classes the tutors drew 

On their own professional experience to answer questions and illustrate general points 

arisin . 
g In discussion. For example, Charles remarked that he had 'come to the 

COnclUsion that one of the revisions should be going back over conflict', while Diane 

SPent several minutes explaining how television companies preferred scripts to be 

presented ('Nothing too fancy'). 
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I have mentioned above the slightly greater degree of organisation and 

formality apparent in Brian's class and his and Andrew's joint class. In both these 

classes, the tutors' practice of giving ten minutes for pair discussion and then 

colIecting and making notes on the board under headings seemed to lead to a greater 

precision and relevance in the students' comments. The whole class discussion was 

led by open questions from the tutor, such as 'what sort of a character is he?', 'what do 

\Ve glean from that as an audience?' (AB2) and 'for the next draft what would we 

\Vant the writer to look at?' (B2). The students in both these classes seemed to be very 

cOlllfortable with the routine as well as with the terminology employed by the tutors, 

\Vhich they themselves were starting to use with confidence. Brian used phrases such 

as'r 
!near story structure' without explanation, while students themselves used words 

like 'eXposition' and 'antagonist'. In both these classes, as in Charles and Diane's 

Classes, the tutors referred back to other sessions, thereby putting the workshop in the 

Context of the learning that had already taken place on their courses. Brian and 

Andrew also used their own experiences to illustrate points and made general points 

based on their expertise ('There'S that old rule about playwriting! everyone in a play 

llleets everyone else'), as well as particular points directed to individual students ('You 

probably shouldn't rewrite till you get to the end') (AB2). Like Diane, Brian appeared 

to differentiate between students by being more rigorous and less 'positive' in his 

critic' 
Ism of one student than another. As in Diane's class, I felt that he was 'softer' on 

thew k ea er script. 

So, although the primary function of a tutor in a workshop session can still be 

described as being that of a facilitator, the way in which the role was played by the 

tUtors observed in Liverpool in 2002/3 was very different from the function described 
b ' 
Y David Evans, Barbara Shane and others who ran writers' workshops in the city in 
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the 1970s and '80s. For one thing, these tutors did not seek to avoid the role of teacher 

and eXpert, rather embracing it via their questioning and comments as well as by their 

WilIingness to lead and, at times, dominate discussion. Also, in this way, and by 

carefully structuring courses and individual lessons, they provided scaffolding for 

their stud ents' learning. 

Thus the tutors could be said, whether consciously or not, in common with 

Illany teachers in primary and secondary education, to have abandoned an approach to 

learning based largely on the theories of Piaget and others about cognition - or, 

perhaps, a misunderstanding or over-simplification of those theories - which was 

Popular amongst teachers from the 1950s into the 1970s (Wood 1988). Such 

pract" ' 
ltIoners emphasised the concept of 'readiness' to learn and probably influenced 

the 'h d 
an s orr approach of the workshop leaders of the 1970s, although, as Tennant 

POints out, 'Piaget does not provide us with an account of cognitive development past 

the adolescent years' (1997, 59). Nevertheless, the wholesale embrace of such ideas 

Illay Well have resulted in the 'folk wisdom, " in which the facilitation of adult 

learning is seen as a non-directive, warmly satisfying encounter through which 

learners' needs are met' (Brookfield 1986, vii). The teaching styles and methods 

observed during this study owe more to the approach of social constructivists such as 

V 
ygotsky and Bruner, who rejected the idea that children can learn simply through 

b ' 
etng exposed to stimulating experience, feeling instead that 'a child's potential for 

learning' I' d" , , h IS revealed and indeed is often rea Ise In Interactions Wit more 

knowl edgeable others' (Bennett and Dunne 1994, 52), those 'others' sometimes 

includ' , 
mg fellow students, but primarily being the tutors. 

While it is unlikely that all the tutors observed were familiar with such ideas, 

Only one of the five having completed a formal teaching qualification (Tutor 



163 

Questionnaire B), it is interesting that they should all have arrived in practice at a 

stYle of teaching that is similar in so many ways to the pedagogical practices currently 

Widely accepted as the norm in British schools, most strikingly perhaps in its 

acknowledgement of the value of using a variety of techniques, resources and 

teaching methods. Indeed, the importance of such variety in teaching has been 

stressed by writers on adult learning, such as Brookfield (1986), citing, amongst 

Others, G.B. Barton (1964), and Alan Rogers (2002). The latter also asserts the 

IlllPOrtance of not overstating the difference between child and adult learners, a stance 

echoed by Sutherland in his consideration of the potential benefits of 'blending' the 

ideas of experiential learning and constructivism (1997). In the next chapter, through 

a consideration of interviews with all five tutors, I shall explore their own ideas about 

the teaching of scriptwriting to adults and how these ideas relate to the practices 

observed in their classes. 



164 

Chapter 8 

Scriptwriting Tutors: Reflections on Philosophy and Practice 

the Purpose of this chapter is, in a sense, to allow the scriptwriting tutors to speak for 

themselves, and thereby to discover more about the individuals involved in the 

teaching of scriptwriting in terms of their backgrounds, their teaching practices and 

the philosophies that underpin those practices. The conduct of the interviews has been 

des 'b cn ed above in Chapter 2. 

8.1 Background and experience of scriptwriting tutors 

Brian, Charles, Diane and Ernest could be said to be typical of the eleven tutors who 

taught scriptwriting in Liverpool in the period from 2000/2001 - 2002/3, if only 
, 

InSofar as their backgrounds in terms of qualifications, training and experience 

d'ff! 
I ered greatly from each other (see Chapter 6.3). Ernest, the only one to hold a full-

f 
Ime University post, differed from the other three in not holding a degree or teaching 

certificate of any kind; Charles had a Certificate in Education in Youth and 

CommUnity Work; whilst Brian would seem to have had the highest and most 

approPriate qualifications, holding an MA in Playwriting, a City and Guilds 

qUalification in adult teaching and a PGCE. Diane also had an MA in writing, but no 
~ , 

rmal teaching qualifications (Tutor Questionnaires, Interviews 2003). As for 

teach' Ing experience, both Ernest and Charles had taught adults for over twenty years, 

althOugh Ernest at 65 was nearly twenty years older than Charles. Ernest's experience 

'Was entirely of teaching writing to adults, whereas Charles had only been involved 

'With the subject for the last eight years. Brian, aged 40, had only three years' 

experience of teaching adults, and 50-year-old Diane had just completed her first 

Year's teaching. All four considered themselves to be professional writers (Tutor 
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QUestionnaires B, C, D, E). Given this range of age and experience, it is possible to 

See in their Own stories of how they became scriptwriting tutors a reflection of the 

development of the subject from the 1970s to 2000 (see Chapters 3 to 5). 

Ernest describes 'falling into' the teaching of scriptwriting, in a way that may 

be familiar to many adult teachers who have not consciously embarked on a teaching 

career' 

My first teaching took place in Childwall Hall College/ when the teacher never 
turned up/ and the principal came in '" and '" asked if there was anyone who 
Would like to ". stand up and talk about creative writing! and I just did it 
Without even thinking, (Interview 2003) . 

The situation here described might seem astonishingly informal, even casual, and 

Perhaps romanticised by the teller; but Ernest is describing a writers' workshop taking 

Place in the early 1980s within the context of an access course at a college of further 

educ t' a Ion. Both access courses and writers' workshops were comparatively new 

concepts at the time. Also, the Childwall course was, according to Ernest, modelled 

Closely on 'Second Chance to Learn', one of the two lasting results of the Community 

D 
evelopment Plan of the early 1970s, the other being the Scotland Road Writers' 

WorkShop (see Chapter 3). Both these initiatives were characterised by an emphasis 

on informality and accessibility, and an impetus to democratise adult leaming. Ernest 

had eXperienced both the Scotland Road Workshop and University classes run by its 
ft . 
oUnder, David Evans, and it is from him that he derived his model for teaching 

'Writing: 

I used David Evans because I was so impressed by him on that first course I 
Went on ... and I used him as a modeV in fact I still do ... I was that impressed 

. by him! and the other thing was that I went on quite a few creative writing 
COurses/ and I wasn't very impressed by the people that were teaching them! 
and I just came to the conclusion that I could do better. (Interview 2003) 

ernest's ideas about teaching writing, therefore, clearly derive from his own 

eXperience, both positive and negative, as a student on early courses. He appears to 
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have felt quite secure in his subject knowledge, as well as in his ability to 

COInIn ' 
Untcate that knowledge and run a class or workshop: 

I held them for two hours '" and after ten minutes or so they just treated me 
~s a tutor/ so I got confidence from that '" and I got a phone call asking me 
If! could prepare something for next week as well land I did that and two 
members of the full-time staff at the college sat in! and at the end of it I was 
offered a job. (Ibid.) 

lie Was I' , 
a so apparently confident ofbemg able to learn how to teach and to develop 

h' 
IS OWn approach to the job, stating that 'whatever [he does, he tries] to do it as 

professionally as possible' (Ibid.). The circumstances of the time, with a burgeoning 

of writing classes in Liverpool, meant that one job led to another; and during the next 

few years Ernest 'very quickly/ got other part-time tutoring jobs', working for a 
v ' 
anety of agencies, including other local colleges of further education and the 

probation service, as well as the University. There appears to have been no desire on 

h' 
IS Part, nor pressure from his employers, for him to undertake any kind of training: 

he learned 'on the job', drawing on his own experience and the example of other tutors 

(Ibid.). 

Diane, interviewed after her first year's teaching, also says she learned 'as 

[She] Went along', having no formal teaching qualifications. She might be seen as 

b' 
e1ng in a similar position to that of Ernest, who recruited her, when he first started 

teaching. She had been a student on two University of Liverpool writing courses, as 

\Veil as having completed the JMU MA in writing. While a student on Charles's 

course, she won a writing competition run by the BBC, which resulted in regular 

COlllrnissions. Her considerable early success would indicate that her reasons for 
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adult education (Interview 2003).1 

Charles also, by his own account, started teaching writing 'by accident' 

(Interview 2003). Having started teacher training, he moved into youth and 

community work in the North East of England in the late 1980s, doing 'lots of 
tr .. 

alnlng'. Charles's teaching and writing careers developed side by side out of his 

Youth Work: 
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I Was raising some money for a youth project .,. someone said would I write 
them a show/ I said 'no'/ I was far too busy to write a show/ they said 'we'll pay 
you a thousand pounds'/ so I wrote the show. (Ibid.) 

Charles's account of the artistic environment in which his development as a writer 

occurred recalls the kind oflively artistic atmosphere from which the Liverpool 

Writers' Workshops emerged in the 1970s, with public money being made available to 

the arts l' • 1 h . . , n partlcu ar t eatre Wfltmg: 

Up there in the North East there's lots of youth theatres! it's massive ... it was 
like a way in! well supported by - all the councils in the North East - I got the 
proper rate ... it wasn't like/ 'here's a little bit of money/ go and write us 
something' ... it was a different ethos/ I mean Northern Arts gave money to 
writers - they gave it to Northern PlayWrights! and we actually had to decide/ 
pretty much! where that money went. (Ibid.) 

A. further parallel with the situation in Liverpool at the time Evans and Morrison set 

up the Playwrights' Workshop and the 'Gang of Four' ran the Liverpool Playhouse 

(see Chapter 3) lies in the influenc'e enjoyed by established playwrights. In the case of 

the North East, this was done via Northern Playwrights, an agency set up specifically 

to encourage and develop new writers in their region: 

.. It was started by C.P. Taylor [and] Alan Plater/ and they were strong writers 
[who] took controV said 'we'll take the money/ we'll decide where it goes' ... 
so it came across as innovative/ different! so there was lots of community 
theatre up there/ and that was like the next step/ then! eventually/ professionaV 

~----------------c~t the time of the interview Diane was working for the BBC as a scriptwriter on Doctors and 
sUalty. 
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Charles also acknowledges the importance to him of attending courses with the Arvon 

Foundation, although their main value to him seems to have been in the opportunities 

provided for 'networking' (Ibid.).2 

Charles, unlike Ernest, was a professional writer before he started teaching 

Writing, and brought to his teaching two strands of experience: writing professionally 

and training adults in the community. These two aspects of his experience had already 

cOllle together through his work as a writer for youth and community groups. The 

difference between Charles's experience as a professional 'trainer' and Ernest and 

Diane's p" , f did . d .. . revlOUS expenence as 'consumers 0 aut e ucatlOn an participants In 

Writers' Workshops may be significant in shaping their differing attitudes to the role of 

the s . 
Cnptwriting tutor. 

Brian, younger than the others, made more of a conscious decision to go into 

teaching, but still saw it as a way of supplementing his income from his fledgling 

Writing career. A graduate of David Edgar's Birmingham MA in Playwriting (see 

Chapter 5.3), he seems from the beginning to have been happy with the idea of 

teaching writing, taking courses in the teaching of adults at the suggestion of his wife: 

I signed up for the 7307 course ... and it just opened my eyes to the science of 
teaching ... the following year I did the PGCE post-sixteen at John Moores 
Universityl which wasn't as beneficial to me as a teacherl because it was more 
about ... management! organisation! structure ... in terms of teaching practice 
it wasn't that valuable ... the 7307 is the one that has really stood me in good 
stead. (Interview 2003) 

n· 
nan's enthusiasm for teaching and what he calls the 'science' of teaching comes 

across vividly in the interview; and he is explicit about the way in which the teaching 

on the COurses he attended influenced his own practice, citing educationalists such as 

~ 
b~e Arv-o-n-Fo-u-n-da-ti-on-ha-d-be-e-n-running residential writing courses since 1968, when it was founded 

Oets John Moat and John Fairfax (Feinstein 2001, 189). 
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David Kolb, the leading promoter of experiential theories of adult learning (Kolb and 

Fry 1975, Kolb 1984), as well as the tutors on his course and fellow scriptwriting 

tutor Andrew, on whose course he did his teaching practice: 

It was a real eye opener/ saying that each lesson that you teach has to go 
through a learning cycle/ there are four stages on that cycle ... this part of the 
lesson would be about that aspect of the learning cycle/ [Kolb] reckoned that 
until you've gone through a cycle the learning isn't really complete ... you 
design a course ... and you design a lesson like that. (Interview 2003) 

Ernest also learned about the importance of planning, albeit while already employed 

as a teacher, and explains it in rather more vague terms and without reference to 

edUcational theories: 

One of the things I learned very very quickly was how important it was to 
prepare beforehand ... preparation I found was really really important and 
brought structure to the whole thing .. , not necessarily structure for the two 
hour or the one hour ... session you were going to dol but also in the context 
of the whole. (Interview 2003) 

nrian, unlike his colleagues, is clear about making connections between theories of 

learning (something never referred to by either Charles or Ernest) and his own 

eXpe' nence of teaching: 

~eople learn in one of three ways/ one particular way is of paramount 
Importance to a particular learner/ it's either aurally/ visually or kinetically ... 
What I've found is that most people learn visually/ it's essential to make the 
lesson as visual as possible. (Interview 2003) 

Brian would appear to have started his teaching career better equipped than the 

Others and with firmer ideas of what he intended to teach, how he would teach and 

Why he Was doing it. Although not a 'career teacher', he seems to have made more 

Conscious decisions about his career path and approached it in a more systematic way, 
t k ' 
a ing advantage of training that was available to him. In part at least, this reflects 

Changes in the status of creative writing teaching during the twenty years since Ernest 
ftr ' 

st 'feU into' it. There was only one specialised scriptwriting course in Liverpool 

When Ernest started teaching (see Chapter 5). The pioneering postgraduate course at 
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Birmingham University, which Brian would later take, did not exist. Ernest and 

Charles both took advantage of writing courses available to them, but regarded the 

teaching of writing as something to be learned on the job, although Charles brought 

with him his formal training in youth and community work. It is apparent from their 

Interviews, supported by the evidence of lesson observations described in the last 

chapter, that the differing backgrounds of these tutors have had a significant impact 

on their ideas about the role of the scriptwriting tutor. 

8.2 the role of the scriptwriting tutor in practice 

When asked to describe their role as scriptwriting tutors, all the tut~~s interviewed 

attempt initially to define that role in terms of the relationship between the tutor and 

stUdents. Diane defines her role as being 'to teach skills mostly ... to stimulate people 

and giVe them creative interest' (Interview 2003), which simple though it may appear, 

can, nevertheless, be seen as succinctly defining the dual role of expert and facilitator. 

Ernest sees his role in terms of building a relationship with the students: 

I see it hugely as being one of support - because I'm aware that as tutors we 
don't know anything about the students who come on that course ... so you've 
got to find out ... who they are and what their needs are ... but you've also 
got to structure yourself ... and although you've got to support themaIl/you.ve 
got to move them along to some kind of common ground I I've found! very 
early on that if you go at the pace of the slowest! you're going to lose the rest! 
they become disinterested [sic]1 and disruptive ... what you've got to do is 
either give some extra attention to those very slow peoplel or people who take 
a little time before they clock on! .. ~ and be a bit more supportive to them .. . 
and usually '" you find things calming down I about the fourth meeting .. . 
and we can all move on togetherl but still everyone has different needs in that 
groupl some need a pat on the back and some need a kick up the arsel you 
learn very quickly the different requirements of people. (Interview 2003) . 

l~ . 
ee key words emerge from this account: 'support', 'structure' and 'different'. In 

StreSSing his responsibility to support the students, Ernest would seem to see himself 
fi . 
Irstly as a facilitator/mentor figure, very much in the tradition of the writers' 
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Workshops of his early career. However, he quickly mentions the need for structure, 

saYing that he structures 'himself, thereby acknowledging a need for planning and 

structure, which in tum implies a level of input from the tutor more appropriate to the 

Illore formal and institutionalised courses on which he now teaches than the informal, 

sOlllewhat ad-hoc situation of before. His emphasis on differentiation is also 

significant, displaying an awareness of the differing needs and requirements of adult 

students (see Chapter 9 for a consideration of students' expectations of courses). 

Charles's immediate reaction to the explicit question about the tutor's role is 

Illore tutor and subject-centred: 

I suppose for mel it is about! setting ... ground rules - and making sure they 
understand them - and once they've clicked with them you see a change in 
their writing ... till they accept that there are rules you're never going to see a 
change - they might write nice dialogue or/ you know/ a scene might be 
Particularly good! but they're not going to get a - holistic piece. (Interview 
2003) 

It would seem that his approach is focussed on what he wants his students to learn, 

rather than what they want to learn. Given that tutors are required to plan schemes of 

work before meeting their students and that a student starting a new course might not 

know What is involved in learning about scriptwriting, this distinction may in practice 
b . 
e of little importance. Perhaps a more significant difference between his approach 

and Ernest's is that Charles sees the students as scriptwriting students, rather than as 

adult learners. In other words, he is concerned only with teaching people how to 
b ' . 

eCome better writers~ whereas Ernest, in the liberal tradition of adult education, is 

also' 
lnterested in their personal development and, therefore, is more concerned about 

h . 
Ow they react to the experience of adult classes, taking a 'pastoral' interest in their 

Well-being. 

In order to elicit a clearer idea of Charles's perception of his role, he was asked 

about his preferred terminology. His initial response, 'I don't carel you know/ I'm just 
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the bloke at the front', develops into a consideration of the titles 'teacher' and 'lecturer': 

'I am teaching! so why get upset about being called a teacher? I do lecture them ... 

eSpecially early on'. However, the term with which he appears most comfortable is 

'facilitator', because he 'put[s] them in a position where they can learn' and 'set[s] the 

environment' (Ibid.). This is interesting in view of his previous statements on the role 

of the tutor, which imply a degree of control and a teacher-centred style which would 

not USually be associated with adult educators who favour this term. He says that he 

tirst came across the idea of the 'facilitator' when working as a youth and community 

Worker: 

We grabbed it first! facilitate is now being used by business/ you know a lot of 
community development training! it's now been transposed into business/ into 
teaching '" we were the pioneers with! facilitate ... community development 
Workers say ... you can take a horse to water but you can't make it drink! 
Which is what I would say as well. (Ibid.) 

So the Word 'facilitator' for Charles would seem in practice to involve a sort of 'take it 

Or leave it' attitude to his students. While he is very clear about what it is he wants 

them to learn and how he should go about teaching it, he is not overly concerned 

about Whether or not they choose to drink from his waters. 

Brian, as might be expected in view of his background and training, takes a 

more active view of his role, and his account is a little more considered and articulate 

than thOse of his more experienced colleagues: 

The way I was trainedl and it accords with my own philosophy anyway ." 
places the students so they're at the centre", they're as active as possible", 
getting them to learn through experience! to make it as experiential as 
Possible! to get them to learn through playl through discovery, " and the other 
thing I am adamant about! in my own sort of discipline as a teacher! is to be as 
well-prepared as possible ." the lesson is meticulously planned '" with a clear 
lesson objective, (Interview 2003) 

Brian' 'd ' , s 1 eas about learmng through play and dIscovery seem to make the students 
" 

and their experience the focus of his teaching, with the tutor almost as a neutral 
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bystander; but his references to planning and preparation show that such experiences 

are not only facilitated but also carefully structured by the teacher, providing secure 
, 
Scaffolding' for the learner, as was witnessed in both observed classes (B 1, B2). He 

also demonstrates, like Ernest, a desire to take into account the different needs of 

stUdents - although, typically, he expresses the process by which he takes their needs 

and eXpectations into account more explicitly and with reference to established 

practice: 

I did a year's teaching in the WEA and they've got quite a good approach to 
adult education ... where the aims and objectives of each course and lesson 
are negotiated with the students ... I always try to do that. (Interview 2003) 

'fhe idea of 'negotiation' with students might seem idealistic and a little impracticable 

\\then applied to the kind of course under consideration, where the tutor normally has 

no previous knowledge of the students' interests and prior experience,3 or indeed of 

their id " k . d entItIes, yet is expected to plan and structure a twenty-wee course m a vance. 

nrian h· f h h' 'd k . . b fi . , owever, gIves an example 0 ow t IS 1 ea can wor In practice y re ernng 

to the additional ten weeks (or 'bolt-on') which he taught in 2002/3: 

I Was struggling for topics to cover ... for the further ten weeksl so I put it to 
the students ... and it was one of the students who came up with the task! 
When they've finished the script! when they send the script out into the big 
World! TV and so forth! they will have to send out synopses! of five other 
episodes ... and that was how we decided what to do in the other ten weeks. 
(Interview 2003) 

'f~ . 
IS practical example is helpful in establishing how Brian functions as a tutor and 

h . . 
Ow theoretical ideas of facilitating learning and being in partnership with adult 

StUde 
nts can work in reality . 

.. Although similar ideas underpin the approaches of Ernest and Charles, their 

Practice betrays very different interpretations of the idea of the tutor as facilitator. The 

~---------------------th~ are, of course, individual students who progress from one course to another or even return to 
(Inlc . e course, as Ernest acknowledges: 'They start turning up again don't they? The same students' 

lView 2003). 
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relationship between the roles of facilitator and expert, explored in Chapter 7, 

becomes clearer in their responses to questions about what they teach and how they 

teach. AU four tutors see their roles changing as a course progresses, moving from a 

Il10re active role in the first ten weeks, in which the explicit sharing of their 

knoWledge and expertise is to the fore, to a 'workshop' situation in the second half of 

the Course.4 In Ernest's case, the first part is 'mostly [him] talking and! encouraging 

them to talk' (Interview 2003). His preferred style, then, is clearly the 'lecture

discussion', in which his knowledge is transmitted to the students. As for what he 

talks about, he has this to say: 

I teach the importance of story ... how that story can be - used in how to test 
that story/ how to develop it ... that what we're dealing with is a - a visual 
medium that needs to be told in pictures/ and ifI can sum it all up ... I break it 
aU down! into all its different elements ... the most important thing is story 
first of all/ and where do stories come from ... and about how important it is to 
write about something you know - they've experienced themselves or they're 
aWare of that might have happened to someone else ... and how to test that ... 
and then! I talk about inhabiting that story - with the characters and 
developing how to create three dimensional characters ... to give them a 
background! to give them a biography ... and then I talk about! they've got to 
talk! to one another as weIll so we go into dialogue ... the different elements 
that there are in writing ... I give them a writing assignment based on what 
we've talked about. (Interview 2003) . 

lIere, then, is a summary of the content of the first part of a scriptwriting course. The 

three basic elements of writing that Ernest believes he has to 'teach' the students· 

before they can move on to writing a script which can be presented to the class and, 

Ultimately, submitted for assessment are story structure, character and dialogue. Diane 

fOllows "1 ' h fi 'lb ., h ' a simi ar pattern 10 er Irst ten meetmgs, a elt puttmg greater emp aSls on 

'structure and timing' (Interview 2003). Neither of them starts by giving students the 

task of writing a script and trusting that th~reby they wi11learn these things for 

themselves. Rather, they take on the role of the expert and actively impart knowledge 

~----------------------~s Was also the practice of Andrew and Diane (Tutor Questionnaires A and C, Observations AB I, 
, )) 1 and D2) and has, indeed, been my own practice when teaching scriptwriting classes. 
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to their students. Charles also says that he 'hreak[s] it down into three main areas' 

(Interv' . lew 2003)~ although he appears to emphasise story structure almost to the 

eXclUsion of everything else, seeing the ability to structure a script as the basic 

re . 
qUlrement of scriptwriting, and also holding very firm ideas about what is meant by 

story structure: 

The three-act structure! you need that to move onl then I start using techniques 
that help people use the three-act structure! things like using the card system 
'" when you've got cards! and each card represents a scene! it suddenly 
becomes so much easier to just move that scene over there! and that scene 
shouldn't be there! throw that scene away ... it's like - a washing line - you 
know where the pegs are going to go! you know where the stirrup in the 
middle goes ... and the third one needs to be - I suppose the higher form - of 
actually finding a style - creating your own style! within ... that structure. 
(Ibid.) .. 

Charles also makes it clear that the knowledge he is imparting about story structure 

cOllles not only from his own experience and observation but from study, citing 

Aristotle (in Dorsch 1965) ('It all keeps coming back to what Aristotle said [about] the 

three-act structure'), as well as writers such as Field (1994) and Vogler (1996), whose 

Work is based on the analysis of film screenplays in relation to mythology: 

It doesn't matter whether you're in the Middle East! aboriginal! even South 
American Indian! the stories and mythologies! they follow the same pattern 
'" so those two books! really everything else is a variation on them. 
(Interview 2003) 

l'h . 
e InflUence of the ideas of such 'screenwriting gurus' was observed not only in 

Charles's two classes but also in one of Ernest's, which focussed on the idea of the 

'hero' . ' 
Ie Journey' (Cl, C3, El, see Chapter 7). 

