First Reader Guidelines

The following information is intended to serve as a resource for First Readers for Polyphony HS. 

Students who are interested in serving as National First Readers for Polyphony H.S. should read this packet carefully and completely.
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Belief and Mission Statement

· Belief

We believe the development of the individual voice depends upon close, careful, and compassionate attention. We believe that Polyphony H.S. demonstrates the value of experience and accomplishment as ideal tools for student learning.
· Mission

Our mission is to create a high-quality literary magazine written, edited, and published by high school students. We strive to build respectful, mutually beneficial, writer-editor relationships that form a community devoted to improving students’ literary skills in the areas of poetry, fiction, and creative non-fiction. We aim to expand our staff and increase submissions on a national level with hopes of continued international exposure and participation.

What it means to be a National First Reader

To begin, there is no other magazine in the world quite like Polyphony H.S. It is entirely run by high school students from across the country. The only grownups connected with the magazine are the ones on the board of trustees who are mainly responsible for making sure there’s enough money to keep it running. The only other old guy is the Founder and Executive Director of the magazine (and he can hardly be called an adult). 

The other thing that most distinguishes Polyphony H.S. from other school-based or professional literary magazines in the world, is that we have at least two editors respond to every submission. Our staff of National Editors, comprised of the Editor-in-Chief, Genre Editors, and what we call Second Readers, are trained each summer at the National Editor Training Workshops held in August in Chicago.

The mainstay of our work, though, is done by First Readers. In 2008, more than thirty-five high school students from around the country served as National First Readers, and together they read hundreds of submissions and responded to hundreds of authors through the reading season. Subsequently, we put together our best issue to date.

What do we look for in our National First Readers?

• We look for editors who can find successes buried in the work of the least experienced, least schooled, least polished writers. 

• We look for editors who can write clearly and precisely about where a work succeeds and where it fails.

• We look for editors who can write succinct, thoughtful, helpful, appropriate comments to authors.

• We look for editors who are committed to one thing: helping the author to write the best poem, story, or essay he or she can write

• We look for editors who can recognize good writing

• We look for editors who aren’t interested in a cookie-cutter approach to reading for acquisition (editing with an eye toward publication). We select a great variety of students with a great variety of literary tastes to help us create a magazine that we hope will become even more reflective of the world at large.
Our greatest struggle with training First Readers is that we never see them. Unless something crazy happens, we know them only through our computers and through their work as editors. All of our training is E-Training.

Therefore, the process to becoming First Readers (which you’ve already begun) works like this:

You begin as a National First Reader in Training. As a First Reader in Training you are assigned to a National Genre Editor. The Genre Editor tracks your diligence and alacrity with regard to your responses to submissions assigned to you. The Genre Editor reads your editorial comments carefully and thoughtfully, evaluating them for appropriateness, precision of language, sensitivity to the author, grammar, mechanics, etc. And finally, the Genre Editor considers your overall evaluation of the piece being considered for publication. 

Once you have responded to ten submissions assigned to you, the Genre Editors in consultation with the Managing Editor will consider whether you should be given full status as a National First Reader. This decision may also mean that you will be looked upon as a potential Second Reader.   

Job Description for National First Readers
First Readers have the first go at the slush pile. This is the entry-level editing role for Polyphony HS. First Readers are the front lines of the editorial staff. What follows are general responsibilities of National First Readers. 

In some ways, the Job Description for National First Readers couldn’t be any simpler. 

1) read the submission assigned to you

2) edit the submission assigned to you

3) comment on the submission assigned to you

4) return it to the Genre Editor who assigned it to you

As it turns out, though, a question more appropriate than What does a First Reader do? is How do I become a great First Reader? Or even better yet, How do I become so good that I’m invited to become a Second Reader? a Genre Editor.

With this in mind, think of the Job Description as including an understanding of what it means to be a good editor. What follows is a section on Editorial Advice.

Editorial Advice for National First Readers
• Read the Submission at least twice. 

• On your first reading of the submission, read all the way through, without stopping to make extensive comments or take extensive notes. Save these thoughts for your second reading of the submission.

• Keep a pad of paper or a word document open on your computer as you read the story so that you can make quick notes to remind you of points you considering making your first time through.

