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Abstract
Adolescents in the United States lag behind much of the world in reading achievement (Bozack, 2011). Researchers find that personal and situational interest acting together increase reading achievement in adolescents. In this paper, I make the case that a reading curriculum incorporating film can contribute to improved reading motivation. It can do this by both acting as a bridge to printed texts and by promoting seven principles of reading motivation through students’ personal interest in film and their situational interest in film-based projects. Teachers can work around the budgetary and time constraints of film making by offering students the 'hands-on' experience of screenwriting, which can help students reinforce their reading and learning. I hope that educators can use the information on reading motivation and film in the classroom and the recommendations on having students adapt texts to screenplays in order to argue for and to begin analyzing, designing, developing, implementing, and evaluating curricula that incorporate film-based projects, especially screenplays, for improving the literacy motivation in their students.


The idea for this essay actually started in freshman year of my undergraduate studies when I took a screenwriting class. For the final project of the class, we had to pick a canonical work in the public domain and adapt it into a screenplay for a film. I chose Oedipus Rex to adapt, a work that I had read in my senior year of high school. I could not explain at the time we had to announce our choices for adaptation why I chose it. I had not particularly liked the play and had only begrudgingly read it in order to know enough to speak to it in class and to provide enough of a synopsis for any assigned papers. For the screenwriting class, however, I re-read the play several times—each time paying more attention to its details while trying to decide how to keep its themes in a context that modern filmgoers could appreciate and find interesting. In the end, I turned the play into a film noir story, because I felt the genre could help my audience visualize and understand its themes and tone. After completing the screenplay and realizing that I had newfound appreciation of the play itself and the challenges Sophocles faced as a writer, I began thinking about how in general film-based reading strategies could help me and other unmotivated readers and about how specifically assignments of writing a screenplay adaptations would have motivated me to read more closely the other works I had only skimmed or read perfunctorily in my high school English classes. I credit that screenwriting class for sparking an interest in how I and other readers use metacognitive strategies to improve both comprehension and motivation and how educators could explicitly teach these strategies to other readers.
In this paper, I seek to answer the following questions: Can film-based projects contribute to improving literacy motivation in high school students? If so, what could English high school teachers with time and budgetary constraints do to include film projects to get the most improvement in motivation? Building on the EDUC 3200 final paper I wrote on reading motivation in high-school aged students, I begin with the current state of reading achievement and reading motivation in the United States. I look at the factors that could turn around this state and provide implications for high school teachers. Then I synthesize the literature on using film and film-based projects in the classroom including both struggles and successes and make recommendations based on that research and the framework of Guthrie and Knowles’ 7 principles of reading motivation (2001) in order to use them toward improved literacy motivation.
Literacy Motivation in Secondary Students
Adolescents in the United States lag behind much of the world in reading achievement (Bozack, 2011). According to recent studies, 71% of eighth graders (Lee, Grigg, and Donahue, 2007) and 60% of twelfth graders (Grigg, Donahue, & Dion, 2007) read below the proficient level and lack the skills for future success. Colleges and employers find that they must now spend time and money on remediation (Carnegie Council on Advancing Adolescent Literacy, 2010). Adolescents with lower motivation usually exhibit and maintain poor performance in reading activities (Chapman, Tunmer, & Prochnow, 2000). For adolescents and young adults with disabilities, the situation becomes worse: 93% of eighth graders with disabilities in public schools read below the proficient level (Lee et al., 2007) and 73% of adults with disabilities do not possess even fundamental reading skills. By promoting students’ motivation to read, however, teachers can enhance reading competency in struggling readers with disabilities (Morgan & Sideridis, 2006; Sideridis & Scanlon, 2006; Strommen & Mates, 2004). Reading proficiency in primary grades strongly predicts achievement in upper grades and postsecondary education (Fuchs, Fuchs, & Kazdan, 1999). Unfortunately, many students with significant reading problems in their younger years continue to lag behind their peers and struggle with reading difficulties into their older years (Nelson & Manset-Williamson, 2006; Valleley & Shriver, 2003).