Brian, in describing what typically happens in the first ten weeks of the course 

he run .. 
s JOtntly with Andrew, shows an aw~reness of the reasons that he needs to 

sPend the first ten weeks sharing his expertise: 

The first ten weeks are all taught sessions - what we teach them are the 
fundamentals of writing for stage! and usually in the first class we ask people 
to list their favourite plays! favourite dramatists! and the last play they saw! 
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and often you find people that - haven't been to the theatre - '" so we go and 
see a play and reflect on it! have a class discussion ... the theatre is a visual 
medium! and actually when they write for the theatre what they see on the 
stage/ this misconception that all they see is lines of dialogue ... one of the best 
ways ... is actually to be visual and physical and see what's going on ... if 
you're going to write for stage/ imagine the audience/ or a member of the 
audience who's ... deafi' could they still follow the action by what they see? ... 
so there's that first and foremost - negotiations! conflict .,. for the first ten 
Weeks/ we do entirely focus on universals. (Interview 2003) 

Brian and Andrew then, specialising in writing for stage, focus on what they consider 

to be the particular and unique demands of the medium. Like Charles, their expertise 

in this field comes not only from their own experience of writing for the stage (Tutor 

Questionnaires A, B), but also from reading (mainly American) Writers on the 

SUbject.
s 

Brian's second course, which he was asked to teach because of the absence 

ofNofman (see Chapter 6.3), was in an area of script writing with which he was less 

fallliIi ar 

I said 'well/ do you have [Norman]'s scheme of work? ... but there wasn't any 
'" I had a month! so in that month I just researched situation comedy/ and 
designed a course/ from scratch! and for the last two years it seems to have 
Worked okay .... it does seem to conform to very strict conventions ... so 
Bilko for example/ and Blackadder/ you can see the same conventions at work 
'" the same kind of characters keep cropping up in sitcoms. (Interview 2003) 

In fact, the first of Brian's two observed classes centred on the idea of stock 

Characters. With no experience of writing scripts in the genre, Brian sought to 

COlllpensate for what he perceived to be a lack of expertise by research, although he 

fuu ' 
nd that there was little relevant writing on the subject: 'two or three that were any 

use ... both Americans' (Smith 1999, Wol~ 1988). I have already described how 

nrian used a variety of methods, some of them developed in his joint classes with 

A.ndrew, to put into practice his newly-acquired knowledge about the genre (Chapter 

6), 

~----------------8ri"n . 
this ..... ., In an e-mail sent shortly after the interview, kindly provided a list of the text books he used on 
(l99~~rse: Egri (1946), Hatcher (1996), McKee (1997), Packard (1987), Sweet (1993) and Wright 



177 

All four tutors regard the first half of their courses as a preparation for the 

second Part, which is devoted mainly to the 'workshopping' of students' work. In the 

course of this process they see their roles changing and to some degree diminishing; 

although I would suggest that tutors tend to underestimate their own input into these 

sessions (Observations AB2, B2, C2, El). Ernest's explanation of his changing role 

recalls Barbara Shane's description of her role in the later Scotland Road workshops 

(see Chapter 3.2): 

I'm part of the group as much as what they are ... I'm here as a mentor! as 
well as tutor! and I just happen to have - information they don't have through 
experience - and that's my role ... to offer and suggest to them how 
they may improve their work ... towards the end I'm part of the group! I'm 
still chairing the group. (Interview 2002) , 

AIl the Workshop sessions observed took place in friendly and relaxed atmospheres, 

and Certainly the relationships between tutors and students appeared to be more equal 

than in earlier, more consciously 'taught' sessions _ although tutors still tended to 

dOlllinate the sessions, offering far more in the way of comment and criticism than the 

stUdents. So, while it may seem disingenuous for a tutor to refer to himself as simply 
'ch .. 

alTlng' a group, the continuing use of such terminology does suggest a philosophy 

Of teaching and learning firmly rooted in the ideas and practices of the early workshop 

leaders. Such practices could be seen as ideal examples of experientialleaming, with 

learn ' ers own experiences being drawn on and developed by the tutors. Indeed, 

SUtherland uses the example of a student's 'emotionally charged' experiences being 

USed as a basis for creative writing as an example of experientialism as opposed to 

Constructivism (1997,90). 

Both experiential and constructivist theories tend to assume the superiority of 
th' 

IS tYpe of teaching and learning experience to the kind of teaching practised by the 

tUtors earlier in their courses. In those sessions, in order to help their students 'shape' 
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their own experiences _ in a manner not of the students' own choosing, but dependent 

on the accepted practices of the scriptwriter as conveyed to the students by their tutors 

- the tutors introduced ideas and concepts that may have been completely foreign to 

the experience of many students. Here, the lecture-discussion was the dominant 

Illethod, certainly when such matters as structure and presentation were being covered 

(CI, Dl, El). Students were, however, able to take a more active role in sessions 

about character development (AB1) and, indeed, in one session about story; although 

in that case the 39-minute group exercise was immediately preceded by twenty 

Illinutes of lecture-discussion (B 1). 

One of the most striking themes to emerge from the interviews is the tutors' 

aWareness of their own varied and changing roles. Such awareness could be seen as a 

Warning to the researcher against seeing teachers as 'types' and labelling them 

aCCordingly. Prosser and Trigwell's notion of 'six conceptions of teaching' (1999, 145-

147), for example, although useful in focussing the researcher on a range of possible 

approaches to teaching, implies that an individual's approach to teaching is usually 

both consistent and restricted. My interviews and observations suggest that none of 

the five tutors studied would fit easily into anyone of their categories. Their 

approaches to teaching are, in practice, far more eclectic, using a variety of both 

teach 
er-focussed and student-focussed styles and methods as and when they deem 

thelll appropriate. 

8.3 Writers who teach or teachers who write? 

I have already mentioned the fact that all the scriptwriting tutors who completed 

qUestionnaires consider themselves to be professional writers and have discussed the 

illlPOrtance of this status (see Chapter 6). During th~ interviews, tutors were again 
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asked Whether they thought of themselves as writers or teachers and invited to explore 

the relationship between the two jobs. 6 Ernest, the only tutor to be employed full-time 

by the University, seems to give greater priority, or at least more time, to his teaching 

rOle: 

There are times when I think of myself as a writer/ but it's usually when I'm 
Working on something! when I'm not working on something I'm a teacher of 
writing. (Interview 2003) 

n· 
nan's response, although superficially similar, indicates different priorities: 

When I'm teaching I'm a teacher/ when I'm writing I'm a writer/ but if you had 
to split it between the two/ I'm a writer first and a teacher second. (Interview 
2003) 

tJnsUrprisingly, Diane, by far the busiest of the four in terms of writing commitments, 

has no hesitation in describing herself as a writer first, despite being 'very committed 

to adUlt education' (Interview 2003). 

Charles's answer, seemingly frivolous, betrays a feeling that, for him, the 

balance between the two is not as it should be, stating that he is 'a writer who's doing 

Illore teaching than he should' (Interview 2003). His explanation of how teaching 

callle to dominate his working life is fairly typical of how many writers 'drift into' 

teaching: 'I suddenly became very popular in schools! because screenwriting and the 

breaking down of story/ is a big interest in schools at the minute ... most teachers 

don't know about writing' (Ibid.). Here Charles is referring to 'one-orr workshops and 

ClaSses . h . . h h W' d P' h In sc ools, some orgamsed by agencIes suc as t e In ows rOJect, ot ers 

the r I esu t of 'word of mouth' recommendations. Such engagements, mostly funded by 

gOvernment initiatives like Excellence in Cities and literacy summer schools, have 

~----------------u~ interdependence of teaching and professional creative work is not unique to writing tutors, yet 
e:(ec appe:u-s to have been very little consideration given to it by writers on adult education. An 
tina Pt~on IS Woolfitt (1984) who remarks that 'freelance artists and craftspeople can get a minimal 
~qU~~la~ security without giving up their freedom or feeling that they have "given into teaching". 
With Y Important to them is the break from isolation and ivory tower of creativity, and the contact 
the stud.ents enables them to expand and focus new ideas' (44). Interestingly. she ends her article with 

question, 'Has the part-time tutor become an anachronism?' (46). 
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become a valuable source of occasional income for many writers. That they, as well 

as adult education courses, provide something of a lifeline for writers who are not 

being commissioned is demonstrated by Charles's explanation of how for him 

teach· 
Ing started to take over from writing: 

I got badly burned in the industry ... I was just lucky ... I got asked to do the 
John Moores [course]/ they asked me to go in [and said] 'would you write it?' 
... you couldn't have a better course than one where you're in absolute controV 
so I did! then! as I said! I've become very popular in schools - you know you 
get paid. (Ibid.) 

Being 'b adly burned' for Charles meant being let down by a production company for 

whom he had written a screenplay and losing regular work on a television soap opera. 

The s . 
enousness to a self-employed writer oflosing all one's work should not be 

underestimated,7 and Charles speaks of the devastating effect it had on him 

Personally: 

When I fell I really felY it actually cost me my marriage ... it actually makes 
you not want to write because you don't want to be hurt again ... my ex-wife 
and I are really closet we were really close at the timet but she was someone 
who just couldn't handle/ somebody who was depressed - her type couldn't! 
she tried! God bless her she tried! you know/ but it didn't work! she did the 
right thing! she left because that was the start of my ... depression! I thought 
depression was something other people got! I thought it was - feeling 
miserable all the timet when in fact you feel nothing ... and it's basically 
~nly this year - no last year/ that I started taking writing seriously/ but 
Interestingly enough! I'm writing a novel ... I just wanted to try something 
else/ to ease my way back into writing. (Ibid.) 

This experience, it seems, not only made Charles start teaching but also profoundly 

InflUenced his ideas about what should be taught on a writing course: 

I realised just how hard it was! because when you're riding high! it's a doddle/ 
people are optioning this/ optioning that! it's fantastic/ you know everything's 
good! then - so you don't realise there's a big downside to it! so when I wrote 
the MA I was very much concerned that would be part of! this writing thing! 
because I didn't want to encourage people to be a writer and not see the 
downside/ and I think ... writers are ... prone to depression! because we're 

~-------------------------i:~Clf started teaching writing under similar circumstances, as did scriptwriting tutor Helen (Tutor 
lOnnaire H). 



basically putting ourselves on the line/ the thing about writing! is it's all in 
here isn't it? (Ibid.) 
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In talking about the negative side of professional writing, Charles might risk 

aliena!' . 109 some of hIs students (see Chapter 9). However, he, more than the other 

tutors under consideration here, sees his classes as training for what he calls 'the 

indUstry' d'" h' h . I' d' . h ,an It IS Important to 1m t at anyone senous y mten mg to go mto t at 

industry should do so with eyes fully open to its dangers as well as its possibilities: 

'letting people perceive before they get to that stage/ it ain't all going to be lovely for 

them'. In fact, he has gone as far as inviting counsellors into his MA course to talk 

about dealing with rejection. 

Charles also sees the importance of the interface between his writing and his 

teaching H I h' d . fl h' .. . . I . e ets IS stu ents m uence IS wntmg m a very practIca way: 

Every time the first script that anyone ever reads on my course is my script 
... I tell them to rip it to bits/ the first time they're all going 'wow wow wow' 
... the second part! I think it was last year/ I gave them a script which was 
Optioned by a film company ... and they ripped it to bits! it wasn't 'let's get 
[Charles],/ it was 'why are you doing that?' (Ibid.) 

A.t the same time he has no doubt about the value of his experience as a writer to his 

teaching: 'Realising I had something to say/ because what I was saying was correct! 
it' . 

s of value ... I am a writer but I'm a writer who teaches' (Ibid.). Brian concurs with 

the 'd 
1 ea that a scriptwriting tutor needs to have experience of professional writing: 

I don't think that would be remotely possible! I think the students - almost 
demand that you be a writer ... I don't think the MA at Birmingham would 
have nearly the impact as it has had in terms of creative writing courses! the 
first one exclusively in playwriting! now/ if it hadn't been taught by David 
Edgar ... students do expect if you teach it! you are a writer/ you have 
experience. (Interview 2003) 

.. Also like Charles, Brian sees benefits accruing to his own writing from 

teach' 
109 others scriptwriting: 

~ Was quite surprised by - how much the teaching informed my own writing! 
Improved my own writing! because when I got into teaching! I'll be honest! 
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because it was just a way of making some extra money/ so few of us writers 
actually earn a living from it! you have to do something else/ and once I got 
Over my initial nervousness about teaching! I started to enjoy it more ... I 
could see definite benefits to my own writing! through research I'd done/ 
from interacting with the students .,. that strengthened my own writing! that 
Was a kind of bonus I hadn't been expecting. (Ibid.) 

lIere Brian highlights two distinct ways in which teaching helps his writing: his 

increased knowledge about writing acquired through studying writing in preparation 

for teaching, and the experience of being part of a group of would-be writers where 

Scriptwriting is discussed and analysed. Diane, who also believes it is essential for a 

Scriptwriting tutor to have professional experience, cites the value of thinking about 

and analysing the mechanics of writing in order to be able to share her expertise with 

her students (Interview 2003). Ernest, also, is aware of what he, as a writer, gains 

troIll h' 
IS students: 

We learn as we go along ... as you teach each year/ and as each year goes/ at 
the end of each year/ we've learned a bit morel not only about writing but 
about ourselves - and we've got that from the students/ so it's two-way traffic. 
(Interview 2003) 

Charact . '. . ensttcaIly, Ernest speaks m terms of personal development as well as learnmg 

abOUt Writing. This is typical of his approach, just as Charles's emphasis on learning 

how to be a professional is typical of his, and Brian's reference to research typifies his 

rather . 
more academIc approach. 

Like Charles, Ernest sees difficulties in finding a balance between writing and 

teaChing: 

Not only because you haven't got much time! but it also stops you writing - a 
little bit of premature editing comes in as well ... because you're listening to 
so much stuffi' you're reading so much stuffi' and you're giving feedback with 
so much stuff ... it's difficult ... to get focussed again! on something 
original of your own ... you lose something! you're giving up something! to 
teach writing! something of yourself as a writer. (Ibid.) 
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I-Iowever, both Ernest and Brian stress the importance of writers giving their time to 

be . 
gtnners, Ernest referring to the generosity of many successful writers: 

The other thing that I've become aware of over the years is ... how much 
time professional writers - have given to students! or to beginner writers! not 
~ecessari1y ... in the pub or anything like that! but in a controlled situation 
l~ke a classroom! people will come in ... and they're there! giving up their 
time ... they don't do it for money! that's for sure. (Ibid.) 

I)' 
lane provides an excellent example of a newly successful writer doing just that. 

Many other writers, usually more successful, at least financially, than those who 

com . 
mit themselves to running courses for adults, have, as guest speakers, been an 

impOrtant part of writing workshops and classes since the early days of the 

PlaYwrights' Workshop (see Chapter 4). They have not only helped students through 

their ad . 
Vice but also provided a sense that success as a writer can be an attainable 

gOal. Brian sums up his feelings about the role of writers in teaching scriptwriting 

thus: 

I don't think if I was ever successfuV as a writer ... I would ever give up 
teaching! as such! I would always try to work some teaching in because I 
enjoy it so much and it does benefit me and keep me on my toes! and without 
Sounding sort of sentimentaV it's good to give something back! because I've 
benefited from the fact that other writers have been generous enough to share 
craft and knowledge and experience! and it's like an unwritten rule of the 
writing community that you do! if you've got something to pass onl pass it on. 
(Interview 2003) 

8.4 Why teach scriptwriting? 

In Chapter 1 of this thesis I suggested that the question, 'Can writing be taught?' has 

become largely irrelevant over the last thirty years. One would certainly not expect 

scriptw .. 
ntmg tutors to answer such a question in the negative. Some tutors and 

StUdents feel, however, that doubts persist in the academic world about whether 

ScriptWriting should be taught. I therefore asked the tutors to explain in what ways 

they think their subject can be taught and what they think is the purpose of teaching it. 
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As one might expect from the rest of their interviews, although they are in 

broad agreement, clear differences in emphasis emerged among the tutors, reflecting 

differences in their underlying philosophies. Diane feels that there is 'not any sense in 

wh' 
Ich it can't be taught' (Interview 2003). Brian is clear about what he feels can be 

taUght, although less definite about what cannot be taught: 

I don't think you can teach what is in each individual writer/ what makes that 
Writer unique/ I think it is harder to teach - someone to find the muse or the 
spark ... but you can teach ... dramaturgy/ theories of drama! conventions of 
drama! you can quote countless examples ... dramatic irony for example ... so 
you can teach those sort oftricksl techniques ofwritingl that spark of 
individuality/ it's more difficult to teach! in some respects it might be the one 
thing that is impossible to teach. (Interview 2003) 

What I feel is interesting here is that Brian does not altogether rule out the idea that it 

lllight be Possible to teach people to think creatively and perhaps find the 'muse'. 

Certainly h' . ' 1 . . h h . , IS use of games and exerCIses to stImu ate creatIvIty suggests t at e IS 

trying to bring our whatever 'talent' is inherent in his students. Charles, using 

sorne h 
W at different terms, is also clear about what he can teach: 

To me you've got to give the basics .. , writing does follow a certain pattern! 
everybody thinks they can write from the ether/ and inspiration and that will 
Come down! they'll write something fantastic ". well/ unless you're a genius 
. " that ain't going to happen - and those geniuses have got an understanding 
~f the three-act structure/ they might not know it - most other writers aren't 
hke that - they struggle ,', now I'm always talking about structure '" once 
they understand that! it doesn't become this thing that stops you creating! it's a 
thing that allows you to create/ so that's what you teach! you can't teach 
Somebody to be brilliant. (Interview 2003) 

Like Brian's account, this is surely describing what happens in most, if not all 
Sub' 

~ects. Perhaps Charles is here identifying one of the reasons for resistance to the 

idea of teaching writing: the romantic idea that he sees in would-be writers of writing 

COrning 'from the ether'. One might equally imagine the same to be true of musicians 
~. . 

VISual artists, yet few who are successful in those areas would deny that their art is, 
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~~ili ' , , e result of years of study and hard work. Ernest sees the questIon in rather 
d' 
1fferent terms, discussing it first in terms of the demands of assessment: 

I think: it's very very difficult for an academic institution to - accept creative 
Writing! whether it be scriptwriting! short stories/ poetry/ or journalism! the 
same as they do every other academic subject - and they're right! because I 
~on't believe it can be taught the same as - you know/ where people are given 
Information and in an exam they have to regurgitate that information that 
they've been given - to be able to pass the exam - it is a form of exam ... to 
be accredited! they have to produce a volume of work! which is assessed by a 
tutor/ '" but what we're not doing is marking how good that work is/ that is 
not Our role to say/ this is a good play/ this is - a bad short story/ but we can 
say that the elements we've taught ... haven't been applied. (Interview 2003) 

It WOuld seem from the above that Ernest is concerned primarily about the place of 

the Subject in academic institutions and that he still perceives resistance to it. This 

lllay seem surprisi~g, but it should be borne in mind that his experience is of one, 

fairly t d" , , 
ra Itlonal university, whereas the growth in the subject, as far as degree 

courses are concerned, has mainly been in the newer universities. In Liverpool, up to 

and in I d" , CUIng the academic year 2002/3, creatIve arts was the only adult education 

programme not attached to an academic department of the University (University of 
t 

IVerpool Centre for Continuing Education 1993-2003).8 Many people might think 

that his analysis of the difference between teaching writing and other subjects is 
fl . 

aWed because of a misunderstanding, or at least an over-simplification, of teaching 

and learning in other subjects. Nevertheless, he is keen that writing should be 

accept d 
e as an academic subject: 

, 
In terms of - the acceptance of creative writing ... I think lots of people see it 
and also teach it as a vocational course - it's only/ when it's accredited like our 
COurses are/ so therefore structures! and has been passed and validated by 
academic committee in the university/ that it's validated in the same way as 

. any other course in the university/ so therefore should be viewed in the same 
Way '" creative writing is still looked down upon as a poor relation at the 
university/ but funnily enough,., the English department have taken over 

~--------------W'th 
frornl nreffect from 2003/4 the programme was taken over by the English Department (correspondence 

.It Wright 29.09.03.). 



creative writing ... and it's only been accepted because of the quality of the 
teaching - by the creative writing tutors. (Interview 2003) 
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This tutor, with more responsibility for courses than the others, clearly also has more 

knowledge of and interest in the effect of university politics on the subject than they 

have. Whether his reading of the situation is correct is arguable. However, it does 

reflect the value that he places on his subject's acceptance as an academic subject. His 

Ill' 
alO concern being the survival of writing courses for adults, he sees their future as 

d .... 
ependent on their status within the institution. As we have seen in previous chapters, 

not only the existence of adult courses, but also their design and content almost 

alWayS depend on the support of educational institutions and their ability to provide 

funding, which usually originates from national government and is hedged about with 

Condit' 
Ions according to the policy of the day. 

Ernest's reference to 'people who teach it as a vocational course' is rather 
CU' . 

nous, as it carries an implication that vocational courses are somehow inferior to 
, 
aCade . , 

tnlC courses, perhaps because of the common use of the term in adult and 

COntin . 
UlUg education to describe work-related courses at colleges of further education, 

leadi ' 
ng to qualifications which are below degree level and, therefore, have lower 

status than Courses that might lead to a degree. Yet, surely, courses in medicine, 

dentistry and law are 'vocational', as indeed are many courses in drama, art and music, 

insot: . 
ar as they involve training for professions. 

Ernest himself, though often seemingly less concerned than the other tutors 
W' . 

lth seeing the teaching of scriptwriting in terms of training for a career in writing, 

neVerth~less, when asked how his philosophy and practice have changed during his 
car . 

eer, speaks much more in terms of the profession of writing: 

The industry itself has moved on and moves on every year/ and you've got to 
stay abreast of current ... practices ... we need to let people know that when 
they're '" writing there's a professionalism that they need to adopt ... if you 
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professional. (Ibid.) 

Ernest also distinguishes writing from other subjects in terms of its relationship to 

What the Inland Revenue would term a trade, profession or vocation: 
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If you're teaching mathematics/ for instance - or history - at the end of the 
course/ whether it be a degree course or not - those particular students won't 
necessarily go off and become maths teachers or whatever else a 
mathematician does ... they may use it in some professional way/ they may 
also do something completely different - I think with writers/ they're doing it 
to write/ because they have to write. (Ibid.) 

Admittedly, 'having to write' does not necessarily mean wanting to make a career out 

of Writing, or even wanting to be paid for writing, but scriptwriting, as Charles 

remarks, by its very nature cannot be done privately for oneself; its whole purpose is 

to Communicate with an audience and, in the case of the broadcast media, that means 

. becOming involved in the 'industry'. While appearing to acknowledge this, Ernest also 

POints Out that students do not always sign up for scriptwriting courses with the 

ConScious intention of becoming professional writers: 

~ think to start with! it's - just wanting to write ... and they may have some 
Idea in the back of their head! that eventually they'll become a professional 
writer/ but they don't know what that means ... a beginner writer doesn't 
really know what a professional writer does. (Ibid.) 

Charles has rather different ideas about the place of scriptwriting in academic 

in l' 
S Itutions and displays a deep ambivalence, rooted in his belief that his classes are 

about tr . . . 
atnmg students to enter a profession, towards the concept of degrees in 

\\titing: 

When I got on the MA ... I was quite harsh and - I actually scared a couple 
of people/ and scaring people isn't what it's about ... now I've got a different 
approach! yes I'm harsh ... but I also encourage people a lot more - I saw 
myself as a gatekeeper / you've got to get past me to get into the industry. 
(Interview 2003) 

~ . . 

SPIte of this change, Charles maintains that he has a reputation for honesty and can 

Still b . 
e qUIte hard on students' work: 
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[Students on] writing courses are looking for that! 'aren't we all nice?'/' aren't 
We alllovely?'/ and 'aren't we all great together?'/ and that's really great if it's 
a hobby/ screenwriting isn't about hobbies. (Ibid.) 

Yet he feels his attitude sits uneasily with the demands of the institutions for which 

he Works: 

For instance on the MA course/ when people first gave me a script! I was 
giving people marks of 411 42/ and that was a shock to people/ because they're 
on an MN ... I discovered people who'd done a degree/ are just not used to 
getting marks of 41 and 42- no - when they did their writing degrees or 
Whatever they get marks in the 60s ... remember higher education now is sol 
~o desperate to keep people onl you know/ you've got to attract them. .. they 
Just say/ 'oh all right! lets make sure we get three or four with distinctions' ... 
~hereas I refuse to do that! I assume that an MA is better than a degree/ which 
lsI maybe my naivety. (Ibid.) 

Although he is talking here specifically about his course at JMU, such doubts could 

be extended to University of Liverpool courses which are accredited and could 

eVent II Ua y lead to a degree. On the other hand, Charles seems to see his own MA 

course, which he is determined to run as a 'vocational' course, as having real value 

because of rather than in spite of its vocational stance, citing the approval of an 

agency of Some importance in 'the industry': 

I suppose I'm a law unto myself! that I've been given ... that flexibility/ but 
the thing is/ that flexibility is being recognised by the British Film Institute/ it 
looks like we're going to get their kite mark - because they're interested in 
producing the next generation of writers. (Ibid.) 

In view of his experience on this course, he says his approach to his University 

ofliv . 
erpool course has changed: 

I've just realised I can't teach them everything that they need - having said that rou can still get them to a stage so you work with people who go into the 
Industry/ which is great ... and you know you've helped them! you've given 
t~em the basics/ and if they've got a talent they'll go onl but now I suppose the 
lInk is / they've got an MN if they want to go and upgrade ... I always tell 
them about the MA. (Ibid.) . 

Again, Charles is defining not only the aims of his teaching but also its success 
St . 

TIctly in vocational terms. His attitude to students who do not wish to or are not able 
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to Work towards becoming professional writers forms a stark contrast to Ernest's more 

traditio I ' na view of adult education: 

The old ladies who say/ 'ooh we haven't done that one yet! pottery we've done 
that! architecture we've done that / ooh let's do screenwriting'l you get them! 
you get people who think! 'oh screenwriting! I can do better than that'/ 
everyone thinks they can write better than what they see on the telly/ they tum 
up and realise they've got to work! you know/ they're not interested! so you get 
people who suck it and see '" amongst that you get a core of! I would say 
~bout five or six on each course/ who are genuinely trying to break into the 
Industry ... the others?/ they're entertained! I think that's about it! they might 
get an insight! and if they learn that they're not good enough! then that's quite 
gOod as well '" if I was doing hobbies I'd be teaching poetry ... screenwriting's 
pointless unless you put it on. (Ibid.) 

This may seem unduly harsh, but it should be borne in mind that Charles's 

course Was advertised in the University's prospectus as 'advanced', albeit with no 

entry Conditions attached (University of Liverpool Centre for Continuing Education 

200
2). Although he does not express himself in such stark terms, Brian also works on 

the 
assUmption that he is teaching people who wish to enter a profession: 

bian 

I personally always work from that basis ... it's not a talk shop ... this is a 
serious process of learning! writing is a very serious business. (Interview 
2003) 

e, too, says she teaches her students 'as though they're going to be professional 
Wr' 

Iters'; but also sees her course, aimed primarily at beginners, in terms of self-

development and access to educational opportunities (Interview 2003). 