• On crafting your comments to the author: Every First Reader is responsible for crafting a message to the author of every piece that First Reader considers for publication. Understand that this message represents the primary mission of Polyphony HS: to give our submitters constructive, evaluative, feedback intended to be of support to the writer who is serious about his/her craft. Though these comments may be edited by someone else before they are sent on, First Readers should craft them with the understanding that they author will read them just as you have written them. Your feelings and thoughts about the piece, why you feel it should be accepted or rejected, should be very clear to the Genre Editor to whom you pass on your submission when you have taken action on it.

• Be Specific. Telling an author that her metaphors are odds with one another, or that her verbs are really powerful, is not helpful unless you specify the metaphors, specify the verbs. Saying you “really like this poem a lot” may be positive feedback, but it’s not all that helpful. What is it exactly that affected you? What can you say about the elements of craft at work in the story? 

• Ask questions about the story. If you sense that a narrator’s attention to a plastic figure of Jesus—with his arm broken in two pieces at the elbow and nailed to a wooden crucifix on a bedroom wall—is repeated enough to suggest its importance, but you can’t figure out what that importance is, ask the author: How does the broken-armed Jesus serve the story?
• Find a way to be supportive. We want to support our authors. Assume that every word represents a choice on their part. Look for the rationale behind every choice. If you struggle to find the value in a given story, show it to someone else and ask them to help you find the phrase (the idea, the message, the diction, the character, the tone, etc.) that is worth noting as hopeful, promising, engaging, compelling, etc. We want all of our authors to continue writing. We want all of them to continue improving.

Your comments should be both general and specific comments about the submission. An example follows.

Specific Comments: 

• (“in verse 2, line 3, you wrote the word ‘satt.’ remove extra ‘t.’)

• (page 9, par. 4: great stuff! consider expanding the internal narration of your main character, here. It really works nicely.)

• you end three paragraphs on page one with some form of the word night—night or midnight—and within those paragraphs you also end three sentences with a word that rhymes with night: light, moonlight, and fright. If you’re using repetition as a rhetorical device for some kind of effect, I don’t really see how it serves your story. If it’s unintentional, I’d think of varying your diction some.

• you play around with sentence variation to great effect. Long sentences followed short, clipped sentences. Good stuff. Your attention to pacing is obvious and effective!

General Comments:

• “I was very entertained by your story, ‘Night Train.’ Most of your characters are believable and colorful, and your attention to language is obvious. Your ability to add backstory without pulling the reader away is near perfect. I was less convinced of your main character’s epiphany near the end of the story. He seems to go from being evil to angelic without much urging. I would love to see a revision of this!

• And finally, read. Read. Read. Read. Read poetry. Read essays. Read short stories. Read novels. Read cereal boxes. Mark up your books. If you can’t bear to write in your hardcover books, buy paperbacks. Cross out lines you don’t like and rewrite them in the margins. Circle words you don’t know and look them up. Highlight beautiful turns of phrase, examples of lyrical syntax. Ask questions in the margins: how does the author benefit from this word, this sentence, this paragraph, this scene, this chapter? Does the pace speed up or slow down in a passage? Why? How? What elements of craft does the author employ to make that happen? When Holden Caulfield says he’s going to tell you about the kind of red hair Allie had and he tells you a story that has nothing to do with how red Allies hair was, and then he says, That’s the kind of red hair Allie had—as if he actually told you—ask yourself why J.D. Salinger gets away with that lie. 

Every word the author (the good authors, at least) uses, the author chooses. Acknowledge those choices. Challenge those choices. If you don’t know how a novel is served by a character going off on a three-page rant, ask someone who might know, and then disagree with them if you don’t buy it. Even the professional make mistakes.

• And write. Write. Write. Write personal essays. Write critical essays. Write analytical essays. Write short stories. Write novels. Look up words you don’t know at all. Look up words you thought you knew. Use them at the dinner table. Use them in school. The more you own, the more precisely you begin to speak and write, the richer your reading will become. Push yourself to write precisely, to put the perfect words to the thing within. Write things no one has ever written. Write them in ways no one but you could write them. 

The most important thing a First Reader can bring to this magazine is not finding a brilliant poem, story, or essay (though that’s a great feeling). The most important thing a First Reader can bring to Polyphony H.S., is the ability to write thoughtful, precise comments to the author of a submission. Most of the students who submit to us will not see their submission in the pages of Polyphony H.S. Most of them will get a rejection slip from us. We will do our best to keep it warm and positive. That’s our job. Your job is to make them feel like there’s something in their submission that worth working on. To hear thoughtful, helpful, measured, intelligent comments about their written creations from complete strangers at a professional magazine is a kind of publication. We want them to keep writing.