Based a large national sample of first-grade through sixth-grade students, students begin to have a negative attitude toward both academic and recreational reading during those years and that the negative attitude for academic reading existed across all ability levels (McKenna, Kear, and Ellsworth, 1993). The same attitudes only get worse for academic reading for students in sixth through twelfth grade; boys and girls do still place a high value on having a choice in reading and read and write frequently, but, unfortunately, they do not see themselves as readers (Pitcher et. al, 2007).
Motives for reading seem to remain stable across the years from elementary school to high school, however, some motivational aspects for reading (interest/flow, involvement, social/mentor, and positive reader identity) may not only change over time but become even more sophisticated. Sound motivational predictors of reading choices among tenth graders include self-concept of ability, intrinsic value, and importance placed on English (Bozack, 2011).
With regard to interest and reading motivation, researchers differentiate between personal and situational interest (Alexander, Kulikowich, & Jetton, 1994; Renninger, Hidi, & Krapp, 1992; Shiefele, 1992). Personal interest designates an enduring attraction to a topic before reading a certain text (Shiefele, 1992) while situational interest describes a short-lived emotional state brought on by a certain context (Renninger et al., 1992). A positive relationship exists between personal interest and reading comprehension “relatively independent of age of students, type of text (narrative vs. expository), the modes of the text presentation (written vs. oral) and kind of comprehension test (free and cued recall, ‘cloze’ procedure, multiple choice and open-ended questions)” (Shiefele, 1992, p. 153). Readers will recall more text information depending on their perceived situational interest with ease of comprehension, cohesion, vividness, and emotiveness significantly related to readers’ text recall and personal and situational interest acting together increasing reading achievement (Schraw, Bruning, and Svoboda, 1995).
Implications for Teachers and Students via Learning Strategies
	The problem for high-school teachers facing students unmotivated to read or to write becomes how to combine personal and situational interest in order to increase reading achievement. Based on their review of the empirical literature and their analysis of a three-year intervention, Guthrie and Knowles (2001) offer seven principles for teachers to promote literacy motivation. With the first, “conceptual theme” (whereby teachers organize instruction around broad interdisciplinary themes that integrate skills, strategies, and contents of language, science, and history), teachers support mastery orientation by focusing student learning and progress toward the conceptual goal. When teachers use the principle of “real-world interactions,” they have students observe, manipulate, and control tangible objects, events, and experiences to create a situational interest that develops into a long-term motivation for literacy. Teachers who enable students to select a topic, text, tasks, and multimedia for reading about a conceptual theme in order to assume responsibility for reading use the “self-direction” principle, which has a grounding in self-determination theory and has been shown to increase reading motivation and comprehension in numerous studies. With the principle of “interesting texts,” teachers provide a variety of texts in a wide range of difficulty. Teachers who provide a variety of supports for strategic reading such as modeling, explaining, coaching, peer discussions, practice, and student reflection use the principle called “cognitive strategies” and aid their students’ self- efficacy, but teachers still need to bridge strategies to new situations and types of texts. When teachers use the principle of “social collaboration,” they have students work together in different social structures (such as individual work, partnerships, small teams, and whole-class activities” as they use reading strategies relevant to the content of the theme, which increases reading motivation by blending interesting texts with conversation, but only if the groups have high group cohesion. Finally, with the principle of “self-expression,” teachers support the surfacing of students’ understanding of the texts in ways the students find personally and culturally relevant. These principles will work well as a guide for the recommendations to come later in this essay because of their basis in the empirical literature on the contexts that support reading motivation and in the analysis of the successful collaboration between teachers and researchers in a three-year program implementing classroom instruction to teach reading engagement (pp. 151-156).