It would appear that, while there is no doubt in the minds of the four tutors 

that scriptwriting can and should be taught, there are considerable differences on the 

qUestion of why it is taught. Although all four see it to some extent as a vocational 

SUbject, in the sense that it provides a degree of training for those who wish to become 

prOfession I ' . h' "fi d'N' 'h ' h d a scnptwrlters, t ere IS a slgm lcant l11erence m t e Importance attac e 
to' 

Its vOcational aspect. Charles appears to take a hard line in his emphasis on 'the 

Industry' 'I' d ' h .. h' d ' h h £'. , seemmg y unmtereste many ot er motivations IS stu ents mig t ave .lor 
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studying the subject. Brian, although his rhetoric is not as extreme, takes a similar 

view; whereas Diane and Ernest embrace a more traditional, liberal view of adult 

education, believing that their courses can be of value in terms not only of training for 

a profe . 
SSlon, but also of self-development and access to further educational 

OPPOrtUnities. All four see themselves as responding to the needs of their students. It 

IS Ill' . 
Y Intention in the next chapter to ascertain who these students are, what their 

reasons for studying scriptwriting are and what they see as the purpose of their study. 
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Chapter 9 

Scriptwriting Students in Liverpool 2002/3 

This chapter aims to construct as complete a picture as possible of adults who chose 

to stUdy scriptwriting in the year 2002/3 in Liverpool, based on the results of a survey 

of stUdents conducted at the beginning of that academic year. Methods of data 

colIection are described and discussed in detail in Chapter 2.6. The questionnaire sent 

to the stUdents is reproduced in Appendix B. 

9.1 Gender, ethnic origin and age of scriptwriting students 

AIl 81 respondents to the questionnaire give their gender; 51 are male and 30 female 

(63% and 37% respectively). This figure is notable when compared to the usual 

gender balance in adult education. The DfES gives an overall balance of73.4% 

felllal . 
e stUdents to 26.6% male for enrolments in England on local authority- run 

courses in November 2002. For the North West region there is little difference, with 

730/, fI 
o emales to 27% males. HESA's figures for England show that 64.7% of all part-

r . 
l111e stUdents at universities in 2002/3 were female and 35.3% male (2004a).1 

liEsA,s figures for the University of Liverpool for the same year show that 62.8% of 

Part-t' 
Ime students were female and 37.2% male, a reversal of the figures for 

ScriptWr' . . 
Itmg students in the survey (2004c). These finding are summarised in the bar 

Chart below: 

i'----. 
~igur ti--------

136,60/, es or 200112 show 62.8% female 137.2% male for England as a whole and 63.4% female 
Way (~male for the University of Liverpool, indicating that the 2002/3 figures are not unusual in any 

'lCSA 2003, 2004b). 
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Smvey HESA Df£S 

(DiES Figure 2: Geuder l?f.ft:riplwri l il1g .'fIluim l'f 20021J comparr.'d do officirl Y.'f.I'oli.mc'f 

Sflll!t.'l1lJigl/res refer to eI1To lmell/J,' (»1 L£A-n lll COllT51eS ill tile N().!r1/, West; HE'iAili~s to fM!i71~i'J.v! 
. s oltht. I L · ' .-1" , . ul1n>r/.~r.'>71y '?l Lin .. ·,poo!). 

WOOdley et a1. in theIr wide- ranging survey for the Society for Research into 

lli 
gher Education (SRHE), also found evidence to suggest that adult students tend ID 

bet) 
erwhelmingly female (1987). They found that 65% of students on courses run by 

trni e . 
fSlty extra-mum.) departments, which would have incJuded oowses such as those 

attended b 
~~ the students in my survey were female. Furthennore J1O/o of students on , 

tJ.Oll-qu l"fy' 
a l tng courses' were female although inlriguingl}' there " 'ere more males 

than fe 
Illales {54% males on 'qualifying courses. 

Clearly, there is an important di fference here. Any notion that 200213 might be 
at 

lOgue' year can be discmDlted" as the pilot study of scriptwriting students showed a 

silllil 
ar, thoUgh not quite as dramatic imbalance with 54.~ males and 45.2% 

felllaJes The ' I' . . . . th 'l d flo _ L_ .~A . . . . genera. creative wntmg courses 10 e PI ot stu y we\rer~ ~w\,,~ an 

Illlbalan . 
Ce In fit our of female students (57.1% to 42.<)O,{,). much more in line ,\'lith 

%at one might expect in view of the ovenrlIelming evidence that students on adult 

~llcati 
on courses tend to be iemaJe (WoodJey et aI. 1981 -2 et seq.). 

It has already been mentioned that there is a gender imbaJance in fm'our of 
Illen 

aJnongst scriptwriting tutors which also is not reflected. amongst tutors of 
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, 
general' creative writing classes (see Chapter 6.3). This could indicate that students 

Opt for Courses run by tutors of their own gender, but such an explanation is not 

SUpported by figures from the survey, chi-square tests carried out on SPSS showing 

no significant differences between the gender balances on individual tutors' courses. 

Indeed, respondents from Diane's course include nine men and five women, whereas 

the highest proportion of females is on Ernest's course (six male/ six female). This 

could be because of its timing from 10.30 a.m. to 12.30.p.m. (University of Liverpool 

Centre for Continuing Education 2002, 22). Morning classes effectively exclude most 

People in full-time employment, as well as possibly appealing to women who might 

bew ' 
orned about issues of personal safety. 

Woodley et al's figures for students on 'qualifying' courses suggest that, 

although writing courses would not have come under this heading at the time, the 

Profile of the scriptwriting students has more in common with that of students on 

courses leading to formal qualifications than with courses that have traditionally been 

identified as 'leisure' courses. This, in turn, suggests a perception of the 'seriousness' 

of the subject, based perhaps on a sense of its being a vocational subject or one which 

IS academically demanding. This idea is supported by the fact that the gender 

illlbalance in favour of females is narrower in HESA's figures, based on enrolmer:tts at 

Universities, than it is in DfES figures, based on enrolments on local authority courses, 

\Vh' 
Ich not only lack the academic 'prestige' of university-run courses, but also tend not 

to carry accreditation. Woodley et al's 1987 (pre-accreditation) figures support the 

idea that men might be more attracted to 'qualifying' courses and to university- based 

courses. 

Interestingly, the one source of official data which contradicts the idea that 

adult learners are more likely to be female, is the DfES's National Adult Learning 



Survey (NALS) (Fitzgerald et al. 2003). This survey shows that 79% of male 

respondents and 74% of female respondents reported some kind of learning in the 

Previous year. The surveyors' own conclusion is that: 
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This is primarily due to the difference in the proportion of men and women 
undertaking self-directed learning (66% and 56% respectively), while there is 
very little gender difference in relation to taught learning. In 2002, women 
were less likely than men to have done vocational learning (65% and 73% 
respectively), but more likely to have done non-vocational learning (29% and 
23% respectively). 

l'he sun:~y includes under 'learning' not only 'self-directed' learning, but also 'taught' 

learning done in the workplace. These figures suggest that, while women are certainly 

more likely to attend adult education classes, particularly those classed as 'non-
v . 
Ocational', men are more likely to opt for learning that takes place outside traditional 

edUcational institutions or is associated with work or professional development. This 

idea' 
IS supported by ACACE's contention that 'men attach more importance to the 

idea that education is a way of getting on in the world' (1982a), based on research 

show' 
Ing that men prefer to study work-related subjects while women are more 

Interested in 'creative' subjects. Whether scriptwriting should be seen as 'work-related' 

is debatable (see Chapter 8 for scriptwriting tutors' views on this issue); it is certainly 
'c . 
reative.' Perhaps it is both at the same time. 

Possible reasons for the 'maleness' of the subject in Liverpool, such as the 
ex' 

Istence of mainly male role models in the area and the status of scriptwriting as a 

Profes' . . ' . 
Slon 10 an area of recent hIgh male unemployment, have been suggested above 

(c .. 
hapter 6.3). Such conclusions can, in the context of this study, only be speculative, 

altho .. . 
Ugh the latter Ideals gIven credence by the NALS figures quoted above. Perhaps 

many students on scriptwriting courses see them as vocational. Although the survey 

includes questions about students' motivations and choice of course, the answers to 

these d 
o not shed much light on the matter, as might be expected when all those 



195 

qUestioned have chosen scriptwriting courses. One could only say that, given the fact 

that a majority of students were male, the motivations given might be more typical of 

tnale students than female students. A wider survey of students on all writing courses, 

in Liverpool and elsewhere, would be needed to provide meaningful comparisons 

frolll which one might draw conclusions about this phenomenon with a greater degree 

of Confidence. 

In response to the question about ethnic origin, for which they were given a 

range of options based on the categories used in University's enrolment form for 

forwarding to the HESA (University of Liverpool 2002), 76 (93.8%) students 

des 'b 
cn ed themselves as 'White British', compared to 96.7% of the population of 

Merseyside described as 'white' in the census (Office for National Statistics 2003, 67) 

and 95CX fl' 1" • d h hn' .. k 00 Iverpoo Umverslty part-tIme stu ents w ose et IC ongm was nown 

to IiESA. Of the remaining five students, two described themselves as 'Indian,' one as 

'nlack AC.· . . . 
mcan', whIle one tIcked the three boxes for 'Black Caribbean', 'Black 

A.fr· 
Ican' and 'Black Other' and one ticked 'Other', describing himself as 

'W 
aleslMauritius'. There were no students of Chinese origin, which is the largest 

ethnic minority group in the region (Office of National Statistics 2003, 67). Given the 

sillall nUmbers of ethnic minority students involved, it is impossible to draw any firm 

cOncl . 
USlons about whether various groups are under- or over-represented on 

scriptw .. 
ntmg courses, except to say that in terms of white I non-white populations the 

Student body is not unrepresentative of the balance in the region. No significant 

correspondences between the ethnic origin of students and any other variables were 

Shownb . I.. 
Y chi-square tests, as would be expected given the numbers mvolved. 

The age profile of students, on the other hand, did not reflect the profile of the 

general Population ofMerseyside. The bar chart below is based on students who give 
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their a · (·7 ge . 6 out of a possible 81), grouped by percentage of respondents in ten-year 

periOds, compared to the population ofMerseyside according to the 2001 census and 

o . 
ll11tting persons aged under twenty (Thid. 25); and HESA"sfigures for part-time 

students at the University of Liverpool in 2002J3~ omittingtbose under twenty and 

those wb. . 
ose ages are unknown. The DtES was unable to provlde detailed breakdmws 

of the . 
age of students under 60 (Rose 2003). 

30~~~--~~~~~~ 

25 -i--,-... tI-'"":"":fI---:::--:---r-'"......;;..~-:'i 

20 

% 15 

10 

5 

O~~~~~~~~.u~~ 

20- 30- 40- 50- 60- 70- 80+ 
29 39 49 59 69 79 

Age 

University of 
Liverpool (HESA) 

o Scriptwriting 
students 

r.;~ 
re 3: Age a/scrip/writillg stud,zllls (1001/1) c(HII(IC'BVXJ "il1, ag~ of .M~~J"Wk popU/aliOiI (2001) 

and part-lime . ·tudents alille Univer. ily ofLiverpoo! (HESi(J 

ltcanbe . 
. seen from thIS chart that the younger age groups appear to be 0\7er-

tepres 
euted., while the older age groups are lUlder-repres.entOO in the sampJe. This 

C()ntrasts . 
WIth HESA's figwes for all part-time students~ where the age profiJe is much 

cloSer t 
o that of the general population, students tending 10 be a Jittle oJder. The 

YolU) 
gest student in my sUJVey of scriptwriting students was aged 1J and the old 

78 . 
Ith a mean age of 41.2. Seven (9.2%) students were aged 60 and above" 
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compared with 29.6% of the Merseyside population aged over twenty.2 DfES figures 

show that 27.7% of local authority students in the North West of England were over 

60 in 2002/3, a figure far closer to that of the general population (DfES 2003). In 

WOOdley et aI.'s survey 20% of students on all 'non-qualifying' courses (22% in 

tJniv ' erslty extra-mural departments) were aged 61 or over, whereas only 1 % of 
, 
qUalifying students' were aged 61 and above (Woodley et aI. 1987,23). NALS, as 

tnight be expected, records a falling-off of interest in learning among adults after the 

age of 50, with the decrease more dramatic for vocational than for other sorts of 

learning. Participation in learning (except for non-vocational learning, which is most 

Popul ., 
ar amongst people aged 60-69) does not differ greatly between age groups under 

50 (Fitzgerald et ai, 2002). 

Again, the survey of scriptwriting students gives a result which is strikingly 
d' 
Ifferent from what might be expected from typical students in adult education. As 

w' 
Ith the male/female balance, it is possible that the explanation for this lies in 

Potential students' perception of the status of a scriptwriting course and their 

tnt' 
o 1Vations for studying scriptwriting, which will be considered below (Chapter 8.3), 

Certainly, a consideration of the student body's profile in terms of age and gender 

Yields a picture that is quite different from what might be expected from the study of 

data provided by official bodies. Adults who studied scriptwriting in Liverpool in 

20
02/2 Were not typical or representative of the general population of the area, nor of 

adult I earners in general. 

~-------------------------sa~i~ fin~ing is supported by the pilot study which, on the basis of a smaller and less representative 
P e, gIves a figure of 12.5% of students aged 60 and over. 
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9.2 SOcial class, employment status and educational background of scriptwriting 

students 

Any analysis of social class is fraught with difficulties of definition and interpretation, 

With attempts to define class by occupation becoming increasingly problematic as 

new Occupations are developed, old ones are renamed and individuals' working 

Patterns become more varied. This is acknowledged by the replacement of the old 

Registrar General's Social Class measurement with the more complex National 

Statistics: Socio-Economic Classification (NS: SEC) system for use in analysing the 

results of the 2001 census (The Stationery Office 2000). In response to my initial 

qUestionnaire, 50 of the 81 respondents (62%) gave details of their current or last job. 

These details were then assigned categories according to the NS: SEC guidelines. 

Foll . 
OWIng NS: SEC advice, because of the small scale of the survey they were then 

grOUped into four classes: 1.1, 1.2 and 2, covering 'large employers and higher 

Illanagerial occupations', 'higher professional occupations' and 'lower managerial and 

professional occupations'; 3-4, comprising 'intermediate occupations' and 'small 

elllploYers and account workers'; 5-7, being 'lower supervisory and technical 

OCcUpations', 'semi-routine occupations' and 'routine occupations'; and 8 and non

classifi d . Ie , Including those who have never worked, the long-term unemployed, full-
f 
lll1e students and those not classified for other reasons. Those who did not give an 

occup . 
abon were included in the last category. 42% of survey respondents came from 

class 
es 1.1, 1.2 and 3; 22.2% from classes 4 and 5; 8.6% from classes 5 to 7; and 27% 

were from class 8 and the non-classified. A comparison of the survey results with the 

20
01 census figures for Merseyside is summarised in the bar chart below (Office for 

National Statistics 2003, 199): 



50 r-~ ____ ~~~~~~~~~ 

40 -r----ut: 

o30~
Yo 
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o '-~~~~~~~-L~ __ ~~~~ 

1&2 3&4 5,6&7 

NS:SEC categories 

8& 
other 

o Merseyside 
Survey 

F; 
19ltre 4: Social class of SLTlptwrilillg .'stllt/ems 2002:3 Ol:ron/illg 10 NS:SEC amtpanJwilll 

~'t,/en,lt?J"side P(J{1u/aJi(J111OOJ 
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If we ignore those in categories 8 and 'non-classified' there is clearly a bias 

alltongst the students towards the higher classifications: those \\7hich might usually be 

referred 
to as 'professional' or 'middle class' .In contras~ 21.2% of the population of 

~'erseYSide faU within dasses J. 1,. 1.2 and 2~ J 4% are in classes 4 and 5~ and _1% in 

Classes 5 to 7 the group which wouJd traditionally be descnbed as ·working-class'. 

'the large number of students (29 or 39%) included in class 8 and "non~Jasslfied' 
Poses a problem. This group co ers not only economically inactive students 

(Ullern 1 
P 0Yed, retired. house\vi esl'carers and full-time students) who do not give. as 

requested, details of their last employme~ but also peopJe who simpJy do n t answer 

the qUestion. It is probably umvise, therefore, to equate it with the group deri cd:from 

the 
census returns. A comparison of figures Jeaving out these 29 students might. 

thereft 
ore, give a clearer picture of students' sociaJ class,. 'with the caveat that one is 

no, 
dea.ling with a population of onJy 52 peopJe~ just over half the total nwnber of 
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students enrolled on scriptwriting courses. Ofthese~ 58~Q fuU into classes 1. 1 ~L1 and 

2 (compared with 34% of the Merseyside popnlation)~ 3(y% into classes 3 and 4 

(22%), and 12% intO' classes 5 to 7 (44%). These results are smn.mari..~ below: 

70 ~------------~----, 

60 -I-..;...:...--....:.......:...--.;;,;.:.;;,;.,..:~~~ 

50 

%40 
30 

20 

10 

o -I-'---I:iO"-r..L-&:IZ..,.....J:-"'-r-----il 

1&2 3&4 5.6.7 

NS:SEC categories 

Unfortunately, neither HESA nor the DfES WClS able to provide any 

CotnParable data on socio-ecO'nomic classification and it is therefore, impossible to' 

dra)" an", Co 1· bo _.L he h· f d - . I - I (-
:J . ne USlOns a ut \vuet . ,r t IS group 0 ~1u ents IS tyPIC3 or al)'plca o ' 

Sllldent . 
s 10 adult education classes in 200m (Rose _003, Cookson 2003 _ HO,",e\'1er, 

'W 
OQQley et at's 1987 survey, using Hope Goldthorpe classifications does present a 

Sil1:tilar patte u · .1..- (_. rmed- d ..l. : L · L m. slOg uuee groups serviCes, ante ... we an 'I Ollilng , WlllCu 
rOUghl 

Y correspond to the three groups used abo e" they show that on 'quaJifying' 

COUts 
es 54% of students were from the first group 34% 110m the second and 12% 

from th . . . . 
e th1f<t~ while on ~on-qua1lfyJDg courses the figures were 45%, 41% and 8% 

resPeCtivel ( 1987,70). As with gender, my figures are closer to those for 'qualifying 

StUdents 

Given the lack: ofinfonnation about some students' occupations and the large 

llUll\be · .' 
t of students. and indeed members of the general population., who are 
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economically inactive~ it could be argued that classification according to occupation 

shoUld not be the sole indicator of'social class'. Students were~ therefore~ also asked 

about their employment status and their previous qualifications. The questions on 

emploYlllent status yie1ded the results which are shown in the table below. Figmes fOT 

M.erseyside from the 2001 census are also shown tor comparison (Otna! for National 

Stat' lSties 2003, 99): 

Group ~ Number Perr.entage MeKSe_}"s;;de I 
Emplovedfself~ploved 49 605% 5tS% ! 

I Unemployed l'7 21% ci.S% 
Full-time Student 1 I B .]:0/0 8.1.% 
Retired 9 5.U% I 14.P/c 
Housewifefcarer 3 I 3 .. 1"'/0 6.1"'/0 
Sid: or disabled '2 1 '2 .. s~ HJ';c. II 

Other economically inactive 0 ta% 4"'.1.: l () j 

7' I.lble 5' Em 
.. rploymcfll s(anL"i qlscriplwrilillg sllu./clIls lO(}lt'3 (figtUf!s may 1101 udI tip (0 IOU% iJecm'llSK 

of T'OlIIildillgj 

l'he d lst 'b .. 
n utlon of students between these groups can be seen in the pie chart below: 

o EmpJoyed 

lEI Unemployed 

o Fft student 
o Retired 

• Carerfhousevlife 

o SickJdisab1ed 

Figure 6: EmplOJ mell/ ,f/a/lI,f ojscripl1'Til8l1g .mule/lls '" 00"" 'J 

The most striking feature ofthese figl.l:f'eS is the large proportion of students 

descTib' 
109 themselves as Wlemployed The proportion of those described as 

Carer/h . 
oUSeWlfe, sick or disabled and 'other economicaJj inactive' is much Jower in 
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the survey sample than in the general population. This result is not unexpected, as 

common sense would suggest that people in those categories would be less likely to 

commit themselves to a taught course in an institution, as they might find it difficult 

to leave home. Similarly, full-time students would also not be expected to feature in 

the sample, as they would not normally take on part-time study in addition to full-time 

study. The unemployed, however, form over a fifth of the sample. It is possible that, 

the survey relying on self-definition, this group includes some that would be 

categOrised elsewhere in the census figures. However, the alternative categories were 

Offered on the questionnaire, and it could be argued that an individual's choice of 
, 
unemployed' would imply that he or she is actively seeking employment. Taking 

these figures with the age profile of the student body, and the fact that the majority of 

the stUdents are employed, one might conclude that this is a group of people who 

Could be considering career changes; once again, there emerges a profile associated 

with Vo . . catlOnal rather than 'leIsure' classes. 

A consideration of students' academic qualifications on entry to the courses 

giVes a result strikingly different from the Merseyside population as a whole. Census 

figures show that 13.9% of the population aged over sixteen held qualifications at 

degree level or above in 2001, while 31.5% had no qualifications (Ibid., 227). In 

Contrast, 46 (56.8%) students who completed the questionnaire are graduates.3 Only 

one stUdent who answered the relevant question has no qualifications; six did not 

anSWer. Therefore, the number without qualifications of any sort could not exceed 

Seven (8.6%). Of the non-graduates, 6.2% of students held HE credits or similar 

qualifications; 1l.1% had GCE 'A' levels or the equivalent; and 17.3% had GCE '0' 

level or GCSE. The pattern can be seen in the pie chart below: 

~----------------sJ;.e pilot stUdy gave similar results, showing that 57% of students on 'general' creative writing and 
Scli 

0 of ~t~dents on scriptwriting courses to be graduates, while only two respondents (4.8%) from 
Ptwnting courses and three (10.7%) from general courses declared no qualifications. 



D Second degree 

iDFrrst 
DegJeelPGCE 

o HE credits etc. 

O"A" level 

.·01eveUGCSE 

COlnPa . . . ' 
nng these figures with HESA's figures fOT 'other undergraduates". which 
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IUcJud 
es all students on adult education OOUISeS at lDliverr;ities in England, one can see 

a far greater proportion of graduates than might be expected were the scriptwriting 

Cou.rse . 
s tyPlcal of such courses. HESA's figures sb wthat in 100213 J9.90/o of part-

till}e 'other' students in England were graduates, 7.J% had no qualifications and J6.6% 

did nOt give details ofthciT quaJifications (HESA _004a. 1 ]6)." Figures for the 

Unive . 
fSlty of Li erpooJ provided b)r HESA show that 19.5% of students were 

!7"a
du

ates. Howe er 67.90A, of Liverpool students' qualifications are shown as "not 

knoWn/sought', calling into question the wisdom of drawing any conclusions from 

theSe 
fi!:,tures (2004c). evertheless,. the fact that the proportion of graduates is so 

Sill} . 
lIar for Liverpool and England suggests that this ilgure at least might be fairly 

accu 
rate and that the much higher proportion of graduates on the scriptwriting courses 

IS llOtabl 5 e. 

l lheb/l:S 
llESA's was unable 10 provide co~b)e figures roT ~ts on local aulOOrity coones... 

~lIj\fal fi~res for 200112 show that m England 20% ofpart-hme studems \'ftre graduale3i" ube 
tlltle SlUe: ligure fOT the Univen:ity of Liverpool being 22% . 63.7"-' of University oftiverpoo! part

ems were ~o ~n as 'not knownfsought' (HESA 2004b)_ 
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So, taking qualifications, employment status and occupational classification 

together, a picture emerges of a student body that is, broadly speaking, well-educated 

and 'middle-class', although not necessarily in employment.6 This constituency is 

certainly untypical of the local population to whom the University of Liverpool seeks 

to appeal. The results, however, are not surprising when seen in the context of adult 

edUcation in general. The National Adult Learning Survey (NALS) 2002 shows that 

Intere,st in learning declines through the NS:SEC groups from 88% in the 
, 
professional/managerial' group through to 47% in the 'unskilled manual' group. There 

IS a similar decline according to level oflearning from 94% of both graduates and 

Undergraduates to 29% of those with no qualifications (Fitzgerald et' aI. 2002, 25 et 
s . 
eq.). Such figures indicate little change in the years since Woodley et al.'s extensive 

survey Which led them to the conclusion that their findings 'confirm and extend those 

of earlier researchers; adult education is largely the preserve of the middle classes' 

(1987,85). 

HistOrically, providers of adult education have always sought to appeal to the 

Working classes and the economically deprived, only to find that the classes they 

Provide are more popular amongst those from 'higher' social classes. Writing about 

the situation in the nineteenth century, Harrison observes: 

The need for adult education ... was felt to be primarily a need of the working 
class; and this conviction was not basically altered by the common experience 
of adult educational institutions that provision which had been intended for 
manual workers was not infrequently utilised mainly by clerical and shop 
assistants. (1961,4) 

A.t that time, education was often seen by its providers as an instrument for the 

improvement of the 'condition and moral~ of the people' (Brougham 1835, quoted in 

~----------------q~~ sq~e tests revealed no statistically significant differences in social and economic groups, 
"'he lficabons or employment status in terms of gender or ethnicity. Age was only a significant factor 
high n compared to employment status and then only because the retired, naturally, came from the 

er age groups. 
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Bamson 1961,57). By the 1970s, when the writers' workshops were established, the 

rhetoric had changed and they were seen more as an instrument of political change or 

a 'collective cause' (Evans 1990, 5), being welcomed by the University of Liverpool 

as a good example of 'what a University might contribute to working class students 

Who attend our normal classes in such small numbers' (University of Liverpool 

Institute of Extension Studies 1973, 13). In 1982 Learning In Liverpool declared that 
, 
provision for women, black people and the unemployed are priorities' (Liverpool 

Education Authority 1982, 4). 

Even today, many educationalists would see the composition of the student 

bOdy in adult education as a failure to reach those for whom the provision is intended, 

and some would argue that the results of my survey of scri ptwriting students confirm 

. that failure. Whatever their political or philosophical views, however, it is important 

that providers of scriptwriting classes for adults recognise the reality of the situation. 

l'he students attending these courses include people of all ages, both genders, many 

ClaSses and varied educational backgrounds; but if one wished to construct a 'typical' 

l' · 
Iverpool scriptwriting student he would be a 41-year-old white male graduate, 

emploYed in a professional or lower managerial occupation. It is reasonable to assume 

that 
tnost of these students would not see the courses as a rung on the educational 

ladder (making the acquisition of credits largely irrelevant to their needs), nor as a 

means of acquiring the tools to change society. David Evans describes the people who 

attended the Scotland Road Writers' Workshop as 'simply working-cl~ss men and 

WOtnen Who wanted to write' (1990, 5). Possibly one could say the same thing about 

the 2002/3 scriptwriting students, though in most cases one would have to omit 
, 
Working_class.' The question of why they want to write is one that I shall explore in 

the re . 
mamder of this chapter. 
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9.3 Motivation and expectations of scriptwriting students . 