Polyphony H.S. Editorial Process Flow Chart
This Flow Chart text is intended to orient you more fully to the editorial process. This is the cycle from author submission to PHS response.

• author submits piece to polyphonyhs.com;

• submission is received/reviewed by managing editor, forwarded to editor-in-chief;

• submission reviewed by editor-in-chief and forwarded to genre editor;

• submission reviewed by genre editor, assigned to a first reader;

• first reader reads submission closely, edits submission, writes comments (more on writing comments below), recommends accept or reject, and returns the piece to genre editor;

• genre editor reviews first reader’s comments, assigns piece to Second Reader;

• Second Reader reads submission closely, edits submission, writes comments (specific and general), recommends or confirms accept or reject, returns submission to genre editor;

• Genre Editor reads piece closely, reviews comments and recommendations of First and Second readers, edits comments if necessary, returns submission to editor-in-chief with final recommendation;

• Editor-in-Chief drafts final response to author, and in consultation with managing editor, sends responses to author: Reject, Accept, or Request to see the submission in revised form. 

• if the piece is accepted for publication, the Editor-in-Chief, Managing Editor, and Genre Editors offer input as to how the piece will appear in its final form. A final in-house edit is presented to the author for approval. No submission is published without the author’s approval of changes, however slight.

• after the February 15 deadline, Genre Editors, the Editor-in-Chief, and the Managing Editor, determine final accepted pieces and the sequence in which they will appear, and pass on the file for final layout design

Submission Manager

Instructions for Acting on Submissions

Submission Manager is the name of the program we use to well, to manage our submissions. It was created by a guy named Devin at a great little literary magazine called One Story (you should google it).

The great struggle with understanding this information, of course, is that it makes little sense before you get right in there and check it out. Once you send us your First Reader information, we’ll set you up with an account and put you through a test run of your first poem or story. You can send us your questions and comments and we’ll do our best to answer them quickly and accurately. 

Keep in mind that this is our first year using Submission Manager. If you come across language in this tutorial that is confusing or not helpful or could be written more efficiently or accurately, be sure to send us your suggestions.

First Readers are assigned what is called an Access Group. It’s just a term used to designate what kind of access they have to the editorial process.

Access Group 1: First Reader Instructions

1) receive submission assignments from Genre Editor

2) When a submission is assigned to you, a row of eleven (11) columns will appear. The sixth of the eleven columns is headed by the title, “file.” The document you must download begins with a number and is followed by “.doc”. (e.g., “101.doc”). Click on that number to download the file.

3) read the submission carefully, thoughtfully, closely.

4) click on the “id” icon for the appropriate submission assigned to you (id column is on the left side of the screen).

5) Two scroll-down menus will appear. 

a) the first scroll-down menu is labeled “create action.” You will have two action options.



• forward 2: recommend reject



• forward 4: recommend accept


b) the second scroll-down menu is labeled “to: [only for forwards]”

6) Select one of the actions (forwards) in the first scroll-down menu. When you make your selection, the names of the Genre Editors will appear in the “to: [only for forwards]” scroll-down menu. Select the Genre Editor from whom you received the assignment.

7) There are also two larger text rectangles

a) the first of these rectangles is labeled “notes: [only for internal records]” you should write any comments you would like to pass on to the Genre Editor, but that you wouldn’t necessarily want the author to see.

b) the second of these rectangles is labeled “message: [send to receiver (if enabled)] YOU MUST MAKE COMMENTS IN THIS BOX. Understand that this box represents the primary mission of Polyphony HS, to give our editors the opportunity to craft constructive and critical comments inspired by the submission. You should not write anything in this box that suggests you are recommending acceptance or rejection. Your role is merely to write specific and general comments about the manuscript (It is the role of the editor-in-chief to communicate the final action to the author).

Though your comments may be edited by someone else before they are sent on, you should craft them with the understanding that the author will read them just as you have written them. Your feelings and thoughts about the piece, why you feel it should be accepted or rejected, should be very clear to the Genre Editor who receives your comments. (Additional guidelines to assist you in writing your comments can be found in the section on Editorial Advice.)
8) Click the box labeled “preview>>>” A box will appear with a summary of your action on the submission and your message. If you are happy with it, click on the “send” rectangle below the summary box. You are now finished with this submission. From here, the Genre Editor will pass the submission on to a second reader.