Using Film in the Secondary Classroom to Improve Literacy Motivation
A reading curriculum incorporating film can help by both acting as a bridge to printed texts and by promoting personal interest in film and their situational interest in film-based projects (Golden, 2001). Teachers who use film in the English classroom do so because the familiarity and popularity of film motivates students to engage in course readings, to participate in classroom discussions, and to insert more of themselves in their writing (Krueger & Christel, 2001, pp. 68-70). They also include film because “film serves as a pedagogical space where student knowledge meets school knowledge,” a perspective that “also recognizes students as thinkers with prior knowledge and experience” (Amaya-Anderson p.10), supporting a constructivist view of the learning process (p.17). 
Unlike perhaps most of the new media used by today’s students, learners and teachers share an appreciation of movies and have a partial understanding of conventions used in them that comes from hundreds of viewings (Amaya-Anderson, 2008, Schmertz, 2001). In comparison to some of the “old” media, according to Giroux, film gives “a deeper pedagogical register” than “a three-minute pop song or a twenty-two minute sitcom” (2002, pp. 7-8). 
Students already possess a lay literacy of film gained by watching television for most of their lives. These students fill in gaps in time and action, predict what may happen next, interpret characters’ motivations, summarize key conflicts and resolutions, look for messages, and make connections between screen lives and their own lives. They have some awareness of filmmaking that includes time, effort, and a process of sorts (Schmertz, 2001, p. 86).
Teasley and Wilder (1997) find that all of their students have prior experience with film and almost all of them consider their experiences as positive. Their students demonstrate vast experience watching films but no experience actually thinking about their experiences or analyzing them. This inexperience can actually serve as a tool to equalize the class with both high-performing and lower-performing students learning something new. These students may walk into the classroom expecting not to deal with anything that connects to their world, but they find themselves relating to the text and engaged in the learning (p. 4-5). 
Along with equalizing a class, film can serve as a public pedagogy that enables students to find a public voice with which to talk about culture, power, and politics in the classroom and on the page (Berlin, 1996; Giroux, 2002, p. 12; hooks, 1996; Schmertz, 2001). This voice finding can eventually lead to academic literacy (Amaya-Anderson, 2008, p. 11). A film-utilizing pedagogy can provide a framework for textual analysis, but it can also provide the way to understanding how film works as a rhetorical text that pushes students to respond in ways favorable to certain ideologies as well as to shape social identities (p. 13).
In recognizing that students already interpret the codes of cinema, teachers give them credit for what they know while engaging them in the process of investigating how they know. By looking for the structures that film and literature share, learners move toward a broader understanding of thinking and communicating in general (Costanzo, 1992, p. 33). Narrative films may seem easier to read because they speak laterally "rather than down to [its] audiences" (Masterman, p. 30), however, watching rather than reading does not make film viewing a passive activity (Berger, 1972; Foreman & Shumway, 1992). A shallow comparison and contrast that says movies cannot express as much as books can express actually decreases motivation by telling learners that they should consider books as hard to master (and should only stay in the classroom) and films as superficial (and should only count as trivial entertainment) (Teasley & Wilder, 1997, p.6).
When teachers help students to learn to see through the eyes of a filmmaker, however, students “become more aware that any representation of reality involves rhetoric and become less willing to see that rhetoric as transparent” (Schmertz, 2001, p.88). They begin to understand that one who would document a world must make choices about how they will represent that world. Students learn that anyone who would represent human experience does so based on an understanding of the intended audience’s needs and assumptions and faces challenges and opportunities in choosing what and how to represent the world. Learners can quickly and easily recognize the role of rhetoric in shaping film into a product that they can understand and enjoy. Teaching basic film literacy can take less than a week of class time, thus making it one of the main benefits of bringing film into the classroom (p.88). Furthermore, post-reading activities such as having students adapt what they just read into a different medium let students take ownership of what they read and make personal connections to the text. Continuing with the constructivist view, these activities provide ways of scaffolding knowledge and activating prior knowledge (Clark & Graves, 2004).