In an attempt to discover what motivates adults to take classes in scriptwriting, the 

stUdent questionnaire includes, in Section B, a tick list oflikely motivating factors, 

based on the work of Daines et aI. (I993)~ and two open questions, one asking why 

they had chosen their particular course(s) and the other asking how they hoped to 

benefit from their courses (see Appendix B). Students were invited to tick as many 

boxes as they wished in answer to the first of these three questions. The results are 

summarised in the table below, listed in order of the most frequently ticked: 

Order Motivating factor Number Percentage 
1 To learn to develop a skill (b) 76 91.6% 
2 To create something (d) 62 74.7% 
3 To follow up an existing interest (a) 61 73.5% 
4 To learn to develop ideas (c) 54 65.1% 
5 To meet like-minded people (k) 40 48.2% 
6 To discover if 'I can' (g) 38 45.8% 
7 To make money (f) 21 25.4% 
8 To access a further learning opportunity CD 18 21.7% 
9 To satisfY curiosity (e) 17 20.5% 
10 To make social contact (I) 15 18.1% 
11 To gain self-confidence (m) 11 13.3% 
11 To enhance my self-esteem (n) 11 13.3% 
13 To obtain a qualification (i) 10 12.0% 
14 To gain the approval of others (h) 4 4.8% 

Table 6: Motivations ofscriptwriting students 200213 

Alan Rogers defines motivation as 'a drive directed towards meeting a need or 

aChieving an intention, those factors that energise and direct behaviounit patterns 

organised around a goal', and makes a distinction between intrinsic and extrinsic 

motivating factors (2002, 95). At first sight, it would appear that extrinsic factors 

WOUld not apply to adults taking scriptwr~ting courses, as the learning is not 

'demanded by the learner's situation' (Rogers,1. 2001, 18), with most of the factors 

listed b ' 
a ove apparently coming from social and personal impulses. However, one 
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should not discount the idea that some students might be motivated, at least in part, by 

external factors such as financial need. As we have already seen, a high proportion of 

the students are unemployed and just over a quarter mention the desire to make 

money as a motivating factor. A factor such as the one most often cited (To learn to 

develop a skill) could be simultaneously intrinsic and extrinsic, as some students 

might feel that their circumstances demand that they learn new skills. 

It is possible to interpret most, if not all, of these motivating factors, in terms 

of all three of the main theories of motivation summarised by Alan Rogers: that 

motivation is an inner impulse based on needs or drives; that motivation can be 

learned; and that motivation relates to goals set or accepted by oneself (2002, 95). The 

idea of the students' motivation being learned cannot be tested using the survey data, 

but the fact that the majority of the respondents had previous experience of adult 

educ t' a IOn Courses shows that these courses form part of a continuing process of adult 

edUcation. This prior experience begs the questions of whether and how students' 

lllotivations change and develop, not only while they are on a particular course (a 

possibility explored by May (1985) and Norris (1985)), but also over the whole of 

their r 
Ives. Certainly, the more popular factors would seem to relate to personal 

deSires, the question of whether or not they also represent 'needs' being subjective; 

lllany people who want to write might well regard the act of writing as necessary to 

th ' 
elr well-being. Similarly, one could say that the students are setting themselves 

, 
goals' as they seek to develop skills or follow up an interest. The idea of each student . 

haVing personal goals is supported by the responses to question seventeen, which asks 

stUdents how they feel the courses would benefit them (see below). Again, these goals 

can, in many cases, be interpreted as being both intrinsic and extrinsic, 
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Woodley et al. (1987) identify three main areas of motivation for adult 

learners: instrumental, self-development and social. Categories f, i and j of question 

fifteen fall fairly clearly into the first group, as all three of them are concerned with 

Using the Course to achieve a stated aim. None of these is cited by a majority of the 

students, with only one (To make money) being cited by more than a quarter of the 

group. Categories k and I are clearly 'social factors'. 'To meet like-minded people' is 

rnuch more popular than 'To make social contact', even though they could be 

Interpreted as meaning roughly the same thing. The reason for the difference may lie 

in a difference between the 'image' each of them might be felt to be giving of the 

resPondents; the first gives an impression of people making an active and positive 

ch . 
Olce, while the second sounds rather negative and a little desperate. 'To gain the 

a . 
Pproval of others' (h), which was ticked by only four people, might sound similarly 

Unattr . active. Factors a, b, c, g, m and n are broadly concerned with 'self-development', 

but there is a distinction to be made between a, b, c and g, and the less popular m and 

n·l'he former group is concerned with a sense of wanting to develop one's creativity 
o . 
r Intellect, while the latter group is more to do with developing one's confidence as a 

person, carrying implications about the respondents similar to those ofh and j. Indeed, 

factors b, c and d could also be viewed as instrumental, as it could be argued that the 

StUdents would not wish to develop a skill, create something or learn to develop ideas 

Unless they had specific reasons for doing so. It seems from this that the respondents 

do not, generally, see themselves as shy, diffident or lacking in confidence. Rather, a 

Picture emerges of a group of people who, for the most part, have chosen their courses 

\\lith a clear sense of purpose. While some clearly have social reasons for starting the 

courses, the motivating factors most commonly mentioned by students are concerned 

\\lith the process oflearning itself. The top four motivating factors are almost 'subject 
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SpeCific', suggesting that most students already have a good idea of what might be 

involved in learning to write scripts and what skills their courss might help them to 

develop.' 

Answers to questions nine to thirteen, which seek to discover something about 

students'" , d ' , , h' prevlOUS expenence of adult educatIon an creatIve wntmg, support t IS 

idea. Sixty students (74%) have previous experience of attending adult education 

classes, 49 (60.5%) having attended creative writing classes. Seventy (86.4%) say that 

they have written or attempted to write scripts, stories, poetry or articles, 53 (65.4%) 

having tried to write scripts for television, cinema, stage or radio. Thirty-three 

students (40.7%) have submitted work to publishers or producers, with twenty 

(24.7%) claiming to have had their work published or produced. 

Tests carried out on the data to try to discover any correlation between 

indiVidual motivating factors and data about the characteristics of the population 

yielded little of interest. Partly because of the size of the sub-groups under 'age in 

decades,' chi-square tests showed no correlation of significance between motivating 

factors and age groups. Further tests were run to see if there were any significant 

variations between older students (those over 60) and others. Again, as only seven 

StUdents declare their ages to be over 60, nothing of statistical significance emerged. 

lIowever, it should be noted that four factors are cited by none of the older students. 

these are: 'To make money' (f); 'To gain the approval of others' (h); 'To gain social 

self-confidence' (m); and 'To enhance my self-esteem' (n). With the exception of the 

first of these results, which is to be expected among retired people, these factors are 

about personal, non-subject specific goals, concerned with self-development a~4 self

image. Clearly, the older students are not lacking in confidence. Withnall and Percy, ::---.... : . 
7 p' 
rno~gC~d et aI. (2003, 72) give 'to improve knowledge about subject' as by far the most popular 
qU'l~fiaho~ for taught learning (72%), with 'to do something interesting' second with 44%. !Gaining a 

a IICation' was much more popular (37%) than it was in my survey. 
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citing Yam, suggest that older adults who choose creative or artistic subjects are 

concerned with relaxation, and that 'middle-class older adults want especially to 

understand and appreciate the creative process in general' (1994, 41). There is nothing 

In Illy survey, however, to suggest that such motivating factors are present in the older 

respondents to any greater or lesser extent than in the group as a whole. The 

difference might lie in such desires being less likely to be connected either with 

Personal profit or issues of self-esteem. Jarvis (1983) includes creative writing among 

the 'top ten hobbies' identified by retirement and pre-retirement aged students, which 

tnight, When taken with Yarn's assertions and the results of my survey, indicate that 

older stud . . I "1 I . . . d h h' . ents see wrItmg c asses PrImarI y as a elsure actIvIty, an t at t elr motIves 

tnay be less complex than those of other students. 

Only one factor produced a statistically significant difference in gender terms. 

'1'0 discover ifI can' is cited by nineteen of the 30 female respondents, but only by 

eighteen of the 51 men, the chi-square test showing an 'assymp.sin.' of 0.014, 

SUfficiently low to demonstrate statistical significance. The factor with the next 

biggest difference is 'To learn to develop ideas', cited by 24 women and 30 men, 

giving an 'assymp.sin' value of 0.051.8 Both these factors can be seen in Woodley et 

a1. 's terms as being concerned with self-development, and both are concerned with 

develoPing one's own abilities in rather general terms. There were no significant 

differences found between ethnic groups. Only one factor yielded a significant 

difference when tested against prior qualifications: only one of the ten people who 

\Vant to obtain a qualification is a graduate. This is to be expected, but is not 

unilllportant, as the preponderance of graduates amongst the students might suggest 

that the emphasis on qualifications in prospectuses could be mis-directed. On the 

~----------------Si~~u),es are taken from chi-square tests, performed in SSPS, where they are labelled as 'assymp.sig. (2-
. According to Robson (2002,419) a value below 0.05 is statistically significant 
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other hand, all those who mention gaining a qualification have previous experience of 

classes (giving an 'assymp.sig' of 0.029), the same factor throwing up a statistically 

significant result (0.004) when correlated with employment status. Five of the ten 

people who tick box i are, in fact, unemployed, with only two (from a possible 49) 

being employed. Similarly, gaining access to a further learning opportunity is much 

tnore popular among the economically inactive and unemployed (fourteen out of32 in 

the categories of unemployed, retired, disabled, carer and student; four out of 49 

etnployed people). Although these figures should, of course, be treated with caution 

because of the numbers involved, the results for the three factors taken together might 

indicate the existence of important differences in motivation between the employed 

and the economically inactive. It would appear that the pursuit of qualifications is 

Illore important to the latter group, while the subject itself, or 'existing interest', 

attracts the former group. So, although the figures for the most part describe a fairly 

Cohesive group of people, with few differences in motivation according to background 

and circumstances, those differences that do emerge indicate that employment status 

and age are, for the scriptwriting students, more divisive in terms of motivation and 

attitude th d hn' " , l'fi' an gen er, et IC ongm or prevIous qua I IcatlOns 

Students are given an opportunity to express more precise and/or personal 

reasons for taking their courses in their answers to question sixteen on the 

qUestionnaire (Why did you choose this particular course?). Seven students do not 

anSWer the question or simply refer to their answers to the previous question.9 Five 

State that the course has been recommended to them, giving no indication of why a 

ScriptWriting course in particular should 'have been recommended to them or whether 

they had already decided to study the subject before the recommendation. Similarly, 

~----------------q~C!~ils of which students (identified by their code numbers) gave which answers to open-ended 
S IOns, when their answers are not quoted in the text, are given in the tables in Appendix G. 
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two students say they were attracted by the course description in the prospectus and 

three students mention the tutor's reputation, but do not say why the subject attracted 

them. Four students are taking their course because another one (Norman's comedy 

Writing Course) has been cancelled, but give no reasons for wanting to do a comedy 

Writing course. Three students mention 'convenience' of location and/or timing and 

One (rather surprisingly, as all the University's adult courses use the same fee 

structure) says that 'it's cheap' (Slcd). Two students say they are doing their course 

because 'Italian was full' (61 b, 64b). 

Many of the above replies might, at first sight, appear unhelpful in establishing 

Why students choose to study scriptwriting, but, taken together, they give a picture of 

a section of the student population that is not driven by specific ambitions or a 

developing interest in the subject they intend to study. Some students might be 

motivated simply to do an evening class, with the subject of the class being of 

seCondary importance and possibly dictated to some extent by the location and timing 

of the COurse. 'Italian was full' might seem an odd or frivolous reason for taking a 

Scriptwriting course, but if the two people involved had already decided that they 

Would take a class on a certain evening of the week and their first choice was fully 

booked, why not try something else? 

A further nine students express their motivation in terms of a vague interest in 

the Subject and a desire to learn more about it: for example, 'it's what I want to do' 

(16bc), 'interested' (20bc), or the slightly more specific 'interest in sitcoms' (54b) and 

'I am interested in playwriting' (76e). In view of the answers to question fifteen, it is 

WOrth noting that no students mention f~ctors such as gaining self-confidence or 

meeting people, nor does anyone give reasons connected with gaining qualifications 

Or accessing learning opportunities. This might appear to be inconsistent with 
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students' responses to the 'tick list' of motivating factors, as all the given choices 

attract some support. However, it could indicate that factors h, i, j, 1, m, and n, none of 

are ticked by more than a quarter of the respondents, are secondary motivating factors 

even for those who did tick them. Where enjoyment or pleasure are mentioned (by 

three students), they are connected with the subject, rather than the social aspect of 

classes. One student simply writes, 'I enjoy writing' (14d), but for the other two it is 

One of several factors. Student 30ab is doing the course 'as a follow on from creative 

Writing. [She] enjoyed scriptwriting. Would like to know more & develop skills'. This 

student is one of nine who mention their previous experience of scriptwriting or 

Writing classes as a motivating factor: we have already seen that the majority of 

respondents had some such experience before starting their courses in 20002/3 . 

. Student ld puts: 'explore potential in a new area which would also be fun, creative 

and possibly lead to a career change', making her one of only five who mention 

factors clearly connected to writing as a profession. The others are: 'I think I have 

What it takes to go far' (2d); 'to learn about good sources of knowledge and contacts' 

02abd); 'films & T.V. need good scriptwriters - hoping to join these ranks' (22c); and 
, 
WOuld love to write soaps for a living' (23c). 

While the lack of answers connected to changing career or making money 

lllight suggest that students do not see scriptwriting as a vocational course, giving 

access to a possible new career, it may be that they feel their intention to produce 

Scripts implies a desire to have them produced and thereby make money. Certainly, 35 

StUdents, almost half those answering the questions, express their reasons for choosing 

their COurses specifically in terms of developing writing skills: for example, 'to 

develop a skill and structure a script' (3d), 'to learn writing techniques for drama' 

03d) and 'to broaden my scriptwriting knowledge' (36ab). Some students are more 
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precise, several specifically mentioning the medium or genre with which their course 

was concerned, such as 'interested in stage plays' (42c), 'I believe it will develop my 

COmedy writing skills' (57a) and 'it's relevant to my aims i.e. to write a tv play' (75e). 

This student, like several others, expresses his motivation in terms of a very specific 

and personal goal, choosing the course because it fits what he perceives as his 'needs'. 

Other replies which give a sense of students setting themselves personal goals are: a 

deSire to 'test my scriptwriting skills' (2d); a 'personel [sic] crusade to write about the 

People I know and & live amongst, before somebody less qualified does it again' 

(IOCd)' 'a d' d d 1 . . 1 ' ppeare appropnate to my nee s, to eve op my wntmg, to earn new 

approaches etc., to see ifI'm on the right track (26c)'; 'needed to find out more about 

the staging requirements of playwriting' (37ab); and' have lots of ideas for scripts and 

Sketches that I'd like to develop' (48b). 

The answers to question seventeen (How do you think the course will benefit 

YoU?) provide an opportunity for students to be more specific about what they 

eXpected to learn on their chosen courses. While thirteen students do not answer, say 

they do not know or refer back to questions fifteen and/or sixteen, nineteen mention 

'Writing', 'skills', technique' or 'craft' in vague terms which expand little or not at all on 

th . 
elr answers to question sixteen. Seven mention a specific genre or medium, albeit 

also in rather vague terms, for example, 'insight into film script writing' (70e). The 

lllore interesting answers are those which- as the question intends them to - focus on 

sPecific areas which they feel they will, or should be, taught. Several specific aspects 

Of writing are mentioned: story and plot (by four students); structure (seven); 

Character (two); having and developing ideas (four); presentation (three); and 

deVelOPing 'creativity' (three). Four students mention gaining feedback about their 

work, six mention aspects concerned with professionalism and career and, in a 
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reversal of normal expectations, one writes oftuming his former career into a hobby. 

In anSWer to this question, in contrast to the last, four students mention issues of self

Confidence and motivation; but these are specifically linked to writing rather than 

PerSonal development. One student, for example, seeks 'to gain confidence for future 

sUbmisSions' (lOd) and another 'motivation to write sitcoms/other tv/film ideas' (54b). 

Along the same lines, five students express a desire to gain 'discipline' in their writing. 

Taking the answers to questions fifteen, sixteen and seventeen together, a 

picture is emerging ofa fairly diverse group of people, most of whom are motivated 

by a desire to improve their skills and knowledge, specifically in scriptwriting. Many 

of them Would appear to see their courses as a stage in their development as writers, 

an idea Supported by the large number that has undertaken other writing courses. 

While some are confident about expressing their intention of becoming professional 

\\I' 
flters, for others such a desire, ifpresent, is only implied. A few seem to be starting 

from a standpoint of curiosity, those who might, in Charles's words, 'suck it and see' 

(see Chapter 8.4). Motivating factors cited by the students might suggest that his 

apparent disregard for such students and emphasis on professionalism could be 

tnisplaced. On the other hand, an apparent lack of interest in gaining qualifications 

and a failure by the students to see the courses as a means of accessing education in 

general, taken with the social and educational profile of the group, support the idea 

that to see the courses as a tool for social change and improvement (in the tradition of 

U' 
nlversity extra-mural departments) is at least out-dated, if not irrelevant. 

On the whole, though, it would appear that the scriptwriting tutors in 2002/3 

intended to give the students what they were looking for in terms of the content of the 

courses. They also, with the possible exception of Charles, seem to have recognised 

the variety of students on their courses and the complexity of their motivation. Alan 
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R.ogers asserts that 'within any group of adult learners there will be a wide variety of 

needs, and within each participant there will be a different mixture of needs' (2002, 

97), an idea supported by Jarvis's summary of research into adult learners' motivation 

(1983,65_68). This is certainly the case in the group discussed herein, although the 

research suggests that certain needs and desires are more prevalent than others among 

scriptwriting students. The following chapter will attempt to discover whether, and to 

What extent, those students feel that their needs and desires have been met by their 

courses. 
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Chapter 10 

Students' Evaluation of Scriptwriting Courses 2002/3 

The Purpose of this chapter is to discover how students who have attended 

scriptwriting courses feel about their courses, and whether their evaluation of various 

aspects of these courses (specifically, whether their initial expectations have been 

met; teaching methods used on the courses; and the quality of teaching and learning) 

reVeals anything of value or interest about such courses. Students' evaluations will be 

Co . 
nSldered in the light of their own expectations of the course, and of the ideas and 

op' . 
Intons of their tutors. 

101 h • 
• ll'10h vating factors for studying scriptwriting: how successfully were 

students' expectations and desires met? 

Students embarking on scriptwriting courses at the University of Liverpool in the 

autUtnn of 2002 were invited to give their reasons for choosing to study the subject, 

ChOOsing from a range of options. The resulting data have been discussed in Chapter 

9, When all the relevant courses had been completed, those who had agreed to 

cOlllplete an evaluation questionnaire were invited (in question eight) to say whether 

Or not they felt they had been successful in fulfilling each of these aims, expressing 

their 
answers on a 'rating scale' from one (very successful) to four (not at all 

sUccessful).l The results taken from the 42 replies are shown in the tabie below and 

are Sorted in descending order by, first, the number rating their achievement in each 

~----------------a~e S~udcnt (17 c) appears to have radically misinterpreted the rubric on the evaluation questionnaire, 
are Spite of ticking '3' or '4' to all questions using rating scales, his answers to open-ended questions 
lca~ Without exception, positive. Furthermore, he answers qucstion sixteen (What did you like! enjoy 
nine about the course?) with 'nothing'. I have therefore reassigned all his answers to questions eight, 

and tcn by reversing his scores. 
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aspect as 'very successful' (1) and, second, by the number rating their achievement as 
, 
sUccessful' (2): 

1 2 3 4 N/a Total 
a) To follow up an existing interest 27 8 6 1 0 42 
b) To learn or develop a skill 23 12 5 2 0 42 
d) To create something 20 10 7 3 2 42 
c) To learn to develop ideas 16 12 7 6 1 42 
g) To discover if 'I can' 16 4 3 7 2 42 
k) To meet like minded people 14 12 10 3 3 42 
e) To satisfy curiosity 9 6 9 6 12 42 
j) To access a further learning opportunity 6 10 4 7 15 42 
m) To gain social self confidence 6 9 8 8 11 42 
i) To obtain a qualification 6 6 3 9 18 42 
I) To make social contact 5 10 8 10 9 42 
n) To enhance my self esteem 3 10 8 9 12 42 
f) To make money 3 5 10 13 11 42 
h) To gain the approval of others 0 7 7 11 17 42 

Table7: Students' answers to question eight of the evaluation questionnaire 

One of the most striking features of this table is an apparent inconsistency 
W· 

1th the replies to the original questionnaire. Students were asked to circle 'n/a' (not 

apPlicable) if a given motivating factor had not been ticked by them in the initial 

qUestionnaire. With just over half (42/81) of the original respondents completing the 

second qUestionnaire, however, the aggregate number of students circling any number 

for a giVen factor in several cases exceeds the number who originally ticked that 

factor (e, f, g, h, i, m, n). There are a number of possible reasons for this. It could be 

that Some students failed to read or misread the rubric, or that they had forgotten 

Which factors they had identified, and circled numbers for the ones they felt that they 

1'tlight have cited. On the other hand, it could be that their motivations changed and 

developed during the course of the year (a possibility discussed in Chapter 9) or that 
th ' 

ey are now acknowledging motivating factors which were present at the start of the 

course but which they chose not to acknowledge at that time. Whatever the reasons, it 

is WOrth comparing the above figures with figures based on a comparison of the 
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answers to question eight with the motivating factors given by individual students in 

the initial questionnaire. The table below includes only the ratings of those students 

~ 'k . o be ed each factor at the start of their courses: 

1 2 3 4 N/a Total 
a) To follow up an existing interest 24 2 6 1 0 33 
b) To learn or develop a skill 22 10 5 2 1 40 
d) To create something 19 4 5 2 1 31 
~) To discover if 'I can' 12 5 1 2 1 21 
c) To learn to develop ideas 12 5 7 6 0 30 
k) To meet like minded people 9 6 3 2 0 20 
i) To obtain a qualification 4 2 0 0 1 7 
j) To access a further learning opportunity 4 2 1 2 1 10 
I) To make social contact 2 2 1 1 1 7 
1) To make money 2 1 1 3 3 10 
n) To enhance my self esteem 1 4 0 1 0 6 
e) To satisfy curiosity 1 1 0 1 5 8 
m) To gain social self confidence 0 4 1 1 0 6 
b) To gain the approval of otbers 0 0 0 0 0 0 

7'able 8: Students' answers to question eight. including only those who have cited given factors in the 
initial questionnaire 

Perhaps the most noticeable difference between the tables is that Table 8 

shows far fewer negative responses than Table 7, possibly indicating that, when 

stUdents choose to express an opinion about the success or otherwise of factors which 

were not featured amongst their own motivating factors, they are more inclined to rate 

thOse factors negatively. One could infer from this that their perceived lack of success 

in achieving such aims might be due simply to a lack of interest in those aims. On the 

other hand, for four factors the number of students giving positive ratings outstrips the 

nUlllber of students who ticked those factors initially. These are h, I, m and n, none of 

Which Was rated highly in the initial survey. All four are concerned with either self

developmental or social aims and were amongst the least popular motivating factors. 

It was suggested in the preceding chapter that such factors might be unpopular 

because of possible negative connotations they carry about the respondents. It was 
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also noted that none of these factors was referred to by students in response to the 

open-ended questions on the initial questionnaire (see Chapter 9.3). Perhaps students 

feel more able to acknowledge these aims in retrospect, or perhaps they did not have 

Or are not aware that they had such aims at the start of their courses. Achieving 
, 
succes ,. h . 

S In t ose areas mIght be seen as an unexpected bonus for students who feel 

they have also achieved their stated aims. 

Both tables show that the areas in which students feel that they have been 

Illost successful are the ones which were cited most frequently as motivating factors 

(a, b and d); although a substantial minority, in all three cases, feels that those aims 

have not been achieved. All three of these factors were identified in the previous 

chapter as 'subject specific,' and all can be seen, in Woodley et al.'s terms, as being 

both instrumental and self-developmental (1987, 2-4). The other areas in which most 

students feel that they have been successful according to both tables are g, c, k, i and 

j. the first two of these have been identified as motivating factors concerned with 

self-development. Factor k (to meet like-minded people) would, in Woodley et al.'s 

groupings, be considered a 'social' factor. The difference between this and 'to make 
So . 

clal Contact', discussed in the previous chapter, is again evident in both tables. 

Factors i and j are clearly 'instrumental' and are concerned with learning in general. 

'to obtain a qualification' (i) is the only one of the factors that can be measured 

Objectively, as all the courses qualified successful students for ten HE credits. It is 

CUrious, then, that seven students who completed the course and the work set also rate 

i negatively (15c, 27c, 42ab, 44ab, 52b, 65b, 75b). As none of these students ticked 

this factor in the initial questionnaire, it could reasonably be inferred that they did not 

read the rubric for the question correctly; they may be trying to express a sense of the 

Unimportance to them of gaining a qualification. 
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Perhaps this discrepancy indicates the greater validity of the figures in Table 

8, as does the tendency of students to give negative ratings to factors which they did 

not cite initially, resulting in the five factors which were least often cited in the first 

qUestionnaire (e, h, i, I, m and n) receiving more negative than positive ratings. 

Indeed, when only the responses of those who initially cited them are considered, all 

these factors, with the exception ofh (which was not cited by any of the respondents 

t h . 
o t e second survey) receive more positive than negative ratings. The only factor to 

fe . 
celVe a majority of negative ratings in both tables is 'To make money' (f), a result 

which would be expected as, however effective the courses might have been, it would 

be SUrprising to find many students making money from writing within six months of 

cOIllpl . 
etmg their courses. Nevertheless, three students do claim to have been 

's 
uccessful' or 'very successful' in achieving this goal. 

The general picture emerging from these data is that most students are broadly 

Satisfied with the outcomes of their courses, considering that they have been 
, 
sUccessful' or 'very successful' in achieving their stated aims in over 70% of cases. 2 

l-Iowever, this leaves a substantial minority of the population claiming to be 

unsuccessful in achieving at least one stated aim. In fact, all the negative responses 

show' 
n In Table 8 come from fifteen students (12ab, 18c, 21c, 22c, 2Sc, 26c, 27c, 

35ab, 42ab, 44ab, 63b, 66b, 70e. 73e, 74e). Indeed, seven students, including four of 

the tho 
Irteen respondents who failed to complete their courses, state that they have 

been unsuccessful in most of their aims (21c, 22c, 63b, 66b, 70e, 73e, 74e), which 

Suggests a general level of dissatisfaction amongst a significant minority of students. 