How to Climb the National Editorial Ladder
National First Readers can rise to the level of Second Readers and Genre Editors by:

1) establishing themselves as capable, efficient, and thorough First Readers

2) attending the National Editor Training Workshops in Chicago in August

Apply for the 2009 NET (National Editor Training) Workshops 

Students graduating in 2010, 2011, or 2012 can apply now for participation in the 2009 NET Workshops that will take place in Chicago on the weekends of August 6-9 and 13-16, 2009. 

National First Readers are given priority in these workshops which are currently limited to 30 spaces for students from around the country. NET Workshops take place

For more information email Billy Lombardo at polyphonyhs@gmail.com.

Frequently Asked Questions about Editorial Positions

Q:
If I am a member of the National Editorial Staff of Polyphony H.S. can I still submit my own poetry, fiction, and creative non fiction?

A:
Yes. You’ll have to log into the Polyphony H.S. Submission Manager program and start an account just like the rest of our poets and writers. When your submission appears on our editors’ and readers’ dockets, your name will not appear next to the title of the piece. The submissions are all juried blindly, i.e., they are read and edited without the editor’s knowledge of the author. 

If by chance you receive a poem, essay, or story that you happen to be the author of, you will be expected to recuse yourself from editing that submission. Respond to the genre editor by saying that you know the author of this piece and that you would like to be excused from editing it.

Similarly, if you are not the author of a submission to which you are assigned, but know the author of the piece, you are expected to recuse yourself from that editing assignment as well.

(We are just in the early stages of creating this FAQ page. Email any questions you think should be a part of this page to polyphonyhs@gmail.com.)

The Poetics of Adolescent Angst, or

Why Everyone Writes Poetry in High School

by Donna Seaman

"What a world of awkwardness!

What hostile implements of sense!"

--Laura Riding

Children take to poetry as spontaneously as kittens leap for string, but once they metamorphose into teenagers, poetry, like everything else in life, becomes a far more serious matter. Young people who won't read poetry for grades, love, or money suddenly feel compelled to write it, anxious to confide their bewildering emotions to the sanctuary of the page. Everything hurts during those transformative years, from family discord to the vagaries of friendship and the chaos of desire, the rank cruelty of high school, and the encroaching shadow of an uncertain future. Teenagers battle gusts of heartache, confusion, torturous self-consciousness, and sharp and tearing loneliness. That bodies so vital contain minds so dire is one of the many paradoxes of our species, and a perfect subject for poetry, the soul's mother tongue.

I wrote bad poetry from within that howling hormonal whirlwind, but, born to and raised by readers, I read poetry, too, with amazement, humility, and gratitude. There, in the lines of Dickinson, Sexton, and Plath, I found my inchoate feelings given form and elevated to something beautiful and significant. Their poems were gleaming armor and daggers, ladders up from the pit, lanterns in the night. My younger sister and only sibling, Claudia, also loved poetry, and she wrote it with far more confidence and success than I from childhood right up to the day she died. And she is the reason I now spend part of each year reading hundreds of poems written by high school students and submitted as entries in the Claudia Ann Seaman Poetry Award for Young Writers. 

Shortly after the submission deadline for this award I receive a package stuffed with more adolescent angst per square inch than would be deemed safe by four out of five psychiatrists. Fortunately, June is a luminous and sensual month, unsuitable for prolonged gloom. Claudia was born in June, and her life seems, in retrospect, as brief and heady, as sweet and stormy as summer itself. She was only 24 when she died in the cruel heat of August, and all we had left of her chimerical mind and soul were her poems. 


Separated ever since I'd gone away to college, we kept up a fitful and uneven correspondence. I wrote long letters that ended with futile attempts at cajoling her to respond in kind. Claudia would remain silent for months, then suddenly she'd relent and send me a sheaf of carefully copied poems. Not one for exercising good judgment on a dependable basis, I did, however, have the good sense to save every one. This is a particular favorite:

address unknown

it is like unbraiding your hair

slowly before a mahogany mirror

in an old hotel

the rug needs a sweep

it has rained outside

and the window is open

you haven't seen your face 

in days, months, years

it is like receiving postcards

from yourself

forwarded 

three times

So precious were her writings, and so anxious were we to preserve her memory, my family, with the help of many friends, established the poetry award in Claudia's honor. Having discovered for ourselves that poetry transcends time's harsh addition and death's severe subtraction, we wanted high school students to make poetry part of their lives, too. We hoped that the award would encourage them to read poetry, and to write it, to express their fury and pleasure, puzzlement and knowingness, perceptiveness and imagination in language, the most direct and least gear-intensive art form. We wanted young writers to know that they are not alone, that poetry matters, and that if they write it, we will read it. 