Using movies in language arts coursework aids motivation by using four basic theoretical principles: recontextualization (spectators of popular culture own outside-experienced images and ideas for themselves by identifying with characters and empathizing with situations), structure (specific organizational patterns of texts including the narratives of movies), intertextuality (related to reader-response theory, this concerns the connections both readers and writers make to the text they currently read, their own experiences, and other texts they have encountered) and critical theory (the purposes of literacy beyond reading and writing such as making readers and viewers aware of the power structures behind language, which can appeal to the emotional interests of diverse learners while promoting social change). Addressing any of the four principles can help a language arts student become a better reader and writer; the fact that incorporating film into the language arts class includes all four makes that action highly valuable in addition to movies being a diverting and fun part of popular culture that help marginalized students feel more at ease in an academic environment (Sweeney, 2006, p.29).
Why Teachers Should Focus on Screenplays
Ideally, teachers would give learners experience with actual film production and allow those learners to transform their ideas and understandings from their initial readings to a completed audio-visual product. The constraints of time, money, and access to equipment (although less cumbersome through the advent of smart phones and user-friendly video editing software) often hinder teachers from providing these experiences. Teachers manage to work around these constraints by offering students the 'hands-on' experience of filmmaking through assignments like screenwriting (Blau, 1995; Teasley & Wilder, 1997) and storyboarding (Bishop, 1999; Christel, 2001; Costanzo, 2004, Firek, 2003; Golden, 2001; Teasley & Wilder, 1997). Teachers who choose to take the project to the conclusion of a finished film or video will find that this final portion teaches many of the twenty-first century skills prized by parents and educators (Bedard & Fuhrken, 2011, p.123).
When writing screenplay adaptations, students must read, speak, build, act, direct, analyze, visualize, and communicate through words on paper (Baines, 1996). Adapting previously published texts to screenplays can help students to wrestle with the issues of character, plot, tone, setting, theme, and style and can promote their understanding and appreciation of the challenges faced by writers (Golden, 2001). In order to write a screenplay adaptation, students “must thoroughly know the content of the original text as well as the propensities and limitations” of both film and the source material (Baines, 1996, p. 620). Both teachers and students will find the results worth the effort:
It is a way to get previously lackadaisical students to produce stacks of written work about characters, plot, setting, dialogue, conflict, and description. In addition, students are compelled to think critically about writing, images, and sounds; they experience first-hand how nonprint media can be manipulated for specific purposes; they collaborate actively with their peers and use a variety of skills and intelligences. Perhaps most importantly, during the screenwriting unit, students want to write… the best video ever made. And when students want to do well, teaching is a blast (Baines & Dial, 1995, p. 90).

Depending on the makeup of their classes, teachers may need to consider the vastly different writing abilities of their students. Assigning the writing of film scripts can serve as a useful tool for allowing students of differing abilities to investigate and to manipulate language variation (Saugera, 2011). Screenplays provide a range of language contexts through the need for shooting directions, narration, and dialogue; each of these requires a different style. Style addresses the variation in a person’s speech or writing consistent with the situation, the addressees, the location, and the topic discussed and thusly demonstrates degrees of formality (Richards & Schmidt, 2002, p. 522). The activity of scriptwriting enables students, at the intermediate and advanced levels of reading and writing proficiency, to work with a range of styles. As Saugera (2011) explains, “A screenplay… provides three stylistic varieties, placed on a formal-neutral-informal linguistic continuum: (1) technical cinematographic language in camera directions and film credits; (2) narrative language in exposition of scenes, sets, and characters; and (3) quasi-spoken intimate language” (p.137). The screenwriting experience helps students “recycle and reinforce what they have learned without feeling frustrated by their linguistic limitations” (Saugera, p. 141). Because scriptwriting forces the author to focus on quality over quantity, students can practice writing with economy rather than trying to fill page space or a set time limit. As Saugera (2011) finds with her students, Bedard and Fuhrken (2011) find that their students demonstrate a better understanding of the importance of and the differences in grammar and style between character dialogue, stage directions, and film details (p.121) from screenplay assignments than they did before the assignments.