Further evidence of how successful respondents feel the courses have been in 

ll1
eeting their expectations can be found in their answers to questions eleven to 

~----------------ti~ aU ~e 'l's and '2's are added together in Table 8, the total (166) represents 72% oftbe aggregate of 
qUe s ~lven to factors a -n in the initial survey by the students who completed the evaluation 

stlOOOaire (229). 
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foUrteen, which ask: what were the most important things learned~ how, if at all, the 

courses have changed their attitude/approach to writing~ whether and how they feel 

their writing has improved~ and what they intend to do next in terms of both writing 

and continuing education. Questions fifteen and sixteen, asking the students what they 

liked or enjoyed most and least about their courses, and question seventeen, which 

Invites comments on anything the respondents feel has not been covered elsewhere, 

also giVe ., ~ d . , ~ opportumtIes lor stu ents to comment on motIvatmg lactors. 

Responses to question eleven (What do you think were the most important 

th' 
Ings you learned?) are overwhelmingly concerned with the acquisition of skills, 34 

of the 42 respondents citing discrete skills to do with writing. The words 'structure' or 

'st ' 
ructunng' are used by ten students and 'plot' or 'plotting' by a further three.3 Typical 

responses are 'the structure inherent in each script' (ld), 'how to structure a situation 

COmedy (S7b)' and 'structure and planning' (19c). Although the above responses 

SUggest that all the tutors discussed structure, as would be expected given the 

elllPhasis given to the teaching of that aspect of writing in their interviews (see 

Chapter 8), two students feel that aspects of structure have not been covered. One, in 

answer to question sixteen, claims that 'some basic structures such as "the three act 

Play" weren't covered' in Diane's class (9d). A student from Andrew and Brian's class, 

in response to question seventeen, considers that 'the main aspects omitted in [her] 

OPinion Were practical details with regard to length of acts, length of play, how many 

Pages of script, when to have an intermission, etc.' (30ab). 

The importance of planning, related mainly to structure, is reflected in the two 

answers to question eleven which refer to writing a synopsis. Seven people mention 

'Character' or 'characterisation': for example, , I have learned the importance of conflict 

~----------------o~ee Appendix F, Table 14 for details of which students mentioned which skills etc. in response to 
n qUestions. 
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and negotiating when developing characters' (42ab) and 'how to build your characters' 

(6d). Presentation and layout are mentioned by two students, as is dialogue. Other 

skills mentioned are concerned with awareness of the specific medium for which one 

IS writing and its audience: for example, 'show, don't tell' (34ab), 'thinking 

cinem . 
atIcally' (l7c) and 'how to engage an audience' (31ab). One student, however, 

SayS that he 'would have appreciated more explanation of the physical problems of 

staging' (37ab). 

Answers to question twelve (How, if at all, has the course changed your 

attitUde/approach to writing?) reflect the emphasis placed on developing particular 

Skills, with four students referring specifically to structure, one to dialogue and one to 

Character. In addition, one student refers to the 'technicalities of scriptwriting (e.g. 

structure, scenes, sequences)', which he described as 'fascinating' in his response to 

qUestion fifteen (76e). Answers to question thirteen (Do you feel your writing has 

IInproved? If so in what way(s)?) also tend to focus on skills that have been acquired, 

eight students referring to aspects of structure and plotting, five to character, one to 

laYout and one to awareness of the medium. These answers echo the answers given to 

qUestion seventeen of the initial student questionnaire (How do you think the course 

Will benefit you?), which also elicit references to story and plot, character and 

Presentation (see Chapter 9.3). The responses to the evaluation questionnaire tend to 

be more detailed, however, and suggest that students have refined and defined the 

SomeWhat vague ideas of what scriptwriting entails that they had when they started 

their COurses. Another way in which the answers to the open-ended questions echo 

thOse from the initial questionnaire is in the emphasis placed by some students on 

concepts such as 'discipline' and 'focus'. 
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These answers might at first sight appear to relate only to motivating factor b 

(To learn to develop a skill), yet this factor, as we have already seen (Chapter 9.3), 

cannot be separated from factors c (developing ideas) and d (creating something). 

Although the development of ideas is mentioned specifically by only two students and 

the notion of 'creating something' by one, the discrete skills cited above are surely 

those needed to develop the students' ideas and thereby create the script or scripts 

which they intend to write. Furthermore, the fact that the majority of respondents 

(29/42) have completed their courses and the work set shows that they did, indeed, 

create something. 

An acknowledgement of the hard work involved in writing a script is inherent . 
In ll1any of the above answers, and is made explicit by some students, such as student 

ISc, who says that the most important thing he has learned is 'how difficult 

screenWr" . . h' f d aft· M Itmg IS!' Three more students emphasIse t e Importance 0 re- r mg. ost 

ansWers imply that the respondents think that such work is worthwhile. Given the 

nUll1ber of students who, on embarking on their courses, declared that they were 

'fOlloWing up an existing interest' (see Table 6, Chapter 9), this must have been 

eXpected. 

Some of the answers to questions eleven and twelve are revealing about how 

IndiVidUals' sense of their own abilities can change or develop during a course. Six 

students refer directly to their sense of their own ability. Two students seem to have 

achieved a greater belief in their own ability: 'it helped me realize that I was better 

than I thought' (21c) and 'it feels more achievable - seen it as something you can 

develop. Not just divine inspiration!' (12ab). One writes: 'I think I learned the actual 

extent of my capabilities. I feel I know what skills I lack and possibly how to fill the 

gaps' (59b). Another answer that suggests the importance of understanding one's own 
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Weaknesses as well as strengths, although not incorporating any sense of using this 

knowledge as a spur to improvement, is 'I'm not as good as I thought' (40ab). Finally, 

One student, having stated baldly: 'I can't write' (22c) in answer to question eleven, 

answers the following question with 'helped me recognise my limitations.' While such 

an ansWer might be seen as an indication that this student's experience of the course 

has been one of failure, it is also possible to see it as a positive outcome. After all, if 

some students sign up for courses out of curiosity or a desire to test their ability, 

SUrely the d' h . . d . d . . . I Iscovery t at one IS not SUIte to or commItte to scnptwntmg can at east 

be Se 
en as step forward in terms of self-development and self-awareness. 

That most of the students feel that their writing has improved - a much more 

ConVentional idea of a successful outcome - is confirmed by the answers given to 

qUestion thirteen (Do you feel your writing has improved? If so, in what way(s)?). 

Seventeen respondents begin their answers with 'yes'. A further six give reasons for 
th . 

elf work's improvement without using the word 'yes'. Two say 'no', one adding 'left 

course' (73e); one replies 'can't say - haven't written in a while (nothing to do with the 

course, I hasten to add)' (12ab); and one is at pains to point out that any improvement 

IS not due to anything he has learned on the course ('not due to the course. My writing 

ill1proved only after I asked the advice of other writers' (21c)). Two respondents put 

down any improvement to 'practice', begging the question of whether they would have 

Practised writing had they not attended their course (See Appendix G, Table 15 for 

StUdent codes). 

Interestingly, seven respondents see their 'success' (expressed in answers to 

qUestions eleven, twelve and fifteen, as well as fourteen) in terms of developing self

Confidence, which might be related to two of the six motivating factors which were 

identified as 'secondary' reasons in Chapter 9.3: m (to gain social self-confidence) and 
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b (to enhance my self-esteem). However, in most of these cases 'confidence' is related 

to belief in one's ability as a writer rather than social skills: 'now feel more confident, 

not so precious about work, more productive' (52b); 'getting confidence about my 

Work' (l8c); , a much more confident outlook to writing backed with practical skills 

and knowledge' (8d); and 'I am not as self-conscious about my work. The course has 

given me confidence with regard to the quality of my writing' (30ab). In one case the 

stUdent says the course 'made [him] confident (a little too much considering no major 

Works)' (26c), the parenthetical qualification suggesting that this confidence is related 

directly to writing. Another simply put 'self belief, which could be related to social or 

self-developmental aims of a more general nature. 

Similarly, three answers to question fifteen (What did you like/enjoy most 

about the course?) can be related directly to factor 1 (To make social contact), 

indicating the importance for some adult students of the social aspect of evening 

Classes. These are: 'interaction with others' (53b); 'meeting like-minded people from 

Various social and economic backgrounds' (75e); and 'meeting like-minded people & 

forllling friendships' (77e). The views of students about the value of interaction with 

Other members of their groups will be discussed further below (Chapter 10.2). 

Question fourteen on the evaluation questionnaire was intended to elicit 

information about how far students might feel their courses have given them access to 

further learning opportunities G) and enabled them to make money (f),by asking them 

What they intend to do next in terms of writing (14a) and continuing education (14b). 

Perhaps the most striking feature of the respondents' answers to the first part 

of qUestion fourteen is that they, like answers to other open questions, appear to 

Contradict the responses given to question eight, when one considers whether students 

regard the courses as a way into professional writing. According to the responses to 
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qUestion eight, very few scriptwriting students feel that they have been successful in 

their aim of making money. This might be expected in view of the fact that a 

relatively small number (21, including ten who subsequently completed the evaluation 

qUestionnaire) of the respondents have ticked 'to make money' as a motivating factor 

in the initial questionnaire, only five referring to potential professional work in 

ansWer to question seventeen (see Chapter 9.3). However, evidence from elsewhere in 

the qUestionnaire suggests that, while very few, if any, of them, have, at the time of 

Completing the questionnaire, made any money (none specifically mentioning it), a 

SUbstantial proportion of students have emerged from the courses with a clear aim of 

try' Ing to make money. 

Thirteen responses to question fourteen make references to submitting their 

work to theatres or television companies; for example, 'create new radio pieces, 

submit to the BBC' (5d) and 'I intend to submit my plays to local theatres for 

ConSideration' (30ab). Another writes that that he has 'ideas to promote [his] work, and 

[is] doing so at present' (59b), without giving any details of what this might involve; 

and two mention work in production which mayor may not be earning them money: 
, 
an animated series (pilot episode) is in Cannes. 10min short filmed in L'pool. 90 min 

fllm to be made in L'pool' (21c) and 'currently writing a sketch show to be performed 

at Ed' mburgh Festival (Theatre Workshop), (66b). A further three express themselves 

In terms that indicate that they might try to make money from their writing in the near 

future. Twenty respondents, although not expressing their answers in terms of 

marketing their work, clearly indicate their intention to carry on writing. These 

anSWe . f d . . .. (' . rs range from vague expressions 0 a eSlre to continue writing continue to 

write at home' (73e) and 'try to do more' (53b)) to answers which include references to 

SPeCific objectives connected to their own writing: 'to continue converting a 
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Screenplay I had written into a stage play' (39ab); 'develop my script from a 30 min 

Play into a full length play, particularly in line with feed back from [Brian] and 

[Andrew]' (34ab); and 'write a feature length script' (27c). Student 9d intends to 'form 

a Writing Partnership with a fellow student'. Another student intends to 'wait a while' 

before writing again and only one expresses a firm intention of not writing ('retire') 

(I2ab, 22c). In addition, four students include in their answers to question twelve 

('lIow, if at all, has the course changed your attitude to writing?') references to 

professional writing. Student 76e refers to a more professional 'approach' to writing, 

ISc mentions joining BAFTA and 52b has learned that 'its [sic] just as important to 

seU Yourselfas a writer as it is to finish your ideas'. The fourth student in this group, 

one of only two who express a desire to give up scriptwriting, says that she has 

decided to concentrate on writing short stories for women's magazines, 'as ... the 

Illarket for this is extensive and would enable [her] to produce more pieces in a 

shOrter time' (6d). Another student answers question thirteen (Do you feel your 

Writing has improved? If so, in what way(s)?) with 'Yes. It has become more 

professional' (5d). 

Rather oddly, in the light of so many respondents' declared intention to submit 

their work and their apparent confidence in knowing how to go about it, two students, 

anSWering question seventeen, seem to think that they were not given enough 

gUidance about becoming professional writers. One writes: 'I believe that all these 

courses should have a final section which aids the students in their attempt to get their 

\.york published broadcast or accepted' (9d); and the other asks: 'After completing a 

Script, what do you do next, where do I send it?' (55b) 4 

~-----------------20~; fact Brian says that he spent much of his ten-week 'bolt on' course looking at this issue (Interview 
). Possibly the student did not attend the extra sessions. 
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Just as many of the answers to the second part of question fourteen appear to 

Contradict students' answers to question eight, so do answers to the first part. In spite 

of the fact that the results of both the initial student survey and the evaluation survey 

appear to show that accessing further educational opportunities is of little or no 

importance to most students, 25 respondents indicate that they intend to take other 

courses, a further three having already taken or started courses at the time of writing. 

two more say they will consider other courses in the future; one says she will only do 

So if a sign language interpreter is provided (66b); two say they are 'not sure' (35ab 

and 63b); and one is considering 'none' (3 8ab). 

This apparent inconsistency might be explained by the nature of the courses 

the stUdents intend to take. While seven respondents are not specific about what sort 

of course (either in terms of subject, institution or qualifications) they intend to join, 

giVing answers such as 'always!' 'continue' and 'professional continuing education is a 

Way ofIife' (59b, 40ab, 25c), sixteen indicate that they are interested in further writing 

courses but make no reference to progression in terms of qualifications (for example, 

'further courses in writing & song writing & poetry if available' and 'other related 

courses if possible' (34ab, 73e». Two more students mention courses in other 

SUbjects, one looking for a course in philosophy or oceanography (19c). The other 

Says that he intends to 'attend cookery classes', but in the context of his questionnaire 

as a Whole this is almost certainly ironic (22c). Only three respondents answer the 

qUestion in terms of progression and qualifications: 'I'm in Edinburgh studying an 

MAIMF A in Theatre Production which also has creative writing modules' (46ab); 

'Depends what's on ofTer. Am starting an MA in Creative Writing in October 2003' 

(74e); and 'Yes, to attempt to get a degree' (9d). Another student, although not 

Planning further courses, clearly thinks in terms of progression, referring (mistakenly) 
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to the University not offering any courses beyond level one (70e). It would seem then, 

that, although many students intend to take more classes, few see their courses as 

lead' 
Ing to other, more structured programmes of study, such as degree or postgraduate 

courses. This result is consistent with the answers to question eight. Undertaking 

further study appears to be, in most cases, a way of continuing with the work they 

have done on their recently completed courses, rather than a reason for having taken 

thOse COurses. Signing up for further, similar courses cannot, ~herefore be seen as the 

aChievement of one of their aims. Nevertheless, the fact remains that some students, 

albeit perhaps not as many as supporters of accreditation might wish, do seem to be 

USing the Courses as a route into higher education, thereby continuing in the tradition 

of the early writers' workshops (see Chapter 3.3). 

Overall, it would appear most students have left their courses feeling that their 

stated reasons for taking those courses have been largely satisfied, showing that the 

courses have, for the most part, successfully embraced the wide variety of needs and 

deSires expressed by adults embarking on scriptwriting courses. Although some 

StUdents feel that their needs have not been met and they have not been successful in 

their aims, these feelings of dissatisfaction are not associated with any particular 

motivating factor or group of factors. In order to discover reasons for the perceived 

'failUre' of some students and 'success' of others, it is necessary to look at students' 

reactions to the teaching methods and techniques employed on their courses and their 

PerCeption of the quality of various aspects of the delivery of those courses. 
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10.2 Students' feelings about teaching methods and styles 

Students were asked to rate, in question nine of the evaluation questionnaire, again on 

a scale of one to four (one being 'useful' and four being 'useless') the efficacy, in their 

view, of various methods and techniques used by their tutors. The list is the same as 

that that given in the tutors' questionnaire, except that, for clarity, sub-divisions were 

eliminated (for example ci, cii and ciii in the tutors' questionnaire were relabelled as c, 

d and e, and subsequent options renumbered accordingly) and the two separate 

categories of guest speaker were combined, because no tutor had expressed an 

intention to use a guest speaker who was not a writer (see Appendix B). In the event, 

it wI' as c ear from the students' repbes that none of the tutors had taped students' work 

(i), that Brian did not employ any guest speakers G) or use any examples of his own 

Work (g), and that only in Brian and Andrew's joint class were guests (actors) used to 

read students' work. All the other methods listed were used by all the tutors. 

Answers to question nine are summarised in the table below. In order to arrive 

at a rank order for which methods were judged most effective, I have assigned to each 

one a value, arrived at by adding two each time a particular method was judged 'very 

Useful' and one for 'useful', and subtracting two for 'totally useless' and one for 
, 
Useless'. For each method a maximum value, based on the number of students giving 

it a rating, is included in the ninth column. If all 42 students have given a rating to a 

Particular method the maximum value will be 84 (42x2). Reasons for maximum 

Values of less than 84 include tutors not using the method and individual students 

missing the class or classes wherein it was used. The final column shows an 'average 

ValUe' per student, calculated by dividing the 'value' figure (column eight) by the 

nUlllber of students who gave a rating for that method (column seven), rounded to two 



decimal places. This figure has been used to rank the methods in order of the most 

useful. 
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Rank 
1 2 3 4 Total Value Max. Average 

~ Value Value I 
p) Individual mentoring 22 29 44 1.32 t-r- 14 5 2 1 

" e) Reading of work by guests 4 2 1 0 7 9 14 1.29 

3- (e,g. actors) 

i-- a) Teacher talkllecture 27 7 5 2 41 52 82 1.27 
h) Examples of work by 17 18 5 0 40 47 80 1.18 

~ 
other writers 
0) Writing exercises at home 20 10 3 3 36 41 72 1.14 6 
k) Writing exercises in class: 56 1.04 12 11 4 1 28 29 

r,-- individually 
d) Reading of work by other 21 9 4 5 39 37 78 0.95 

rs-- class members 

~ g) Examples of tutor's work 12 11 6 1 30 27 60 0.9 

rtr-- b) Group discussion 19 10 8 3 40 34 80 0.85 

tIt-- j) Guest speakers 8 11 6 0 25 21 50 0.84 
c) Reading of students' work 19 5 5 6 35 26 70 0.74 

ru- by the writers 
m) Writing exercises in 10 7 9 1 27 16 54 0.59 

ro- class: small groups 
1) Writing exercises in class: 8 8 6 2 24 14 48 0.58 

IJ4- in pairs 
f) Recordings of programmes 6 15 10 2 33 13 66 0.39 

rrs- about writers 
n) Writing exercises in class: 7 4 6 3 20 6 40 0.3 
whole class 

Table 9: Students' answers to question nine of the evaluation questionnaire, showing methods used by 
tutors ranked in order of 'usefulness'. 

Although none of the methods used has been given a negative value by the 

surveyed group as a whole, some methods have been deemed 'useless' by a substantial 

minority of students. The method consid~red most useful is individual "mentoring, 

although only 22 of the 42 respondents have experienced this, perhaps reflecting the 

esSentially informal and ad hoc way in which this seems to have been carried out, 

there being no specific times or sessions' set aside for the activity by the tutors 

observed (see Chapter 7.1). Ifwe look for a connection between this activity and other 

actiVities/methods which are highly rated (say with an 'average value' of more than 
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one), they appear to range across the continuum between the tutor's roles as 'expert' 

and f: '1' aCl ltator' proposed in Chapter 7.1. 'Teacher talk/lecture', the third most useful 

Illethod, sits firmly at the 'expert' extreme of the continuum, while 'Writing exercises 

at home', 'Individual writing exercises in class' and 'Reading of work by guests' are all 

from the 'facilitator' end of the continuum. 'Mentoring' and 'Examples of work by 

other writers' come somewhere in the middle, the facilitation of each being more 

dependent on the tutor's expertise than are the instigation of writing exercises and 

reading.5 The methods deemed less useful also range across the continuum, although 

tending a little more to the 'facilitator' end. 

There is, however, a pattern of a different kind emerging from the data. Many 

of the less popular activities are either those which require students to work in a group 

(Group discussion: Writing exercises in class, in small groups, pairs or involving the 

Whole class), or those which are simply provided by the tutor and whose 'usefulness' 

lllight depend on the content of what is provided andlor the use madeofth~m by the 

tutor (Recordings of other writers' work; Guest speakers; Examples of the tutor's 

Work). An analysis of responses by tutor suggests that the quality of these resources, 

Or the Use to which they were put by particular tutors, might well be an issue in h 

(EXamples of work by other writers) and g (Examples of the tutor's work), as the 

negative responses come mainly from Charles's and Brian's classes in the case of the 

forrner,6 while half the negative responses to the latter are from Charles's class. 

Negative responses to the use of guest speakers G) are more evenly spread across the 

classes, but half of the six, again, come from Ernest's group.7 

~-----------------
G See Chapter 6 for a discussion of how the tutor plays more than one role during each activity. 
4:e number of students rating c either 3 or 4, broken down by tutor, is as follows: AB 1/9; B 5/6; C 
C3n D 0/6; E 115 (l8c, 21c, 22c, 2Se, 39ab, 53b, 57b, 63b, 65b, 66b, 73e). For g they are: AB 2/11; 
7 III ; ~ 0/7 and E 2/6 (l5e, 18e, 21e, 40ab, 42ab, 73e, 74e). Tutor B did not use g. 

egative responses to j were as follows: AB 2/10; D1I5; E 3/5 (6d, 37ab, 42ab, 70e, 73e, 77e). 
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The activities which are deemed more useful suggest an idea of 'usefulness' 

based on a relationship between the tutor and student, centring on that student's own 

work. During teacher talk! lecture the students might be largely passive, but they are 

effectively connecting with that tutor's expertise and taking from it what is useful to 

their work. 8 They might be doing the same while listening to a guest speaker or 

Watching a video about writing, but there are several differences between these two 

actiVities and teacher talkl1ecture: the first two experiences tend to be 'one-off events 

and the content might not be relevant to all the students' needs; the students might not 

feel able to question a guest (and cannot question a recorded programme) about their 

own Concerns; and guest speakers may not have the expertise in te~~hing or sufficient 

knOWledge of the students to understand the students' needs and share their subject 

eXpertise effectively. Perhaps 'examples of other writers' work' are more effective than 

guest speakers or programmes about writing because of the way in which they are 

Used, Usually to illustrate points made by the tutor and to stimulate discussion. Such 

examples would (presumably) be carefully chosen as examples of 'good practice' in 

Scriptwriting, whereas the work of the guest speakers or the tutors might not be 

cOnsidered by the students to be of such high quality. However, the reactions of a 

nUmber of students to the examples of other writers' work suggest this is not always 

the case. Five students cite videos or live shows that they have seen as the aspect of 

the COurse they liked or enjoyed least, one mentioning 'videos that [he has] seen 

seVeral times' (70e) and another feeling that 'the plays were not suitable for learning 

and [he] thought it was a waste oftime' (39ab); while none mentions these in answer 

to question fifteen (What did you like/enjoy most about the course?). None of the 

respondents feels sufficiently strongly about examples of tutors' work or guest 

~------------------
~though 'lectures' is only given by one student (38ab) as the aspect of the course most liked or 

~~oyed, other students comment enthusiastically on their tutors' expertise or knowledge. This will be 
lSCUssed in Section 3 of this chapter. 
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speakers to comment on them either positively or negatively in response to the open

ended questions. 

Writing exercises to be done at home are clearly considered more useful than 

those done in class, with five students focussing on this aspect in their answers to 

qUestion fifteen. One mentions a specific exercise ('we had to redraft a scene from our 

Original script in line with "negotiations" and "objects'" (34ab »~ another cites 'the 

challenge of completing the final draft' (65b). Three others write in more general 

terms, one liking 'the fact that we all had to tum up work' (37ab) and two, 'homework' 

(39ab, 57b). The one negative response to work done outside the class refers to 
, 
overheard negotiations' (a variation on the 'overheard voices' referred to in Chapter 

7.3), his concern seemingly referring to the difficulty of the exercise rather than any 

sense of its being unhelpful (34ab). One answer to question seventeen is of interest 

here, as it gives a clear sense of the student's sense of the relationship between tutor 

and student. She writes that she feels more assignments should have been set 

'providing the tutor with more of an idea of [her] style of writing which would have 

enabled [the tutor] to offer more personal advice as to [the student'S] future writing' 

(6d). The same student's answer to question sixteen is that there was 'not enough 

PerSonal - one to one discussion', suggesting that, although individual mentoring is 

highly valued by many students, not everyone feels that there is enough of it. 

Turning to writing exercises in class, it appears that individual work done in 

class is rated more highly than group work, the table seeming to show that the more 

stUdents are involved in an exercise the less useful individuals consider it to be. 

Although two students mention exercises in class as the aspect of the course they 

enjoyed most, five mention exercises or games as the part of the course they liked or 

enjoyed least, one of these specifying individual work and two group work. 
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This mixed response to the use of writing exercises in class is rather surprising, as the 

classes wherein these were used (ABl, Bl, B2) seemed to the observer to be the most 

stimulating and dynamic of all those observed. Perhaps that should act as a caveat to 

researchers and other observers. Could it be that that observers can see teaching 

situations almost as a form of entertainment, placing too much emphasis on variety 

and innovation, while undervaluing teaching styles and methods which appear to them 

to be dUll or uninspiring? On the other hand, one should bear in mind that these 

activities were still given positive ratings by most of the respondents who experienced 

them, and that the negative comments are to some extent balanced by the reactions of 

those who value them highly. The response of student 44ab could be illuminating: 

'Group work!! Why???! I don't work well with others!' This is indicative of a 

stUdent's awareness of her own preferred way oflearning and could be seen as an 

endorsement rather than a rejection of Brian's practice, based on his faith in theories 

about differing learning styles. 