So what do I and my fellow judges--generous-hearted poets who understand that to nurture the next generation of poets is to preserve their own poetic explorations--find in the poems of young writers? The stuff of melodrama, the flesh and blood of art. Many poems are the print version of the primal scream, visceral and inarticulate. Others are written only to please or placate a teacher. Some are as saccharine as greeting cards, or as trite as the worst song lyrics. Reluctant writers clown around, exude venomous cynicism, or try to shock, while romantics seem to believe that poetry went out with the quill pen, and consequently force "thee," "thy," and "forsaken" into convoluted syntax. 

Most submissions consist not of genuine poetry but of chopped up prose that could have been extracted from the tear-stained pages of journals, or taken like dictation directly from the lashing inner monologues of depression. Lines end arbitrarily and stack up like wobbly chimneys, striving for the look of poetry if not the voice, but every so often this effort sparks the liberated thinking and heightened attention to language poetry requires. When that rare ignition occurs, poems of startling vision and intelligence emerge like stars on an overcast night. So radiant are these creations, my fellow judges and I always choose finalists from the same bright constellation.  

This light can translate into joy, but most poems burn with despair. Poet after poet confesses a brooding misery with no obvious cause and no promise of resolution. "I am drowning in a sea of/Shortcomings and anxieties," writes Robert, of New York. Allison, of Maryland, writes "I can't find my place/In this screwed up world/I'm just a fly/being chased with a flyswatter/I can't avoid this pain." 

Margaret, of New York City, is on to us:

"What shall I write about, you ask?

Well. . .whatever I want.

Perhaps the sweat on the palms of my hands

or the meal I just ate.

Does that sound good?

I suppose a poem of teenage

angst would be expected

from someone of my age.

No! I will write of other things.

But she can't squirm free of the tenacious grip of the angst she mocks, and ends up scrutinizing herself in the mirror, instinctually performing a classic poetic rite of passage. In Early Grrrl, Marge Piercy shares some of her teenage poems, including "Face in the Mirror," which begins, "Who am I? What am I? Tell me." Piercy, too, gazes in dismay at her reflection: "My face is sick. I do not like it. It is not me." But she looks to the world around her for guidance, and discovers, as every writer must, that the path to self-understanding is circular, leading out into the universe and back again, over and over.

Young poets write about unrequited love and the haunting aftermath of sex. Friendship and betrayal go perversely hand in hand, and suicide, rape, and street violence make stark and painful appearances. Tragically, more than a few poems depict the anguish of living with alcoholic parents. In "Dear Daddy," Katie, of Missouri, mourns her late, hard-drinking father. She acknowledges that she may have inherited his disease, then dismisses the clichéd advice offered by exasperated grown-ups in a stanza that speaks for everyone teetering between youth and adulthood:

They all try to give me their map.

and tell me where the short cuts are,

but no one's me and I've got to walk,

along the edge of the precipice.

And when the rocks fall, and tumble

to their accidental death. . .

I will bury them deep in the earth,

and wipe my muddy hands on my face.

All you will see are my wise eyes.

Serious poets who keep writing long after high school has receded into memory will come to understand that they must read poetry, lots of it, to be able to write mature poems. But the keenness and creativity of even the most unversed young writers remind adults that we lose as much as we gain as time hustles us forward and the blade of our perception is dulled against the stone of routine and responsibility. The tempestuous emotions that pushed us to write poetry when we were in high school have not been obliterated, they are merely buried. The truth is, we never stop needing poetry's magic--its unexpected connections, glimmering beauty, reflective wisdom, and channeled emotion—and there is no reason to deny ourselves its fervor and solace. Poetry is always there for us, coiled like buds in spring, ready to unfurl beneath the heat of our gaze. 