Students who work on screenplays “have a real audience in mind, and the reactions of the class to these compositions enable them to test their choices and explore additional options” (Costanzo, 1992, p.83). Perhaps more importantly, this awareness “carries over into their own writing of more traditional essays” where their newfound “ability to anticipate the viewer’s response sharpens their sense of their reader’s expectations” (p.83).
	Practitioners who have successfully used screenplay assignments in their classes have noticed important improvements in their learners leading them to continue using such projects. When creating screenplays, students try to reach a larger audience than just the teacher, and this larger audience gives students intrinsic motivation to create and to explore issues they would not normally explore in class. Students gain an increased awareness in the craft of writing for both the page and the screen. Before beginning the assignments, students (despite being digital natives and frequent users of users of media) show very little knowledge of how producers create media including the importance of the written word to the finished product. After these assignments, students change their perceptions of themselves as readers, writers, and creators and pay more attention to the decisions made by professional writers in film and printed texts (Baines & Dial, 1995; Bedard & Fuhrken, 2010; Costanzo, 1992; Golden, 2001; Saugera, 2011). Based on the success of these practitioners, interested teachers should consider advice gleaned from their work.
Recommendations Based on the Work of Successful Practitioners
Based on the improvements noticed in learners by practitioners who have implemented similar programs and have documented their processes, this essay recommends that teachers give learners the experience of a film-based project up to the screenwriting experience, including film treatments and storyboarding. Teachers can design the experience so that it meets all 7 of Guthrie and Knowles’ 2001 principles of reading motivation. This section gives these recommendations: account for time constraints, allow choice, organize course work in terms of authentic problems, provide extensive preparation, allow collaboration for building synergy, sequence activities that build on the previous ones, integrate other activities such as pitches and storyboarding, and give help on terms, techniques, elements, and structure. By incorporating these recommendations, high-school English teachers will strengthen their work toward implementing screenplay projects.
Account for Time Constraints
	Of course, film-based activities take time, a constant consideration for teachers. Teachers can integrate film-based projects as a course onto itself (Golden, 2001), throughout the length of the course (Costanzo, 1986), or, if possible, the entire school year (Bedard & Fuhrken, 2011). At the very least, students should have three weeks of class time as well as outside-of-class meetings of student teams in order to complete their screenplays (Saugera, 2011).
Allow Choice
	Teachers should allow students to have choices at every step in the process to enable the motivational principle of “self direction” wherever and whenever possible, including the choice of a wide variety of texts from differing reading levels in order to enable the motivational principle of “interesting texts” (Guthrie & Knowles, 2001). Teachers should even require that their students make a choice of changing something from the original with options including switching genres, moving the characters to a different setting, telling the story from a different character’s point of view, and ending the story with another outcome (Bedard & Fuhrken, 2011, p.115).
Organize Course Work in Terms of Authentic Problems
Teachers who organize their course work in terms of “problems encountered by both filmmakers and writers in their efforts to record, analyze, develop, edit, and communicate their perceptions to an audience” will discover that “a surprising number of students can recognize the compositional elements of clarity, unity, completeness, continuity, and mechanics more readily in visual terms” than they can (at least initially) in their own writing or in the writing of famous authors (Costanzo, 1992, p. 80). Costanzo writes, “their ability… to articulate the nature of good filmmaking demonstrates that they already possess much of the knowledge we want them to have about successful writing. The next step is to extend their ‘visual literacy’ to the written page” (p.80). He quotes Alice Trillin, Curriculum Consultant for WNET/TV, "perhaps this willingness to take part in making active judgments is the most important benefit of the film approach" (p. 84).