Looking at the three different ways in which students' work may be read, it is 

clear that almost all students who experienced it (in Andrew and Brian's class) feel 

that having their work read by actors was useful. There is less agreement about the 

Value of having work read by other students or the writers themselves, although the 

former is more popular than the latter. It was noted during the observations that two 

tUtors specifically requested that students did not read their own work because they 

felt that writers should listen to their work (01, El), a policy that also seemed to be 

the norm elsewhere (B 1). In the light of this, it is a little surprising that so many 

StUdents gave a rating to the reading of work by its writer; it could be that they are 

referring to the reading of short ideas and synopses, which tended to be read by the 

Writers in the observed classes, rather than the reading of dialogue (Cl, El). 
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As with group discussion and exercises, interaction with other students is 

considered less than useful by a substantial proportion of scriptwriting students. A 

sense that there might be a lack of interest in 'the group' on the part of many students 

is sUpported by the low numbers including 'social' aspects among their motivating 

factors (See Chapter 9.3). This is intriguing, as it flies in the face of the principles 

behind writers' workshops and some tutors' assumptions that much of the value of 

Writing classes is derived from sharing one's work with and having it discussed by 

one's peers. The large proportion of time devoted to 'workshopping' by all the tutors in 

the study, as well as their references to it in interviews, suggests that they accept, 

almost as a 'given', the value of such methods. Their students, however, while 

certainly not rejecting such methods en masse, seem to be assigning more value to 

teaching methods which centre either on the tutor's knowledge about the subject or on 

themselves as individuals rather than members of a group. Rob Mimpriss has written 

about his disaffection with workshops, admitting a 'temperamental bias against group 

work': 

After several years of teaching and participating in creative writing 
workshops, I have become increasingly disaffected with the way writers work 
in groups. I have been moving towards the conclusion that the workshop has 
little to offer the writer, and may at times do harm. I have also learned through 
conversation, that a number of students and teachers feel as I do, and their 
feelings are affirmed by writers who dissociate themselves from creative 
writing teaching. (2002,23) 

Mimpriss especially values, as a PhD student, 'one-to-one tuition from a writer whose 

Supervision reflects his talent, intelligence and insight' (Ibid.), echoing the Liverpool 

stUdents' apparent appreciation of accessing their tutors' expertise through mentoring. 

lie acknowledges that many people are still enthusiastic about workshops, but his 

Voice does reflect a growing unease amongst teachers of writing about over

dependence on the workshop. 
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The teaching of writing in Liverpool has moved from relying almost entirely 

on Workshop methods to the varied practice observed during 2002/3. The survey of 

students might suggest that such changes are welcome. It might also suggest that 

tutors could move even further from the workshop model of teaching writing. 

lIowever, a consideration of students' answers to open-ended questions, particularly 

questions fifteen and sixteen, gives a more complex picture of students' feelings about 

the use of workshop techniques. Three respondents cite the reading and discussion of 

students' work as the thing they liked or enjoyed least,9 with a further two mentioning 

'discussion' in more general terms and two mentioning the reading out of their own 

work. Negative student responses to the reading and discussion of work include: 'I 

find it hard reading out my own work as I am a shy person' (76e); and 'the reading of 

Other people's scripts and the feedback from the class ... went on for too many weeks. 

A.nd became a talk shop' (57b). On the other hand, 21 students give answers to 

qUestion fifteen (What did you like/enjoy most about the course?) which relate closely 

to Workshop sessions. Seven of these include references to the reading of their work 

Or that of others, including one who adds that he would have liked 'more time to have 

other people comment on the script' (15c). Three of these students also mention 

criticism or feedback, one especially enjoying the 'reading of the scripts and hearing 

the differing styles and ideas of fellow students and feedback and analysis of each 

Others work' (34ab). A further three mention feedback or criticism without reference 

to reading as such. One of these also says, in answer to question eleven, that the most 

important thing she learned was 'to listen, take advice not be afraid of criticism' (14d), 

this student being one of four who mention feedback and/or criticism in response to 

this question (9d, 14d, 30ab, 42ab). Another joins student 15c in wishing there had 

;-----------------------------------
F For details ofteaching methods mentioned in response to questions flfteen and sixteen, see Appendix 

table 17. 
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been more time: 'personally I would have liked more time to read/workshop scripts 

after they had been worked on as this I felt was a bit hurried' (77e). Student 37ab 

refers, in answer to question thirteen, to improving his work by incorporating 

Suggestions made by others. Ten students, answering question fifteen, talk about the 

class or group as whole in rather more general positive terms, such as 'swapping ideas 

with other writers' (35ab), 'the atmosphere in class' (42ab) and 'the shared experience 

of a group of students' (9d). 

These results suggest a degree of enthusiasm for workshop methods, so how 

can they be reconciled with the idea, proposed above and based on responses to 

qUestion nine, that students prefer teaching methods which are concerned with a 

PerSonal relationship between the student and tutor and centre on the student's work? 

the key lies in the respondents' frequent use of the words 'criticism' and 'feedback'. 

Class readings and discussions are seen as valuable primarily because they are the 

arena in which the writer (the individual student) is normally given criticism of his or 

her own work, not because students necessarily enjoy listening to and criticising other 

stUdents' work. Indeed, those students who mention criticism without relating it to 

readings or discussion could be thinking of criticism given to them individually by the 

tUtor, whether in informal mentoring sessions (reflecting the positive reaction to 
. 
Individual mentoring seen in Table 9) or as comments on assessed work. Their ideal 

might be the sort of one-to-one tuition described by Mimpriss (2002, 24), but these 

are not PhD students. They are members of adult education classes and, while it might 

be feasible for tutors to consider making more time available for mentoring, they also 

have to take into account not only the practical restraints of time and money, but also 

the learning preferences of the many students who do value the group experience. 
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It is clear, in view of the above responses, that any attempt to consign the 

Writers' workshop to the dustbin of history would not only be premature, but could 

also have a detrimental effect on adult scriptwriting students' learning. The students' 

responses might indicate, however, that workshops alone are no longer enough; and 

that tutors are probably wise to avoid over-reliance on anyone teaching method or 

group of teaching methods, as the students' reactions to those in use in Liverpool in 

2002/3 are as complex and varied as the make-up of the student population itself. 

10.3 Students' perceptions of the quality of scriptwriting courses 

As Well as ranking the success or otherwise of the courses in meeting their 

eXpectations and the effectiveness of teaching methods used on the courses, students 

Were invited (in answering question ten) to assess the overall quality of their courses 

by rating seven aspects of the course on a scale of one (excellent) to four (very poor). 

The responses to these questions were analysed in the same way as the responses to 

qUestion nine. As the table below shows, the overall impression given by the data is 

that the majority of students are happy with their experience of scriptwriting courses, 

all seven aspects gaining many more positive than negative ratings. 

Rank 1 2 2/3 3 4 Value Max. Average 
~er value value 
1 a) Tutor's subject 27 9 0 4 1 57 82 1.39 , 
2- knowledge 

b) Tutor's ability to 28 7 0 4 3 53 84 1.26 

3- communicate 

1- g) Atmosphere in class 29 5 0 4 4 51 84 1.21 
d) Organisation and 20 15 0 4 3 45 84 1.07 

~' planning 
~ f) Attitude of students 23 9 1 7 2 44 84 1.05 
r-L c) Content of course 16 18 0 4 3 40 82 0,98 
-.L e) Standard of work 17 14 1 5 3 37 80 0.93 
~al 160 77 2 32 19 327 580 1.13 

Table J 0: Students' perception of the quality of scriptwriting courses 
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The table shows very little difference between the various aspects of the 

courses, with between five and nine people responding negatively to each aspect. A 

closer look at the completed questionnaires reveals that only seven students give a 

rating of three or four to more than half of the aspects, forming a 'hard core' of 

disaffected students, all of whom who also answer questions eight and nine mostly 

negatively (18c, 21c, 25c, 66d, 70e, 73e, 74e). All but one of these students attended 

either Charles's or Ernest's course, the exception being a student on Brian's course 

whose negative experiences seem to have arisen entirely from her deafness, on which 

she Comments in several answers: for example, 'Communication difficulties (I am 

deaf). Unfortunat~ly the University did not have funds to provide a sign language 

Interpreter' (66b ).10 The fact that the other six are concentrated on two courses 

Suggests that it is worth analysing responses by tutor. The table below shows ratings 

given to all aspects of the quality of courses arranged by tutor. 

No. 1 2 2/3 3 4 Value Max value Average value 
Diane 7 39 10 0 0 0 88 98 1.80 

AndrewlBrian 12 58 20 0 4 1 130 166 1.57 
Brian 8 29 18 0 5 3 65 110 1.18 
Ernest 6 15 10 2 14 1 24 84 0.57 
Charles 9 19 19 0 9 14 20 122 0.33 
Total 42 160 77 2 32 19 327 580 1.13 

Table 11: Students' ratings of the quality ofscriplwriting courses by tutor 

this table clearly demonstrates the clustering of negative responses in two of the five 

courses. Although the table suggests no great disparity in levels of satisfaction 

betw~en the seven aspects listed in question ten, answers to open questions do suggest 

----------------------10 
. Other criticisms concerned with matters of planning and organisation which are without the remit of 
Individual tutors were: 'There should be day classes' (l4d); 'A time of6-8 p.m. would be better' (8d); 
and 'I think the issues of rooms should be considered A poor environment does not put you in the 
mOOd for writing' (65b). Each of these issues was mentioned by one student only. 
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certain Common concerns. These concerns can be grouped into three main areas: the 

Contents of the course; the other students on the courses; and the tutors themselves. 

Perhaps the most telling general criticisms of the contents of courses concern 

What one student calls 'misrepresentation' (2Sc). One student objects to her course 

being advertised as 'Scriptwriting for Film and Television' when it 'only ever covered 

tv' (74e). For others, the issue is essentially one of standards and levels of 

aChievement. Three students (2Sc, 70e, 73e) criticise the fact that their courses were 

adVertised as 'advanced' in the prospectus (University of Liverpool Centre for 

Continuing Education 2002,22-23). One considers Ernest's course to have been '~ 

basic' (73e), and another student on the same course states that 'some course members 

had no previous writing tuition so this inevitably affected the way course time was 

used. They would have been better served in the introductory classes' (70e). Answers 

to qUestion ten of the initial student questionnaire (Have you previously attended 

Writing classes or workshops?), however, do not support this assertion, as only two of 

the thirteen respondents from Ernest's course say they have no previous experience; in 

Contrast, nine of the fifteen respondents from Charles's course, also described as being 

'advanced', say they have not previously attended courses or workshops. 

On the other hand, two students, one from Andrew and Brian's course and 

another from Diane's, display some doubt about whether they were ready for the 

courses. Yet, according to the prospectus, for the first of these 'no previous experience 

of plaYWriting is assumed' (University of Liverpool Centre for Continuing Education 

2002,23); while the latter is described as being 'for students who wish to acquire the 

basic skills and craft required to write for radio and television' (Ibid., 21). Student 

30ab writes that 'when the tutors mentioned famous plays that [she] hadn't read, [she] 



sometimes felt out of [her] depth', and student 12d says that she was 'not sure what 

stage of writing [she] was supposed to be at.' 
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All this suggests that ideas about what an 'advanced' or a 'basic' course might 

Vary considerably from student to student and, perhaps, from tutor to tutor. These 

variations could indicate a problem arising from the 'open-access' nature of the 

courses. Tutors and administrators cannot 'police' entry to the courses on the basis of 

ability or, indeed, previous experience. They can, at best, advise prospective students 

about appropriate courses on the basis of information given by the students. 

tJItimately, it is up to potential students to define for themselves what the prospectus 

means by terms such as 'advanced' and 'basic', and to decide whether they are ready 

for a particular course. However, this does not let tutors and organisers 'off the hook' 

entirely. They may not be able to control the intake into their courses, but they should 

have a clear idea of what they mean by the terms they use in their prospectus entries 

and may be entitled, having used those terms, to assume a certain amount of prior 

eXperience (or lack of any experience) on the part of their students when planning 

their courses. 

Nevertheless, the observations made. of Charles and Ernest's teaching do lead 

me to agree with the student quoted above, in feeling that the pace and content of 

these courses were dictated to a large extent by the needs and demands of the students 

(Ct, C2, E1, E2). Such a response to student need by a tutor would usually, and 

properly, be considered an aspect of good teaching, as the tutor is assessing and 

responding to the students' needs and attempting to provide, in the terms of social 

Constructivism, the appropriate scaffolding to enable them reach the 'zone of proximal 

development' where effective learning can take place (Bruner 1985, 24-25). But it is 

almost inevitable that an open-access adult class will include students at very different 
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stages in their learning. Effective differentiation between students in the same class 

(except by outcome) is extremely difficult to achieve within the constraints of the 

twenty-week adult course. Possible solutions to this problem would be not to 

adVertise any courses as 'advanced', or to demand a certain number of HE credits from 

stUdents enrolling on these courses, thereby making them into level two or level three 

courses and so reducing the number of courses that are truly open to all. But this 

WOuld not address the issue of students who are not ready for the 'basic' course and 

WOuld ignore the fact that many students on the 'advanced' courses, who do have 

previous experience of writing classes, appear to be satisfied with the level of those 

courses. 

The issue of standards of work, the attitude of students and the atmosphere in 

class can be related both to tutors and fellow students. As discussed in the previous 

section of this chapter, issues surrounding group work and interaction with fellow 

stUdents throw up the sharpest divisions between the views of different respondents. 

Responses to question ten show that a large majority of students rates both the 

atmosphere in class and the attitude of the students as 'one' or 'two'. All those who 

giVe negative ratings are, with the exception of two students, from Charles's and 

Ernest's classes: six from the former and two from the latter. The exceptions are the 

stUdent with hearing difficulties referred to above (66b), and student 38b, who rated 

only these two aspects and the tutors' subject knowledge negatively, but whose 

answers to open questions throw no light on the reasons for these ratings. Indeed, only 

One student gives answers which expand on her disaffection with her fellow students: 

stUdent 73e, who says that 'on occasions there was a definite hostile atmosphere in 

class' 
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This student's responses deserve closer attention, as she is one of the few to 

provide a detailed analysis of her reasons for dissatisfaction, including both tutor and 

students in a rather impassioned rejection of her course, which, she says, 'was biased 

in favour of an anarchic and controversial genre'. 11 In answer to question twelve, she 

Writes: 

The course has lead [sic] me to believe that anything that is written which is 
not: 
a: left wing 
b: working class 
c: northern 
d: containing expletives 
is not worth the paper it's written on (73e). 

I did not detect a 'hostile atmosphere' in Ernest's class in either of the observed 

sessions, but I did notice a common thread through the scripts being read out which 

lends some credence to this student's critique. Most of the scripts were certainly 
, 
nOrthern' (surely to be expected, though, in a class taking place in the North of 

england), centring mostly on 'working class' characters and containing many more 
, ' 

expletives' than I heard in any of the other classes. Whether this was the result of the 

tUtor's preferences, the result of a kind of peer pressure or simply coincidental, it is 

impossible to say; but it is not difficult to see how the dominance of such a style could 

Contribute to a feeling of alienation amongst some students. This student's reaction is 

echoed to some extent by student 44ab, who feels that 'there is an underlying 
I . 

Prejudice for bland, predictable plays about jolly scouse wags in amusing situations', 

Suggesting perhaps the continuation of the kind of insularity noted in the Scotland 

Road Writers' Workshop and the Playwrights' Workshop by Janice Sear and Catherine 

Bayes respectively (Interviews 2002). 

---------------------II 
In view of the rest of her answer, I think she may mean 'archaic' rather than 'anarchic'. 



Other disaffected students lay the blame squarely on their tutors. Two of 

Ernest's students mention him in answer to question sixteen: 'Inconsistency of 

tutor ... his suggestions for improving script changed weekly'; 'Tutor's attitude and 
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Inconsistency' (74e, 73e). One of Charles's disaffected students mentions a 'lack of 

direction! organisation' (25c), while another gives him as the reason for not 

Completing the course, calling him 'a bitter self-obsessed arsehole who had no 

qualifications to teach anyway', the same student claiming, inaccurately if the ratings 

giVen on the evaluation questionnaire are to be believed, that 'every single person on 

Illy course has negative feedback regarding the tutor. All but 3 left the course after 

only a few weeks' (21 c). 12 The only other student who gives a reason for leaving 

directly connected with the quality of the course is 25c, who says that 'it was like a 

self help group for film and tv junkies. Tutor did not control class.' Ten other 

respondents did not complete their courses but do not cite their tutors or the quality of 

the courses among their reasons for dropping out. Three of these (14d, 30ab and 70e) 

giVe illness as the reason and three give other personal, work and/or family 

commitments (19c, 38ab and 46ab). Student 66b again mentions her communication 

difficulties and 35ab cites the difficulty of attending classes in the evening. 22c 

dropped out when it was 'time to hand in work set', while 12d thinks she was not 

'd . Otng course at right time'. 

These results echo Wilkinson's study of adult education 'drop-outs', which 

Concludes that 'most students who stop attending classes do so for personal reasons 

rather than because of any dissatisfaction with the class (the figures in the exercise 

Show a ratio of three to one)'. Only 5% of drop-outs in his study criticised their tutors 

(1982,36). May, however, in her study of the attitudes and attendance behaviour of 

---------------------12 
The class which was the subject of observation C2. made in the eighteenth week of the course. was 

attended by four students. . 
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students at a Camden college, suggests that a tutor's personality and methods are key 

factors in determining levels of satisfaction. She finds no difference in external 

pressures or demographic variables between regular attenders and drop-outs, but does 

note a higher degree of satisfaction with internal and educational aspects of courses 

alllong regular attenders. The most noticeable difference between the two groups 

studied is that 'regular attenders found their teachers to be interesting, encouraging 

and demanding, whilst students who dropped out perceived their teachers as lacking 

In these qualities'. She also identifies a degree of 'anger' directed towards tutors by the 

drop_outs (1985, 9). 

It should be said here that six of the nine respondents from Charles's course 

and three of the six from Ernest's course give their tutors positive ratings for both 

knOWledge and communication. Indeed, student 26c praises the 'encouragement given 

by tutor' and 27 c 'liked the tutor's style.' From such replies one gains an impression of 

tutors capable of arousing very different reactions in different students. Much of this 

Illight be due to their personalities and/or teaching styles. Other factors, such as the 

Perceived 'misrepresentation' of their courses and the attitude of fellow students, 

undoubtedly played a part in alienating some students. Certainly, I was not surprised 

to find some students having a negative reaction to Charles's class for several reasons. 

First, during the first observation. I made, it seemed that a small number of students 

were allowed to dominate discussion (C1). Second, there was a severe fall in his 

stUdent numbers between the two classes observed (see Appendix D). Finally, his 

strong views about his role as a scriptwriting tutor might well have alienated some 

stUdents (Interview 2003). I also noted that there seemed to be no such problems with 

his students at JMU, suggesting that the make-up of his class may have had a lot to do 
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with the unsatisfactory experience of some of his students. The negative ratings and 

responses to Ernest's class were, however, quite unexpected .. 

Andrew, Brian and Diane, on the other hand, receive no negative comments 

about their teaching. Brian is praised for being 'very good, non threatening, non 

pressurised, helpful' (63b), and because he 'had a good attitude and was 

knowledgeable about subject' (66b). His and Andrew's 'sweeping knowledge of 

PlaYWriting' is mentioned by student 44ab and their 'expert preparation' by 42ab. 

Diane is called a 'very gifted and supportive teacher' (8d) and praised for her 
, 
enthusiasm and humour [which] communicated some really insightful ideas in fun, 

Interesting ways' (12d). As with Andrew and Brian, her expertise as a practising, 

professional writer is highly valued. Two of her students answer question fifteen thus: 

The tutor [Diane] was 'one of us' - a writer, not just a teacher telling us how 
they think it should be done. Her work experiences were relevant to what we 
wanted to learn. (6d) 

1) Having a successful professional writer as tutor 
2) Having such a great group of fellow students. (Sd) 

On this tutor's course there would appear to have been no students with any negative 

criticism of either the tutor or the other students, all those who completed the 

qUestionnaire reporting an entirely positive experience. 

On the basis of students' responses to the evaluation questionnaire, one might 

Say that Diane's course was entirely successful, Brian and Andrew's courses were 
" 

OVerwhelmingly successful and Charles and Ernest's less so. However, it would be 

Unwise to measure the success or otherwise of a particular course, or of scriptwriting 

courses in general, only in terms of students' responses. Other ways in which the 

sUccess of these courses might be measured are considered below. 
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10.4 Are these scriptwriting courses successful? 

The difficulties involved in deciding whether or not adult classes are successful have 

already been discussed with reference to the Scotland Road Writers' Workshop and 

the Playwrights' Workshop (Chapters 3.3 and 4.3). It was suggested that their 

success, in retrospect, could be judged chiefly by their longevity, influence and the 

success of their members or students in subsequent years. The courses studied in 

2002/3 might certainly be judged to be successful courses in terms of the first of these 

criteria. The courses taught by Charles, Diane, Ernest and by Brian and Andrew 

jOintly have all been part of the University of Liverpool's programme for over ten 

Years. Brian's course was in its fifth year in 2002/3 (University of Liverpool Centre 

for Continuing Education 1993-2002). Their influence on practice elsewhere is more 

difficult to assess, although clearly one course, the current incarnation of the 

PlayWrights' Workshop, has been influential historically (see Chapter 4.3). 

FUrthermore, several of these teachers also teach, or have taught, on courses run by 

other providers, suggesting that ideas and practices learned and developed at the 

University of Liverpool have been transferred to their work elsewhere (see Chapter 

6.3), their influence thus reaching far beyond the University. The success or otherwise 

of the students, whether in terms of professional achievement or further education, 

cannot be measured so soon after the end of their courses. However, it is clear from 

their answers to question fourteen of the evaluation questionnaire that many students 

intend to pursue a professional writing career and/or access further educational 

oPPortunities. A longitudinal study of former students, with the object of gauging 

their success or otherwise in these areas, would be of great interest. As no such study 

has been undertaken in the past, the only evidence we have at the moment of former 
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students' achievements is little more than anecdotal, although it can be said that 

several students from previous years have achieved some professional success. 13 

It might be thought that, with the introduction of accreditation and increasing 

assessment of students' work, the success of courses could be measured in terms of 

students' progress. However, with open-access courses such as these, one can only say 

that most students completed the course and achieved HE credits. It is impossible to 

Illeasure whether the students' writing has improved, as they are not assessed on entry 

to the Courses and there are no standards of prior achievement on which any 'value 

added' measurement can be based. This also suggests opportunities for further 

research. It would be of great interest, for example, to collect examples of a student 

cohort's work both on entry and on completion and have it assessed by independent 

tutors. 

When considering the success or otherwise of these courses we are, then, left 

with the students' subjective assessments of their own experience, which have been 

analysed above. There are some problems with this, especially when looking at 

individual teachers. First, the survey shows that what one student may consider good 

Or successful, another student on the same course might consider poor or 

unsuccessful. Second, students have different prior experiences of education. Because 

of this, their ideas of what is or is not good teaching may differ enormously. 

The course attended in 2002/3 may differ from the same course in other years, due to 

variables such as the attitude of the group and changes made to its content by the tutor 

(or, indeed, a change of tutor). Finally, students may not be the best judges of whether 

Or not they have been well taught. Bearing all this in mind, however, it is possible to 

assert, on the evidence of the evaluation survey, that for the most part the tutors taught 

---------------------13 
l" For example Roy Boulter, Karen Brown, Arthur Ellison, Tony Green, Fred Lawless, Joanne 
1V1cAndrew, Linda Miller, Lynn Papadopoulos, Val Syms. 
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What they set out to teach, and that the vast majority of the respondents feel that they 

learned what they set out to learn. Nevertheless, the survey also reveals important 

differences between the experiences of individual students and groups of students. 

The next, and final, chapter of this thesis will seek to draw some conclusions 

about the teaching and learning of scriptwriting in Liverpool from the evidence which 

has been gathered about scriptwriting students and tutors, and about the history of 

scriptwriting classes. 
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Chapter 11 

A Community of Writers 

In this thesis I have explored both the history of the teaching and learning of 

scriptwriting in Liverpool and its practice there, chiefly during the academic year 

2002/3, in order to discover how and why the subject is taught and learned. In doing 

so, I have shown how current practice is influenced by and, indeed, dependent on, the 

Subject's history. I have also explored the uniqueness of the Liverpool experience and, 

by detailed consideration of the evidence, established how, why and by whom 

Scriptwriting has been studied in the city. 

My consideration of the history and development of the subject starts with 

David Evans's foundation, in 1973, of the Scotland Road Writers' Workshop. At that 

time there was no such thing as a scriptwriting course in the city or, as far as I can 

discover, anywhere else in Britain. The first scriptwriting course, the Playwrights' 

Workshop, grew out of the Scotland Road Workshops, whose ideas and methods had 

by that time been widely imitated throughout the country. Courses in writing for 

radio, television and film followed in the 1980s. The fact that they were usually 

Offered by the University of Liverpool reinforces a sense of continuity in the 

provision of such courses. Evans was employed by the University at the time of the 

founding of the Scotland Road Writers' Workshop, which began as part ofa 

University-based, government-funded Community Development Project. He 

developed the Playwrights' Workshop with Bill Morrison and Pedr James of the 

Everyman Theatre, backed by the Arts Council, Merseyside Arts Association and the 

WEA, as well as the University. When other sources of funding were withdrawn, the 

PlaYwrights' Workshop survived as a mainstay of the University's provision of writing 



253 

Courses, which widened under Evans and his successor, Keith Birch. These two men 

employed all those who taught scriptwriting in the city in 2002/3, several of whom 

had previously been participants in writers' workshops or students on University 

classes. While both Liverpool Education Authority and the WEA occasionally offered 

scriptwriting courses and other specialised writing courses (often taught by people 

who had gained their teaching experience on University classes), these agencies 

tended to concentrate on more general 'creative writing' courses, the University 

seemingly becoming the natural home of the more specialised course. 

This provenance is important, as the methods and philosophies of current 

scriptwriting tutors display strong links to the practices of earlier writers' workshops. 

Writing classes (although not scriptwriting classes) and writers' groups did exist 

before 1973, but the development of the subject in Liverpool seems to have owed 

little to them. Similarly, the Liverpool classes developed with little reference to the 

huge growth in classes offered at universities and colleges as part of degree-bearing 

courses during the 1980s and 1990s. However, the introduction of accreditation, 

Which has influenced the way many tutors approach their courses, does link provision 

more closely to such courses as well as to practice in other cities. Furthermore, the 

growth of award-bearing courses has had an influence on the Liverpool classes via the 

eXperience of current tutors, twoofwhom have MAs in writing, several others having 

taught on degree-bearing ~ourses at other institutions. Nevertheless, as my 

Comparison of provision in Liverpool to that in other English cities shows, Liverpool 

provides both a greater n~mber and a greater variety of writing classes than any other 

Comparable city. 

There are several reasons for the Liverpool scriptwriting courses developing in 
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the way they did. I have already mentioned some of the individuals involved, whose 

ideas about the teaching and learning of writing, and commitment to adult education 

in the city have been so influential. Their work must be seen in the context of 

legislation and funding. The early workshops owe their existence to a Home Office 

project concerned with inner cities. The University's commitment to the project grew 

not only from its historical commitment to adult education but also from its response 

to the Russell Report (DES 1973). The Playwrights' Workshop might not have existed 

had it not been for the Arts' Council's stated aim in the 1970s oflinking the arts more 

closely with adult education (Shaw 1978). A key point in the development of courses 

in writing for the media can be identified in the METEL course attended by Keith 

Birch in the 1980s, which owed its existence to funding from the Manpower Services 

Commission (MerseyScreen 1985). More recent changes, such as accreditation, 

Originated in the legislation which spawned the HEFC (HMSO 1992). The very 

eXistence of these courses, then, cannot be separated from the politics of the last thirty 

Years. Politics have shaped the courses in two ways: through the political beliefs and 

aspirations of those who have instigated them and taught them; and through the 

funding which has trickled down to them, via many routes, from successive 

governments. 

