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How to Build a Growth Line in ’From Fear of Water to

Loving Swimming’ at Junior High Level

What separates a junior—high version of learning—to—swim from the elementary one
is the line. In elementary school you just tell the event clearly; in junior high the
three scenes must form a line of change: annoyed during shallow—end drills, scared
during the deep—end challenge, quiet after the solo lap. Annoyed, scared, quiet -
those three words are the skeleton. Touch one at the end of each scene and the reader

reads the growth on their own.

Split six hundred words like this: shallow end about one hundred eighty, deep end
about two hundred twenty, the solo lap about one hundred fifty, opening and closing
around twenty each. Give the deep end the most words, because fear is the center of
gravity here; skimp on it and the fear won’ t stand, and the loving—swimming ending
will feel fake.

The trick to keeping the shallow—end paragraph from becoming a running account is

boring details: kick drills into the third week, you can count how many grout lines
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there are on the pool tiles, your group moved on to arm strokes while you still
practice blowing bubbles. Once boredom is on the page, ' I almost quit’ has evidence;

otherwise the reader just thinks you’ re being dramatic.

For the deep end, write fear with the body, not adjectives. Heartbeat in the
ears, water turning cold, toes clawing the bottom refusing to let go — these beat ’1I
was extremely afraid’ ten times over. The measure of elegance here: one simile is
enough, like ’the deep end is one shade greener than the shallow, like a room whose

lock was changed’. More figures of speech and the paragraph turns cloying.

Objects can thread the scenes: the goggles appear three times — at the entrance,
wiped again and again in the changing room, and left carelessly on the hook after the
lap. How the goggles are handled tracks the inner change, so no explanatory bridge is

needed between scenes.

For the solo lap, write the climax as quietness, not cheering. Suppose those
twenty—five meters were ugly, you choked on half a breath at an inhale, but when your
feet found the far wall you held the edge gasping with one thought only: so I could.
Keep the growth insight here to one sentence and don’t follow it with 'so it is in
life’. You may open from the fear: ’For three years in elementary school I walked
around the pool’, one sentence into the scene. Self-check: do the three scene endings

land on annoyed, scared, and quiet? If not, add them.
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