Give Help on Terms, Techniques, Elements, and Structure
Depending on the amount of filmmaking knowledge each learner possesses, teachers may need to provide a number of mini-lessons sprinkled through the unit. One just-in-time mini-lesson should discuss on the elements and structure of drama and the terms and techniques of screenwriting in order to adapt fiction to drama (Baines & Dial, 1995; Bedard & Fuhrken, 2011). Before students work to complete the writing of first drafts, teachers can provide mini-lessons on writing descriptive language and developing internal and external conflicts for protagonists (Bedard & Fuhrken, 2011, Saugera, 2011). Before actually getting together in groups to produce the final screenplays, students should receive a just-in-time mini-lesson on how to “pitch” movie ideas to decision makers (Bedard & Fuhrken, 2011). Once students can work together to produce the working screenplay, they may need mini-lessons to fill the gaps existing in their knowledge of film products such as the content and look of storyboards and screenplays (Bedard & Fuhrken, 2011; Golden, 2001). This recommendation meets Guthrie and Knowles’ 2001 principle of conceptual theme.
Provide Extensive Preparation
Six actions best prepare students for a screenwriting assignment (Baines & Dial, 1995). Teachers should begin by having students brainstorm for ideas through creating a list of favorite films, identifying the elements of film, and writing an idea for a script in one sentence. Students should then structure the idea by breaking down their script ideas into setting, conflict, and resolution with 3-4 sentences for each section. Next they should provide character biographies by listing of all major characters in their script with brief descriptions of each and an in-depth description of at least one character. They should describe plot and setting by scene by writing out scenes and locations on 3 inch by 5 inch index cards, setting the main character 24 hours before the story takes place through the assignment of writing a short piece of fiction that puts the main character into action for a day, and familiarize themselves with the format of the screenplay via a brief screen adaptation of a short story done in groups. These actions meet Guthrie and Knowles’ 2001 principles of conceptual theme, self direction, and real-world contexts. Aided by these actions, the students can write an initial draft of a screenplay and then peer edit each other’s work. These peer edits can ultimately include shooting the video and showing the results through a working script, editing remarks, and a group assessment (p.87-90).
Allow Collaboration for Building Synergy
In keeping with Guthrie and Knowles’ (2001) motivational principle of social collaboration, teachers should use and assess collaborative screenwriting assignments because of the synergy it creates (Baines & Dial, 1995; Bedard & Fuhrken, 2011; Saugera, 2011). Through collaborative screenwriting, students can share and face personal ideas and experiences, combine writing strengths, and critique each other’s contributions. The collaborative portfolio include a prewriting exercise for planning, a first draft of the script, a revision, and a final polished shooting script, which the students could go on later to use for the production of an actual film (Saugera, 2011, p. 145)..
Sequence Activities That Build on the Previous Ones
Teachers must purposefully sequence each literary activity so that the current one builds on the previous one (Baines & Dial, 1995, p.123). They can use a three-pronged approach that first starts with reading, then writing, and, circumstances permitting, ends in moviemaking. Under reading, students read and discuss books in literature circles and respond to their books in both a journal and a blog. For the writing portion, the students individually write their stories based on their chosen book, participate in writing conferences with both their literature circles as well as with mentors (other teachers, pre-service teachers, volunteers, older students, or the teachers themselves) who use Calkin’s (2000) writing conference to improve the writing, pitch their screen stories to the class, revise in their groups the stories that get selected by the class from the pitches, create storyboards from the revised stories, and adapt the storyboards into screenplays. Time and resources permitting, the class can move on to moviemaking, where the students learn about the different jobs of filmmakers (such as producer, director, cinematographer, and film editor), film the finished screenplay, and edit the movie using movie-making software (Baines & Dial, 1995; Golden, 2001). 
This timing and sequencing can create the potential for a classroom community where students share their current strengths while finding new ones (Bedard & Fuhrken, 2011). Before having students draft the stories, teachers should give the class time to reflect on the strengths of the original books and to brainstorm some changes for consideration when pursuing in their own versions as mentioned in the recommendation on allowing choices. Students work to complete the writing of first drafts by using their writer’s logs. With their first drafts in hand and in the portfolio, the students either individually or in small groups read aloud their initial treatments to mentors in writer’s conferences; the mentors validate the students as writers through writing context-specific praise and collaborate with them to make revisions based on the possible needs of the treatment: clarifications, extensions of ideas, consideration of the audience and of the final, summative-assessment product, and the affordances and constraints of the chosen genre for the film story (Baines & Dial, 1995; Bedard & Fuhrken, 2011). This recommendation meets Guthrie and Knowles’ 2001 principles of cognitive strategies, self expression, and social collaboration.