When I began the research on which this thesis is based, I saw scriptwriting 

courses as rather delicate flowers, springing from the seed lovingly planted by David 

Evans in the peculiar conditions of inner-city Liverpool in the 1970s, and watered by 

various agencies and tutors. Now, in the light of the evidence of history, I would liken 

them to sturdy weeds. The scriptwriting courses provided in 2002/3 bear little 

resemblance to the writers' workshops of the early 1970s. The practices and 

philosophies of the tutors have developed in ways unimagined by the earnest pioneers 



255 

of that time, as indeed have the attitudes of the students. In the 25 years since the 

PlayWrights' Workshop was founded, the courses have multiplied and transmogrified. 

They have been watered with stray drops of government funding; and they have been 

bUffeted by changes in policy, personnel and educational fashion. They have never 

fitted easily into narrow theories about what and whom adult education is for. But 

they have survived mainly because a demand for them exists amongst students who 

Continue to believe in their value. The evidence I have gathered about tutors and 

students on these courses can, I believe, help us to understand not only why and how 

this particular subject is taught to adults, but also why adult education classes are so 

Important to so many people. 

David Evans speaks ofa 'community of writers' in Liverpool (Interview 2001), 

a phrase echoed by a current tutor, Brian (Interview 2003), and, while the word 
, 
community' seems to be used rather loosely now to describe any group or section of 

People, I believe that in this context the phrase has a real meaning. I have already 

mentioned the links across time between pioneers such as Evans and current teachers 

of scriptwriting. In addition, scriptwriting tutors have forged links between course 

providers in Liverpool and beyond, using experience gained in one situation to inform 

and enhance practice in another. A sense of continuity has been provided, not only by 

students moving from one course to another and a few students becoming tutors, but 

also by the return of former students as guest speakers. Former students have been 

Unstinting in giving their time, thereby enriching the learning experience and 

providing models of achievement in the field. In allowing access to their experience 

and expertise such writers are continuing' a tradition established by writers such as 

MOrrison, Bleasdale, Russell and Hayes. 
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This sense of professionalism and expertise represents the biggest shift in the 

attitudes of tutors, underpinning changes in their practice, since the 1970s. Early 

Workshop leaders were characterised by a resistance to the idea of being teachers, 

lecturers or tutors. They preferred terms such as 'chair', 'co-ordinator' and 'facilitator' 

and liked to see themselves as equal members of a group. The change in the tutors' 

role has been due partly to the demands of formalisation and institutionalisation and 

partly to demands by the students that they should playa more active part and share 

the benefits of their expertise. This expertise, however, is seen to lie mostly in their 

eXperience of professional writing, rather than teaching. All the tutors observed and 

Interviewed regard themselves as professional writers and see that status as being 

essential to their credibility as teachers of scriptwriting. Similarly, students place great 

Value on their tutors' subject knowledge, which many of them see as emanating from 

the tutors' experience of professional writing. The importance of this status has 

implications for their status as professional teachers: if they are to pursue their own 

Writing careers, then they must remain part-time tutors. It also implies that for most 

stUdents and tutors scriptwriting courses are, by nature, vocational. 

There is, however, some variation in tutors' attitudes to the 'how' and 'why' of 

teaching the subject. While none of them sees the teaching and learning of 

scriptwriting only as a means of achieving social or general educational aims, the 

emphasis placed on scriptwriting as a potential career varies. All five practising tutors 

Work from the assumption that most, if not all, of their students wish to write 

professionally~ but while Charles, for example, cannot see the point in taking his 

course if a student does not want to become a professional writer, Ernest and Diane 

are more willing to acknowledge the existence of other motivating factors in some 

stUdents. For them and for others, the 'liberal tradition' of adult education remains 
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Illlportant; although they too have all but abandoned any notion that the main purpose 

of their teaching lies in creating the conditions for social and political change - except 

Insofar as the arts can always provide catalysts for such change. 

Changes in the approach to teaching scriptwriting would seem, in practice, to 

have Come about mainly through external pressures, rather than a conscious adoption 

of changing theories of pedagogy and andragogy. Such ideas are, at best, only 

partially understood by the tutors, whose training and experience in teaching does not 

necessarily match their understanding and experience of writing. Students expect to 

be 'taught' aspects of scriptwriting and tutors have responded to this expectation. They 

have, however, retained an attachment to the methods of the workshop, using their 