Donna Seaman is an editor at Booklist, a frequent contributor to the Chicago Tribune, Los Angeles Times, and other venues. She created the short story anthology, In Our Nature: Stories of Wildness. Seaman also hosts the radio program Open Books in Chicago on WLUW 88.7FM, and www.openbooksradio.org. Her author interviews are collected in Writers on the Air.

© 2000 Donna Seaman

Originally published in the Chicago Tribune.

How Judges and Acquisition Editors should Read Poetry

Some observations from Donna Seaman, editor for Booklist

To do this well and fairly, you should read each poem, each submission, alertly, with an open mind, while still keeping in mind that you are reading critically, demandingly, exactingly. You want to be wowed, but you are also questioning each word, testing the solidity of each line. You are working as an acquisition editor, an editor reading for style and content, for impact, for allure. You’re reading expertly, but you’re also trying to read the way any reader does, hoping to be swept up and away.

Beware of mere whining or ranting or confessing* as opposed to actual attempts at writing creatively; calls for help or cathartic outpourings rather than works of literature. 

It is never easy to reject work, but you must understand that you are not judging the emotions and experiences of the authors who submit poetry to you. You are not judging the struggles and trials and horrors and heartbreaks and happinesses—the raw material—these poems and stories come from. You are selecting the poems in the pile that come closest to poetry.

Many of the poems you will read are basically diary or journal entries broken into short, stacked lines to look like a poem. The writing is not formed; metaphors are missing in action; there is no imagery; the vocabulary tends to be bland, simplistic, clumsy. Mistakes abound.

Poetry is always subjective and personal, but a poem has to reach out to the reader. A poem must be written with an eye to language and form. Even free verse must work with patterns, with rhythm, with how each word plays off the next. 

A poem must be about something precise, even if it’s about the chaos of emotions. Most poems do tell a story, however subtle. There is movement. There is a beginning, and a flow towards a conclusion. During that journey, something is perceived, something is shared, something changes. Some realization is reached for.

Look out also for attempted imitations of old poetry, particularly strange takes on “Ye Olde English” poetry. This usually fails miserably.

Some poems are rich in images and feelings, but lack an inner logic, an aesthetic consistency. Some poets get in over their heads, and while the poem has beautiful lines, it remains obscure, flawed.

Trust your instincts, your gut feelings. A strong poem affects you like music, like a beautiful face. It moves you. You feel suspended, arrested. You come under its spell. 

Read every poem at least twice, but the poems that grab you––especially the poems that seem powerful but which confuse you––at least three times. If you sense potential, but still don’t feel certain, set the poem aside, make a maybe pile, and go back to it later. A fresh look will determine if the poem is a near-miss, or a worthy finalist. 

Read with curiosity and hope. You want to discover great talent. To read other’s people’s work is a privilege and a responsibility.

Read compassionately, even empathically. Put yourself in the writer’s place, and treat each poet as you want to be treated when you submit work to a contest or magazine or publisher. Be sure justice is done.

* Cathartic outpourings are excellent, and necessary. It is excellent therapy to confide to the page, to rant on the page. That is the crucible from which literature is born. The trials and heartaches of life form the raw material for poetry and fiction. This is why every young writer should be encouraged to keep some sort of journal. But then they must work with those spontaneous writings and shape them, without losing the energy or feeling. They must think about how to enrich their language, how to move out from initial reactions and into more creative solutions, how to communicate in a more substantial way. 

This won’t happen without extensive reading. One can't write poetry without learning about poetry, without reading it closely. One can’t write fiction without reading it closely—without studying it. We receive hundreds of submissions every year and it is easy to tell when a submission comes from an author who has not been taught to really read poetry, to absorb its formal aspects as well as its emotional power and beauty of language. 

Understand that this is not about formal education; one can be self-taught as a writer. But it doesn’t happen without reading. Without reading, poets and writers are working in a haze, without guidelines or inspiration. They’re neglecting the most important tool in their toolbox.

The stronger submissions show evidence of a deeper reading life. A more focused approach. But of course some instruction really helps. It's clear—in the poems assigned by teachers—which teachers are most successful in awakening students to the art of writing. There is a huge difference in quality between the lone confessors and the nurtured writers.

This happens in the revisions, the rewriting, the tinkering, the pushing further into the imagination, the mining of images and forging of metaphors and connections and patterns. It is in this effort that a writer reaches another realm where words and images seem to come like magic, where images surprise you, ambush you, elevate the work.