Integrate Other Activities Such as Pitches and Storyboarding
After polishing their drafts based on the work with their mentors, students should then sell each other on their ideas by presenting summaries of their film treatments; this allows the teachers to assess the students’ understanding of the original texts (Cunningham & Allington, 2011). To make the scenario more authentic and to give students more ownership of their learning through competition, only a few treatments should win approval by the class to continue on as storyboards and as screenplays (Baines & Dial, 1995; Bedard & Fuhrken, 2011). Each team member can go through the winning treatment line by line to suggest and select ideas to improve the story, which can help crystallize the truth that small details can make story elements stronger. Teams may sometimes make poor collaborative revisions, however, and inadvertently lose effective parts from the original while shaping the piece into a greater whole (Bedard & Fuhrken, 2011, p.119). Each group can then transform their collaborative story into a storyboard using comic-strip-creating software; the storyboard forces students to convey the necessary story information to an audience by synthesizing pictures and text (Essley, Rief, & Rocci, 2008) and to make hard decisions as to what events and details to leave in and which events and details to take out as well as how to fill in any story gaps uncovered; the screenplay itself takes even further the hard decisions created by the storyboarding process (Bedard & Fuhrken, 2011, p.120). This recommendation meets Guthrie and Knowles’ 2001 principles of conceptual theme, real-world interactions, cognitive strategies, self expression, and social collaboration.
Implications and Future Considerations
High school teachers have used film-based projects in their classrooms since the 1970s (Costanzo, 1992). Unfortunately, as Teasley and Wilder (1997) state, 
[W]e acknowledge that, when it comes to teaching film and integrating it into the English/language arts curriculum, we're all beginners. The training of English/language arts teachers rarely includes how to use film in the English classroom. Typically, teachers are taught to teach literature and composition, sometimes speaking and listening, but they are not taught to teach film. When film is treated at all in English methods textbooks, it occurs mostly as an audiovisual aid or as something to compare to the 'real thing' (literature). Most English teachers love film and use films in their classrooms, but many of them feel inadequate about the way they use them. They tend to show films but not teach films (p.7-8). 

This tendency leaves behind an opportunity to use students’ knowledge and love of film to motivate them to dig deeper into printed texts and to create learning and assessments authentic to them (Amaya-Anderson, 2008; Baines, 1996; Golden, 2001; Schmertz, 2001; Teasley & Wilder, 1997). Continuing education programs can address this issue by training teachers how to teach films and how to use film-based portfolio projects in place of other forms of assessment. Further research can clarify, qualify, and quantify how and why film-based projects contribute to improved literacy motivation.
As more teachers who grew up with new media and playing video games in multiple formats (console, computer, mobile phone, etc.) come into the workforce, educators also need to consider the possibility of having students adapt works to video games and other new media, and educational researchers need to consider studying how projects using new media (especially adapting written works to new media) can improve literacy motivation.
Conclusion
In this paper I looked at the problem of reading motivation in high school and discussed how teachers can use film-based projects (especially screenplays) to improve it. I provided recommendations based on the research for using these projects in the high school English/language arts classroom. Although I have considered and worked with how to use these kinds of projects to improve reading motivation since my freshman year of college, I have learned through the writing of this essay how and why such projects can improve literacy motivation as well as how teachers need to go about incorporating them as a result of writing this paper. This essay also helped give me a deeper understanding of new literacies and how teachers can use them to augment their instruction of traditional literacies. By continuing to consider and study how new and traditional literacies can work together, we as educators can help guide our students to conquer the competencies of the future.
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