eXpertise to lead and shape 'workshop' sessions much more actively than their 

predecessors did. It seems to me that current tutors are not only more confident than 

~~~~~~~~~~~~~~~~~~~ 

but are also, in a sense, more honest about the nature and purpose of what they are 

dOing. 

My study of students on scriptwriting courses gives an answer to the question 

of Who takes these courses that is strikingly different from what would be expected in 

the light of official figures about adult students. In terms of social class the group, 

being overwhelmingly 'middle-class', does not differ from expectations; nor does it in 

terms of ethnic origin. However, there are a lot more men than might be expected and 

the students are a little younger than might be expected. Such characteristics have 

tnore in common with adult students on vocational courses or courses leading to 

qUalifications than they do with the 'leisure' classes traditionally associated with the 

adult education 'evening class', Students' declared reasons for studying the subject, 

and their subsequent evaluations of the contents of the courses, support the idea that 
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most of them take the courses with specific goals in mind. These goals are usually 

concerned with developing their skills as writers, often with the intention of writing 

professionally. Again, the findings of the research suggest that scriptwriting courses 

are seen by students primarily as 'vocational' courses. Yet they do not (in the tradition 

of courses usually regarded as vocational) lead to qualifications which would be 

recognised as a measure of competence by potential employers. Indeed, there is one 

sense in which the surveyed students differ strikingly from students on vocational or 

award-bearing courses: over half of them are graduates and most are not interested in 

gaining qualifications. Clearly, one cannot 'train' to be a scriptwriter in the same way 

as one might train to be a plumber, say, or an electrician; and, therefore, a 

qUalification in scriptwriting could not be used in the same way as a qualification in 

one of those subjects. But is there a huge difference between a writer undertaking 

edUcation or training to improve his or her skills and an actor or musician doing the 

same thing? Courses for such professionals are as much vocational as are courses 

concerned with training for traditionally 'working-class' occupations. 

Thus, a study of scriptwriting students brings us to the heart of the debate 

about whom and what adult education is for. In1919 the Adult Education Committee 

of the Ministry of Reconstruction, whose members included Mansbridge, Tawney and 

Yeaxlee, declared that 'adult education should cater for the varied needs and tastes of 

the people' (HMSO 1919, Para 332). Yet by 1924 'liberal' and 'technical' courses in 

Britain had been officially separated, which 'cemented the gap between liberal and 

adult education from all other forms of education' (Cross-Durrant 1987,60). 

According to Harrison, the attitudes of politicians and educationalists caused 'the 

antithesis between liberal and vocational education [to harden] into a dogma' in post

War Britain (1961,325). Such attitudes, however, seemed to be dying out by 1973, the 



year when Evans started the Scotland Road Writers' Workshop, when the Russell 

Report declared that: 
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The value of adult education is not solely to be measured by the direct 
increases in earning power or productive capacity or by any other materialistic 
yardstick but by the quality of life it inspires in the individual and generates 
for the community at large. It is an agent for changing and improving our 
society; but for each individual the means of change may differ and each must 
develop in his own way, at his own level and through his own talent. No 
academic subject or social or creative activity is superior to another provided 
that those who engage in it develop a greater awareness of their own capacities 
and a more certain knowledge of the totality of their responsibilities as human 
beings. (DES 1973, Para 6) 

This might seem like a resounding endorsement of the all-embracing nature of adult 

edUcation, with no subject or activity 'superior' to any other. However, it does imply a 

hierarchy of motivation - social change and responsibility are stressed at the expense 

of personal gains in material terms. Surely this is typical of the kind of academic 

Snobbery that leads to disdain of the 'vocational'. It seems to me that educationalists 

and educational institutions have continued to resist the idea that students might 

Undertake study in order to help them to make money. Such motives are seen 

Somehow as 'impure' when compared to the desire to vaguely 'improve' oneself in 

academic terms or to acquire the tools for instigating social or political change. On the 

other hand, the creation of the MSC in the 1970s has been described as forming 'a 

Wedge between academic education and vocational training' (Pennington 2002, 148), 

With the need for job-related training being paramount. Subsequently, government 

policy and funding have continued to su~port both vocational courses ~d academic 

Courses which carry formal qualifications at the expense of , leisure' courses (HMSO 

1992). Nevertheless, the government in 1996 claimed that its 'emphasis on diversity, 

together with a funding approach which encourages innovation and entrepreneurial 

activity, has led to much greater activity, by universities in lifetime learning than can 

be seen in the rest of Europe and elsewhere' (DfEE 1996, 10). 
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Perhaps it was this emphasis on diversity that allowed scriptwriting courses to 

flourish in Liverpool at the end of the twentieth century, but in order to do so they had 

to find a niche within an academic, qualification-based framework, while more 

general creative writing classes survived in the local authority sector as 'leisure' 

classes. The idea that these courses might be vocational, it seems, cannot be 

acknowledged, whatever the people who teach them and study on them might think, 

because 'vocational' courses are still seen as something separate from, and perhaps 

inferior to, liberal adult education. 

But why should subjects be categorised in this way? Scriptwriting courses in 

liVerpool have survived partly because they refuse to be 'pigeon-holed'. The evidence 

Suggests that most students and most tutors see them as primarily 'vocational', but it 

also shows that this is not the whole story. Students take these courses for many 

different reasons. Many of them will never earn a penny from writing; some have no 

intention of doing so. Some students are using the courses as a step on the educational 

ladder; most do not need that boost. Some students start their courses with clear ideas 

about how they want to improve their writing; others are motivated by curiosity. The 

fact is that the Liverpool scriptwriting courses can and do cater for all these students. 

The students studied for this thesis are sophisticated consumers of education. They do 

not fit easily into 'compensatory', models of adult education, but they are true believers 

in 'lifelong' education. Whatever their ages or their educational and social 

backgrounds, they have their own reasons for wanting to learn and they take what 

they want from the courses on offer. There is room on the same course both for the 

retired person who wants to explore her creativity, the unemployed young man who 

wants to be a professional writer, and the friends who fancied a night out in the week 

and found that 'Italian was full'. 
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I have discussed, in Chapter 10, the difficulties encountered in attempting to 

jUdge Whether or not these courses can be considered 'successful'. It would certainly 

appear that the overwhelming majority of students considers that they have been 

successful in achieving their aims and has formed a positive view both of the tutors 

and their courses. The responses of the minority which believes the courses to have 

been largely unsuccessful are illuminating in suggesting some of the limitations of 

SUch Courses. The members of the 'community of writers' who have been successful 

professionally certainly seem to be endorsing the value of scriptwriting courses by 

their continued participation and recommendation of them. What can never be known 

IS Whether they would have been equally successful in achieving their aims had they 

pursued them through independent self-directed study or via different kinds of 

learning situation: for example, degree courses or writers' groups. 

My study of the Liverpool courses ends in the academic year 2002/3. In the 

folJowing year, after the retirement of Keith Birch, the courses were taken over by the 

English Department of the University of Liverpool. While no major changes were 

lllade to the courses in that year - and four of the tutors whose work is discussed in 

this thesis returned to teach the same courses - these two linked events raise the 

Possibility of future transformations in the way the subject is taught. It is impossible 

to predict what these changes might be, but history suggests that there will be changes 

and developments, not only as a result of these events, but also as the result of 

gOvernment policy, funding, changing theories of adult education, the ideas and 

practices of individual teachers and the demands of students. 

I believe that this thesis can contribute to knowledge and learning in several 

Ways. First, although its purpose is in no way to tell people how they should teach, it 

can help tutors, by a consideration of current practice and the motivations and 
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attitudes of students, to develop and improve their own practice. It can also be of use 

to course providers and policy makers by giving them a greater understanding of the 

needs and desires of both tutors and students. Furthermore, I would argue that the 

evidence produced herein about scriptwriting courses can contribute to the 

understanding of teaching and learning far beyond the confines of the subject. For 

example, it may well be that adults who study cake decorating or furniture restoration, 

say, come to their classes with a range of experiences and expectations similar to 

thOse present in the scriptwriting students. A comparison with tutors and students in 

other subjects might form a suitable study for further research. Other research projects 

that might arise from this study include: a study of standards of students' work and 

assessment practices: a detailed comparison of classes in Liverpool with those 

elsewhere in Britain; a comparison of scriptwriting courses with other writing 

courses; or a longitudinal study of the progress of former students. 

The hybrid nature of its methodology is central to this study'S contribution to 

knowledge and learning. It enables the researcher to make connections between the 

history of the teaching and learning of script writing, and current practice. I have 

argued that, if we are to understand how and why the subj ect is studied, we need first 

to understand the historical and social context in which it is being studied. In this 

thesis I have shown how current practice in the field is influenced by the philosophies 

and practices of those who instigated the writers workshops of the 1970s and '80s, as 

Well as by developments in the wider educational world. I have also demonstrated the 

'provenance' of the current classes, tracing their connections to those workshops. In 

the Course of my research, I have not discovered any other studies which look at the 

teaching and learning of writing in the way in which I have studied its practice in 

Liverpool. In doing this, I have presented a rounded picture of a unique aspect of 
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adult education. Nevertheless, I believe that this study can also act as a prism through 

Which we can gain insights into a number of aspects of adult education in general. 

While the history described herein is unique to Liverpool, the way in which 

legislation, educational theories and social and economic circumstances impact on 

adult education are not. An understanding of these issues can only strengthen the 

teaching and learning of any subject, scriptwriting included. 

Scriptwriting courses, with their emphasis on professionalism and marketing, 

may seem rather narrow or even venal to some observers. I would argue that they 

stand in the great tradition of adult education because of the variety of opportunities 

for change and development they offer to so many individuals, not least because some 

of those opportunities may come as a surprise to them. It is true that most students, 

and most tutors, want to make money from their work and that success in the field 

might then be measured by a 'materialistic yardstick'; but if these writers cannot get 

their work broadcast, then they cannot communicate to others their vision of the 

World. By putting themselves in a position to do this, they are surely, in Russell's 

terms, contributing to 'the quality oflife' for themselves and the community, having 

through their 'own talents' developed 'a greater awareness of their own capacities and 

a more certain knowledge of the totality of their responsibilities as human beings' 

(DES 1973, Para 6). 

Elsey, reflecting on the legacy of Tawney, writes: 

The heroic age of adult education is just about spent. Today adult education is 
managed, little enough by inspiration and too much by careerists. Adult 
education with a fiery will is a thing of the past and with each year beginning 
to radiate a romantic glow. (1987, 72) 

It is easy to see that 'romantic glow' hovering about the reminiscences of Evans, 

Shane, Morrison and others; and equally facile to see their 'fiery will' as a thing of the 

Past. I would argue that their commitment and idealism survive in today's tutors. 
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Acknowledging the complexity of the personal motives and ambitions of their 

students in no way diminishes the value of what they teach or their achievement in 

teaching it. Indeed, it is my view that the outstanding achievement of Liverpool's 

writing tutors and students over the past thirty years has been to create and sustain a 

true 'community of writers' firmly rooted in the rich soil of adult education. 
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Appendix A 

Interviews and Telephone Conversations 

During the course of my research I conducted a number of interviews. These 

fall into two categories. The first group covers those conducted with named people, 

who agreed to be quoted directly or indirectly in the thesis. Longer interviews, 

cOvering a range of topics and views, were recorded and transcribed~ they are 

sometimes quoted directly in the text. Shorter interviews and relevant telephone 

conversations, normally on a specific topic, were not recorded. Notes were made 

during the interview'and indirect speech is used in the text, unless a precise note of 

the eXact words used by the interviewee was taken at the time. Information and 

opinions gleaned from this group are ascribed to the interviewee by name. 

The second group covers tutors whose work is also the subject of the 

questionnaire and observations used in the course of my research. These people are 

never identified by their real names in the text, but are referred to by a letter or a 

fictitious forename beginning with that letter, the same namelletter being used for a 

giVen individual whenever he or she is mentioned, whether in connection with a 

questionnaire, interview or observation. 

All interviewees were apprised of the purposes of the research at the time of 
., . 

the interviews and all gave permission for the interviews to be used in this thesis and 

for their words to be quoted. The named interviewees also gave permission for views 

and opinions expressed in their interviews to be quoted and credited to them by name. 
, 
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Transcription conventions 

Where material is presented from interviews, the intention is to reproduce the 

Vocal patterns of the speakers while allowing the material to be easily read and,in 

Thompson's words, to 'allow [my] writing to remain as faithful as possible both to the 

character and the meaning of the original' (2000, 262). In this way quotations from 

oral sources are also distinguished from quotations from written sources. 

Transcription conventions are taken largely from David Crystal's Rediscovering 

Grammar (1988,15). 

Pauses are shown by 
tJ?its of rhythm by I 
DIrect speech by " 
EditOrial ellipses by 
QUestions by ? 
EXclamations by ! 
Emphatic speech is indicated by bold type 

Longer quotations, indented in the text, start with capital letters and end with full 

stops for clarity and consistency with quotations from written sources. 

Interviews and telephone conversations with named persons 

1. Keith Birch, 5 February 2001. 

2. David Evans, 14 February 2001. 

3. Barbara Shane, 31 January 2002. 

4. Bill Morrison, 13 February 2002. 

5. Janice Sear, 22 February 2002. 

6. Catherine Hayes, 11 July 2002. 

7. Dr Rodney Wright, 21 October 2002. 

8. Dr Elsa Braekken Payne, 21 October 2002 (by telephone). 

9. Maeve Middleton, 20 January 2003. 

10. Tim Stone, 17 February 2003 (by telephone). 
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Interviews with scriptwriting tutors 200213 

11. Tutor E (Ernest), 10 June 2003. 

12. Tutor C (Charles), 5 August 2003. 

13. Tutor B (Brian), 8 August 2003. 

14. Tutor D (Diane), 29 September 2003 (by telephone). 
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The Teaching and Learning of Writing by Adults 

Questionnaire for Tutors 

Please note that this questionnaire is purely for the purposes of academic research and 
Your replies will not be seen by anyone other than the researcher and his academic 
sUpervisors. 

If you do not wish to answer any of the questions, please leave blank. 

It would be very helpful if you could attach an up-to-date C.v. and schemes of work 
for your current course(s) if available. If any of your answers are covered by these 
documents please put "see attached". 

PART ONE 

1. Name 
2. Age 
3. Sex 
4. Ethnic origin 

5. Qualifications post 16 (please give details oflevel, institution, subject and date) 

6. Please give details of any formal teacher training 

7. Have you taught "creative writing" before this academic year? 

8. How long have you been teaching (a) adults? 
(b) creative writing for adults? 

9. Please give details of previous creative writing teaching 

10. Are you employed full-time ~s a teacher of adults? If so, by whom? 

11. Ifpart-time, how many hours per week do you currently teach? 

12. Do you have other paid employment? Please give details. 

13. Do you consider yourself to be a professional writer? 

14. Please give details of writing credits (or attach c.v.) 
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PARTTWO 

15. Please give details of all writing courses/workshops you are teaching in the 
Current academic year (2002/3): 

(a) at the University of Liverpool 

(b) for a local authority 

(C) for any other provider 

16. Which, if any, of the above include scriptwriting for theatre/radio/televisionlfilm? 

17. Please state whether each course specialises in one or more of the above fields or 
Whether they are more general "creative writing" classes? If the latter, please state 
What proportion, if any, of each course is specifically concerned with scriptwriting. 

18. Do your courses lead to any formal qualifications, whether on their own or as an 
element/module etc. within a formal qualification, e.g. degree, certificate of higher 
education? Please give details .. 

19. Do you intend to use any of the following in your teaching? Please tick all that 
apply: 

(a) Teacher talkllecture 0 
(b) Group discussion 0 
(c) Reading of students' work in progress by (i) the writers 0 

. (ii) other members of the class 0 

(d) Video/tape recordings of 

(e) Taping of students' work 0 

(iii) guests (e.g. professional actors) 0 
(i) programmes about writing/writers 0 
(ii) examples of your own work 0 
(iii) examples of work by other writers 0 



(f) Guest speakers: (i) professional writers 0 
(ii) others 0 (please specify) 

(g) Writing exercises within the class: (i) individually 0 (ii) in pairs 0 

(h) Writing exercises at home 0 
(i) Visits/trips 0 
G) Individual mentoring 0 

(iii) in small groups 0 (iv) Whole class 0 
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20. Will you be formally assessing students' work? If so, please state the requirements 
of your course for assessment. 

21. Do you intend to assess students' work/progress during the course? If so, how? 
(e.g. written comments on work, grades, informal/formal verbal response) 

22. Have you taught this course/ these courses before? 

23. If"yes" to the above, have you made any changes to the course(s) for this year? 

24. What do you see as the aims and objectives of your course(s)? 

25. What do you think your students will gain from your course(s)? 

26. What do you think will be the most helpful part of the course(s) to the students? 

27. What do you consider to be the advantages/disadvantages of formal assessment 
(e.g. for accreditation) of your students' work? 

28. In what sense(s) do you think writing can be taught? 



29. Have you ever been a student on a writing course? Please give details. 

30. If you have, what (if anything) have you gained from the experience? 

31. Would you be willing to be interviewed about your teaching? 

32. Would you be willing to be observed teaching? 

33. If you are happy to be contacted again about your work, please give day and 
evening telephone numbers. 

Signed Date 

Thank you for your help and co-operation 
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The Teaching and Learning of Scriptwriting by Adults 
Student Questionnaire 

Please note that this questionnaire is purely for the purposes of academic research and 
that your replies will not be seen by or divulged to anyone other than the researcher 
and his academic supervisors. Students will not be referred to by name in the thesis 
and your anonymity will be preserved at all stages of the research process. 
If you do not wish to answer a question please leave blank. 

SECTION A 
1. Name 
2. Date of Birth 
3. Gender (please tick): Male 0 Female 0 
4. Ethnic origin (please tick one): 

White 0 Indian 0 Asian other 0 
Black Caribbean 0 Pakistani 0 Other (please state)O 
Black African 0 Bangladeshi 0 
Black Other 0 Chinese 0 Prefer not to say 0 

5. Employment status (please tick one): 
Full time employment 0 Part time employment 0 Self employed 0 
Unemployed 0 F/t Housewife/carer 0 Retired 0 
Full time student 0 Other (please specify) 0 

6. Current or last job (if applicable) 

7. Qualifications: Please state the highest achieved before starting the course: 
Qualification Subject 
Postgraduate Degree 0 
First Degree 0 
A Level 0 
GCSE or 0 level 0 
Other (please state) 0 

SECTIONB 
~. Please state the title of the course you are attending this year and the name of the 
Institution or agency providing it: 

9. Have you previously attended adult education courses? 

10. Have you previously attended creative writing classes or workshops? 

1I. Ifso please give details of the course(s), year(s) and institution(s): 

12. Before attending this course have you written or attempted to write: 
Short stories/novels 0 Stage plays 0 Film scripts 0 
Articles 0 Radio scripts 0 Other (please specify) 0 
POetry 0 Television scripts 0 



1~. Have you submitted any of your work to a publisher or producer? If so, please 
gIve details: 

14. Have you had any of your work published or produced? Please give details: 

15. What made you decide to attend the course? 

I Wanted ... (please tick all statements that apply): 
a. To follow up an existing interest 0 
h. To learn or develop a skill 0 
c. To learn to develop ideas 0 
d. To create something 0 
e. To satisfy curiosity 0 
f. To make money 0 
g. To discover if 'J can' 0 
~. To gain the approval of others 0 
~. To obtain a qualification 0 
J. To 'access' a further learning opportunity 0 
k. To meet like minded people 0 
l. To make social contact 0 
lll.. To gain social self confidence 0 
n. To enhance my self esteem 0 

16. Why did you choose this particular course? 

17. How do you think the course will benefit you? 
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18. Would you be willing to fill in an evaluation questionnaire after you have finished 
the course? 

19. Would you be willing to be interviewed in more depth about your experience of 
writing classes? 

20. If you answered to question 18 andlor 19, please give your address and telephone 
nUmber. 

l'hank you for your help and co-operation 
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The Teaching and Learning of Scriptwriting in Adult/Continuing Education 

Evaluation Questionnaire 

Please note that this questionnaire is purely for the purpose of academic research and 
YOur replies will not be seen by anyone other that the researcher and his academic 
sUpervisors. Any information you give may be used in the researcher's thesis, but 
Your anonymity will be protected. 

If you cannot or do not wish to answer any of the questions please cross through them 
or write 'nla' (not applicable). 

1. Name: 

2. Name of scriptwriting course attended in the last year: 

3. Did you complete the course? 

4. If not, when did you stop attending? 

5. If you did not complete the course, why did you stop attending? 

6. Did you complete the course but not the work set? 

7. If you did not complete the work, why not? 

8. Expectations of the Course 

The initial questionnaire included a 'tick list' of possible reasons for going on a 
Scriptwriting course. Please indicate, by circling the appropriate number on a scale of 
1 to 4 (1 being 'very successful' and 4 being 'not at all successful') whether you feel 
You were successful in fulfilling each aim. Please circle 'nla' (not applicable) for those 
Which were not included amongst your reasons. 

a) To follow up an existing interest (very) 1 2 3 4 (not at all) nla 

b) To learn or develop a skill 1 2 3 4 nla 

c) To learn to develop ideas 1 2 3 4 nla 

d) To create something 1 2 3 4 nla 

e) To satisfy curiosity 1 2 3 4 nla 
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f) To make money 1 2 3 4 nla 

g) To discover if'J can' 1 2 3 4 nla 

h) To gain the approval of others 1 2 3 4 nla 

i) To obtain a qualification 1 2 3 4 nla 

j) To access a further learning opportunity 1 2 3 4 nla 

k) To meet like minded people 1 2 3 4 nla 

1) To make social contact 1 2 3 4 nla 

111) To gain self confidence 1 2 3 4 nla 

n) To enhance my self esteem 1 2 3 4 nla 

9. leaching Methods! Techniques 

The following methods/teaching techniques may have been used on your course. 
Could you please rate their usefulness on a scale of 1 to 4 (one being 'very useful' and 
four being 'totally useless'). Please put 'nla' if the method was not used. 

a) Teacher talk/lecture (useful) 1 2 3 4 (useless) nla 

b) Group discussion 1 2 3 4 nla 

c) Reading of students' work by the writers 1 2 3 4 nla 

d) Reading of work by other class members 1 2 3 4 nla 

e) Reading of work by guests (e.g.actors) 1 2 3 4 nla 

f) Recordings of programmes about writers 1 2 3 4 nla 

g) Examples oftutor's work 1 2 3 4 nla 

h) Examples of work by other writers 1 2 3 4 nla 

i) Taping of students' work 1 2 3 4 nla 

j) Guest speakers 1 2 3 4 nla 

k) Writing exercises in class: individually 1 2 3 4 nla 

1) Writing exercises in class: in pairs 1 2 3 4 nla 
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m) Writing exercises in class: small groups 1 2 3 4 nJa 

n) Writing exercises in class: whole class 1 2 3 4 nJa 

0) Writing exercises at home 1 2 3 4 nJa 

p) Individual mentoring 1 2 3 4 nJa 

10. Quality of the Course 

Please rate the following aspects of the course on a scale of 1 to 4: 

a) Tutor's subject knowledge (excellent) 1 2 3 4 (very poor) 

b) Tutor's ability to communicate 1 2 3 4 

c) Content of the course 1 2 3 4 

d) Organisation and planning 1 2 3 4 

e) Standard of work 1 2 3 4 

t) Attitude of students 1 2 3 4 

g) Atmosphere in the class 1 2 3 4 

11. What do you think were the most important things you learned? 

12. How has the course changed your attitude/ approach to writing? 

13. Do you feel your writing has improved? If so, in what way(s)? 



14. What do you intend to do next in terms of: 

a) your writing? 

b) Continuing education ? 

15) What did you like/enjoy most about the course? 

16) What did you like/ enjoy least about the course? 
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17) Please make any comments about the course which have not been covered by the 
qUestions. 

Signed Date 

Thank you for your help and co-operation. 
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During the academic year 2003/3 a number of writing classes were observed. 

The methodology underpinning these observations and their conduct have been 

described in Chapter 2.4. The 'observation sheet' which follows was designed to give 

some structure to the observations. The first page was used to record facts about the 

class and relate methods used by tutors to their 'tutor questionnaire' answers, the 

second to record a chronological account of the class and the third for notes on 

anything else of potential interest which arose during the course of the class. Notes 

Were taken throughout the classes and were subsequently typed up.· After all the 

observations had been competed (see Appendix D for a schedule of observations), the 

notes were analysed and compared with each other as well as with the results of the 

survey of scriptwriting tutors. The results of this exercise form the basis of Chapter7 

of the thesis. 



Lesson! Group! Tutorial Observation Sheet 

1. Institution 

2. Title of Course 

3. Session no.lout of 

4. Date 

5. Time 

6. Number in group 

7. Number on register 

8. Aims and objectives of session 

9. Resources used 

10. Teaching Methods Used: 

a. Teacher talkllecture 
h. Whole group discussion 
c. Reading of students' work by (i) the writer 

d. Video!tape recordings of 

(ii) other members of the class 
(iii) guests 

(i) programmes about writers/writing 
(ii) examples of the tutor's work 
(iii) examples of work by other writers 

e. Taping of students' work 
f. Guest speakers: (i) professional writers 

(ii) others 
g. Writing exercises in class: 

h. Writing exercises at home 
i. Visit! trip 
j. Individual mentoring 

(i) individually 
(ii) in pairs 
(iii) in small groups 
(iv) whole class 
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Chronological account: 

Time Activity 



Notes 
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Schedule of Observations 

CI 
Tutor: Charles 
Course provider: University of Liverpool 
Date: Wednesday 30.10.02 
Time: 7.00.p.m. - 9.00.p.m. 
Session Number: 4/20 
Number in group: 13 (11m/2f) 
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Number on register: 18 
Aims and objectives: to find out how to choose a story and what makes a viable story. 

ADI 
Tutors: Andrew and Brian 
Course provider: University of Liverpool 
Date: Wednesday 6.11.02. 
Time: 7.00.p.m. - 9.00.p.m. 
Session Number: 5/20 
Number in group: IS (10m/Sf) 
Number on register: 20 
Aims and objectives: Visiting writer and director to discuss play seen by students and 
to discuss opportunities for writers; to establish ideas about physical presence of 
characters. 

£1 
Tutor: Ernest 
Course provider: University of Liverpool 
Date: Thursday 14.11.02. 
Time:10.30.a.m. - 12.30.p.m. 
Session Number: 6/20 
Number in group: 11 (6m/Sf) 
Number on register: 17 
Aims and objectives: to workshop writing assignments; to introduce the idea of ' the 
heroic journey.' 

81 
Tutor: Brian 
Course provider: University of Liverpool 
Date: Thursday 14.11.02. 
Time: 7.00.p.m.- 9.00.p.m. 
Session Number: 6/20 
Number in group: 18 (13m/5f) 
Number on register: 24 
Aims and objectives: first of three sessions on story; students will recognise the 
importance of story telling to their craft and be aware of the stock genre predicaments 
which they can use for their own storylines. 



DI 
Tutor: Diane 
Course provider: University of Liverpool 
Date: Monday 18.11.02. 
Time: 7.00.p.m.- 9.00.p.m. 
Session Number: 7/20 
Number in group: 18 (9m/9t) 
Number on register: 27 
Aims and objectives: to read and discuss writing exercises done at home. 

C2 
Tutor: Charles 
Course provider: University of Liverpool 
Date: Wednesday 12.2.03. 
Time: 7.00.p.m. 
Session Number: 15/20 
Number in group: 4 (4m) 

284 

Number on register: 18 
Aims and objectives: To workshop students' work in progress (half-hour script for 
assessment); ifnot enough material to be read, to watch and discuss a video about 
soap opera. 

D2 
Tutor: Diane 
Course provider: University of Liverpool 
Date: Monday 17.2.03. 
Time: 7.00.p.m.- 9.00.p.m. 
Session Number: 16/20 
Number in group: 14 (7m/7t) 
Number on register: 27 
Aims and objectives: to workshop the work in progress of some of the students (half
hour scripts for assessment due to be submitted the following week). 

£2 
Tutor: Ernest 
Course provider: University of Liverpool 
Date: Thursday 20.2.03. 
Time: 10.30.a.m.- 12.30.p.m. 
Session Number: 16/20 
Number in group: 10 (3m/7t) 
Number on register: 17 
Aims and objectives: to listen to and discuss the professional experience of the guest 
speaker. 



B2 
Tutor: Brian 
Course provider: University of Liverpool 
Date: Thursday 20.2.03. 
Time: 7.00.p.m.- 9.00.p.m. 
Session Number: 16/20 
Number in group: 12 (9m/3f) 
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Number on register: 24 
Aims and objectives: reading and discussion of students' work in progress (half-hour 
sitcom scripts for assessment). 

Jl 
Tutor: Jane 
Course provider: LEA 
Date: Friday 21.2.03. 
Time: 1.30.p.m.- 3.30.p.m. 
Session Number: 3/1 0 
Number in group: 6 (1m/Sf) 
Number on register: 9 
Aims and objectives: beginningsl dialogue. 

AB2 
Tutors: Brian and Andrew 
Course provider: University of Liverpool 
Date: Wednesday 26.2.03. 
Time: 7.00.p.m.- 9.00.p.m. 
Session Number: 181 20 
Number in group: 13 (10m/3f) 
Number on register: 20 
Aims and objectives: to read and criticise students' work. 

C3 
Tutor: Charles 
Course provider: Liverpool John Moores University 
Date: Tuesday 4.3.03. 
Time: 6.00.p.m. -9.00.p.m. 
Session Number: unknown; session occurred during the third of four semesters over 
Which the course was run. . 
Number in group: 13 (6m/7f) 
Number on register: 24 
Aims and objectives: to consider 'rewrites'; to workshop rewrites of students' 90 
minute assessment pieces. 
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Appendix E 

Television Programmes. Films. Plays and Writers Referred to by Tutors and 
Students During Observed Classes 

1. Television programmes 
r--

:rifle Class Writer(s)/Creator(s) Year(s) 
Are You Being B1 Jeremy Lloyd/David Croft 1972-1984 
~erved? 
Blackadder B1 Richard CurtisIRowan 1983-1989 

t-- AtkinsonlBen Elton 
r-Boomtown C2 Not known 2002 
Brookside C1 E2 Phil Redmond 1982-2003 

r- C2 
Cheers B1 Les Charles/James Burrows/Glen 1982-1993 

Charles 
Jloronation Street E2C2 Tony Warren 1960-
Crossroads C2 Hazel AdairlPeter Ling 1964-1988~ 

t-- 2001-2003 
~utting It B2 Debbie Horsfield 2002-
J!.ad's Army B1 Jimmy PerrylDavid Croft 1968-1977 
Jlallas C2 David Jacobs 1978-1991 
Desmond's B2 Trix Worrell/Joan Hooley 1989-1994 

..... Doctors Dl D2 Various 2001-
I-Eastenders C2 Julia SmithITony Holland 1985-
~mmerdale E2 Keith Laffan 1972-
The Fall and Rise of Bl David Nobbs 1976-1979 

I-Reginald Perrin 
j"arscape C3 Rockne. S. O'Bannon and others 2001-2003 
Jather Ted Bl Graham Linehan! Arthur Mathews 1995-1998 
j"awlty Towers E2B1 John Cleese/Connie Booth 1975-1979 
Frasier B1 B2 David AngelllPeter CaseylDavid 1993- 2004 

""- Lee 
~Friends E2B1 David CraneIMarta Kauffman 1995-2004 
dust Good Friends B1 John Sullivan 1983-1986 
J-fen Behaving Badly Bl Simon Nye 1991-1994 
MrBean D1 Rowan AtkinsonlRichard 1990-1996 

I- CurtisIRobin DriscolllBen Elton 
r-Neighbours C2 Reg Watson 1986-
Not Only ... But Also B1 Peter CookfDudley Moore/John 1965-1966~ 

I- LawlRobert Fuest 1970-1973 
I-On The Buses B1 Ronald WolfelRonald Chesney 1970-1975 
Only Fools and D2B1 John Sullivan 1981-1996 

J!orses 
The Phil Silvers B1 Nat Hiken 1955-1959 

'§how 
..fhoenix Nights D1 Peter KaylNeil Fitzmaurice 2001-
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-
.!orridge Bl Dick ClemetlIan La Frenais 1974-1977 
}he Rag Trade AB2 Ronald WolfelRonald Chesney 1961-1963 
RedDwarj Bl Rob Grant/Doug Naylor 1988-
Risinf( Damp Bl Eric Chappell 1974-1978 
.!~.oseanne B2 Matt Williams 1989-1997 
The Royle Family Bl Caroline Aherne/Craig Cash/Carmel 1998-2000 

- D2 Morgan/Henry Normal 
.§!cond Coming C2 Russell T. Davies 2002 
_The Simpsons Bl Matt Groening 1990-
.§..tcpJoe and Son Bl Ray Galton! Alan Simpson 1964-1973 
Third Rock from The Bl Bonnie Turner/Terry Turner 1996 

.§.un 
,...l.!E Pompeii B2 Talbot Rothwell/Sid Colin 1969-1972 
.... 'Where The Heart Is E2 Ashley Pharoah/Vicky Featherstone Not known 
..... Will and Grace Bl David KohanlMax Mutchinik 2001-
J'es, Prime Minister Bl Anthony Jay/Jonathan Lynn 1986-1988 
.:the Young Ones Bl Rik MayalllBen EltonlLise Meyer 1982-1984 

2. Films 
r--

..... Title Class Writer(s) Year 
~daptation C3 Charlie KaufmanIDonald Kaufman 2002 
r-&Ee B2 Bill Naughton 1966 
~madeus Cl Peter Shaffer 1984 
,...Amelie C3 Guillame Laurantl Jean-Pierre Jeunet 2001 
American Beauty C3 Alan Ball 1999 

.... 4ocalypse Now Cl Francis Coppola/John Milius 1979 
,...DEY of the Dead C3 George A. Romero 1985 
Educating Rita El Willy Russell 1983 

,... E2 
Gangs of New York C3 Jay CockS/Steve Zaillian!Kenneth 2002 - Lonergan 

.... Goodfellas C3 Nicholas PiIeggilMartin Scorsese 1990 
,...Midnif(ht Cowboy Cl Waldo Salt 1969 
,...Moonstruck ABI John Patrick Shanley 1987 
Nosferatu, A Symphony of 
Horrors 

C3 Henrik Galeen 1922 

Noiferatu, the Vampire C3 Werner Herzog 1979 
NOttinf( Hill C3 Richard Curtis 1999 
Pulp Fiction C3 Quentin TarantinolRoger Avary 1994 
Reservoir dOf(s C3 Quentin Tarantino 1991 

.... Schindler's List C3 Stephen Zaillian 1993 
Sleepless In Seattle El Nora EphronlDavidS.Ward/Jeff Arch 1993 
1he Full Monty C3 Simon Beaufoy 1997 
The Green Mile C3 Frank Darabont 1999 
The Maf(dalene Sisters C3 Peter Mullan 2002 
The Usual Suspects C3 Christopher McQuarrie 1995 
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Three Colours Blue C3 KrysztofPiesiewicziKrysztof 1993 

- Kieslowski 
You've Got Mail El Nora EphronlDelia Ephron 1998 

3. Plays 

--_Title Class Writer 
__ Ab!gail's Party Jl Mike Leigh 
_Educatin~ Rita E2 Willy Russell 
_~ Mice and Men AB2 John Steinbeck 
_Othello ABI William Shakespeare 
.§u,t's Up ABI Laurence Wilson 

4.Writers 

Allen, Woody El, B2 
Bleasdale, Alan ABI 

_Cleese, John Bl 
Co en Brothers C3 
Edgar, David ABI 
F~,John E2 
Greene, Graham Jl 
King, Stephen Bl 
Mamet, David AB 
MCGovern, Jimmy Cl E2 

"-Potter, Denis Cl 
"-Russell, Willy ABI E2 
t-Shakespeare, William ABI 
Shaw, George Bernard ABI 
Tarantino Quentin Cl 
Unsworth, Barry E2 

Details of television programmes are taken from Lewis, J.E and Stempel, P (2001) or 
from 2002/3 issues of The Radio Times. Details offilms are from Fane-Saunders 
(2003). 
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Appendix F 

Students' Answers to Section A of the Initial Student Questionnaire 

Student 2.Age 3.Gender 4.Ethnic origin 5.Employment 6. Currentllast job 7.Highest Subject of 
Code status qualification degree 
ld* 24 F White Employed (Frr) Charity Degree Politicsffheo 

Development logyl 
Officer Sociology 

2d 21 M White Unemployed - A level N/a 
3d 46 M White S/Employed Conference o leveV N/a 

- Room Manager GCSE 
4d 44 M White S/Employed - Postgraduate Computing 

degree 
-.5d* 58 M White Housewife/carer - - -
6d* 42 F White Housewife/carer Transport o leveV -

Manager GCSE 
7d 40 F White Employed (Frr) Postgraduate Marketing 

degree 
8d* 43 M White Employed (F rr) Library Resource Degree Librarianship 

Assistant 
9d* 48 M White Employed (F rr) Software o leveV N/a 

Engineer GCSE 
10abd 43 M White Unemployed Building trade o leveV N/a 

GCSE 
lId 49 M White Unemployed - City & N/a 

- Guilds 
12abd* 24 F White Unemployed Secretary Degree English 

Literature 
13d 52 M White S/Employed - HNC N/a 
14d* 71 F White Retired - HE credits N/a 
15c* 28 F White Employed (Frr) IT Consultant Postgraduate English 

degree Literature 
16be 52 M White Employed (Frr) - - -
17c* 35 M White Employed (Frr) Gardening Degree Literature 

Instructor and Histol'Y_ 
18c* 38 F White Employed (FIT) Advice worker Degree Politics 
19c* 48 M White S/Employed Accountant Postgraduate -

degree 
20be 21 M White Unemployed Actor - N/a 
21c* 33 M White Employed (FIT) Security o leveV N/a 

GCSE 
22c* 33 M White Employed (Frr) Support worker Degree English and 

American 
Literature 

23c 26 F White Employed (prr) - Degree English 
Literature 

24be 31 M Indian S/Employed Ice-cream A level N/a 
Vendor 

25c* 34 F White Employed (F rr) Solicitor Postgraduate Legal Studies 
degree 

26c* 34 M Black Employed (prr) - o leveV N/a 
GCSE 

27c* 35 M White Employed (F rr) Corporate . . 
Account 
Manager 
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28c 30 M WalesIMauritius Employed (F ff) Information Degree -
I- Manager 
-?9abc 27 F White Student - Degree -
30ab* 53 F White Employed (Pff) - o level! -

GCSE 
3lab* 39 F White SlEmpl()yed Support worker - -

J2ab 49 M White Em3ll~ed (Pff) Tutor D~ee Fine Art 
33ab* 53 M White RetiredlDisabled Painter/Decorator - -
34ab* 36 M White Unemployed Civil Servant o level! N/a 

GCSE 
,}5ab* 48 F White SlEm{>l()yed Conv~cer Degree Law 
36ab 41 F White Housewife/ - HE credits N/a 

Carer 
37ab* 73 M White Retired Clerk Postgraduate. -

d~ee 
38ab* 29 M White Unemployed - Degree Media 

Studies 
39ab* 78 M White Retired Clerical Officer o level! N/a 

i-- GCSE 
40ab* 26 M White Unemployed - o level! N/a 

GCSE 
1-4 lab 29 M White Employed (F ff1 - D~ee -
42ab* 57 M White Retired - Degree Metallur..8Y. 
43ab 38 F White Unemployed Lawyer Degree Law 
44ab* 34 F White Employed (F ff) Nurse Postgraduate -
45ab 29 M White 

d~ee 
Unemployed Civil Servant Degree Film/Media 

Studies 
46ab* 29 F Black SlEmployed Lighting Degree Theatre 

Technician Studies 
47ab - M White Employed (F ff) - o level! N/a 

GCSE 
48b 22 F White Employed (F ff) Receptionist o level! N/a 

GCSE 
49b 38 M White Employed (F ff) IT Specialist Degree Zoology/ 

Marine 
Zoology 

50b 47 M White SlEmployed PR Consultant Postgraduate American 
degree Studies 

5Ib 49 M White Employed (F ff) Computer Postgraduate History of 
Analyst degree Art and 

Architecture 
52b* 37 M White Emj)l()Yed (F ff) CABMan~er None N/a 
53b* 53 F White SlEmployed - Postgraduate -

degree 
54b 33 M White Employed (F ff) Music A level N/a 

Technician 
55b* 30 M White Employed (F ff) Software Analyst A level N/a 
56b - M White Retired - D~ee -
57b* 42 M White Employed (Pff) Support Worker o level! N/a 

GCSE 
58b 33 M White Employed (F ff) Programme Degree -

Ana!yst 
59b* 48 M White SlEmployed Sales - -
60b 29 F White Employed (Pff) . Degree Ancient 

History and 
Archaeology 

6lb 25 M White Employed (Fff) Accountant Postgraduate -
degree 
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62b 58 M White Employed (F ff) Teacher Degree English! 
History 

63b* 47 F White Unemployed Teacher Degree · 
..§4b 24 M White Employed (Fff) Accountant De~ee Accountancy 
65b* 36 M White Employed (Fff) Teacher De~ee English 

.J6b* 47 F White UnemJ>loyed · . · 
67b 38 F White Employed (Fff) Local Degree English! 

Government Russian and 
Officer Soviet 

Studies 
68b 34 M White Unemployed · A level N/a 
6ge 43 F White Disabled · Postgraduate Victorian 

degree Literature 
70e* 69 M White Retired · Degree Electrical 

-- Engineeril!K 
7le · M White Employed (Pff) · A level N/a 
72e 56 F White Employed (Pff) Teacherl Degree · 

Administrator 
~3e* 67 F White Retired · A level N/a 

74e* 52 F White Retired Teacher D~ee · 
75e* 66 M White Retired Telecom Design A level N/a 

t-- Engineer 
76e* 33 F White Unemployed · o leveV N/a 

GCSE 
77e* 39 F White Unemployed · Postgraduate Creative Arts 

degree (Art and 
Design) 

78e 48 M White SlEmplQ}'ed Actor A level N/a 
7ge 36 F White Unemployed Teacher Degree · 
80e · M Indian SlEmployed · Degree · 
8lab · M White Unemployed · Postgraduate · 

degree 

*indicates respondents who also completed and returned the evaluation questionnaire. 
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Appendix G 

Student Responses to Open-ended Questions 

Student codes Number 
Development of new 2d, 3d, 4d, 5d, 6d, Sd, 9d, lOcd, 13d, 15d, 21c, 26c, 27c, 30ab, 35 
skills 31ab, 35ab, 36ab, 37ab, 3Sab,40ab, 44ab, 45ab,4Sb, 53b, S5b, 

S7b,60b,66b,67b,68b, 70e, 71e, 7Se, 77e, 7Se 
Previous experience of Id,30ab,33ab, 34ab,44ab, S2b, 59b,66b,67b 9 
writing classes 
Vague interest in the 16bc,20bc, 36ab, 41ab, 42b, 54b, 58b,62b, 76e 9 
subject 
Preferred course full or 49b,50b,51b,61b,63b,64b 6 
cancelled 
Career/profession Id,2d,12abd,22c,23c S 
Recommended ISc,43ab,52b, 72e, 73e S 
Convenience/cost 60b,69b,7ge,Slcd 4 
Ertioymentlpleasure Id 14ad,30ab 3 
Tutor's reputation 19c,29c,8Oe . ' 3 
Prospectus 46ab,6ge 2 
No answer lld, 24c, 65b, 74e 4 
Referred to q. 15 17c, 28c, 32c 3 

Table 12. Student Questionnaire: Students' answers to question sixteen (Why did you 
choose this particular course?) The total number exceeds 81 because some 
respondents gave more than one reason. 

Student codes Number 
Skills & techniques expressed in 2d,5d,6d, 7d,27c.36ab,38ab,40ab,43ab,47ac,59b, 19 
vague terms 62b,66b,6ge, 72e, 73e, 74e, 76e,81bd 
Specific genre or medium 9d,42ab,45ab, S4b,55b, 57b, 70e 7 
referred to 
Structure 3d, 12abd, 17c, 26c, 3 lab, 65b,67b 7 
Professionalism 23c, 26c, 33ab, 76e, 77e, SOe 6 
Discipline 63b,6ge, 75e, 78e, 7ge 5 
Developing ideas 8d, 12abd, 77e, 7ge 4 
Getting_'feedback' 156d, 52b,60b, 63b 4 
Self-confidence & motivation 10d, 15d, 54b, 60b 4 
~ecific skills: story &plot 2d, 3d, 8d, 67b 4 
Creativity 53b,56b,62b 3 
S~cific skills: presentation 26c,48b,57b 3 
Specific skills: character 65b,67b 2 
Career into hobby 25c I 
No answerl referred back to ld, lId, 16cd, 17c, 22c, 24c, 2Sc, 32ab, 30ab, 35ab, 13 

_questions 15 & 16 49b,50b,6Sb 

Table 13. Students' answers to question seventeen (How do you think the course will 
benefit you?) Total number exceeds 81 because some students gave more than one 
expected benefit. 
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11 12 13 15 16 17 
Building confidence 8d,26c, 77e 30ab S2b, 18c 
Character 6d, 30ab, 3Sab, 7Se 6d, 14d, 39ab, 

39ab, 42ab, 6Sb, 66b, 77e 
66b 

Creativity Id 
Developing ideas S2b,S8b 
Dialogue Sd,39ab 39ab 76e 
Discipline! focus 17c,S3b S7b 
Planning 70e, 7Se 
Plot 3Sab,39ab,63b 
Presentation and 6d, 76e 14d 
l~out 
Professionalism ISc, Sd 

22cS2b, 
76e, 

Redrafting 39ab 27c,34ab,6Sb 
Social interaction 53b, 

7Sc, 
774 

Structure!plot Id, 17c, 18c, 19c, 18c, 19c, 8d, ISc, 18c, 22c 9d* 30ab* 
32ab, 56b, 57b, 26c, 35ab 26c, 44ab, 55ab, 
63b,66b,75e 63b, 70e 

Writing for a 12ab,39ab 31ab 37ab* 
~cific medium 

• negative responses 

Table 14. Evaluation Questionnaire: aspects of courses mentioned in responses to 
open- ended questions 

Student codes 
Students answering 'yes' and giving Id, Sd, 9d, 17c, 19c, 22c, 33ab, 37ab, 38ab, 
reasons 39ab, 42ab, 46ab, 53b, 57b,59b,6Sb, 7Se 
Students giving reasons for improvement 27c,30ab,34ab,35ab,52b,76e 
without using the word 'yes' 
Students answering 'no' 2Sc, 73e 
Student stating that improvement is not 21c 
connected to course 
Student crediting improvement to 36ab,38ab 
'practice' 

Table 15. Students' answers to question thirteen (Do you feel your writing has 
improved? If so, in what way(s)?) 

Number 
17 

6 

2 
1 

2 
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14a Student codes Number of 
students 

Students intending to continue writing, but Id,6d, 15c, 17c, 19c, 25c, 26c, 27c, 20 
not referring explicitly to professional work 33ab,34ab,35ab,37ab,39ab,40ab, 

42ab, 46ab, 53b, 63b, 73e, 77e 
Students referring explicitly to selling or 5d,8d, 14d, 18c, 30ab, 31ab, 381b, 55b, 13 
submitting work 65b, 70e, 74e, 75e, 76e 
Students considering matketing work in the 9d, 44ab, 57b 3 
future 
Students referring to work in production 21c,66b 2 
Students not intending to write 22c 1 
14b 
Further writing courses 6d,8d,15c,26c,34ab,37ab,39ab,42ab, 16 

44ab,52b,53b,65b, 70e, 73e, 76, 77e 
Intending to continue, but subject or type of 5d, 14d, 18c, 25c, 33ab, 40ab, 59b 7 
Course not specified 
Students intending to, or already taking, 9d, 46ab, 74e, 3 
degree or postgraduate courses 
Undecided/conditional 12ab,30ab,35ab,55b,63b,66b 6 
Students interested in courses in subjects 19c, 2Ic, 22c 3 
other than writing 
No intention of continuing 55b 1 

Table 16. Future plans of students: summary of answers to question fourteen. The 
total number of responses is less than the number of students taking part in the survey 
because some students did not answer one or both parts of the question. 
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Method 15: What did you like/enjoy 16: What did you like/enjoy 
most about the course? least about the course? 

Methods associated with 
workshops 
Discussion Id,9c 
Reading and discussion of 15c, 19c, 26c, 30ab, 34ab, 40ab, 38ab,46ab,57b 
students' work 55b, 65b, 70e 

Reading one's own work 46ab, 76e 
Reading of work by guests 15c 
(e.g. actors) 
Criticism! feedback 14d, 17c, 19c,26c,34ab, 77e 
Generalised comments on 5d, 8d, 9d, 35ab, 42ab, 44ab, 52b, 
class/group 63d,75e, 
Other methods 
Lectures 38ab 
Examples of work by other 30ab, 39ab, 52b, 55b, 70e 
writers 
Handouts 66b 
Writing exercises (not 30ab,39ab 5d,35ab 
~cified) 
Writing exercises in class: 40ab 
individually 
Writing exercises in class: 37ab,44ab 

small groups 
Writing exercises at home 37ab,39ab,57ab,65b 34ab 
Generalised comments 5d,6d,12d,26c,44ab,63b,66b 18c,25c,27c, 73e, 74e 
about tutor 
Individual mentoring 6d 

Table 17. Students' reactions to teaching methods employed on scriptwriting courses: 
key words or phrases mentioned in answers to open-ended questions fifteen and 
sixteen on the evaluation questionnaire. 
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